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Maja Zeco and Discomfited Futures
From Dissolutions to Defend and Protect

The exhibition project Discomfited Futures had a long period

of development but was realised first at the Institute for
Contemporary Art in Zagreb, late last year. On a damp Thursday
evening last October, a small audience followed the artist around
King Tomislav Square between the gallery and the railway
station, and around. Since the earthquakes that damaged so
much of the Croatian capital in 2020, the city’s Hapsburg-era
facades have been shuttered behind tarpaulins or stand,
mournfully damaged, awaiting repair.

In this eerie and shifted-perspective setting, Maja was
wearing a suit made from heavy duty inter-woven plastic, filled
with fifty kilogrammes of soil. Attached to the suit was a light,
and a Bluetooth speaker, emitting the sounds of different kinds
of military drones. The artist’s slow walking around the squares
and gardens of the city centre attracted puzzled attention and
interest from passers-by - the sounding of a kind of ghost from
the past, or a djinn visiting from a more turbulent near future?

The piece, entitled Defend and Protect, developed on
programmatically from the ongoing durational performance
piece Dissolutions, first performed in Edinburgh in 2022, and
subsequently in Sarajevo, and for the opening night of the Skopje
iteration of this exhibition at Jadro Association in June 2025.

Defend and Protect is the latest in a line of durational
performance pieces that the artist has been developing for a
decade now. In each of these, there are strong and mutually
enhancing relationships between sound, place, memory, making
and conflicts past and present. Both recent performances
address, metaphorically and physically, the unnerving and painful
erosion of past certainties, the disintegration of expectation; the
feeling of a nameless trauma or horror yet to come. In this sense,
the Zagreb performance embodied a cipher from an immanent
future none of us will welcome.



In Search of the Sun
Film Stills, 2021.
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In Search of the Sun
Performance, Zurich, 2022
Photos by Markus Goessi.
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On Maja Zeco

Maja took a circuitous route in becoming an artist, something
she had long considered for herself but had little clear route
towards realising. Born in the very last years of Yugoslavia, her
reality as a small child was the siege of Sarajevo (1992 - 95)
and being socialised to conditions of war rather than peace.
As such, after peace came with the signing of the Dayton
agreement, it proved rather difficult to substitute the ‘normality
of war with the ‘abnormality’ of peacetime. In time, Maja’s
creativity developed through a university degree in design, and
a creative practice as a VJ (visual jockey) in the last decade of
Sarajevo’s expansive and innovative post-war rave scene.

Yet these early efforts in electronic music and as a designer
overlaid a consistent interest in, and growing knowledge
of, contemporary art. In Sarajevo, spaces such as the ARS
AEVI collection - the site of the artist’s first encounter with
a contemporary art exhibition - and Pierre Courtin’s duplex
10m2 gallery, the site of her first public exhibition - were
critical formative experiences, alongside exposure to mature
performance practices based in the city - those of Jusuf
HadZifejzovi¢ and Cultural Association Ambrosia.

This latter group, a Bosnian parallel to Neue Slowenische
Kunst (NSK), has been in existence for over thirty years, and
at its peak in the late 1990s, had over twenty participating
members. As a VJ, Maja participated in the performances of
Ambrosia’s musical arm, Liminalit, from c. 2012 - 2015. She
was also immersed in different performance practices in the city,
which could be seen in spaces such as Hadzifejzovi¢’s Charlama
gallery. Fiercely independent, deeply critical, and informed
both by punk aesthetics and the violent upending of Yugoslav
socialism in the 1990s, Ambrosia’s work merged high technical
capability and ambition with a self-conscious avant-garde status.

Sarajevo was rather fragmented culturally, in the first two
decades of this century. The money that had funded visual art in
the first few years after the war began slowly to dry up; galleries,
collectives and initiatives came and went after butterfly lives.
There is little point of continuity from Sarajevo’s egalitarian past
from thirty and forty years ago, to the city’s neoliberal,
tourist-focused present. Spaces which were of cardinal



importance to the development of art during their short lives

- duplex, Dunja BlaZevié¢’'s SCCA, artist-run initiatives such as
Barake, are barely remembered by current generations of artists,
in a city with a very shallow institutional memory.

However, Sarajevo did offer chances to grow and develop to
those who wished to take them, either through formal education
or through informal enthusiasm and social networks. It was
a place where initiative was encouraged, and there were real
chances to grow skills and confidence in making events, and in
experimenting with building up an audience and a skill set.

However, once these opportunities were exhausted, the
question for an individual young creative always was - how
do you keep paying for this and for how long are you willing
to work for close to nothing, or leave? The worsening level of
cultural funding, and the catastrophic brain drain which affects
Bosnia-Herzegovina, the young in particular, rests very heavily on
the creative sector. Maja was one of many young people under
thirty who took the decision to leave Sarajevo after a long period
of contemplation, for opportunity abroad; in her case, for a Ph.D
at Gray’s School of Art in Aberdeen, in Scotland’s North-East, in
the summer of 2015.

Discomfiting the Future

“To discomfit” is an unusual, obsolescent verb in the English
language. It is a word rarely encountered now save for the
pages of older novels, or re-purposing as a funny word in a
contemporary joke. The origins of the word are in Middle English,
originally meaning to experience a defeat in battle; in the more
modern sense it means to put someone off their stroke, or to
disturb their expectations, to make them feel a sense of being
uncomfortably out of place.

Often incorrectly used as a synonym for embarrassment, to
discomfit someone is actually to affect them more profoundly;
to disturb the flow of events unexpectedly, in a way that will not
be forgotten quickly. For this exhibition of Maja Zeéo’s work,
dating from 2016, discomfited seemed the best of many possible
alternative words, encapsulating the ways in which her practice
not only disturbs our understanding of the art disciplines she
chooses to follow, but also our own awareness of the systemic
polycrisis that has engulfed us all, wherever we happen to live,
since the coronavirus pandemic began in early 2020.



Migrating from one space to another, however controlled
and planned, is in itself discomfiting. Substituting a range of
familiar spaces, established cultural codes and conventions,
and a language for a set of strange parallels, balances the pain
of departure with the excitement of a possible re-invention to
come. The process of migration and joining the ever-growing
ranks of “the diaspora” - a heavily loaded if not pejorative word
in the context of Sarajevo - is on-going, never completed, and
endlessly repeated. The origin, and emotional charge of many
of these works lies in the artist’s leaving of Bosnia, and present
reality with a life split between Aberdeen and Sarajevo - with
a home in both cities, and neither. This personal challenge
to a fundamental of identity - where we call “home” - was
explored through the medium of sound and performance in
her practice-based Ph.D, and developed in the earliest pieces
made in Scotland - Hold in Breathe Out, and Grains of Sound,
both performed in 2016. Grains of Sound is the earliest of
the works on display both in Zagreb and in Skopje, via video
documentation. Filmed at the Barn Arts Centre in Banchory,

a small town twenty miles west of Aberdeen, the performance
saw the artist buried completely in a tonne of soil, emerging
slowly over time, with the end of the performance marked by
a soundscape composition. This was an early development of
durational and viscerally challenging performance practice,
augmented by sound.

Maja’s practice is based on four fundamentals; a sense for
and intuitive interest in the layers and nuances of individual
places; a desire to expand and explore the sensory aspects of
existence, unafraid of durational performance and extremes; the
complex overlapping of performance, performativity and sound;
and a deep commitment to practice driven by research, both in
ideas and in materials, in response to the particular contours of
commissions, working innovatively with materials and technology
to make that response highly individual.

This is perhaps best exemplified in the ongoing relational
project Silencer, first performed in London in 2018 and in
many locations nationally and internationally, since. Silencer
is a soundproof suit made from the kind of sound dampening
panels normally found in a radio studio, augmented with binaural
microphones that record the reactions of engaged audience and
passers-by, which the artist cannot hear live. These recordings
also form the basis of an ongoing relational aspect of the
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work - it changes and grows with each iteration, augmented by
the reaction of those who engage with the performance. The
work also functions as a living public sculpture, challenging
and disturbing the everyday conception of public space and the
role that art may play in it. Reactions from surprised laughter to
confusion are commonplace in performances of Silencer, with
the balm being provided by the interaction of artist and public.

Costumes and costume making unites the four pieces in
this exhibition, in different ways. This can be interpreted in a
theatrical way, as the artist inhabiting the personality of another,
in order to address issues that she may be hesitant to address
as herself. It can also be interpreted as the artist wishing to hide
herself whilst addressing serious issues. Both of these notions
however tell only part of the story.

This is not a practice about hiding, or about insecurity; it
is perhaps a processing of past and present trauma through
metaphor and allusion; a confrontation of the issues of the
Bosnian war and our present urgencies relating to the climate
emergency and the appalling revelations of renewed conflict in
Syria, Ukraine, Yemen and Palestine. But this is also a practice
which is future facing and speculative; the origins of her
engagement with what we might call “Balkan Futurisms” began
with In Search of the Sun (2020 - 21), and intensified strongly in
Dissolutions (2022 - present).

Balkan Futurisms are a topic that has attracted much
interest from artists and curators in recent years, at the end of
post-socialist transformation. The phrase is tongue in cheek,
acknowledging the Utopian imaginations of past modernisms
and recognising their emptiness and absurdity when applied
to present circumstances. The phrase does not seek any
appropriation of Afrofuturism, which relates to a different, parallel
set of experiences. Rather it establishes a point of contact in
experience parallel to the origin of Afrofuturism, concerned with a
practice originating in a territory that was also subject to military
and political subjugation and economic exploitation, dealing with
the consequences of historical amnesia, erasure and loss, a
process re-set with every successive conflict or political uprising.

It is in that sense that we can read In Search of the Sun -
which responds to the modernist portrait bust Eastre, Hymn
to the Sun. Completed in 1924 by the Scottish modernist
artist JD Fergusson (1874 - 1961), the image that was at the
time regarded as futuristic, relating to the work of the Russian
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composer Rimsky-Korsakov, from where the title derives. Maja’s
work re-imagines Eastre in contemporary times of migration from
conflict and climate change and holds to account the Western
“orientalising” view of non-Western cultures. This was also
brought into focus by a close reading of the Scots Balkanophile
Rebecca West and her book Black Lamb and Grey Falcon
(1941), from where many of the stereotypical and racist tropes
of peoples from the former Yugoslav space are re-enforced

and re-capitulated.

If In Search of the Sun offers an unlikely fusion of Scottish
and Balkan histories, Dissolutions, whilst reflecting the tongue
in cheek notion of Balkan futurism and deep awareness of
the repeating cycles of history, fuses the artist’s own personal
experience of siege in Sarajevo with the distressing images that
were emerging from Ukraine as the Russian aggression took
hold after 24 February 2022; of frightened citizens hiding in
basements and underground stations from shelling and assaults
from missiles and drones.

This early media footage of the Ukrainian war provoked
many unhappy memories in Bosnian citizens whose half-buried
memories of the recent past were brought again to the surface.
Dissolutions is an open-ended performance and installation
which subsequent conflicts have given further life to; the strong
desire to maintain some sort of peaceful life but increasingly
expecting that to be disrupted profoundly. In this sense, the
scarlet costume, prepared saz, air raid siren and distorted
feedback loops play crucial roles in grounding the audience’s
attention and disrupted familiar patterns of socialisation and
partial attention / permanent digital distraction.

Defend and Protect develops the theme of preparing for
conflict and living at a time when peace and the certainties of
political convention that underpin it, are being eroded on a daily
basis. The title infers an old British government leaflet entitled
Protect and Survive which was circulated in the 1980s, advising
citizens on how best to prepare themselves for the possibility
of a nuclear attack. In its Bosnian translation, Maja refers to a
Yugoslav manual with similar content - “Odbrana i Zastita”. But
this piece returns to the idea of soil as a means of protection,
packed into what looks like an old Warsaw Pact-issued flak
jacket, made from heavy white sacks.
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A major component in Defend and Protect is the
augmentation of the suit with devices emitting different drone
sounds. The weaponisation of sound - either for crowd control
by police, or through the varied sounds of drones used in
warfare, have fundamentally altered our sonic expectations.

The use of sound to generate fear has deep origins in the

roar of a collective charging army, or, in the twentieth century,
the screeching “Trumpet of Jericho” that was attached to the
undercarriage of Stuka dive-bombers to heighten the fear of an
imminent attack. Older Londoners remember silence just as
terrifyingly - the cutting out of the guttural throb of a pulse jet
engine meant that a high explosive cruise “doodlebug” missile
was falling to its end in an explosive fireball, with no one quite
knowing where that would be.

Just as drones have changed the face of contemporary
warfare, so too they have changed its soundscape, and how
sound is discussed by those affected by the operation of these
weapons. A recent study by sound researchers Gongalo Cardoso
and Ruben Pater reveals different pejorative nicknames for
drones; on the Afghan-Pakistan border, they are bangana
(buzzing wasp) in the Pashto language; for Gazans subject to
Israeli drones, they are zanana, a slang word for nagging wife.
The differing sounds of drone motors, their differing frequencies
and intensities, are an important part of this piece, connoting not
only the intangible threat and devastating effect of drone warfare
but also the sense that we live in any kind of era of common
security, where a state will feel obliged to take care of its
citizens, is behind us. Increasingly, the piece suggests, as society
atomises and loses any sense of common binding narrative
in the post-digital era, our need for defence and protection of
what is important to us, will increasingly fall on the individual’s
shoulders. It is the remorseless logic of atomising societies
where decision making power resides less and less with national
governments and more with the capricious and disrupted flows
of international capital.

For all the seriousness of purpose, Maja’s practice is
also playful, and engaging, frequently leading viewers and
participants to places they had not expected to be taken. The
imagery is very striking, with these impacts augmented and
shaped by the sounds that are built into the works. Not only in
terms of the personal, but also in a political sense, these works
have a hauntological aspect.
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The presence in the public space of performance as a critical
practice, rather than one of mere entertainment and spectacle,
makes a vital link with previous moments of performance’s
invitation to dialogue, to elicit a response beyond a half-laugh
or a hurried point-and-click. These are works that, in their
interdisciplinary nature, offer a critical perspective on the
commodification and incorporation of performance within the
safe spaces of cultural institutions, and seeks affinity with the
radical and utopian origins of performance in the 1960s.

This is an artist who has huge capability to adapt, and
respond, to individual circumstances; | suppose, in the end, still
running towards the afterglow of modernism and utopianism
whilst keenly aware of their fading. We can’t forget our past
expectations or what life might bring us, not let go of the fact
that these expectations are fading decisively into the past. As
much as Maja’s practice is animated by a life spent between two
countries, her practice may also be framed by the fading of past
expectations, critically examining the discomfiting present and
future we all now inhabit.

Jon Blackwood
Aberdeen-Zagreb-Skopje 2024/25

Links

Instagram:
@maja_zeco
@jon.blackwood
Www.majazeco.com
www.jonblackwood.net
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List of Works

Silencer

2018-present

Duration of video: 2 minutes 53
seconds

Documentation of performances:

photographs, sound composition

from binaural microphones, video
documentation from performance
of Silencer in Aberdeen, 1 March

2019.

Sound Composition:
Commissioned by Fermynwoods
Contemporary Art,
Northamptonshire

Video credit: Karolina Bachanek
Photographs: Matthew Cawrey

Defend and Protect

2024

Heavy duty sacks, soil, red light,
mp3 player emitting different
civilian and military drone sounds

Dissolutions

2022-present

Red satin dress, lace from Bosnia
and North Macedonia, fez, saz,

strobe light, sound piece featuring

recording of distorted sounds,
UNHCR relief sacks

Grains of Sound
2016
Duration: 15 minutes 49 seconds

Video documentation of live
performance at the Barn,
Banchory, Scotland, on 22
October 2016, part of Sound
Scotland: sound festival 2016.
Video credit : Fraser Denholm

In Search of the Sun
2020-21
Duration: 6 minutes 34 seconds

Video piece, with emergency
blanket. The film In Search of

the Sun was commissioned by
Aberdeen Art Gallery and Museum
with support from Aberdeen City
Council.

Camera:

Maja Zec¢o and Elodie Baldwin
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Silencer,
Performance, Leicester 2022
Photo by Matthew Cawrey.
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Maja Zeco i Uzdrmane buducnosti
0d Rastvaranja do Odbrane i zastite

IzloZzbeni projekt Uzdrmane buduénosti razvijao se kroz duZi
period, ali prvi je puta realiziran u Institutu za suvremenu
umjetnost u Zagrebu, krajem prosle, 2024. godine.

VlaZzne veceri jednog Cetvrtka proSlog listopada, mala grupa
publike pratila je umjetnicu u Setnji oko Trga kralja Tomislava,
Glavnog kolodvora i uokolo. Otkako su potresi ostetili veliki
dio glavnog grada Hrvatske 2020. godine, procelja grada iz
habsburske ere prekrivena su ceradama ili, cekajuci popravak,
stoje Zalosno oStecena.

U tom sablasnom okruzenju pomaknute perspektive, Maja
je nosila odijelo izradeno od ¢vrste, isprepletene plastike,
ispunjeno s pedeset kilograma zemlje. Na odijelo su bili
pricvrséeni svjetlo i Bluetooth zvuénik koji je ispusStao zvukove
razlicitih vrsta vojnih dronova. Umjetni¢ino sporo hodanje
trgovima i parkovima centra grada privlacilo je zbunjenu paznju
i interes prolaznika - glasanje neke vrste duha iz proSlosti ili
dZina u posjeti iz skore, turbulentnije buduénosti?

Djelo naslovljeno Odbrana i zastita programski se razvilo
iz dugotrajnog performansa Rastvaranja, prvi put izvedenog u
Edinburghu 2022., potom u Sarajevu, i na otvaranju skopske
iteracije ove izlozbe u Udruzi Jadro u lipnju 2025.

Odbrana i zastita posljednji je u liniji dugotrajnih
performansa koje umjetnica razvija vec cijelo desetljece. U
svakome od njih postoje snazni i medusobno nadopunjujuci
odnosi zvuka, mjesta, sje¢anja, stvaranja, i sukoba proslosti i
sadasnjosti. Oba ova nedavna performansa metaforicki i fizicki
bave se uznemirujuéom i bolnom erozijom proslih sigurnosti,
raspadom ocekivanja, osjecajem bezimene traume ili strahote
koja tek dolazi. U tom smislu, zagrebacki performans utjelovio
je kod iz imanentne buduénosti kojem nitko od nas ne bi
pozelio dobrodoslicu.
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0 Maji Zeco

Maja je krenula zaobilaznim putem kako bi postala umjetnicom,
Sto je dugo razmatrala, ali nije imala jasan put do ostvarenja.
Rodena u posljednjim godinama Jugoslavije, njezina stvarnost
kao malog djeteta bila je opsada Sarajeva (1992. - 95.) i
socijalizacija u ratnim, a ne mirnodopskim uvjetima. Stoga se,
nakon $to je potpisivanjem Daytonskog sporazuma nastupio
mir, pokazalo prilicno teSkim zamijeniti ,normalnost” rata
»abnormalnoSéu“ mirnodopskog vremena. S vremenom se
Majina kreativnost razvijala sa sveuciliSnom diplomom iz
dizajna i kreativnom praksom kao VJ-a (vizualnog dzokeja), u
posljednjem desetljeéu ekspanzivne i inovativne poslijeratne
sarajevske rave scene.

Ipak, ove rane napore u podrucju elektronicke glazbe i kao
dizajnerice, nadjacali su dosljedni interes i rastuce znanje o
suvremenoj umjetnosti. U Sarajevu, prostori poput zbirke ARS
AEVI - mjesta umjetnicinog prvog susreta s izlozZbom suvremene
umjetnosti - i dupleks galerije Pierrea Courtina od 10 m2,
mjesta njezine prve javne izloZbe bili su - uz izloZenost zrelim
performativnim praksama utemeljenima u gradu - oni Jusufa
HadZifejzovic¢a i Kulturnog udruZenja Ambrosia, njezina kriticna
formativna iskustva.

Potonja grupa, bosanska paralela Neue Slowenische Kunst
(NSK), postoji ve¢ viSe od trideset godina, a na svom vrhuncu
kasnih 1990-ih imala je preko dvadeset ¢lanova. Maja je, kao
VJ, sudjelovala u nastupima Ambrosijinog glazbenog ogranka,
Liminalit, od otprilike 2012. do 2015. Takoder, bila je uklju¢ena
u razlicite prakse performansa u gradu, sto se moglo vidjeti u
prostorima poput HadZifejzoviéeve galerije Charlama. Zestoko
neovisan, duboko kritian i inspiriran punk estetikom i nasilnim
preokretom jugoslavenskog socijalizma 1990-ih, Ambrosijin
rad spajao je visoke tehniCke sposobnosti i ambiciju sa
samosvjesnim avangardnim statusom.

U prva dva desetljeca ovog stolje¢a, Sarajevo je bilo
kulturalno prilicno fragmentirano. Novac kojim se financirala
likovna umjetnost prvih nekoliko godina nakon rata poceo
je presusivati; galerije, kolektivi i inicijative trajali su koliko i
Zivot leptira. Od egalitarne proSlosti Sarajeva od prije trideset
i Cetrdeset godina do neoliberalne, turisticki usmjerene
sadasnjosti grada, preostalo je vrlo malo kontinuiteta. Sadasnje
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generacije umjetnika, u gradu vrlo plitke institucionalne
memorije, jedva da se sjecaju prostora od kardinalne vaznosti za
razvoj umjetnosti tijekom njihovih kratkih zivota - duplexa, SCCA
Dunje BlaZevi¢ i inicijativa koje su vodili umjetnici poput Barake.
Sarajevo je, medutim, nudilo prilike za rast i razvoj onima
koji su ih Zeljeli iskoristiti, bilo formalnim obrazovanjem ili
neformalnim entuzijazmom i druStvenim umrezavanjem. Bilo je
to mjesto gdje se poticala inicijativa i gdje su postojale stvarne
prilike za razvoj vjesStina i samopouzdanja u kreiranju dogadanja i
eksperimentiranju s izgradnjom publike i skupova vjestina.
Medutim, jednom kada su se ove prilike iscrpile, pitanja za
svakog pojedinog mladog kreativca bila su - kako nastaviti sve
to placati sam i koliko dugo biti spreman raditi gotovo za nista, ili
oti¢i? Sve gora razina financiranja kulture i katastrofalan odljev
mozgova koji utjecu na Bosnu i Hercegovinu, posebno na mlade,
uvelike utjeCu i na kreativni sektor. Maja je bila jedna od mnogih
mladih ljudi mladih od trideset godina koji su, zbog prilika u
inozemstvu, nakon dugog razdoblja razmisljanja donijeli odluku
da napuste Sarajevo, u njezinom slucaju, zbog doktorata na
Gray’s School of Art u Aberdeenu, na sjeveroistoku Skotske, u
lijeto 2015.

Uzdrmavanje buduénosti

Discomfit [Uzdrmati] neobiCan je, zastarjeli glagol u engles-
kom jeziku. To je rije¢ koja se danas rijetko susreée, osim na
stranicama starijih romana ili prenamijenjena u smijesnu rijec¢
suvremenih Sala. Podrijetlo rijeCi je u srednjoengleskom jeziku,
izvorno znaci dozivjeti poraz u bitci; u modernijem smislu znaci
nekoga odvratiti od zamaha ili poremetiti njegova ocekivanja,
uciniti da se osje¢a neugodno i dezorijentirano.

Cesto pogresno koristena kao sinonim za osramocenost,
uzdrmati nekoga zapravo znaci dublje utjecati na njega;
neocekivano poremetiti tijek dogadaja, na nacin koji se nece
brzo zaboraviti. Za ovu izloZbu radova Maje Zeéo, koja datira
iz 2016., “uzdrmano” se ¢inilo najboljom od mnogih mogucih
alternativnih rijeci, obuhvacajuci nacine na koje njezina praksa,
ne samo da remeti nase razumijevanje umjetnickih disciplina
koje ona bira slijediti, ve¢ i nasu vlastitu svijest o sistemskoj
polikrizi koja nas je sve zahvatila, gdje god Zivjeli, otkako je
pandemija koronavirusa zapocela pocetkom 2020.
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Migriranje iz jednog prostora u drugi, ma koliko bilo
kontrolirano i planirano, samo po sebi je uzdrmavajuce.
Zamjena niza poznatih prostora, ustaljenih kulturnih kodova
i jezicnih konvencija, nizom ¢udnih paralela uravnotezuje bol
odlaska s uzbudenjem mogucée ponovne re-invencije koja dolazi.
Proces migracije i pridruZivanja stalno rastu¢im redovima
“dijaspore” - teSko opterecene, ako ne i pogrdne rijeci u
kontekstu Sarajeva -u stalnom je procesu, nikada ne zavrSava
i beskrajno se ponavlja.

IzvoriSte i emocionalni naboj mnogih od ovih djela leZi u
umjetni¢inom napustanju Bosne i sadasnjoj stvarnosti Zivota
podijeljenog izmedu Aberdeena i Sarajeva - s domom u oba
grada i niti u jednom. Ovaj osobni izazov temelju identiteta -
onome $to nazivamo “domom” - istrazila je kroz medij zvuka i
performansa u svojem, u praksi temeljenom doktoratu, i razvila
ga u najranijim djelima nastalima u Skotskoj, ZadrZi dah - Izdahni
i Zrnje zvuka, oba izvedena 2016. godine. Zrnje zvuka njen
je najraniji rad izloZen i u Zagrebu i u Skoplju, pomoc¢u video
dokumentacije. Snimljen u Barn Arts Centru u Banchoryju,
gradicu dvadeset milja zapadno od Aberdeena, umjetnica je u
performansu potpuno zakopana u tonu zemlje, iz koje tijekom
vremena polako izranja, da bi zvu¢nom kompozicijom obiljezila
kraj performansa. Ovo je bio poCetak razvoja prakse dugotrajnih
visceralno izazovnih performansa pojacanih zvukom.

Majina je praksa osnovana na Cetiri temelja; osjeéaju i
intuitivnom interesu za slojeve i nijanse pojedinacnih mjesta;
Zeljom za proSirenjem i istraZzivanjem senzornih aspekata
postojanja, bez straha od dugotrajnog performansa i ekstrema;
slozenom preklapanju izvedbe, performativnosti i zvuka; i
dubokoj predanosti praksi vodenoj istrazivanjem, kako ideja
tako i materijala, i kao odgovorom na specifiCne obrise narudzbi,
inovativno radecéi s materijalima i tehnologijom kako bi taj
odgovor bio visoko individualan.

To je mozda najbolje ilustrirano u tekuéem relacijskom
projektu Prigusivac, prvi put izvedenom u Londonu 2018.
godine, a od tada na mnogim lokacijama u zemlji i inozemstvu.
Prigusivac je zvucno izolirano odijelo izradeno od vrste panela
za priguSivanje zvuka kakvi se obi¢no nalaze u radijskom
studiju, proSireno binauralnim mikrofonima koji snimaju reakcije
angazirane publike i prolaznika, koje umjetnica ne moze Cuti
uzivo. Ove snimke takoder ¢ine osnovu kontinuiranog relacijskog
aspekta djela - on se mijenja i raste sa svakom iteracijom,
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prosiren reakcijom onih koji sudjeluju u izvedbi. Rad takoder
funkcionira kao Ziva javna skulptura, izazivajuéi i uznemirujuci
svakodnevnu koncepciju javnog prostora i ulogu koju umjetnost
u njemu moze igrati. Reakcije od iznenadenog smijeha do
zbunjenosti uobicajene su u izvedbama Prigusivaca, a melem
pruza interakcija umjetnika i publike.

Kostimi i izrada kostima ujedinjuju Cetiri djela na ovoj izlozbi,
na razlicite nacine. To se moZe protumaciti na kazaliSni nacin,
buduci da umjetnica nastanjuje osobnost drugoga, kako bi se
pozabavila pitanjima o kojima bi sama mozda oklijevala govoriti.
Takoder se moze protumacditi kao Zelja umjetnice da sakrije sebe
samu, dok se bavi ozbiljnim pitanjima. Medutim, oba ova pojma
govore samo dio price.

Ovo nije praksa o skrivanju ili o nesigurnosti; mozda je
procesuiranje prosle i sadasnje traume putem metafore i aluzije;
suoCavanje s pitanjima bosanskog rata i nasim sadasnjim
hitnostima vezanim uz klimatsku krizu i uzasnim saznanjima
0 obnovljenim sukobima u Siriji, Ukrajini, Jemenu i Palestini.

Ali ovo je takoder praksa koja je okrenuta buduénosti i
spekulativna je; izvoriste njezina angazmana u onome $to bismo
mogli nazvati ,balkanskim futurizmom* zapocelo je s djelom

U potrazi za suncem (2020. - 21.), a snazno se intenziviralo u
Rastvaranjima (2022. - danas).

Balkanski futurizmi tema su koja je posljednjih godina, na
kraju postsocijalisticke transformacije, privukla veliko zanimanje
umjetnika i kustosa. Fraza je ironi¢na, priznaje Utopijsku
imaginaciju proslih modernizama i prepoznaje njihovu prazninu
i apsurdnost kada se primjenjuju na sadasnje okolnosti. Fraza
ne trazi nikakvo prisvajanje Afrofuturizma, koji se odnosi na
drugaciji, paralelni skup iskustava. Umjesto toga, uspostavlja
dodirnu tocku u iskustvu paralelnom s podrijetlom Afrofuturizma,
i bavi se praksom koja potjece s teritorija koji je takoder bio
podloZan vojnom i politic(kom podjarmljivanju i ekonomskom
iskoriStavanju, bavi se posljedicama povijesne amnezije, brisanja
i gubitka, procesa koji se ponovno pokrecu sa svakim sljede¢im
sukobom ili politickim ustankom.

U tom smislu mozemo ¢itati djelo U potrazi za suncem -
koje reflektira modernisticko portretno poprsje Eastre, Himna
suncu. Dovrseno 1924. godine, djelo Skotskog modernistickog
umjetnika J. D. Fergussona (1874. - 1961.), prizor je koji se u
to vrijeme smatrao futuristickim, a odnosi se na djelo ruskog
skladatelja Rimskog-Korsakova, odakle i potjeCe naslov. Majin
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rad reinterpretira Eastre u suvremenim vremenima migracija

od sukoba i klimatskih promjena te uzima u obzir zapadnjacki
orijentalizirajuci pogled na nezapadne kulture. To je takoder
stavljeno u fokus pomnim citanjem Skotske balkanofilke Rebecce
West i njezine knjige Crno janje i sivi sokol (1941.), iz koje se
nanovo pojacavaju i rekapituliraju mnogi stereotipni i rasisticki
tropi naroda s bivseg jugoslavenskog prostora.

Ako U potrazi za suncem nudi neocekivanu fuziju Skotskih
i balkanskih povijesti, Rastvaranja, iako odrazavaju ironicno
poimanje balkanskog futurizma i duboku svijest o ponavljajuéim
ciklusima povijesti, spajaju umjetni¢ino osobno iskustvo opsade
Sarajeva s uznemirujuéim slikama koje su se pojavljivale iz
Ukrajine dok je ruska agresija uzimala maha nakon 24. veljace
2022., prestrasenih gradana koji se skrivaju od granatiranja
i napada raketama i dronovima u podrumima i podzemnim
stanicama.

Te rane medijske snimke ukrajinskog rata izazvale su mnoga
nesretna sje¢anja kod bosanskih gradana ¢ija su poluzakopana
sjeGanja na nedavnu proslost ponovno isplivala na povrsinu.
Rastvaranja je performans otvorenog zavrSetka i instalacija
kojoj su naknadni sukobi dali novi Zivot; snazna zZelja za
odrzavanjem neke vrste mirnog zivota, ali sve viSe oCekivanje
da ¢e taj Zivot biti duboko poremeéen. U tom smislu, grimizni
kostim, pripremljeni saz, sirena za zracnu uzbunu i repetitivni
distorzirani zvuk igraju kljuénu ulogu u uzemljenju paznje publike
i remecéenju poznatih obrazaca socijalizacije i djelomi¢ne paznje
/ trajne digitalne distrakcije.

Odbrana i zastita razvija temu pripreme za sukob i Zivot
u vremenu kada se mir i sigurnosti politickih konvencija koje
ga podupiru svakodnevno naruSavaju. Naslov podsje¢a na
stari letak britanske vlade pod nazivom Protect and Survive
[Zastiti se i prezivi] i koji je kruzio 1980-ih, savjetujuci gradanima
kako se najbolje pripremiti za mogucénost nuklearnog napada.

U svojem bosanskom prijevodu, Maja se poziva na jugoslavenski
prirucnik slicnog sadrzaja - Odbrana i zastita. Ali ovo djelo

se vraca ideji tla kao sredstva zastite, upakiranog u nesto Sto
izgleda kao stari pancirni prsluk VarSavskog pakta, napravljenog
od teskih bijelih vreca.

Glavna komponenta u djelu Odbrana i zastita je nadogradnja
odijela uredajima koji ispustaju razlicite zvukove dronova.
Pretvaranje zvuka u oruZje - bilo sa svrhom policijske kontrole
masa ili razli¢itim zvukovima dronova koji se koriste u ratovanju,

24



temeljno je promijenilo nasa zvu¢na ocekivanja. Koristenje

zvuka za stvaranje straha ima duboko podrijetlo u buci kolektivhe
vojske u napadu ili, u dvadesetom stoljecu, u piStecoj “Trublji
Jerihona” koja je bila pricvr§éena na podvozje bombardera

Stuka kako bi pojaéala strah od neposrednog napada. Stariji
Londoncani sjeéaju se tiSine jednako zastrasujuée - prekid
grlenog ritma pulsiraju¢eg mlaznog motora znacio je da
visokoeksplozivna lete¢a bomba doodlebug pada na svoj cilj u
eksplozivnoj vatrenoj kugli, a da nitko nije tocno mogao znati
kamo ¢e pasti.

Bas kao Sto su dronovi promijenili lice suvremenog ratovanja,
tako su promijenili i njegov zvucni krajolik i nacin na koji o zvuku
raspravljaju oni kojih se tice efekt tog oruzja.

Nedavna studija istraZzivaca zvuka Goncala Cardosa i
Rubena Patera otkriva razlicite pogrdne nadimke za dronove; na
afganistansko-pakistanskoj granici, to su bangana (zujanje ose)
na pastunskom jeziku; za stanovnike Gaze izloZzene izraelskim
dronovima, to su zanana, rije€ u slengu za dosadnu Zenu.
Razli¢iti zvukovi motora dronova, njihove razlicite frekvencije
i intenziteti, vazan su dio ovog djela, Sto implicira ne samo
nematerijalnu prijetnju i razoran ucinak ratovanja dronovima, veé
i daje osjecaj da je vrijeme da Zivimo u eri zajednicke sigurnosti
u kojoj ¢e se drzava osjecati obaveznom brinuti se za svoje
gradane, iza nas. Dodatno, ovo djelo sugerira da, kako se drustvo
u postdigitalnom dobu atomizira i gubi svaki osje¢aj zajednicke
obvezujuée naracije, nasa potreba za obranom i zastitom onoga
Sto nam je vazno sve viSe pada na ramena pojedinca. To je
nemilosrdna logika atomizacije drustava gdje mo¢ donosenja
odluka sve manje lezi u rukama nacionalnih vlada, a sve vise u
rukama hirovitih i poremecenih tokova medunarodnog kapitala.

Unatoc€ svoj ozbiljnosti, Majin rad je takoder razigran i
zanimljiv, Cesto vodeci gledatelje i sudionike na mjesta na koja
nisu ocekivali da ¢e biti odvedeni. Prizori su vrlo upecatljivi, a ti
utjecaji naglaseni su i oblikovani zvukovima ugradenim u radove.
Ne samo u osobnom, vec¢ i u politickom smislu, ovi radovi imaju
hauntoloski aspekt.

Prisutnost performansa kao kritiCke prakse u javhom
prostoru, a ne puke zabave i spektakla, stvara vitalnu vezu s
prethodnim pozivima performansa na dijalog, kako bi izazvali
odgovor koji nadilazi polusmijeh ili uzurbani pokaZzi-i-klikni. To
su djela koja, u svojoj interdisciplinarnoj prirodi nude kriticku
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perspektivu komodifikacije i ukljucivanja performansa u
sigurne prostore kulturnih institucija, te su srodne s radikalnim i
utopijskim izvorima performansa 1960-ih.

Ovo je umjetnica koja ima ogromnu sposobnost prilagodbe
i reagiranja na individualne okolnosti; pretpostavljam, na kraju,
jos uvijek tréi prema zaostalom sjaju modernizma i utopizma, a
istovremeno je snazno svjesna njihovog blijedenja. Ne mozemo
zaboraviti naSa nekadasnja ocekivanja ili Sto bi nam Zivot mogao
donijeti, ali ne smijemo zanemariti Cinjenicu da ta ocekivanja
odlucno blijede u prosSlosti. Koliko god Majinu praksu animira
Zivot proveden izmedu dvije zemlje, njezina praksa moze biti
uokvirena izmedu blijedenja proslih ocekivanja, kriticki ispitujuci
uzdrmane sadasnjosti i buducnosti u kojoj sada svi Zivimo.

Jon Blackwood
Aberdeen-Zagreb-Skopje 2024/25

Links

Instagram:
@maja_zeco
@jon.blackwood
Www.majazeco.com
www.jonblackwood.net
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Popis radova

Prigusivac¢
2018. - danas
Trajanje videa: 2‘ 53

Dokumentacija nastupa:
fotografije, kompozicija zvuka

iz binauralnih mikrofona, video
dokumentacija s izvedbe Silencera
/ Prigusivaca u Aberdeenu, 1.
oZujka 2019.

Kompozicija zvuka: narucio
Fermynwoods Contemporary Art,
Northamptonshire

Videozapis: Karolina Bachanek
Fotografije: Matthew Cawrey

Odbrana i zastita

2024.

Teske vrece, zemlja, crveno
svjetlo, mp3 player koji emitira
razlicite zvukove civilnih i vojnih
dronova

Rastvaranja

2022. - danas

Haljina od crvenog satena, Cipka
iz Bosne i Sjeverne Makedonije,
fes, saz, stroboskop, zvucni prilog
sa snimkom distorziranih zvukova,
torbe za pomo¢ UNHCR-a

Zrnje zvuka
2016.
Trajanje videa: 15’ 49"

Video dokumentacija nastupa
uzivo u Barn Arts Center,
Banchory, Skotska, 22. listopada
2016., dio Sound Scotland,
festival zvuka 2016.

Videozapis: Fraser Denholm

U potrazi za suncem

2020. - 21.

Trajanje: 6 * 34"

Video prilog, s dekom za hitne
slucajeve. Film U potrazi za
suncem narucili su UmjetniCka
galerija i muzej Aberdeena

uz potporu Gradskog vije¢a
Aberdeena.

Kamera:

Maja Zeco i Elodie Baldwin
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Grains of Sound,
Video Stills, Banchory 2016






Defend and Protect,
Performance, Zagreb, 2024
Photo by Boris Cvjetanovic.
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Maja 3eko 1 HapyLleHUTe UAHUHU
Op Pacnarawe Ao OpbpaHa v 3awluTUTa

MN3n0XOEHNOT NPOEKT HapyLeHn MAHUHM Ce MOATOTBYBaLLIe
NMOAOAT NEPUOA 1 3a NpBnart belle npukaxaH Bo MHCTUTYTOT Ha
coBpeMeHa yMETHOCT BO 3arpeb npu KpajoT Ha MMHaTaTta roamMHa.
EAHa BpHEXAMBa YETBPTOYHA BEUYEP, MUHATUOT OKTOMBPM,
ManobpojHa nybArKa ja caepelle yMEeTHULATa OKOAY MAOLUTAAOT
Kpan TomucaaB, 0A ranepujata A0 XeAe3HUUKaTa ctaHuua m
HaokoAy. Mo 3emjotpecot oa 2020 ropnHa LWITO OLUTETU FOAEM
AEA OA XPBATCKMOT FA@BEH rpap, xabcbyplikute dacapm HU3
rpapoT OCTaHaa 3aTCKPUEHM 3aA MAACTMYHM NAATHA UAW CKEAWHA,
3HAYMTEAHO OLLTETEHW, BO UCUEKYBAHE HA CaHUPatbE.

Bo oBaa MopHWYaBa MHCLEHalUKWja Ha UBMECTEHU
nepcnekTMBu Maja Hocelle obAeka NpoTKaeHa Co MHAYCTPUCKA
nAacTUKa U UCMOAHETa CO NMEAECET KUAOrpamu 3emja. Ha obaekaTa
6ea 3aKaueHW CBETUAKA U “OAYTYT“ 3BYUHMK LUTO EMUTYBaLLE
3BYLM OA Pa3AMUYHKW BUAOBM BOEHM APOHOBMW. baBHaTa npoluetka
Ha yMeTHMLAaTa HM3 NAOLUTaAMTE U MapPKOBMUTE BO LLEHTAPOT Ha
rPaAoT ro NpUBAEYE BHUMAHUETO Y UHTEPECOT Ha 30yHeTUTe
MWHYBauu — 3BYLMTE CE HEKAKBO CEHULUTE 0OA MUHATOTO UAM
AyX LLTO p0afa OA HEKoja NoHeMUpPHa BAMCKa MAHWHA?

AenoTo HapeueHo OabpaHa v 3aLuTuTa € NPorPamMcKu
M3BEAEHO 0A MPOAONKUTEAHUOT NePGOPMaHC LUTO € yLuTe BO TeK,
HapeueH Pacnararba, 3a NpBnaT u3BeaeH Bo EaAnHOypr Bo 2022
roAMHa, notoa Bo CapajeBo, Kako M Ha OTBOPaHETO Ha CKOMCKOTO
n3paHWe Ha usnoxbata Bo LieHtap Jaapo Bo jyHn 2025 ropnHa.

OabpaHa 1 3aLUTUTa € NOCAEAHOTO OA HU3aTa MPOAOAKUTEAHU
nepdopmaHcH LTO yMETHWLATa M pa3BrBa Beke LeAa
AeleHunja. Cekoja oA TUE U3BeAbBU COAPXU CUAHU U MefycebHO
HaAOMOAHYBaUYKM BPCKM Mefy 3BYKOT, MECTOTO, CEKaBaH-ETO,
CO3AaBaHETO U KOHOAMKTUTE, cerallHu U MaHU. Obata
CKOopeLlHW nepdopMaHcK v ponupaar, MetTahpopmuyHO 1
®U3MUKK, CcTpallHaTa U BoAHa epo3unja Ha U3MUHATUTE
M3BECHOCTM, YHULUTYBAHETO Ha OUYEKYBaHaTa; YyBCTBOTO Ha
6e3rMMeHa Tpayma UAM YXacoT LITO AOMpBa Aoafa. Bo Taa
cMucAa, nepdopMaHcoT Bo 3arpeb npukaxa Hymepa oA
MMaHEeHTHaTa MAHMHA LUTO HUKOj OA Hac He ja nocakysa.
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Defend and Protect,
Performance, Zagreb, 2024
Photo by Boris Cvjetanovic.







3a Maja 3eko

Maja 1n3ope 3a06MKOAEH MaT 3a Aa CTaHe YMETHMLA, HELUTO LUTO
oAaMHa ro nocakyBalle 3a cebe, HO He MOXelle AUPEKTHO Aa
ro peaamsupa. PopeHa BO NOCAeAHUTE TOAMHU Ha JyrocraBuja,
Hej3nMHaTa peanHOCT kako AeTe belle oncaaata Ha CapajeBo (1992
- 95), a Hej3MHaTa colujam3aLmja ce oABUBaLLE NOBEKE BO BOEHH
OTKOAKY BO MMPHOBPEMEHCKM YCAOBU. BO TaKBU OKOAHOCTH, NO
NoTNULLYBaHETO Ha AEjTOHCKMOT MUPOBEH AOTOBOP, CE NMOKaxa
NMPUAMYHO TELLKO Aa Ce 3aMeHU “HopMaAHOCTa“ Ha BojHaTa co
“HeHopMaAnHoCcTa“ Ha mupoT. Co Bpeme, KpeaTMBHOCTa Ha Maja ce
peaausunpalle H13 dakyATeTCKaTa AUNAOMA MO AU3ajH U KPEATUBHUOT
aHraxmaH Kako Bu-Llej (Bu3yeneH LIoKej) BO MOCAeAHATa AeleHuja
Ha capaeBcKaTa OncexHa U MHOBaTUMBHa NOBOEHa PejB CLEHa.
CenaK, TMe paHn aHraXxXMaHu Ha NOAETO Ha eAEeKTPOHCKaTta
My3U1Ka U AM3ajHOT 6ea HapBAaAEaHW OA HEJBUHUOT NepMaHeHTeH
MHTEPEC U CE MOOMCEXHOTO No3HaBake Ha coBpemMeHaTa
ymeTHocT. Bo CapajeBo, Bo NpocTopu Kako wwTo e 36upkata APC
AEBW - mecTo Kaae WTo ymMeTHMLATa 3a NpBnaT ce cpekasBa co
n3noxba Ha coBpemMeHa YMETHOCT — U AyNAEKC ranepujata oap 10
M2 Ha [Mjep KypTeH, MecTo Ha Hej3uHaTa npBa jaBHa M3A0x6a -
6ea kKAyYHU GOpMATHBHU AOXKMBYBaHa, 3aeAHO co cpepbaTta co
3pennTe I'Iep(])OpmaTVIBHVI AKTUBHOCTHK BO Irpapo0T, KaKo OHUE Ha
Jycyd XauundejzoBurk 1 KyaTypHOTO 3apyxeHre AMbpo3uja.
MocnepHaBa rpyna, bocaHcka napanesa Ha CAOBEHeuKaTa
HoBa cnoBeHeuka ymeTHOCT [Neue Slowenische Kunst - NSK],
nocroeule rnpeky TpueceT roAMHU U Ha CBOjOT BPB, BO AOLIHUTE
90-T1, BO Hea UAeHyBaa Npeky ABaeceT yyecHuumn. Kako Bu-
Llej, Maja yuectByBalle BO nepdopmMaHcuUTe Ha AMMUHAANT,
MY3WUKMOT OrpaHok Ha AM6po3suja, oa 2012 po 2015 roamHa.
Taa 1UCTO Taka yyecTByBalle U BO pa3AUYHKU NeppopmMaHcH
HW3 rPaAOoT, BO MPOCTOPU KaKo LWITO e ranepujata Yapaama Ha
XaundejzoBuk. MICKAyUMTEAHO HE3ABKUCHA, ANADOKO KPUTUUHA,
WHCTPpyMpaHa OA NaHKepcKaTa ecteTka U HaCUAHWUOT KPaj
Ha jyroCAOBEHCKMOT colujannsam Bo 90-tnte, AMbposuja BO
cBoute TBOp6VI izl KOM6VIHVIpaLIJe NU3BOHPEAHUTE TEXHUYKU
€cnocobHOCTUM U aMBULIMK CO CaMOCBECHMOT aBaHrapAeH craTyc.
CapajeBo bHelle NPUAMUYHO KyATYPHO dparmMeHTMpaHo BO NpBUTE
ABE AELEHUKN OA OBOj Bek. lMNapuTe WTo rm duHaHCUpaa BU3yEAHUTE
YMETHOCTU NMPBUTE HEKOAKY TOANHU MO BOjHaTa NOoYHaa NOAEKa
Aa CEKHyBaar; raAepunTe, KOAEKTUBUTE U MHULMjATUBUTE Tpaeja
KOAKY XXMBOTOT Ha nenepyTtka. MHOTy MaAKy KOHTUHYUTET MOXe Aa
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ce 3abenexun mery eraAMTapucTMUKoTo MMHaTo Ha CapajeBo oA
npea TPUECET U UETUPUECET TOAMHU U HeoAnbepanHaTa, TYPUCTUUKM
OopveHTHMpaHa ceralHocT. MpoctopuTe WTo 6ea oA CyLITUHCKO
3HaYeHEe 3a Pa3BOjoT HA YMETHOCTA BO TEKOT Ha KPATKOTPajHUOT
aynaekc, CULA Ha Aywsa BaaxeBuK, MHUMjaTUBUTE Kako Bapake,
BOAEHW OA YMETHULIM, AEHEC ce camMo Berno cekaBatbe Ha YMETHU-
LUnTE BO rpap0T CO MHOTY TEHKa MHCTUTYLUMOHAAHA MeMopVIja.
Cenak, CapajeBO MM MOHYAM LLAHCK Aa pacTar 1 Aa ce
pa3BMBaaT Ha OHME KOW Cakaa Aa MM MCKOPUCTAT, AAAU MPEKy
bopmanHo obpaszoBaHue AU MPEKY HEGOPMANEH EHTY3M]ja3aMm
W NPEKy coumjanHuTe Mpexu. Toa belle MecTo BO KOe ce
oxpabpyBaa MHUMjaTUBWTE, UMALLIE PEAAHM LLIAHCU AQ CE pPa3Bu-
BaaT yMeLLUHOCTa M CUTYPHOCTa 3a OpraHU3npaHeTo HaCTaHU U Aa
Ce eKCNnepUMEHTHPa CO MPaAEHETO NYyOAMKA U HOBU BELLTUHMW.
Cenak, Kora TMe MOXHOCTHM ce ucupnea, npallaHeTo Ha
MHAMBUAYAAHWOT MAGA KpeaTuBel, cekorall belle - Kako Aa
NMPOAOAXMLL AQ MAAKaLl 3a Toa U KOAKY AOATO CU CMIPEMEH Aa
paboTuLl 3a peuncu becnapy UAM Aa 3aMUHELL? BaollyBaH-eTO Ha
HMBOTO Ha KYATYPHOTO GUHaAHCHpPahse U KaTacTpodarHNOT OAAMB Ha
MO30LM LUTO ja noroar bocHa n XepueroBrHa, a 0cobeHo MAAAUTE,
WUCKAYUMTEAHO HEMOBOAHO CE OAPa3K BP3 KpeaTUBHUOT cekTop. Maja
6elle epHa oA 6POjHUTE MAGAM MOA TPUECET TOAMHK KOU pellnja
Aa ro Hanywrtat CapajeBo, N0 AOAT MEPUOA Pa3MUCAYBaHE, U A
nobapaar HOBM LLIAHCK BO CTPAHCTBO; BO HEj3UHMOT CAyUaj, AOKTOP-
CKM CTyAMM Ha YMeTHMUKaTa LWKoAa [pej [Gray’s School of Arts] Bo
AbeparH, Ha ceBepouCTOKOT Ha LLIkoTcka, Aetoto 2015 roanHa.

HapywyBawe Ha upAHUHaTa

“Hapywmn“ (discomfit) e HeobuueH, 3acTapeH rnaron BO aHrAMCKUMOT
jasuk. AeHec T0j 360p PETKO ce cpekaBa OCBEH Ha CTPaHWULIMTE

Ha nocTapuTe poMaHu UAM € NpPeHaMeHeT BO cMelleH 360p BO
COBpeMeHUTE LLiern. MoTEKAOTO Ha 360POT € CPEAHOAHTAKUCKO,
MPBUYHOTO 3HaUEHEe My OUAO Aa Ce NMopasu HeKkoj BO BUTKa;

BO MOMOAEPHa CMKUCAA 3HaUM Aa 30YHWLL HEKOro. Aa HaTepalll
HEeKOro Aa ce 4yBCTBYBa HeyA0BHO, HECOOABETHO.

YecTo norpetuHo ynotpebeH Kako CUHOHWM 3@ HEMNpPWjaTHOCT,
HapyLlyBarETO NOAPa3bupa Aa 3acerHell HeKoro Noaraboko; Aa ro
HapyLUULL TEKOT Ha HACTaHU HEOUYEKYBAHO, HA HaUMH LUTO HeMa 6p30
Aa buae 3abopaBeH. 3a oBaa M3noxba Ha penata Ha Maja 3eko WwTo
Aatupaart oa 2016 ropvHa, “HapyllyBahe” u3raepalle HajaobpuoTt
oA 6POjHUTE MOXHM aATepPHATUBHU 360POBU, MM ondakalle HaunHUTE
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Ha KOU Hej3I/IHaTa AKTMBHOCT HE CaMO LUTO ro HapyulyBalle HalleTo
chakarbe Ha YMETHUUKUTE AUCLUMIAMHY LUTO M3Bpana Aa v CAEAH,
TYKY U HallaTa CBECT 3a CUCTEMCKUTE MOAU-KPU3HU BPEMUHA LLUTO
CUTe Hé 3acerHaa, 6e3 ornep Kape XUBeeme, yLITe OA 3a4eTOKOT Ha
naHAeMMjaTa Ha KOPOHa BMPYCOT, Ha MOYeTOKOT Ha 2020 roanHa,

MurpupaHeTo 0A €AeH NPOCTOP BO APYT, KOAKY U A@ € KOHTPOAK-
paHo ¥ NAaHUpPaHo, e camMo Mo cebe HapyllyBauko. 3ameHaTta Ha
HW3aTa No3HaTh NPOCTOPU, BOCMOCTABEHUTE KYATYPHU KOAOBU U
KOHBEHLMU 1 ja3MKOT CO rpyna HEMO3HaTK NapaneAu ja HAAOMECTyBa
60oAKaTa 0A 3aMKHYBaHETO CO Bo3byaaTa 3a MOXHWUTE MAHW HOBU
cocToj6u. MpouecoT Ha MurpaLmja 1 cTanyBaHeTo BO PEAOBUTE Ha
NOCTOjaHO pacTeykaTta “aujacnopa” — TELKO ONTOBAPEH, AYpU U
nejopaTMBeH 360p BO KOHTEKCTOT Ha CapajeBo — € MoCcTojaHo BO TEK,
HUMKOralll He 3aBplLUyBa M 6ECKOHEUYHO Ce NOBTOPyBa. M3BOPULITETO
M eMOTMBHUOT Hab0j Ha MHOTY OA TUE AEAA AEXM BO HaMyLITaHETO
Ha yMeTHMLUaTa Ha bocHa 1 cooYyBaH-ETO CO PeaAHOCTa Ha XWBOTOT
noaeneH mefy AbeparH u CapajeBo — co AOM 1 Bo obata rpasa 1 Bo
HUTY epeH. OBa AMYHO NMPEUCTIUTYBakEe HA TEMEAWUTE Ha MAEHTUTETOT
- LUTO AQ Hapeyeme “AoOM“ - Taa ro UCTPaXun HU3 MEeANYMOT Ha
3BYKOT U NeppOpMaHCOT BO Hej3nHaTa AMcepTalmja 3acHoBaHa Bp3
NPETXOAHWUTE aKTUBHOCTH M pa3paboTeHO BO HajpaHUTe Aena CO3AAAEHM
BO LLIkoTcka - 3aapXu ro 3AMBOT U U3AMLLIM W 3pHa 3BYK, U ABETE
n3BeaeHu Bo 2016 ropmHa. 3pHa 3BYK € HajpaHoTo AeAo WTo belue
n3BeAeHo Bo 3arpeb u Ckonje npeky BUAEO AOKYMeHTauuja. CHUMEHO
B0 LleHtapot bapH Aprtc [Barn Arts Center] Bo beHupu [Banchory],
rpatye Ha okoAy 32 KM. 3anaaHo oa AbepanH, nepdopMaHcoT ja
npuKaxa ymeTHULUaTa LeAOCHO 3aTpyrnaHa BO TOHa 3eMja OA Koja
NoAEKa Ke M3Ae3e, a KPajoT Ha nepdopmMaHcoT bellie 03HauYeH co
3By4YHa komnoauumja. OBa belle paHa dpasa Ha NPOAOAKUTEAHATA U
CMWUCAOBHO M3UCKaTeAHa U3BeABEHA aKTMBHOCT HAArPaAEHa Co 3BYK.

MpouecoT Ha TBOpere Ha Maja ce noTnupa BP3 YETUPU OCHOBM;
YyBCTBO 3a MHTYUTUBEH MHTEPEC 3a CAOEBUTE U HUjaHCHUTE Ha
OAAEAHU MeCTa; XeAba 3a UCTpaXyBaHe U MPOoLLUMpPyBatse
Ha CETUAHUTE acmneKTn Ha NOCTOEHETO, HE3aCTPaLLEeHa OA
NPOAONKUTEAHWUTE NEPPOPMAHCU U KPAjHOCTH; CAOXKEHOTO MPEKAO-
nyBake Ha n3BepbaTta, MU3BBOAAMBOCTA M 3BYKOT; M CMAHATa
NMOCBETEHOCT HAa aKTMBHOCTUTE MOTTUKHATU OA MCTPaXyBarETO Ha
MAEWN 1 MaTepUjanm, Kako OATOBOP Ha KOHKPETHUTE KOHTYpW Ha
HapaukuTe U MHOBaTKWBHaTa paboTa co MaTepujanr U TEXHOAOTUK
3a Aa ro NpPeTBopar T0j OArOBOP BO KpajHO MHAMBUAYAAEH.

OBa e Moxebu HajaobpPo UAYCTPUPAHO CO NMPOAOAKUTEAHUOT
npoekTt [puayLyBay, 3a npenat u3seAeH Bo AOHAOH Bo 2018
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roAMHa W oTTorall Ha MHOry AOKalMu BO 3emjata 1 HapABOP OA
Hea. [1puAyLLYBaYOT e 0bAeKa CO 3ByUYHa M30AALIMja HanpaBeHa
OA MaHeAu 3a NpuAyLLYBaHsE LUTO Ce KOPUCTAT BO PaAMO CTYAMO,
onpemeHa co b1uHaypaAHU MUKPOGDOHM LUTO T'M CHUMaaT peakuuute
Ha 3acerHarata nybAnka U MUHyBauuTe, @ KOMLLTO yMeTHMLATA He
MOXe Aa ' uye BO XMBO. OBUE CHUMKKU UCTO Taka ja dopmupaar
OocHOBaTa 3a NPOAOAKMUTEAHATA NOBP3AHOCT Ha AEAOTO — Toa
Ce MeHyBa M pacTe CO CEKOE HOBO M3AaHWe, HaArpaAEHO Cco
peakuujata Ha yyecHUumTe BO nepdopmaHcoT. AeAOTO UCTO Taka
GYHKLMOHMPA W KaKOo XMBa jaBHa CKyANTypa, LUTO ro NpoBoumMpa 1
HapyLlyBa BOOOUYAEHMOT KOHLIENT 3a jaBEH NPOCTOP U yAoraTa LUTO
YMETHOCTa ja urpa Bo Hero. PeakumuTe oA M3HEHaAyBadvka cMmea
AO 30YHETOCT Ce OMLITO MECTO BO U3BeADOUTE Ha pUAyLLYyBaYoT,
npv WTO GUHMULLOT € UHTepaKUMjaTa Ha YMETHUKOT co nybAMKaTa.
Koctnmute 1 napabotkarta Ha KoCTUMUTE M 06eAnHYyBaarT YeTu-
puTe Aena Ha oBaa M3noxba Ha pa3AnyHM HauMHWU. Toa Moxe Aa ce
TOAKYBa Ha TeatapCKku HauuH, KaKo yMETHULATa Aa BAEryBa BO AWUY-
HOCTa Ha APYr YOBEK 3a A@ CE COOYM CO NPobAEMUTE LLITO MOXEOU He
61 v ponpena AMYHO. A MOXe Aa Ce MPOTOAKYBa U Kako yMeTHULATa
Aa caka Aa Ce CKpUE OA COOUYBaHETO CO CEPUO3HM NPOoBAEMMU.
Cenak, obaTta acneKkT1 packaxyBaaT CaMo AeA OA NpUKasHaTa.
OBoj npucTan He ce OAHECYBaA Ha KPUEHETO MAU HECUTYP-
HOCTa; MOXeOUW e NPeUcnuUTyBake Ha MUHATUTE W CerallHu TpaymMu
HK13 MeTadopu M any3uK; cooUyBake Ha TemaTa Ha bocaHckaTa
BOjHa W HalLUTe cerallHu TeMU NOBP3aHu co 6P3nTeE KAMMATCKHM
NPOMEHH, CO yXacHaTa CTBApPHOCT Ha 0OHOBEHWUTE KOHPAUKTU BO
Cupuja, YkpaunHa, JemeH u ManectnHa. Ho oBa e aHraxman LTo
€ LUMNEKYAATUBEH WU HACOYEH KOH MAHWHATa; KOPEHOT Ha HEj3UHUOT
aHraxxmaH BO HeLUTO WTo 61 MOXeAe Aa ro Hapeveme “bankaHcKku
dyTYypU3MK“ nouHa co Bo notpara rno coHuero (2020 - 21) u
CUAHO Ce UHTEH3MBUpaLle Bo Pacnaramarta (2022 - cera).
bankaHCKUTE GYTYpU3MK Ce TEMA LUTO NPUBAEYE TOAEM UHTEPEC
Kaj YMETHULIMTE U KypaTopuTe BO NOCAEAHUBE TOAMHW, Ha KpajoT
Ha noct-counjanmcTnukara tpaHcdopmaLmja. M3pasor “npoHnyeH
npucran®, ru onuLlyBa yTonuckuTte daHtasumn Ha UsmuHaTuTe
MOAEPHU3MU U 'Y MPeno3HaBa npasHWHaTa 1 ancypaHocTa NpUMeHeTH
Ha cerallHUTE OKOAHOCTU. M3pa3oT He ce OAHeCyBa Ha NPUCBOjyBake
Ha AdpodyTypn3mMOT; ce OAHECYBaA Ha NMOMHAKBa, NapareAHa rpyna
MUCKYCTBA. Toj, daKTUUKH, ja YTBPAYBaA TOUKATa Ha KOHTAKT Ha UCKYCT-
BaTa napanenHa co NOTEKAOTO Ha AGPOdYTUPU3MOT, CO aKTUBHOCTUTE
Ha TepuTOpuWjaTta Koja e NPeAMET Ha BOEHO U MOAUTUUYKO NMOTYUHYBaHE
N eKOHOMCKa ekcraoaTaumja, rv pazpabotyBa NOCAEAULMTE OA
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nctopuckata amHeswuja, bprilereTo 1 3arybata, NpoLec LWTo ce
06HOByBa Cco CeKOj CAepAeH KOHd)AVIKT UAU MTOAUTUYKA no6yHa.

Bo Taa cmuchaa Moxe Aa ro untame Bo notpara no COHLETO -
naHAaH Ha MoAepHUcTUUKaTa bucta OcTapa, XMMHa Ha COHLIETO.
MN3paboteHa e Bo 1924 ropanHa oA LLKOTCKUOT MOAEPHUCTUUKK
yMeTHuK L. A. ®eprycoH (1874 - 1961); AeAOTO LITO Torall ce
cMeTalle 3a GyTypPUCTUUKO € MOBP3aHO CO PYCKMOT KOMMO3UTOP
Prumcku-KopcakoB, oA Kaae LWTo € M3BEAEH U HACcAOBOT. AEAOTO Ha
Maja ja npepabotyBa OcTapa BO AEHELIHOTO BpEME Ha MUrpaumja
0A KOHOAUKTUTE U OA KAUMATCKUTE NMPOMEHU 1 Bapa OArOBOPHOCT
OA 3aNaAHUOT “OpUEHTaAM3UPAYKK® MOTAEA Ha He-3anapHuTe
KyATYpw. Toa UCTO Taka belle AOBEAEHO BO GOKYCOT Ha BHUMAHUETO
Mo AETAaAHOTO UCUMTYBaH€ Ha LKoTCcKaTa bankaHoduAKa Pebeka
BecT 1 HejanHaTa kHura LIpHO jarHe v cuB cokoA (1941) oa
koja 6ea A03aCUAEHM U PEKAMUTYAMPAHU MHOTY CTEPEOTUMHU U
pacuCTUUKK NPeTCcTaBu 3a AyFeTo 0A NopaHeLlHa JyrocaaBuja.

Ako Bo rorpara ro CoOHLUETO ja npuKkaxyBa HeBoobuyaeHaTa
dyanja Ha LLUKOTCKUTE U BankaHCKUTE UCTOpPUKW, Pacnaramarta,

BO CBETAMHATa Ha BaAKaHCKMOT GyTypr3am 1 pnabokaTa CBeCT

3a NeprUoAMYHKTE LIMKAYCU Ha UcTopujaTa, r’n obeanMHyBaat
AMUYHOTO MCKYCTBO Ha YMETHMULIATa OA orncapaTta Ha CapajeBo co
BO3HEMMWPYBAUYKUTE CAMKM LLUTO A0afaaT oA YKpauHa no pyckata
arpecwja WwTo noyHa Ha 24 despyapu, 2022; CAUKM Ha UCNAALLIEHU
rpafaHu WTo ce kpujat op bombaparparkata U HanaauTe co
pakeTn 1 APOHOBM BO MOAPYMWTE U METPO CTaHULMUTE.

OBMe paHM CHUMKM Ha YKparMHCKaTa BOjHa BpaTuhja MHOTy
HEeCpeKHW CoMeHMU Ha BocaHCKUTE rparaHy YMULITO AEAYMHO
3abopaBeHU cekaBatba 0A BAMCKOTO MMHATO 6ea NOBTOPHO
M3BAEUYEHU Ha NOBpLIMHA. Pacnarara e nepdopmaHc 1 MHcTarauuja
CO OTBOPEH Kpaj BO KOj Ha KOHOAUKTUTE LITO ycAeArja UM belle
NMPOAOAXEH XWBOTOT; CUAHA € XeAbaTa Aa Ce OAPXM HEKAKOB BUA
MUPEH XUBOT, HO Ce‘ MOM3BECHM CE OUeKyBatbaTa AeKa ke buae
TEMEAHO pa3HullaH. Bo Taa cmucAa, LPBEHWOT KOCTUM, CIPEMHKUOT
cas3, CUpeHUTE 3a BO3AYLLIEH HaMaA U NPEMOAYAMPaHNUTE 3BYUHU
“AynoBK“ urpaat KAy4yHa yaora BO 3aApXKyBar€TO Ha BHUMaAHWUETO
Ha nybAMKaTa U NpeKMHaTUTe No3HaTK LEeMU Ha coumjarn3aLmja
WU AEAYMHO BHUMaHKWe / NocTojaHa AUrMTanHa AMCTPaKLUMja.

OabpaHa v 3aluTiTa ja 06paboTysa TemMaTta Ha NMOAroToBKaTa
3a KOHOAMKT U XMBEEHETO BO BpeMeE Kora MUpOT U 6e3beaHocTa
Ha MOAUTUUKUTE KOHBEHLIMK LUTO T rapaHTMpaaT CEKOjAHEBHO ce
HapyLlyBaaT. HacAOBOT e U3BEeAEH 0A EAEH CTap AeTOK Ha bpuTaHckaTa
BAAA@ HACAOBEH 3allTUTa U NPeXnBYBare, WTo belle AeAeH BO TEKOT
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Ha 80-T1Te, BO KOj Ce CcoBEeTyBaaT rpafaHnTe Kako Hajao0bpo Aa ce
NOArOTBaT 3a MOXHOCTa OA HyYKAeapeH Hanaa. Maja ce noBukyBa
Ha jyroCAOBEHCKMOT NMPUPAYHUK CO CAMUYHA COAPXMHA — “OpbpaHa u
3alTuTa“. Ho oBa AeNO ce Bpaka Ha MAejaTa 3a 3emjata Kako HauuH
Ha 3allTuTa, CNMakyBaHO BO HELUTO LUTO AUYKU Ha CTap NMaHUMPEH eAeK
OA BPEMETO Ha BapluaBCKMOT NakKT, HanpaBeH OA TEeLKU 6eAn Bpeku.
lhaBHa KoMnoHeHTa Ha OABpaHa 1 3aluThTa e Haarpapbara
Ha KOCTMMOT CO YPeAM LUTO EMUTYBaaT Pas3AMYHM 3BYLM HA APOH.
MpeTBOPaHETO Ha 3BYKOT BO OpYyXje, BUAO 3a KOHTPOAA Ha MacuTe
OA CTpaHa Ha NoAMUMjaTa MAM Kako Pa3AMYHM 3BYLM Ha APOHOBMU
ynotpebeHr BO BOEHW aKLMK, CYLUTUHCKM M CMEHMWja HaLIWUTe 3BYYHU
oueKyBatba. [fpMMeHaTa Ha 3BYKOT 3a NPeAN3BUKYBake CTPaB
nMMa ANabOKKM KOPEHW BO 3acTpalllyBauKMOT PUK NMPU KOAEKTUBHUTE
newaA1MCcK1 Hanaam UAW, BO ABAeCETTUOT BEK, MPOAOPHATa
“EpuxoHcka Tpyba“ wrto 6raa 3akaueHa Ha AHOTO Ha bombapaepwuTe
LLITykr 3a pa ro 3acuaat CTpaBoT OA M3BECHMOT Hanaa. lNoctapute
AOHAOHYAHU Ce cekaBaaT AEKa U TULLIMHATa € EAHAKBO CTpallHa -
CTUBHYBaHETO Ha panaBuoT MyAC HA MAA3HMOT MOTOP 3HaYeLLe AeKa
KpcTocyBaukaTa paketa “day 1“, NoAHa CO eKCMAO3MB, Nafa KOH LeATa
KaKO EKCMAO3MBHA OTHEHa TOMKa, a HUKOj He 3Hae Kaae Ke 3aBpLUK.
Kako LTO APOHOBUTE IO CMEHMja TEKOT Ha COBPEMEHOTO
BOjyBatbe, TME UCTO Taka ro CMeHWja U 3ByYHUOT aMOUEHT U
HAUMHOT Ha KOj AYFeTO MOrOAEHW OA OMNepaLMUTe CO TaKBM OpyXja
ro TOAKyBaart 3ByKOT. EAHa CKOpellHa CTyAuja Ha UCTakHaTUTe
uctpaxysaun foHzano Kapaoco n PybeH Matep oTkpuBa pasanyHm
NOrpAHM NPeKapu 3a APOHOBUTE; Ha aBraHWCTAaHCKO-NakUCTaHCKaTa
rpaHuua, Ha NaWTyHCKK ja3uK rv HapekyBaat baHraHa (oca LITo
3yM); 3a XUTeAUTe Ha la3a, U3NOXKEHU Ha U3PAEACKUTE HaNaAuW, TUe
ce 3aHaHa, XaproHu3am 3a XeHa LUTO AOAEBA. PasaMyHuTe 3BYyLM
Ha MOTOPUTE Ha APOHOBUTE, HUBHWUTE PA3AMYHU GPEKBEHLMN U
WMHTEH3UTETU Ce BaXeH AEA OA OBa AEAO, LUTO yraTyBa He camMo Ha
HEBMAAMBATA 3aKaHa M Pa3opHMOT edeKT Ha BOjyBaH-E€TO CO APOHOBM,
TYKY M Ha CO3HAHMETO AEKa XMBOTOT BO Bpeme Ha oniuta 6e3bepHoCT
BO KO€e ApXaBaTa nmalle 06Bpcka Aa ce rpUXK 3a CBOWTE rpafaHu e
3ap Hac. lNoHaTtamy, AeAOTO HaBeCTyBa AeKa Kako LUTO OMLUTECTBOTO
ce pacuTHyBa Ha aToMu U ja rybu cMucAaTa Ha 3aeAHUYKK
BP3yBauku HapaTMB BO NOCT-AMrMTaAHaTa A0ba, Hallata notpeba oa
oabpaHa 1 3aliTMTa Ha Toa LUTO HM € BaXXHO CE& NoBeKe Ke nara Ha
pamMeHuuMTe Ha NoeAnHUMTE. TakBa € HEMUAOCPAHATA AOTMKa Ha
pacuUTHyBaHLETO Ha OMLLTECTBATA BO KOM MOKTa 3@ HOCEHE OAAYKM
ce‘ nomaAKy ce notnvpa Bp3 HaLMOHAAHWTE BAAAM U CE NMOBEKe BP3
HENPeABUAAMBUTE U UBMECTEHU TEKOBU Ha MEFYHAPOAHWOT KamnuTan.
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M nokpaj ceta CEPUO3HOCT Ha HaMepuTe, AenaTta Ha
Maja ce UCTo Taka pasurpaHu, rm aHraxupaar raepavmTe u
y4yeCHUUnUTE U YeCTo ' BOAAT Ha MeCTa Ha KOU HEe oYeKyBaaT
Aa 6upat opBeaeHu. MNpeTcTaBUTe ce NPUAMYHO OUMTAEAHM, a
epeKTUTE Ce HaATPaAEHHU U OBAMKYBaHUW OA 3BYLIM BrpaAeHM
BO AeAaTta. He camo Ha HMBO Ha ANYHOTO, TYKY U BO MOAUTUYKA
CMUCAQ, OBUE AEAA MMAAT MPU3PAKONOLLIKM aCMeKT.

MpucycTBOTO Ha NEPHOPMAHCOT Ha jaBHO MECTO KakKO KpUTUYKa
npaKkT1ka, a He Kako 0buyHa 3abaBa UAM CNEKTAKA, TPaAM KAyYHa
BPCKa CO MPETXOAHWTE CUTYyaLMK BO KoM nepdpopmMaHcoT belle nokaHa
3a AMjanor, 3a Aa NPEAU3BMKA peakuyja MOCUMAHA OA NMOAY-HAaCMeBKa
UAM 6p30 n3buparke 1 KaMkakse. OBa ce Aena Kou co cBojaTa
WMHTEPEAMCLMMNAMHAPHA MPUPOAA OA KPUTHUUKa NepCcrneKTvBa ja
cornepyBaaT KOMoAMdMKaLMjaTa U BrpaayBakbeTo Ha NepdopMaHcoT
B0 6e36eAHUTE MPOCTOPU HA KYATYPHUTE MHCTUTYLIMK, KAKO CPOAHM
CO paAVKaAHWUTE U YTOMMCKM KOPEHU Ha nepdopmaHcoT Bo 60-Tute.

OBa e yMeTHuLa Koja MMa orpoMHa crocobHOCT Aa
ce npucnocobu 1 pAa pearnpa Ha OAAEAHU OKOAHOCTH;
npeTnocTaByBaM, Ha KpajoT, C& yLuTe Tpua KOH 3a0CTaHaTWOT Cjaj
Ha MOAEPHM3MOT M YTOMM3MOT, UICTOBPEMEHO ANaBOKO CBECHA
3a HUBHOTO bAepHeere, He Moxe Aa v 3abopaBuMe HaluuTe
HEKOralHW OYEeKyBaHa AW TOa LUTO MOXELLIE XXMBOTOT A HU
ro AOHece, HO He MOXe HM Aa ro 3aHeMaprme GaKToT Aeka Tve
ouekyBarba AeOUHUTUBHO BAEAHeaT BO MUHaTOTO. Mako penata
Ha Maja ce MOTHBUPAHU OA XUBOTOT Mefy ABE 3eMjU, HEj3UHUTE
n3Bepabu Moxe pAa 6UaAaT AeOUHUPAHU U CO BAEAHEEHETO
Ha HEKOrallHUTE OUYEKyBaH-a LUTO KPUTUUKKU M UCTPpaXKyBaaT
HapyLleHUTE CeralwHoCT U MAHUHA LUTO CUTE TU XXUBEEME.

LloH BaekBya
AbepamnH-3arpeb-Ckonje 2024/25

AVHKOBM

Instagram:
@maja_zeco
@jon.blackwood
www.majazeco.com
www.jonblackwood.net
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CnUCOK Ha aena

Mpuaywysay

2018 - cera

Tpaere Ha BMAEOTO:
2 MUHYTH, 53 CEKyHAM

AokymeHTauuja Ha
nepdopmaHcute: ¢otorpadpum,
3BYYHU KOMMO3ULMKN OA
6UHaypaAHU MUKPODOHU, BUAEO
AOKYMeHTaLuja oA nepdopmaHcoT
Ha MpuaylyBayot Bo AbepanH, 1
mapT, 2019 roamHa

3BYy4YHa KOMMO3UUMja: HapadyaHa
op CoBpemMeHa yMEeTHOCT Ha
depmurHBYAC, HopTeMnTOHLWIMP
[Fermynwoods Contemporary Art,
Northamptonshire]

Buaeo: KapoanHa bavaHek
dotorpaduja: Metjy Kaypum

OabpaHa u 3awiTuta

2024

WNHAYCTPUCKK BPEKH, 3emja,
upBeHa cBeTMAKa. M3 naeep
LUTO eMUTYBa 3BYLM OA Pa3AUUHK
LIMBWAHU U BOEHW APOHOBMU

Pacnaramwe

2022 - cera

LipBeH cateHCku pycTaH, TaHTeAa
oa bocHa n CeBepHa MakepoHuja,
dec, cas, cTpobOCKOM, TOHCKK
MNPUAOT OA NPEMOAYAUPAHU 3BYLIU,
BpeKku 3a nomoll oa YHXLIP

3pHa 3BYK
2016
Tpaere: 15 MUHyTH, 49 cekyHAM

Bupeo pokymeHTaumja Ha
neppopmMaHCcoT BO XUBO BO
bapH, beHupu, LLikoTtcka, Ha 22
okTOoMBpHU, 2016 roamMHa, AeA OA
LLIkoTCKM 3ByLM: decTuBan Ha
3ByKOT [Sound Scotland : sound
festival] 2016

Bupeo: ®pejzep AeHoAm

Bo notpara no coHueto
2020 - 21
Tpaerbe: 6 MUHYTU, 34 CEKYHAM

Buraeo aeno, co kebe 3a UTHU
cAyyaun. duamot Bo notpara

Mo coHueTo Helle HapayaH oA
YMeTHU4YKaTa ranepuja u Mysej Ha
AbepavH (Aberdeen Art Gallery
and Museum) 1 NOAAPXaH oA
lpaACKMOT COBET Ha ABepAMH.
Kamepa:

Maja 3eko 1 Enoan BoaaBHH
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XpBartcka.

Republika
Hrvatska
Ministarstvo

kulture
i medija
Republic
of Croatia
Ministry
of Culture
and Media






MAJA 3EKO

 HAPYLLEHM MAHnﬁW‘f
caMoCTO JHEI n3noxéa u

JPACNAFAHGE* =
nepdopmaHc Ha Maja 3&
KypaTtop: LIoH Bnemm g
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