
Cinema “Balkan” is located in the heart of the city of Belgrade at 16 Braće Jugovića Street. 
As a place where significant events in the history and culture of Belgrade and Serbia took 
place, the building of the “Balkan” Cinema represents a testimony to the cultural, urban and 
architectural development of Belgrade during the second half of the 19th century. Although 
the designer of the building is not known, the fact is that the building was built on the foun-
dations of the old building, which was assumed to be a Turkish caravanserai.

It begins its history as a Bulevar inn, which Djordje Pašona, a producer of alcoholic beverag-
es (1867-1875), began to build. However, when he ran out of money, he asked for a loan from 
Vađel Toma, a famous tobacco company. Pašona failed to repay the loan, and in 1900 he 
sold the entire estate to Vanđel Toma.

The representative building conceived in the style of academism consists of three separate 
wholes between the present day Makedonska, Braća Jugovića and Bulevar Despota Stefana 
Streets. After a certain time, the original building was extended and there was a large hall 
for dancing parties and weddings in the ground floor. In this hall, decorated with luxurious 
chandeliers, large mirrors and lanterns the Austrian and Czech music chapels performed 
at the end of the 19th century, so Bulevar became the “first Belgrade Music Hall”. The daily 
newspapers regularly published articles on Bulevar. A correspondent of the English daily 
“Daily Express” , H. Vivien described the hotel as the first “Belgrade Music Hall” (1896).

In 1899, the first film was shown in this hall, as well as the film about the wedding of royal 
couple Aleksandar Obrenović and Draga Mašin.

In the hotel Bulevar the first plays of the theatre Orpheum, the humoristic-satire ensemble 
led by Brana Cvetković, were performed. In what is today the Cinema Balkan building, the 
Belgrade Opera operated from 1909 to 1911 under the direction of Žarko Savić, which was 
why the entire hotel later became known as the “Opera” . The following operas stood out: 
“The Bartered Bride” (Bedřich Smetana ), “Prince Ivo of Semberija” ( Isidor Bajić), as well as 
operetta “Baron Trenck” (Srećko Albini). A permanent Cinema Opera was opened at this site, 
presenting cowboy and adventure films.

There are several historical events associated with Cinema Balkan. Namely, one of the five 
conspiracy groups started out from the coffeehouse (kafana) when the May Coup was car-
ried out in 1903. The board on this building showed that Cinema Balkan was also important 
for the Workers Union in the same year. In this building, the congresses of the Serbian Social 
Democratic Party and the main Workers’ Union were held on August 2 in 1903. It also hosted 
congresses of 1904, 1907, 1908, 1909, 1910.

Permanent cinema at the hotel began operating in 1912, as the first such facility in Belgrade, 
under the name “Grand Cinema of Gomon Family at the Opera Hotel”.

Famous writers Jakov Ignjatović and Antun Gustav Matoš, were guests of this magnificent 
edifice. After the First World War, the soundtrack “Hronomegon Gromon” was shown for the 
first time.

The current name Balkan was given to it in 1928, and in 1984 the building was granted the 
status of a cultural monument. It was protected as a cultural asset with its purpose protect-
ed as well.

Saša Marceta launched the project of reconstruction of Cinema Balkan in 2017. Special at-
tention is paid to restoring the facility’s function and adapting it to modern requirements. The 
cinema hall will be multifunctional and apart from film projections, other cultural contents 
will be organized in it as well. The plan is that this multipurpose space will be the center of 
film projections, concerts, festivals, exhibitions, fashion shows, performances, conferences, 
roundtables and so on.

The opening of the new Balkan cinema is planned in 2020.
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One of the most prominent features of the current moment is the continu-
ous struggle between regulation and deregulation. States are under increasing 
pressure to regulate relationships in society, but viewed as an obstacle for pro-
gress, they appear deregulated. Such regulated deregulation is hidden behind 
many processes which shape everyday existence and most prominently, in the 
transformation of the public into different modalities of private ownership, i.e. 
privatization and the corresponding change of use. Manuel B. Aalbers notic-
es how “under regulated deregulation some economic agents are given free-
dom from state control, but the market framework itself is regulated. In fact, the 
regulation of the market framework allows for the freedom of some economic 
agents within the framework (often at the expense of other agents). Regulated 
deregulation may appear as a contradictio in terminis, but is intentionally so, 
an oxymoron, that breaks down the false dichotomy between regulation and 
deregulation.” 1

In the Summer Semester 2019, students of the master studio course at the IZK 
Institute for Contemporary Art investigated the effects of regulated deregula-
tion on society and the built environment by using the Cinema Balkan as a point 
of departure and an exhibiting destination. At its core, the master studio at the 
IZK Institute for Contemporary Art created a space and a platform in which stu-
dents, both as individuals and as a group, can develop their own investigative 
trajectories. In the studio, the process of teaching transforms from the atom-
ized transmission of knowledge from teacher to student, into a conversation, in 
which knowledge is created between student and teacher, between students 
as peers, and between students and teachers and the already existing body of 
knowledge (theory, art, historical information…), inside and outside of academ-
ia. In the studio “In the Ruins of Deregulation,” artistic investigation was used



as the optical machinery 2 to interrogate contemporaneity and to understand 
what is hidden behind representation is constructed and not a given. An im-
portant part of this process was assembling the carrier bag of theory 3  to guide 
and support the investigation as discovery. 

The studio and the exhibition focused on investigative questions: what does 
it mean to artistically and architecturally intervene in the context of transition 
by inhabiting the space between regulation and deregulation? Who and what 
produces the ruins we are increasingly confronted with in our everyday life? 
How do we imagine the space where film, culture, and the public entangle 
today? Using Cinema Balkan as the departure point, the three key concepts 
addressed were ruin, relation, and cinema. Underlining the work in the studio 
and at the exhibition, the focus on privatization is understood both as a symp-
tom and a process of which the transformation of Cinema Balkan is just one of 
possible example.

Cinema Balkan is considered as the cinema – the institution dedicated for the 
projection of media which is undergoing change, and as the building – a public 
space for culture caught in the permanent transformation of property, societal, 
and heritage relations. Thinking with Cinema Balkan and using artistic investi-
gation as a method, the exhibition explores how regulation and deregulation 
define the spatial and institutional programs of culture, art, and architecture. 

Three books played an important role in developing investigative tools and 
lenses for this inquiry. The seminal book of Nicolas Bourriaud “Relational Aes-
thetics” 4  triggered a better understanding of the exhibition space – as a space 
of relations and not just representation. It introduced relational thinking to the 
students, opening a connection with the concept of entanglement that Anna 
Tsing develops in her book “The Mushroom at the End of the World: On the 
Possibility of Life in Capitalist Ruins.” 5 Tsing’s book was additionally important 
as she denaturalizes the idea of a ruin as a given and shows how the pro-
cess of producing the ruin is at the core of capitalism. The book sharpened 
the students’ capacity to search for the hidden, invisible, and forgotten and to 
think of the processes as more than conditions that lead to exclusion. Finding 
other ways of being in the world and other ways to bring what is forgotten to 
the public was additionally supported by Pavle Levi and his book “Cinema by 
Other Means.” 6 Levi proposes cinema as a mode of thinking and projecting 
the imaginary and not just as a media format that exists on a celluloid roll to be 
screened in the dark. 
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In this process the research workshop in Belgrade in April 2019 was crucial for 
the development of the exhibition and the project as a whole. It enabled en-
counters with the building and the city, but more importantly with the people, 
the protagonists, and thinkers who intervene in shaping the past and future of 
the Cinema Balkan from various sides, which, at present, is suspended be-
tween what it was and what it will become. The final act of exhibiting brings 
the work from the university back to the actual site in Belgrade and exposes it 
to the public in the building of Cinema Balkan – it is the most challenging step 
in the process of producing “really useful knowledge.” 7 Transposing and dis-
locating teaching from the confines of academia to the public and exhibiting 
works which enter into a dialectical relation with the viewer, the Cinema Balkan 
is transformed into a discursive space during the exhibition, a site of knowl-
edge production which enables access to the hidden. 

1 Manuel B. Aalbers, “Regulated Deregulation,” in The Handbook of Neoliberalism, ed. Simon Springer, Kean 
Birch, and Julie MacLeavy (New York: Routledge, 2016), 565.

2 On art as the optical machinery see Nicolas Bourriaud The Exform (London: Verso, 2016)

3 Here we use Ursula K. Le Guin’s concept of the carrier bag of theory she proposes in the text “The Carrier 
Bag of Theory of Fiction.”

4 Nicolas Bourriaud, Relational Aesthetics (Dijon: Les Presse Du Reel, 1998)

5 Anna Tsing, The Mushroom at the End of the Word: On the Possibility of Life in Capitalist Ruins (Princeton: 
Princeton University Press, 2015)

6 Pavle Levi, Cinema by Other Means (Oxford: Oxford University Press, 2012)

7 The term “really useful knowledge” originated with workers’ awareness of the need for self-education in the 
early-19th century, describing a body of ‘unpractical’ knowledge such as politics, economics, and philosophy, 
workers needed to understand and change their position in society, and opposed ‘useful knowledge’ – knowl-
edge of ‘practical’ skills which would make them useful to the employer.
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What does “ruin” mean? What is “deregulation”? What is the 
role of the cinema 1 today, in cities, in societies, in the public 
sphere? How limiting is cultural heritage for the existence of 
cinema today, or it can help some cinemas survive?

These questions, which have been the driving force for this ex-
hibition, find answers through this journey through the works 
that mix history, culture, and actuality. Thanks to researches 
through books, interviews, meetings, and many discussions, 
the artistic investigation which had the same starting point 
of exploration and set of questions, has led to different ap-
proaches and, ultimately, different forms.



Cinema
Where is the Space for Film Today?

What is the right space for film? Is there even such a thing as the 
right space? How does the space affect the experience of a mov-
ie?
Space as a term, not only for a physical space, but as a word for 
space we give to movies or which is given to them.
Exposing the problem of films existing, but not being visible on 
any platform. Do they exist if they cannot be watched?
Today movies have a similar problem as the movies from the “Yu-
goslav Black Wave“-era. Celebrated, but invisible. They can be 
seen on festivals, but rarely on regular platforms like mainstream 
cinemas, television, or even the internet.
Pointing out the problem, that acclaimed, smaller/independent/
experimental movies can’t be seen anywhere – similar problem 
like in the 1960s and 1970s? Different reasons? Or maybe the 
same?
Political restrictions – economical restrictions. Is there a differ-
ence? 
The project is about telling this story, pointing towards the sim-
ilarities and showing opinions from people who work in the film 
industry. 
As a conclusion there are “rules“ for the audience on how to watch 
film and a different approach to thinking about film.

Daniel Laggner
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“The cinema died with Yugoslavia”
Staša Tomić

“This Festivals screen something, which you cannot 
see elsewhere”
Dragana Jovović

404 Error Space Not Found
— What happens, when cinema as a space is missing?





As curators we have combined and put into relation these dif-
ferent approaches in the space which was both the guiding el-
ement of our investigation and the exhibiting destination: the 
cinema Balkan. First erected and recognized as a place for en-
counters, it later found itself the a victim of the phenomenon 
of privatization, which is transcending borders and expanding 
internationally. The privatization 2, although common in Bel-
grade, is not found in the same way in the cinema Balkan as 
in the other 14 cinemas of the Beograd film network, to which 
it used to belong. While at most of other locations there is just 
devastation, this atypical place mix under its roof, dust, ruins, 
rubble, but also renewal and desire of reconstruction. The de-
sire of becoming, yet again, the space for encounters. 

This reconstruction is not only physical but also expresses 
itself in a desire to give space for different modalities of en-
counter, understanding that the space for film has been un-
dergoing the similar change like the building and the society 
itself. In this connection between the old and the new we de-
cided to create a journey, a path, punctuated by works of art to 
understand this rise, this change, from ruin to renewal.



Privatization
Theft by the Law

During the time of Yugoslavia, and due to societal property and 
self-management, a lot of workers had the close connection to 
their places of work, which they saw as their second home. This 
relationship was broken when privatizations started, although 
emotional connections stayed, and sometimes it was difficult for 
workers to see and accept those decisions made about the fu-
ture of their loving enterprises, were not done in the best interests 
neither of companies, nor of the workers. Privatization, i.e. a trans-
formation of the societal into private capital that has left a trail of 
ruins all over Belgrade, Serbia, Yugoslavia… Even the spaces for 
culture such as cinemas were not left out of this process. Theft 
by the Law, a combination of spoken testimony and images of the 
ruins, each of which was once a popular and loved cinema, part of 
the Belgrade Film network, is an attempt to uncover and open the 
door behind this story, as well to give a voice to these ruins. Using 
the narration of Milanka Beba Janošević, a former employee of the 
cinema and a fighter for fairer privatization, this meditative takes 
us to the entrance of each cinema, showing the audience the 
state they are in today. As the story unfolds, it becomes obvious 
how state was implicated in devastation of a society by allowing 
and legislating privatizations to favor future owners and maximum 
extraction of profit, leaving to wonder who actually produces the 
ruins?

In memory of all the victims of privatization of Beograd Film, for 
cinema Balkan and with hope for a different future.

Emonda Shefiku, Amela Danner, Tamara Novković
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“People did not understand what was happening, 
and if they did, how do you sue someone who feeds 
you with bread?” 
Milanka Beba Janošević, former employee of Beograd Film and current small 

shareholder

“That was the theft packed in the law.”
Milanka Beba Janošević, about privatization of Beograd Film

Cinema Avala entrance

Selling contract and violated obligations





With the intention of bringing the focus on the leftover spaces, 
the exhibition begins in the basement of the place, space that for 
the time being still continues to show scars of the nightmare that 
is privatization. The striking contrast between the façade of the 
building and the space we are facing when we enter the room is 
the first sign of the current dialogue, between forces that exclude 
and the exform 3 which resists, and through whose presence the 
challenging processes can be understood.

The mixture of sound and video gives life to this, currently obsolete, 
space and makes it possible to feel and hear the voices from its past, 
present, and future, especially those voices whose story is “untold.” 
By following the conversation about the future of film as a media 
and how it used to and can continue to exist in the public sphere, 
and guided by the elements of history of Yugoslav cinema the mo-
dernity brought to the building reveals itself little by little. In this con-
temporary set some items accentuate this dialogue between past, 
present, and future, and how building as a physical object, is itself an 
archive 4 which keeps track of the past, present and future desires.



Ex-form
an Unexposed Story

Capitalistic devastation manifests indirectly.
Capitalism sorts humans and non-humans, animate and non-ani-
mate objects into categories: profitable and waste.
Unveiling this sorting procedures by documenting it gives the ob-
jective evidence insight into the process.
Optical machinery to see capitalism as a processing mechanism. 
The film director Želimir Žilnik reveals in 2006 the effects of dis-
location of the film archive of the Neoplanta Film Production after 
the film distribution company Zvezda film, got into a privatization 
transition.

All the film reels, including those of the most celebrated films 
Neoplanta produced in its golden period 1965-1971, have been 
stocked without any basic conservation conditions,
in a former military shed.
In 1960s and 1970s, people would say “it is in a bunker” for film 
whose distribution was banned by the censors, in 2000s all film 
heritage ended in the bunker. 

As a crime scene, the discovery of the injured condition of the film 
reels tells us a buried reality.

And now what is the residual outcome of the process of deregu-
lation? 
What’s left? Exposed celluloid that turned into dust.

I expose the film.
I expose the dust.

Ettore Porretta
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The former military shed, where the Neoplanta films have been stocked.
The continuous variation of ambiental conditions (air temperature, relative humidity) caused the acceleration 
of the biological, chemical, mechanical acetate decay of the film rolls.

Environmental factors of temperature, humidity, light and atmospheric pollutants can all cause degradation of 
audiovisual materials. 
This table, for instance, allows us to see that approximately at every 5º C of temperature the life expectancy of 
the films drops by double.



Archive
CoRelation

How architecture functions in correlation with all the norms that 
are regulating development of architecture and its future perfor-
mance? How the old building conforms to the new rules and up-
dated procedures? What needs to be protected from the old so 
it does not disappear when the new starts? Who and how makes 
such decisions? What is older, law and regulation, or the wish of 
an architect, investor, general public? What to make of the paradox 
that the laws which are made protect can sometimes create the 
stasis in which nothing happens, but deterioration? CoRelation 
makes the paradox of the struggle between law and usage visi-
ble in space of the Cinema Balkan by annotating the building, and 
bringing together documentation which regulates the future, thus 
making opaque laws and regulations graspable. 

Jelena Obradović, Timotea Turk
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20.12.1984. Official Gazette number 23
Službeni list grada Beograda – The Official Gazette of the City of Belgrade
On December 20th, 1984, Cinema Balkan was declared as the object of cultural heritage 
after the official Decision on Additions to the Decision on Declaring Specific Properties on 
the Territory of the City of Belgrade as Cultural Heritage was published in the issue 23 of the 
Official Gazette of the City of Belgrade [Službeni list grada Beograda].

4



The Article 28 of the Declaration states following:
“In the building currently occupied by the cinema “Balkan” initially was located the hotel “Bulevar” later 
renamed to “Opera.” The film screening took place in the hotel “Bulevar” on February 1899. The permanent 
cinema in the hotel “Bulevar” started working on December 15, 1912, under the name “The Grand Cinema 
Theater Gaumont” in the hotel “Opera.”
The newly founded “Belgrade Opera” started to work in the same building in 1909 and held performances 
there until 1911.
The building is located on 16 Braće Jugovića Street in Belgrade, on the plot number 2345, ZKUL number 1636, 
the Cadaster Municipality Belgrade, Municipality Stari Grad.
The border of the immediately protected area is the outer edge of the plot number 2345.

“The idea of cinema, then, is not a function of the 
materials of film, but the other way around—the 
materials of film are a function of the idea of cinema.”
Jonathan Walley

“Film is a form of life”
Raoul Hausmann





The phenomenon of privatization and the dialogue that it is generat-
ing is spreading, in various European and world countries, far beyond 
the borders of the former Yugoslavia. Understanding this process in 
Belgrade, enables detection of similar processes in other places. 
The documentary lens developed in Belgrade can turn, for example, 
to Graz, and can bring better understanding to the erasure 5 that 
is happening in the historical core of the city despite of all heritage 
protections, or, maybe with their help. 

Since its construction and over the years the cinema Balkan was an 
important cultural and social place creating sharing and meetings. 
The evolution of the societal relations over time has led to a decline 
of the interest for the cultural aspect highlighting a new form of en-
counters and interactions; social networks, the new sociality 6.



Erasure
All Eyes on Me

Privatization is happening all around the world. Rich investors buy 
buildings to transform them according to the interest of their cap-
ital,  almost as a rule never thinking about the former, nor even 
future, users.

The balance of the society seems to break further and further apart. 
While rich people have what they want, and change the rules to 
meet their needs of amassing more, the majority loses what they 
had, and often this loss is even supported by the politics.

The  phenomenon of privatization has different forms and appears 
in many colors. 

In the form of documentary film, we investigate and expose how 
the “big” players use the process of privatization of public interest 
by following the case of   the “Argos” building, designed by the ar-
chitect Zaha Hadid, that replaced the UNESCO protected “Kom-
mod Haus“ in Graz.

By assembling the editing station in the exhibition space in Bel-
grade, we reveal our working, research, and editing process, thus 
provoking the confrontation with the visitors, where they can get 
information, think together with us, and exchange opinions.

Lung Peng, Manuel Fasch, Gustave Curtil
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Argos building from Zaha Hadidthe old Kommod Haus

“I think that residential buildings are like the meat of 
the city, but sometimes meat has cancer.”
Peter Reitmayer, architect

“You can willingly create a situation where it is 
impossible, from the economical point of view, to 
maintain a building, and this was the case of the 
Kommod Haus.”
Anselm Wagner, Altstadt Schutz Kommission Member and Professor Faculty of 

Architecture TU Graz

“Nobody could compete with the architect like Zaha 
Hadid … Yes! Why not?”
Peter Hammerl, former Altstadt Schutz Kommission Member

“There were a lot of demonstrations against the 
demolition and more/less 7000 people signed a 
petition to save the old Kommod House…”
Elfride Wolfberger, Waitress at Café Kommod and Activist
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As Nicolas Bourriaud says, the exhibition space is creating social links. There 

you talk, exchange, see, and spend time. Similar happens when you find 

yourself at the pinball machine with other people: you talk, exchange, play, 

and spend time. It is also possible to find this type of sociality in the busi-

nesses of the founder of the foundation, whose profit made the purchase 

of the cinema Balkan possible. The investment addresses the relation be-

tween seller and buyer, in other words, the marketing relations. Marketing re-

lations changed considerably since the arrival of social media and therefore 

the networks they created, are no longer linear but chaotic and full of bounc-

es. Thus entities that are willing to express and control their self-image now 

must handle more settings, and touch more specific points, continuously 

playing a metaphorical marketing pinball. As a consequence of this process, 

and as everything is increasingly about the image, we can legitimately ques-

tion the reasons for the renewal of the cinema Balkan. It could be for eco-

nomical reasons, philanthropic reasons, or maybe the reevaluation of the 

cinema Balkan is enabling the founder to reevaluate his values.  Whatever 

the answers are, I invite you to pay the tribute to the players who have, coin 

after coin, allowed the creation of this social space.

Throw the ball and play!

30

“At an exhibition, […], even when inert forms are 
involved, there is the possibility of an immediate 
discussion, in both senses of the term. I see and 
perceive. I comment, and I evolve in a unique space 
and time. Art is the place that produces a specific 
sociability.” Nicolas Bourriaud

Sociality
Social Bouncing
François Decurtins



Life Magazine, pictures by Wallace Kirkland, March 17th 1947

“One way to model the radical changes that 
social media introduce is the pinball metaphor, 
which suggests that marketing in a social media 
environment resembles the chaotic and interactive 
game of pinball, having replaced the linear and one-
directional bowling approach to marketing.”
T. Hennig-Thurau, C.F. Hofacker & B. Bloching







“The cinemas were 
already dead, I only 
buried them.”

Nikola Đivanović



These various social and historical transformations were, are, and 
will always be the result of a series of actions that may seem in-
significant individually, but which, cumulatively, make the changes 
possible. Recognizing 7 all various actors, human and non-human, 
whose desire and projection is making the 

Does this architectural change tell the same story as the various so-
cietal evolutions that could have sheltered these walls? Is this new 
skin a more genuine representation 8 than the one of its original 
skeleton?
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Recognition
Acknowledgement

It is not the building but the people working, visiting, owning, teach-
ing, imagining, and the movies shown that made the cinema what 
it is today. It is important to remember all ticket sellers, popcorn 
sellers, usher/usherettes, projectionists, financiers, managers and 
their assistants, housekeepers, plumbers, janitors, technicians, 
engineers, interior designers, wall decorators, façade makers, fur-
niture designers, architects, urbanists, preservationists, construc-
tion workers, film enthusiasts, festival movie goers, people on film 
dates, critics and journalists, actors, directors, screenwriters… and 
thank all the different protagonists who wrote the history of the 
cinema, no matter how small and unimportant their contribution 
might sound, so that they are not forgotten. As well as to acknowl-
edge those whose imagination and energy is projecting the future 
of the cinema. It is the entanglement of the different protagonists 
like politicians, financiers, cinema owners and visitors that form 
the history, present and future, of the Cinema Balkan.

Juliana Strätz
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Special thanks to the organisators 
(Vladan Šobajić ...............................................
........................................................................
................) for coordinating and arranging ev-
erything to make the cinema operate smoothly 
Special thanks to the ticket sellers (Angelina 
Andjelković, Mira Lero, ....................................
........................................................................
.........................) for making every guest feel at 
home. Special thanks to the snack sellers  (....
........................................................................
..........................................................) for sell-
ing the most delicious snacks, drinks and fresh 
popcorn. Special thanks to the usherettes (Mi-
lanka Janosević, Zika Biljana, Dara Tetiković, 
Mira Vujadinov, Zorica Rajković .....................
......................................................................
............................................) for making sure 
every guest found their way to their seat. Spe-
cial thanks to the cloakroom attendants (Katica 
Simeunović, ...................................................
.......................................................................
.............) for oranizing the wardrobe and mak-
ing sure every coat and bag is secure. Special 
thanks to the projectionists  (Sava Jovančić, 
Snežana Đorđević, Relja Ristić, Miloje Mitrović, 
.............................................................) all the 
technicians, ....................................................
........................................................................
..........) all the sound engineers .......................
........................................................................
....................................... and the camera oper-
ators ..............................................................
...................................................) that worked 
backstage on the many projections that gave 
cinema its life. Special thanks to the financiers, 
managers and theirs assistants ( ....................
.......................................................................
.....................................................) who main-
tained the Cinema Balkan and made it stand up 
for so long thanks to their management, eco-
nomical and stock actions. Special thanks to 
the housekeeping (Branislav Radojčić, ...........
.......................................................................
.......................................................) for man-
taining the cinema and keeping it neat and tidy.



Representation
Reality vs. Representation:
On the Necessity of Distance

These days, we can witness how an unreal reality is being sold 
as the reality. But, can we really witness it? The constant disap-
pointment we feel when we realize the reality we got is fake, make 
us wonder, are we being fooled? Do we understand the process 
we are witnesses of? Could it be, that we are the easy victims to 
the trickery of the fake reality, because we, as people, cannot dis-
tance ourselves from imagining reality through representation. 
The problem of representation is present everywhere, in media, 
and how things are presented to us, in social media, and how we 
present ourselves, in architecture and how the future and past is 
being represented… Ultimately, the instability between the lived 
and represented brings to us social anxiety. How to learn to dis-
tance?

Milica Cvijetić
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“The content of one medium is always another 
medium.”
Marshall McLuhan

reality 
noun     
-the state of things as they actually exist, as opposed 
to an idealistic or notional idea of them.







Sasa Marčeta Foundation from Serbia is a young non-profit organization founded 
with the aim of contributing to the development and popularization of culture, science, 
and art. By making the new concept of old building of Cinema Balkan into the new 
cultural center of Belgrade, the foundation will represent support and dynamic link 
between artists, educators, urbanists, media, companies, the general public, and every 
individual, aiming at promoting cultural and artistic events. Recognizing the indisput-
able power of art as a source of inspiration and revival of cultural values, Saša Marčeta 
Foundation will develop projects that revitalize nobility and humanity, develop imagina-
tion and exchange of ideas, connect communities and encourage co- ordination and 
co-operation of society. The ultimate goal of the project is to model the new cultural 
scene of our country.

IZK Institute for Contemporary Art (Institut für Zeitgenössische Kunst) is part of 
the Faculty of Architecture at the Graz University of Technology. Founded in 1975, it has 
a rich history of art education positioned at the intersection of technological innovation, 
spatial practice, and contemporary art. Since 2015 under the leadership of Milica Tomić 
together with Dubravka Sekulić, Simon Oberhofer, and Philipp Sattler, the institute is 
committed to exhibiting as a way of dislocating teaching into the public sphere while 
reassembling subjugated knowledges. It establishes frameworks for longterm investi-
gative and research projects focused on contemporary urgencies in collaboration with 
Antonia Majača and Wilfried Kühn as heads of research together with Anousheh Kehar 
and Dejan Marković. The Institute promotes critical thinking and new forms of artistic 
and intellectual engagement at the intersections of art, science, and society. Nurturing 
transdisciplinary art-based research and generating investigatory and long-term proj-
ects are equally important to the academic programs. Our students are encouraged to 
reflect conditions, media, and instruments of contemporary art while engaging with the 
complexities of spatial politics and its relation to society at large.


