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[Tonntuxa xBapa (glitch-a) nnn ecretnka rpeuxe? O yemMy roBOpuMo Kaza
TOBOPUMO 0 OTrojbeHUM cnukama old school aHnMalmje y okBUpPY U3710XK6e
Maprapete KepH: Kome tiputiaga ceei?

PafoBe oBe u3710Xb6e CcrMaja 3ajefHUUKA HUT
OTEJI0TBOPEA HECTAOWIHOCTU  CBAKOLHEBHOT
XXMBOTA Y BpPEMEHY pasrpafibe CaBPEMEHOr
IDPVILITBA, Y €pU Kojy o0bnuxyje HeonubepanHa
IpxaBa. [TonuTuuka MoHTaXka Koja ce KOPUCTU

stop/slow motion aHuUMalLMjoM, LPTEXUMA,
r71acoMm, TIOETCKUM 3armcuma, BUEO0
LOKYMEHTAllnjoM, 3ByUMMa WU TULIMHOM -

TIPOU3BOAU YHY TPl HEMU I'71aC KOjU Hac BOAU,
330KyTUba Hallly MUCA0 W PeOpUjeHTuiIe Hallle
IlefioBame, yjedHo CTBapajyhn CUHKPeTUUKU
LIOXVBTbAj (aesthesis) Tmpou3Bonwe adekTa.
UYyje ce 3BYK Koju o3HauaBa Kpaj paza 6epse,
TIOBJlayWn Ce Tioe3uja TIOTYT JIMHUja Ha LPTeXy
Koje obnuxyjy obpuce xeHckor Tena. Teno xoje
ce oTupe AOK ra TonuLnja passeiayu Mo yIuim y
Kojoj ce newraBa Aparicko riponehe y Erunry 2011.
roguHe. [Topa>keHo ApPYLITBO U TIpeTy4eHa XXeHa
C jenHe, HeonubepanHa Op>XkKaBa U CaBPEMEHU
TiaTpujapxar ¢ Apyre CTpaHe, Hanase ce Ha CIIULn
Koja je obuuna cBetT. Y paT MpOTUB AUKTAType
Koju ce y6p30 TipeTBapa y paT TPOTUB Tepopa U
yBJIaun ce y TIope Heonubepanusma Kao Hy>KaH
W CTasaH areHC HWeroBOr OTICTaHKA — Herpe msa
cnuKe.

Meanjcko (He)kappuparbe TONUTUUKUX UNHOBA
TIOTIyT HeycCrienie peBONylLiMje U TIepMaHeHTHOT
paTta TaxKo KOTpoAyLupa APYLUITBEHY aKTyenHoCT,
OLHOCHO TIOCTaB/ba aKTYeNHO (BUA/bUBO) Ha
MEeCTO peanHor (HeBUA/bUBOL). VYaamaBa Hac
0[1 OHOT 1UTO HAC Ce TUYe U LITO HUCMO BUlle Y
CTawby ia TIPeTio3HaMo U UMEHYjeMO, a joll Marbe
Ja penyjemo. YV aHUMWpaHW TIPOCTOP LpTeXa
KOju KOPUCTU JOKYMEHTapUCTUUKU TPeHyTakK
HeMORU Tena, 3aja3e pyke YMeTHUlle Koje rpeby
TIO CJIWLIW, TIO 3BYKY, TIO TU1ACTUYHOj donuju. Pyke
3ayCTaB/bajy U Je3UHTerpuily Kazjap Ha KoMme ce
jolr Hasupy o6puCU TIOPaXKEHOT YXEHCKOT Tena
y Tiportanoj peBonyuuju. OrymeHa cnvka Tmpef
HaMa oTBapa TONIUTUUYKUN TIPOCTOP 3a CyoUaBarbe
C DpeaJlHuM Y HeroBoj Kpajiboj WHCTaHLW.
AnnmMalvja 3aycTaB/beHa Y TPEHYTKY COTICTBEHE
JeCTpyKlinje HaroHM Hac fa ce TPrHeMO W

TIyCTUMO I71ac, TI0O3MBA HAc Oa Ce TIONUTUUKK
APTUKYTINILIEMO, aJlu UCTO Tako Aa TIONUTUUKK
ocehamo, MUCTIUMO U fienyjeMo. [Ipyrum peunma,
YMETHULIA Hac CBOjOM TIOJIMTUYKOM MOHTXXOM
adexrTa, HyXHOM TpewkoM Y  TIOCTYTIKY
aHMMUparba CIUKe He TpuBnauw, Beh yBnauu y
CBET KOMe TIpUTIaZiaMo.

OBaj TOAUTUUKU TIPU30p U3rpebaHor Kaapa,
aHuMalnje Koja ce 3aycCTaB/ba Y TPEHYTKY
ecterckor glitch-a, yjenHO je W LpBeHa HUT
U3n0X0e, HUT Koja Ttapa Teno Ap>Kase, EKOHOMUje
n ymeTHocTU. Kpo3 Taj mpu3op 3aanpemo y cBa
TPU YMeTHUUKa paja, 6e3 mocebHOr pepocnena,
KPY>XXHO, YBEK C UCTOM TauyKOM TIpeceka: TeJIOM.
Bupeopanowm ‘iiera koja He MOTY sBule ga LlogHecy.
CTIMKe KOje He MOry Bullle fia TIOfHecy yra3sumo
Yy TIPOCTOP CaBPEMEHOI YMETHWUUKOI CUCTEMA,
3aaMpyhn UCTOBPEMEHO Y FErOBY TIONUTUKY
W eroBy TOAUTU3ALMWjY. YMeETHULA KOPUCTUN
CHUMaK KOoju ce TiojaBuo y Bectuma Tages Woche
TIOBOJIOM YMETHUUKE U TIONINLINjCKe UHTEPBEHLINje
Y  YMETHUUKO-apXUTEKTOHCKO]  WMHCTanauunjun
Tapaumja Kasamate (Tadashi Kawamata) wn
Kpucroda Ilajourepa (Christophe Scheidegger)
o HasusBoM Favela Café. ViHcranaumja je, xao
neo Cajma ymetrHoctn y Baseny (ArtFair Ba-
sel 2013), 6una TOCTaB/bEHA HA jaBHOM TPry
Koju je 6M0 M3HAjMIbEH 3@ CajaMCKy TIOCTaBKY.
Pap je n3a3Bao peBONT jaBHOCTU U YMETHUUKOT
CBETa Yy UMe KOra je HarpaBJbeHa XXypKa YHyTap
VHCTanaunje Kao 4UMH YMETHUUKOI aKTUBU3MA,
a 3aTUM W TIONINMLIMjCKY HACWIHY peaklinjy Hap
aKTUBUCTUMA KOjU Cy Ofbunn fa yrace Mysuxy
V KacHUM BeuepwsuM catuma. Y TOM TPEHYTKY
HacTaje MeOujCKu 3armc TIONULUjCKOT Hacusba
KOjU aKTyenusyje WCTOBPEMEHO ypyllaBawe
YMeTHUUKe  MHCTanauuje U yMeTHUYKOr
aKTUBM3Ma Kao 33jeAHUUKOr  YMETHUUKOT
norahaja. V oBaj Menujcxu 3armc, Maprapera
KepH wHTepBeHulle TOAUTUUKOM MOHTAXXOM
adexra, TIpeLM3HWje  OACYCTBOM  3BYKa,
peTeTaTMBHUM TIpeckakareM CBakor Tpeher
KaZipa U HeCTIOKOjHUM TIOMeparbeM CHUMIbEHOT



Tpu3opa Hailpeg-Hasag. V ‘ymeTHWukun norabaj’
YBOAU TIONUTUKY (OACYCTBA) Inaca Koja roBopu
0 CBETY YMETHOCTU LlaHaC, OOHOCHO O HEerOBUM
mpehyTHUM  MexaHusMmuMa  GYHKLIMOHUCAbA,

KOMTaTUOUNHUM  dopmMaTuma  TIPOU3BOAHE
YMEeTHU4YKOr TPXXULITA n aKTUBU3MaQ,
axTMBUpajyhm mmrame: [la nu yMETHUUKU CBeT
MOXe [aHac [ia ToBOpW, Y UMe yera un xome? V
WUCTO BpeMe, PereTaTUBHOM eCTEeTUKOM TIpellKe
BOAW HAC Ka TPOMULIbaky PafUKanHor pesa y
TIPOLYKOBakwy YMETHUUKOr porahaja w rberose
TIOINTUKE, a TIpe CBera ApYIITBEHOr Tena
YMETHOCTU, Ka TPEHYTKY y KOMe UCTYyTiaMo U3
CeH3alMOHa/In3Ma C/AnKe W CreKTakaa camor
norahaja y TpOCTOp TIONUTUYKE apTUKyaluje
TI06YHE N FEHOT APYIITBEHOT aHIAXKOBaba.

VYMeTHUUKN CBeT OaHalllbulie, Kao 1 MeXaHnU3Mun
JenoBama W CTPYKTYype YMETHUUKOI CUCTEMA,
pednexTyje n TeNO eKOHOMWje U TeJo LpXXaBe —
TeJla Koja ra UCToBpeMeHo perynuuy. [Tponasehn
TIOHOBO KpO3 TIOUETHW KaAap >KEHCKOr Tena
3ayCTaB/bEHOT Y TIOKPeTY, Bpahamo ce Ha BUneo-
anuMaunjy Teao gpxxase/[IpXasHo ieAo KO0joj
0Baj Kajap Tipurnada. JloKyMeHTapuCTUUKn
3aTnUCK, XpPOHWKA  I7106ajHOr  OpYLITBEHOT
CTama Toz HeonubepanusMowm, TIpeKnarajy ce ¢
aHuMalmnjoM xoja GOpeH3NUKU [eKOHCTpyulie

CEeH3aLMOHANIUCTUNYKE meaujcke CTVIKe,
FUXOBOM pasrpaimoM  Kazpupajyhm peasnHo,
HEBUIJbUBO W TIPA3HO MECTO Hy>XHe TIONUTUUKE
cybjextTnBaumje. [TobyHa caBpeMeHOr IpYLITBA
TIPOTUB [p>KaBe TIPeTio3Haje ce y TIPOTEeCTUMA,
V NOKYMEHTapuUCTU4Koj rpabu Koja ce KOopuctu
y aHumauuju: mpoTuB TUaharba LIKonapuHa
(Enrnecka, 2010), TpoTvB 6ylIeTCKUX pe3oBa y
3gpaBcTBy (llImanunja, 2012), TMPOTUB AUKTAType
(Erwrar, 2011). IlobyHa koja 3axTeBa cnobopy,
couunjanHa TpaBa (Ha mnaheHwu paz, 34paBCTBO,
LIKOJICTBO) W JbYACKO [IOCTOjaHCTBO (jeAHaKocCT)
CBefleHa je Ha KaapoBe KOju He TIpuxasyjy,
Beh (pe)mpopyxyjy cilailyc qyo TIONUTUUKE
cBaKkoAHeBule. [mac cBaxkor TojemUHaYHOT
TIOTIUTUUKOT Cy6jeKTa YHYTap KOJEKTUBHOL Tejla
TIo6YHe, UCTIpEKUAAH I71aC aHuMaluje, Tako
HEMWHOBHO HAaBOAW Ha TMTame: [la nu je paHac
yoruite Moryhe TpousBoouTu penyjyhe cnuke
OTTOpa, TIPOTeCTa, PeBoNyLnje?

BaBehm ce dopeH3uxoMm cnvke, ann UCTO Tako
W 3ByKa, YMeTHUlla KOPUCTU, U3Mehy ocTanor,
COTICTBEHU I'JlaC U MOl"thOCT HEeroBor 3By4HOr
YMHOXaBHa U TIpeksiarnarba YHyTap aHuMalvje,
YMMe HakKoH pasrpabuBarba aKTYenHWUX Cuka,
mocexke y Toe3njy mpoumnoctu. [lecmom Bonta
BurtmaHa Ja iilesam iero eAeKWPUUHO, Kao W



BurmaHoBoMm Te3oM fAa ce ncxopuilTe oceharsa
Hanasu y Teny, OHa TIOCTaBlba MaTepwjasHoCT
ocehawa y cpeguuiTe KakoQOHUUHMX U
3aMarbeHUX CTUXOBa Koju ce rybe usmehy
3BYyKOBa KOje [OHOCU JaHalllbuua:  3BYK
3aBplIeTKa paja 6ep3e — KOjuM pap ToUube U
3BYK lLIeH3ype — KojuM ce 3aBpluaBa. OHo ca unme
Hac Maprapeta KepH kpo3 oBaj dopeHsnuxun
TIOCTYTIaK Ccyo4aBa je TIpeKpuBarbe PpeajiHOCTU
IPYIUTBEHOT TIOKpeTa HEeroBUM aKTYeJTHUM
CMKaMa, HWUXOBOM MaCOBHOM TIPOU3BOAOM,
TIOIUTUUYKOM aTIpoTIPWjalijoM U UHCKPUTILIMjOM

PEBOJIYLIMOHApHE  TIPOLUIOCTU.  KcToBpemeHo,
OrOJbeHOCT OBUX cnuKa, TIpefCcTaBsba
WMarvHaTMBHW [OXUBJbaj (aesthesis) HoBe

colunjanHe peBonyLuje, abeKTUBHY apTUKynaLujy
teHe floe3uje koja upiiu c8oj Taac us 6ygyhHociu
u tio3usa Ha HOBe cagpKaje — Ha peBOAYUUJY Kojy je
Hemolyhe 3ailoueiliu iipe Helo ce OHa ollipece 801
lipasHosepja y UpowAoCill, cBetliCKOUCTIOPUJCKUX
pemMUuHucuyeHyuja Kkojuma obmarwyje cebe y
ioinegy €801 BAAQCWIUWIOT cagpxaja — Kako TO
Mapxc kaxe y 18. 6pumepy Jlyja
Bonamapte. MartepujanusoBame
(otenoTBopere) oceharwa Bpaha
Hac Tako He caMo Ha MapkcoBo,
Beh ¥ Ha aHTUUKO cXBaTarbe
moe3nje koja ce peduHulle Kao
YuH clisaparba; Bpaha Hac y
TOTpary 3a HOBUM TIONIUTUUKUM
W OpYyUTBEHUM  WU3pa3soM -
Toesujom 6ynyhHocTu Koja he ce
HeTIoBPaTHO CyOUUTW Ca CTiperamMa
maTpujapxaTta W KaruTanusma,
WIN OpyTMM peunma, Bpaha Hac y
eKOHOMWjYy Tena/Teno exoHoMwuje
- ersucTeHUujanHo Teno adexra,
ecTeTuKe, IPyLITBa U TIOJINTUKE.

3aTo Hwje cnyvajHO Aa ce BUAEO aHWMaluja
Tenro exonHomuje/ExoHomuja Tena Behum penom
cactoju on rpadukoHa KOju  OCLUUIUDPAjY
nsmeby  QuHaHcHjckux TiyTakba pacTa U
Taza Ha 6ep3n W KapauoTanaca efeKTpUyHe
aKTUBHOCTU CpLIa KOjU Ce TIOHaB/bajy, HecTajy,
6puuly, TIpeTBapajy y Jbyacka ¢uHaHcujcka
Tena. I'paduxoHn xoju Tmpuxasyjy nuHuje
mpaTe Hu3 pedepeHunjanHux daxTopa: Oof
TEXHUYKOI KBapa KOjU je wu3asBao TAHUKY
jenHe on HajBehux cBetckux 6ep3u (NASDAQ)
y asrycty 2013, 0o JbyACKOT WCTIpeKuaaHor

Jaxa ycnen U3BellTaja 0 GUHAHCUjCKOj KpuUsn
W perpecwju, Tj. ToBehaHoj CTOTM CMPTHOCTW.
Annmalmja Taxo TocTaje CpeAcTBO aHUMMUparba:
Bpahata y XXUBOT TIOjeAUHLIA KOjU CTOjU Ha
jeqHOj on MHOIMX BUlIECTpaTHULA C KOjux
CKOK CUMOOIWYHO O3Ha4daBa CaMo jefAHo -—
duHaHcKjcko (camo)ybuctBo. ErsucreHimjantu
WMTIyIC, OTKylLaju cpua HajjavaBajy 3ByK
3BOHa 6ep3e CBOjUM XXMBOTHUM HAroHOM, AOK C
Ipyre cTpaHe WHTEPHa/U30BaHU KarnuTanusam
y CBakoM TiOjeAHWLY akTuBupa adexkT y Kome
ce Hasupe TONIUTUYKA apTUKyJalinja, 3axTeB 3a
nsrpagmom apykuunjer ceera. ITonnTuka xBapa
Yy 3aycTaB/baky MalluHepuje KarnmTanusma,
TIONIUTUKA HaZle Y CBEOTIUTOj AWCTOTIMYHO]
CTIULIM CBeTa KOoju CMO OTyhwin, TIoKpeTare Tena
peBonyLMje Koje HEeTIOMUUYHO JIeXXWU Ha yIulin je
Ta(Ko) UpBeHa TIyTarba M3n0XKbe Kpo3 Kojy Hac
eCcTeTMKa 0BUX OT'yJbeHWNX/0roJbeHNX aHUMUPaHUX
CNIVKa 3arpaBo BOAU.

JeneHna IlerpoBuh

The Body State, 2013 / Telo Drzave/Drzavno Telo
Keanpar u3 ¢wnma, HD Buneo, 3Byx /
Film still, HD video with sound, 9" 29"



The politics of glitch or aesthetics of error? What do we speak about when
we speak about the bare images of old school animation in Margareta Kern’s
exhibition To Whom Does the World Belong?

The artworks exhibited within To Whom Does the
World Belong? are connected by a common thread
which embodies the instability of everyday life
in times of fragmentation of contemporary soci-
ety and in an era shaped by the neoliberal state.
The political montage which uses stop/slow mo-
tion animation, drawings, voice, poetry record-
ings, video documentation, sounds and silences,
produces an inner voice which directs us, occu-
pies our thoughts and re-orients our actions, si-
multaneously creating the syncretic experience
(aesthesis) of affect production. A voice can be
heard signaling the end of trading at a stock ex-
change, lines of poetry are drawing the contours
of a woman’s body, a body that is being dragged
along a street in Egypt during the Arab Spring of
2011. Society defeated, a woman beaten-up by
the police on one side, the neoliberal state and
contemporary patriarchy on the other, feature
in an image which has travelled the world. The
war to end dictatorship, soon turns into the war
on terror, becoming a permanent, necessary and
constituent agent of the survival of neoliberal-
ism, lurks in the background of this image.

(Non-)framing political acts by the media, such
as a failed revolution and a permanent war,
thus co-produce the social actuality by placing
the actual (visible) in place of the real (invis-
ible). It distances us from that which concerns
us, yet which we are no longer able to recognize
and name, let alone act upon. Into the animated
space of drawing, which makes use of a docu-
mentary moment of the body’s powerlessness,
the hands of the artist set out scratching the im-
age, the sound, the acitate. The hands freeze and
decompose the frame in which the contours of
the woman’s body, defeated in the failed revo-
lution, can still be discerned. The frayed image
before our eyes opens up a political space for
confronting the real in its ultimate instance.
The animation suspended in the moment of its
own destruction makes us wince and raise our
voice, and calls for the political articulation, as

well as political feelings, thoughts and actions.
In other words, using the political montage of
the affect, the necessary glitch in the process of
image animation, the artist does not just draw us
in, but rather drags us into the world to which
we belong.

This political spectacle of a scratched frame, of
an animation suspended in the moment of aes-
thetic glitch, is at the same time the red thread
of this exhibition - the thread which unravells
the body of the state, economics and art. Through
this frame we are allowed entrance into all three
works of art, which we perceive circularly and
in no particular order, though with perpetually
identical point of intersection: the body. The
video “bodies that can't take anymore. images
that can’t take anymore” takes us into the space
of a contemporary artistic system, simultane-
ously tackling its politics and its politicisation.
The artist uses a video featured in the Tages-
Woche newspaper on the occasion of an artistic
and police intervention into the art-architectural
installation Favela Café by Tadeshi Kawamata
and Christophe Scheidegger. As part of the Art-
Fair Basel 2013, the installation was set up at
a public square in Basel, leased for the private
art fair. The art work provoked revolt from local
artists and activists, who organised a party as
a form of intervention inside of the installation.
This in turn prompted a violent reaction of the
police, directed at the activists who refused to
turn down the music in the late evening. It was
at this moment that the video recording of police
violence was made, actualising a simultaneous
collapse of the art installation and activist inter-
vention as a collective artistic event. Margareta
Kern intervenes into this footage by politically
editing the affect, more precisely, by leaving
out any sound, repetitively skipping every third
frame and restlessly shifting the recorded spec-
tacle backward and forward. Into the “artistic
event” she introduces the politics of the (absent)
voice, which speaks of the art world today, that



is, of its silent operational mechanisms, compat-
ible formats of the art market and activist pro-
duction, thus introducing the question: Can the
art world speak today, to whom and on behalf
of what? At the same time, Kern’s repetitive aes-
thetics of error ushers in a contemplation of a
radical cut in the production and politics of an
artistic event and leads us towards a moment in
which we transgress the sensationalism of an
image (and a spectacle of the event itself) to en-

ter a space of political articulation of revolt and
its social engagements.

The art world today, as well as the mechanisms
of activism and structures of the artistic system,
mirrors the body of the state and the body of
economics - bodies that regulate them. Turning
again to the initial frame of a woman’s body fro-
zen in movement, it brings us back to the video
animation The State Body, to which this frame
belongs. Documentary records chronicling global
social circumstances in the era of neoliberalism
overlap with the animation which performs a fo-
rensic deconstruction of those images, fragment-
ing them to frame the real, invisible and empty

places of a necessary political subjectivation.
Contemporary society’s revolt against the state
are glimpsed in the animated documentary re-
cords of the protests: against tuition fees (Eng-
land, 2010), against budget cuts on healthcare
(Spain, 2012), against dictatorship (Egypt, 2011).
The revolt which demands freedom, social rights
(labour, healthcare and education rights) and
human dignity (equality) is here condensed into
frames that do not show, but (re)produce the
status  quo
of everyday
politics. The
voice of each
individual
political sub-
ject  within
the  collec-
tive body of
revolt, the
interrupted,
cut-up voice
of animation
questions if it
is at all pos-
sible to pro-
duce effective
images of re-
volt, protest
and revolution in the world of today?

In this animation, the artist delves into the fo-
rensics of the image, as well as of the sound,
and uses her own voice and possibilities of its
multiplication and overlapping. With Walt Whit-
man’s poem ‘I Sing the Body Electric,” and his
thesis that the roots of emotions are located in
the body, Kern posits the materiality of feelings
into the centre of the blurred cacophonic verses
which gradually disappear among the sounds of
today: the sound marking the end of the stock
exchange trading hours - the one with which
the piece opens - and the sound of censorship,
with which it closes. What Margareta Kern faces
us with in the course of this forensic procedure
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images that can't take anymore. bodies that can't take anymore
‘TeAa Koja He MOTY Buwe ga UogHecy. CAuKe Koje He MOTY Bule ga UogHec
Ksanpar n3 ¢owima, HD Buneo, 6e3 /




is a concealment of the reality of social move-
ments by the media images, their mass produc-
tion, political appropriation and inscription of
a revolutionary past. The bareness of these im-
ages at the same time represents an imagina-
tive experience (aesthesis) of a new social revo-
lution, an affective articulation of its poetry that
is taken from the future and calls for new content
- a revolution which cannot begin “before it has
stripped away all the superstition about its past”
and “recollections of past world history” with
which it deceits itself- as Marx puts it in the 18"
Brumaire of Louis Bonaparte. Thus the materi-
alisation (embodiment) of feelings does not only
bring us back to Marx’s understanding of poetry,
but further back to the ancient classics who de-
fined poetry as an act of making, that is, it leads
us in search of a new political and social expres-
sion - the poetry of the future which will in-
evitably confront the harness of patriarchy and
capitalism. Or, in other words, it leads us back to
the body economic/body of the economics - an
existential body of the affect, aesthetics, society
and politics.

It is therefore not a coincidence that the video
animation The Body Economic consists mostly
of alternating graphs oscillating between the fi-
nancial trajectories of the rise and fall of stock
market prices and cardiac waves representing
the electrical activity of the heart. As these are
repeated, erased, eliminated, suggesting the
birth of financial human bodies, the lines of

the graphs follow a series of referential factors:
from the technical glitch which caused panic
in one of the world’s largest stock exchanges
(NASDAQ) in August 2013, to the intermittent
human breathing upon hearing news of the fi-
nancial crisis and depression, i.e. the increased
death rate. The animation thus becomes a means
of animating - bringing back to life the individ-
ual who stands on top of one of the numerous
skyscrapers, the jump from which can symboli-
cally mean only one thing: financial homicide/
suicide. The existential impulse - beatings of the
heart - prevails over the stock exchange sound
of the bell with its life force, while internalised
contradictions of capitalism activate an affective
space in which an emerging political articulation
can be discerned as a demand for the construc-
tion of a different world. The politics of glitch in

stopping the machinery of capitalism, the poli-
tics of hope in the universal dystopian image of
an alienated world, movement of the revolution-
body which lies motionless on the street - these
are the red exhibition threads that the aesthetics
of bare/scratched images are leading us through.

By Jelena Petrovié



The Body Economic, 2013 /

Telo Ekonomije/Ekonomija Tela
Ksagpar us unma, HD Buneo, 3Byk /
Film still, HD video with sound, 6" 26"




Harpapa KynrypHor nentpa Beorpapa Ha 54. OkTo6apcKoM canony

Harpapa KynrypHor uentpa Beorpazma Ha mMebyHaponHoj m3noxx6u OXTo6apcKor canoHa, Koja ToapasymeBa
OpraHu3oBatbe CaMocTasnHe usnoxbe foneryje ce on 2007. roguHe 3a aKTYeNHO BUSYEIHO CTBApasalliTBo Koje ce
O[IINKYje ayTOPCKUM CTaBOM U OAPa’kaBa TIPOCTOP Y KOMe YMETHUK XXUBU U paan.

JXvipv koju je panvo y cactaBy: CBetnaHa [Tetposuh, l'opnaHa Jo6puh n Anexcannpa Ecrena Bjenuiia Mnagenosuh,
KYCTOCKUIbE OMJIY4MO je Aa Ha 54. OxTobapckoM canoHy y Beorpany noznenu Harpany Maprapetv KepH 3a Buneo
pan, Ciiatve (u ) eaa(o), U3 excriepuMeHTanHor uuknyca Kome tipuilaga csei, n3 mponyxiuje 2013, roguHe.

V nyxy Hajborbe Tpaauumje MocTGeMUHUCTUUKE YMETHOCTM U TIPAKCe UCTOPUCKOr akTuBM3Ma u3 70mx n 80ux
roguHa XX Beka, y CBOM CTBapajlaiukOM KOHLIETITY ayTopKa KOPUCTU JbYACKO Te0 U TejlecHe pajme Kojuma
ce TIpMKasyjy ApaMaTU4HU BU3YeJIHU [0XXMBJbaju U eKCTIPeCUMBHA CTama y C/MKaMa TIOIUTUUKEe W CcOoLinjanHe
mobyHe. Papn ca TenecHumM MOTMBMMA Y OBOM BUZEO paay/dwimy je uHTepMeawjanaH u MynTuMeawjanaH jep y
Kpevpamy BU3YeJTHOI, eCTeTCKOT W ay[Ano [0XKWBJbaja Tenla aHraXXOBaHOT Y aHraXXKOBaHOM TIPOCTOPY YMeTHULA
VKJbyUyje pasnuunTe caapykaje JIMKOBHOT U BU3YesIHOT ¢popMara - Ofi apXMBCKUX KanapoBa u3 ¢unma Bepronpa
BpexTta 13 1932. Ha KojuMa cy CHUMLM eKOHOMCKe Kpu3e y BajMapckoj pertyb6nuiin, cekBeHlie M3 BULEO 3aruca
3a6eneXeHor TIONINLIMjCKOM KaMepOoM ca jelHOT CTyAeHTCKOr mpoTecta y JIonnoHy 2010, doTorpadwje n moxkpetHe
CNuKe yobnuueHe aHUMUPaHUM LIPpTeXVMa U CBeleHOM TIMKTypanHouthy, [0 Hapaluje - ryaca came YMeTHulle
Koju HaM ce o6paha CBOjUM CYTITWIHUM KOMEeHTapuMa TojeAMHUX cleHa y dopMmu ayamo 3armca. Ha Taj HauvH
y TIpoliecyupawy ApaMaTuyHor forahaja Kojum ce BUAeo pan 6aBu, YMETHWLA UMa YJI0TY ayTopa U Y4ecHuka
mportecta. [TaXx/bMBO 6HUpaHN U CUMOOIMUYHU UHTEPTIPETATUBHU CafpXaju UMAjy KapaKTep aHanu3e U KPpUTUKe
IpYLITBA KOje YMEeTHMlA U3roBapa Kao cybjexT Tor OpYylITBa, U3 TO3ULIMje CBOje POMOHE TIONUTUYKEe MOohu u
TIPOMMLLI/bAbA BACTUTOT HUHa Kao eCcTeTCKOT, TIOJIUTUUKOL W COLIUjaJIHOT Tera.

JKupn je Muibera Aa ayTopka CBOjUM YMETHUYKUM DafioM, [lel0BakeM W CTBapasallTBOM Koje ce 3acHUBa
Ha TPaHUYHUM OUCLIMTUIMHAMA, Ha Hajborbu HAUMH 3acTyTa uaeje caBpeMeHe GeMUHUCTUUKE U aKTUBUCTUUKE
YMETHOCTU KojuMa je TocBehieHa 1 oBoroaulitba MaHudecralmja.

Beorpap, 16.11.2013.

Award of the Cultural Centre of Belgrade on the 54th October Salon

The Award of the Cultural Centre of Belgrade on the international exhibition of the October Salon, which includes
organisation of one’s solo exhibition, has been given since 2007 for contemporary creative work in the field of visual
arts, which expresses a unique stance of the author and reflects the space in which the artist lives and works.

The jury which consisted of curators: Svetlana Petrovi¢, Gordana Dobri¢ and Aleksandra Estela Bjelica Mladenovié,
decided during the 54" October Salon in Belgrade to give this award to Margareta Kern for the video work named
The Body State, from her experimental cycle entitled To Whom Does the World Belong? produced in 2013.

In the spirit of the best tradition of postfeminist art and practice of the 1970s and 1980s historical activism, in
her artistic concept the authoress uses human body and corporeal actions to create a dramatic visual experience
and present expressive affects through the sights of political and social rebellion. Her artistic production, which
in this video work/film includes corporeal motifs, involves inter-media and multimedia approach as, in creating
visual, aesthetic and audio experience, the artist includes different artistic and visual contents - from the archival
footage taken from a 1932 film made by Bertolt Brecht, which depicts the economic crisis in the Weimar Republic,
sequences from a video footage recorded by a police camera during the 2010 students’ protest in London, photo-
graphs and moving pictures of animated drawings characterised by understated pictoriality, down to narration
- in the artist’s own voice, as she provides her subtle comments of certain scenes in the form of audio recording.
Thereby, in processing the dramatic events at the core of this work, the artist assumes both the role of the author-
ess and of a participant in the protest. Carefully selected and symbolic interpretative contents has the character
of an analysis and critique of the society, uttered by the artist as a subject of this society, from the position of
her gender related political power, as she reflects on her own being as an aesthetical, political and social body.
The jury believes that the author, through her artistic work, activity and production based on liminal disciplines,
is among the best representatives of contemporary feminist and activist art, to whom this year’s edition of the
October Salon has been dedicated.

Belgrade, 16 November 2013

The Body Economic, 2013 / Telo Ekonomije/Ekonomija Tela
Ksappat 13 dwima, HD Bugeo, 38yk / Film still, HD video with sound, 6’ 26"






Maprapera KepH (1974, XpBaTcka/ BocHa u XeplieroBuHa) je Bu3yenHa YMeTHULIA Koja CBOj IPYLITBEHWU U
TIOJIMTUYKUN aHraXXMaH uspakasa kpo3 pororpadujy, dunm, aHuMalmjy, LpTeX, TeKCT U UHCTanauwvjy, pagehn Ha
CJI0XXEHUM TIPOjEKTUMA KOjU 3aXTeBajy TEMEJbHO UCTPAXKUBatbe U capaniby. KepH KoMOuHyje cBoj yMETHUUKM pag
C TIoAyHaBarbeM, Kao 1 ca yuelrheM y paay HEeKOIMKO YMETHUUKMNX/aKTUBUCTUUKUX KoneKTuBa. Maprapera KepH je
IuTUIOMUpana IMKoBHY yMeTHocT Ha Goldsmiths College, a Marucrpupana BusyenHy aHTporonorujy Ha University
College y JIoHnoHy. HbeHu pazioBU Cy U3naraHu v MpefCcTaBbeHN Y My3ejuMa, ranepujaMa u y okBUpy 06pa3oBHUX
mporpama. Maprapeta >xvuBu 1 paau y JlongoHy n Kopnsony, VK.

Margareta Kern (b.1974 Croatia/Bosnia-Herzegovina) is a visual artist, whose practice engages with the social
and political through photography, film, animation, drawing, text and installation, working on complex projects
that involve in-depth research and collaboration. Kern combines her practice as a visual artist with teaching, as
well as an involvement and contribution to several artist/activist collectives. Margareta Kern holds BA in Fine Art
from Goldsmiths College and MA in Visual Anthropology, University College London. Her work has been widely
exhibited and screened in museums, galleries and educational contexts. Margareta lives and works in London
and Cornwall, UK.

www.margaretakern.com

CAMOCTAJIHE U3JI0)KBE, u36op / SOLO EXHIBITIONS selection

2013 To Whom Does the World Belong? VN Gallery, Zagreb
GUESTures, Kullukcu Gallery, Munich

2012 GUESTures, Bold Tendencies, Inheritance Projects, London
GOSTlIkulacije, Galerija Kapelica, Ljubljana

2011 GOSTlIkulacije, SC Galerija, Zagreb
terms @ conditions, INIVA, London

2010 GUEST, Institute of Contemporary Interdisciplinary Arts, Bath

2009 Clothes for Living and Dying Impressions Gallery, Bradford, UK; Gallery Ruzic, Slavonski
Brod, Croatia; Kunstverein Worms, Germany

2008 Clothes for Living and Dying, PM & Bacva Gallery, HDLU, Zagreb, Croatia; Margaret Harvey
Gallery, St Albans, UK;

2007 Clothes for Death, Institute of Contemporary Interdisciplinary Arts, Bath

I'PVITHE U3JIOKBE/ITPOJEKILIUJE, ns6op / GROUP EXHIBITIONS/SCREENINGS selection (2010-2015)
2015 Work, Rest and Play: British Photography from the 1960s to today, The Photographers
Gallery at OCT Loft in Shenzhen, China
Adventures in the [lluminated Sphere, Whitechapel Gallery, London
2014 Border Cultures: Part Two (work, labour), Art Gallery Windsor, Canada
Collective battles for care work - How we want to live? Shedhalle, Zurich
The Tin Screen, no.w.here 10th Anniversary & DVD Launch, ICA cinema, London
2013 jLoteria! with Teresa Cisneros, Tate Modern, London
Photomonth, Krakow, Poland
No One Belongs Here More Than You, 54th October Salon, Belgrade, Serbia
Strike1984, Remembering Who We Are, Space Station65, London, and International Project
Space, Birmingham.
Free cinema school - On Pedagogical Film, Serpentine Gallery, London
Supernormal, Braziers Park, UK
2012 Strike1984, Whitstable Biennale
Microstories - Contexts of Feminist Practices since 2000, The Museum of Contemporary Art,
Banja Luka, Bosnia-Herzegovina.

2011 Counterpoint, Rochelle School/Club Row, London
Clothing as a Symbol of Identity, The City Gallery, Biha¢
2010 Where Everything is Yet to Happen, Spaport Biennale, Banja Luka

Over the Counter - The Phenomenon of Post-socialist Economy,
Museum of Contemporary Art/Kunsthalle Budapest
Journeys With No Return, Kunstverein Kurt-Kurt, Berlin
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