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SATCOIESNISTYO ANONIMNIE |
MATESIYALA

uc¢eSca u ulozi anonimnih materijala, anonimne materijalnosti i konvulzije
anonimnosti koja su na delu. prisutni kao pristup u praksama regoionalnih i di-
jagonalnih generacija umetnika post-yu'th bijenala. ovo izdanje tretira uslove
za reakcionarno-socijalistiCke pastiSe ruina i ruminiranje kroz pastoralne rudi-
mente: [sic] anonimne materijale; nastajale brzim kristalizacijama njinove stak-
lenosti i zaostrenim tehnoloskim transformacijama 271. veka. usled ¢ega se na-
kuplia moc¢ sublimacija, koju je nekada znao in-situ posedovati per-se ovaj-vise
ne toliko-nas svet, gde je podjednako-govoriti; gde govoriti o umetnosti u smis-
lu njenih nesvesnih materijala [kao okruzenja] koja se medusobno odreduju,
koliko i nastavljaju dalje: rad, rast i follow-up. sve Sto se tu daje komunicirati i
sto komunicira jeste svojevrsna re-vaporizacija sub-struktura; kulturoloski iz-
vesno razlicitih potki kao i drugih organizacija... diagramskih terminologija dru-
gih izlozbi; postojecih ¢lanaka pracenih listama i imenovanjima na duge staze.
drafting poput gambita koji je: u potrazi za slu¢ajem infrastrukturnih planova i
finih upotreba, gestualnosti odnosno tretiranja. ta upotreba anonimnih materi-
jala, Cak i resursa koji stoje naspram i u samim srcima anonimnih materijalnosti,
kao kroz dela umetnosti, zapravo samih koluzivnih sila - delanjem umetnosti -
vec ustanovljene izvornosti. a izvornosti se moraju negovati u kontinuumu, ne-
govati isto koliko ih i materijalno sauspevati kroz navigacijske prakse, konkret-
no ovde, onih od umetnika. ispostavlja se samo, kao anonimno tkivo — efekti,
loop afektacije cross- zivota over- savremenosti. kroz sve $to se moze sada
sauspevati komunikacijama, upravo aoristom-zapravo: kako anonimno materi-
jalizovati; kako katalogizovati arbitrarnost svakog okvira: oh-queer-ah! unutar
poliritmiCke sistematizacije umetnosti, idioma, sauCesnistva u njenoj komplici-
ranosti -javnih materijala. pristiupnica, iznova, odredeni oblik samodovljne ma-



trice za spekulacijske i asocijativne vezbe iz kontingentnosti — bitnije pitanje od
njene upotrebe su priustivosti, su date uvek na delu. sopstvo je u tome ultima-
tivan i sirov oblik zagonetnog anonimno konspirativhog odnosa prema posta-
janju resursa. zamisao o tom postajanju fantazira priustiti Citacu i ovakav kako-
fon tekst koji je nejednako takode kompliciran i u sprezi tog samo-opremanija,
kompliciran jeste i sastavljen potpuno ali i za-komplikovan. kompliciran je u
generativhom svetu. u svetu prepunom generisanih slika. u svetlu generativnih
sila; ipak, imperativ je razmisliti -Cini se- Sta su zapravo ovi, cesto veoma sabi-
jeni psiho-rojevi. tokom ove poslednje decenije, odnosi izmedu slike-teksta,
nisu vise kao oni slike tela, teksta, niti kroz relacije. svi oni postaju gotovo kvant-
no izmenjlivi, dok umetnosti viSe nije ni do toga da generiSe nista-jedinstveno,
vec Sta trazi moju bilo Ciju refleksiju u de-subjektivizovanom prostoru ali najpre
pristupu u vec-sve-postojecim zalihama objekata, slika i prostora kako ovog
dole - tako i vertikalno svakako dugacije i digitalnog. red je bio i na svet- da sa
stanovista apstrakcije razume, a ne da se apstrahuje vise od jedne strane sveta.
elementi stvaralastva su u drugom planu, a prenosenje slika poput predmeta u
svet objektne umetnosti, ona postaje isto tako sekundarno. sirovo vizuelno re-
zonovanje poseduje ritmicku, procesnu i serijsku formulaciju. serijsko ponavl-
janje je manje stvar kontrapunkcija istosti, razlike, viSe faktor tkanja beskrajne
mreze relacija; ovakva, se moze dogoditi najvise u okviru spekulativnih varijab-
li. naCin na koji senzitiviSemo svet, tela su sve samo slike i jezik, koji se nekom
drugom prilikom radikalno dugacije produbljuje ili je njih cesto ponekad i viSe;
njihovom (se) upotrebom. je sama upotreba, 7 jede sedam dok 7 sedam jedam,
odgovarajuci na ovu anticipaciju, umetnici ne izgleda da se bave glavnim para-
digmama uveliko istorijskog- umetnosti, niti zanemarivo ideologijom izlozben-
og prostora izglobljenog, vec¢ predmetima i sopstva konstelacija, u kojima se
susrecu i u svakodnevnom zivotu. ponekad nastojeci stvaranju nezavisnih
svetova umetnosti, oslanjajuci se na bogatstvo predstavnosti raskosnosti ma-
terija, samih materijala, uredaja i komunikacija okoline. medutim, oni se ne bave
ovim resursima kao apsolutni majstori i poedinci odvojeni od civilnosti, vec se
smatraju elementima svoje/nase kulture. oni ovim putem hoce da izbegnu dik-
tate individualnih samooptimizacija: poput stereotipskog pojma, koji intuitivno



deluje i svojim artizmnom podstice na suoCavanje sa sobom i medu sobom. ali
kroz kontemplaciju koja je oslobodena u granicama materijala sa kojima i stupa-
ju u interakciju a koji strukturiraju svakako veliki deo svakodnevice re-kontek-
stualizovati (ih)* u svet (neke) neke *(druge) umetnosti. zato se ovakva dela
suoCavaju sa razliCitim izvesno mogucim interpretacijama i potkopavaju bilo
kakvu pretpostavku da moze postojati svet u kome je sve pomireno. umesto
toga, susrecemo se sa izmrvljenim materijalistickim spekulacijama o neopiplji-
vosti opipljivin objekata i sa kojima smo svi upoznati, a da ih ipak ne mozemo
stvarno potpuno protumaciti. ukoliko je bilo ko, ¢eS¢e anoniman, pre nego sto
je upucen u neki buzz mreznih ne-elasti¢nosti i retke kognicije prostih stvari,
kao frekventan, versatilan, ekscesivan, aluzivan i intrizi¢an: anonimnih a moral-
nih kompliciranosti i sauCesnistva dovrsenosti Spekulacije. anonimnih sila ma-
terijalnosti i anonimnosti tih materijalnosti. neko, dakle misli da se svet moze ali
ne nuzno zamisliti nezavisno od CovecCanstva iako je nuznost ovog odvajanja
nezaobilazno osetnha. postavka raspakovana je u rasponu od onih pristupa u
savremenoj lokalnoj, odnosno regionalnoj umetnosti, do onih ~or~else~ razloga
da se istraze veze izmedu teorijskih, naucih koliko i blizih primera oblikovanja
umetnosti kao prostora regionalne drustvenosti. unutar izlozbe u tradicional-
nom, dijalektiCkom smislu, Spekulacija i materijali nisu u suprotnosti jedni s
drugima, jer se Spekulacija odnosi na razmisljanje o beskonacnosti i apsolut-
nom, onome $to nadilazi materijalno. dok nasuprot materijali deo su Cvrstih
fizickih Cinjenica. racunajuci i na samu mogucnost eksperimentalne nauke da
pruzi informacije o svetu pre pojave organskog zivota, onoga sto je postojalo
pre-misli, materijalizam ne bi mogao vise da iskljucuje spekulativhu pre-misao,
suspenziju konacnosti bez nuznosti, gde bi se sve moglo ali ne nuzno. konspir-
ativna priroda veC govori, zaverava se rotacijom intuicije za kontra-intuitivno,
znanjem za neprepoznavanje, konformiranjem sa konfrontacijom. unutar ovih
zamesSateljskih procesa bliskih i dalekih epifenomena bitna je mehanika parano-
je i de-subjektivizacije. buduci da je paranoja stanje visokog kognitivhog po-
tencijala, ona se kroz razliCite entropijske stadijume ili kristalizuje u jasno zakl-
jucene uvide ili kristalizuje singularni slu¢aj uma, u fantazmatsku ozau opne
paradoksa. medutim, sada kada dotiCem ‘ovo mesto’ upravo rizikujem intrika-



tan kompleks jezickih sila koje opredmecuju apstrakciju neke pre-konkretne
teorije kao zavere. hiper-metaforicna glasina ili konkretnije, nerukotvorena
pecina informacijskog pejzaza. povezana je zamenom mesta reci. psiha koja se
ustrojstvom svog abecednog ¢vora prekodira u permanentni egzotericki, Cist
psihizam, mit o datosti, paroksizam redundancije. umetnici rade ne vise sa po-
gledom na telo kao poreklo percepcije, umesto toga, ovde je to objekat procisca-
vanja - ukratko, objekat optimizacije. izlozba je samo-paralelno postavljena sa
pitanjem internalizovanim koje je u anonimnom, mozemo li misliti bez sveta
objekata, postkolonijalnog sveta, sveta zivotinja, sveta resursa; kako to funk-
cionise nesto sto niko tacno ne zna. zamisao kulture posle kulture tice se prirode
posle prirode, materijalnih post-materijala. i simuliranosti animiranog tela u
njegovoj snimljenoj nematerijalnosti, sa jezikom. izvor i poreklo kod gotovo svih
predstavlja univerzum Kkoji se hrani informacionim mrezama. nasuprot izmisl-
janja novog, postoji umnozavanje mutacijom, preklapanjem, mesSanjem i del-
jenjem. ove materijale karakteriSe teCno stanje koje ne poznaje preterane,
pozajmljujuci govor o estetici od kontingencije, sto znaci nesto poput stalnog i
nepredvidivog protoka materijala unutar polustabilnih struktura. Sto nove teh-
nologije viSe zasicuju zivote, pitanja materijalnog i nematerijalnog, postaju up-
ravo ove tehnologije, koje nastoje da povuku jasne nagibe izmedu objekta i sub-
jekta. ali tamo gde sve teCe zajedno, u nepredvidivom materijalnom toku, zar
se tu ne postavlja zamka za umetnosti? viSe granica koje razlikuju estetski
objekat od svih ostalih objekata. jer tamo gde se sve nade u stanju transfor-
macije, nista ili zapravo sve bi moglo postati mogucnost. za 5 sekundi speku-
lacije bi predstavljale izazov opsednut materijalom prema modernistiCkom ide-
alu, gde su ljudi, za razliku od objekata, u zizi refleksije. ono §to dozivljavamo
kao virtuelni uspon i prevrat interneta je u stvari promena i fizicke stvarnosti
koja nepovratno transformise telo kao sinteticki registar i okruzenje kao labo-
ratorium. ljudi su, ako ne jo$ uvek realni kiborzi, ono su vec izvesne himere u
bio-svetu. usled ovakve granulacije ontologika je iskljuCiva kao dete, pa se izo-
pStava, uvek prema reCima nekog drugog, kao identitetska rupa zapleta, neci-
jeg drugog —zivotnog kursa. nizanje recCenica incognhitum ancestralnog refer-
enta. moguca kao razvojna linija poreklom od dekonstrukciske j- priustivosti,



dostupnosti, odnosno ekologije pristupacnosti. jedno moguce povlacenje iz parti-
je Saha umetnosti jeste iz samog akta umetnicke p-odmislenosti i ozirisenosti pri
zadovoljavanju njene sluzbenickih prividnosti. tako dolazi i do modela igracke:
ra-sastavi sve i vladaj! neljudsko, na kraju dana gleda u buducnost CovecCanstva,
model igracke je rekurzivan i samo-evidentan, nuzno emancipatorski, on je skup
modela: teorijsko-metodoloske pretpostavke vec u prednjem planu, kao izmenjl-
jivi, iznova opremljivi objekti (modifikacijama i manipulacijama). zastupanje
mrezne ili teorije ujedinjujuceg polja integralne teorije interneta - stvarnosnosti
- drugom vrstom bivanja viva-anonima. alhemija jeste vezrzirana na otkljucavan-
juizvesnog vida za svet- u njemu. ekstenzivne apstrakcije okvira kao heuristickog
uredaja koji izrice seriju dogadaja, koji transformisu objekte, aktere i mesta u rel-
aciji sa uhvacenos¢u u dogadanja. skandalizacija anonimnih materijala je kao
domaca televizija. sto jeste zasigurno i nomoloski-dangler. zamka i masSina- zas-
novanost ni na c¢emu- njima, vama ili svemu? pocetna motivacija rekapituliranja
one-ove izlozbe je egzistencijalizovan prostor krize, ne kao egzistencijalistiCke to
je ultra pro et contra; koja se automatizuje u svoju jeziCku-rezoluciju; da se po-
kaze svoj razvoj koji se odrazava na: tehnoloske sheme i prolegomene, proble-
mo-gone-me, i koji koristi drugaciju estetiku, orijentisanu na povrsi internet i kor-
porativhog; generacije u nastajanju imaju vise Sarma za konceptualan pristup
zasnovan na materijalu anonimnosti. to je vise ne-fikcija nego fikcija - Spekulacije
ne koriste termine ‘ja’ ili ‘generacija’ kao ni ‘posle’ 'interneta’ u misljenju-teksta,
mnogi od radova ne bave se internetom ili izbegavaju bilo kakvo neoliberalno
brendiranje, dakle samo kao slika pretrage, radovi se pozicioniraju u prostor koji
vec razmislja kako ce ih se pojaviti. umetnik bi zeleo da osvetli izlozbu. taj pristup
je takode u funkciji tehnologije i kapitalizma, ubrizgavajuci izvesnu hladnocu ili
toplotu u materijale. u skrivenom pisanju, osnovna radnja je konstruisana da ka-
muflira druge zaplete, registrovanih u rupu-zapleta- preklapanje sa povrsinama
ili zaokruzenim predikatom, u smislu takvog pisanja; glavni zaplet jeste nacrt
koncentracije rupa na nekoj parceli, rupa kao parcela. ostvariti ove uslove kroz
pravni zivotni okvir, prostor za objekte i figure socijalnosti koje su kalibrisane na
digitalnu sferu? objekti koji imaju tela, ili sporadicnu fizikalnost. oni se terete
odsustvom, koje Cini telo potpuno prisutnim: kroz prisvajanje- materijala kako bi



se opisivalo. a nekako ubrzo ipak - taj bi opis nestao, bip-bop relacione estetike
I ideje da su nedeljivi koncepti veliki deo ovog ili onog opusa. kod opusa
post-yungen bijenala, to jest izlozbe, karakteristiCno je sto je uronjena i uko-
renjena u specificnu vrstu ne-filozofske —spekulativno orijenstisane, onto-
grafije i racionalizacije materijalne svesti kako je upravo post-digitalni prostor
ne sasvim dosledan, logicno jer problemi koji se javljaju sa internetom nisu pot-
puno i Cisto virtuelni. ogromna koliCina energije se trosi i na pokretanje — Sto
menja geografiju i geopolitiku kao retro-spekt. politika materijala se menjala u
realnom vremenu i u smislu virtuelnog sveta, koji zahteva mnogo uredaja, en-
ergije za realan rad. to uopste nije virtuelno, ali zar ovo fokusiranje na materi-
jalno vec¢ ne uklanja neki drustveni element iz bilo kog umetni¢kog dela? ma-
terijal je jasno povezan sa politiCkim, jer autori koji misle o materijalima misle i
o tehnoloskim i ekoloskim rezidualima, oni su pocCeli da razmisljaju i izvan sebe,
preko mere i svakog posla. zato ovakve vrste umetnicke prakse nisu o sebi ni
tebi, svojnosti, prisvajanju, znajuci da su vec viSe zasnovane na specijalnom
obliku saucesnistva. ali sada tu postoji potpuna promena zbog tog - naseg
saucesnistva. ako pricate o neCemu, a znate da ste vec¢ deo toga, to je drugaci-
Ja vrsta pozicioniranja u odnosu na anonimni materijal — zziklonopedia. gde na
primer, postoji napetost izmedu toga kako izgleda i onoga sto zapravo jeste. u
anonimnosti od materijalnih Spekulacija bilo je i nekoliko razli¢itih objekata re-
distribucije, koja je karakteristika u odnosu na nju, sebe i posthumanizam, so-
cioekonomske tremore redefinisanja Ccoveka izvan utvrdenih drustvenih i bi-
oloskih konstrukata i konsekvencija neuronauka koje bi za te¢no postalo telo,
plasti¢no dali sve za jednokratnu upotrebu necije plastike? nista njie Cisto u
Cisto virtuelnom svetu? objekat je izvan vremena i prostora, vrsta je alegorijske
upotrebe jezika; dok je levo, umetnost zasnovana na materijalima i predmeti-
ma kao pikavcima, samo uvecanim pred-slikama. ono sto ovi novi pristupi
umetnosti i filozofiji imaju zajedniCko jeste manje raskid sa modernosScu nego
viSe savez sa njom, to je izvrsenje jednog vida kompliciranosti samo paralelno
sa anonimnoscu materijala. to je za mene bilo jedno olakSanje. zatim, kad se
napokon nesto novo ponovo pojavilo!l uskoro ¢e opet biti joS umetnosti koju
svako nece videti. Cesto se pretpostavlja da su agentura i subjektivnost, ako ne



falsilabilnost kao naturalni identitet: zamenljiv je ali kao transformacijski-kon-
sekvencijalistiCka-etika koja mora biti objekat, dakle manje subjekt prenosa
ove razmene, to ipak funkcionise izveno drugacije. iz -realnog nastaje ali u
etiCkim izazovima koje postavlja samo shvatanje da je biti prirodan, kao sto
agresivno slobodno prirodno virus i jeste, samo je dodatna oznaka iteracije na
racun indiferenstnosti: indiferentan prema moralnim projekcijama koje bismo
mogli da napravimo na njega. materijal je koji pronalazi svoje nacine, izvesnost
rada sa/na anonimnim materijalima post-mreza, pokazuje diferencijalno vezane
niti, procene slika, objekata, zvukova | medija: tzv. materijala. a digitalni svet
radi svoje, nezavisno od bilo kojeg dr. Sirenja snopva, do krajnje smese. suoCa-
vanje sa povecanjem kompliciranosti same slozenost, npr. mita o datom. stvar-
nost nije stvar, vec sistem konstrukcija, nacina dopustanja sveta. logika anonim-
nih materijala oCituje se unutar kompleksnih pojava. na trenutak deluje kao
influks bastardizacije doku-fikcijskog konspiriranja izvesnih primera. konceptu-
alistiCka putanja je inaugurisana uz komplikovana ovlascenja; sugeriSuci znacenje
kako je to izgledao sadrzaj strano) prisutan: znacenje: umetnicko delo-pogled na
objekat, namera interpretacija (kultura-institucija) srednji izazov ideja svet boje
transformisan u informacije filma i operacija dizajnirane slozenosti; ljudska vizuelna
obrada oko, radna memorija fizicki proizvod preferencija i (stimulusa) iz kamera
(privilegija, reprodukcija, korporativni (ciljevi) potrosa¢ (umereno) razvoj slike; teh-
nicki imbrikacija - esteticko — semanticko -modeli predstavljanja alternativne zasno-
vane na Cinjenicama sintetiSe surovosti dva argumenta interveniSuci sa vise nivoa;
kognicija (Cula) pasivna (receptori) oblik (boja) indeksna (pogled); uticala na reinter-
pretiranu (semantiCko-kulturnu) praksu artikulisati razliCit — eksplicitan (uokvirivan-
je) sistem (hvatanje) razvoj (perceptualni) tehnoloSki nivo (novi) kapaciteti (kritic-
ka) pitanja (zajednicka) nit (autorska) razmatranja objasnjavaju (celinu) sebe (misao)
konjunkcija (8ire) diskurzivni (okruzenje) dogadaj (razmotriti) dijalog, konkretna (pi-
tanja) - posebna (vrsta): ljudska-tehnologija; luta Sirom globalne mreze. nova
post-yu'th slav-sphere: sajber-partizanstvo trans-modernista koji definiSe sa-
jbernetiku kao nauku o komunikaciji i kontroli. proto-fikcijske prevodivosti, oko
odnosa prema vrednosnim idejama generacija Cija oCekivanja nisu u pogledu
tih relacija prema ‘vrednosnom’ i sve manje se ispostavlju, i kao da nisu prib-
liznih pravaca, tek nikako navigacije. potonuce nacionalne drzave u njenu ter-



minalnu demencijsku, drustva ispod klase urbana jezgra predgrada, fisija pret-
nje, gubitak kontrole. kovanice: enklavia, xenoslavia, yugofuturizam

oznacCavaju izvestan domen otklona, opoziva, ne toliko otklona koliko razvojno-
sti partikularne zarotiranisti od tog-proslog, tekuceg i buduceg preobrazavanja
svojstava (ovde umetnosti i vizuelne kulture kao ve¢ odmaklog veka. izvesna
generacijska aistoricnhost je ishod prirasle karakteristike ambisoidnosti,
nepoznanice kao datosti. materijalnog tragovanja i ogledanja kroz transfor-
macije globalnih pulp-vrednosti, prevratne drustvenosti i to usled, sa jedne
strane, izvesnih sauCestvovanja, odredenih aktera zahvacenih kroz trajektorije
90-ih u mra¢ne vode prethodno konzumiranog modrog korpusa modernizma
kroz tekovine 20-tog veka, u meso renderovano za gotovo-dobro jelo pot-is-
tisnutog zamucenog hiper inventarnog modernisticarskog 21 vekovlja. svetom
divljaju posSasti softverskih virusa, nuklearnih proliferacija. i to sa ove druge
strane, posmatrano nizozemskim rakursom milenijalista u razlomcima i koren-
ima na bez i sa iskustvom od krucijalne prevrednovane modernosti kao savre-
menosti, infra traumatizujuce raskosi sto deli kroz blokove svih koji se izmedu
krecu, ali i po- unutar njih. savremeni humanizam biva zakljucen iscrpljuju¢im
mogucnostima ekonomskog planiranja, tu je i juCerasnja naivnost kao nevinost
-na danasnji dokaz namere da se korumpira. ekonomije sredista i kombina-
tornih proizvodnji modernosti godine: zivahni instinkt, kontinuitet, kao op-
stanak, katastrofa je proslost u raspadanju. karaoke umetnosti kurziv je dodat,
neoperativno izvesnom 'sta’. biotriler zamazuje faktografiju obrisa, i kao vrsta
dramatizacije ima znac¢ajnu kulturolosku funkciju (mogu se ogledati kroz- ten-
zije ostvarivanja Cisto politickih efekata). u medusobno rastu¢em nizu inflacije
definicija, napomena, koje imaju i varijacije na prisustvo, posebno tehnolosko.
buducnost koja dolazi u anastrofi, buduc¢nost je koja ¢e doci. oduSevilo se more,
ali ne luka, ni planine, niti postupci; zato kupite gas-odelo spiromantije (za nemi-
nosnost buducénosti). digitalizacija omogucava svet za koji se bilo ko moze
definisati da je, i svako ga moze imenovati -sebe, autorom, orudem za ljudsku
vlast nad prirodom i istorijom, odbrana od sajber-patologije trzista. tradiciona-
Ini filteri su se istopili u vazduh i ostace samo krajnji filter — judski kao nemo-
gucnost Citanja necitljivog. istrunuta digitalnim zarazama, modernost se raspa-



da na komadice. da biste saznali Sta Cuvati na virtuelnom trzistu na kome
Kitsovi slavuji dele elektroniku. kapital se klonira sa sve vecim zanemarivanjem
nasleda. na Sta bismo mogli da pozelimo da se vratimo? u poslednjoj fazi ljud-
ske istorije prelaze se trzista i tehnike kroz interaktivho bekstvo, izazivajuci
kulturu haosa (kao jedinicu) za brzo reagovanje i priblizavanje dizajnerskim le-
kovima sve vecom brzinom i sofisticiranoScu. sada smo svi stranci, vise ne
otudeni, vec¢ tudi, samo prevareni u raspadajucu odanost entropijskim tradici-
jama. iz degeneracija autenticnosti u ksenocidnu neurozu. kultura haosa se sin-
tetiSe sa vestackom neurohemijom. vreme ide cudno u taktilnom samoorga-
nizovanom prostoru: novi vektori i sistemi isporuke, mesSajuci se u trku ka
naoruzanju. mozda ne znamo Sta se deSava, ali postajemo zagrejani i vruci.
mreza vise ne filtrira osvajaCe, oni su naucili da se infiltriraju u mreze. odbram-
beni sistem prelazi u neprijatelja. postavijen protiv taktike subverzije: infil-
tracija, konvergentne invazije i koordinisanog zahvatanja. semplovanje, re-
miksovanje, anonimni i nehumani Sum- replicirana sajber-pozitivho u
post-yu-prostoru. zanemarivsi uslove oblikovanja lokalnih kontekst-lokatora.
drugo jeste, diskontinuirano izdanje, bijenala - deSava se kao nekakva posebna
kontingentna instanca nad paradigmama, lokalnim determinizmima, Cak i
karakteristikama ravnice koje ona sama ne podrazumeva topografski. opsti
zdrav razum je potpuno pogresSan i kultura, regionalna a efektirana ... kako bis-
mo izvodili ovakve opskurne akcione Spekulativne figure govora na konceptu-
alnim terenima, mozda bismo da ispravimo taj znacajan dodatni ton do totalite-
ta tokom postupka prevodenja u poredenju sa primenjenim. ovo je format
transmodernistiCke meko-situiranosti. nematerijalna obelezja a-poetske potke
umetnika, igranje unutar zapleta koliko i osmisSljavanje zapletaske igre-uredaja.
uspostavljajuci u toj indirektnoj mrezi odnosa, preko preteranog i razudenog
poligonskog polizargona koji se ranije praktikovao od rekonstrukcije do ponov-
nog prisvajanja terminoloske liste zapleta; serija o istori¢nosti, koja je sakuplje-
na kao projektna izlozba prevodilackog izazova adaptiranja *spekulacija o
anonimnim materijalima* u ,saucesnistvo anonimnih materijala” ili nasa: kom-
pliciranost sa anonimnim resursima. spekulativni naslovi su posebno zivahni.
reziranje instalacija kroz namete pred postavke i postavljenosti. ispunjeno je



interferencijama koje pod akumulirane valute podrazumeva strujanja kakva
efektivno delujuci obucavaju neograni¢ene pseudo-osecajnosti, maloletnosti,
artizanstva yu-izgovaranja negirajuci im regionalno realna svojstva koja je
sakupljena kao projektabilno transformativna trajektabilija — izlozba, nasSim
jezicima elipsirana kao Spekulirano o anonimnim kompliciranim materijalima,
kao jedna moguca versatilizacija konstrukcija i njenih podsvodova. neogranice-
na su osc¢anja malo'umne—letne’sti prekombiniranost anonimnih materijala je
skoro sve. ex'presivnost radikalne tolerancije, otvorenost je ono sto Cini celok-
upno telo slobodnog sveta naopakim tokom istorije. postoji, jedino radikalna
vrsta otvorenosti. i lako deluje da stvari stoje suprotno, buduci da nasi polozaiji
nisu u najvecoj meri determinisani ni podjednako definisani ‘'nasim’ nacionalnim
sistemima kulture. popularna surovost zakulisnih sistema, svetova umetnosti
ispoljava taj strogi hard-to-getness kroz niz nedodirljivin ogranicenja, ukoren-
jenih u ekologijama pristupacnosti, dostupnosti ili priustivosti. ovakav sklop
poslovnih uslova i polozaja osvetljen konceptom i izumevanjem kovanica, kao
Sto je spomenuta, sa ekologijom ¢ega®? Cega pristupacnost, dostuponost ili pri-
ustivost? Plan rada iskrsava u uslovima, ¢im ste u uslovima onda ste i u odreden-
im okvirima pa tako i neizbeznom sklopu. raseljavanje sopstvenog kapaciteta u
disperzivno postrojenje prostora kroz mrtve-prirode u prirodi. prekomerni,
neintervencionisticki i nerazumni vektor kooperacije u Siroko rasprostranjenim
kulturnim promenama, baca diferencijalno svetlo na uslove. ovaj, recimo, efekat
iskorenjivanja ima krajnju vrednost, kvalitativni znacaj transformativnog vekto-
ra; reCnhik namera, koji se Siri dok se stvara. samo kroz susrete, sastanke i ins-
pekciju interakcijom u datom bazenu drustvenosti, za razliku od prostora razu-
ma, formatiranje jeste (implodirajuce) moguce. ucestalost interesovanja za
zapravo blize sekvenciranje etericnog prema doslovnom, koliko i oko umne
diseminacije umetnosti. nematerijalna razmena, poput ove ili one Ciji je oblik
neshvatljive neravnoteze ubedljiv kao previacenje. krajnji izazovi afektiranja
koncentracije, dok nas provociraju na spinove umetnickih sistema kroz 2000te,
pracene akademiziranim osecajem identiteta i kulturnim sitkom kritikama, vise
pritisnutim uz nova podrucja istrazivanja. ovo bi dovelo do buducnosti hip-
er-stiSanog proizvodenja dijaloga i u atomskim skalama, ekstremno unutrasn-



jim jezi¢kim otkri¢ima, sa paralelama umetnickih i njihovoj teorijskoj aluzivnos-
ti. adresirajuci vrstu elipse, linija je istegnuta preko nasih iskustvenih duzina
uronjenosti. pracene impulsivnim beleSkama u tip indeksa koji ¢e generisati
a-rizomatski a-tekstualni interfejs iznudenih struktura od vrha-na-dole, pro-
gramiranih na odgovarajucoj platformi u opterecenju. opsednutost odredivan-
jem osnovnog kriterijuma prema kojem bi se subjekt antropoloskog diskursa
razlikovao od nas kao ne-zapadnjacki, ne-moderan ili neljudski. neljudsko je
sve sto je strano i Sto postajuci opisno zauzima ljudsko u-nazad bez obzira na
njegovu realizaciju, zamisSljajuci praksu permanentne dekolonijalizacije misl-
jenja. drustvena oCudenost unutar sirovosti savremenosti i aistorijskih znacen-
ja koje odrzava. unutar njihovih predloga isticu se: -katastrofa -eliminacija -de-
strukcija ali i nova dinamika i emancipacija senzibiliteta -otvara se u slojevima
globalnog postinformacionog aksisa drustva - sa jeziCkim preokretima - hu-
morom i politickom hrabroscu. situacioni subjekt, kao vrsta konceptualhog bi-
vanja - pisanja, recimo romana, nastajuci izmedu spontanog i auto - fikcijskog
ili auto - fiksacijskog i javhog interagovanja i intervencionistic¢ki sklonog eksper-

imenta u smislu kulturno profilisanog dogadanja.
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Radovi su reprezentacija segmenta iz Zivota unutar verske or-
ganizacije. Sadrzaj izloZbe predstavlja odlu€ujuce trenutke koji
istraZuju unutrasnje procese, pocevsi od krstenja kojim se postaje
Jehovin svedok. Ziveéi po moralnim nadelima i biblijskim uéen-
jima, Covek se posvecuje novom nacinu Zivota koji je izabrao i
po kome nastavlja da Zivi. Najvaznije ucenje je propovedanje te
‘istine’. Skupstina kao veliko bratsvto koja veruje da Zivi u pos-
lednjim danima, redovno razmatra Sveto pismo i primenjuje ga
kako bi se spremili za taj trenutak. Postavka izloZzbe ima za cilj da
versku skupstinu Jehovinih svedoka postavi u prostor galerije na
nacin na koji sam je ja posmatrao kao ¢lan, paralelno sa narativom

koji preispituje moj stav i poziciju.

The artworks are the representation of my period of life in a religious
organization. The content of the exibition represent the defining
moment which explores the inward processes, starting from the
baptism, which lead me to become a member of Jehovah's With-
nesses. Living by the moral principles and biblical teachings a person
commits to a new way of life that a person chooses and lives by.
Most important of these is the preaching of that truth. The congre-
gation as a big brotherhood who believes they are living in the last
days regularly considers the scripture and applies it to prepare for
that moment. The setting aims to place the religious congregation in
the gallery space in the way | viewed it as a member in parallel with

a narrative that reexamines my position.
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audiovisual installation Erecting Ten-

ess consists of three parts: a video, a

nd collage and a sculpture. The video

es the format of montage-film where

peculative iconological research reas-

mbles images and points to the links

tween the fake-news industry in the

of Veles, North Macedonia, the Slavic

ity of Volos (Veles) and the attack on

' e Capitolin the USA. The ex-Yugoslau

Of Titou Veles first became famous by

q classment as the world most pollut-

city because of its toxic zinc and lead

. )1y located in the city center. The tox-
L e uironment, with cheap and stable in-
et connection and a high unemploy-

L 1@te, encouraged a group of young

O create over 100 fake-news sites
uence the elections in 2016 in the

cating ambiance of the city. The
collage is a mix of recorded tape




All but War Is
Simulation
[2020]

| ecture-based 2-channel video installation. The work seeks to address the status of media rep-
resen - ons of violence by combining theory, popular culture, poetry and personal experiences with
overar: hing themes of migration, militarization, and digital technology. It blends historical record with
specu - 'on and theory, taking a document from the Bosnian War as its starting point: a soon-tOébe
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T S——

refuce " Post-It note that details a list of possessions to take before the family’s eviction. All the items
S Are lin - d to preserving memory in some way — highlighting both a longing for an ideal past and the
ever) --e%‘érience of war; where survival becomes routine, and one’s life is reducible to a few simple
S. I'his forms the anchorpoint. of the'work to interrogate the experience and perceptibility of war
by ex ining-hew-warfare is visualized and mediatized in the context of technological globalization.
e k analyses ways in which modern-day mechanisms of visuality are still governed by a logic of

warfar and addresses'the increasingly technological properties of both picture and poem.

Dvoke 1lna video instalacija koja se zasniva na predavanju. Bavi se statusom medijskih reprezentacija
nasile, kombinovajuci teoriju, popularnu kulturu, poeziju i licna iskustava sa sveobuhvatnim temama
migra |, militarizacije i digitalne tehnologije. Istorijski zapisi se izmijenjuju sa spekulacijama i teorijom,
za po nu tacku uzima se dokument iz rata u Bosni: lepljiva beleska izbeglice sa popisom poseda pre
delo. ¢ e porodice iz stana. Svi predmeti sa liste su na neki nacin povezani sa ocuvanjem sjecanja —
akcer 3juci zudnju podjednako za idealitetom proslosti i svakodnevnog iskustva rata; koje pretvara
preziv | /anje u rutinu, i Zivot svodi na tek par jednostavnih predmeta. Ovo formira tacku sidrenja rada
za da/ istragu oko iskustva i perceptibilnosti rata, ispitujuci ga u kontekstu nacina vizualizacije, i kako
biva lijalizovan u kontekstu tehnoloske globalizacije. Rad ispituje nacine na koje sadansnjim meha-
nizmirm  vizualnosti jos uviek upravija logika ratovanja i pracena porastom tehnoloskih svojstava i slike i
ovora.







SEP-21 KUNSTFORT BIJ VIJFHUIZEN, AMSTERDAM FFABIAN LANDEWEE
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all but war is simulation
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BLACK MARKET JE SERIJA SKULPTURALNIH OKRUZENJA U OBLIKU MASINSKI OB-
LIKOVANIH BLISTAVIH CRNIH 1ZBOCINA KOJE OBAVIJAJU 1ZLOZBENE PROSTORE.
KOMPLEKSNI MODULARNI SISTEMI KARAKTERISANI SU TEHNOLOSKIM DIZAJNOM,
INDUSTRIJSKIM PROCESIMA PROIZVODNJE | SINTETICKIM MATERIJALIMA. ZASNO-
VANE NA NACELIMA NAUCNE FANTASTIKE KAO ONIH KOD J.G.BALLARD-A ILI STAN-
ISLAVA LEMA, ZAMISLJANJE BUDUCNOST!I JE TAKODE NACIN DA SE KRITIKUJE
NASE VREME. INSTALACIJE PROJEKTA BLACK MARKET PODSECAJU NA NAUCNO-
FANTASTICNU VIZIJU TEHNOLOGIJE KAO SAMORASTUCE INFRASTRUKTURE | NA TAJ
NACIN NE SAMO DA KOMBINUJU TEHNOLOSKE | FIKTIVNE ELEMENTE, VEC PROIZ-
VODE IMERZIVNA | NAIZGLED ANIMIRANA OKRUZENJA, U KOJIMA LJUDSKI AGENTI
VISE NISU CENTRALNI. KORISTECI NAUCNE VIZIJE 10T-A, ARHITEKTURE | URBANOG
INZENJERINGA — INSTALACIJE SU PREDLOG ZA POTENCIJALNU BUDUCNOST KOJA
OBUHVATA EMANCIPATORSKI POTENCIJAL TEHNOLOGIJE | PONOVNO PROMISL-
JANJE ULOGE | POLOZAJA COVECANSTVA U PLANETARNOJ ZAMRSENOSTI.

BLACK MARKET IS A SERIES OF SCULPTURAL ENVIRONMENTS IN THE FORM OF
MACHINE SHAPED GLEAMING BLACK PROTRUSIONS THAT ENVELOPE THE EXHIBI-
TION SPACES. THE COMPLEX MODULAR SYSTEMS ARE CHARACTERIZED BY TECH-
NOLOGICAL DESIGN, INDUSTRIAL FABRICATION PROCESSES AND SYNTHETIC MA-
TERIALS. BASED ON THE TENETS OF SCIENCE-FICTION SUCH AS J.G. BALLARD OR
STANISLAW LEM, IMAGINING THE FUTURE IS ALSO A WAY TO CRITIQUE OUR OWN
TIMES. THE BLACK MARKET INSTALLATIONS RECALL THE SCI-FI VISION OF TECH-
NOLOGY AS A SELF-GROWING INFRASTRUCTURE AND IN SO NOT ONLY COMBIN-
ING TECHNOLOGICAL AND FICTIONAL ELEMENTS, BUT PRODUCING IMMERSIVE
AND SEEMINGLY ANIMATED ENVIRONMENTS, IN WHICH HUMAN AGENTS ARE NO
LONGER CENTRAL. USING SCIENTIFIC VISIONS OF 10T, ARCHITECTURE AND UR-
BAN ENGINEERING — THE INSTALLATIONS ARE A PROPOSAL FOR POTENTIAL FU-
TURES THAT EMBRACE TECHNOLOGY’S EMANCIPATORY POTENTIAL AND A RETHINK-
ING OF HUMANITY’S ROLE AND POSITION WITHIN PLANETARY ENTANGLEMENT.
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‘When speaking
one puts on an appeat
a many. This ‘many’ c@
inother one person, or a

‘ew, or an undefined numbero
people that then the We rep=
sents. The we is a stance, one
that pretends to be somehov
more meaningful then thi

Belonging as presence, as fe
1g, as sense (more than mea

Idressing the viewer are two
jures, Lilyslava8 and Amper-
1dG8, clones fashioned by
dridizing pre-made 3D models
:h images of our own fac-

and animated by a machine
rning algorithm which tries to
py our speech and movement:
to the figure.

tead of creating the perfect
ind in duplicates of ourselves
exhibiting the algorithm’s ani-
ting (in)ability, we engage in ¢
)cess of affective transfer be-
'een us and our clones in order
look at the affective surpluses
this digital embodiment

ieir oversized emoting faces,
2ir unstable bodies, their at-
ctive low-res presence ar
vays in relation to our own.
raving different spaces, ambig-
us feelings and relations int«
3ir speech and performance i

our attempt to grasp the we.




whenlsa¥ we, | an
counting you ir

en | say we, | am ta Iking
)out Iyou too and also yot

say we | am speak-
ing from this space’
(text excerpt)

* racajuci se prolaznicima su dva afek-
ivna klona, LilySlava8 i AmpersandG¢
igitalne figure nastale hibridiziranjen
gotovih 3D modela sa fotografijama
)as, njihovih autoricama. Animirane su
uz pomoc¢ algoritma koji imitiranjem
aSeg govora i kretanja, pomice figuru.

Umijesto (ne)uspjesSnosti same teh-

" 1ologije, upustajuci se u proces trans-
fera izmedu nas i naSih klonova zani-
naju nas afekti koje proizvodi suviSak
ovog digitalnog utjelovljenja.

Ihova predimenzionirana lica i njihova
J)astabilna, neopipljiva tijela materijali-
irane treperave prisutnosti su uvijek u
Jdnosu s naSom, postojanom. PokuSa-
JJuci se uhvatiti za ‘mi’ koji ovaj odnos
nizvodi, uplele smo razli€ite prostore,

- podijeljene osjec¢aje i relacije u njihov
govor i izvedbu.

! guess it started with the notion of a
we, and a wish to separate the pre-

. mptions of the we with the word, like
. we could start with a we without an
eaning except that we are more than

one without being limited to two or

three or whatever preferred number.’
(iz teksta

Marko Guti¢ MiZimakov & Karen Nhea
Nielsen in collaboration with Amper-
sandG8 and Lilyslava8

music by Nika Pecarina

video installation, HD loop, 19’55



ne sasoim nasumicn:
i tijetko

izvedba 20’
Anne Ampersand

Spotaknuvsi se na ontolosku raskrsnicu drag-a i strojnog
ucenja, specijalistica za rac¢unalnu oftalmologiju Anne Am-
persand razmislja na glas o svojim i tudim iskustvima vreme-
naiprostora. Prizor slijede rijeci, linije, plohe i povrsine tijela.
Sucelje. Sekvence slika sintetiziranih ra¢unalnim u¢enjem iz
pronadenih i osobnih materijala. Umjesto same nepotpunosti
iuvjetovanostibaze podatakaalgoritamakoje koristi, Amper-
sand zanima vidljivost i u¢inak svega §to nedostaje. Poput ba-
longi¢a zrakaizmedu signalaisuma, pokret zapeo u digitalnoj
tvari stvara pjenu koja u raznim ritmovima trepti i pucketa.



NOT JUST RANDOM AND RARE

- performance 20/
Anne Ampersand

Stumbling upon the ontological intersection of drag with
machine learning, Anne Ampersand, a computer vision
specialist looks at adversarial images synthesized from
bothfoundandpersonalannals. Turningaway fromanalysis
of data bias issues, she seeks moments in which the un-
included manages to make an appearance through diffe
ence.Likeanairbubble stuckbetweensignaland noise, she
feels its presence as a movement trapped in digital mat-
ter. A foaming, popping and rippling in different rhythms.
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(2018 - PRESENT)

OUR FIRST/VOYAGE IN THE FORM OF A BODY WITHOUT ORGANS IN DEDICAT-
ED TO PEORLE WHO DON’T TAKE OFF THE SHOES. PEOPLE WHO REGULARY
PRESS THE “LIKE” BUTTON. / PEOPLE WHO SOMETIMES LIVE HERE. / PEOPLE
IWHO LOOKNTO THE WINDOW. PEOPLE WHO WASH THE DISHES AFTER EV-
ERYBODY. /PEOPLE WHO SAY TO US THAT WE WEREN’T WRITING ABOUT THAT.
OCCASIONALPEOPLE WHO APPEAR ONCE AND GONE FOREVER. PEOPLE WHO
THINKWE ARE/AACULT. / PEOPLE WHO DONATED THEIR FURNITURE BUT NEVER
CAME. THE OWNER OF THE SPACE THAT DOESN’T UNDERSTAND ANYTHING.
COCKROACHES [N THE WARM SEASON. GOOD PEOPLE IN BADIOU’S ETHICS.

NASE PRVO PUTOVANJE U OBLIKU TELA BEZ ORGANA POSVECENO JE LJUDI-
MA KOJI NE IZUJU CIPELE. LJUDI KOJI REDOVNNO PRITISKAJU DUGME ,, SVIDA
MI SE. / LJUDI KOJI PONEKAD ZIVE OVDE. / LJUDI KOJI GLEDAJU U PRO-
ZOR. LJUDI KOJI PERU SUDOVE ZA SVIMA. / LJUDI KOJI NAM KAZU DA NISMO
PISALI 0 TOME. POVREMENI LJUDI KOJI SE POJAVLJUJU JEDNOM | NESTAJU
ZAUVEK. LJUDI KOJI MISLE DA SMO KULT. / LJUDI KOJI SU POKLONILI SV0J
NAMESTAJ, ALI NIKADA NISU DOSLI. VLASNIK PROSTORA KOJI NISTA NE
RAZUME. BUBASVABE U TOPLOJ SEZONI. DOBRI LJUDI U BADJUOVOJ ETICI.
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7 tickle me at night

OUR PROPOSAL IS ABOUT BUILDING A BUBBLE, WITH INTRINSIC VALUES,
WITHOUT CARING ABOUT OTHERS WHILE THE THING BURNS?

-NSE ORANGE SUNSET INFUSES THE AIR, THE PARTICLES THAT SPREAD
S THE HORIZON AND THAT HANG IMMEDIATELY BEFORE YOUR FACE, PERME-
- MEMBRANE OF YOUR EYES, PERMEATE IN TENSE INHALATIONS THROUGH
IOSTRILS. A COLOR PALETTE ONCE RESERVED FOR THE HOLIDAY INDUSTRY

NOW EVOKES THE FEAR OF DISTANT FIRES.

)RD ‘ZONE’ WAS USED TO SAY GIRDLE. THE IDEA OF SOMETHING THAT IS TIED
JNTAINED BY THAT TIE; IT WAS CALLED A ZONE. THE IDEA OF GIRDLING SPAC-
HE SKY IS WHERE OUR IDEA OF A DELIMITED SPACE COMES FROM THAT WE
ZONE. WHEN WE CAN OBSERVE THE SKY, FAR FROM THE LIGHTS OF HUMAN-
WONDER HOW WE HAVE BEEN ABLE TO DELIMIT THOSE MILLIONS OF MIL-

OF STARS SHINING AT NIGHT. THE SIMILE WITH THE INTERNET IS ENOUGH FOR
LIONS OF LINKED COMPUTERS. THE INTERNET IS CONSTANTLY UNDER CON-
[ION AND DESTRUCTION. EPHEMERAL BUT WITH THE INTENTION OF LASTING.
WE CAN OUTLINE OUR CONSTELLATIONS, MAKE SENSE OF SOMETHING THAT
OTHERWISE BE NOISE. WE HAVE THOUGHT ABOUT THE HYPERMEDIAL ZONE

1E IDEA OF BEING A PLACE TO LINK THESE LINKS, TO CONSTELLATE CUL-
TURE BETWEEN MULTIPLICITY AND DIVERSITY.




JOMRLICTTY OF ANONUMOUS
IANTIESIALS

participation in the role of anonymous materials, anonymous materiality and
the convulsions of anonymity that are at work. presents as an approach in the
practices of regional and diagonal generations of post-yu'th biennial artists.
this edition treats the conditions for reactionary-socialist pastiches ruin and
rumination through pastoral rudiments: [sic] anonymous materials; created by
faster crystallizations of their glassy and sharpened technological transforma-
tions of the 21st century. as a result of which the power of sublimation has
accumulated, which once knew how to possess (in-situ and per-se), this-no
longer so-ours -world, where it is equally-to speak; where to talk about art in
terms of its unconscious materials [as environments] that determine each oth-
er as much as they continue: the work, growth and follow-up. all that can be
communicated here and that communicates is a kind of re-vaporization of
sub-structures; culturally certain different wefts as well as other organiza-
tions... diagrammatic terminology of other exhibitions; existing articles fol-
lowed by lists and long-term appointments. drafting like a gambit that is: look-
ing for a case or chance of infrastructure plans and fine uses, gestures or
treatments. this use of anonymous materials, even resources, that stand in
opposition to the very hearts of anonymous materiality, as through works of
art, in fact the very collusive forces - by the making of art - of already estab-
lished originality. and the origins must be nurtured in a continuum, nurtured as
much as they are materialized through navigation practices, specifically here,
as those of the artist. it turns out only, as an anonymous tissue - the effects,
the loop of affectation of cross-life over-modernity. through all that can now
be accomplished by communication, precisely by the aorist — in fact: how to
materialize anonymously; how to catalogue the arbitrariness of each frame:



oh-queer-ah! within the polyrhythmic systematization of art, idioms, complic-
ity in its complexity - public materials. accession, again, a certain form of
self-sufficient matrix for speculative and associative exercises from contin-
gency - more important issues than its use are affordability, are always given
in action. the self, it is the ultimate and crude form of the enigmatic anony-
mously conspiratorial attitude towards becoming a resource. the idea of this
becoming fantasizes to afford the reader a cacophonous text that is unequally
also complicated and in conjunction with that self-equipping, is complicit but
also -complicated. it is complicated in the generative world. in a world full of
generated images. in the light of generative forces; however, it is imperative to
think about what these, often very condensed psycho-swarms are. during this
last decade, the relationship between image-text is no longer like that of im-
age of body or text, or through any of relations. they all become almost quan-
tum changeable, while art no longer wants to generate anything-unique, but
what former reflection in de-subjectified space requires, is the access to al-
ready-all-existing stocks of objects, images and textual spaces like this one.
vertically certainly thus digital. the turn happened, was also to understand the
world from the point of view of abstractions, and not to abstract more than
one side from the world. the elements of creativity are in the background, and
the transfer of image like objects into the world of object art, it also becomes
secondary. raw visual reasoning has a rhythmic, processed and serial formula-
tion character. serial repetition is less a matter of counterpointing the same-
ness, differences, more a factor of weaving an endless network of relations;
like this, it can happen mostly within speculative variables. the way we sensi-
tize the world, bodies are all just images and languages; their (self) use. is the
use itself, 7 eats seven while 7 seven eats, responding to this anticipation, art-
ists do not seem to deal with the main paradigms of much historical-art, nor
negligible ideology of the exhibition space deepened, but objects and selves of
constellations, in which they meet in everyday life. sometimes striving to cre-
ate independent worlds of art, relying on the richness of representations of the
splendour of matter, materials themselves, devices and communications of
the environment. however, they do not deal with these resources as absolute



masters and individuals separate from civility, but are considered elements of
their / our culture. in this way, they want to avoid the dictates of individual
self-optimizations: like a stereotypical concept, which acts intuitively and with
its artistry encourages confrontation with oneself and among oneself. but
through the contemplation that is liberated within the limits of the material
with which they interact and which structure certainly a large part of everyday
life to re-contextualize * them * in the world (of some), some *(others) art. that
is why such works face different possible interpretations and undermine any
assumption that there can be a world in which everything is reconciled. in-
stead, we encounter crumbling materialist speculations about the intangibility
of tangible objects that we are all familiar with, yet we cannot really fully com-
prehend them. if anyone is, more often than not, anonymous, before being in-
structed in some buzz of network inelasticity and rare cognitions of simple
things, such as frequent, versatile, excessive, allusive and intriguing: anony-
mous and morally complicated and complicit in the completion of speculation.
the anonymous forces of materiality and the anonymity of those materialities.
someone, therefore, thinks that the world can but not necessarily be imagined
independently of humanity, although the necessity of this separation is inevi-
tably felt. the exhibition is unpacked in the range from those approaches in
contemporary local, ie regional art, to those ~ or ~ else ~ reasons to explore the
connections between theoretical, learned as well as close examples of shaping
art as a space of regional sociability. within the exhibition in the traditional, di-
alectical sense, speculation and materials are not in conflict with each other,
because speculation refers to thinking about infinity and the absolute, that
which transcends the material. while the opposite materials are part of solid
physical facts. counting on the very possibility of experimental science to pro-
vide information about the world before the appearance of organic life, what
pre-thought existed, materialism could no longer exclude speculative pre-
thought, the suspension of finality without necessity, where everything could
but is not necessary . the conspiratorial nature already speaks, it is persuaded
by the rotation of intuition for the counter-intuitive, by the knowledge of
non-recognition, conforming to confrontation. within these confusing process-



es of near and far epiphenomena, the mechanics of paranoia and de-subjecti-
fication are important. since paranoia is a state of high cognitive potential, it
crystallizes through various entropic stages into clearly concluded insights or
crystallizes a singular case of the mind, into a phantasmic oasis of the mem-
brane of paradox. however, now that I touch on 'this place’' I am at risk of an
intriguing complex of linguistic forces that objectify the abstraction of some
pre-concrete theory as a conspiracy. a hyper-metaphorical rumour or more
specifically, an unmanufactured cave of the information landscape. it is con-
nected by changing the place of the word. a psyche which, by the structure of
its alphabetical node, is recoded into a permanent exoteric, pure psychic, the
myth of the given, the paroxysm of redundancy. artists no longer work with
the view of the body as the origin of perception, instead, here it is an object of
purification - in short, an object of optimization. the exhibition is self-parallel
with the internalized question that is anonymous, can we think without the
world of objects, the postcolonial world, the world of animals, the world of re-
sources; how it works is something that no one knows exactly. the idea of cul-
ture after culture concerns nature after nature, material post-materials. and
the simulation of the animated body in its recorded immateriality, with lan-
guage. the source and origin of almost all is the universe that feeds on infor-
mation networks. as opposed to inventing a new one, there is multiplication by
mutation, overlap, mixing, and division. these materials are characterized by a
liguid state that knows no exaggeration, borrowing speech about aesthetics
from contingency, which means something like a constant and unpredictable
flow of materials within semi-stable structures. the more new technologies
saturate lives, questions of the material and the immaterial, the more these
technologies become, which seek to draw clear inclinations between object
and subject. but where everything flows together, in an unpredictable material
flow, isn't there a trap set for the arts? more boundaries that distinguish an
aesthetic object from all other objects. because where everything is in a state
of transformation, nothing or in fact everything could become a possibility. in
5 seconds speculation would be a material-obsessed challenge to the modern-
ist ideal, where people, unlike objects, are the focus of reflection. what we



perceive as the virtual rise and fall of the internet is in fact a change in physical
reality that irreversibly transforms the body as a synthetic registry and the
environment as a laboratory. humans are, if not still real cyborgs, they are al-
ready certain chimeras in the bio-world. due to this granulation, ontology is
exclusive as a child, so it is excluded, always according to someone else's words,
as an identity hole in the plot, someone else's - life course. stringing sentences
to an incognitum ancestral referent. possible as a development line originating
from de-re-constructional affordability ie ecology of accessibility. one possi-
ble withdrawal from the game of the chess of art is from the very act of artis-
tic sub-thoughtfulness and ostentation in satisfying its official appearances.
that's how the toy model comes about: put it all together and rule! inhuman, at
the end of the day is looking at the future of humanity, the toy model is recur-
sive and self-evident, necessarily emancipatory, it is a set of models: theoreti-
cal and methodological assumptions are already in the foreground, as change-
able, re-equipped objects (modifications and manipulations). advocating a
network or unifying field theory of the integral theory of the internet - reality
- another type of being viva-anonymous. alchemy is related to unlocking a cer-
tain kind of world seeing - in it. extensive abstractions of the frame as a heuris-
tic device expresses a series of events that transform objects, actors and plac-
es in relation to capture them. the scandal of anonymous material is like
domestic television. which is certainly a nomological-dangler. trap and machine
- based on nothing - them, you or everything? the initial motivation for recapit-
ulating one's exhibition is the existentialized space of crisis, not as existentialist
-it is ultra pro et contra- but which automates in its language its resolution to
show its development which is reflected in: technological schemes and prole-
gomena, that uses a different aesthetics, oriented on the surface of the Inter-
net and corporate; emerging generations have more charm for a conceptual
approach based on anonymity material. it is more non-fiction than a fiction -
speculation does not use the terms 'I' or ‘generation’ nor ‘after’ the ‘internet’
in opinion-text, many of the papers do not deal with the internet or avoid any
neoliberal branding, so only as image search, works are positioned in a space
that is already thinking about how they will appear. the artist would like to illu-



minate the exhibition. this approach is also in the function of technology and
capitalism, injecting some cold or heat into materials. in covert writing, the
basic action is constructed to camouflage other plots, registered in a hole-
plot-overlap with surfaces or a rounded predicate, in terms of such writing; the
main plot is a draft of the concentration of holes on a plot, a hole as a plot. to
achieve these conditions through a legal living framework, space for objects
and figures of sociality that are calibrated to the digital sphere? objects that
have bodies, or sporadic physicality. they are charged with absence, which
makes the body fully present: through the appropriation of material to de-
scribe itself. and somehow soon after all - that description would disappear,
beep-bop relational aesthetics and the idea that indivisible concepts are a big
part of this or that opus. in the opus of the post-yungen biennial, that is, the
exhibition, it is characteristic that it is immersed and rooted in a specific type
of non-philosophical - speculatively oriented, ontography and rationalization
of material consciousness as post-digital space is not quite consistent, logical-
ly because the problems with the internet they are not completely and purely
virtual. a huge amount of energy is also spent on start-ups - which changes
geography and geopolitics as a retro-spectrum. material policy changed in real
time and in terms of the virtual world, which requires many devices, energy for
real work. it is not virtual at all, but doesn't this focus on the material already
remove some social element from any work of art? the material is clearly relat-
ed to the political, because the authors who think about the materials think
about the technological and environmental residues, they began to think out-
side themselves, beyond measure and every job. therefore, these types of ar-
tistic practices are not about yourself or you, properties, appropriation, know-
ing that they are already more based on a special form of complicity. but now
there is a complete change because of that - our complicity. if you are talking
about something, and you know that you are already a part of it, it is a different
kind of positioning in relation to anonymous material - zziklonopedia. where,
for example, there is a tension between what it looks like and what it actually
is. in the anonymity of material speculations there were several different ob-
jects of redistribution, which is a characteristic in relation to it, self and post



humanism, socioeconomic tremors of redefining man beyond established so-
cial and biological constructs and the sequence of neurosciences that would
become a liquid body, the use someone's plastic? nothing is pure in a purely
virtual world? the object is beyond time and space, it is a kind of allegorical use
of language; while on the left, art based on materials and objects like pickaxes,
only enlarged pre-images. what these new approaches to art and philosophy
have in common is less a break with modernity than more an alliance with it, it
is the execution of a kind of complexity only in parallel with the anonymity of
the material. it was a relief to me. then, when something new finally reap-
peared! there will soon be more art again that not everyone will see. it is often
assumed that agency and subjectivity, if not falsifiability, are natural identity: it
is interchangeable, but as a transformational-consequentialist-ethic that must
be an object, therefore less a subject of transmission of this exchange, it still
works very differently. from -real arises but in the ethical challenges posed
only by the notion that being natural, as aggressive free natural virus is, is only
an additional mark of iteration at the expense of indifference: indifferent to the
moral projections we could make on it. is a material that finds its own ways, the
certainty of working with / on anonymous post-network materials, shows dif-
ferentially related threads, evaluations of images, objects, sounds and media:
the so-called. material. and the digital world does its thing, independently of
any other. spreading bundles, to the utmost ridiculous. dealing with the in-
creasing complexity of complexity itself, e.g. myth of date. reality is not a thing,
but a system of constructions, ways of allowing the world. the logic of anony-
mous materials manifests itself within complex phenomena. for a moment it
acts as an influx of bastardization of the documentary conspiracy of certain
examples. the conceptualist trajectory has been inaugurated with complicated
powers; suggesting the meaning of how the content looked foreign) present:
meaning: work of art-view of the object, intention interpretation (culture-insti-
tution) medium challenge ideas world of colour transformed into film informa-
tion and operations of designed complexity; human visual processing of the
eye, working memory physical product preferences and (stimuli) from camer-
as (privilege, reproduction, corporate (goals) consumer (moderate) image de-



velopment; technical imbrication - aesthetic - semantic - models of represen-
tation of alternative with multiple levels; cognition (senses) passive (receptors)
form (colour) index (view); influenced reinterpreted (semantic-cultural) prac-
tice articulate different - explicit (framing) system (capture) development (per-
ceptual) technological level (new) capacities (critical) questions (common)
thread (author’s) considerations explain (the whole) self (thought) conjunction
(wider) discursive (environment) event (consider) dialogue, concrete (ques-
tions) - special (kind): human-technology; across the global network appeared
one new post-yu'th slavo-sphere: cyber-partisanship of a trans-modernist who
defines cybernetics as a science of communication and control. translations,
about the attitude towards the value ideas of the generations whose expecta-
tions are not in terms of those relations towards the ‘value’ and are becoming
less and less aligned, and as if they are not close directions, just no navigation.
the sinking of the nation-state into its terminal dementia, societies below the
suburban urban core class, fission threats, loss of control. coins: enclavia, xe-
noslavia, yugofuturism ... signify a certain domain of deviation, recall, not so
much deviation as the development of particular rotation from that-past, cur-
rent and future transformation of properties (here art and visual culture as a
century ago. added characteristics of abyss-ity, unknown as a given, material
search and reflection through transformations of global pulp values, subver-
sive sociability due to, on the one hand, certain complicities, certain actors
trapped through the trajectories of the 90s into the dark waters of the previ-
ously consumed blue corpus of modernism from the 20th century. in the meat
rendered for a good ready-to-eat dish of sub-extruded blurred hyper-invento-
ry modernist 21st century, the world is ravaged by plagues of software algo-
rithmic proliferation, on the other hand, observed by millennial perspectives
with experiences from crucial pre-valued modernities as infra traumatizing
luxuries that divide through the blocks of all who move in-between, but also
within those blocks. modern humanism is concluded by the exhausting possi-
bilities of economic planning, there is also yesterday's naivete as innocence -
today's proof of intent to corrupt. the economy of the centred and the combi-
natorial production of modernity of the year: a lively instinct, continuity, as



survival, disaster is a past in disintegration. karaoke art italics is added, imper-
atively to a certain ‘'what'. the bio-thriller obscures the cartography of the facts
it outlines, and as a type of dramatization it has a significant cultural function
(it can be seen through the tensions of achieving purely political effects). in a
mutually growing series of inflation definitions, notes, which also have varia-
tions on presence, especially technological. the future that comes in anastro-
phe is the future that will come. the sea was delighted, but not the harbor, nor
the mountains, nor the procedures; so buy a gas suit of a spiromancy (for the
inevitability of the future). digitalization enables a world that anyone can de-
fine as, and anyone can name - themselves, an author, a tool for human power
over nature and history, a defense against the cyber-pathology of the market.
traditional filters have melted into the air and only the ultimate filter will re-
main - human as the inability to read the illegible. rotted by digital contagions,
modernity is falling apart. to find out what to keep in the virtual market where
Keats nightingales share electronics. capital is being cloned with increasing
neglect of inheritance. what could we wish to return to? in the last phase of
human history, markets and techniques cross through interactive escape, caus-
ing a culture of chaos (as a unit) to react quickly and approach design with in-
creasing speed and sophistication. now we are all foreigners, no longer alienat-
ed, but alien, only deceived into a decaying allegiance to entropic traditions.
from degenerations of authenticity to xenocidal neurosis. the culture of chaos
is synthesized with artificial neurochemistry. time goes strangely in tactile
self-organized space: new vectors and delivery systems, interfering in the arms
of race. we may not know what is going on, but we are getting hot and hotter.
the network no longer filters invaders, they have learned to infiltrate the net-
works. the defence system turns into the enemy. set against subversion tac-
tics: infiltration, convergent invasion, and coordinated capture. sampling, re-
mixing, anonymous and inhumane noise- replicated cyber-positive in hybrid of
post-yu space. neglecting the conditions for shaping local context-locators. as
a discontinuous edition of the biennale - this happens as a kind of special con-
tingent instance over paradigms, local determinisms, even characteristics of
the plain or flatness that it itself does not imply topographically. general com-



mon sense is completely wrong and culture, regional and effective... in order to
perform such obscure action in speculative figures of speech on conceptual
fields, we might correct this significant additional tone to totality during the
translation process compared to the applied one. this is a format of trans mod-
ern soft-situationalism. intangible features of the artist's apoetic weft, playing
within the plot as much as designing the plot game-device. establishing in that
indirect network of relations, through the excessive and disjointed polygon po-
ly-jargon that was previously practiced from reconstruction to the re-appro-
priation of the terminological list of plots; a series on historicity, which was
collected as a project exhibition of the translation challenge of adapting * spec-
ulation on anonymous materials * into “complicity of anonymous materials” or
ours: complexity with anonymous resources. speculative headlines are espe-
cially lively. directing installations through charges before settings and setups.
it is filled with interferences that under accumulated currencies means cur-
rents that effectively train unlimited pseudo-sensibilities, minors, art of yu-pro-
nunciation, denying them regionally real properties, which is collected as a
projectable transformative trajectory - exhibition, elliptical as speculated as
material. possible versatilization of structures and its sub-arches. unrestricted
feelings of a little ‘'smart-summery’, the recombination of anonymous materi-
als is almost everything. the expressiveness of radical tolerance, openness is
what makes the whole body of the free world upside down throughout history.
there is, only a radical kind of openness. and it easily seems that things are the
opposite, since our positions are not largely determined or equally defined by
‘our’ national cultural systems. the popular cruelty of behind-the-scenes sys-
tems, art world manifests that strict hard-to-get-ness through a series of un-
touchable constraints, rooted in the ecologies of accessibility or affordability.
such a set of business conditions and positions illuminated by the concept and
invention of coinages, as mentioned, with the ecology of what? what about
accessibility or affordability? The work plan emerges in the conditions, as soon
as you are inside the conditions then you are in certain frameworks and thus in
the inevitable set-up. displacing one's own capacity into a dispersive plant of
space through still life versions in nature, excessive, non-interventionist and



unreasonable vector of cooperation in widespread cultural change, sheds dif-
ferential light on the conditions. this, say, the eradication effect has the ulti-
mate value, the qualitative significance of the transformative vector; vocabu-
lary of intent, which expands asitis created. only through encounters, meetings
and inspection by interaction in a given pool of sociability, unlike the space of
reason, is formatting (imploding) possible. the frequency of interest in actually
closer sequencing of the etheric to the literal, as much as around the mental
dissemination of art. an intangible exchange, such as this or one whose form of
incomprehensible imbalance is as convincing as dragging. the ultimate chal-
lenges of affecting concentration, while provoking us to spin art systems
through the 2000s, followed by an academic sense of identity and cultural
sitcom critiques, more pressed against new areas of research. this would lead
to a future of hyper-silenced dialogue production in atomic scales as well, in
extreme internal linguistic discoveries, with artistic parallels and their theoret-
ical allusiveness. addressing the type of ellipse, the line is stretched across our
experiential immersion lengths. followed by impulsive notes into an index type
that will generate an a-rhizomatic a-textual interface of forced top-down
structures, programmed on the appropriate platform under overload. obses-
sion with determining the basic criterion according to which the subject of
anthropological discourse would differ from us as non-western, non-modern
or inhuman. everything that is foreign is inhuman and, becoming descriptive,
takes the human aback and forth regardless of its realization, imagining the
practice of permanent decolonization of thought. social alienation within the
rawness of modernity and the historical meanings it maintains, within their
proposals, the following stand out: -catastrophe -elimination -destruction but
also new dynamics and emancipation of sensibility -open in the layers of the
global post-information axis of society -with linguistic changes -humour and
political courage. situational subject, as a kind of conceptual being-writing, is
emerging between spontaneous and auto-fiction (or auto-fixation) and a pub-
lic interaction and interventionist-prone experiment in terms of culturally pro-

filed events.
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KCMagacin, BG(2019), “Th:
Wrong Biennale” at the Prosthet-
ic Pavilion (2019

(Beograd, 1995) student na Mas-
ter studijoma, Fakulteta likovni
umetnosti, vajarstvo u klasi pro
Mirdjana Bajica i Radosa Antoni-
jevic. Bio je saradnik u organizaci
Ulicne Galerije. U svom radu koris
se raznim medijima poput skulp-
ture, instalacije, videa, zvukc
vizuelne poezije i crteza, kako
istrazio spoljne i unutrasnje sukob:
pojedinaca u razlicitim drustveni
modelima. Od 2021. godine je clai
grupe COMMONS - Zamisljar-
je institucije buducnosti u okvir
Goethe Instituta. Samostaln:
izlozbe i projekti: “When yo
pass through the waters, | will b
with you” u Kino Siska, Ljubljan
(2020); Prethodne izloZbe i projel-
ti: “Prostor za gresku” u Ostavins-

ka Galerija, Beograd (2018), “Gu 1
va u gradu” u KC Grad, Beogra
(2019), Real Presence Radionica |

KC Magacin, Beograd (2019), “Th:

Wrong Biennale” u okviru Prosthet
ic paviliona (2019

NORTH MACEDONIA:

Natasha Nedelkova (1992) Art-
ist and researcher based betwee!
Skopje and Paris. Intereste
in film and media studies, an
in contemporary art and visuz
studies, her work is often col-
laborative, audiovisual, availabl
online and easy to follow. It is alsi
repetitive and melodic, wher
sound and voice question thi
repositioning of figure/discours:
aspects in diverse audiovisuz
contexts. She is a PhD candidat
in Film Studies at the Universit
of Paris 8 Vincennes-Saint-Deni
under the mentorship of Profes
sor Christa Blimlinger. Her Ph
project in practice-based re-
search is entitled Performing th
Masks. While submerged in heav-
ily computational visual regimes
Performing the Masks negotiat
between positioning collectiv
and individual representations o
screen while reframing, inventin
and modeling the self-image

Umetnica sa sedistem izmed!
Skoplja i Pariza. Zainteresovari l
za filmske i medijske studije, kao ‘
za savremenu umetnost i vizueln:
studije, njen rad je cesto kolabo-
rativan, audiovizuelan, dostupa:

onlajn i lak za pracenje. Takode |
repetitivan i melodican, gde zvu
i glas dovode u pitanje repozi-
cioniranje aspekata figure/diskurs:
u razlicitim audiovizuelnim kontel:
stima. Doktorirala je na filmskii
studijama na Univerzitetu u Pariz:
8 Vincennes-Sen-Deni pod mer-
torstvom profesorke Kriste Blurr-
linger. Njen doktorski projekat |.
istrazivanja zasnovanog na proks
nosi naslov Performing the Mask:
Dok je uronjen u vizuelne rezirm
koji su u velikoj meri racunars}
Performing the Masks pregovart
izmedu pozicioniranja kolektivni
i pojedinacnih reprezentacija
ekranu dok preoblikuje, izmislja
modeluje sliku o sel

BOSNIA and HERZEGOVINA:

Milos Trakilovi¢ - Bosnian-Dutc
artist. MFA from the Universit
of Arts in Berlin, he graduate
at the department for Experi-
mental Film and New Media Art
His practice revolves around th:
politics of perceptibility explorin
issues of dissolution, fragmen
tation and memory. With topic:
interest is role of the vision i
construction of the meanin
and production of power follov
ing digital turnover. His work |
most often situated within digitz
media. In addition to his work a
an artist, he is active as educato
and consultant in the artfield an
is a member of international advi-
sory committees in the arts




Bosansko-holandski umjetnik.
Magistar je primijenjenih umjetnos
na Umjetnickoj akademiji u Berlint
gdje je diplomirao na Odsjeku z
eksperimentalni film i umjetnos
novih medija. Njegova praksa |
usmjerena ka politici perceptibil-
nosti koja istraZuje pitanja rast-
varanja, fragmentacije i memorije .
Njegovo tematsko interesovar)
Jje uloga vizije u izgradnji znacenj
i proizvodnji moci nakon digitalno
preokreta. Njegov rad je najcesc:
otjelovijen u digitalnim medijim:
u vidu pokretnih slika, instalacijc,
predavanja i pisanja. Pored urm-
jetnickog rada, aktivan je i ko
predavac i konsultant iz oblas
umjetnost .

SLOVENIA:

Andrej Skufca - His work pres-
ents itself as a network charac-
terized by fiction, technologic:
design, industrial fabricatio
processes and synthetic mate-
rials. His installations not onl
combine technological an
fictional elements, but produc
immersive and seemingly animat-
ed environments, in which humai
agents are no longer centra .
He has had solo shows in Aksio-
ma, Ljubljana; The Internationz
Center of Graphic Arts, Ljubljanz
Miroslav Kraljevi¢ Gallery, Zagre!
Karlin Studios, FUTURA, Prague
DUM Project Space Ljubljanc.
And participated in group show
in MAXXI - National Museum o
XXI Century Arts, Rome; Ludwi

Muzeum, Budapest; Museum o |
Contemporary Art Metelkove
Ljubljana; Gallery of Modern Art
Ljubljana. He is also an editor a
Sum journa

Njegov rad predstavija se ka: l
mreZa koju karakterisu fikcijc,

tehnoloski dizajn, procesi indus-
trijske proizvodnje i sintetic
materijali. Njegove instalacije
samo da kombinuju tehnoloske
izmisliene elemente, vec proizvod
imerzivna i naizgled animiran:
okruzenja u kojima ljudski agen
vise nisu centralni. Imao je samo-
stalne nastupe u Aksiomi, Ljublja-
na; Medunarodni graficki centa,
Ljubliana; Galerija Miroslav Kralje-
vi¢, Zagreb; Karlin Studios, L~
TURA, Prag; DUM Project Spac:
Ljubljana. I ucestvovao u grupnir
izlozbama u MAXXI- Nacionalnoi
muzeju umetnosti XXIveka, Rir
Muzej Ludviga, Budimpesta; Muze
savremene umetnosti Metelkovc
Ljubliana; Galerija moderne umet-
nosti, Ljubljana. Takode je uredni
casopisa Sul

CROATIA:

Marko Guti¢ Mizimakov (
1992.) medijem izvedbe i izved-
benosti, animacijom, tekstorr
zvukom, pristupa mogucnostim:
digitalnih slika i fizickih objeka-

ta za pokretanjem afektivn:
razmjene izmedu tijela. Zani-
ma ga manjak kao produktivn
mogucnost slika sintetizirani
strojnim u€enjem te njihov:

bliskost s ugincima drag izvec *
be. Zivi i djeluje u Zagrebu gdj
je nakon zavrSetka diplomsko
studija Novih medija na Akademi
likovnih umjetnosti, 2018. pokren-
uo projekt Cvoriste (The Hut
tiskanu publikaciju zamisljen
kao virtualni izloZbeni prostor, t
program uZivo u sklopu galerij:
GMK. Njeguje suradnju s drugil
umjetnica/ima i Cesto suraduj

s kolektivom queerANarchive
DISCOllective, audiovizualnil
umjetnikom Nikom Pecarinol

i plesnim umjetnicama Sonjo!
Pregad i Lanom Hosn

Uses performance, animation, tex
and sound to access the capac-
ity of digital images and physicc

objects to catalyse affectiv
transmission between bodies. He |
interested in the performative lac
in images synthesized by machin
learning and its closeness to tha
of drag performance

He lives and works in Zagre
where he gained an MA from th
New Media department at th
Academy Of Fine Arts. In 201
He started The Hub (Cvoriste) «
publication project imagined o

a virtual exhibition space in prirn
accompanied by a program of liv:
art in the frame of G/
Nurturing his connection wit
fellow artists, he often collaborate
with collective queerANarchive
DISCollective, audiovisual artis
Nika Pecarina and dance artist
Sonja Pregrad and Lana Hosn




KOSOVO:

Laureta Hajrullahu - Rodena |
PreSevu, gdje je zavrSila osnovn:
i srednju Skolu. Studije umjet-
nosti je nastavila na Fakultet
likovnih umjetnosti Univerziteta |
PriStini. Laureta stvara na relaci
PreSeva i PriStine. Njena umjet-
niCka interesovanja se vezuju z
teme privatnosti, pola, intimnost

digitalnih ekosistema, putovan;
kroz vrijeme, vjeStackog svjet

la i nemoguce buduénosti...
tim u vezi, ona predstavlja raz-
novrsnost kritickih pogleda na st-
varnost konstantnim dekonstrui-
sanjem i precCesljavanjem granic
izmedu virtuelnog i fizickog svije-
ta, upotrebom digitalnih medijz.

Born in Presheve (Presevo). Sh i
finished her middle and high schoc ‘
in the same city. After that, sh: l
continued her Art Studies in th:
Faculty of Fine Arts at the Uni-
versity of Prishtina. Laureta worl
between Presevo and Prishtinc.
Laureta’s artistic interests lie in th
topics of privacy, gender, intimacy
digital ecosystems, time-travellinc,
artificial light and impossible fu-
tures... That being said she pres-
ents a diversity of critical views o
reality by constantly deconstruct-
ing and re-combing the boundarie
between the virtual and physicc
world, using digital media. Hajrullo-
hu’s work was presented in marn
different institutions, she was «
part of the Gjon Mili Biennale i
The National Gallery of Kosov«c,

and some of exhibitions she too i
part are: Rear-view Mirror, Th
Boxing Club (Summer School o
School 2017), A Pristine Blind Date
LambdalLambdalLamda, Prishtine
The Artists of Tomorrow Awarc,
Stacion - Center for Contempo-
rary Art Prishtina, Given - Infrarec,
former Kino-Rinia (Foundatio
Shtatémbédhjeté), among othere,
Based on a True Story, The Na-
tional Gallery of Kosovo, Make
coffee Make me a sandwich, Gale-
ria 17. Laureta is also a co-founde
of the Right-Click Zine.

CURATOR:

Darko Vuki¢ - RS (Crnjevc
1992) Visual artist and theorist
He graduated in transmedi
research and painting at th
Faculty of Fine Arts, Universit
of Belgrade. He defines work a
a linguistically specific event o
situation that often turns int
entropy in the process. He is .
collaborator of various collec-
tives and associations in cultur
through exhibitions and dis-
cursive programs. In 2020, h
collaborated on the prograrr
of the U10 Art space, KC Re
and Remont, and worked as th
host of the show “Sceniranje” ol
the Radio Aparat. He has bee!
curating the Prosthetic Paviliol
for The Wrong Biennale sinc
its third edition, and is current!
curating the fifth edition calle
“Zero Agency”. He is developin

the “$vvarm” initiative, a criticz
plug-in platform for translatin
and experimenting in a social, ar
tistic, and theoretical context. H:
work as an editor of “Tag_teror
a magazine for the developmen
of textual artistic practices

(Crnjevo 1992) Lkovni umjetnil
teoreticar. Diplomirao je na trans-
medijskim istrazivanjima i slikarstv:
na FLU Univerziteta umjetnosti
Beogradu. Rad definira kao jezicr
specifican dogadayj ili situaciju koj
se u tom procesu ¢esto pretvar
u entropiju. Suradnik je razliciti
kolektiva i udruga u kulturi kro.
izlozbe i diskurzivne programe
U 2020. suraduje na programirmi
umjetnickog prostora U10, KC Re
i Remont Nezavisne Umjetnick:
Asocijacije te kao voditelj emisij
Sceniranje na Radio Aparatu. O
treceg izdanja kurira Prostheti
pavilion za The Wrong bijenale
a trenutnoradi na petom izdan):
prosthetic paviljionom pod nazivor
“Zero Agency”. Razvija inicijativ
LPvvarm®, kriticku plug-in platfor-
mu za prevodenje i eksperiment|-
ranje u drustvenom, umjetnickol
i teorijskom kontekstu. Ureduje
razvija , Tag_teror", magazin z
razvoj tekstualnih umjetnicki
praks l
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