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International Vibrancy—Local Relevance

Johan Pousette and Celia Prado were invited by the Cultural Centre of Bel-
grade to curate the October Salon in 2010. The October Salon has taken place 
every year since 1960 and was mostly dedicated to the national art scene. 
Since 2005 the event has taken an international profile, with respect to the 
invited artists and the curators. Seraina Renz spoke with Johan Pousette about 
the challenges that come along with curating in a non-western context. They 
follow up the question of how one can do an exhibition with an international 
vibrancy, which at the same time is highly relevant for a regional audience.

Seraina Renz: The Burger Collection is in the process of realizing its four-
part exhibition and research project named Quadrilogy. In the upcoming four 
to six years, temporary exhibitions based on the aesthetic key ideas of sub-
jectivity, narration, history, and language, will be held in different locations 
around the world. After the completion of Conflicting Tales in Berlin in 2009 
the Burger Collection now prepares its next set of exhibitions and public pro-
grams in Hong Kong. Exhibiting works from the collection, this show will cen-
tre on the concept of history. In addition to this interest in history, we are also 
concerned with the question of multi-regionality: What does it imply to curate 
exhibitions in different cultural contexts? How can we deal with a local con-
text and its specificities? How do we bring together the global and the local 
in a productive way? With these questions in mind it would be very interesting 
to talk about the experiences you had with the October Salon in Belgrade this 
year. I would like to begin with a question about October Salon’s topics, na-
mely history and memory. How did it come about? Was it something that you 
envisioned doing or was it influenced by the specific context of Belgrade?

 
Johan Pousette: We could begin with the question of what it means to cu-

rate an exhibition in a different cultural context. Working in Belgrade (in the 
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western Balkans) really was a great experience and was for both of us a quite 
new encounter with that region. Let me start by saying that the October Salon 
exhibition The Night Pleases Us…, is curated by Celia Prado and myself. (I will 
therefore sometimes speak in the grammatical person of “we”). I think that 
the phrase “a different cultural context” can embody several meanings. Regar-
ding Belgrade, I am really intrigued by the contemporary cultural energy there. 
Many people with little means seem to be able to do almost anything. It really 
is intense. But even though there are these amazing people doing all these 
projects within the contemporary cultural domain, there are also neo-fascists 
who are extremely violent and homophobic. You may probably know that the 
day after the opening of the October Salon there were riots at the pride parade. 

This part of Europe is really a hot spot, because it’s in a transitional period, 
which makes it interesting. I was born in a country that has not been in war for 
over 200 years so for me it’s shocking to come to a place where people live in 
a recent post-war scenario. My colleague Celia who is from Galicia is sensitive 
to this type of situation as she is concerned with the 20th century conflict in 
Spain. 

You asked about the concept of the exhibition and I think the arrival at 
this—to a certain extent—comes from the emotionally upsetting encounter 
with the region and its history. There’s a difference between reading about a 
society, its history, and encountering it in real life.

SR: I have the impression that, even though you are not the first foreign 
curators of the October Salon in Belgrade, you are the first who take up the 
aspect of local societal concerns in such a strong and determined way.  I was 
asking myself why you are the first who have really dealt with that topic. Was it 
perhaps related to the exhibition site? Did the exhibition site play a role when 
choosing this topic? Whilst visiting the exhibition I had the strong impression 
the exhibition as a whole was site-specific in a very strict sense. Most of the 
artworks correspond exactly to the exhibition site in terms of atmosphere, but 
also in terms of the meaning of the work.

JP: From the beginning I primarily think we had a strong determination to 
formulate an exhibition relevant in this specific context. That’s a deliberate 
choice, because—as we both know—we often see examples of a different 
approach, where international curators do this “fly in/fly out”-job, placing an 
exhibition that is valid within the contemporary art world, but not really rele-
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vant to the local context. 

SR: Are you specifically thinking about previous exhibitions of the October 
Salon curated by other foreigners? 

JP: I am thinking about it in a more general context. For example, how larger 
exhibitions like biennales often are curated. It is of interest to note that the 
majority of the audience of biennales including the larger ones is mainly local, 
with of course the presence of the usual international art crowd. Even the au-
dience of Documenta is mostly national, two thirds of the audience consisting 
of Germans. In Belgrade—which is quite recently recovering from isolation 
due to the war—this is also very much the case. They of course aim to attract 
an international audience as well, but in fact the predominant part of the au-
dience is local. We accepted this invitation with some kind of humility. We are 
the first to admit that we have a limited knowledge about what the people of 
Belgrade had been going through. We had the ambition to do an exhibition 
consisting of international artists that would be relevant in the local context. 
We didn’t really have enough knowledge about the place before. We under-
stood early on that we needed advice and we spent quite a lot of time talking 
to people in Belgrade, and in the region, who acted as advisors. 

SR: Was the primary concern the choice of the artists? Did you from the 
start work with certain artists that you already knew?

JP: Some of the artists we ended up choosing are artists that we both have 
encountered in international exhibitions. However we came across many new 
artists through our research. It was also interesting to find out that the Bel-
grade art scene consists of different fractions. Normally the organizers of the 
October Salon offer the curators the service of a local assistant curator. The 
choice of this person would be a very important and he or she would come 
from one of the fractions. We decided not to have an assistant curator, be-
cause we wanted to attract people from all the different fractions, attracting 
varied groupings, because they would most likely recommend different artists. 

SR: I would briefly like to go back to the question about the exhibition site 
because it really seems to be important. I got the impression that other cura-
tors of the October Salon such as René Block for example, who really knows 
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the art scene in the western Balkans, though he did indeed present some po-
litical artwork, didn’t make an exhibition as strongly related to the political 
and social context as you have done. So when I saw the show I considered 
the concept to be very much linked to the exhibition site, to this half-ruined 
building of the former Military Academy. At what point did you know about the 
location of the exhibition site? Was it clear from the beginning that the show 
was going to take place there or did you find out later?

JP: This specific site was revealed to us later. I was really glad to read your 
thoughts about the site. I also somehow think that the exhibition in itself is like 
one 3000 square meters large site-specific installation. But it didn’t start off 
with this site. It all came together in the end. It has been a dynamic process, 
but the curatorial concept and the topic came first. Then came some works 
that actually helped to develop the concept further, even though at that point 
we didn’t show all these works in the show. It was after this that the decision 
of the location was made. We looked at several different buildings in Belgra-
de. We encountered an untypical situation with lots of empty, waste buildings. 
When the building of the former Military Academy was considered we imme-
diately thought that it was perfect because of its conceptual strength, adding 
very much to our theoretical concept. The result was an interplay between 
concept, site, and works. 

SR: Yes, it is a striking interplay. The piece Hashima, Japan by Carl Michael 
von Hausswolff and Thomas Nordanstad (Fig. 1) for example made me feel 
caught in a mise-en-abyme: the surroundings of the actual building were re-
peated in the images on the screen. The architecture enhanced this effect 
very much. 

JP: This work was one that has been chosen later as well as the site-spe-
cific installation made by Dušica Dražić, The Winter Garden (Fig 2). However, 
we knew early on that we wanted to collaborate with Omer Fast. But as you 
may know, whilst organizing an exhibition you also have pragmatic reasons 
for selecting pieces. And actually we first wanted another work from Omer, 
namely that of Spielberg’s List. The work deals with perception and retelling 
from memory. This was one of the works that helped us to develop the con-
cept further. But in the end we couldn’t include Spielberg’s List, because it was 
too difficult to translate into Serbian. It was not included because of econo-
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mical and practical reasons. We ended up with another work of Omer, The Big 
Message (Fig. 3), which also worked very well in the exhibition. This is just to 
describe some of the processes. But the concept in itself is something that we 
also consider a continuation of the Gothenburg Biennale we did last year. The 
Gothenburg Biennale focused in a critical manner on the state of the political. 
We wanted to curate something that established a continuity with this. But on 
the other hand we wanted to resume the discussion from the individual point 
of view, by focusing on the choices that an individual or the collective makes: 
identity and memory as constituting the specificity of the individual, but also 
belonging to groups and norms. In Gothenburg we ended up looking at how 
the conception of politics lies in the individual on a very personal level, and 
in Belgrade we went further with this idea and wanted to look at how memory 
influences our individual and collective choices. 

SR: This brings me to a question about the relation between memory and 
history. In some works of the exhibition, like Eva Koch’s Approach, Rosa Barba’s 
Madeleine and Hubbard/Birchler’s House with Pool (Fig. 4-6), memory seems 
to be something very individual. It doesn’t link that much to the idea of history. 
But on the other hand you have works, which are very much concerned with 
collective memory and therefore also political history. How did you connect 
these two phenomena together?

JP: Our intention was to deal with both individual and collective memory. 
And the latter of course takes us to the idea of history and how it is const-
ructed and reconstructed. We could think about Steve McQueen’s work Once 
Upon a Time (Fig. 7), which poses questions about the idea of representation. 
And we link this to the question of: who is writing history, from which point of 
view and for what purpose? We wanted to talk about history, because—as we 
understand it in the western Balkans—the writing of history, the interpretation 
of history and the use of it has been extremely important politically. We were 
thinking about the fact that the possibility of an objective writing of history 
is something that is questioned today. What is important is that history is re-
constructed all the time in society using the present norms and agendas. We 
shouldn’t forget manipulation as one of the causes for how history is formu-
lated. And you could say that the past—which is something we also empha-
sized in the texts about the exhibition—is constituted from the contemporary 
context. At the same time this description of the past is actually defining our 
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perception of the present. This is something which is very present everywhere, 
but perhaps especially in this region.

SR: What do you think is the role of art in this context? In the era of Post-
modernism we all know that history is something that is not naturally given but 
constructed in certain ways, by certain mechanisms. People from Belgrade 
have told me, that for example, the history department at the university is 
extremely conservative in terms of teaching the recent history of the country. 
From your point of view which function does art have within this frame of his-
tory construction? Is it something that could perhaps bring more truth than 
other forms of dealing with history? 

JP: Maybe there is no such thing as truth? But I definitely think that art 
can contribute to the individual creation of a platform from which we can at 
least try to understand the world. Sharing the stance of the French philoso-
pher Paul Ricœur, we are convinced that there is a close connection between 
written history and storytelling. And we could of course regard art as a part of 
our collective storytelling. Both history and storytelling are mediated through 
language and allow for interpretation. Ricœur investigates the relationship 
between memory and imagination, memory and history, and memory and ob-
livion. His theory investigates the ideas of literature as something that can 
contribute to a deeper understanding. And I think we could just as well talk 
about art, contemporary art as something that can contribute to deepening 
our understanding. More specifically how we can interpret historical events, 
interpret our contemporary reality and also somehow give it meaning. 

SR: How do the mechanisms of constructing a (hi-)story in literature, in art 
or even in a exhibition function? 

JP: When preparing for the catalog we asked the Swedish art historian 
Charlotte Bydler to do an interview with us. She said something very prudent, 
namely that memory needs a narrative and an exhibition develops common 
aspects and connections between individual artworks that suddenly form a 
collective meaning. We can therefore look at how the exhibition can work al-
most as a metaphor for a larger mechanism and also how an art exhibition 
contributes to the spectator´s construction of personal narrative. We are not 
so straightforward in our construction of reality. The title of the October Salon 
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is a quote from Borges and we refer to Borges exactly because of this thinking. 
“The night pleases us…” is part of a longer quote.1 He uses the word “the night” 
as metaphor for a room or a corridor in between realities. In this space of in 
between realities that Borges is creating, one can find a multitude of possible 
interpretations of reality. They influence one’s choices: what one ought to re-
member, what one ought to forget, what one wishes to reformulate. And some 
memories might be recuperated by means of historical documents. This is es-
pecially applicable to a region that has recently undergone war. Oblivion also 
plays a role here. But the unconscious and conscious choices we make in our 
perception, like that of remembering and forgetting are very important. Cura-
ting an exhibition also poses questions about what one thinks one can contri-
bute with. We hope that this exhibition can contribute to a somewhat extended 
platform: our reference to Borges is in some sort of indication that we wish 
to make room for individual interpretation. As curators we both believe that 
art can be important and that it can contribute to change within an individual. 

SR: I would like to slightly change the topic and ask you about the issue of 
curating in a different culture and about the western hegemony in the cultural 
domain. Is this something that you felt you have had to deal with whilst wor-
king in the context of Belgrade?

JP: Yes. This is a difficult question. There is a western hegemony, although 
something definitively changed with Documenta XI by Okwui Enwezor. But of 
course we can also ask ourselves if it has changed for real. We have invited 
artists to participate in the art scene, which is ruled by a western normative. 
These artists often tend to have been educated in the capital cities of the for-
mer colonial powers, where they often live. They originate from a developing 
country, but they have been artistically trained to employ a certain langua-
ge. So it’s far from an equality between cultures. Language is important and 
translation is an issue also apparent in visual language. We can see something 
similar in Europe with the collapse of the Soviet Union. In this context there is 
also some kind of imperialism. Early on the art world had a great demand for 
post-Soviet art. This was also a kind of contemporary colonialism. And some 
of the artists are nowadays not in such a high demand, because they are not 
dealing with post-colonial or post-Soviet questions anymore, because they 
wanted to move on in their own artistic development. They wanted to express 
another kind of art than what was expected from the beginning. This turns out 
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to be a very problematic situation.

SR: Isn’t this also an issue in the October Salon? If we think of William 
Kentridge’s What Will Come (Has already Come) (Fig. 8) or Amar Kanwar’s The 
Lightening Testimonies (Fig. 9), don’t they also give “us” what “we” expect to 
see from artists of post-colonial countries? I don’t want to criticize the artists, 
but isn’t it quite typical that they are known in our regions because they follow 
“our” ideas and “our” prejudices of how art has to be, what it should look like 
and the topics that they ought to deal with? 

JP: Yes and no. I don’t really agree. For example, in relation to William Ken-
tridge, I experience his work as a continuous progress. Now he’s extremely 
interested in how the period of European Enlightenment was actually a prima-
ry condition for colonialism. Namely how the idea of possessing the absolute 
truth was needed to justify the colonization of the world by the western Euro-
peans and all the deeds this brought with it. But of course William Kentridge 
started with the issues of Apartheid. 

SR: Working for an art collection which unites art from many regions, I am 
often confronted with my own prejudices, which come directly from my art-
(historical) education. That means that I feel comfortable with some types of 
artwork and quite uncomfortable with others. 

JP: I think this brings us back to the question of translation, because we 
must also be able to confess that we sometimes have a difficulty in reading 
visual art from other cultural contexts. I don’t really know how much this is 
talked about, but translation is an issue within our field. We need to learn the 
language before we can really read.

SR: How is it possible to learn these languages? This is quite abstract. More 
specifically how did you learn the language of the western Balkans or was it 
not so different to comprehend?

JP: I have been working with post-Soviet and eastern European art. I can 
see some similarities between the two, but of course a lot is very specific 
to the western Balkans. However there are definitively some similarities that 
help understanding the visual language. I would say that the western Balkans 
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is a very specific area that is not so easily identified as eastern Europe. This is 
due to the fact that has a different social, political and historical situation, but 
which is also culturally, dependant on its history. 

SR: When one looks at your exhibition it is very clear that on the one hand 
there are the artists from the West, and on the other hand there are the local 
ones. The local artists all make political art in a certain way. The western ex-
pression is that of a more “poetic” work, which very often deals with literature 
or music. Does every Balkan artist make political art or have you chosen to 
only show artists with a more or less strong political approach? 

JP: The selection of the artists, including the ones from the Balkan regions 
is also related to the concept. Out of all the artists that we have looked at, we 
found the artistically strongest works were those dealing with memory and 
recent history. In some cases it became more political such as the work of Zo-
ran Naskovski Death in Dallas (Fig. 10), where he draws a comparison between 
the assassination of John F. Kennedy—using the famous film footage by Ab-
raham Zapruder—and the assassination of Zoran Đinđić, the most important 
reformer in Serbia since the war. In other cases it was maybe not so political 
like Ana Adamović’s Madeleine piece (Fig. 11), which deals with her personal 
childhood and memories or in her new work Canzona (Fig. 12), which relates 
to the Second World War.

SR: Yes, and I am sure that local visitors will also sense the political under-
tones of Canzona, because the stories about WW II were reactivated in the 
nationalist debates of the recent war. Both Serbs and Croats were referring to 
the fascist times and tracing back their problems to that period. The old wo-
man in the video is reminiscing about an old – at that time very popular – Itali-
an song from a young soldier, who participated in WW II. The visitors will make 
the link from that topic to the recent discourse regarding national history. 

JP: It is also comparable to the development that has taken place in the for-
mer Eastern Europe. Only ten years have passed since the end of the war. Du-
ring this period the art was reflecting its society and from my point of view the 
recent war is still under discussion, it’s still “living” within people. Of course no 
one wants to talk about it because they all want to move on. But in my opinion 
it seems to still be present. And this is maybe also reflected in the art. Perhaps 
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it will look very different in another ten years, which is a development that has 
happened in former eastern Europe. Regarding your thought about the divisi-
on between western art and art from the Balkans I would say that we did not 
have this kind of division whilst looking at the artists, and we did not intend 
to group them in this way. I would also like to mention Scapegoats by Aernout 
Mik that was actually developed during the Balkan conflict. He also worked 
with this theme in another work called Raw Material. Scapegoats is somehow 
an abstraction of Raw Material, which was based on Internet footage from the 
war. This work deals with questions related to how people react in relation to 
power structures. This is of course very political. We deliberately wanted to 
show artists with a strong engagement in social and philosophical matters. 
And we wanted to present artists who manage to deal with these issues both 
in a subtle and political way. For us it has been important to collaborate with 
artists that manage to talk about important issues in a subtle way. And we also 
wanted to achieve a broadness in the exhibition by having artists that could 
be specifically political like Zoran Naskovsi or David Maljković or Aernout Mik 
if you wish, but also artists that could be poetic like Theresa Hubbard and Ale-
xander Birchler or Rosa Barba. If Aernout Mik is making an abstraction of the 
relations between people in a group, Rosa Barba is also making an abstraction 
from a more philosophical and metaphorical point of view. So this span of ar-
tistic expression was important for us. 

There was also an underlying reason to include the work of Amar Kanwar, 
The Lightening Testimonies. This was to show an artist who struggles with tel-
ling a story about things that are so difficult that one can only talk about them 
in a very poetical way. It is a story about events that took place in a completely 
different part of the world, on the Indian subcontinent. I believe that there is 
some kind of relevance for the memory of some of the people that visited the 
exhibition. Serbia has been isolated for a long time—because of the war—
and is now breaking away from this isolation. One needs to be in dialog with 
the rest of the world. It is good to remember that you are never alone with your 
memories and experiences, that this is something that can always be shared. 
We wanted to talk about these issues, without being patronizing. For a visitor 
the great thing with this kind of exhibition is that one can enter in dialog with 
the pieces. If you don’t feel invited to do so you can just ignore them. Crea-
ting an exhibition is like offering a gift to people. And as an audience you can 
choose to accept it or not. You really have your personal choice. 

SR: Yes, it is very nice if it works like that. But I think that as a curator you 
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also have to be aware that you have a certain power in the sense that you de-
cide upon representation. 

JP: I was trying to describe our thinking, namely of how one deals with the-
se issues without being patronizing. But of course you are right that as a cura-
tor one is of course responsible for a part of the writing of that storytelling we 
talked about earlier. And from this storytelling we formulate the description of 
reality, which may be perceived on an individual, collective and political level. 
Exhibition making is part of this. I still want to emphasize that an exhibition is 
a dialog format. 

SR: There is another question that came to me whilst visiting the exhibition: 
you almost exclusively showed video and film works. Why is that?

JP: It is a deliberate choice for different reasons. We as curators have been 
very interested in moving images. A large part of our curatorial experience is 
in this field. We believe in the immediacy of this medium and we were able to 
find artists whose works function on several different levels. And I think the 
medium in itself helps to communicate as it is very visual and accessible for 
many people. This also brings us to the question of accessibility. When we 
were invited to do the October Salon we understood that this exhibition had 
over the years been targeted towards a quite small art audience and that it 
had not really reached out to a larger audience. For us it was important to do 
an exhibition that could also be read by new audience groups. We therefore 
worked with a medium that is accessible for many people and which is very 
inviting. These artworks also offer underlying layers of significance for the art 
audience, who want to invest time and who wish to involve themselves deeper 
into each artwork. Another reason to have done an exhibition in this manner 
was the building. We found that this was a very efficient way to work with the 
space. And finally this kind of exhibition has never been made in Belgrade. 
There has never been an exhibition focusing on moving images in the way that 
we have done it. 

SR: When entering the exhibition the visitors could experience the motto of 
the October Salon, The Night Pleases Us… in an almost literal sense. One went 
into darkness as soon as one entered the site. I would like to ask you about 
another quality of the moving images. We talked earlier about narratives and 
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storytelling, do you think that moving images are a stronger means to tell a 
story or that they are more readable in this sense than say conceptual work, 
or installations? 

JP: As I said before, we consider moving images to be more accessible. On 
the other hand, when you bring up the topic of narration, then of course many 
artworks using moving images are also abandoning the narrative or at least 
the linear narrative. 

SR: Yes, when we think about Scapegoats by Aernout Mik (Fig. 13), you can’t 
understand the story the work seems to tell when you have seen it only once. 
But also spending more time in front of it, the construction remains enigmatic. 
Therefore one realizes that one cannot reach an understanding of the piece. 

JP: This lack of objective understanding of a work is also something that 
we wanted to prevail in the exhibition. We could also mention Rosa Barba’s 
work. It would be very unlikely not to derive something important from it as 
a visitor, though. But I’m sure different visitors will walk away with very diffe-
rent experiences. Maybe, we can see a development towards a more poetic, 
sometimes surrealistic art. It contrasts with the highly documentary form of 
communication, which has been dominating some years ago. With more of this 
poetical and subtle language we are opening up and giving space for the in-
terpretation of the spectator.

This interview was conducted by Skype, December 2010.

Artists in the exhibition:
Ana Adamović, Maja Bajević, Rosa Barba, Teresa Hubbard / Alexander 

Birchler, Jonas Dahl-berg, Dušica Dražić, Tim Etchelles, Harun Farocki, Omer 
Fast, Amar Kanwar, William Kentrid-ge, Eva Koch, Erik Krikortz, David Maljković, 
Aernout Mik, Steve McQueen, Zoran Naskovski, Carl Michael von Hausswolff / 
Thomas Nordanstad.
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1  “I cannot walk through the suburbs in the solitude of the night without 
thinking that the night pleases us because it suppresses idle details, just as 
our memory does.” Jorge Luis Borges, “A New Refutation of Time,” in: Laby-
rinths, 1970, quoted after: Charlotte Bydler, Johan Pousette, Celia Prado, “The 
Night Pleases Us...,” in: 51. Oktobarski Salon. Noć nam prija (51st October Salon. 
The Night Pleases Us), ed. Svetlana Petrović (Belgrade 2010), p. 16.
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1 Carl Michael von Hausswolff 
and Thomas Nordanstad, Hashima, 
Japan, 2002, DVD, video projection, 
stereo, sound, 30 minutes, loop. 

• Photo: Carl Michael von 
Hausswolff and Thomas Nordanstad. 
Courtesy Gallery Niklas Belenius 
(Stockholm), Galeria Enrico Fornello 
(Milan) and the artists

2 Dušica Dražić, The Winter Gar-
den, 2010, site specific installation, 
dimension variable.

• Photo: Dušica Dražić. Courtesy 
Dušica Dražić.

3 Omer Fast, The Big Message, 
2007, HD-video, single channel pro-
jection, 27 minutes.

• Production still: Erik De Cnod-
der. Courtesy Omer Fast. 

4 Eva Koch, Approach, 2005, 
video installation, 3 minutes 20 se-
conds. 

• Courtesy Eva Koch and Martin 
Asbaek Gallery (Copenhagen).
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5 Rosa Barba, Let Me See It, 
2009, 16mm film, optical sound, 4 
minutes 10 seconds. 

• Courtesy Rosa Barba, Carlier 
| Gebauer (Berlin) and Gió Marconi 
(Milan)

6 Hubbard/Birchler, House with 
Pool, 2004, HD-video with sound, 
aspect ratio 16:9, 2 ch stereo installa-
tion, dimensions variable, 20 minutes 
39 seconds, loop. 

• Courtesy H/B Studio, © Teresa 
Hubbard / Alexander Birchler

7 Steve McQueen, Once Upon a 
Time, 2002, sequence of 116 slides 
base color images, streamed through 
a PC hard drive and rear projected 
onto a screen with an integral sound-
track, 70 minutes. 

• Courtesy Marian Goodman 
Gallery (New York / Paris) and Thomas 
Dane Gallery (London)

8 William Kentridge, What Will 
Come (Has already Come), 2007, 
35mm film transferred to video, pro-
jection onto table top with polished 
steel cylinder, 8 minutes 40 seconds. 

• Foto: John Hodgkiss. Courtesy 
William Kentride, Marian Goodman 
Gallery (New York) and Goodman 
Gallery (Johannesburg). 

5

6

8

7
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9 Amar Kanwar, The Lightning 
Testimonies, 2007, 8 channel video 
installation, synchronized, colour and 
b&w, Sound, English text, 32 minutes 
31 seconds, loop. 

• Foto: Amar Kanwar, Courtesy 
Amar Kanwar and Galerie Marian 
Goodman (Paris / New York)

10 Zoran Naskovski, Death in 
Dallas, 2000-2010, video installation, 
2001, black and white, color, sound, 
17 minutes, ducuments and artifacts 
2000-2010. 

 • Photo: Vladimir Popović. Cour-
tesy Zoran Naskovski.

11 Ana Adamović, Madeleine, 
2004, single-channel video installati-
on, 3 minutes 42 seconds.

• Courtesy Ana Adam Adamović.

12 Ana Adamović, Canzona, 2010, 
single-channel video installation, 3 
minutes 17 seconds. 

• Courtesy Ana Adam Adamović.

13 Aernout Mik, Scapegoats, 
2006, video installation, digital video 
on hard drive, freestanding screen, 39 
minutes. 

• Produced by Bak, Basis Voor 
Actuele Kunst and the artist. Courtesy 
Carlier | Gebauer (Berlin). 
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In its on-going series “Theory/Conversations” the Burger Collection en-
gages in conver-sations with artists, theoreticians, art historians and critics 
about changing topics related to the exhibition and research project ‘Quad-
rilogy’. The ‘Quadrilogy’ was started in 2009 and will evolve in the up-coming 
years under the curatorial leadership of Daniel Kurjakovic. A first series of 
conversations with art historians and theorists such as Manuela Ammer, Berni 
Doessegger, Michael Gnehm, Catrin Misselhorn, Stefan Neuner, Beate Sönt-
gen, Frédéric Wecker, and Giovanna Zapperi was published in the first exhi-
bition catalog titled Conflicting Tales (2009). More information about the first 
exhibition, the catalog and further aspects of the ‘Quadrilogy’ can be found on 
the homepage www.quadrilogy.org.


