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JeneHa Kpusokatuh

O onycy [paraHe XKapeBay, 1 BUAEO MHCTaNALNjM
Jow jegaH okpew

CTacaBana Ha Hajbo/bMm y30prMa UCTOPUjCKE KOHLeNTyanHe
YMETHOCTM U PagMKanHUX M3Bohauknx Npakcu y okeuprma body arta u
nepdopmaHca, [paraHa HKapesal, npunaja oHoOj reHepaLmjn yMeTHUKA
Koja he gBe geueHuje KacHuje y CBOj pas 0CUM rope NomeHyTuXx,
NOTNYHO NPUPOLHO W 3PesI0 UHTETPUCATU HEKA Of, HAjBUTAHUUX
pellera BUAEO YMETHOCTH, C MOYETKA CaMo He3aobunasHor
OOKYMeHTapHOT NpaTMoL,a 0BUX M3BohaukMx npakcu. Buaeo ymeTHocT

M HacTaje Kao HenocpeaHu 3anuc o Teny, 3anuc Koju ce oaurpasa u
6enexun y pealHoM BpemMeHy MHTEpaKLMje OBOT Tena y o4HOCY Ha
HEroBO HENOCPEAHO OKpYXKere. BpemeHom, oHa he npepactu y nHAeKc
jegHe coducTMUMpaHmje N HaKHAZHO MHKOPNOPUPAHEe BU3Mje TeNEeCHOT,
Kao My CAMOCTa/IHY YMETHUYKY AMCUMNANHY Ynja he Hajbosba NnacTMuKka
M naejHa pellerba HacTaT ynpaBo Ha rpaHUYHUM JIMHWjaMa OBa ABa
meamja, neppopmaHca v Buaea — Hem LlyH Mejka, Buta AkoHunja 1 buna
Bajone (Nam June Paik, Vito Acconci, Blll Viola).

Y Buaeo puamosuma v nHcTanaumjama [paraHe Xapesal, ounTasajy

ce GpparmeHT! U KOMEHTAPMU Ha HEKEe 04, K/bYUYHUX MOAUTUYKUX, POAHUX
1 €BPOMOLEHTPUYHMX HacneheHMX Tpaguumja MULW/bEHba M MUTOBA
caBpemeHor YoBeKa. Y Hajuewhem MOHTa)KHOM MOCTYNKy OBOTr paga
ycarnaluasa ce Ynucto GuamMcKa npuya — 4OKYMeHTapHe UAn nceyao-
[OKYMEHTapHE CaZipiKUHE Y YUMjem je cpeanLuTy cam YOBEK Ca OBOM
aTpodupaHom cnocobHowhy ceharba, 3aTOYEHUK CONCTBEHE UCTOpUje
WUAW aKTyesHe NOIMTMYKE CUTyaumje, ca jegHe, y KOMbUHaumju ca
OKMBJ/baBatbeM PUTYAHUX, aYANO-BU3YENHNX efiemeHaTa 6AUCKUX
rpahetby cnojeBa CAMKapCKe maTepuje Uan MHTepnyHKLumMjama
MMWHUMANUCTUUKMX MY3UYKMX NApTUTYpPa, ca Apyre cTpaHe. Ha Hekum og,
OBMWX OCHOBHMX NPETNocTaBkK, passuhe ce y HacTaBKy jeAaH opurnHanaH
$GOpManHu 1 KOHLENTyasHWU NPUCTYN AeNy U TeNy Koju 0TBapajy HeKa

04, K/bY4YHUX NUTakba Npepacnogene noctojehnx NOANTUYKUX, POAHMX
WM aKYCTUUYHUX ayTOPUTETa Ha OHE Koje MOXKAa TeK Tpeba Aa HacTaHy
(MgeanaH 6pak, 2001; Monosu, 2005).

PapoBwu ca Kojuma nountbe moje ceharbe Ha onyc [paraHe *apesal,

cy one-track Buaeo puamosu Hactajanu 90-Tnx roanHa y GpaHLycKoj
MMUTpaLmju, BpEMEHY jelHOBPEMEHOT OgUrpaBakba rpahaHcKMx paToBa
Ha TepuTOpMju BUBLLE Jyrocnasuje U Kao AMPEKTHA peakLmja Ha bux. Y
NoKyLwajy pesnanparba NuTakba 04HOCa Npema CONcTBEHOj Tpaauumjm
1 uctopmju, sngeo dMaMoBm nog Hasmeuma Savati, Evagitto, Non Nobis
wnu Edification de Scutari (1991-2000) — npeAcTaB/banu Cy HEKE 04,

Haj60/bUX CUHEPrKja CMKe U 3BYKa: CIMKe AedparmMeHTUCaHOr Tena u
rberose ypylieHe memopabunHe neppopmaTUBHOCTM, EHTUTETA KOjU
ce Nomasba 1 UwYye3asa U3a BUOPaHTHOT eKPaHCKOT TKakba, nonyT live
streaming enudaHunje eneKTpoHcKe ciuKe. nac je Taj unje mogynauuje
Yy 0BMM pafoBMMa — CpefbeBEKOBHE OpUjeHTaNHe UK caBpeMeHe
aToHa/IHe BOKan3e - MOBUANLLY M YMHE OAPKMBMM NOCTOjatbe

0BOT CEH3MBUNHOT Tena eNeKTPOHCKE CAINKE UM MOXKAA aHOHUMHOT
KONIEKTMBHOT Tesla Hauuje (NyHor peunTe sbybasu U HOCTanrunje npema
CONCTBEHO] NPOLLIOCTH), Y OBOM HECUTYPHOM MOKYLUAjy OXKMB/baBakba
cKknafa usmehy jefiHe 3BaHUYHE UCTOPUje U CONCTBEHOT NOTEHLMjana
cehatba.

EpemepHu memopujan / Ephemeral Memorial, Buaeo nHctanaumja / video
installation, fanepuja KU / Gallery KCB, 2008.

3BYK-C/IMKa BPEMEHOM Y paZly OBe yMeTHWLLE NpecTajy Aa byay dopme
naeanHe ayamo-Bu3yesiHe CMHTE3e, a I1aCOBHA BOKAN3a OCOBUHA
KOoja ycmepasa ,nyncaumjy” jeAMHCTBEHE eNEKTPOHCKE CNKe U
opraHusyje urpy tbeHux GopmanHux enemeHata. To y HacTaBKy YMHU
[a rnac, TayHuje U30/10BaHa HYNTU TayKa Herose apTuKynaunje — oax
u ducarbe, NocTajy metadope 3a N3BOPHY NOKPETAYKY CHary KMBOTa,
a1 M peanHun 3BYYHM areHcH Koju omeTajy U 036u/bHO HapyLlaBajy
CBaKM NOKyLLaj eTabanparba 6110 Koje jeanHCTBEHE BU3Mje cBeTa. [ax
je Taj Koju ce y o HOCY Ha yKynaH KOpnyc BUAEO paZa OBe YyMeTHULE
NOCTEMEHO KOHCTUTYULLE Kao OKMAAY U MHULUMjanHa eHepruja, MHAEKC
N PETPOAKTUBHM 3aMUC HE BULLE HEKOT ancTPaKTHOr cybjeKkTa U tberose
,0TenoTBopeHe” Bu3nje ceeTa, Beh ,yHyTpalLlHOCTU jeAHOr YyaHOT
Tesla, HajBepOBaTHUje TeNa XKeHe Y aKTUBHOM A0C/YXY U parUBOj
OTBOPEHOCTU Y OAHOCY Ha HEroBO HENOCPELAHO APYLUTBEHO OKPYKEHE.

O npocTopy 0Be MHTEpaKLumje ,Hy/IHOT Tena” y 04HOCY Ha Heroso
NPOCTOPHO OKPYKEHE MOX A Hajbosbe y NPUIOr roBOPK NCKa3 came
YMETHMLE, a MOBOAOM jefiHE Of HbEHUX HAJKOMM/IEKCHM]UX BUAEO



MHCTanaumja nog Hasnesom EghemepHU memopujan Koju Tpetnpa
npobsem Tena y KoHUeHTpaumMoHum soropuma (Ffanepwmja KLB, 2008). Mo
HeHOM cxBaTamy: ,[Ipobaem wiena y KOHUEHWPAYUOHUM 1020pUMa’, y
0BOM pajly KOHCTUTYMCaH Kao mecTo cehakba Uan NPOCTop maTepujanHe
eBOKaluuje TopType Tena, ,Huje camo coyuOoAOUWKO UAu UoAUWUYKO
duwarbe, seh tuiarbe Koje 3agupe y HajuHWUMHuje Gpegcuuase u
depgopmatuusHocuiu colicliseHoea wena. OHo 3agupe y Guliara
wiopuuype UHWUMHoe, ocehara Kpusuye uau 3auigopeHoe tpocuiopa.”

Ca EdpemepHUM MeEMOPUjaa0M, Kao U ca BULEO MHCTANALMjOM HAaCTaoM
OBe rogMHe KacHuje nod Hasnesom Mewe, were (CanoH MCYE, 2010),
He Cyo4aBaMo Ce Kao rneaaoLm ca HaamMpakem npekopayeHe MHTMme
YMETHULLE MW Ca HEKUM O, MUAUTAHTHUX 061MKa GEMUHUCTUYKOT
1ckKasa. Y obe oBe BMAEO UHCTaNaumje, roTOBO BUAEO amMbujeHTe, Kpo3
oprosapajyhu cactaB aKyCTUUYKUX NPOjeKLMja NoApKaHa je u BU3yesHa
penpe3eHTaLMja KeHCKUX IMKOBA Kao CTy6oBa UK Tena ymeTHULEe

Y NO3M aHTUYKE OPAHTKUHE; XMjepaThKa y3BULIEHE NaThe naeanHor
CKYNINTOPCKOT Te/1a, KPO3 MPEKY aHOHUMHUX KEHCKUX TeNla Kojuma

ce anyampa Ha NpocTop He6POjUBOr MHOLUTBA Y KOHLLEHTPALMOHUM
noropuma. Ha jeaaH cacBMM OpuUrMHanaH HauYuH maTepumjann3oBaHn

Cy u3rnep v akyCTuKa ApeBHUX XpamoBa, U30/10BaHe NPOCTOPHE
eBoKaLMje TULIKNHE U rnaca, IyBe cobe KOHLEHTPALMOHMX Noropa unm
peann3oBaHM CacBUM HEMO3HATU NPOCTOPU ayAUTUBHO-BU3YENHUX
cycneHca. Npoctopu peumnTe hyTHe HEHUX aKTepa, rMacoBa y CaMom
NOKYLWajy apTUKynaLmje, BpemeHy NperHaHTHOr AMcarba, OTBOPEHor
HapuLuaka Uax pafoCcHOr NeBakba — OPraHM30BaHM Cy TaKo y YuTaBe
MpexKe 0BOT MaTepu1jaIM30BaHOT NPOCTOPA CYyCNeHca U OHOT Koju
OMuCYjy 3a30PHO KeHe Yy jaBHOM npocTopy ranepnje. OBakse
HecTabunHe aKyCcTUYHE MpeXKe Tesla Koje Cy MOKPEeHy/e Heke of,
Hajayb/be cakpMBEHUX CTPAxXOBa, 36K, MecTa NPOoXUB/bLEHNUX Bon
WUAW KYAHW jeaHe umBuansaumje (Hanuyja keHux leHux TpujymbanHux
HapaTMBa O PaTOBMMA, MUTPaLMjaMa, PYLLUMIAYKMM CUAama npupose)
— MCMpUYaHe cy ONeT 1 Npe cBera Kpo3 cehare mena xeHe (Ogonewiu:
cpeha Koja Hecwuaje, 55. OkTo6apcku canoH, 2014).

Jow jegaH okpell je mynTUMegMjanHa MHCTaaUMja ca CUHOMNCUCOM
OPUIMHANMHO OCMULL/bEHUM 33 U3narame y lNpogajHoj ranepumjm
,beorpag”. YmeTHuua oBo cehare Wiena #eHe OXK1B/basa y
cneumouyHom ayTobrorpadcKom HapaTUBY M Y KOHTEKCTY ayTOUMYHE
6onecTu Koja 3a nocneauLy UMa NoTNyHy AereHepauujy muwuha n
YPYLUEHY apXUTEKTYPY Tena Koja BoAM Ka MOTNYHOj HEMOKPETHOCTY.
CyrecTuja rotoBo onumn/bmee rpaHuLe GusnyKke U3LPKbUBOCTH

1 ayxoBHe Hemohu jeaHor Tena, 6013 oneBaHOr U BPEMEHCKM
KOH3YMMPAHOT y eCTETULM XKYAHE U NJIECHO] apPXUTEKTOHULM
APreHTUHCKOT TaHra — aKL,EHTOBaHa je NPOCTOPHMM pasmeLlTajem
ABe BUAEO MnpojeKkuuje. JefHe, KOja 0XMB/baBa CHary MeslaHXxoin4yHor
TAHra, y AyaJIMCTUYKMM PUTMOBMMA NEeCMe Koja nopydyje ,,Wigoj ymop
0g »usouwia, u Moja #cesva ga ce 6opum” PybeHa Xyapesa, Tpacmpa

BEePTUKaNIHY OCOBMHY ABa Mrpava U KMUMY KMUBOTA OKO Koje ce oaBuja
60p6a Ha KMBOT U CMPT, KOHPPOHTUPAHE MYLLIKOT U }KEHCKOT NMPUHLUMNA,
TenecHe atpoduje n ekctaTuke, bopba gyanuteta yHyTap camor 6uha
WM OHa YHYTap CBaKOr NojeAnHaYHOr MHTEPNEPCOHANHOT OAHOCa.

M oHe gpyre npojekunje, ca NpeacTaBoM HEMOKPETHOT KEHCKOT

M3, TeNa XOPU30HTAIHO NMONOMKEHOT HA T/10 Y CTakby U30/10BaHe
MeauTaumje, NOKyLajy HenpecTaHor yCnocTaB/bakba Ncuxodusmnuke
paBHOTEXE UK 3aTeveHor y adeKTy naaya Kojum ce TeNO yBEK U3HOBA
pactepehyje cBakor CyBULIHOT EMOLMOHANHOT adeKTa U cyouyaBsa ca
MAEjoOM O CONCTBEHOj CMPTHOCTU. Kpyr ce HacTaB/ba Ca OXUB/bEHUM
XOPWU30HTAIHUM PUTMOBMMA NoaMLE ca GAAWNLAMA KOH3YMUPAHUX
/IeKOBa, XeMMjCKOT areHca ucnujeHor 3a notpebe sehe NOKPeT/bMBOCTU
muwmha n ycnopasatbe HEYMUTHOT TOKa AereHepaTuBHe bonectu

Koja 61 ymeTHMLY y cKopoj byayhHocTv Be3ana 3a MHBaNMACKa
KO/IMLA; cBojeBpcHOr ready made-a M NapaAoKCanHOr MHAEKCa

Tesla KOH3YMMPAHOT U OMNCTaNor UCK/bYYMBO 3axBasbyjyhu moaepHoj
dapmaueyTcKoj UHOYCTPUju.

A 33TM NOHOBO M ONET 3a0KPYHKYje ce BU3yesHO U Kopeorpadcku:

jow jegaH (G)okpeu! OHaj Koju je onupTao Kopeorpadwujy Tena 6ona,
aTtpoduje u Kyahe y jeaHOM jaBHOM NPOCTOPY KaKBa je rasnepwuja, Tena
Y NOKYLUAjy O’KMB/baBakba CHare MeflaHXo/IMYHOr TaHra, ,Wwoea 36upa
cuipacliu 3a #UsoWOM U opaiceHoCW U Koju YuHe ocehaj Kojum ce
Gnewe WaH20", HENPECTAHE UTPe Ha XUBOT U CMPT, n3mehy Kunsota u
CMpPTU, Urpe ,,...0peliosHasarba u ycknahusarba oHoz2 Haclpam cebe,
HaU3MeHUYHO2 YCMepasara CHA2e U KOHCWpyucarbe jegHoz wpehea
wena Koje ce jasroa usmehy geoje Koju cy ce Gpeldo3Hanu u ycknagunu
u usmehy cebe u ca my3ukom u pulimom. To wipehe, waHzo-weno je
Hewwo Kao sbyb6as, HeWWOo WWo ociaje Kag ce y2acu Memopuja Hauwlux
wena.” (4. Mapesau). Mpopununcare n ecteTusaLmja MexaHUYKOr,
CMPOBOAM Ce KPO3 CYNTUNHO NPeBasunakere AereHepaTuBHUX

CTakba y eCTeTM30BaHy MOTPULIUCTUKY Tea U NPOCTOP Urpe Un
meauTaumje Koju oHo onucyje. TpaHCMOHOBake MENAHXOIMYHUX NN
Tparnyknx 6uorpadckMx HapaTMBa y pUTam CEH3yesHe U epoTCKe
eHepruje 1 pUTMOBaA AMCatba — NPEACTaB/bEHO je U Ha OpUrMHaNaH
HAYMH 330KPYKEHO, CyouaBakbeM U KOIM3NjOM ABE C/INKE U 3UAHOM
WMHCTaNaLUMjoM y OKBUPY jeANHCTBEHOT ,,MPOCTOPHO-BU3YENHOr cKaomna
y ranepwmju. Jow jegaH okpels Mornn BUCMO OMMUCATU U KAo TPaHUYHY
NMHKjy n3mehy nosba nepuenuuje 1 3Ha4Yera, o4HOCa BUA/bUBOT U
HEBWMAJ/bUBOT, 3HAYEHA U CMUCAA, AN PAa3yMETU Kpu3 napadpasy
yTuuajHe punosodkumse Jlyc Upurapaj (Luce Irigaray), o ABa norneaa
Ha peHomeHONOLWKY Pnno3odujy KUBOTA: jeaHY TPAAULUMOHANHO
MMeHOoBaHy ,,dnnosodpujom 6uha“ Kojy oHa 0O3Ha4aBa Kao NPEBACXOL4HO
MYLLKY 1 Kao,, dunosodujy (obasesyjyher) 3abopaBa“” n oHy apyry,

KOjy OHa MMeHyje ,,duno3odpujom gucara“, BUTaNHUM U3BOPOM CBaKe
nepuenuuje jeaHor XXneota n mepe obasesyjyher ,,’KeHCKOr aKTa
cehara“.
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Jow jegaH okpewi
BUAE0 MHCTanaunja

Tango valido, 3mM1H20 6eckpajHa net/ba
Mwup, 2muH 6eckpajHa netba

3 cTakneHe nonunue

270 npa3Hux 6ounua neka ,,MecTuHoH”

Kamepa 1 moHTaxa: BnagaH Obpagosuh
Kopeorpadwuja u urpa: Corba *KusaHosuh —
Tango Natural

Mpoaykuuja nsnoxbe: Bnagan Obpagosuh,
Hukona MnageHosuh

Komnosuyuja: Después, Tango, Hugo
Gutiérrez, 1944.

Tekct: Homero Manazi

M3Bogm: Rubén Juarez 1973.

Ctunucta: bpaHkuua denvh

M3paaa koctuma: beba JosaHosuh, Tamarama
© [OparaHa apesay, 2014.

M3noxk6y cy nomornu:

MWHWCTapCTBO KyATYpe U MHGOpMUCatba
Peny6nnke Cpbuje

CeKpeTapwjaT 3a KynTypy rpaga beorpaga
Tango Natural

KynTypHu ueHtap beorpaga

One More Turn
Video installation

Tango valido, 3min20 loop

Peace, 2min loop

3 glass shelves

270 empty bottles of the drug "Mestinon"

Camera and editing: Vladan Obradovic
Choreography and dance: Sonja Zivanovic -
Tango Natural

Exhibition production: Vladan Obradovic,
Nikola Mladenovic

Music: Después, Tango, Hugo Gutiérrez, 1944
Lyrics: Homero Manzi

Interpreted by: Rubén Juarez, 1973

Stylist: Brankica Delic

Costume production: Beba Jovanovic, Tamarama
© Dragana Zarevac 2014
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Jelena Krivokapic

On the Dragana Zarevac Opus and the Video
Installation One More Turn

Witnessing some of the best examples of historical conceptual art

and the radical practices within body art and performance, Dragana
Zarevac belongs to that generation of artists who two decades later,
apart from the above mentioned artistic practices, in her work maturely
incorporated some of the most vital solutions of video art as well, in

the beginning only as unavoidable documentary forms accompanying
these performing practices. Video art originated as a direct record of the
body, the real time evidence of the interaction of the body in relation

to its immediate environment. In time, it will eventually evolve into an
index of a more sophisticated and subsequently incorporated vision of
the corporal as well as an independent art discipline whose best plastic
and conceptual solutions originated on the very boundary lines between
the two media, the performance and the video — by Nam Jun Paik, Vito
Acconci and Bill Viola.

Dragana Zarevac’s one track video and video installations present
comments on some of the key political, gender and Eurocentric inherited
traditions of thinking and myths of the modern man. The most often
used editing procedure in this work, on one hand harmonizes a pure
film story — documentary or pseudo-documentary plot in whose centre
is man himself with an atrophied ability to remember, a prisoner of

his own history or the current political situation — in combination with
ritual audio visual elements reviving the structuring layers of painting
matter or punctuations of minimalist music scores on the other hand. An
original formal and conceptual approach to the artwork and the body,
will be developed around some of these basic presumptions on the
redistribution of the key existing political, gender or acoustic authorities
to the ones that may just become in the future (Perfect Marriage, 2001;
Sex, 2005).

My recollections of Dragana Zarevac’s opus begins with the one track
video she made in the 90s, as a direct response to the civil wars wagging
on the territory of former Yugoslavia while she was an immigrant in
France. In an attempt to revise the question of one’s attitude towards
one’s own tradition and history, video films entitled Savati, Evagitto, Non
Nobis or Edification de Scutari (1991-2000) — represent one of the best
synergies of sound and image: representations of a defragmented body
and its collapsed memorable performativity, an entity that emerges and

disappears from the vibrating video monitor’s weft, like a live streaming
epiphany of an electronic image. In these pieces it is the voice whose
modulations — medieval oriental or contemporary atonal vocalizations

— mobilize and sustain the existence of this sensitive body of the
electronic image or maybe the anonymous collective body of the nation
as well (full of eloquent love and nostalgia towards one’s past) — in this
uncertain attempt to revive the harmony between an official history and
one’s own potential of memories.

UgeanaH 6pak / Perfect Marriage, uaeo / one track video, 2001.

With time, the sound-image in the artist’s work ceased being the

forms of ideal audio-visual synthesis and the voice stopped being the
factor that directs the “pulsation” of the specific electronic image and
organizes the play of its formal elements. Further on, it make the voice,
or, more precisely, the isolated zero point of its articulation — breath
and breathing become metaphors for the genuine driving force of life as
well as the real sonic agents that interfere with and disrupt any attempt
to establish a single vision of the world. The breath, in relations to the
total corpus of the artist’s video work, is gradually constituted as the
trigger and the initial energy, the index and a retrospective record, not
of an abstract subject and its “embodied” vision of the world but of

the “interior” of a sensual body, most probably the body of a woman

in active collusion and vulnerable openness to its immediate social
environment.

Maybe the artist herself speaks in the best way about the interaction
of the “sensual body” with its spatial environment, on the occasion of
showcasing (KCB Gallery, 2008) her most complex video installation



entitled Ephemeral Memorial that deals with the problem of the

body in concentration camps. In her opinion” The issue of the body in
concentration camps”, is positioned in this piece as the place of memory
or a space of material evocation of the torture the body endures, “is
not just a sociological or political issue, but an issue that encroaches
into the most intimate notions and performability of one’s own body. It
encroaches upon the issue of torture of the intimate, feeling of guilt or
closed space.”

When looking at this video installation, and the one made two years
later, entitled Women, Women, (Salon MSUB, 2010), as observers we
are not confronted with the invasion of the artist’s exceeded intimacy
or with one of the militant feminist statements. These two video
installations almost video ambients present an appropriate composition
of acoustic projections that support different visual representation

of female figures anticipated as columns or the female body of the
artist represented as an orant of ancient or early Christian art; in the
hieratic gesture of sublime suffering, posture of an ideal sculptural body
presented through a network of anonymous female bodies that alludes
to the space of uncountable multitudes of bodies in concentration
camps. In a distinct original manner they have all materialized the
appearance and acoustics of ancient temples, the isolated spatial
evocations of silence and voice, the soundproof rooms of concentration
camps or realized completely unknown spaces of audio-visual suspense.
Spaces where the protagonists engage in eloquent silence, voices in

the very attempt of articulation, time of pregnant breathing, open
wailing or joyous singing — are thus organized in whole networks of the
materialized space of suspense as well as limits of abhorrence in the
public space of the gallery. Such unstable acoustic networks of bodies
that have initiated some of the deepest hidden fears, anxiety, places of
experienced pain or the yearnings of a civilization (the dark side of its
triumphal narratives of war, migrations, destructive forces of nature) are
re-told and almost exclusively through the recollections of a feminine
body (Resist: disappearing happiness, 55" October Salon, 2014).

One More Turn is a multimedia video installation with a synopsis
originally written for showcasing in Gallery “Beograd”. Recollections
of a feminine body are brought to life in this specific autobiographical
narrative within the framework of an autoimmune disease resulting in
a complete degeneration of muscles and a collapse of the body posture
which leads to a total inability to move. There is a suggestion of an
almost palpable limit to physical endurance and spiritual vulnerability
of the body, time consumed and pain portrayed through an aesthetics
of desire and the dance architecture of the Argentinean tango —
underscored by a spatial allocation of two video projections. One of
them, projects the power of the melancholic tango in the dualistic
rhythms of a song performed by Ruben Juarez that transmits: Your
fatigue of life, and my desire to fight, outlines the vertical axis of the

two dancers and the backbone of life around which the battle of life
and death is fought, the confrontation of the male and female principle,
corporal atrophy and aesthetics, the dualist struggle within the very
being as well as the one within every single interpersonal relationship.
The other projection shows the image of a motionless woman'’s

face, a body horizontally laid out on the ground in a state of isolated
meditation, in an attempt to attain a psychophysical balance or caught
in an affect of crying which alleviates the body of any surplus emotional
affect and confronts one with the idea of one’s own death. The work
continues with the animated horizontal rhythms of the shelf with bottles
of medicals, chemical agent consumed for better muscle mobility and
for slowing the inevitable process of the degenerate disease that would
confine the artist to the wheel chair in the near future; a kind of ready-
made and paradoxical index of the body consumed and surviving only
owing to the modern pharmaceutical industry.

Then again and once more the visual and the choreographic are rounded
off in: one more turn, one more movement! The one that outlined the
choreography of the body in pain, body atrophy and body desire in a
public space of a gallery, bodies in an attempt to revive the power of

the melancholic tango, “the dance that combines a passion for life and
feeling of dismay”, a continuous dance of life or death, between life and
death, a play of “...the recognition and harmonizing of the one facing
you, an alternating channeling of power and construction of a third body
that appears between the two people who have recognized each other
and harmonized among themselves and with the music and rhythm. The
third, the tango-body is somewhat like love, something that remains
when the memory of our body fades.” (D. Zarevac) Profiling of the
mechanic is conducted by a subtle transformation of the degenerative
body states into an aestheticized kinetics of the body and the dance or
space for meditation it describes. Transposition of the melancholic and
tragic biographical narratives into a rhythm of sensual or erotic energy
and rhythm of breathing — is presented in an original way rounded off
by the confrontation and collision of two images and a wall installation
within the unified “spatial-visual” gallery unit. One more turn can

be described as the boundary between the field of perception and
meaning, the relationship between the visible and the invisible, meaning
and sense, or understood through the interpretation of the influential
female philosopher Luce Irigaray on the two phenomenological stands
regarding the philosophy of life: one traditional named “philosophy

of Being” which she marks as primarily male and as a “philosophy of
(mandatory) forgetfulness” and the other, she names as “philosophy

of Breathing”, the vital source of any perception of life, a measure of a
mandatory “feminine act of remembering”.
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