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Domus
Diasporica:

A Multilayered
Dialogue Between
Home and ldentity

Sarita Vujkovic



Art Exhibition of La Biennale di Venezia with Domus Diaspori-
ca, a project by artist Mladen Bundalo, presented at Palazzo
Malipiero. This exhibition continues the institutionally support-
ed participation of artists from the Republic of Srpska at this
distinguished venue, within the framework of the world’s most
prestigious international exhibition of contemporary art. Bos-
nia and Herzegovina first participated in the Venice Biennale in
2013, followed by appearances in 2017, 2019 and 2024, demon-
strating a sustained commitment to the promotion of art and
cultural diplomacy within the global art discourse. In this con-
text, the Museum of Contemporary Art of the Republic of Srps-
ka holds a pivotal role as the institution that initiated and main-
tains the continuous presentation of Bosnia and Herzegovina at
the Biennale. By organising the national exhibitions in 2013 and
2017, as well as the current presentation, the Museum reaffirms
its commitment to the promotion and advancement of contem-
porary art practice on the international stage.

Bosnia and Herzegovina participates in the 61t International

The starting point of Domus Diasporica lies in the artist’s per-
sonal experience - his life in the diaspora and his inquiry into

|f‘!‘ll!l . Irl_ '1

Tal ol I!'. o :,'Qi- ' ' IR e the complex dynamics of belonging, migration and the notion
- W o i

PRI g i ' B (5 _' of home in the contemporary world. Bundalo interrogates what
. Ty ' “home” signifies today, and how its role and symbolism shift in
relation to personal, social, political and economic conditions.
Equally, he considers how experiences of dislocation and mi-
gration actively shape individual identities. The title of the proj-
ect, rendered in Latin, carries a deliberate semantic resonance:
domus as a metaphor for security and belonging, and diaspora
as a condition of movement, dispersion and transience. Within
this conceptual framework, home is no longer understood as
a fixed point, but rather as an evolving process, continuously
reconfigured through memory, loss and resettlement.

Mladen Bundalo employs a range of media to articulate his
concept - film, photography, drawing and in situ installation
- thereby generating an open field of interpretation in which

Domiton (detail), film still, 2026 15
Domiton (peTarm), kapap ns ¢punma, 2026.




home emerges as a dynamic category. Rooted in autobi-
ographical experience, his practice is translated into a uni-
versal language that invites the viewer’s active engagement,
encouraging reflection on the phenomena of home and di-
aspora. In this way, the project operates as a contemporary
artistic response to global migration and cultural transforma-
tion, articulating a distinctly local experience within a global
framework.

Reflecting on the project, Mladen Bundalo describes Domus Di-
asporica as unfolding between “international breadth and local
depth,” establishing a space in which global trends and tenden-
cies converge with intimate experiences of belonging. Within
this framework, personal and autobiographical narratives ex-
tend beyond the boundaries of the individual and their immedi-
ate environment, offering the viewer an opportunity to engage
simultaneously with the global phenomena of migration and
diaspora, and with the deeply personal, locally grounded ex-
perience of home and belonging. This dual perspective opens a
dialogue between the universal and the particular, enabling the
project to resonate across both international and local contexts.
As such, it functions as an artistic space that remains open to
multiple readings and interpretations.

The curatorial approach to the project is grounded in a phe-
nomenological reading of the artist's work, bringing together
diverse media and narrative strands into a coherent exhibition
structure. The diasporic experience, intimate and deeply per-
sonal in nature, is here translated into a semantically powerful
and visually articulate language that aligns with the concept of
the 61t International Art Exhibition and its theme, In Minor Keys,
as proposed by Biennale curator Koyo Kouoh. Within this spatial
and conceptual configuration, the exhibition unfolds as a flow
through which home is no longer understood solely as a phys-
ical location, but equally as an emotional, cultural and social
construct, one that shapes human experience through memory,
transformation and processes of renewal.

16

Bosnia and Herzegovina’s participation in the 2026 Venice Bi-
ennale with this project carries significance on multiple levels.
Beyond ensuring institutional continuity and sustained inter-
national visibility, it provides a platform for artists to articulate
both individual and collective experiences to a global audience,
while fostering dialogue on questions of identity, belonging and
diaspora. Domus Diasporica thus extends beyond the frame-
work of a single exhibition, emerging as a site for critical reflec-
tion on contemporary cultural and social phenomena. In doing
so, it affirms Bosnia and Herzegovina’s position as an engaged
and relevant contributor to current developments in interna-
tional contemporary art.
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Domus
Diasporica:
BULLUECJIOJHM
avjanor pomau
MaeHTUTeTa

CapuTta ByjkoBuh



OCHa W” XepuerosmHa, Ha 61. MehyHapoAHO] W3N0X6M
yMjeTHOCTU — BeHeuujaHckoM 6ujeHany, npepcTaB/ba ce
npojektoM Domus Diasporica ymjeTHWKa MnageHa byHpana
y uM3fara4koMm npocTopy y nanatm Manunujepo 4ume
Ceé HacTaB/ba KOHTUHYUTET WHCTUTYLMOHanHor yyewha
yMjeTHUKa un3 Penybnuke Cprncke Ha O0OBOj MNPECTUXHO]j
foKaumju 'y OKBWUPY HajsHa4vajHuje MehyHapofHe usnoxbe
caBpeMeHe yMjeTHOCTU. KOHMHyuTeT HacTyna bBbocHe wu
XepueroBuHe, 3anodeT 2013. Te HacTaB/beH M3NaramuMa
2017, 2019. n 2024. roguHe, jacHO nokasyje nocseheHocT
MPOMOUMjN YMjETHUYKE CLEHe U KYyNTypHe AunaomaTuje Ha
MeflyHapo4HOM nraHy. Y TOM KOHTEKCTY, NMOCEeBHO MjecTo
npunaga Mysejy caBpeMeHe yMjeTHOCTU Penybnnke Cpncke
Kao WMHCTUTYUWjMU Koja je Bbuna MHULUWjaTOP KOHTUHYMpaHor
npefcTaB/batba bocHe u XepuerosnmHe Ha BeHeuWnjaHCKOM
bujeHany, Te Koja je opraHmsoBana nsnoxoée y BeHeunju 2013.
n 2017. roguHe, Kao U OBO aKTyesnHo npeacTaB/barbe 2026.
roguHe, Ynme ce noTephyje Heroea ynora y adupmaunjm
CaBpeMEeHe yMjeTHOCTM Ha MeERYHapPOAHO] CLLEHM.

MpojekaT Domus Diasporica nonasu o4 NNYHOI UCKYCTBa
YMjeTHUKa, HEeroBOr XUBOTa Y AMjacnopun, Te UCTpaxuBama
CNOXEeHe AMHaMKKe NpuMnagHoCcTn, MUrpaymja u nojMa gomMma y
caBpeMeHoM cBujeTy. byHpano ce 6aBu NUTakeM WTa gaHac
3HauM ,AOM“ N Ha KOjU HayuH Herosa ynora n cumbonuka
Bapupajy y OAHOCY Ha NnYHe, APYLITBEHE, MONUTUYKE WU
€KOHOMCKe OKOJIHOCTW, Te KaKo MWCKYCTBO W3MjellTama
0b6NuMKyje ngeHTuTeT nojeguHua. Hasme npojexkTa, KOpPUjeHOM
M3 NaTUHCKOr jesnka, HOCU [YyOOKY CEMaHTUYKY TEXUHY —
4OM Kao meTadopa CUrYpHOCTM U NpUNagHOCTK, Anjacnopa
Kao yC/loB KpeTakba, pacyToCTU U MPUBPEMEHOCTU. Y TOM
KOHTEKCTY, AOM Ce He nocMaTpa Kao ¢puKCHa Tauyka, Beh kKao
npoLec Koju ce KOHCTaHTHO TpaHchopmulle Kpos cjehama,
rybuTke u NOHOBHa ycnocTaB/baHba.

MnageH byHOano oBaj KOHLENT pasBuja KPO3 pasnumumTe
Meauvje -  dunMm, ¢oTorpadujy, UPTEX U MNPOCTOPHO-
cneundnyHe wHcTanauumje — cTBapajyhn OTBOpPEHO nosbe

Every Time You Leave, You Are Born Again (detail),
photographs series, 2026

CBaku nyT Kaj ofeLl, NOHOBO ce pahalu (peTam),
cepuja poTtorpaduja, 2026.




WHTeprnpeTaunje y KojeM ce [OM BUAW Kao [MHaAMU4YHa
KaTeropuja. AyTobuorpadcko NCKYCTBO yMjeTHUKa
TpaHchopmMuLle ce Yy YHMBEpP3allHU je3nK Koju omoryhaBa
nyénuum fa WHTEepPakKTUBHO Y4YecTByje Yy MpoMUlLIbaky
deHOMeHa pomMa wn pgujacnope. [lpojekaT Tako rnocTaje
CaBpPEMEHN YMjeTHUUYKM O[rOBOP Ha rnobanHe murpauuje
N KynTypHe TpaHchopMaumje, penpeseHTyjyhn nokanHo
WCKYCTBO Y rN106afHOM KOHTEKCTY.

foBopehn 0 caMOM NPOjeKkTy YMjeTHUK Uctuye ga Domus
Diasporica ¢yHKUWOHMLIE Kao ,MHTEepHaLMOHasHa WnpuHa
W nokanHa AybuHa“, ycnocTaBs/bajyhu npocTop Yy Kojem
ce npoxumajy rnobanHm TOKOBM M WHTUMHA WCKYyCTBa
npuNagHoCcTu y KojeM NnuyHa 1 ayTobuorpadcka McKycTBa
npenase rpaHuue nojeguHua W JIOKasHOr  OKPYXXeHa,
npyxajyhu nyénuun MoryhHocT fa WCTOBPEMEHO [OXMBU
rnobanHe peHoMmeHe Mmurpauyuja u gujacnope, ann n gyboko
ANYHY N NOKanHO ocjehaHy npuyy O AOMY WM NPUNagHOCTMW.
OBa nepcnekTuBa oTBapa pAujanor usMehy yHuBep3asnHor
n cneunduyHor, omoryhaBajyhn pa npojekaT pe3oHyje un y
CBjeTCKOM M Y NIOKANIHOM KOHTEKCTY Kao yMjeTHUYKM MPOCTOp
KOju je OTBOPEH 3a pasMunTe YnTaoLe N NHTepnpeTaunje.

Kyctockm  npucTyn  nNpoOjeKTy  3acHOBaH je  Ha
beHOMEeHONOLWKOM TyMayemy yMjeTHUKOBOT paga,
nosesyjyhu pasnnuute Meauje U HapaTUBE Y KOXEPEHTHY
N3noX6eHy CTPYKTypy. VIcKycTBO Aujacnope, nako MHTUMHO
W Nn4yHe npupoge, TpaHchopMuLLe ce Yy CMUCIIEHO CHaXaH 1
BM3YENIHO apTUKY/NCaH je3UK KOju pe3oHMpa Ca KOHLLEMTOM
61. mMehyHapogHe unsnoxbe yMmjeTHOCTU — BeHeuwjaHCKUM
bvjeHanoM 1 ca NpeasoXXeHOM TEMOM KYCTOCKUHe bujeHana
Koje Kyo ¥ mosickuMm krbydyeBumMa. NpocTop 1 cagpxaj nsnoxbée
Kpeupajy NpoToK Yy KojeM AOM Huje camMo du3nuKa nokaumja,
Beh M eMOouMOoHanHW, KYNTYPHU W CouWjanHU KOHCTPYKT,
061MnKYjyhin by CcKO UICKYCTBO Kpo3 cjehara, TpaHchopmMmaLimje
M NOHOBHa ycnocTaB/bakoa.

Yk/byumBarbe bocHe n XepueroBmHe Ha bBujeHane 2026.
roguHe Kpo3 oBaj NpojekaT nMa BULWEeLUMEH3MOHaNHW 3HaYa;.

22

MNMopen UHCTUTYLMOHANHOI KOHTUHYUTETa U BUA/bUBOCTUN Ha
Mef)yHapo4HOj CLeHU, OHO oMoryhasa HawuM yMjeTHULUMA
[Ja CBOja MHAMBUAYANHA U KONEKTUBHA NUCKYCTBa NPe3eHTYyjy
rnobanHoj nybnuuun, McToBpeMeHo noacTtuyyhu amjanor o
nutTambuUMa MAeHTUTeTa, NpunagHocTu 1 gujacnope. Domus
Diasporica Tako nocTaje He caMO M3NoX6eHn npojekart, Beh
N nnatpopma 3a KPUTUYKO TMPOMULLSbaAHE CaBpPEMEHUX
KYNTYPHUX W  LOPYyWTBEHUX ¢GeHoMeHa, uctuyyhm BocHy
N XepueroBuHy Kao aKTUBHOI W 3HayajHOr y4yecHuka Yy
rnobanHMM TOKOBMMaA YMjETHOCTH.

23
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Diasporica:

The Semantics of
Dispersed Homes

Isidora Zivkovié
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f DIASPORA IN MINOR KEY

sentimental, bluesy melodies, evocative of intimacy and
melancholy. Koyo Kouoh, curator of the 61 International Art
Exhibition of the 2026 Venice Biennale, builds her thematic
concept in resonance with this “minor tonality,” titling the
exhibition In Minor Keys. But how are we to understand the
meaning of the minor key in the context of visual art? Kouoh
reinterprets its significance, placing it within a new conceptual
framework: while in music minor scales primarily evoke sadness
and wistfulness, she expands their semantic field by introducing
the symbolism of transcendence, consolation and hope as
articulated through art.

T he minor key in music denotes a tonal scale associated with

This new, reinterpretive framework centred on “minor keys”
opens a space for reflecting on the place and role of art in the
present moment. As grand narratives are increasingly set aside,
attention shifts toward artistic voices operating outside the
mainstream, allowing artists to foreground the visual, meditative
and subjective potential of their practices (Kouoh, 2025).

In her curatorial text (Kouoh, 2025), Kouoh understands art as

an act of peaceful and poetic resistence, one that brings people
together in times of turbulence, misunderstanding and discord,
while creating space for regenerative reflection and hope.

Domus Diasporica, the exhibition project of the Museum of
Contemporary Art of the Republic of Srpska, presents the artistic
practice of Mladen Bundalo within the framework of the Venice
Biennale. This year’s representative of Bosnia and Herzegovina
formulates his artistic expression at the intersection of individual
and collective experiences of migration, opening a space for
contemplation and interpretation of the notions of movement,
home and belonging, and their role in contemporary society.

Grounded in his first-hand experience of life in the diaspora,
Bundalo’s work employs a combined poetic-analytic approach
to exploring diverse socio-political, historical and cultural

K Living Room (strings), work process, 2026 27
} .~ ; . L [lHeBHa coba (cTpyHe), pagHu npouec, 2026.



circumstances (Kari¢, 2017), in order to reveal and illuminate the
nuanced tonalities reflecting the specifics of local contexts that
have shaped his artistic persona. His life and career trajectories
have been marked by migration for over a decade; born in
Prijedor, Bundalo spent his student years in Banja Luka before
moving to Brno, then Mons, eventually settling in Brussels. His
work thus emerges from lived experience, characterised by
continuous movement and resettlement. By intertwining the
phenomena of diaspora and homeland, Bundalo constructs the
conceptual space within which Domus Diasporica is situated.

Echoing Kouoh’s metaphor of minor keys as islands “with
endlessly rich ecosystems, social lives that are articulated, for
better or worse, within much larger political forms and ecological
stakes” (Kouoh, 2025), Domus Diasporica may be understood
as one such island. Bundalo’s creations incorporate narratives
and experiences that often remain at the margins of dominant
political and social discourses. Like islands, these spaces are
not entirely isolated, yet they form distinct worlds - “intimate
and convivial universes that refresh and sustain even in terrible
times” (Kouoh, 2025).

RHIZOMATIC STRUCTURES OF DIASPORA

The term diaspora derives from the ancient Greek diaspeird,
meaning to disperse, to sow throughout (Vertovec, 20086, p.
5). In line with its etymology and meaning in the context of
migrations, it refers to ethnic groups sharing a place of origin
who are dispersed globally as a result of voluntary or forced
migration.

As the socio-political conditions shaping this phenomenon
grow increasingly complex and its relevance in research
intensifies, the semantic field of the term diaspora continues
to expand. This indicates that this concept, understood as a
social formation, reveals recurring patterns in the relationships
between the place, origin and area or territory of settlement of
the diaspora.

28

The diaspora may also be examined through the concept of
the rhizome (Deleuze & Guattari, 1987, pp. 3-25),! a complex
structure that functions as a site where multiple trajectories
(strings?), composed of diverse experiences, intersect and
diverge. Simultaneously, the rhizome is a mode of positioning or
placement that surpasses the notion of rootedness and stable
structure or origin.

According to Deleuze and Guattari (1987, p. 9), “A rhizome
may be broken, shattered at a given spot, but it will start up
again on one of its old lines, or on new lines.” In Bundalo’s work,
such ruptures may be understood as knots,® temporary points
of grounding that signify home. Yet these knots continually
loosen and reform, generating new rhizomatic configurations.
A series of knots constituting a rhizome becomes a symbolic
articulation of the idea of “multiplicity of homes,” which lies
at the conceptual core of Domus Diasporica. The hypothesis
that multiple homes may be found and exist is inherently
layered, and it is through it that Bundalo explores the diasporic
condition. Home, in his work, is not merely a physical location
but also a role from a historical perspective and a meaning
in the context of diasporic experience. According to Bundalo,
home or house is the place where our sense of belonging
consolidates, where experiences accumulate and lastly, where
life generally unfolds.

' The term rhizome was first introduced by the French philosopher Gilles
Deleuze and psychoanalyst Félix Guattari, borrowing it from botany, where it
refers to an underground stem or root that produces multiple shoots and grows
in different directions. In a theoretical sense, Deleuze and Guattari use the con-
cept to describe a grid-like, non-hierarchical structure in which any point can
connect to any other, without a single centre or point of origin.

2 Bundalo borrows the concept of strings from theoretical physics, specifically
from string theory, which posits that the universe is composed of miniscule
vibrating strings of energy. In the context of his art, these strings represent the
various trajectories along which we move thoughout our lives, each generating
distinct experiences for the individual.

3 The concept of the knot has its grounding in mathematics, more precisely in
knot theory. Bundalo adopts this idea to visually articulate the complex amal-
gams of experiences that accumulate over time as we move across different
spaces.
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Bundalo’s work is firmly rooted in personal experience;
however, his explorations have shaped him into an artist adept
at identifying and engaging with questions of migration and
belonging, particularly within the context of economic and non-
violent migrations (Hosi¢, 2024, p. 135).

The phenomenon of diaspora, that is, of an emigrating
population, constitutes a significant aspect of Bosnian-
Herzegovinian society. The dissolution of socialist Yugoslavia
and the ensuing war and devastation led to the formation of new
states and new collective identities grounded in narratives of
ethnic homogeneity. Although emigration existed in Bosnia and
Herzegovina prior to the 1990s, the war intensified it, dispersing
populations across multiple geographies (Cigi¢, 2019, p. 17-18).
It is estimated that more than two million people were displaced
as a direct consequence of the war, over one million of whom
emigrated abroad (Halilovi¢, 2011, p. 65).

Migration continued under altered conditions and semantic
frameworks after Bosnia and Herzegovina was established as
an independent state (Cigi¢, 2019, pp. 17-18). The post-war
transition and the signing of the Dayton Peace Agreement
meant the establishment of a new social order. However, the
economic and political reconstruction and rehabilitation of the
state and society proved ineffective in the long term. While
leaving one’s country of origin does not necessarily preclude the
possibility of return, migration remains an inextricable element
of contemporary Bosnian-Herzegovinian reality.

Precise figures are difficult to determine —the last census was
conducted in 2013 (Ci&i¢, 2019, p. 17); still, research conducted
in the last decade indicates a profound societal impact. One
study estimates that around two million people originating from
Bosnia and Herzegovina currently live abroad (Ci¢i¢, 2019, p. 18).
Data from the Demographic Institute of the Austrian Academy
of Sciences indicate that between 1990 and 2017, Bosnia and
Herzegovina experienced the highest population loss in Europe,
at 22%, with migration as the primary cause of both population
increase and decline (Cigi¢, 2019, p. 21). While the drivers of

30 Meta-Documents, booklets/passports, 2026
MeTa-gokymeHTa, Kkbxue/nacowm, 2026.



migration are multiple and complex, research shows that the
principal ones remain economic and political — unemployment,
corruption and living standards (Cigi¢, 2019, p. 53).

Thus for people in Bosnia and Herzegovina, whether as
direct or indirect participants in the process, life between “here”
and “there” has become a defining condition (Lems, 2018, pp.
1-27). International migration has become a lived norm, often
reflected in the widely held observation, based on experience
rather than on empirical research, that nearly every family has
a member living abroad.

MLADEN BUNDALO’S DIASPORIC HOME

Starting from personal experience and the need to articulate
it and make sense of it, Bundalo connects a range of themes
through migration as their common denominator. His work
demonstrates that in the context of diaspora, homeland
remains persistently present, and that life built in the meantime
in an interstitial space along the continuum between “here” and
“there” is what shapes perceptions, as well as one’s relationship
toward the world and their place in it. It is the relationship to
displacement that arouses Bundalo’s interest and shapes his
artistic practice, as well as his poetics of understanding and
interpreting both individual and collective diasporic experience.

Domus Diasporica emerges as a thematic exploration of
Bosnian-Herzegovinian society, a reflection that is clearly
inscribed within it. However, given the ubiquity of migration in
the wider context, Bundalo’s work also enters into dialogue with
global society at large and its current condition.

An aspect not to be disregarded in the context of exhibiting
at the Venice Biennale is the venue where the Pavilion of Bosnia
and Herzegovinais staged —Palazzo Malipiero. This Renaissance
edifice constitutes a hybrid venue, comprising several premises
or apartments that function as exhibition spaces for different
national pavilions during the Biennale and as living quarters at
other times. Thus, the exhibition is staged in a space that serves

32

a dual purpose, residential and exhibitionary, a circumstance
that has clearly enriched the concept of “home in the diaspora.”

The space of Domus Diasporica operates as a framework for
experimenting with the idea of creating a home and using it to
reconcile our happiness with the world (Coccia, 2023, section
“Moving”). The exhibition concept evokes the atmosphere of
home, provoking a sense of familiarity and security. However,
as one encounters the works, home also transforms into a
space of contemplation, possessing the power to challenge
and problematize one’s relationship to homeland, displacement,
belonging, identity fluidity and the semantic frameworks
through which we define our connection to home.

Home, thus, is not a static ensemble or series of premises,
but an intimate domain where emotions, habits and experience
converge — a space in which we construct our relationship to
the world and envision the possibility of happiness (Coccia,
2023, section “Introduction: Home Beyond the City”).

ACTI

The exhibition unfolds dramaturgically in three acts. The first
act, the central exhibition zone, is an in situ installation titled
The Living Room. The work transparently gestures toward the
idea of domestication of space through everyday objects such
as a dining table, chairs and rugs, which themselves symbolise
“household items.”

The dining table “invites” visitors to sit and “inhabit” their
own moving house, marking the starting point in the symbolic
process of constructing a home (Coccia, 2023, section
“Moving”). Interaction around the dining table includes yet
another kind of “household object” —photo albums that function
as an archive of diasporic homes. These albums contain
images of living rooms belonging to individuals dispersed
around the globe, united by their shared diasporic condition.*

4 In this particular case, the concept of homeland refers to Bosnia and Herze-
govina, Serbia, and Croatia.
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Living Room, sketch, 2026
[lHeBHa coba, ckuua, 2026.

At a symbolic level, this photo archive reflects diversity in
choice, taste, creation, relations and dwelling (Coccia, 2023,
section “Moving”). More broadly, the photographs can be seen
as documenting the fates and circumstances of individuals of
different ages, experiences, qualifications and occupations,
who symbolically encounter one another and connect through
the shared experience of life away from homeland. For this
reason, these albums operate as open systems which,
albeit fragmentary, generate meaning through interaction
with viewers who, seated at the table, are given open and
unrestricted access (Foster, 2004, pp. 4-5.)

The visual centrepiece of The Living Room is a rug,
transformed through Bundalo’s intervention into a symbolic
terrain of diaspora. The artist selected rugs, then split and
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recombined them into a new whole, symbolically dividing
them into inhabited and uninhabited domains. The acts of
cutting, fragmentation and reassembly evoke processes of
“deterritorialisation and reterritorialisation,” of pulling oneself
away from the centre and returning to it (Deleuze & Guattari,
1987, p. 10), where fragmentation is not the final outcome. Two
of the rugs symbolise homeland - inhabited terrain, places
whose meaning is shaped by identity, memory, interpersonal
relations and lived experience (Augé, 1995, p. 52). The other
two serve as a counterpoint to homeland as a locus - a sort of
non-place, uninhabited (Augé, 1995, pp. 75-116) and yet to be
discovered. As such, it is unfounded and ushers in anonymity,
but it also suggests a new beginning, as with any displacement.

The homeland rugs are oriental, multi-coloured and richly
decorated, visually signifying the difference from the space
of diaspora. While homeland is represented through patterned
rugs, overseas is signified by simple, monochrome IKEA rugs.
The selection of products manufactured by IKEA, a major global
furniture company dominating Western markets, alludes to the
trajectories of our diaspora. This choice can also be interpreted
within the framework of globalisation, where personal spaces
risk falling into uniformity due to the dominance of a single style.

The new rug, a hybrid space coalescing the experiences
of “here and there,” of belonging and displacement, becomes
the source structure for a network of strings mapped across
the side walls of the room. Bundalo borrows the idea of strings
from theoretical physics, specifically from string theory, which
posits that the universe is composed of minute vibrating strings
of energy (Green, 1999, pp. 11-14). Translating this theory into
an art context, he reimagines individual life trajectories as
interconnected lines shaped by experience.

Adjacent to the strings connected to the rug are boxes
detailing each of the artist's specific itineraries. Each string
is accompanied by a text reflecting the artist’s internal states
during travel, grounding abstraction in lived experience. These
lines function as rhizomatic structures: they spread out, exiting

Living Room (text box), 2026
[HeBHa coba (kyTuja ca TekcTom), 2026.
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A sound installation further animates The Living Room,
evoking the atmosphere of home through the sounds of objects,
people interacting with them, and simulations of constructing
and inhabiting a home.

Bundalo consistently incorporates short texts or statements
in his art. His interest in exploring and contextualising the
experience of migration within broader historical, social, political
and economic frameworks takes the form of a number of texts
scattered throughout the venue. These texts appear in small
booklets whose design is reminiscent of passports,’ reinforcing
associations with travel, relocation and departure.

The statements accompanying Domus Diasporica and
Incantatio Diasporae, laser engravings on curtains, are poetic
contemplations of home, serving as yet another framework for
Bundalo’s exploration of the complexities of diasporic life.

Our home is not just a protective shell in which we dream
safely. Itis a place of uncalculated togetherness, of shared
human experience. Our home, an incomprehensible
complexity of diasporic life, a form of witchcraft aimed at
dispelling the oppressive politics of integration, economic
abuse, cultural hypocrisies, and at reversing the entropy
of distance.®

Domus Diasporica / Incantatio Diasporae, Artistic texts
engraved on curtains, technical preparation 2026

Domus Diasporica / Incantatio Diasporae, yMjeTHUYKN TEKCTOBU
rpaBupaHu Ha 3aBjece, TeXHUYKa npunpema, 2026.

This quotation illustrates the idea of home as a stronghold, a
space of belonging and togetherness — two universal categories
that allow us to transcend differences and overcome distance.

the stability domain of the source structure, with unpredictability,
deterritorialisation and reterritorialisation aligning with the
concept of the rhizomatic makeup of our world (Deleuze &
Guattari, 1987, pp. 3-25). Bundalo uses the strings to visually
represent his work on the project: the strings and accompanying
texts, marking resting points along the Brussels—Banja Luka—
Venice itinerary, form a direct link to the preparations for the
Pavilion of Bosnia and Herzegovina at this year’s Biennale.
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The work Knots is a visual conceptualisation of movement
and belonging. Inspired by the mathematical theory of knots,
Bundalo interprets the knot motif as a typology of space, a
hybrid of different experiences that forms along the trajectory
between “here” and “there.”

5 Personal documents function as so-called domicile items, objects typically
found within the enclosure of the home.

8 Excerpt from the Domus Diasporica statement.

39



ACTII

Domiton, screened in the adjacent room, is a documentary
account of dwelling told from a historical perspective. The
frames depict sites across Serbia and Bosnia, presenting houses
that reflect a diversity of experiences, choices and tastes. For
the artist, the term domiton describes an invisible particle of
a force that underlies the attraction between people and their
homes, a hypothesis aimed at explaining the unbreakable bond
linking individuals to the spaces they inhabit.

Thestorylineof Domitonexploresthe continuity ofinhabitation,
reflecting the idea that “the essence of the notion of home is
inherent to any inhabited space” (Bachelard, 2005, p. 5). By
situating his explorations within a broader temporal framework,
Bundalo establishes a relationship to both temporality and
situatedness, highlighting their role in shaping identity (Smith,
2019, p. 199). The documentary examines the conditions and
decisions that led to the formation of early settlements and the
creation of first permanent homes. It recounts how prehistoric
communities settled and built dwellings, offering a broader
reflection on home as humanity’s earliest universe, shelter and
asylum (Bachelard, 2005, pp. 6-7).

By filming a Neolithic archaeological site, Bundalo creates a
poetic contemplation of the idea of home in his own distinctive
manner. He proposes the hypothesis that the concept of
home is fluid, with constant change as its only stable aspect.
As humanity’s first universe and necessity, home comprises
endless strategies and processes that recur across cycles of
construction, collection, remembrance, moving and forgetting.
This conceptualisation of home supports the idea that no home
exists in itself; the only enduring reality is the ongoing process
of making a home (Coccia, 2023, section “Moving”). Living,
demolishing, constructing.’

7 “They live, they demolish, they build.” This is how Dragan Jovanovi¢, an ar-
chaeologist working at the Lepenski Vir archaelogical site and the documenta-
ry’s protagonist, describes the construction and scale of Vin¢a homes.
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Domiton (detail), film still, 2026
Domiton (peTarb), kagap 13 ¢unma, 2026.

Scenes of the VinCa-Belo Brdo archaeological site,
combined with an archaeologist showing the different strata,
explaining the construction phases and describing prehistoric
dwelling, raise questions about how today’s global and local
construction practices — and their underlying logic — will be
perceived thousands of years from now. Are settlements
featuring unfinished yet inhabited houses alongside finished
but uninhabited ones, so typical of Bosnia and Herzegovina, a
kind of archaeology of the future?
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ACTII

We attain to dwelling, so it seems, only by means of
building. The latter, building, has the former, dwelling, as
its goal (Heidegger, 1971, p. 143)

In Act Il of the exhibition, the artist becomes the subject
of his own explorations, with his experience presented through
the film and the in situ installation titled Rue du Broeck 30, 1070
Anderlecht. The space transforms into a scene that evokes the
process of building and making a home.

The decision to place his “knot” in Brussels led Bundalo to
construct his own home, mapping yet another diasporic point
along the “here and there” continuum. Uncertainty and fear
coexist with courage and daring, jointly accompanying the
challenging process of creating a home. Bundalo documented
this process in the form of a documentary depicting a series
of choices and steps that culminate in the creation of his

special place — home as the expression of one’s private world. Rue du Broeck 30, 1070 Anderlecht (House Roofing)
pecial pla a p priva VHS footage video still (1990), 2025

It presenjcs the building of a house as plrthlng a new knot in the Rue du Broeck 30, 1070 Anderlecht (Mokpusatwe kyhe),
rhizomatic network constituting the diaspora. kapap u3s BXC supea (1990), 2025.

The documentary presenting the construction of Bundalo’s
Brussels home is juxtaposed with family footage from the late
1980s, which shows the building of the artist's family home in
Prijedor, Bosnia and Herzegovina. In this way, “here and there” are
directly connected within the framework of family continuity while
also linking homeland and diaspora. The footage of Bundalo’s
family house highlights the importance of home in collective
consciousness: it depicts the almost ritualistic feast held upon
topping out or completing the roof,8 a tradition that typically
gathers a large number of people. This custom, well known in
Bosnia and Herzegovina, celebrates acts of self-domestication
and the domestication of the world, the creation of a place to
which one can always return (Coccia, 2023, section “Moving”).

8 Topping out marks the completion of the roof, traditionally understood as the
final phase of construction. It enables the family to move in and begin inhabiting
the house.
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A curious fact about Bundalo’s family home, which he grew
up in and where his parents still live, is that it remains unfinished.
Although it has a roof, construction was never fully completed.
On that note — can a house ever truly be finished?

Domiton takes us through Bosnia and Herzegovina’'s
landscape, revealing houses — many of them unfinished -
whose spatial organisation reflects the idea of the extended
family home, with multi-decade, multi-generational living as an
expression of the enduring belief in the continuity of family life
(Kuvag, 2025, p. 96). The case of the Bundalo family, however,
reveals a rupture within this model. Moreover, the demographic
picture suggests that the number of household members does
not always correspond to the size of the house (Kuvac, 2025,
p. 96).
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Regardless of starting points, patterns or models of
construction, these experiences underscore the importance of
finding one’s own space, a sense of home that forms “the basis
for, or the illusion of, stability” (Bachelard, 2005, p. 17), even
when such stability is produced through the discontinuity of
one’s place of residence.

EPILOGUE: ARRIVALS - DEPARTURES

Visits and rediscovering loved ones and the homeland
finish with leaving the quotidian behind and stepping onto
the ground where something more important happens —
the farewell act is performed.® (Bundalo, 2023, p. 136)

At the core of every departure — and of life in the diaspora
— there is a farewell. We leave behind the rhizomatic structure
composed of family, friends, the family home and the homeland.
Yet this very rupture opens up the possibility of discovering a
new, diasporic rhizomatic network, within which we form knots
and build nodal intersections between ourselves and new
places, people, relationships and experiences.

The series of photographs titled Every Time You Leave, You
Are Born Again documents the ritual of spilling water, a practice
performed when someone departs from home to wish them a
safe and auspicious journey.

In this context, the person performing the ritualised
practice is Bundalo’s grandmother Rada, who spills water after
him each time he leaves Prijedor to return to his new home in
Brussels. This act transforms the farewell into a performance
through which those involved confront and move beyond the
discomfort and fear of parting (Bundalo, 2023, pp. 134-158).
The act of spilling water renders departure a liminal state
(Turner, 1977, pp. 95-96), a transitional space in which social
rules and norms are temporarily suspended. Although the
practice is repeated with each departure, every instance of

¢ Translation by Svetlana Miti¢
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leaving home reactivates the ritual, making participants aware
of the processes of separation, transition (liminality) and
reintegration (Turner, 1977, p. 94). As Bundalo leaves, he steps
outside the social structure of his parental home; liminality
entails the loss of his familial social status and identity
framework, placing him in a state of being “neither here nor
there.” The completion of this ritualised transition, symbolised
by the spilling of water and the act of departure, enables him
to reconstruct his identity and integrate into the new social
contexts that await him in the diaspora.

Bundalo first began photographing the departure ritual in
2019. Since then, his grandmother has been present every time,
co-choreographing this distinctive ritual with him. Through the
documentation of these moments, Bundalo transforms the act
of farewell and departure into an artistic performance (Groys,
2006, p. 9).

Spilling water embodies the belief that departure will bring
good fortune and well-being. It expresses the hope that those
leaving will “land on their feet” in a realm of the unknown
and uncertainty. Each move carries a measure of fear, for
changing one’s surroundings, even when the dislocation is not
radical, requires stepping beyond the familiar, letting go and
surrendering to the layered currents in which we weave our own
strings and knots, our distinctive rhizomatic structures.

As [ travel, imagination becomes obligatory. This is a space
of rummaging and anticipation, dilemma, fear, longing,
hope. A gentle slumber of belonging nowhere, neither
there nor here. ... My homeland has taken up residence in
the diaspora. The diaspora has taken up residence in my
homeland. Departure was meant to be temporary, but it
has become infinite, metaphysical — aborted, cancelled,
postponed, abandoned. (Bundalo, 2023, p. 173)

The “tonal scale” of Domus Diasporica is “minor,” emerging
from the relationship between homeland and diaspora, between

'© Translation by Svetlana Miti¢
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the sense of home and the physical space we inhabit, between
departures and arrivals, acceptance and belonging. Mladen
Bundalo began his artistic exploration through an intricate
dialogue with the context of contemporary migrations, which
grew in complexity as it moved from the intimate to the collective,
transforming this project into a universal space of belonging. The
fluidity and dichotomy of these phenomena created room for
critical reflection and invited consideration of the “multiplicity of
home” as both a legitimate condition and a way of life — a kind of
indomitable fate of the vast region of the former Yugoslavia.

The decision by the Museum of Contemporary Art of the
Republic of Srpska, in collaboration with Mladen Bundalo, to
present Domus Diasporica at the 61 International Art Exhibition
at the 2026 Venice Biennale testifies to a clear awareness of
the relationship between diaspora and homeland.

In Minor Keys invites visitors to step beyond their comfort
zones; it urges them “to meditate, dream, revel, reflect, and
commune in realms where time is not corporate property nor
at the mercy of relentlessly accelerated productivity (Kouoh,
2025). In a contemporary world collapsing into paradox, where
progress is repeatedly replaced by degradation, transparency
by darkness and certainty by uncertainty, one is compelled
to ask how we might respond. Can it be shaped, guided,
made meaningful, or refined? Perhaps the concept of “minor
keys” offers an answer — strengthening and giving voice to
art, imagination and expansive spaces that are often quiet or
inaudible, yet which can open new pathways for experience,
perception and connection to the world around us.

The multitude of strings and knots in Domus Diasporica
reflects the multiplicity of experience, dissolving the boundaries
between the local and the global. In doing so, the artistic realm
generates a synergy of universal notions of home, challenging
and transcending political borders.

Should Domus Diasporica realize its potential as a
universal space of belonging, perhaps one way to withstand

Every Time You Leave, You Are Born Again (detail), 47
photographs series, 2026

CBaku nyT Kaj ofeLl, NOHOBO ce pahalu (peTam),

cepuja poTtorpaduja, 2026.




the turbulences of our time is to seek out home, belonging
and those that encourage us to broaden our horizons and
perceive the layered complexity of our epoch. If we succeed
in accomplishing this and finding this strength through art, it
may become a small collective triumph, a step toward creating
a better, more beautiful and nobler home that we can all share
and call our own.
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BMLUEAOMHOCTM

Ucugopa ;KuskoBuh



» AONJACIIOPA Y MOJICKOM KJbYYY

» ‘ OJICKM KJby4 jecTe TOHCKa CKasa CjeTHUX U TyrarbMBux Menoguja
' Koje eBouMpajy MHTUMHA CTakba U MenaHxoIM4yHy atMmocdepy.

yMjeTHOCTK BeHeuujaHckor bujeHana 2026. rognHe Kojo Kyo

CBOjy TemMaTCKy KOHLenuujy rpagu y carnacjy ca ,MOJSICKUM

. Py ToHanuTeToM" Aajyhu HasMB U3N0XOU Y MOJICKMM Kiby4yeBuMa.
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ByHoanoB paf, yKopujereH Yy BNacTUTOM UCKYCTBY >XMBOTa
y Aujacnopu, nOeTCKOo-aHaNUTUYKUM MPUCTYNOM CMO3Haju
PasnnMunUTUX LPYLUTBEHO-MONUTUYKNX, UICTOPUJCKUX U KYNTYPHUX
okonHocTK (Kari¢, 2017) ucTpaxyje U aHannsmpa HujaHcMpaHe
TOHanUTETE KOjN CHaXKHO pedneKkTyjy cneundruyHoOCTM NOKanHNX
TOKOBa Y KOjMa ce HeroBa yMjeTHMYKa NMYHOCT dopmmpana.
XXnBoTHa 1 KapujepHa nyTarba My je Beh Bulle of AeleHuje
BesaHa 3a peHoMeH murpauunja — poheH y lNpujegopy, roanHe
CTyamparea nposoan y baranyum HakoH yera ognasu y bpHo,
3aTnuM MoHCc, fla 61 ce HanocsbeTKy ckpacuo y bpuceny. Hberosa
YMJETHOCT Ce TaKO TeMeSbWU Ha BNAaCTUTOM MCKYCTBY MPOTKaHOM
YyecTUM U3MjellTaHkeM U MPOMjeHaMa pPasfiMunuTUX cpeamHa.
Mpennuhyhu dpeHoMeHe gunjacrnope 1 AoMoBuHe byHaano kpenpa
NPOCTOP Y KOju cMjelTa npojekat Domus Diasporica.

HapoBesyjyhu ce Ha MeTadpopy 0 MOJICKUM Kiby4YeBMMa Kao
OCTpBMMa ,ca beckpajHo boraTum eKkocucTeMnMa, ApyLUTBEHUM
XXMBOTUMA KOjU ce, Ny [o6pun 1y 31y, 061KKYjy yHyTap MHOMo
LWMPUX NONUTUYKUX GOPMU 1 ekonowwKkumx ynora“ (Kouoh, 2025)
npojekat Domus Diasporica MOXeMO TYMauyuTW Kao jegHo of
HUX. YHyTap KpenpaHor, MnageH byHaano cakynsba HapaTuBe
W WUCKYCTBa KOjU HepujeTKO 6MBajy OCTaB/beHW Ha MapruHu
OOMUWHAHTHUX OPYLWTBEHUX M MOAUTUYKUX TOKoBa. lNpempaa
OCTpBa HUCY Yy MOTMYHOCTW M30SI0BaHa, OHa, Nak, jecy HeKwu
Apyraymjn CBjeTOBW — CBJETOBU ,MHTUMHUX U OPYXerbyOusmx
YHUBEP3YMa KOjU OCBjeXaBajy 1 ogpyaBajy Yak 1y CTpallHUM
BpemMeHunma"? (Kouoh, 2025).

PU3OMCKA MPEXXA ANJACIIOPE

Mojam Awnjacnopa nopujekno BOAM Of, CTaporpyke pujedn
diasperio WTO O3HayaBa pacunare, Chjame ca jefHor Kpaja
Ha gpyru (Vertovec, 2006, cTp. 5). Bogehu ce eTMonorujom
pujeun Te HEeHUM 3HaUYereM Yy KOHTEKCTY Murpauuja, nojam

'MpeBog ayTopke
2 MpeBoOA ayToOpKe
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3HaYerKM MAEHTUDUKYjeMO ca eTHUYKMM FpynamMa 3ajegHnyYKor
MjecTa nopwujekna, Koje cy rnobasHo pacyTe ycrbep, NMPUCuHux
N 0OBPOBOILHUX MUrpaLyja.

YcnoxrbaBarbe APYLUTBEHO-MOMUTUYKUX OKOJSTHOCTM KOje
obyxBaTajy oBaj GpeHOMeH Kao W cBe Beha MPUCYTHOCT W
Basiopu3aumja y Hay4yHO-UCTpaXKMBayKoM Mosby AOBENN Cy A0
eBonyLnje oOMeHa 1 3Hauyera nojMa gujacnope. To HaM ykasyje
Ja KOoHuenuuja gujacrnope Kao ApYyLITBEHE rpyne npegovasa
ofpeheHe peneTatuBHe obpacLe MehycobHMX ogHOCa MjecTa,
nopujekna n TepuTopuje Ha Kojoj Cy 3aTeyeHu.

[Ovjacnopy, Takohe, MOXeMO TyMauuTn Kopuctehu
KoHuenuujy n pusoma® (Deleuze i Guattari, 2013, cTp. 9-36),
OAHOCHO MHOIFOCTPYKe CTPYKTYpPE KPO3 KOjy Ce, y OBOM Ciy4ajy,
lWwMpe W crnajajy MHOrobpojHe nyTarbe (CTpyHe*) WCTKaHe
Of HajpasnMunTujux uckyctasa. Pusom je, yjeaHO, M HauuH
Nno3nLMOHNParba KOjU MpeBas3unasn uaejy ykopujereHe u
CTabunHe CTpyKType.

Pusom je moryhe cioMutu, pasbutmn Ha 6UI0 KojeM MjJecTy,
anu oH he yBujek HacTaBuUTK fasbe crnjefehu Heky of CBOjUX
NMHuja nnn Heke apyre nnHuje (Deleuze i Guattari, 2013, cTp. 16).

Cnamarbe pusomMa, y cnydajy MnageHabyHgana, Tymadnhemo
Kao YBOp®, NOBpeMEeHa yTeMesbera Koja NpeAcTaB/bajy LOMOBeE.

3 PusoMm je nojam koju yBope o¢paHuyckun ¢onosod Xun [enes wu
ncuxoaHanutuyap ®enukc laTap, npeyseT u3 6oTaHWKe rAaje O3HayaBa
nof3eMHo cTabno Koje ce WMpK Yy pasnMynutuM npasuMMa U U3 Kojer Ha
BYLLE MjecTa MOry u3pacTaT¥ pasnnynTu M3gaHuun. Y TeopujcKoOM cMuchy,
[enes n MaTapu ra KopucTe Kako 61 O3HaUYUNN MpexacTy, Hexujepapxujcky
CTPYKTYPY Y KOjOj CBaka Tayka MOXe 6UTK noBesaHa ca 6uno KojoM Apyrom,
6€3 jeJMHCTBEHOr LeHTpa Un noyeTka.

4 Mpejy cTpyHa byHpano je nmpoHawao y Teopujckoj dusunum, Tj. y Teopujn
CTpyHa Koja npeTnocTaB/ba fa Ce YHUBEP3YM CacTOju oOf CUTHUX,
BMbpupajyhnx cTpyHa eHepruje. Y KOHTEKCTY Hoe€roBe YMjeTHOCTU CTpyHe
npeacTaB/bajy pasnmynte nyTame Koje npenasMmo TOKOM XMUBOTa M Koje 3a
CBaKor MojeAynHLa HoCce HeKa XXMBOTHa UCKYCTBa.

5 KoHuenuwuja 4yBopa MMa ynopuwTte y MaTemMaTuuu, OLHOCHO Yy Teopwuju
yBopoBa. byHaano npeysvma naejy Ysopa Kako 6u BM3yenHo onucao crnojese
NCKyCTaBa 1 [OXUBIbaja KOju ce CKymnsbajy TOKOM XWMBOTa M Nponiacka Kpo3
pasnuuute npocTtope.

55



MehyTM, 1 4YBOPOBM Ce YBUjeK pallunarbyjy M ogmoTaBajy
ymHehn HoBe pU3oMaTcKe CTPYKTYpe.

Hu3 uBopoBa y OKBUPY pn3omMa cumbosnyka je KoHuenuumja
naeje ,BuefoOMHOCTU” KOjy MnageH byHgoano noctasrba Kao
OKOCHMLY un3noxo6e Domus Diasporica. Teza o mMoryhHocTu
nocTojaka M MNpoHanacka BuWe LOMOBa je BULIECSOjHa, a Y
BE3W Ca HOM aHanmsmpa ce 1N nctpaxyje ¢eHoMeH amjacrnope.
ByHOano nHtepnpeTupa AOM He caMo Kao GU3NYKK NPOCTop,
Hero n Kao yniory y MUCTOPWjCKOj MEPCNEKTMBN U 3HaYeHe Y
KOHTEKCTY Aujacnopckor nckyctaa. [lom nnu kyha, no byHgany,
jecy npocTopu y Kojuma ocTBapyjeMo ocjehaj npunagHocTH,
roMuIaMo MUCKYCTBa WM Ha Kpajy Cy MjecTa Yy Kojuma Jbyau,
YOMLUTEHO PEYEHO, CTaHyjy.

ByHpoanoB pag vMa CHa)aH OC/ioHal, Yy HEeroBOM JIMYHOM
XMBOTY, ann ce WUCTpaXkKMBaykMM MNpoLEecoM npoounucao vy
ayTopa Koju Bpfi0 yCMjelHO AeTeKTyje U agpecupa nuTama
Murpaumnja 1 npunagHocTW, Mpuje CcBera Yy KOHTEKCTY
eKOHOMCKMX U HeHacunHux murpaumja (Hosié, 2024, ctp. 135).

Mutarbe pgujacnope, OOHOCHO oOpfJflasak CTaHOBHMLLTBA
M3 3emM/be, TNPUCYTHa je U BaxHa [OeTepMuHaHTa
bocaHcKoxepueroBaykor gpywTsa. Pacnag couujanucTuyke
Jyrocnaeuje y BpT/IOrY paTHUX pasapakba MNpPousBeEO je
HaCTaHaK HOBMX APXaBHUX 3ajefHMLA Ca HOBOYCMOCTaBI/bEHUM
KONEKTUBHUM  UOEHTUTETMMA YTEME/bEHUM Ha HapaTuBy
eTHNYKE N HaLMOoHaNHe xoMoreHocTu. Mako je, kaga rosopumo
0 TepuTopuj BoCHe 1 XepLeroBrHe, TPEHA MUrpaLuja NoCcTojao
W Npuje oesegeceTux rognHa, paT je MHTEH3UBMPao UCerbaBate
CTaHOBHMLITBA Yy pa3nuuntum npasumma (Cigi¢, 2019, ctp. 17-18).
Y 13MjerbeHNM YCNIOBMMA N 3HAYeHCKMM OKBMPUMa MUrpauuje
Cy Ce HacTaBW/le M HAKOH YCMOCTaB/barba APXKaBHE 3ajefHuue
BocHe u XepuerosuHe (Cigi¢, 2019, cTp. 17-18).

_ Mpoujerbyje ce Aa je, kao AMPeKTHa NocbeauLia paTta, NpPeKo
P N ' ' ; [IBa MWUMOHA JbyAW HanycTUMO CBOje [OMOBE, MpW Yemy je y
e 7 - v MHOCTPaHCTBO eMUrpuparsno npeko MuImnoH rbyau (Halilovic, 2011,
mfjﬁf cTp. 65). Mepuop, TpaH3nLMje Koju je YCAUjeano HakoH paTa W
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noTnMcuBarba MMPOBHOTI criopasymMa y [lejToHy nogpasymnjeao
je nsrpagry HOBOI ApPYLUTBEHOr nopeTka. Mnak, eKoHoOMCKa U1
nonMTUYKa Msrpagka n pexabunuraumja gpXxase u gpyLiTea
OYropoyHO Cy Ce MoKasane HeyuymHKoBUTMMA. Mako opnasak
HY>XXHO He UCKJbyuYyje MOryhHOCT noBpaTKa y 3eMJsby, MUrpaumje
CYy [JaHac HeOABOjMB efleMeHT 6ocaHCKoXxepLeroBaykor
apywTBa. Hemoryhe je nmatn npeumsHy cnvky ctakba dyayhu
Ja ce nocrbefrun nonuc ctaHoBHuwTBa y buX pgecno 2013.
rogune (Cigi¢, 2019, cTp. 17), anu UCTpaxmBar-a peannmsoBaHa y
NPETX04HOj AeLEeHNjU roBope Yy NPUOT Te3M O CHaXXHOM yTuLajy
MUrpaumja y gpywTsy. Je4HO of UCTpaXkmBama npoLjeryje ga 'y
NCESbEHNLUTBY XWBW [Ba MUINOHA ocoba nopujeknom ns bocHe
n XepuerouHe (Cigi¢, 2019, cTp. 18). UHCTUTYT 3a gemorpadujy,
KOju gjenyje npu AycTpujcKoj akageMuju Hayka, U3HUO je nogaTak
da je og 1990. no 2017. roguHe Mefhy eBpONCKUM Ap>xaBama
Hajsehu nonynaunjckm rybutak og, 22 % umana ynpaeo bocHa u
XepueroBumHa, a Kao rnaBHW y3pOK nopacTa 1 naga CTaHOBHULUTBA
ysumajy murpaupje (Cigi¢, 2019, cTp. 21).

Mako cy y3poLu Koju yTU4Yy Ha TpeHa oa/lasaka BULLECTOjHM
N KOMMJIEKCHM, UCTpaXkKMBarba NOKasyjy Aa Cy rfiaBHM pasnosu
€KOHOMCKE 1 MOoNUTUYKE NpUpoae — He3anoCcNeHoCT, Kopynuuja,
xmnBoTHW cTaHaapa (Cici¢, 2019, cTp. 53).

3a cTaHOBHUWTBO bBocHe w© XepuerosuMHe XUBOT Y
MehynpocTopy ,Tamo u oBgaje” (Lems, 2018, cTp. 1-27) Bpno
je nosHaT ¢eHoMeH, 6uno ga cy OUMPEKTHO WMAN UHOUPEKTHO
yKJbYYeHU y iera. MehyHapogHe Murpaumje cy noctane onwre
MjeCTO Hawer gpywTBa. [Npeno3HaT/bUBOCT M MPUCYTHOCT Ce
nokasyje No3HaTOM Te30M KOja je 3aCHOBaHa BULLE Ha UCKYCTBY
HEero Ha eMnMpujCKOM UCTPa)KnBamy, a TO je Aa FrOTOBO CBaka
nopoauua, KoNokKBMjasiHO PeYEeHo, ,MMa HeKor BaHK",

ANJACNMOPCKN AOM MNNAJEHA BYHOAJA

Monasehu ofi MHOANBUAYANHOT UCKYCTBa U HEOMXOAHOCTM A3
ra nojacHu, Te fa My 4a cmucao, byHaano noeesyje pasnuuute
TeMe ca 3ajeJHNYKNM MeHnTe beM GeHoMeHa MUrpaLmja.
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Hberoe cnyyaj nokasyje fa je U Yy KOHTEKCTY Awnjacrnope
NPOCTOP AOMOBUHE HEN3BjEXHO MPUCYTaH, a XXMBOT GopMUpaH
y MehyBpeMeHy 1 MehynpocTopy, Ha penauuju ,0BAje n Tamo",
Kpevpa nepuenuujy u ogHoca npemMa CBWjeTYy U BRIacTUTO]
nosuumju y wemy. OgHOC npema nosuuunjy MU3MjeTeHOCTH
WHWUMpa ByHaanoBa MHTepecoBakba M YMjETHUYKY Mpakcy Te
NnoeTMKy pasymMuvjeBarba M TyMayewa Kako WHAMBUAYanHoOr
Tako M KONIEKTMBHOI UCKYCTBa Aujacnope.

36or Tora npojekat Domus Diasporica TeMaTCKu UcTpaxyje
N CHaXHO ce pednekTyje Ha 6OCaHCKOXepL,EeroBayko ApyLITBO.
Mnak, ysumajyhu y 063up aKTyenHoCcT murpauuja y LWnpem
KOHTEKCTy byHOanoBu pagoBu KOMyHULMPajy UCTOBPEMEHO ca
rno6anHUM ApYLITBEHUM CTaHEM.

HesaHemap/bmBa 4UMHbEHULA Y KOHTEKCTY TMOCTaBKe Ha
BujeHany y BeHeumnjn jecte msnoxoéeHn npoctop — laBu/boH
BocHe un XepueroBmHe cMmjelwTeH Yy peHecaHcHy [lanaTty
Manununjepo.. OHa je CBOjeBpCTaH XMbpuaHM NPOCTOP Koju ce
CacToju 13 BMLUE NPOCTOpPMja/CTaHOBa KOju Ce ca jeHe CTpaHe
KOpUCTE Kao N3N0XO6EHN NPOCTOPU HaLMOHANHNX NaBU/bOHA Y
TOKY Tpajarba bujeHana, a ca gpyre ce Mory KoOpucTuTu u Kao
NPOCTOPM 3a CTaHoBakba. [lakne, nanoxoba je mocTaB/beHa Y
NPOCTOP KOju MMa ABOjaKy HaMjeHy — CTaMbBeHy N N3N0oX6eHY,
LITO je OKOJIHOCT Koja je rnorofoBana KoHLUenTy , Anjacrnopckor
noma“. Tlpoctop Domus Diasporica ¢yHKUNOHULWE Kao
OKBMp 3a eKCNepuMeHTUCare ca WAejoM CTBapama [oMa
N MNOKylaja fga Kpos3 Hera NOMMPMMO BNacTuty cpehy ca
ceujetoM (Coccia, section ,Moving”, 2023). KoHuneuuja
n3noxo6eHe NocTaBKe KOHCTpyulie aTMocdepy AoMa Te npyKa
ocjehaj npenosHaBakba U CUIYPHOCTWU, ann CyO4YaBarEM ca
pagoBMMa 4OM MocTaje 1 NPOCTOP KOHTEMMalunje ca cCHarom
Aa vcnposouupa n npobnematusyje nutarkba ofgHOCa Mnpema
LOMOBVHW, U3M]ELUTEHOCTU, Npunagary, AYNaHOCTU naeHTeTa
N 3HaYeHCKMX OKBMpa NOMONy Kojux GpopmMmpamo CBOj OAHOC
npema gomy.

[JoMm, Npema TOMe, HMje CTaTuyaH CKyn MpocTopuja, Hero
NPOCTOP MHTMME Yy KOjeM ce cycpehy emouuje, WUCKYCTBa,
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HaBWKe, MPOCTOpP Y KOjeM CTBapaMO CBOj OAHOC NpemMa CBUjeTy
N Yy KOjeM MOXeMO ocTBapuTu cBoje mMmjecTto cpehe (Coccia,
section ,Introduction: Home beyond the City"”, 2023).

1 YUH

MocTaBka n3noxbe nMma gpamaTypLlKn NoAnjefbeH HapaTue
y Tp¥ YnHa. MpBK YNH, OOHOCHO LeHTpasiHM NPoCTop n3noxobe,
jecTe nNpoCTOpHa MWHCTanauwnja [HeBHu b6opaBak. OBaj pag
TpaHCMapeHTHO cyrepuve uaejy aomecTtudurKalmnje npocTopa
KopucTehu ce objekTnMa, NonyT Tpnesapujckor ctonam ctonmya
WIn Tenuxa, Koju Hoce cnMbonuky ,KyhHuUX enemeHaTta".

Tpensapuvjckn CcTO ,Mo3mMBa“ nocjeTuoue p[a cjegHy u
npuxesaTe yvyewhe y BAacTuUToj ,cennpbu’, koja y cuMB0InNYKoj
n3rpagtun goma npepctaBiba noyeTHy Tauky (Coccia, section
.Moving“, 2023). MHTepaKuWja 3a CTONIOM YK/bydyje joll jedaH
LKYRHU eneMeHT”, a To cy ¢oTo-anbymMu Koju QGyHKLUOHULLY
Kao CBOjeBpPCTaH apxuB ,Anjacnopckmx gomosa“. Y rbuMa ce
Hanase ¢oTorpaduje OHEBHUX coba pPasNNUUTUX Tbyau, KOju
XXUBE Yy pasiMunTUM KpajeBuMa CBUjeTa, a 3ajefHu4YKa UM je
npunagHocT cBujeTy Aaujacnope.f OBaj poTorpadpckm apxus
Ha CMMOONNYKOM HMBOY WNYCTPYje MHOroCTPYKOCT m36opa,
yKyca, CTBapama, ofHoca W cTaHoBama (Coccia, section
.Moving“, 2023). Ha Buwem HuBOy ¢oTorpaduje ce mory
TYMaynTh Kao apxumBa cygbuHa 1 Npuavka sbyan pasiamumTumx
y3pacTa, UCKyCTaBa, cTeneHa obpasoBara U npodecuja Koje ce
CMMBONYHO cycypehy 1 NoBesyjy Kpo3 3ajeAHNYKO UCKYCTBO
XXMBOTa BaH OOMOBUHe. 360r Tora oBu anbymMmu GyHKLNOHMULLY
Kao OTBOPEHM CUCTEMM KOjWU, Nako GparMeHTapHu, NponsBoae
3HayeHa Yy MHTEpaKLUnju ca OHMMa Koju nMm, cjegajyhu 3a CTo,
no6ujajy oTBopeH 1 cnobogaH npuctyn (Foster, 2004, cTp. 4-5).

BusyenHo [JOMWHaHTaH efneMeHT WHCcTanauwnje JJHeBHa
coba 4nmHM Tenux Koju byHOanoBOM MHTEPBEHLMjOM MOCTaje

¢ Kaga roBopmMmo 0 rnojMy OMOBWHA, y OBOM Ciy4ajy, OH ce 0gHOCK Ha BocHy n
XepuerosuHy, Cpbujy 1 XpBaTcky.
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Living Room, sketch, 2026
[HeBHa coba, ckuua, 2026.

CMMBOMNYKN NpOoCTOp Anjacnope. YMH umjenama M chajakba
MOXe ce TyMauuTu Kao npouec ,AeTeputopujanusauunja u
peTeputopunjannsaumja’, msgBajakba M3 LEHTPa U MOHOBHOT
cnajatba (Deleuze i Guattari, 2013, cTp. 16) npu uemy
dparMeHTauuvja He npeAacTaB/ba KOHayaH ucxopn. MsabpaHa
yeTpu Tenuxa, NogujerbeHa Ha ABuje CUMMOOSINYKE UjenuHe,
HacesbeH M HeHaces/beH NPOCTOp, uujenajy ce n NnoTom cnajajy
Yy HOBY LjenunHy.

[Ba Tenmxa Hoce CcUMOONNKY [OMOBUHE, HacesbeHor
npocTopa, MjecTa uuje Cce 3Hauyerbe rpagn y penaymju
ca wupeHTuTeToM, cjeharbMma, Mehy/byACKMM  OAHOCKMMA,
NPOXMBIbEHUM UCKycTBMMa (Auge, 1995, cTp. 52). MpeocTana
ABa Tenuxa nNpeAcTaB/bajy KOHTPamnyHKT MjecTy AOMOBMHE
- HeHacesbeHo, CBOjeBpcHO ,He-MjecTo” (Auge, 1995, cTp.
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75-116) koje Tek Tpeba 6UTK oTKpMBEHO. OHO je Kao TakBo 6e3
yTemerbemna, Hocu y cebr aHOHUMHOCT, ann HaroBsjeLuTaBa HOBM
noyeTak Koje CBako uaMjellTarke HOCU ca coboM. Ha BusyersnHy
ONCTUHKLUKjY n3Mehy npocTopa AOMOBUHE 1 Aujacnope ykasyjy
OpuvjeHTanHu Tenucu nyHun 60ja M pasHoMKe p[ekopauuje.
OHM Ccy HOCHOUM CUMDBOIMKE [OMOBUHE, [OK je NpocTop
MHOCTpaHCTBa NpeAcTaB/beH jeQHOOOJHUM U jeQHOCTaBHUM
MKEA Tenucuma. N360p MKEA npounssofa, jeaHor of Hajsehux
CBjeTCKMX NponsBohaya HamjewTaja, LOMUHAHTHOT Ha 3anagHoM
TPXULWTY, anyguMpa Ha npasLe KpeTawa Halle pAujacnope.
Takohe, MOXe ce uMTaTu 1 y Kiby4y npoueca rnobanusaumnje y
KojeM 360r goMUHauMje jeaHOr cTuna NMMYHW NpocTopun ynaaajy
y 3aMKy jegHo0b6pasHoCTH.

& /
Gugn il
Fbht

HoBun Tenmx Kao xnbpuaHu NpoCcTop Cchajarba MCKYCTBa ,, TaMo
M oBgje”, Nnpunagarba U U3MjeLITeHOCTH, NOCTaje CTPYKTypa 13
KOje nspacTajy MHOrobpojHe CTpyHe Unje cy nyTare OLpTaHe Ha
604YHMM 3MgoBUMa npocTtopuje. MHcnupauwmjy 3a naejy cTpyHa
ByHOoano npoHanasu y Teopujckoj ¢usuuKM, OLHOCHO Teopwuju
CTpyHa KoOja npeTnocTaB/ba fa Ce YHMBEP3YM CacToju of
CUTHKX, BUBpupajyhmx ctpyHa eHepruje (Green, 1999, ctp. 11—
14). MpeBoaehu 0By TeOPUjy Y YMjETHUUYKN KOHTEKCT ByHaano
CTpyHaMa npefcTaB/ba XXMBOT NojefMHLLA Yy KOjeM CYy OHe Ny Tame
ca NpeAcTaBOM JIMYHUX MCKyCTaBa. Y3 CTpyHe MoBesaHe ca
TENMXoM Hanase ce KyTuje ca NpeLn3Ho 03Ha4YeHnMa nyTarama
JINYHUX KpeTama. CBaky CTPYHY onucyje yMjeTHUKOB TEKCT KOju
OCNnKaBa MHTMMHO CTakbe Ha NyToBaky Aajyhun Ha Takas HaunH
CTPyHaMa WCKYCTBEHy BpujegHocT. CTpyHe Tako TyMayuMmo
Kao pu3oMe jep HMXOBa pPacnpLlUEHOCT, U3fnasak BaH OKBUpPa
cTabunHe CTYKType, HEMpeaBUAMBOCT, AeTeputopujanmsaymja
N peTepuTopujanmnsaumja ce yknanajy y KoHLenunjy pusomaTcke
CTPYKTYpe cBujeTa y kojem xmBuMo (Deleuze i Guattari, 2013,
cTp. 9-36). byHaano cTpyHama akTyenusyje WCKycTBO paga
Ha U3NOXOW — CTPYHE M TEKCTOBU Ca MYyHKTYMUMa KpeTarba
Bpucen-baranyka-BeHeuyja npepfcrtaB/bajy OAUPEKTHY Besy
ca npunpemMama u pagom Ha NasurboHy brnX Ha oBoroaunHeM
BujeHany.

Living Room (tepih, detail), 2026 63
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byHpanosa [lHeBHa coba ynoTnyweHa je 3BYYHOM
MHCTanaunjoM. ATMcodepa [omMa je eBouMpaHa 3BYKOBMMA
npegmeTa, objekaTa, HWUXOBE WHTepakuuje ca JSbyguma, Te
cuMynauuje cTBapama AoMa U CTaHOBaHba Y HeMYy.

dopma KpaTKMX TeKCcToBa WNN CTEjTMEHTa Heo[BOjMB je
Ono byHpanoBor yMjeTHUYKOr u3pasa. WMHTepecoBare 3a
NCTPaXXmBake N KOHTEKCTyanns3oBame WCKYCTBa MUrpauuja
y LWUMPEeM CMeKTPYy WCTOPUjCKUX, OPYWTBEHUX, MOSIUTUUYKMX W
€KOHOMCKMX MpoLeca, BUA/bUBO je MMCatbeM HM3a TEKCTOBa
KOj Cy pacyTu KpO3 MPOCTop M3roxbe. TeKCTOBU ce Hanase
Yy KhbMXNULaMa Koje Cy Au3ajHMpaHe Kao peMUHUCLLeHUMja Ha
nacowe’ WTo A0AaTHO npoayobsbyje acounjaTUBHOCT Ha uaejy
nyToBakba, NpeMjeluTara 1 oanasaka.

CtejtMeHT Domus Diasporica w Incantatio Diasporae,
NlacepcKku rpaBupaHmn Ha 3aBjece, MOeTUYHa Cy KOHTeMMaauwja
OOMa U1 npyXajy jol jefaH okBup byHpanoBor pasymujeBarba
KOMMJ/IEKCHOCTM XMBOTa Aujacnope.

Halu gom Huje Tek Yaypa Koja Hac LWTUTK oK 6e36jegHo
carbamo. OH je MjecTo CrOHTaHoOr 3ajeAHULLTBA,
KOJIEKTUBHOI  UCKYCTBa 4oBje4yaHCcTBa. Haw gowm,
HernojM/buBa KOMIJIEKCHOCT XMBOTa y Aujacriopu, 06/mkK
BjeluTnYapera 4Ymjn je LW/b [a pasopyxa orpecuBHy
MONNTUKY  WHTerpauuja, €eKoHoMcKe  310ynoTpebe,
ABOJINYHOCT KYNType, Te Aa MOHULLITH, 06pHE Haornayke
EeHTPOMNMjCKO AejCTBO Aa/buHe.?

OBaj uuTaT UnycTpyje naejy 4oma Kao ynopuuita, npocropa
npunagaka M 3ajefHULITBA Kao YHMBep3asHUX KaTeropwuja y
KOjuMa cy pasnvke 1 auctaHue npesasuheHe.

7 llnyHa AOKYMEHTa NpeAcTaB/bajy jedaH of T3B. AOMULUAHUX NpeaMeTa, OHUX
KOju ce yobuyajeHo Hanase y MpocTopy AoMa.

8 Our home is not just a protective shell in which we dream safely. It is a place
of uncalculated togetherness, of shared human experience. Our home, an
incomprehensible complexity of diasporic life, a form of witchcraft aimed at
dispelling the oppressive politics of integration, economic abuse, cultural
hypocrisies, and at reversing the entropy of distance

o ctejTmeHTa paga Domus Diasporica (npeBog, CeeTnaHe Mutuh)
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BusyenHa KoHuenTyanusauuja KpeTakwa W npunagama
npeacTaB/beHa je UM pagoM YsopoBs — MHCOMPUCAH
MaTeMaTM4yKOM TeopujoM 4BopoBa, byHOano MoTMB 4Bopa
WHTepnpeTMpa Kao TOMOMOrWjy MpocTopa, CMoj pPasnnynTux
NCKYCTaBa M LOXWBSbaja Koju ce dopmMupajy Ha TpaHcdesanu
KpeTakba M3mehy ,Tamo n osgje”.

Il YYH

[JokymeHTapHn ¢unm Domiton, cMjewTeH Yy cycjegHy
NPOCTOpUjy, HapaTUBHO ynyhyje Ha UCTOPWjCKY MepCrneKkTuBYy
CTaHoBaHba. KagpoBu ocnuvkasajy nokanutete Cpbuje n bocHe
ca npukasuma kyha koje cabupajy pasHOBPCHOCT UCKYyCTaBa,
oAanyka n ykyca. lNojam domiton 3a m-€ra je HeBug/bnBa YecTumLa
cune ca cCHarom npuvBnadera /bygm M OMOBaA, XMNoTesa Koja
Onucyje HepackuguBy Besy AOMOBA U Jbyau.

Hapatme ¢unma wucTpaxyje KOHTUHYUTET CTaHOBama
ca wugejom pa ,CBakm HacesbeH NpocTop y cebu Hocwu
cywTuHy nojma kyhe“ (Baslar, 2005, cTp. 28). CmjewTajyhu
NUCTpaxunBame y LWMPN BPEMEHCKN KOHTEKCT byHaano cteapa
penaunjy npemMa TeMNOPanHOCTU U JIOKANIHOCTU Te HUXOBUM
yTuLajMa Koju Ccy yje4HO U CyLTUHCKa OCHoBa dopMuMpam-a
ngeHtuteTa (Smith, 2019, ctp. 199). MNpegMeT TyMayema jecy
YC/IOBU U OfNlyKe Koje Cy [oBefie [0 CTBapatba Hacesba, Te
nocsrbenyHor cteapara kyha (gomoBa). Hapauuja npukasyje
HauYMH Ha KOju Cy ce Jbyau Yy NpaucTopujckoOM nepuoay
HacesbaBanu M NpaBuaN AOMOBE, YAME Ce Ha LUMPEM MNaHy
npoMULI/ba AOM Kao YOBjeKOB MPBU YHUBEP3YM, YTOUULITE U
cknonuwTe (Baslar, 2005, cTp. 29-30).

Opnasehn y apxeosiolwke crojeBe Heonuta byHpano, Ha
cebn CBOjeCTBEH HAaUMH, KPO3 NOETMYaH HapaTMB KOHTEMMNnpa
naejy poma. AKTyenmsoBaHa je Teza O OGAYMAHOCTM MojMma
4OMa, O CTanHOM MpoLecy npoMjeHe Kao HEeroBoM jefMHOM
CTabunHoM cTarby. Kao npBu yHMBEpP3yM M noTpeba AOM UYMHe
©ecKpajHe cTpaTerunje n NpoLecu Koju ce LMKINYHO NoHaBbajy
— rpagwa, cakynsbare, cjehawe, cenupba, 3abopas. OBO
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Domiton (detail), film still, 2026
Domiton (peTarb), kagap us ¢unma, 2026.

CxBaTakbe UNycTpyje naejy Aa oM He NocToju cam no cebu, Beh
[0a rMocToju U CcTanaH je jeAnHo npoLlec cTBapara goma (Coccia,
section ,Moving", 2023). XXuBjeTu, pyLunTH, rpagmTin.®

Mpukasn apxeonowkor Hanasvwta BuHuya - Beno bppo
W npepaBakbe apxeofiora O CrojeBUMa rpafgwe 1 onucruma
CTaHoBakba Yy NpamcTopujy HaBoAM Hac Ha MuUTake O TOMe
Kako he ce caBpeMeHW OMnwTKn, anu W1 JIoKanHM ofHOC npema
rpagtu nepuunupat xubagamMa rogmMHa HakoH Hac. [a v
cy Ta, 3a BocHy m XepueroesumHy TakKo CBOjCTBEHa, Hacesba

® T[lpoTaroHucta o¢unma apxeonor [paraH JoBaHoBMh, 3anocfieH Ha
apXeOoNOLWKOM HanasuwTy JleneHckn BUP, KOju npukasyje OunMm, rpagmwy u
BeNNYMHy Kyha y BuHum je onucao pujeunma ,xue, pylie, rpage”.
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Ca He3aBpLUEHUM Haces/beHWM W 3aBPLUEHVMM HeHaces/beHUM
Kyhama Heka BpcTa apxeosnoruvje 6yayhHoCcTU?

1 4Y1H

YnHn ce pa cTaHOBambe OCTBapyjemMo camMo MyTem
rpahera. OBoO apyro, rpahere, uMa 3a Un/b OHO MpPBO,
cTaHoBare '° (Heidegger, 1971, cTp. 143).

Y TpeheM UnHy n3noxoe yMjeTHUK nocTaje cybjekT BnacTutor
NUCTpaXKMBrba — HEroBO UCKYCTBO MpuKasaHo je Kpo3 Guam u
NPOCTOPHY MHcTanauujy Rue du Broeck 30, 1070 Anderlecht.
MpocTop ce npeTBapa y cueHorpadunjy Koja esoLmpa npoLec
nsrpagHe 1 cTeapara goma.

Opnyka ga cBoj ,4Bop” ¢opmupa y bpuceny byHpana je
[oBena o cTBapakba Bnactute kyhe u mManupama jow jegHe
Ownjacrnopcke Tauyke Koja ce CTBapa Ha penauuju ,Tamo 1 osaje”.
HensgjecHOCT 1 cTpax NpUCYTHU Cy napanesnHo ca xpabpowhy
N ofBaxHowhy, a 3ajegHUYKMM CHarama npaTe 3axTjeBaH
npouec ctBapakba kyhe. byHgano Taj npouec buibexu y
dopMn foKkyMeHTapHor ¢unma. Tako npukasyje HU3 nsbopa u
recToBa Koju JOBOAE [0 CTBaparba Herosor nocebHor mjecTa
— BNacTUTOr CBUWjeTa KOju AoM npepctarba. OBO Hac HaBoAwu
Ha 3aK/by4YaK ga Yy pM3OMaTCKOj] MpPeXWu KOjy YMHU gujacnopa
narpagra kyhe nocTraje HheHO HOBO YBOPULLITE.

Mpukas wusrpagwe byHpanose kyhe y bpuceny je vy
jykcTanosumumju ca NOpOAUYHUM CHUMKOM, HacTanum Kpajem
ocamgecetmx rogumHa. CHuUMaK npukasyje Kkyhy Kojy je
HeroBa nopoguua mnsrpaguna y Mpujegopy. ,Tamo n opgje” cy
CTaB/beHN Y ANPEKTHY penauujy y NopoaNYHOM KOHTUHYUTETY,
anu cy yjefHo Besa namehy gomMoBuHe 1 anjacrnope. CHMMaK
ByHoanose pofHe Kyhe nokasyje 3Hayaj 4OMa Y KONEKTUBHO]
CBMjeCTM — BMAEO MOKasyje roTOBO PUTyanHy CBETKOBUHY

° MpeBog CeeTnaHe Mutuh

67



L,NOKpnBara Kyhe"", y Kojy je 06UUYHO YKIbYYeH LMPU KPYT Sbyau.
OBaj obuyaj, NpenosHaT/bUB Yy HaLlOj AOMOBMHW, OKYyMN/ba /byae
y NpoCnaBn YnMHa ayToaoMecTudukaumje n goMectudukaymje
CBWjeTa, cTBapakba MjecTa KojeM ce YBUjeK MOXeMo BpahaTtu
(Coccia, section ,Moving”, 2023). 3aHUM/bMBOCT MOPOAUNYHE
Kyhe, y KOjoj je ogpacTao M Yy KOjoj U JaHac >XMBE H-Eerosu
poauTerbu, jecte ga npouec cTBapara goMa W farbe Tpaje,
oyayhu ga kyha, nako nokpmBeHa, HMKag, Huje 3aBpLueHa. Ako je
3aBplleTak kyhe yonwTe mMoryh?

Mpusopn wun3 Domitona y KojuMa NpPoONasMmMo Kpo3s
H6ocaHCKOXepLeroBayuke nejsaxke nyHe pasnamuntux Kkyha,
Of KOjuX Cy MHore HepoBpllieHe, ynyhyje Ha MPOCTOPHY
opraHusauujy Koja npeacTaBrba naejy NpolmpeHe nopoanyHe
Kyhe, y K0joj ce nogpasymujeBa BULIELELEHWNCKO CTaHOBaHe
Kao Bjepa y KOHTUHYUTET NopogmnyHor xueoTa (Kuvag, 2025, cTp.
96). Mpumjep nopoauLe byHaano ykasyje Ha AUCKOHTUHYTET Y
0BOM Mogeny. Takohe, gemMorpadcka cnmka ykasyje Ha To ga
6poj unaHoBa AoMahMHCTBa YeCTO He OAroBapa M BEUYUHU
kyhe (Kuvag, 2025, cTp. 96).

Bes o63vpa Ha ncxoguwTa, obpacue M Mogene rpagme,
ornuncaHa UCKYCTBa, yKasyje Ha BaXKHOCT NpoHanacka BnacTmuTor
npoctopa, ocjehawa Kyhe Koju pfaje ,0CHOBY wnu WNysujy
cTabunHocTn" (Baslar, 2005, cTp. 38) Yyak 1 ako ce Ta CTabuIHOCT
CTBapa y AUCKOHTUHYUTETY MjecTa CTaHOBaHba.

EMUNor: 4oNACUM -MNMONACLHA

[ocjeTe v npoHanaxxeHa BO/bEHUX 1 3aB1Yaja 3aBpLUaBajy
WUCTynaremM n3 CBaKOAHEBULE U YIacKoM Yy MpocTop
n3Boherba Heyer BUTHujer, a To je Nep@opMaHcC pacTaHka
(Bundalo, 2023, cTp. 136).

Y cpXWu cBakor offlacka W XWBOTa y Aujacnopwn Hanasu
ce pacTaHak. PmsomaTcka CTpyKTypa KOjy 4YMHe nopoauua,

" MNokpuearse Kyhe" 03HayaBa CTaB/barbe KpoBa Ha Kyhy, LUTO je Noc/beamn
HUBO rpagme. Taj ynH omoryhaBa noyeTak cTaHOBakba, OAHOCHO yCelbaBarbe
N XWNBOT Y HOBOj Kyhu.

Rue du Broeck 30, 1070 Anderlecht, 69
poster, research and film project, 2025

Rue du Broeck 30, 1070 Anderlecht,

nocTep, UCTPaXKnBadkm u punmcku npojekar, 2025.
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npujatesrsn, pogHa Kyha M [OMOBMHa OCTajy M3a Hac, anu
ce TuMe oTBapa MOryhHOCT npoHanaxera (gujacnopcke)
PU30OMCKe MpeXe YHyTap Koje ce CTBapajy 4YBopuLlTa HOBMX
MjecTa, /byamn, ogHoca 1 UCKyCTaBa.

Cepuija poTtorpaduja Ceaku nyT Kag ogeLl, NOHOBO ce pahaLu
OOKYMEHTYyje puTyan nofnunjeBama BOAE KOjU Ce yrpaxamaBsa
nPpUINKOM offlacka of kyhe kao MaHudecTauuja Xerbe 3a
cpehaH nyT.

[NaBHM HOCWNaL, puTyanHe npakce y OBOM Cllyyajy je
ByHpanoBa 6aka Paga Koja NpuankoM CBaKor HeroBor ognacka
n3 lNpujegopa Ka CBOM HOBOM foMy y bpuceny nonnjeesa 3a
kUM Boay. OBaj YUMH CTBapa of, pacTaHKa gpaMcKy M3Benody
Yy KOjoj aKTepwu Hagunase HeyrogHoCT W CcTpax pacTaHka
(Bundalo, 2023, cTp. 134-158). YuHOM nonuMjeBarba BoOjJE
ofnasak nocTaje NMMMUHaNHo ctakee (Turner, 1977, cTp. 95-96),
TpaH3uumja, y KojeM ce ApyLUTBEHa NpaBuia U HOPMe YKUAajy.
Bes 063Mpa Ha noHaB/bare CBakK ofJsiasak of kyhe mHuumpa
HOBW MpPOMasakK Kpo3 puTyan KOjuM Ce OCBjeluTaBajy npoLecu
ofBajatba, Npenasa (MMMUHaANHOCTKN) U peunHTerpauunje (Turner,
1977, cTp. 94). OanackoMm o, Kyhe ByHpano BuLie HUje Ao CBOr
MaTUYHOr 4OMa, a TMMUHaNHoLWhy ce ryéu gpyLTBEHN CTaTyC U
WAEHTUTETCKN OKBUP KOju My MpYy>Ka nopoguLa n Tume npenasu
y CTam€ Koje je ,HM TaMo HK oBgaje”. OHO My npy>a MoryhHocT ga
HaKOH 3aBpLUEHOr pUTYyanHor npenasa, Koju NonnjeBaHe Bo4E U1
oAnasak cumbonuily, NOHOBO MU3rpaan cebe n MHTerpuLle ce y
HOBE [pYLUTBEHE KOHTEKCTE KOjU ra y Anjacnopu oyekyjy.

doTtorpaducame putyana opnacka byHgano je 3anoyeo
2019. roguHe. Of Taga o AaHac 6aka je NpucyTHa Npu CBakoM
HEroBOM Off1acKy, cTBapajyhun 3ajelHO ca UM cneunduyHy
Kopeorpadujy pacTaHka. [okymeHTyjyhn, ByHaano npouec
pacTaHKa 1 ofgJflacka npeTteapa y 4vH ymjetHocTu (Groys, 2006,
cTp. 9).

MonnjeBarbe BoAe je UMH Bjepe Aa he oAnaszak LOHWjETU
cpehy nbnaroctarse. To je Xerba fa ce OHM NpoHahy y npocTopy
HernosHator W HewussjecHor. Caka cenugba M MpomjeHa

Every Time You Leave, You Are Born Again, photographs series, 2026
CBaku nyT Kag ofeLl, MoHOoBo ce pahalu, cepuja doTtorpaduja, 2026.

OKpYXera y cebu Hoce Ao3y cTpaxa. HanywTtarwe 6nmckor
OKpyXema, 4Yak M Kaja TO u3MjewTare Huje paguKasHo,
npeacTaB/ba Kopavakbe BaH 30He KoMdopa W npeynylTarbe
CII0jeBUTMM TOKOBMMaA YHYTap KOjuxX rpafnMo BAacTUTE CTPyHe
1 YBOPOBE, Tj. PU3OMCKe CTPYKTYpE.

ok nytyjeMm, mawrTa je obasesyjyha. To je npocTop
npeTyparba, n4yeknBara, aniemMe, ctpaxa, XXesoe, Haje.
Kpxak caH gok He npuvnagam HUrgje, HW TaMo HWU oBAje.
LomoBuHa ce HacTaHwna y pAuvjacriopu. [dujacniopa ce
HacTaHuna y gomosuHuW. lNpouec ognacka je Tpebasno aa
byne rnpuBpeMeH, a nocTao je beckpajaH n MeTapuanyKku.
ObycTaB/beH, OTKasaH, opfJsioxeH, opabayeH (Bundalo,
2023, cTp. 173).

JMonckn K/byy" Kao ,TOHCKa ckana” npojekta Domus
Diasporica HacTao je y OAHOCY AOMOBMHE W p[ujacrope,
ocjehaja goMa ©n OU3MYKOr TMpocTopa Yy KOjJEM >KUBUMO,
OfNasaka W fonasaka, npuxeaTarba W npunagara. MnageH
ByHoano 3amno4yeo je CBOje YMjETHUYKO WUCTpaxKmBame Koje
Ce KOMMJMIEKCHUM [ujasioroM ca KOHTEeKCTOM CaBpeMeHUX
MUrpaLnja ycnoxrasa 1 WUpK o4, UHTUMHOT Ka KOSTeKTUBHOM
unHehn Domus Diasporica yHUBep3anHUM MPOCTOPOM
npuvnagara. OnyngHocT W guxoToMumja OBUX (HeHOMeEHa
npy>Xwuna je NpocTop KpUTuuyke pedrekcuje n ncTpaxusama
MOryhHOCTM npuxBaTarba ,BULLEOOMHOCTU” Kao NeruTUMHOr
CTarba M HauyMHa XMBOTa Kao CBOjEBPCHE HEeyMUTHE cyabuHe
npocTpaHor npoctopa 6umeLwe Jyrocnasuje.

Opnyka Myseja caBpeMeHe ymjeTHOCTU Penybnuke Cpricke
ha 3ajegHo ca MnageHom byHganom npeacTtaBm Ha 61,
MehyHapoaHOjn310X6u caBpemMeHe yMjeTHOCTM BeHeLmjaHCcKor
oujeHana 2026. rognHe npojekaTt Domus Diasporica rosopu y
npunor TomMe fa nocToju jacHa CBUjeCT O OJHOCY Aujacrniope u
OOMOBMHE.

M3noxba Y MOMCKOM Kiby4dy MO3MBa Ha W3Masak U3 30He
KoMdopa, Ha KoHTeMMnauujy, carapere, aujanor y npoctopy
raje BpujemMe Huje KoprnopaTtuBHW anaTt y HeMUIOCTU ybp3aHe

73



npoaykTuBHoCcTU (Kouoh, 2025). [1ok caBpeMeHOCT TOoHe Y
napagokc y KojuMa ce cCMjeryjy nporpec un perpagauuja,
TPaHCMapeHTHOCT W Mpak, W3BjeCHOCT U HECUTrypHOCT,
nocTaB/ba Ce NUTakbe Ha KOju HaUYNH pearoBaTu Ha kby. [la nujy je
Moryhe o651MKoBaTK, YCMjepUTK, 4aTn joj CMUCAa0, ONIEMEHUTH
je? Moxa je KoHuenuwja ,,MONCKOr Kiby4ya” O4roBOp, AaBare
N OCHaXXMBaHbe TUXUX N HEYYjHUX racoBa YMjeTHOCTU, MallTe
WU NPOCTPaHCTBa KOjU HaM MOry MOHYAUTU HOBWU [LOXMUBIbAj,
nepuenunjy n ogHoC npemMa CBUjeTy Y KOjeM XMNBUMO.

Domus Diasporica MHOWTBOM CTpyHa W 4BOpOBa je
MHOIOCTPYKO WCKYCTBO Yy KOjeM ce rybum rpaHuua usmehy
NIOKanHor un rnobanHor. YMjeTHMYKM CBUjeT TuMMe cTBapa
CUHEpPrunjy YHUBEp3anHUX wugeja [oMa LWTo rnpeBasuiasu
nparose NOANTUYKMX FrpaHuLa.

Ykonuko Domus  Diasporica  oCTBapu  noTeHunjan
YHUBEpP3anHOr NpocTopa NpMnagakba MOXAa je HauuH npyXxama
oTrnopa TypbyneHuujama y KojuMa XMBUMO [a Y YM]jEeTHOCTHU
npoHahemMo AOMOBe, Npunagake, oHe Koje he Hac oxpabpuTtu
Ja NpoWMPUMO MNepcrneKkTUBY U CXBaTUMO CJI0jeBUTOCT U
KOMMMEKCHOCT BpPEeMeHa Yy KOojeM >XUBUMO. AKO ycnvjemo
yBUAjeTn v npoHahu Ty cHary y ymMjeTHOCTU TO 6u mMorna utn
Halla Marna KoneKkTMBHa nobjefa Ka cTBapamy b6osber, rbenwer
M NINeMeHUTNjer 4oma Koju 3ajeHNYKM ocjehamMo Kao BNacTUTW.
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n the day that | began to parse through the expansive materials
that coalesce into Mladen Bundalo’s Domus Diasporica, the
temperature outside was -25 degrees Celsius. Inside, it ranged
between 11 degrees in the kitchen, 17 degrees in the bathroom,
19 degrees in the bedroom, and 14 degrees in the living room.
On the occasion that seasonal shifts oblige the weather to act
dramatically, this apartment, for which | do not hold the lease,
dutifully assumes the role of shelter. During pauses in my note-
taking, | vacuumed crumbs, dust, and hair out of the small, deep-
red rug under the glossy Formica kitchen table; another pause
to wring out three wool sweaters left to soak in the bathtub;
later, to shovel the snow that had accumulated overnight from
the front porch and stairs that lead up to this second floor. |
reheated soup for lunch, made a coffee. | considered taking a
nap. Next door, | heard my neighbour turn on the hot water to
take a shower: pipes shifted behind my kitchen wall, and she
sang along to a song that |, too, had played on the speakers
earlier in the day as | made breakfast. The south-facing wall
of this building is unfinished, with exposed insulation, framing,
and strips of worn-out plastic sheet forming a backdrop for the
empty, undeveloped lot | live beside. In the summer, it fills with
wild orchids and tall grass, and in the winter, it transitions into a
dumping ground for construction scraps and garbage bags out
of sync with municipal collection.

Mladen and | met for a coffee during an unexpected
heatwave. Over the course of three months, we met again and
again, with Martina or with others. On bicycles, we rode there
and back. We browsed an extreme amount of used objects piled
into heaps that exceeded individual quadrants of the grid-like
cobbled square. | was in Brussels to spend time considering
the relationship between poetic composition, infrastructure
as architectural forms, and the individual units that make both
possible. Stones, syllables, cabling, run-on sentences, metro
tunnels, enjambment, and most importantly, the space of a
rented apartment—the space of the blank Word document. As
a point of departure, the apartment is a node through which
interior and exterior flow: often shared, rarely secure. We exit

Rue du Broeck 30, 1070 Anderlecht, 79
poster, research and film project, 2025

Rue du Broeck 30, 1070 Anderlecht,
nocTep, UCTPaXKnBadkm u punmcku npojekar, 2025.



like a furnace. I've come to think of Bundalo’s presentation as
having a three-room structure, not unlike the apartment from
which | write this text. As we traverse the palazzo’s rooms,
each one acts as a conceptual point of entrance into the total
somatic experience of “inhabiting-in-motion,” a condition that
registers across the presentation and qualifies the collective
experience to which the exhibition speaks in an intimate,
familiar tone.

Working from back to front: in the third room, Bundalo’s
films Rue de Broeck 30, 1070 Anderlecht and Kaseta Pokrivanja
Kucée (House Roofing VHS) exemplify how “here and there” are,
by default, perpetually in flux. Based on one’s physical location
in space, glinting with imperative, these terms function as
unfixed and subjective operatives. For transient people, the
evocation of “here and there” prompts the thick weight of
memory to interact with perspectival focus, leaving an opaque
coating on the present. As in, when | speak of the city that

Rue du Broeck 30, 1070 Anderlecht (House Roofing), | grew up in, | find myself saying, “We live near the port; |
VHS footage video still (1990), 2025 take the number four bus to go downtown; our neighbours

Rue du Broeck 30, 1070 Anderlecht (Mokpusar-e kyhe), . nop . . K
kamap u3 BXC supea (1990), 2025. are doing well.” I'm decidedly not in that city, and yet | am

in the morning, return sometime later, in the evening, dripping
with the outside.

Searching around my mouth for the right combination of
words to adequately articulate the relationship between
home, physical placement, and wherever | find myself now.
Domus Diasporica is composed of video works; photographic
assemblages; posters that, formally, call to mind homage and
fandom; stills from videos not present; textiles both underfoot
and draping the windows; ubiquitous construction materials
and tools put down for break; bureaucratic ephemera; poetic
bursts scattered around like receipts. Materially polyphonic,
aptly presented in an apartment that is normally occupied, and
intensely narrative out of necessity, Domus Diasporica hums
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there, in the basement bedroom at the end of a long corridor
with concrete floors, a room with spongy, emerald-green
moss growing on the exterior wooden window frames—the
profound dampness of perpetual ocean residue mixed with
temperate rainforest. As if | never made the choice to relocate.
But it's this relocation that compels me to recall the family
home in such an immediate and cemented way. The film Rue
de Broeck 30, 1070 Anderlecht presents various phases in the
recent renovation process of Bundalo’s current family home
in Brussels. Gyprock, screws, circular saw, wiring, tubing,
lighting, angled paintbrush, talk-radio, a ladder to reach higher.
A sense of predetermination infused with the will to construct
on one’s own, with the available tools. The neighbouring film,
Kaseta Pokrivanja Kuée (House Roofing VHS), with its archival,
pre-dissolution perspective, is an ode to the perpetual process
of rearrangement, how “here and there” come together to
form an event. Celebratory, passed around the table, viewed
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through an abundant lens with greenery lining the frame, this
is the technicolour and communal counterpoint to Bundalo’s
Brussels home renovation process, which he undertook mostly
alone. In the VHS footage from 1991, we again witness an
aspect of home creation—adding the roof, which is typically
the final step—but in this case, it's of a family home that exists
perpetually as a point of departure in the past tense. Side by
side, these films come to represent home as both a physical
site and a psychological vantage point—the structure out of
which we first emerge and back into which we retreat, our
initial, and subsequent, “here.” Always facing each other and
aware of the other’'s contemporaneous presence, “here and
there” contain the mutually exclusive impossibility of occupying
both positions at once. In the repeated relocation between
one’s “here and there,” these points become inextricable from
“arrival and departure”: timelines warp and the future fuses
to the past, distorting any semblance of clean chronology. As
in, my mother calls to say, “We already have this and this in
the fridge. Oh, you need a better blanket on your bed. So, on
Tuesday we’re going to see your aunt and uncle.” I'm there
before I've even left here, and yet I'm also back here before
having arrived there, keenly aware of how returning home is
like skipping a stone across the face of a clock.

The second room is one of particularity and matter:
Bundalo’s film Domiton focuses on the refraction of subtle
movement across epochs, like fine, not unwelcomed dust
caught in the slant of late-summer, cooling-off sun. People
settled next to the Danube; they raised houses; later, these
houses collapsed; a new house—at this point, already featuring
a vaulted ceiling and a central beam for more livable space—
was erected over the ruins of the previous structure. With
the possibility to proliferate into infinity, this is the striated
sequence of inhabitation, abandonment, evacuation, and
reoccupation. That someone else occupied the apartment in
which | sleep, that they took showers under the same water
that | shave my legs in, that the water collected in the bathtub
where | soak sore muscles; that they, too, fried eggs and put
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Domiton, film still, 2026
Domiton, kagap 3 ¢unma, 2026.

bread in a toaster, washed the dishes after a mediocre supper.
It's so obvious a fact that it's hardly worth repeating. Iterations
of homemaking, making-do, and making a life in the city will
continue to unfold until the building is either torn down—Ilead
pipes, sloped ceilings, uneven floors—or someone purchases
it, effectively privatizing the whole experience. Rented
studios, self-renovations, small plots of land, squats: they
exceed control and expose the cracks in the narrative of civic
cohesion. These spaces exist in the realm of experiment, since
there is no possibility of exact replication; and yet, repetition
of behaviour and protocols is frequent. Sediment, sentiment,
brief gusts of memory that ripple the curtains, food crumbs,
drywall dust, corners of the entryway always draped in
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shadow, dirt tracked in from outside. All pressurized under the
weight of epochs and hindsight. Particles and particularity—
the matter of things and things that matter. Each home is its
own reaction, based on a specific set of irreducible parts. This
film opens up the durational, incalculable attachment between
us, as we come to exist as independent units living under
geopolitical and economic realities, and the particularities of
our discrete points of origin. And more urgently, the variables
that keep people separate from their homes. It's illogical to
be drawn back by plastic lawn furniture collapsing in an
overgrown yard; towering raspberry canes laden with ripe
fruits; a dining table stacked with the weekend newspaper; a
glimpse of mountain between grain elevators; the murmur of
distant industry through the night. And yet, | am.

We enter through a frame that accords to human scale: the
first room, through which one would normally arrive but we will
depart, acts as a domain within a domus; a heart protected
by the ribcage; two halves of a walnut encased in a shell.
This room is an invitation to linger at the threshold of Domus
Vulgaris—the common, or ordinary, house. An intoxicating mix
of verticality, familiar gestures, and furniture as musculature.
Here, we are in direct reference to the occupant, both their
presence and the warm presence of their not-being-there.
The works presented in this room are determined by the
scale of use, which is common, unquestionably domestic, and
therefore, in reference to the needs of people. What is a human
structure, unmediated? The narratives we tell ourselves and
those who sit across from us, in order to illuminate how we've
arrived at this point, right here, as we both sit drinking small
beers in a city that we wonder about as a possible site for our
future residence. To embark on the path of chronicling who we
are requires mobilization of the tactile trails left in our wake.
Four albums, each containing approximately 50 photographs,
index the living rooms of members of the Bosnian diaspora.
Bundalo has broken down the Domus Vulgaris into one of
its constituent parts—the living room, a common space in a
shared domicile—and then reconstituted the image of home
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based on a saturation of this commonality. Underneath the
table upon which the albums are placed, four rugs stretch
away from the centre and ascend the walls. The repercussions
of rooting oneself elsewhere are vibrational and continue to
be felt throughout the entire structure, even after the initial
shock has passed. The rugs take on a monumental quality, as
if in homage to a knotted, fibrous, original interconnection that
has since been stretched to the brink of rupture.

After thirteen years of driving me to the airport at the end
of my annual visit, my father will quickly wipe tears before
he gets back into the station wagon left idling in front of the
departure terminal. The evening before, he would have come
down to the basement to check that I'd properly packed my
suitcase, as if it were the eve of my first departure. “And next
time you're here, the apple tree will be in blossom,” says my
mother, despite no plan for a future visit. Mladen Bundalo’s
Domus Diasporica is an excavation of the artist’'s interiority
as something that's moulded, formed, and compressed by
the weight of the action—whether willingly undertaken or
forced upon us—to settle the movement of our lives in a single
location. By nature of the mechanism of choice, to live in one
place has an exclusionary effect: as in, by living where | do, |,
in fact, do not live elsewhere. To settle implies to be at rest,
to settle one’s movement: to put down what you're working on
and step outside for some air, to sit on the couch with your feet
up on a stool; to feel secure in the uncertainty of how many
spare keys exist and who has them. As we exit the palazzo
and descend the stairs featuring Bundalo’s intervention of
simple black-and-white drawings, we become that drawn line.
A mark with mass and volume produced by a hand’s repeated
movement. Each time we leave or return into the structure of
home, a materialization occurs: the incessant accumulation of
traces left behind.

Living Room (text box, detail), 2026 87
[HeBHa coba (KyTuja ca TeKCToMm, aeTasm), 2026.



Domus
Diasporica

- EmMuu 3yoeperr




Or faHa Kafa caM noyena ¢ aHanMsom 6oraTor, pasHOBPCHOI
MaTepujana Koju je MnageH byHgano objeguHuno y csoj Domus
diasporica, TeMnepaTtypa BaHu buna je -25 cTeneHnun Liensujyca.
YHyTpa je, nak, Bapupana nsmehy 11 ctenenn y Kyxumbn, 17 y
Kynatuny, 19 y cnasahoj cobu n 14 y gHeBHoj. [1pn npomjeHn
roguwmmnx 4oba, kaga ce Bpujeme, o npUpoLn CTBapK, y3jOryHu,
0Baj CTaH, 4YMjyu HMcCaM 3aKynay, MOKOPHO Mpey3uma ynory
CKAoHMWTA. Y naysama TOKOM MnpasibeHba busbellkn ycucana
caM MpBMLEe, MNpalKnHy U Aflake ¢ Manor 3saracuToLupBeHOr
Tenuxa nop, KyXMHCKMUM CTOMOM C MOBPLUMHOM 0Of, laMuHaTa,
noToM joW jedHa naysa fAa ucuujeguMm BOAY W3 TPU BYHEHa
llemMnepa noTons/beHa fa ce KUCHY Y KaAu, HaKoH Yyera cam ¢
npegker TpyjeMa n CTeneHuwTa Koje BOAW AoBAe, 4O NpBOr
cnpaTta, o4YMcTuia CHUjer Koju ce HakKynmo TOKOM Hohu. 3a
pyyak cam noarpujana cyny, ckysana kady. Pasmuiirbana cam
4a v fga ogcnasaM. Yyna caM KOMLUMHWLLY U3 CycjeQHOor cTaHa
Kako nylwTa Tonjay Bo4y fa ce WUCTyllupa: WeTano je Lpujeso
Tylla M3a MOl KYXMHCKOI 3uga AOK je OHa njeBana y3 njecmy
KOjy cam 1 caMa buna nycTuia npeko 3By4YHMKa paHuje y TOKy
OaHa, npunpemMajyhu gopydak. Ha HesaBpLUEHO]j jy>XHOj dacagu
3rpage Buae ce nsonaumja n eneMeHT KOHCTpyKLMje, nponana
nnactuyHa ¢onmja BUCKU y TpakaMma, a 3ug fohe Kao nosagmnHa
npasHoj Mapuenn Kpaj Koje XMBMM, a Ha KOjoj HemMa 3rpaga.
Ta napuena /et obpacTe AMB/BUM OpXMAEjaMa U BUCOKOM
TpaBOM [OK 3MMW NOCTaje AenoHuja 3a rpaheBUHCKM oTnag u
Bpehe ca cMeheM Koje OMNWTUHCKa KOMYHasHa cny>6a 13 Hekor
pasfnora He MoKynw.

MnageH vja oTULWM CMO Ha Kady TOKOM jeIHOT HeOUYeKnBaHo

e —— | i Bpyher Bana. HacTaBunum cMo ga ce BuMhaMo HapefHa Tpu
______.__—_;=--___r.-—___.__ Mjeceua, ckyna ¢ MapTUHOM WU HEKUM Apyrum. Bosmkanu ce
T - . 2 6ULMKIMMa TaMo-BaMo. Mpebrpany No MHOWTBY KOPULITEHMX

o ' npegMeTa MOCNOXEHMX Yy Xpre Koje cy ce npenuBane npeko
MBULLA MOjeAnHAYHMX KBadpaHaTa MomnjaoYyaHor Tpra Hajauk Ha
Mpexy. Oowna cam y bpucen ga npoydyaBam ogHoC usaMehy
MoeTCKOor cTBaparba, MHOPACTPYKTYpPe Kao apXUTEKTOHCKMX
GOpMM 1 MHOMBUAYANHUX eNleMeHaTa Koju UX YmHe Moryhum.

Kamemre, cnoroeu, kabnoeu, npepyre pedyeHuue, TyHenu

Rue du Broeck 30, 1070 Anderlecht, o1
poster, research and film project, 2025

Rue du Broeck 30, 1070 Anderlecht,
nocTep, UCTPaXKnBadkm u punmcku npojekar, 2025.




noA3eMHe XesbesHuue, aHxXaMmbmaH, Te npuje ceera nNpocTop
N3HajM/bEHOI CTaHa—MPOCTOP NpasHe CTpaHule y Bopay. Kao
nonasHa Tayka, CTaH je YBOP KPO3 KOju NMPOTMYY YHYyTapHe "
BaHbCKO, N YECTO CY HaM 3ajeHUYKK, ann Cy pujeTKo 6e36jeHun.
OpnasnMo yjyTpo, BpahaMo ce Hekaf KacHuje, HaBeue, OOK ce
Ca Hac ,uujegn” BatbCKU CBUjET.

Mpebupam nNo ycTuma 3a npaBoM KOMOMHaLMjOM pujeun ga
afleKBaTHO M3pasuM ogHoc nsMehy gomMa, GU3MYKOr nosnoxaja
M MjecTa Ha KOjeM ce HanasnM y KOHKPETHOM TpeHyTKy. Domus
Diasporica 4unHe Bugeo-pagoBu, ¢otorpadckm acambnaxuy,
nocTepn Koju, y dopmManHoOM CMUCIY, acounpajy Ha ofaBare
noyactm n ¢eHomeH oboxaBarba; GoTorpaduje n3 Bmaea Koju
CaMW He 4YMHe AMNO0 KOJNeKLUWje; TKaHWHe Koje ce TryxXBajy nop
HOorama 1 BMCE HM3 NPO30pe; NOCByAa pasacyT rpaheBMHCKU
MaTepuvjan U y3 Hera TPeHyTHO 6ecnocneH anaTt; pasHa
nanuponorunja; npousBoOLM MNOETCKOr HaneTa pasbalaHu
YHAoOKoMNo nonyT payyHa. MaTtepujanHo nonndoH, npuknagHo

M3MOXEH Yy CTaHy Yy KojeM ce WHaye obuTaBa, Te M3 HyXnAe Rue du Broeck 30, 1070 Anderlecht (House Roofing),
CHaXKHO HapaTusaH, Domus Diasporica 6pyju nomyT BucoOKe VHS footage video still (1990), 2025

Rue du Broeck 30, 1070 Anderlecht (Mokpusar-e Kyhe),
nehu. N3noXXeHo Novntbem 0a 0oXnBJ/baBaM KaO TPOKOMOPHY

kapap n3 BXC sugea (1990), 2025.
CTPYKTYPY, CMUYHY CTaHy Yy KojeM nuuem oBaj TeKCT. Lok
Nposia3nMo KpPO3 NpoCTopuje nanaTte, CBaka of, HbMX CYXK Kao
KOHLleNTyanHa Tayka yracka y TOTallHO COMaTCKO WCKYCTBO
,00nTaBarba y MOKpPeTYy”, CTama Koje ce MaHUpecTyje y CBeEMY
N3N0XEHOM U1 6nunxe ofpehyje KONeKTUBHO UCKYCTBO KOjeM ce
n3noxba obpaha MHTUMHUM, baMUNnjapHUM TOHOM.

AKO BMCMO KpeHynu C Kpaja npema Hanpwjed, y Tpehoj
npoctopuju byHpanosun éunmosu Yauua ge bpyk 30, 1070
AHpepnexT n BXC kaceta nokpuBarma Kyhe nnycTpyjy Kako cy
,OBfje 1M TamMO", Mo ayTOMaTU3My, BjeYMTO Yy CTakby KpeTama.
Y 3aBUCHOCTM Of Heuujer OU3MYKOr MosoXaja y npocTopy
OBM MOjMOBU, U3 KOjUX N36Wja HEYMUTHOCT, QYHKLIMOHWULIY Kao
CNnobodHN 1 CYBjeKTUBHM YMHMOLW. 3a OHEe KOju CYy YBUjEK Yy
noKpeTy WUnn nposnasy, NnoMuHarbe ,0BOr OBAje M OHOr Tamo”
00BOOM [0 MHTepakuwuje byjuue cjehawa 1 yrna nocmartpama,
a Ha cajalHOoCT NagHe HenposvpHU Beo. Tako, Kaf roBopuMm
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O rpagy y KojeMm cam ofpacna, yxsatum cebe Kako nsropapam:
SKnMBMMO 6nm3y nyke; OO0 LeHTpa xBaTaM ayTtobyc 6poj 4;
KoMwuje cy pobpo.” LedUHUTUBHO HMcaM y TOM rpagy, na
unak n Tamo caMm, y cnasahoj cobu, y nogpymy Ha Kpajy gyror
XOOHWKa ¢ BETOHCKMM NOLOM, MPOCTOpUje C Npo3opuma yuja je
BakbCKa ApBeHa cTonapuja obpacna cyHhepacToM MaxOBUHOM
CMapargHoseneHe 60je — BenvKa je Brara TaMo rgje ce Hacnare
yecTuLa oKeaHa Mujellajy C YMjepeHoOM KIMMOoM npatlyme. Kao
[a ce HMcam Hu ogcenvna. Anvn ynpaeo Me Ta cenuaba HaBogm
[a ce nopoAanyHor gomMa cjeham Tako HenocpeaHo 1 KOHKPETHO.
dunm Yrmya pge Bpyk 30, 1070 AHpepnexT npepcTtaBiba
pasnuunte ¢ase HepaBHOr 3aBPLUEHOr MNpoleca peHoBUparba
nopogunyHor goma MnageHa byHpana y bpuceny. vincaHe
nno4ye, 3aBpTHW, LUPKYNap, eNneKTpouHCTanauunje, uunjesu,
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OCBjeT/berbe, 3aKpMB/beHa MoOfepcka 4eTka, paguo-emMucuja
C YK/by4YeriMa yXXMBO, JbeCTBe Aa Ce [oXBaTe Bulla MjecTa...
Ocjehaj npepofpeheHoCT HagaxHyT BO/bOM a YOBjeK rpagu
camM y3 nomMoh anaTta Koju cy My Ha pacnonarawy. Kpaj tera ce
emutyje dpunm BXC kaceTa nokpusarba kyhe. ApXMBCKU pakypc
oBor ¢unMa 13 BpemMeHa npuje pacnaga YnMHU ra XBasaocCmnjeBom
BjeUnTOj NpeopraHusaumju, HauMHy Ha Koju ce ,oBfje U Tamo”
34py>Xe 1 Hanpase fewasare. [1ok je byHgano yrnaBHOM cam
peHoBMpao cBojy kyhy y bpuceny, oBaj apyrvn ¢ounm npeacras/ba
KOHTPanyHKT 3ajefHVLITBA Yy TEXHUKONMOPY - 3ajeOHuLITBa
KOje cnaBuM U FOCTU Ce 3a CTONIOM, 3abU/beXeHO 06jeKTUBOM
KOju OTKpMBa MHOLWTBO fJeTarba, Yy KaapoBUMAa OUBUYEHUM
3eneHnnom. N Ha BXC cHumMKy n3 1991. BMAMMO jedaH acnekT
CTBapakba MOPOAMYHOI [OMa — MOCTaB/barbe KpPOBa, LITO je
06UYHO Nocrbeara Gpasa rpagHe — Npu Yemy ce y OBOM Clyyajy
pagu o NopoAnYHOj Kyhu Koja BjeYHO NOCTOjM Kao nonasHa Tavkay
npoLUIoM BpemMeHy. EMUTOBaHU jefaH Kpaj gpyror, oBu GUaMoBu
y 30Mpy npeacTaBsbajy AOM Kao GU3MYKO MjeCTO U MCUXOSIOLLKY
Tauky Bufjersa — objekat u3 kojer kpehemo 1 'y Koju ce Bpahamo,
Halle MOYeTHO W HakHagHO ,oBfAje” TvMe LTO CY KOHCTaHTHO
CYOYEHW 1 CBjECHN NCTOBPEMEHOT MPUCYCTBa OHOr ApYyror, ,0Baje
M TaMo” ca COBOM Hoce HeMOTYRhHOCT NCTOBPEMEHOI B1Bama Ha
oba mjecTa. Kpos cTanHo KpeTare n3Mehy ,0Bgje 1 Tamo”, oBe
Tauke MocTajy Heo4BOjuBeE 0f, ,4onacka 1 ofnacka”: BpeMeHcKu
cnujeq, ce pemeTn, a bygyhHocT cTana ¢ npownowhy notupyhu
MOryhHOCT jacHe xpoHonoruje. Kao kag Me Majka nosoBe na
Kaxe: ,To 1 7o je Beh y dpmxmaepy. A, Tpeba Tn 6osba Aeka 3a
noKpuBarbe. 3Hauu, y yTopak UgemMo MnocjeTUTu TeTKy n Tevy.”
HaheMm ce Tamo, a ja HUCaM HW KpeHyna ogaBae, na ce BpaTuMm, a
[a TaMo jOoLU HMUCaM HM CTUIMa, BULLIE HEFO CBjeCHa fa je noBpaTtak
Kyhu nonyT 6auarba xabuue npeko bpojuaHnKa YaCoBHMKA.

Opyry npoctopujy oanuKyjy matepuja U KOHKPETHOCT: Y
émnnmy Domiton byHpano ce CynTUIHO Kpehe KpOo3 ernoxe u
pasnaxe WX y MNOCTYMNKYy pedpakunje, Kao Kag Kocu 3pauu
MO3HOI JbeTHOI CYHUa, Yvja BpenvHa naraHo jeraBa, CBOjOM
cejeTnowhy — yak He 6e3 xesbe! — ,3apobe”, BUGHUM yYnHe duHe
yecTuue npawuHe. Jbyam cy ce Hacenunu ys [lyHas 1 nogurim
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Domiton, film still, 2026
Domiton, kapap n3 ¢punma, 2026.

cebu kyhe Koje cy ce KacHuje ypylmne. Ha pyliesmHama cTapmx
Kyha nogurHyTe cy HoBe, cafja Beh C /lyYHOM TaBaHULLOM U
cpedulWHboM FpefoM, 3axBasbyjyhu yemy cy M NpocTpaHuje.
YnMHOBM HacesrbaBamba, HanylwTama, ofjslacka Te MOHOBHOI
3ay3MMaHba XXMBOTHOI MPOCTOPa YMHE pallynarbeHN HU3 Koju ce
MOXe MOHaBsbaTW y Hepornes Heko opyru je ctaHoBao y CTaHy
y KOjeM cnaBam, TyLIMpao ce BOAOM Y Kojoj bpujem Hore, Boga
ce CKynsbanay UcToj Toj Kafln y Kojoj onyLuTaMm yMOpHe Mmuiunhe,
Kao W ja Np>Kno jaja n nekao x/beb y TocTepy, Npao cy[oBe HAaKoH
ocpefHe Beyepe. YmrbeHuua je To, ouMTa 4O Te Mjepe da je u
He Bpujean noHaebaTh. Gase cy To fomMaheBara, CHanaxema
N npexuvBrbaBaka Yy rpagy Koje he ce HacTaBUTKM CBe [OK
3rpafy C HbeHUM OSIOBHUM LinjeBMMa, NCKOLLEHMM TaBaHuUL,aMa
N HepaBHMUM MOAOBMMaA He NopyLle UAn je HeKO Kynu, yume he
Ce YMTaBO OBO UCKYCTBO YCMjeLlHO NpMBaTU30BaTW. YHajMIbeHe
rapcorepe, peHoBMparbe W3 BAAcTUTOr Llena v BNacTUTUM
CHarama, ,CTUCHyTe” napuene, uneranaHo cTaHOBaHe, YecTo y
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HanyLwTeHMM NPOCTOPUMa — CBE TO M3MUYE KOHTPOSM U OTKPUBaA
HefoCAMjeQHOCTM Yy HapaTuBy ypbaHe koxesmje. OBa MjecTa
ersucTupajy y npocTopy eKcnepuMeHTa, MowTo je Hemoryhe
Ja ce MoHOBe [[0C/OBLE, Na MMak, YeCTo Ce MOHaB/bajy Kako
noHallarse Tako 1 npoueaype. Tanor, ocjehame, KpaTKu Hanetu
cjeharba Koju 3aTanacajy 3asjece, MpBULE XpaHe, NpalnHa 13
rMncaHmMx nnova, YrioBu Kpaj ynasHmx BpaTa yBUjeK CKPUBEHU
y CjeHLMW, 3eMiba Koja ce yHOCK M3BaHa. CBe To HabwujeHO nop,
NPUTUCKOM CBWjECTU O BPEMEHCKMM ernoxama u npehawrnum
36uBamMMa. YecTuLe U KOHKPETHOCT — TBap CTBapu U CTBapwu
Koje Hac TBope. CBaka kyha je peakuuja 3a cebe u nouymsa
Ha KOHKPETHOM CKyny enieMeHTapHux pujenosa. OBaj ¢ounm
nocTaB/ba NUTarbe Halle BPEMEHCKe, HEMjep/b1BE NOBE3aHOCTU
ca cneumouyHowhy KOHKPETHOr MjecTa M3 Kojer MnoTU4emo
MoLUTO NOYHEMO fia MOCTOjMMO Kao HE3aBUCHE jeANHKE KOje XW1Be
y oApeheHnUM reononUTUYKUM U €KOHOMCKUM OKOSIHOCTMMA W,
LWTO je jow 6uTHWje, 6aBn ce BapujabnamMa Koje cBakora of Hac
crnpwujedaBajy ga ce Bpatu kyhu. [Ja Bac npuBriady nnaacTUyHM
BallTEeHCKM HaMmjewTa] Koju ce pacnafga Yy HeMNoKOLWEHOM,
obpacsioM ABOPULLITY, UKW BUCOK MannHak 0TeXao Mo, 3penium
nnogoBMmMa, CTO 3a pydaBarbe NpensaB/beH BUKEHA-U34arbMMa
HOBWHa, NOrNes Ha NNaHuUHe KPo3 XUTHe cunoce, pabpunyka byka
KOja ce usgasrbvHe npobuja Kpo3 Hoh, To Balw Hema cMucna, a
MeHe, eTO, CBejeAHO npuBnayve.

Ynasmmo Kpo3 OKBUP MO Mjepu YoBjeKa — npBa NpocTopuja,
KOjOM Ce WHa4ye ynasu, annm Kpos Kojy hemo mMu wmsahuy,
npegcTaB/ba 3acebaH OMeH yHyTap domusa — cpLe 3alTnheHo
rpygHMM KolleMm, ABUWje MOMyTKe opaxa 3aTBOPEHEe Yy JbYCKy.
OBa npocTopuja NpmsmnBa Hac Aa 3acTaHEMO Ha npary obuyHe,
HopManHe kyhe — domus vulgaris. Onvja HesnHa MjellaBuHa
OKOMMUTOI, MPENO3HaT/bUBUX KPeTHM U MyCcKynaType y o6anky
HamjewTaja. OBLje CMO HEeNnocpeaHoO CyO4YeHN ca CTaHOBHUKOM
Kyhe, Kako HeroBMM MPUCYCTBOM Tako U npujaTHUM ocjehajem
HEeroBOr ofcycTtBa. PagoBe u3noXxeHe y OBOj MpoOCTOpUjU
LebuHMLY yYecTanocT U HauuH ynoTpebe, Koja je cBakof4HEBHA
1, caCBMM M3BjeCHO, Be3aHa 3a Kyhy, Tako Aa ce Tu4e JbyACKUX
notpeba. lWta cy /mwyacka sparba 6e3 nocpefHuka, Hekora Aa

96 Living Room (Jovana Mijatovi¢, Graz), photograph, 2026
[HeBHa coba (JosaHa MujaTtosuh, paw), poTorpaduja, 2026.




nx nojacHn? lNpuye Koje npmyamo cebu M OHMMa Koju cjefe
Hacrnpam Hac, He 61 N CMO MOjaCHUAN KaKo CMO CTUMIW A0
OBe Tauke, yrnpaBo oBfje, AoK 060je cjegMMOo 1 NnjeMo no Mano
NUBO y rpagy 3a Koju ce nutamMo MoXxe nn 6utn Hawe byayhe
npebueanuwTe. [Ja GBCMO KpeHynun ¢ LOKYMEHTOBaHeM Tora Ko
CcMO Tpeba ga noKpeHemo, OXXMBUMO OMNUMIbUBE, MaTepujanHe
TparoBe 3a cobom. [IHeBHe cobe OOCaHCKO-XepLeroBaykmx
emMurpaHaTa ,nonmcaHe” cy y uyetvpm anbyma, of Kojux je y
CBakOM Mo nepgeceTak doTorpaduja. PawunaHmewm domus
vulgaris, ByHpano ra je cBeo Ha jefaH of, cacTaBHUX OuMjenoBa,
Ha QHEeBHYy coby — 3ajegHNYKM NPOCTOP CBUX yKyhaHa, a NnoToM
NPeoCcMUCANO CNMKY OoMa fnpema 3acuhery TakBOM BPCTOM
3ajegHnYapersa. Anbymum cToje Ha CTOoMy, Nog, KOjUM CYy YeTunpu
Tenvxa Koju ce NpoTexy Of4 CpeAnHe na cee [0 3140Ba y3 Koje
Cce Hacnamajy. 3a oHora Ko ce ckyhu BaH poguTesrbCckor goma
nocrbeguue cy BmbpaTopHor Tuna — ocjehajy ce no 4ymMtaBom
06jeKTy, YaK 1 NoLwTo Npohe MHULMjanHu WokK. Tenucu 3agobunjy
HOTY MOHYMEHTaNHOCTW, Hausrfeg y 4acT OHOj MNPBOTHO]
YBOPHOBATO], BNlaKHACTOj MeNYCNOHN Koja ce y MehyBpeMeHy
pacTerna 4o usuue nylama.

Bpujeme je pa KpeHeM Hasag. [llowTo Me ofBese Ha
aepoapoM — cafa Beh TpuMHaecTy roaumHy sapefom — otal he
O6p30 obpucaTti cyse Npuje Hero cjeHe y CBOj KapaBaH, Kojer je
OCTaBMO ynasbeHOr nucnpepg oanasHor tepmuHana. NpeTxogHo
Beue CnycTno ce Ao NoApyMa a npoBsjepu jecam nun cnakosana
Kodep Kako Tpeba, Kao ga ofsasvm npsu nyT. ,Kag goheww
nayhm nyT, upjeTahe jabyka”, Kaxe Majka, nako Hucam joL
HW ucnnanupana kag hy pohu. Domus Diasporica MnageHa
ByHpana poBapu 110 yHyTPaWHOCTU YMjETHMKA Kao Mo Heyemy
061MKoBaHOM, GOPMMPAHOM M KOMNPUMUPAHOM Mo, YTULLAjeM
cune fa ce KpeTarbe BNacTUTOr XMBOTa 3ayCTaBu Y jegHOM
MjecTy, 610 Aa TO YYMHMMO CBOjEBOJBHO WU/M Aa HaM HaMETHY
cnosba. Y cknagy c npuponoM MexaHusma mabopa XWMBOT Yy
jeOHOM MjecTy y cebu HOCU UCKIbYYMBOCT — TUME LUTO XUBUM
Ty FAje XX1BWM, 3arnpaBo He XMBUM apyraje. CKpacuTu ce 3Haun
CTajaTu y MjecTy, 3ayCTaBUTU KpeTarbe — OCTaBWUTWU TO LUTO
TPEHYTHO paauTe M M3ahy BaHW Ja yAaxHeTe CBjeX Basgyx,
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Living Room (tepih), work process, 2026
[lHeBHa coba (Tenux), pagHu npouec, 2026.

CjecTu Ha Kayu, a Hore noguhu Ha cTonay, ocjehaTtu ce CUrypHo,
MNaKo He 3HaTe KOJIMKO pe3epBHUX Kiby4yeBa MMaTe U Kopg, Kora
cy. [oK v3nasumMo M3 nanate M ChywTaMo Ce CTeneHuuama
Ha KojuMa je wn3noxeHa byHaanoBa WHTepBeHUMja Yy BUAY
jeAHOCTaBHUX LpHO-6Mjenux LpTexa, NocTajeMo Ta HalpTaHa
nHWja. O3Haka HacTana MOHOBJ/bEHWM TMOKpPEeTMMa pPyKe, C
BNaCTUTOM MacoM W BOJTYMEHOM. Ka,u, rog KpeHemo umnun ce
BPaTMMO y OKpWU/be AOMa, HELUTO Ce MaTepujanunsyje — To ce 3a
HaMa HenpecTaHO roMunajy Tparosu.
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IT'S NOW OR
NEVER: Some
Personal Thoughts
and Impressions
Arising From
Watching Three
Miladen Bundalo
Short Films

Neil Young



“We live in a time of virtual jobs, but fifty years ago we
all defined ourselves according to what we were doing.
Craftsmen not only served people but were also the most
respected people in a village. When you needed to find
out some information, you were sent to a barber’s shop;
people gathered there.”

Zelimir Zilnik, April 2018

2019, I've been asked the same question at least once a week:
why? My responses vary according to mood. If I'm feeling
facetious, I'll say “because it's the capital of Yugoslavia. | can
breakfast with a Slovenian, lunch with a Croat, watch a film with
a Bosnian, dine with Macedonians and Kosovars, drink late with
Montenegrins and Serbs...” And I'm only half-joking.

s ince moving to Vienna from my native north-east England in

| was nine when Tito died in 1980, and remember his funeral
as a very big deal indeed. Twenty-two years later | made
my first visit to a former Yugoslavian country. In the ensuing
decades I've been to all six of the SFRJ republics, plus its two
autonomous regions, and all eight capitals (Belgrade, Zagreb,
Sarajevo, Skopje, Ljubljana, Podgorica, Novi Sad, Prishtina) —in
most cases, several times.

Probably because of certain parallels with my home region
(down-to-earth locals, post-industrial vistas, stubborn vestiges
of socialism), I'm repeatedly drawn to the area: its landscapes,
its architecture, its people, its cinema.

Nenad (which | saw first) and the rest of Mladen Bundalo’s
films are, | think, now steadily building into the most effective
distillation of how the idea of Yugoslavia continues to impact
the lives of those who come from that part of the world, or have
ancestry from there, or who - like me - have no direct personal
connection to the place.

1 Zelimir Zilnik, in: “Zelimir Zilnik in Conversation with WHW” Zelimir Zilnik:
Shadow Citizens, Kunsthalle Wien, 2020, p. 15.

Every Time You Leave, You are Born Again (detail), 103
film still, 2025

CBaku nyT Kaga ofell, MoHoBo ce pahal (peTarmn),

Kagap us ¢unma, 2025.




| write these words in Café Alex, less than minutes from my
front door in Vienna’s 2nd district: StuwerstraBe 47, 1020 Wien.
It's a basic, unpretentious place; most of the clientele are older
folk who can get by in German but, if not Hungarophone, prefer
to speak the language(s) of what’s known in this city as “ex-
YU.” If Nenad Gnjatovi¢ — the eponymous hero of Nenad - lived
in Vienna, he might come here too. Home from home. Kucéi od
kuce...

Nenad... we begin in medias res, the camera prowling low
across Bundalo’s office desk in Brussels. His voice, in decidedly
Bosnian-accented French, informs us that he sees what we're
seeing is a paysage, a landscape. Are the items on the desk
accidentally “found” or carefully arranged? Probably the latter.

Because soon, Bundalo draws attention to the fact that
Nenad is a construct, that what we're seeing is directly the
result of the filmmaker’s editorial decisions: transitions between
shots are marked by the audible click of a computer mouse (or
key); a cursor arrow is visible on the screen; he says, “l propose
you inhabit these images and these thoughts...”

The invitation leads us into the ghostly ruins of a former
cultural centre in a backwater of Republika Srpska (RS), the
seldom-visited majority-Serbian entity in Bosnia-Herzegovina
(even I've never really been there, apart from via bus en route
to Sarajevo). As we navigate these abandoned spaces, Bundalo
diagnoses Yugoslavia’s downfall: it “failed to position itself”
between East and West. Click, click, click.

An ominous electronic score is heard: a sub-insectoid
buzz that matches the downbeat mood conjured by the
cultural centre’'s gloomy interiors. Bundalo describes
Bosnia-Herzegovina as a land of threes, resulting in various
manifestations of the “three-body problem.” After four minutes,
the title card, all caps: NENAD.

We're in Donji Garevci, just outside Prijedor (RS), 2018. A
woman prepares coffee, Bosnian style, on a stove. She serves
it to her just-awakened son, Nenad, as he emerges from his
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Nenad, film still, 2020
HeHag, kapap u3 ¢unma, 2020.

slumber on a front-room couch. Moving images now alternate
with stills. Nenad, 30-ish, rangy, tall, rugged of face, victim of
neoliberalism, a manual worker, a skilled online gamer.

“Nenad allowed...”: there will be no direct interaction between
subject and filmmaker, but Nenad is explicitly a collaboration.
We accompany Nenad to his real workplace, a train-repair
depot in Prijedor: “We spend time with the workers.” This could
be any time in the 80s, 70s, even 60s or earlier. Time stands still
here, static as the locomotives under repair.

We're midway through the film, and we haven’t heard Nenad
speak yet. Bundalo’s voice-over speaks for him, relates how he
dreams of working in Slovenia, a “personal utopia” up north.
After work, in a bar, he plays a sad song on the jukebox. The
film’s end titles will identify this as “Hibridus Balcanicus” by the
band named [machina] — two Bosnian blokes, living in Leipzig
- from the 2004 album Sad ili nikad (Now or Never). The lyrics
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deal with an unlikely bloom found growing among excrement. It
begins:

| came upon a strange flower, alone in the meadow,
And | wondered - such a beautiful flower, and yet alone
in the meadow.

And it ends with:

Then | turned away and left the village,

And went to that meadow to look one more time,
And before it | knelt and wept:

It's not your fault, flower, that you sprouted from shit,
Hibridicus Balcanicus,

Why are you so alone?

Fifteen minutes into the 22-minute film, it's suddenly a year
later. Nenad, now bearded, has fulfilled his dream of working
in Slovenia. He's back home for a visit, his hand bandaged
(an industrial accident?), he drinks Jelen beer, the top-selling
Serbian brand, available not only in Ljubljana but in all Austrian
cities of decent size.

The film continues to unobtrusively, unfussily immerse us
into Nenad’s life. We hear him speak! His speechis progressively
Jelen-slurred. As the sun sets, he gets drunker, joins his pals
in a back garden. A little later, as darkness gathers, he will
cycle down a country lane and the camera will accompany him
before he pulls ahead... CLICK!: we end on a judicious freeze-
frame.

Bundalo, in voice-over, explicitly identifies this individual
bloke as emblematic of much wider social problems afflicting
millions of people around the globe in the 21st century. He
quotes Lenin (quoting Chernyshevsky): que faire? What is to
be done?

A film of questions, of longing, of displacement, of relocation,
of return. Of scruffy Balkan beauty, the camaraderie of workers;
Bundalo somehow finds his place among them, like Jirgen
Bottcher among the East German quarrymen and sculptors of

106

Im Lohmgrund (1977), which is for me one of the two or three
greatest films of all time.

Thatone’s also “short,” just 27 minutes. Nenad is probably the
only documentary of the last decade fit to lace Im Lohmgrund'’s
boots, as the British saying goes. Nenad in the garden, after
sunset: a “magic hour” of transcendent humanism at least as
powerful, in its unassuming way, as anything Terrence Malick
and his multi-million-dollar budgets could ever concoct.

And then, to close, another [machina] track, this time
“Naprijed!!!” (Forward!!!). The text is very short; the lyrics in full:

Go ahead, brothers -

Let’s burn urns, sickle, hammer, cross, crescent and star!
The cosmic force commands us:

Let's leave the planet together!

Sci-fi architecture, retro-futurism: the camera tracks forward
looking steadily up at light bulbs hanging down from a modernist
ceiling. Where Nenad began in the ruins of a cultural centre, this
one (in Prijedor) is still operational, in very good nick. Outside,
fog: “my landscape of origin,” narrates Bundalo at the start of
Every Time You Leave, You Are Born Again (2025). But this time
we see the filmmaker on his own camera: he discusses matters
of diaspora and departure on stage with his playwright friend
from Zagreb, Petar.

They are preoccupied with “perpetual separation,” the
enigma of departure (sorry, Naipaul), the power of goodbye (hi,
Madonna.) In the former Yugoslavia, farewells are for many still
somewhat ritualised affairs, “a pre-planned performance.”

After seven minutes, the first part of the film’s triptych structure
concludes with the title card (in French and Bosnian), and we
meet the picture’s main protagonist: Bundalo’s grandmother
Baba Rada, billed in the end credits as Radojka Bundalo (seven
of the nine names listed in the “cast” are Bundalos).

She is in focus, all behind her is a blur: her daily routines
are followed at intimate proximity by an unacknowledged,
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Every Time You Leave, You are Born Again, film still, 2025
CBaku nyT Kafa ofeLl, MoHoBo ce pahalu, kagap U3 éunma, 2025.

hand-held camera. She exudes maternal warmth: “When we eat
together, | know nobody is hungry.”

Baba Rada likes it when her relatives (such as Bundalo, his
partner and children) visit. She is sad when they leave, and
follows a local custom by throwing water in the wake of their
departing car. In the old days, presumably H,O was flicked onto
the hindquarters of horses as they clip-clopped away...

Leave-taking is a protracted business. “Srecan put!” (bon
voyage) three times (this is Bosnia, a land of threes) and
the water thrown. The camera stays with Baba Rada, still
unacknowledged, as she resumes her routines in her now-quiet
house. She makes broth. In voice-over, the filmmaker recites
the years in which his relatives were born (“arrivals”) and died
(“departures”). Baba Rada watches TV, talks back to the screen.

Long since retired, she was, her grandson informs us, a
manual worker like Nenad, a hard-working labourer in her youth,
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now still active with her poultry and other small farm animals.
The timescale suddenly widens, cosmically. Around the farm,
Bundalo informs us, are still molecular traces: “urine of large
mammals... early ungulates from the Paleocene era.” Baba Rada
is last seen spinning threads, like one of the Fates (Moirai) from
Greek mythology...

The triptych concludes with a narrated summary by
filmmaker Bundalo, who speaks of “the knot of belonging” as
we see an illustration of a fibrous rope coiled into an intricate
circle. It looks rather like the symbol of ChatGPT... but the
paper is torn. Only human-to-human communication is allowed
here.

Veni, Vidi, Vin&a!

Domiton, part of Bundalo’s latest project, is an ongoing
anthropological investigation. Once again, the main focus is on
a particular individual (though in this case he will not appear
until the third of the film’s six discrete chapters); once again
Bundalo starts with intimate local specifics and then expands
the scale of his attention to encompass huge swathes of human
history. Once again, his voice guides us.

He will spirit us through “deep, unknown waters,” starting
with the Danube as it flows through the Iron Gates in the
Carpathians, becoming a thing of whirlpools (vrtlog in Serbian).
The development of communities as man effects permanent
changes on his environment in what is now dubbed the
“Anthropocene” era.

Ruminative and detached but capable of poetic insight
(especially where smells are concerned, as in Nenad), the voice
of the filmmaker speculates about the existence of an “invisible
particle of force that binds people to their home”: he dubs it
domiton.

In the second and third chapters, a nexus of domiton is
identified in the area of modern-day Serbia where the Danube-
shore Vinca culture, one of the lesser-acknowledged cradles of
European civilisation, took root some 7,500 years ago.
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Domiton, film still, 2026
Domiton, kapap v3 punma, 2026.

People have lived here ever since. Middle-aged Dragan
Jankovi¢ based himself here for decades: archaeologist and
teacher, museum curator, our genial guide. He takes centre
stage around the film’s halfway mark: as much its hero as Nenad
and Baba Rada in Bundalo’s previous films. We watch him make
Bosnian coffee on the stove...

“The ultimate goal of archaeology,” Dragan says, “is to reach
the human being,” to understand why people in the past did what
they did, built what they built, made what they made. For Dragan,
human history is divided into only two epochs, the juncture
coming at the end of the Neolithic period (around 2200 BCE).

In a nutshell: before this point, mankind was egalitarian, co-
operative. Afterwards, social stratification emerged and with it
concepts of privilege and status. The result: co-operation gave
way to competition. The co-operative state of Yugoslavia was,
we are invited to deduce, perhaps one last chance to regain that
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kind of human spirit. (Imperfectly co-operative and imperfectly
socialist, but at least they gave it a bloody good go.)

The title of the sixth and final chapter, “Domus Balcanicus,”
alludes to the [machina] track we heard in Nenad. Shot from
moving cars to the accompaniment of a prominent electronic
score, it is a survey of houses (domus): some completed, some
under construction, some abandoned, some ghostly, some in
a parlous state of disrepair. “Elements of the periodic table of
Balkan houses,” in Bundalo’s phrase.

It somehow reminds me of the stately examination of
religious paintings that concludes Tarkovsky’s Andrei Rublev.
No room here to say why; it's a feeling.

| write these final words within view of the Danube (brown-
grey, certainly not blue) as it flows past the Hilton Vienna
Waterfront hotel, whose machine-brewed coffee lingers on my
tongue. Pure coincidence that it's here, literally within view of
the river, that | have just finished watching Domiton, which itself
includes so many views of the exact same watercourse.

I've seldom seen it so calm as this early March day. White
swans float by on the surface, immobile passengers, coasting
along seemingly for no other reason than the sheer enjoyment
of motion without exertion.

In theory they could float all the way to where Romania
meets the Black Sea, riding the currents across one entirely
artificial, man-made national border after another... Austria,
Slovakia, Hungary, Croatia, Serbia.... (Yugoslavia?)... borne
back ceaselessly into the past. How | envy them.

1/3/2026

It gives me no rest, my wish to know the fate of all these
scenes that entered my eyes and have remained in my
thoughts. What happens to them when | am no longer
there?

Andrzej Stasiuk, On the Road to Babadag: Travels in the
Other Europe (2004)

m



CAOQUWIMHUKAL:
Heka IMJYHa
pasMuyLubaba n
uMnpecuje HakoH
rnepgarba Tpm
KpaTkKa ¢puima
MnageHa byHpana

Hua Janr



SKUBUMO Yy BpujeMe BUPTYeNHWX MOCNoBa, a npuje
negeceT roguvHa geduHuMcano Hac je TO WTO pagumo.
3aHaTvje HUCY NPOCTO CAYXWUAW Hapody, Beh cy ux u
HajBuMLe noliToBann y ceny. Kaga je Tpebano ga casHate
Heky uHbopmMaLmjy, nocnann 6u Bac y 6epbepHuLy, jep
Cce Hapof TaMo oKymnbao.”

Xennmunp XunHuk, anpuna 2018.

TKako cam ce 2019. roguHe npecenvo y beuy wns pogHe
cjeBepoucToyHe EHrnecke, 6apem jefHOM CegMUYHO Me
nuTajy jegHo Te UCTO nMuUTare — 3awTo. Moj ogroesop Bapupa
Yy 3aBUCHOCTU Of pacnosioxera. AKO BUX fa ce Hawanum,
Kaxem: ,3aTo WTO je To rnaeHu rpag Jyrocnaeuje. Mory
AopyykoBaTu ca CrnoBeHueM, pyyaTu ¢ XpBaToMm, nornegatu
¢onnm c bocaHueMm, Beyepatn ¢ MakefoHLMMa N KOCOBCKUM
AnbaHuuma, NMTU 0O KacHo ¢ LipHoropunma n Cpbuma...” A
HWje HX fa ce CKPOo3 LWalnM.

Kag je Tuto ympo 1980. 6uno Mu je feBeT rogunHa u
cjehaM ce fga je caxpaHa 6una 6aw Benukwu porahaj. buswy
JyrocnaBsujy npBu nyT cam MNocjeTUo 22 roguHe HakoH Tora.
HapegHux peleHnja NyToBao caM y CBUX LWIECT penybnvka
COPJ, nnyc we3unHe ABWje ay TOHOMHE NOKpajuHe, Kao Ny CBUX
ocaM rnaBHux rpagoBsa (beorpag, 3arpe6, CapajeBo, Ckonbe,
Jbyb6rbaHy, Mogropuyy, Hoen Cag w MNpuwTurHy), y Hajsehem
Opojy cny4yajeBa Yak BuLle nyTa.

OBa pervja ca CBOjUM Kpajonuuuma, apxXuUTeKTypoM,
/byanMa 1 KnHemaTorpadumjoMm Me BjepOoBaTHO CTaliHO M3HOBA
npuenaym 36or n3ejecHWX napanena ¢ NPocTopoM U3 Kojer
notuyemM (peanaH, npakTW4YyaH Hapod, MNOCTUHAYCTPUjCKe
BN3ype, TBPLOKOPHM OCTaLM counjanmsma).

YnHM MU ce fa HeHag, Kor cam NpBOr ofrnenao, N octanu

T Yenumup Xunuuk, y: “Zelimir Zilnik in Conversation with WHW” Zelimir Zilnik:
Shadow Citizens, Kunsthalle Wien, 2020, cTp. 15.

Nenad (detail), film still, 2020 115
HeHapg (petam), kagap us ¢unma, 2020.




dmnnmosu MnageHa byHgana nocTojaHo rpage jacHy npencraBy
OHOra YnMme ngeja Jyrocnasuje HacTaB/ba fa yTU4Ye Ha XMBOTE
JbyOu KOjU ponase u3 TOr gujena ceBujeta WUaM yuju npeumn
noTUYy ofaHAe, Uiun Ha Jbyge nonyT MeHe Koju IMYHO HeMaMo
HUKaKBe HenocpegHe Bese C TUM MPOCTOPOM.

OBe pujeun mncnucyjem y kadey Asiekc, Koju je Ha cBera
HEeKOIMKO MUHYTa o, MOjUX YyfasHuX BpaTa y ApyromMm 6eykom
OoKpyry, Ha agpecu LWUTyBepwTtpace 47, 1020 beu. MjecTo je
je4HOCTaBHO M CKPOMHO, a MOCjeTUOLM YITaBHOM CTapuju Iby4n
KOju ce MOry cHahu Ha HheMaudKOM, anu Koju, N3y3eB OHUX KOjK
roBope Mahapcku, pagunje roBope jesnkom, Tj. jesnumma Koju
Cce y OBOM rpagy 30BY ,eKc-jy” jeamun. [la nCTOMMeEHN jyHak
dunma HeHag, npesnMeHoM MHaToBuh, Xusn y beuy, 1 oH 6u
MOX[a fonasno osamo. Kyhu og kyhe...

HeHag nouumse in medias res, C KaMepoM Koja npenasu
npeko byHpanosor nucaher ctona y bpuceny. Hberos rnac
caonwTaBa HaM Ha O¢paHLYCKOM, ca jakmM 6BOCaHCKUM
aKLeHTOM, fa BMAM Ja je To WTO MW BUAUMO paysage,
Kpajonuk. LUTO ce Tuye npegmeTa Ha CTONY, jecy M cny4dajHo
,3aTeYeHn” unum cy nopefaHn MnaXx/bWBO, C Hamjepom?
BjepoBaTHO je 0BO gpyro jep byHaano yckopo ckpehe naxmy
Ha YMHbEHULY fa je HeHag KOHCTpyKUMWja, Te Aa je To WTo
BMOMMO HerocpefaH pesynraT HeroBux ayTOPCKUX ofJykKa
NPUANKOM MOHTa)e — npenasu nMsMehy KagpoBa 03HaYeHUx
CY YYjHUM KJIMKOM MUWa (Mnn TUNKe), Ha eKpaHy ce BUAMU
nokasuBay MuLla, a OH Kaxe: ,lMpeanaxem BaM ga ypoHute y
OBe C/inke u osBe mucnu...”

Mo3mB Hac BoAM [0 cabnacHuUX pylleBMHa Hekapaluher
KYNTYpHOr uUeHTpa y 3abutn Penybnunke Cpricke, eHTUTeTa
y BocHM n XepueroBmHU BeNUHCKW Haces/beHe CPrCKUM
CTAHOBHULUTBOM, Yy KOjy Mano KO nyTyje (HM ja TaMO Hucam
610 HMjeQHOM — MpoLao caM Tyga caMo ayTobycoM Ha nyTy
3a CapajeBo). [lok ce kKpeheMo Kpo3 HanylwTeHe npocTopuje
LeHTpa, byHgano gunjarHocTukyje nponacT Jyrocnasuje: ,Huje
ce ycnjena noctasutn” nsmehy Mctoka n 3anaga. Knuk, Knuk,
KIUK.
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Nenad, film still, 2020
HeHag, kapap u3 ¢punma, 2020.

Yyje ce 310kobHa enekTpOHCKa MysuKa, Ay6oKo, rotoBo
WHCEKTONOHO 3Yyjarbe Koje npaTh CyMOpHU yrohaj Koju npusmea
MpayHun eHTepujep KynTypHor LeHTpa. byHgano onucyje bocHy n
XepLeroBmHy Kao 3eM/by TPOjCTBa, LUTO pe3ynTyje pasnnymtum
MaHudecTaumjama ,npobnema Tpu Tujena” HakoH 4eTupwu
MWHYTe, MojaB/byje Ce Hac/oBHa KapTuua ¢ umMeHoM HEHA/L -
MCNMcaHM BENMKMM CNoBUMA.

Hanasumo ce y JowuMm MNapesuuma, Heganeko og lNMpujegopa
(PC), roamHa je 2018. Heka »eHa KyBa goMahy Kady Ha LIMopeTy.
Cny>u je cBOM CMHY HeHagly, Koju TeK ITo ce Npobyamo 1 nonako
Jonasu K cebu Ha Kaydy y AHeBHOj cobu. [NokpeTHe cnunke caga
ce cMjewyjy ¢ odoTorpadujama. HeHap, TpupeceTak rogmHa,
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BUCOK W XWunae, rpybux upTa nuua, XpTBa Heonmbepanusma,
bGU3NYKM pagHUK, U3BEP3NPaHN Urpay UrpuLa NPeKo MHTepHeTa.

,HeHag je npucTao...” — Hehe BUTKU ANPEKTHE MHTepakuuje
nsmehy rwera Kao npegmeta ¢unma v aytopa, anv ounaMm je
ounrnegHo pesynrtaT capaghe. HeHaga npaTtMmMo 4O HeroBor
pafHor MjecTa, Xesbe3HUYKOr PeMOHTHOr genoa y lMpujegopy:
L1poBogMmMo BpujeMe C pagHuumma.” Morne 6m 6utmM un
ocamMfeceTe roguHe nNpoLior Bujeka, cegamaeceTe, na yak u
wespecete nnu paHuje. OBaje BpujeMe CTOjU, HEMOMUYHO je
nonyT JIOKOMOTWBA Ha NonpasL M.

Herpgje cmo Ha nona ¢éwunma, a jow yBUjEK HUCMO 4ynu
HeHaga pa npuya. byHpano roBopu yMjecTo Hera y CBOjCTBY
HapaTopa, MPeHOCKM HaM Kako carba O pagy y CnoBeHuju, o
LJIMYHO] yTOoNuju” Ha cjesepy. MNocnuvje nocna y ka¢mhy nywra
TY>XHY njecmy n3 Lybokca. Ca ofjaBHe WNuLe casHajeMo fa ce
pagu o njecmu Hibridus Balcanicus 6eHfga no nMmeHy [machina],
ABojuue bocaHaua Koju xuee y Jlajauury, ca anbyma Cag uam
Hukag vn3 2004. rognHe. TekCT njecMe roBopu O HEOHBUYHOM
LBMjETY KOju pacTe 13 nsameta. louynte oBako:

LIIpOHahox YydaH uBuKjeT ycaM/beH Ha nnMBagu
M yyoux ce, Tako nujenu UBujeT —a ycaMsbeH Ha nusagun.”

A, 3aBpLluaBa ca:

,OHa caM ce OKPEHYO 1 Ceno HamnycTno

M oTnwd Ha oHy NnBaay Aa nornegam jowl jegHom
W npepg wer’ cam KnekHyo v 3annako

Hucu Tn, uBmjeTe, KPUB, LWTO CU N3 roBaHa HUKO
Hibridus Balcanicus

LWTo cn Tako cam?”

lMeTHaecT MUHYTa of rno4yeTka OBOr 22-MUHYTHOI ¢UIMa,
ofjeoHOM je npolnio roguHy faHa. HeHap capa wuma 6pagy wu
WCMNYHMO My Ce CaH fda paaun y CnoseHuju. [dowao je kyhu y
rnocjeTy, pyke 3aBujeHe y 3aBoj (nmoBpega y ¢abpuuu?), nuje
jeneH nnBo, jegHy o, HajnpoAaBaHMjUX CPACKUX POBHUX MapKu
KOja ce Moxe KynuTun He camo y JbybrbaHu, Beh 1y CBUM none
BehMM ayCTpUjCKUM rpagoBmmMa.
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®unnM Hac HeHaMeT/bUBO, 6e3 CyBULLHE NOMME, YBNadn gasbe
y HeHapoB xwuBoT. Yyjemo ra ga rosopu! 360r jesieH nuBa cee
BuLLe 3annuhe jeankoM. Kako CyHLe 3anasu OH je cBe NnujaHuju
NPUAPY>XYje ce ApyLTBY y ABOPULLTY n3a Kyhe. HeluTo KacHuje,
Kako naga Mpak, ognasum 6ULNKIIOM HU3 CEOCKU MyT, a KaMepa
ra npatun Jok He opmakHe... KJIMK! N cueHa ce 3aBpluasa
naxx;/bMBo ogabpaHnM 3aMpP3HYTUM KaapoM.

Hapatop, Tj. byHgano, wuspuuuto TBpAM fa HeHan kao
nojeAnHaL, uNycTpyje Aaneko wupe gpyLTeeHe npobneme Koju
norahajy MunuoHe rbyan gurbem nnaHete y XXI Bujeky. LUutupa
INerbmHa (koju nak uutmpa YepHuwesckor): ,Que faire? LUTta
HaM je YMHUTN?”

®dunMm  Koju nocTaB/ba NuUTama, OGUAM O YeXHbW,
N3MjelITeHOCTN, npecesbely, MNoBpaTky, O rpyboj rbenotu
BankaHa, 3ajegHUWTBY pagHuKa. byHOano Hekako npoHanasu
cBoje MjecTo Mehy muMa, baw kao u JupreH beTtxep
Mehy WCTOYHOHEMAUYKMM pygapuma UM KaMeHopecuuma vy
KaMmeHonomy y ounmy Y JlomrpyHay wa 1977, Koju je No MeHu
jenaH op, ABa unu Tpu Hajborba dunma CBUX BpeMeHa.

N Taj je ,KpaTak”’ cBera 27 MuUHyTa. HeHas je BjepoBaTHO
jeAuHN JoKyMeHTapal, CHUMIbEH Y MocibedHux AeceT rogmnHa
Koju 3aBpehyje oa ra ynopegumo C kUM, Koju je gopacTao Ada
My ,HOCcK obyhy” HeHapn y ABOPULUTY, HAKOH 3asacka cyHua —
,3NaTHW caT” TpaHCUEeHOEeHTanHor XymMaHuama, nofjefHako
CHaXaH y CBOjOj HEeHaMEeT/bMBOCTM Kao 6Uo WTa WTo 61 TepeHc
ManuvK 1 HeroBu BULLEMUIIMOHCKM BYLIETU MOMNn Aa n3kbegpe.

A, noToMm, 3a Kpaj, jow jegHa Hymepa pfBojua [machina];
OBaj NyT je To njecMa Hanpuje!!l. TekCT je BpNo KpaTak, a eBo
KOMMAETHUX CTUXOBA:

L.Hanpwvjen, 6paho, 3anannmo ypHe
Cpn, yekuh, KpCT, MjeceL, 1 3Bnjesay,
KocMunuka Ham cuna Hapehyje

[a 3ajegHo HanycTumo nnaHety!”

HayuyHobaHTacTMYHa apxutekTypa, peTpodyTypusam -
Kamepa KnvMsu Hanpwujepn, cBe BpujeMe ynpTa Ka cujanvuama
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Every Time You Leave, You are Born Again, film still, 2025
CBaku nyT Kaja ofelu, NoHoBo ce pahal, kagap U3 ¢unma, 2025.

OKaYeHMM O MOLEPHUCTUYKY TaBaHuuy. [JOK HeHag nouunme
Yy KYATYPHOM LEHTPY KOju je y pylleBuHama, oBaj y MNpujegopy
je jow yBujek y GyHKUMjK, Y BpnoO je nobpoM cTary. Hanosmy
je marna ,Moj 3aBuYajHKU nejsax”, kaxe byHAano Ha no4veTky
éunma Csaku nyT kaf ogell, rnoHoBo ce pahaw us 2025.
MehyTuM, oBaj NyT Kpo3 06jeKTMB Kamepe BUOMMO U ayTopa
dnMnAMa [OOK Ha cueHu pacnpaB/ba O gujacnopu M oAnacky
Cca CBOjUM MpujatesbeM cueHapucToM n3 3arpeba, lNMeTpom.
3a0KyMN/bEeHN CY ,BjeYnMTUM pasfBajakbeM’, eHUrMOM offlacka
(Heka mu onpocTu Hajnon), cHarom pacTaHka (oBaje 6ux
nosgpasno MapoHy). Y 6uBwoj Jyrocnaeuju pacTaHak je
3a MHOre W pasbe, AOHeEKNe, puTyanunsoBaHa, ,yHanpujepn
pexupaHa npepcrasa”.
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HakoH cefam MuHyTa dunma, CTPYKTYpPUCAHOT Kao TPUMTKX,
3aBplUaBa Ce HEroB MNpBM [MO HAC/OBHOM KapTULOM, Ha
bpaHLyckoM 1 6ocaHcKoM. Ty YyMNO3HajeMO rNnaBHY jyHaKumy,
ByHpanoBy 6aby Pagy, y ogjaBHoj WNuLM HaBefeHy kao Pagojka
ByHoano (cepam op neBeT MMeHa Yy ,FymMauykoj nocTtasu”
Hoce npesume byHpano). OHa je y GOKyCy OOK je n3a He CBe
3aMyheHo — py4YHa Kamepa HenpuMjeTHO 1M36sM3a NpaTn HeHy
cBakogHesuuy. M3 ke nsbuja majumHcka TonnvHa: ,Kag jegemo
3ajegHo, 3HaM [a HUKO Huje rnagax’”.

Baba Papa Bonu Kag je nocjetu poabuHa, ykibydyjyhu u
ByHoana, veroBy napTHepKy u gjeuy. byge Ty>xHa Ha pacTaHKky
W Tafa ynpaxHasa nokanHu obuyaj nponmeara BOAe 3a KoMMa
y ognacky. Y npownocTtu 61, No cBoj npunvun, nibycHynm H20
0 canu Kola 0K Mofiako rasu, KNnn-Kaor...

OnpawTare 3Ha ga notpaje. ,CpehaH nyT!” (bon voyage)
n3peyeHo TpunyT (Mnak je oBo BocHa, 3eMsba TpojcTBa) na
OHAa Bofa. Kamepa je n garbe HenpumjeTHo Ha 6aba Pagw koja
HacTaB/ba Ca CBaKOOHEBHMM MOCAOBMMa Y cafa 3aMyKJ/10j Kyhu.
KyBa 4opby. AyTop ¢unMa y ynosm HapaTopa Habpaja rogunHe
poherba n cMpTK pohaka — roguHe NPUHOBA U MPEMUHYNX.
Baba Papa rnepa tenesusnjy, npnya c eKpaHom.

Op, yHyKa casHajeMo Ja je 6aba Paga ofgaBHO y neHsuju, anu
[a je Hekapg paguna ¢msnyke nocnose Kao n HeHag, 6una Bpro
BpUje4Ha y MNagocTu, Te fa je 1 fasbe akTMBHa U raju nepag u
Apyre cutHe gomMahe XuBoTure. BpemMeHCcKM OKBMp ce Winpu 1
ogjegHoM fobuja kKocMmnyke pasmjepe. byHaano Ham caonwTaea
4a Mo MMaky U farbe UMa TparoBa ,ypuHa BEUKUX cucapa...
paHux nankapa u3 goba naneoueHe” HEBUOSbUBUX FOSIOM OKY.
Baby Pagy Ha kpajy BUOMMO Kako npeae BYHy, Hanuk Ha Mojpy,
cyhajy 13 rpyke Mmutonoruje...

TpunTunx 3aBpLlaBa Tako WTo byHAano ykpaTko npenpuyasa
HeroB cagpxaj. fosopu o ,4BOpy npunagjama”’, y3 npukas
UNycTpaunje yxeTa CcaBujeHOr Yy CcroxeHy ¢opMmy Kpyra.
[JocTa nnum Ha cumbon ChatGPT-ja, anu je nanup nogepaH.
[o3BosbeHa je caMO KOMYHMKaLmja Mehy rbyanma.
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BeHun, Buagu, BuHyal

Domiton je ByHaanoBo Tekyhe aHTPOMOJIOWKO NUCTPaXmBakbe
M ONO HEeroBOr HajHoBuMjer npojekTa. U oBgje je y XUXWu
KOHKpeTaH MojeAnHal, Koju ce, pgopylle, MojaBsbyje TeK Yy
TpeheM oOf LWecCT cacTaBHUX AnjenoBa ¢unma. Kao n panuje,
ayTop nonasu of, UHTUMHUX NOKaNHUX CheunduyHocTK, ga bu
3aTM 0byxBaT NPOLUMPMO Ha AY>Xe Nepuoae Jbyacke nctopuje.
M oBaj nyT, BOAW HAC y CBOjCTBY HapaTopa.

ByHgano Hac Bogu y3 ,Aoyboke HernosHaTe BOAE" Mo4veBLUn
of [yHaBa M HeroBor TokKa Kpo3 TjecHau, XXerbesHa BpaTa
npen Kapnatuma, nog uYujuM CTUCKOM BPTNOXW. Passoj
Jby[OCKe 3ajefHuLe ofBMja ce ynopeao C YOBjEKOBUM TpajHUM
npeobpakajeM >XWBOTHE CpeAMHe TOKOM Mepuopa Koju ce
JaHac HasvBa aHTPOMOLEHOM.

3aMULLISbEH N ANCTaHLMpaH, anm cnocobaH 3a NoeTcKe yBuae
(HapounTOo Kaga cy y NuTarby MUpUcK Kao 'y dunmy HeHag), rnac
ayTopa CheKkynuie O MnocTojamy ,HEBUASbUBE YecTuue cune
KOja Besyje /byae 3a HbUXOB A0M’, KOjy OH HasmBa LOMUTOHOM.

Y gpyrom u tTpehem gujeny dunma noumpaHo je ysopuLite
domitona Ha npocTopy faHawre Cpbuje, raje ce Ay obane
[yHaBa npuje Heknx 7.500 rogunHa paseuia BUHYaHCKa KyNTypa,
jeoHa of, Mambe NpUsHaTUX KOMjeBKM eBPONMCKe LuBuamsaumje.

Jbyan on Taga Ty HenpekuaHo xuee. CpgadaH BOAUY HaMm
je OparaH JaHkoBuh, cpepfoBjedyHu apxeonor u npodecop,
MY3€ejCKN KYCTOC, KOju je Ty NpoBeo feleHunje. Hergje Ha nona
dnnMa nocTaje HEeroB rnaBHU jyHak, kao U HeHapg n 6aba Paga
y byHpanosa npetxogHa gsa ¢unma. Nocmartpamo ra oK Ha
WwnopeTy KyBa gomahy kady.

L,Kpajrbu unsb apxeonoruje”, kaxe [paraH, ,jecte ga gornpe
00 rbyackor 6mha’, ga cxBaTW 3alTO je YOoBjeK Yy MPOLUIOCTU
YUHNO TO LWITO je YMHMO, rpagmo TO WTO je rpagmo, CTBOPMO
TO WTO je cTBOpMO. [paraH anjenn UcTopujy YoBjeyaHCTBa Ha
caMo [BWje enoxe, a pasfBaja UX TPeHyTaK y HeosnnTy, OKO
2200. rognHe npuje HoBe epe.
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Domiton, film still, 2026
Domiton, kagap 3 ¢unma, 2026.

YKpaTKo, [0 TOr TPeHYTKa YOBje4YaHCTBO je 6uo erannTapHo,
KoonepaTMBHO. HaKoH ToOra pfowno je [0 [ApyLTBeHor
pacnojaBarba, a C H1M 1 NojaBe NpusBunieruja n ctatyca. icxop
— capafrba yCcTyna MjecTO KOHKypeHumju. Cyrepuiie Ham ce
[a je KoornepaTMBHO CTakbe Jyrocnasuje buna Moxpga jefHa
O MocC/befruX NpuankKa ga ce noBpaTu TakaB JbYACKW AYX;
3eMJ/ba HMje Buna HM CaBpPLUEHO KOOMepaTMBHA HU CaBpLUEHO
counjanncTnyka, anm Makap cy npobanu.

Hacnos wecTtor wn 3aBpwHoOr pgujena éwunma, Domus
Balcanicus, anygupa Ha HyMepy ABojua [machina] Kojy cMmo
yynu y HeHagy. CHUMJ/bEH U3 ayTa Yy MNOKpeTy, y npaThu
yneyat/buBe eneKTPOHCKe MYy3uKe, pagu ce O CBOjeBPCHOM
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Domiton, film still, 2026
Domiton, kapap v3 punma, 2026.

nperneny kyha (domus) — HeKUX [OBPLIEHMX, HEKUX Y
nsrpagkn, HeEKMX HanywTeHuxX wunum cabnacHux, y cTamy
pacnagama. ,EnemMeHTVM nepuogHor cuctemMa 6GankKaHCKUX
kyha”, Kako kaxxe byHgano.

Ha Hekn HauMH Me OBO noAcjeha Ha Yy3BULLIEHWU, CBEYaHU
npukas WKOHa KojuM TapKOBCKM 3aBpluaBa CBOr AHApeEja
Py6/b0Ba. Hema oBgje npocTopa fa ob6jacHUM 3aLuTo, Y NuTary
je nn4yHm ocjeha;.

OBe 3aBpLIHe pujeyn ucnucyjem ca nornegomMm Ha cmehe-
cuBm [lyHaB — faneko je of nnaBor — AOK NpOoTuYe Kpaj XxoTena
XnAToH Ha 6e4YKOM Kejy, [OK MU C je3nKa Nosiako Ynnm yKyc Kkade
M3 XOTeNCcKor anaparta. YucTa je cny4dajHocT ga cam 6aw osgje,
OyKBanHoO C pujekoM npep ouvMmMa, ynpaso ogrnegao Domiton,
Yy KOjeM Ce UCTM OBaj BOAOTOK MojaBbyje Yy Tako MyHO Kagposa.

PvjeTko Buham [QyHaB o0BakO MUpaH Kao OBOI paHor
MapTOBCKOr faHa. o noBpwuHW nnyTajy bujenu nabyposu,

124

l-"ﬂ'ﬁ}:’f:gﬁip_ i I':"'"'.t';_f:r e .--- ‘*i.: ime ".. . —I'-r:‘-l-

Domiton, film still, 2026
Domiton, kapap n3 ¢punma, 2026.

HENOMMUYHU MY THULM KOjW Aajy fa ux pnjeka Hocm 6e3 nocebHor
pasnora, TeK KOMKO Aa y>XuBajy y NoKpeTy 6es Tpyaa.

Y Teopwuju, Mornm 61 Tako nNayTaTu CBe A0 MjecTa rgje ce
PymyHuja cycpehe ¢ UpHum Mopem. Mnosunn 6m pjeyHnm
CTpyjaMa MpeKko BjeliTayknx, Of CTpaHe JSbyau WCLPTaHKUX,
OpXaBHUX  rpaHuda... Ayctpuje, CroBauyke, Mahapcke,
XpBatcke, Cpbuje... (Jyrocnasuje?)... HOLIEHN He3ayCTaBIbUBO
y NPOLWIoCT. Kako M camo 3aBugum.

1. mapTa 2026.

»,He ga M1 Munpa Ta Xerba ga casHam Cyg0OuHy CBUX OHUX
npusopa Koju cy MU yLAN Ha 04X U OCTaan y MUCIMMA.
LLTa he 6uTn ¢ bMMa Kaf BuLle He byaem Ty?”

AHpxej Ctacjyk, Ha nyTy 3a babagar — nyToBara Mo
Opyroj Eeponu (2004)
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Every Time You Leave, You Are Born Again, 2026

Series of 9 photographs;
aluminium - photo paper, 40 x 30 cm

CBaku nyT Kapg ofeLu, noHoBo ce pahatu, 2026.

Cepuja og, 9 poTorpaduja;
anymMuHujym — doto-nanump, 40 x 30 um
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Living Room, 2026

A spatial installation composed of a carpet, a table, four chairs, and
twelve boxes containing texts. On the table, there are four photo albums
filled with photographs of living rooms belonging to people living in the
diaspora. From the table, ambient sounds can be heard—sounds typical
of everyday domestic life. On the side walls, fabric strands rise from the
carpet, between which the boxes with texts are arranged. On the ceiling,
a resonant soundboard is installed, incorporating a small speaker that
emits ambient sounds.

Elements of the installation:

—table; wood (maple), 160 x 80 x 76 cm

- chairs; wood (maple), 41 x 41 x 83.87 cm

— carpet; wool, polyester, 485 x 300 cm; strings (cotton), 250-280 cm
— photo albums; mercerized cotton (outer cover), cardboard, recycled
corn paper, photographs (interior), 25 x 25 cm

— text boxes; multiplex — poplar wood; acrylic paint, 30 x 30 cm

- resonant soundboard; multiplex — poplar wood, 160 x 80 x 2 cm

JHeBHa coba, 2026.

MpocTopHa MHCTanauwmja Kojy YnHe TeNMX, CTO, YETUPU CTONMLE U
[BaHaecCT KyTuja ca TEKCTOBMMa. Ha cTony cy yeTupu ¢oto-anbyma,

KOju cy nonyreHa GpoTorpadujama gHeEBHMX coba byaun KOju XuBe y
WHOCTPaHCTBY. M3 cToNa ce uyje aMbujeHTaNnHN 3BYK KOjU CE MOXe YyTun
y CBaKo4HeBULM foMoBa. Ha 604HMM 31Ma0BMMa Ce 13 TEMMXa U3ANXKY
CTPYHe opf, TKaHHe n3Mehy Kojux cy pacnopeheHe KyTuje ca TeEKCTOBMMA.
Ha nnadoHy je nocTaB/beHa 3ByYHa pe30HaHTHa Mo4a Yy Kojy je
WHTErpmcaH 3By4YHVK MatbMX OUMEH3Mja KOju eMUTYyje ambujeHTanHe
3BYKOBE.

EnemeHTn nHctanayyje:

— CTO; ApBo (jaBop), 160 x 80 x 76 um

— cTonuue; gpBo (jasop), 41 x 41 x 83.87 um

— Tenux; ByHa, nonvectep, 485 x 300 um, cTpyHe (namyk), 250-280 um
— poTorpadckm anbymm; MepLUIN3MpaHm NnaMmyk (BamCka CTpaHa),
neneHKa, peunknnpann nanmp og Kykypyasa, dotorpaduje
(yHyTpawmocT), 25 x 25 um

— KyTuje ca TEKCTOBMMaA; MYNTUMIEKC — LPBO TOMONE;

akpwunHa 60ja, 30 x 30 um

— 3ByYHa pe30HaHTHa MjoYa; MynTUMNIeKc — A4pBO TOMose,

160 x 80 x 2 um
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This is the living room of Mladen Bundalo, an artist based in Brussels,
(Belgium). He has been living here for four years and shares the space
with his wife, Lucie, and their daughters, Marta and Louise.

OBO je AgHeBHa coba MnageHa byHpaana, ymjeTHMKa KOjU XUBWU Yy
Bpuceny (Benruja). Oaje Xuneu Beh YeTUpU rognHe 1 anjenn npocTop
ca cynpyrom Jlycu n kuxosum khepkama, MapTom un Jlynsom.
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Knots, 2026
Nine framed prints produced

by laser engraving drawings
on paper; wood, paper, 42 x 42 cm

Yesoposu, 2026

[eBeT ypamMmrbeHUx rpapuka HacTanmx
MeTOAO0M NlaCepcKor rpaBunparba upTexa
Ha nanvpy; 4peo, nanup, 42 x 42 um
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Domus Diasporica / Incantatio Diasporae, 2026

Artistic texts engraved on
curtains installed on the windows
of the central room; cotton, 300 x 150 cm

Domus Diasporica / Incantatio Diasporae, 2026.

YMjETHNYKMN TEKCTOBM rpaBupaHmu
Ha 3aBjece NocTaB/beHe Ha NPo3ope
LeHTpanHe npoctopuje; namyk, 300 x 150 um
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Meta-Documents, 2026

An installation consisting of seven shelves arranged throughout the
exhibition space. On each shelf, there is a booklet designed in the
form of a passport. Above each shelf, a framed drawing is installed.
- shelves; wood (maple), 25 x 20 cm

- drawings; paper, wood, 25 x 31 cm

- booklets/passports; leather, paper, 125 x 87 mm

MeTta-gokymeHTa, 2026.

WHcTanaumja og cegam nonuvua pacrnopeheHmnx y n3noxo6eHom
npocTopy. Ha cBakoj Nonnumn Hanasm ce Khbhxuua napaheHa nonyT
nacowa. N3Hag ceake nosuLe NOCTaB/bEH j€ YpaMIbeH LpTeX;

- nonvue; gpeo (jasop), 25 x 20 um

—upTexu, nanup, 4peo, 25 x 31 um

— KhbMXKMLe/nacoLwwm; koxa, nanup, 125 x 87 mm
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Domiton, 2025

Film projection on screen.

The room contains four small chairs.
—screen; 240 x 135 cm

- chairs (x4); wood (maple), 41 x 41 x 43 cm
Production: Vizart

Domiton, 2025.

dunnmMcka npojekunja Ha nnaTHy.

Y npocTopuju ce Hanase YeTUPU Mare CTONULE.
—nnaTHo; 240 x 135 um

- cTonuue; ap.o (jasop), 41 x 41 x 43 um
Mpoaykuuja: Busapt
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Rue du Broeck 30, 1070 Anderlecht, 2026

A spatial installation featuring two screens, a work table, a shelving
unit, twelve posters, and a framed assembled puzzle. On the table
and the shelving unit, various objects and tools related to home
renovation are displayed.

Elements of the installation:
- posters; paper, A1 (59,4 x 84.1 cm)
— work desk; wood (maple), 80 x 40 x 75 cm
- shelving unit; wood (maple), 80 x 40 x 120 cm
— framed assembled puzzle; cardboard, frame (wood)
- ready-made objects and tools; plastic, metal, wood, paper, various
dimensions
- screens: House Roofing, VHS video (1990), 13'51", 2025
Rue du Broeck 30, 1070 Anderlecht, video, 20'29", 2025.

Rue du Broeck 30, 1070 Anderlecht, 2026.

MpocTopHa MHCTanawmja ca ABa ekpaHa, pafHUM CTOIOM, CTanaxom,
[lBaHaecT nocTepa 1 ypaM/beHOM CNOXEHOM cnaranuuom. Ha ctony
M CTanaxmu Hanase ce pasnuunTL NpeamMeTy 1 anaTti Koju Ccy nosesaHm
ca peHoBuparbeM Joma.

EnemeHTN nHcTanauumje:
- nocTtepwu; nanup, Al (59,4 x 84,1 um)
— pagHu cTo; ApBo (jaBop), 80 x 40 x 75 um
— cTanaxa; apBso (jaBop), 80 x 40 x 120 um
— ypamJ/beHa CrioXeHa cnaranuua; KapToH, (pam) apeo
- ready-made npegMeTn 1 anatu; nnacTuka, MeTan, 4pBo, nanup,
pasnuuunTe guMeHsunje
- ekpaHu: Mokpmearse kyhe, BXC Bugeo (1990), 13'51", 2025.
Rue du Broeck 30, 1070 Anderlecht, Bugeo, 20°'29", 2025.
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Mladen Bundalo / Miagen Byngano
ARTIST / YMJETHUK

MLADEN BUNDALO (born in 1986, Prijedor) is an interdisciplinary
artist, filmmaker, and author, who lives and works in Brussels
(Belgium). His projects are psycho-geographical travelogues and
auto-ethnographical objects that explore themes of belonging,
migration, diaspora, uncertainty and value.From 2005 to 2009, he
studied at the Academy of Arts in Banja Luka, and from 2009 to
2011 he continued his education at the Faculty of Fine Arts in Brno,
specializing in video, multimedia, and performing arts. His works have
been screened and presented in over 50 international film and videoart
festivals, such as IDFA (Amsterdam), Ji.hlava IDFF (Jinlava), Go Short
(Nijmegen), Vidéographies (Liége), Sarajevo Film Festival, and Punto
de Vista IDFF (Pamplona). He has showcased his work at more than
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70 exhibitions and residencies, including venues like Kunstlerhaus
(Vienna), MoCA RS (Banja Luka), National Gallery of Montenegro
(Cetinje), Summerhall (Edinburgh), Galleria d’Arte Moderna Achille
Forti (Verona) and iMAL (Brussels). He is the author of several artist
books, such as “There and here, here and there” published by the
Museum of Contemporary Art of Republic of Srpska in Banja Luka,
and “Hectolitre”, published by the Hectolitre art space in Brussels.
Mladen is a member of La FAP (Federation of Plastic Arts), ARRF
(Association of Francophone Directors), BARN (Brussels Artists-Run
Network), and the Hectolitre art space in Belgium, Ta¢.ka art group in
Bosnia and Herzegovina, and actively in artists self-organisation and
empowerment.

MJTAOEH BYHOAJIO (poheH 1986. roguHe vy T[lpujegopy) je
WHTEPANCLMNINHAPHW YMjeTHUK, GUIMCKM ayTop 1 nucal, Koju XUswn
n pagu y bpuceny (Benrwvja). Hberoeu nNpojekTn cy ncuxoreorpadceku
nyTonncnmnayToeTHOrpadCKnobjeKTUKOjUNCTpaXxyjy TeMenpmnagatba,
MuUrpauunje, anjacnope, HeCUrypHocTn mn spujegHoctn. Og 2005. go
2009. rogunHe cTyampao je Ha Akagemujn ymjeTHocTn y bamoj Jlyum,
aof 2009. go 2011. HacTaBMO je obpasoBare Ha PakynTeTy TMKOBHUX
yMjeTHoCTn y BpHy (Peny6nvka Yelika), ca cneuujanusaumnjom us
BMAea, MyntuMegunje 1 nssohadyknx ymMjeTHoCcTW. Hberosu pagosu cy
npukKasaHu n npegcrasibeHn Ha Buwe of 50 MehyHapoaHUX GUIMCKINX
N Bugeo-apT ¢ectmsana, nonyT: IDFA (AmcTteppawm), Jihlava IDFF
(Juxnasa), GoShort (Hujmeren), Vidéographies (Jlux), Sarajevo Film
Festival (CapajeBo), Punto de Vista IDFF (MamnnoHa). N3narao je Ha
Buwe of 70 M3noX6u 1 pesngeHumnjanHux nporpama, ykrbydyjyhu
MHCTUTYUMje, Kao wWwTo cy: Kinstlerhaus (Beu), My3ej caBpemeHe
ymjeTHocTn Peny6nvke Cpricke (Bawba Jlyka), HaynoHanHa ranepuja
LpHe Tope (Ueturse), Summerhall (EgnHbypr), Galleria nApTte
Moderna Achille Forti (BepoHa) u iMAL (Bpucen). AyTop je HEKONMKO
YMJETHUYKNX Khoura, Mehy Kojuma cy TaMmo v oBfje, oBaje v TaMmo, Y
n3gary Myseja caBpemeHe ymjeTHocTn Penybnuke Cpncke y barboj
Nlyun n Hectolitre, y vspawy yMjeTHUYKOr npocTtopa Hectolitre y
Bpuceny. MnageH je unaH ®epgepauyje NUKOBHUX YMjeTHOCTU (La
FAP), Yopyxera dpaHkodoHMXx pegutersa (ARRF), Bprucencke mpexe
yMjeTHUYKMX npoctopa (BARN — Brussels Artist Run Network), kao un
yMjeTHUYKOr npocTopa Hectolitre y benrnju, ymjetHmndke rpyne Tac.
ka y BocHM 1 XepLeroBuHW, Te je akTUBHO aHraxosaH y obnactuma
CcaMoOopraHnsoBaa N OCHaXKMBarba YMjeTHMKa.
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VIDEOGRAPHY / FILMOGRAPHY
BMAOEOIPA®UJIA | DUIIMOTPADUIA

Every Time You Leave, You Are Born
Again, film-essay, 25, 2025
Hypermigrations, video-essay, 15,
2021

Nenad, short documentary, 22'03",
2020

Chronique d’'un printemps - video
essay in 5 parts, HD, 25'15" 2018

Why Do You Want To Marry?, HD,
09'52"” 2015

How Is In Vienna?, five DVD pal
videos, total time 02h13'05", 2012

Prijedor Bus Stop — Banja Luka Bus
Stop, DVD pal, 52'50" 2010

SELECTED SOLO EXHIBITIONS
CEJIEKTOBAHE CAMOCTAIJIHE
NU3J10XKBE:

JArrivals — Departures”, Sreten
Stojanovi¢ Gallery, Prijedor (B&H), 2025

“Domus vulgaris”, Belgrade Cultural
Center - Podroom gallery, Belgrade
(Serbia), 2025

“Jugoslavia’s Hyperinflation”,
Contemporary Art Gallery “Miodrag
Dado Buri¢” = The National Museum
of Montenegro, Cetinje (Montenegro),
2023

“Arrivals — Departures”, Musem of
Contemporary Art of Republic of
Srpska, Banjaluka (B&H), 2023

“3,6 x 10722", Cultural Center, Trebinje,
(B&H), 2018

“Moving Chronotopes”, Remont
Gallery, Belgrade (Serbia), 2017
“Between natio — globalism and
shamanism”, V.I.P. ART gallery,
Belgrade (Serbia), 2009

“Faces”, Museum of Kozara, Prijedor
(B&H), 2009
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SELECTED GROUP EXHIBITIONS
CEJIEKTOBAHE 'PYTNHE U3JTOXKBE:

2025

“STRANCI - Of Being A Stranger”, Rotor
Center for Contemporary Culture, Graz
(Austria)

“SUBDOCUMENTA, Collegium
Artisticum, Sarajevo (Bosnia and
Herzegovina)

2024

“Dear King, Please Give Me a House”,
Mayboom Artist-Run Space, Brussels
(Belgium)

2022

“Nothing Is Guaranteed: Exhibition

of Bosno-Futurism”, Summerhall,
Edinburgh (United Kingdom)

“Our Liquid Territories”, Mayboom Art
Space, Brussels (Belgium)

2021
“XYZ" iMAL, Brussels (Belgium)

2018

“No Budget Biennale — Euroasia/
Provizorium”, Charlama Gallery,
Sarajevo (Bosnia and Herzegovina)

2016

“From Diaspora to Diversities”, Remont
Gallery, Belgrade (Serbia); National
Gallery of Macedonia, Skopje (North
Macedonia)

2014

“SHARE - Too Much History, MORE
Future” Carinthian Museum of Modern
Art, Klagenfurt (Austria); Museum of
Contemporary Art, Zagreb (Croatia);
Museum of Modern Art, Ljubljana
(Slovenia); Cinema Andreasstadel,
Regensburg (Germany);

2012

“Atelier Banja Luka”, tranzitdisplay,
Prague (Czech Republic)

2011

“Crazycurators Biennale Ill, Vasvary
House, Pécs (Hungary)

“Ars Kozara Documentation”, Magacin,
Belgrade (Serbia)

2010

“Videos Under Volcano”, CAM —
Contemporary Art Museum, Naples
(Italy)

“B&H Video Art’, Photon Gallery,
Ljubljana (Slovenia)

2009

“An Imaginary Pavilion of Bosnia and
Herzegovina”, Galleria dArte Moderna
Achille Forti, Verona; Art Verona,
Verona (Italy)

SELECTED SCREENINGS
CEJIEKTOBAHE NMPOJEKLMWJE:
2025

Sarajevo Film Festival, Documentary
Competition — Every Time You Leave,
You Are Born Again, Sarajevo (Bosnia
and Herzegovina)

Visions du Réel, International Medium
Length and Short Film Competition
(Special Mention) — Every Time You
Leave, You Are Born Again, Nyon
(Switzerland)

2024

International Documentary Film Festival
Amsterdam, IDFA DoclLab / House of
Documentary — Nenad, Vondelpark
Pavilion, Amsterdam (Netherlands)

2023
Ethnographic Museum, screening —
Nenad, Belgrade (Serbia)

International Film Festival Transcending
Borders — Nenad, Paris (France)

2022

Zagreb Film Festival, Festivals in the
Spotlight Programme — Nenad, Zagreb
(Croatia)

BL Art, screening — Nenad, DKC Incel,
Banja Luka (Bosnia and Herzegovina)
Millennium International Documentary
Film Festival, Official Selection —
Nenad, Brussels (Belgium)

South East European Film Festival,
Official Selection — Nenad, Los
Angeles (USA)

Dhaka International Short and
Independent Film Festival, Competition
Programme — Nenad, Dhaka
(Bangladesh)

Punto de Vista International
Documentary Film Festival, Official
Selection — Nenad, Pamplona (Spain)

2021
BANEFF — Nenad, Stockholm
(Sweden)

Aguilar International Film Festival,
Competition Programme — Nenad,
Aguilar de Campoo (Spain)

FilmFestival Cottbus, Special Selection
— Nenad, Cottbus (Germany)

MedFilm Festival, Competition
Programme — Nenad, Rome (ltaly)

Ji.hlava International Documentary
Film Festival, Competition Programme
— Hypermigrations, Jihlava (Czech
Republic)

Festival of Author’s Film (FAF) —
Nenad, Belgrade (Serbia)

International Festival of Ethnological
Film, Competition Programme —
Nenad, Belgrade (Serbia)

FEKK Ljubljana Short Film Festival,
Balkan Competition — Nenad, Ljubljana
(Slovenia)

European Film Festival Pali¢ — Nenad,
Subotica (Serbia)

Mediterranean Film Festival Split, Short
Competition — Nenad, Split (Croatia)

2020

International Documentary Film Festival
Amsterdam, Short Documentary
Competition — Nenad, Amsterdam
(Netherlands)

Sarajevo Film Festival, Documentary
Competition — Nenad, Sarajevo
(Bosnia and Herzegovina)
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Sarita Vujkovic / Caputa ByjkoBuh
COMMISSIONER / KOMECAP

SARITA VUJKOVIC - Director of the Museum of Contemporary Art of
Republika Srpska and Professor at the Academy of Arts, University of
Banja Luka - is engaged in the criticism and theory of contemporary
visual art. She completed her studies in Art History at the Faculty of
Philosophy in Belgrade. She obtained her Master’s degree in Theory of
Art and Media at the University of Arts in Belgrade, and her PhD at the
Faculty of Philosophy, University of Belgrade. Since 1998, she has been
employed at the Museum of Contemporary Art of Republika Srpska.
She has curated and authored numerous exhibitions in the field of
contemporary artistic practice. Since 2014, she has been teaching at
the Academy of Arts, University of Banja Luka, where she holds the title
of Full Professor at the Department of Art History and Theory. She has
served as Director of the Museum of Contemporary Art of Republika
Srpska since 2014, and since then has continuously advanced the
Museum’s exhibition program, collaborating with numerous institutions
and establishing partnerships at the national, regional, and international
levels. As member of anumber of professional bodies and organisations,
she has taken part in numerous regional contemporary art events. She
has authored and co-authored books, monographs, and professional
and research papers on themes related to museology, gender theory
and contemporary art. She was the commissioner and curator of the
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pavilions of Bosnia and Herzegovina at the 55" Venice Biennale in
2013 and the 57" Venice Biennale in 2017, as well as selector of the
30" Nadezda Petrovi¢ Memorial in 2020. She was the President of
the National Committee of ICOM Bosnia and Herzegovina and the Vice
President of the ICOM Regional Alliance of South-East Europe. She has
won the Vecernjak Seal for Culture and Performing Arts (2017), the City
of Banja Luka Commendation for Outstanding Achievements in Culture
(2018), and the Society of Art Historians of Serbia Award for the 30™
Nadezda Petrovi¢ Memorial exhibition titled “South, South! Let’'s go
South!”, chosen as Serbia’s exhibition of the year 2020.

CAPUTA BYJKOBUTR - gupekTopka je Myseja caBpeMeHe YMjeTHOCTU
Penybnuke Cpncke wun npodecop Ha AKagemMuju YMjeTHOCTU
YHuBepsuteta y bamoj Jlyun, 6aBuM ce KPUTUKOM U TEOpUjOM
caBpemMeHe BU3yenHe ymjeTHocTu. CTyamje WcTopuje ymjeTHOCTM
3aBLIpwKa je Ha dunosodckom dakynTeTy y beorpagy. Maructpupana
je Teopujy yMjeTHOCTM M Mefuvja Ha YHUBEP3UTETY YMETHOCTU Y
Beorpagy, a poktopupana Ha dunosodpckom dpakynteTy YHUBep3uTeTa
y beorpagy. Op 1998. roguHe pagn y My3ejy caBpeMeHe yMjeTHOCTHU
Penybnuke Cpncke. buna je cenekTop n Kkpeatop 6pOjHUX N3N0X6U 13
obnacTu caBpeMeHe yMjeTHU4YKe npakce. Ha Akagemujn ymjeTHOCTH
YHuBepsuteTa y bamoj Jlyum npepaje of 2014. roguHe, y 3Bamy je
pepoBHOr npodecopa Ha Kategpw 3a UCTOpUjy 1 TEOPUjY YMjETHOCTH.
Ha mjecTy pupekTopke Myseja caBpemMeHe ymjeTHocTu Penybnuke
Cpncke je og 2014. roguHe, 1 Of4 TOr Nepmoa KOHCTaHTHO yHanpujehyje
n3noxobeHy gjenatHocT Myseja, capahyjyhu ca HU30M UHCTUTYLMja 1
ocTBapyjyhu capagmy Ha Ap>XXaBHOM, PErmoHanHOM U MehyHapOAHOM
HMBOY. YK/by4YeHa je y pernoHanHa gelwasara U3 061acTu caBpemMeHe
YMJETHOCTU paoM Yy BPOjHUM CTPYUHUM TUjenMMa WU opraHusaLmjama.
AyTopKa je Krbura, MoHorpaduja, CTPYYHUX W HayYHUX TeKCToBa
n3 obnactm myseosiorvje, Teopuje pofaa WU caBpeMeHe YMjeTHOCTU.
Buna je komecap u kycTtoc lNaBu/boHa bocHe n XepueroBmHe Ha 55.
BeHeuujaHckom 6ujeHany 2013. roguHe, komecap [lMaBuboHa BocHe
n XepuerosnHe Ha 57. BeHeuujaHckoM 6ujeHany 2017. roguHe, kao
n cenekTop jybunapHor 30. Memopujana Hagexpge MeTtposuh 2020.
roguHe. buna je npegcjegHuya HaumoHanHor komuteta ICOM buX n
notnpeacjegHvua MehyHapogHor mMysejckor casjeTa 3a JyromcTouHy
EBpony. [dobutHuua je Harpape BeuyeprbakoB neyaT y KaTeropuju
Kyntypa v cueHa 2017. roguHe, MNnakeTe Npaga bara Jlyka 3a nsyseTHa
ocTBapersa y kyntypu 2018. roguHe, Te Harpage [pyLwTBa nctopuyapa
yMeTHocTKn Cpbuje 3a Hajbosby nsnoxoby y Cpbuju 2020. roguHe, n 1o
3a n3noxoy Ha jyr, Ha jyr! Vigemo Ha jyr! Ha 30. Memopujany Hagexae
[MeTposuh.
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Isidora Zivkovié / Ucugopa ¥Kuskosuh
CURATOR / KYCTOC

ISIDORA (BANJAC) ZIVKOVIC was born in 1995 in Prijedor. She com-
pleted her undergraduate studies at the Department of Art History,
Faculty of Philosophy, University of Belgrade, where she also earned
her MA degree with a focus on museology and heritology. She works
as a curator in the Program Department of the Museum of Contempo-
rary Art of Republic of Srpska, where she is involved in the planning,
production, and realization of exhibition programs. Through this work,
she explores different forms of contemporary artistic expression and
their relationship with audiences. A key aspect of her practice is sup-
porting emerging artists and creating opportunities for their visibility
and development within an institutional context. Her field of interest
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encompasses social processes and transformations, as well as and
identity positions, as they are articulated and critically examined with-
in the framework of contemporary artistic practices. She is the author
of texts and studies in the fields of museology and contemporary art.
She has taken part in the organization and realization of numerous
exhibitions, artistic projects, and workshops. She is a member of the
National Committee of ICOM Bosnia and Herzegovina, through which
she participates in international exchanges and professional programs
dedicated to contemporary museum practices.

NCUOOPA (BAHAL) XXUBKOBUTF poheHa je 1995. y MMpujegopy.
OCHOBHe CTyawje 3aBplMia je Ha Kategpu 3a UCTOPUjy YMETHOCTMU
dunosodckor dakynteta VYHuBepsuteta y beorpagy. Ha Tom
bakynTeTy 3aBpLUMIa je MacTep CTyaunje ca GOKyCOM Ha My3eosorujy
N XepuTtornorujy. 3anocfieHa je Kao KyCcTockumba [lporpamckor
ogjerbera y My3sejy caBpemMeHe ymjeTHOCTU Peny6nivke Cprcke rgje je
aHraxxoBaHa Ha nnaHmpamy, NPOAYKLUMjN 1 peanusaumjn N3noxoeHmnx
nporpaMa Kpo3 Koje WCTpaxyje pasnmumute ob6nmMKe caBpeMeHor
YMJEHTMYKOT M3pasa W HUXOBY KOMyHUKauuMjy ca nybavkom.
[MocebaH cermMeHT HEHOr pafja OfHOCK ce Ha adupMaunjy Mnagmnx
YMjeTHVKa 1 CTBapare NpocTopa 3a HUXOBY BUABUBOCT U PasBoj y
WHCTUTYLMOHANHOM KOHTEKCTY. HbeHO nosbe nHTepecoBama obyxsaTa
OpyWTBEHe npouece W TpaHcbopmauuje, Kao W WLEHTUTETCKe
nosunumnje, Koju ce apTUKYMLWY WU NPEUCNINTYjY Y OKBUPY CaBPEMEHUX
YMJETHMYKNX TOKOBa. AyTopKa je TeKCToBa W CTyAuja U3 [OMeHa
My3e0/10rnje n caBpeMeHe yMjeTHOCTU. YYecTBOBana je y opraHvsaumju
N peanusaunjyu H1M3a n3noxomn, yMjeTHUUKMX MpojekaTta 1 paguoHuua.
YnaHuua je HaunoHanHor komuteta ICOM-a buX, Kpo3 Koju yyecTByje
y MehyHapogHUM pa3smjeHama 1 CTPYYHUM nporpamMmmMa nocBeheHnm
CaBpeMeHUM My3ejCKMM npakcama.
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Taj HauMH NOMOT/IN peanusauuju oBe U3noxoe.
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