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1961, the year when the crisis regarding Berlin’s post-war status escalated and the Berlin Wall 
was erected, was a very particular and an eventful one: the world was brought at the brink 
of a nuclear war as the Cold War tensions tightened during the Cuban Revolution; the Space 
Race intensified with the launching of the intercontinental ballistic missile by the Soviet Union 
and Yuri Gagarin made the first human journey into outer space; numerous African countries 
have just gained their postcolonial independence; the Democratic Republic of Congo’s first 
elected prime minister and independence leader, Patrice Lumumba, was assassinated by the 
Katanga secessionists; the military interventions in Angola, Vietnam and Laos accelerated. 

In such a a bifurcated world 25 state leaders met in Belgrade, then the capital of Socialist 
Federal Republic of Yugoslavia (SFRY), for the first Conference of Heads of State or Government 
of the the Nonaligned Movement. The conference, which was also attended by 38 revolutionary 
and anti-colonial movements’ representatives of those parts of the world which were still under 
colonial rule, was an important event for strengthening the not so long ago founded Nonaligned 
Movement. Involving most of the countries from the Asian, African, Latin American, and only 
Cyprus and Yugoslavia from the European continent (Malta joined much later, in 1973), the 
movement succeed in uniting the southern states in an endeavour for an independent political 
agency, by refusing to side with any of the Cold War blocks. Its bases were the set of postulates 
advocating a “third”, “unaligned” world, which was against imperialism, neocolonialism, and 
hegemonic relations. Put shortly, the Nonaligned Movement was a fight for a more just and 
equal world, where peace is an imperative to be achieved by debunking centres of power.

In the postwar period, however, the world was not only split politically, economically and 
ideologically, but also regarding arts and culture. The liberal and mostly American art 
prevailed as a dominant art canon versus the totalitarian, socialist-realist one. This post-war, 
anti-communist, autonomous and Western art has been largely promoted all over the world. 
And, as it has been revealed since 1967, it has been funded even by the Central Intelligence 
Agency, which subsidised the Congress for Cultural Freedom (CCF), founded in West Berlin in 
June 1950. CCF’s aim was the advancing of an “universal” language of modernism in literature, 
art, and music. Within this hegemonic art canon, the Eastern art counterpart was mostly left 
out of the discipline’s modern history and is being neglected up to date. However, there was 
also a “third”, southern, marginal and peripheral, still largely unknown, artistic and cultural 
production.

Being aware of the cultural imperialism imposed on the formerly colonised countries, the 
Nonaligned Movement gave culture a prominent place. That is, the cultural politics of the 
nonaligned countries, which highlighted the need for epistemological decolonisation and 

TRANSNATIONAL ART SOLIDARITY
BETWEEN THE 1960s AND THE 1980s
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deconstruction of cultural dependancy, relied heavily on solidarity in arts and culture as 
an important tool for cultural emancipation and cultural independence. Numerous cultural 
exchanges in the field of literature, music, film, art exhibitions, dance, education and science 
took place, which underlined different forms of cultural representation, thus rejecting universal 
modernism and linear development in art. In other words, the Nonaligned Movement is the 
political backdrop of an international art solidarity which sprung between the 60s and the 80s 
of the last century.

This historical moment in which solidarity seemed to be a widespread, natural, humane 
response to unfortunate natural conditions, political turmoils and war catastrophes, as well 
as economic dependences and cultural inequalities, got dissolved with the introduction of 
neoliberalism and the end of the Cold War in the beginning of the 1990s. The current 
capitalist, increasingly global and dispersed world is set against equalities and the numerous 
fights working towards a more equal world. Yet, every major justice concern of today, be it 
the unequal distribution of Corona vaccines, the Russian invasion of Ukraine, the destruction 
of our Ecosystem, the brutally suppressed protest for female rights in Iran, or the Black Lives 
Matter movement, requires solidarity.

Thinking about solidarity nowadays, Lea Susemichel and Jens Kastner introduce the term 
groundless solidarity. “Groundless [or radical] solidarity is based on differences. It presumes 
that there are precisely non shared - economic, cultural, political - grounds and that these 
separations can be overcome. It does not exist foremost in the partisanship of the same 
and the similar, but rather, in the solidarity with people, with whom one does share the 
factory, the milieux, the gender or the ethic attribution”1, they write in the book Unbedingte 
1. Author’s own translation

1. The Prime Minister of Sri Lanka, Sirimavo Bandaranaike, addresses the participants at 
the First Conference of Heads of State or Government of the the Nonaligned Movement, 

Belgrade 1961. In the background hangs a painting by Petar Lubarda, titled Prometheans of 
the New Century (Industrialisation), Museum of Yugoslavia, Photo Archive (1961_177_0052)
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Solidarität (Susemichel and Kastner, 2021, p.7). Precisely the aspect of radical (art) solidarity 
and its potential for uniting differences, as related to thinking transcultural and transnational 
contemporaneities and positions beyond the universality of modernity and the centres of 
power, is of main significance for my research work.

In particular, the research is concerned with webs of transnational artistic solidarity, especially 
those ingrained in the Nonaligned Movement (henceforth NAM) and mostly taking place 
between the 1960s and the 1980s, which embraced differences and united them in a 
common anti-fascist, anti-imperialist and anti-colonial fight. Taking the museum as an artefact 
of historically situated solidarity, the project examines the instruments of transnational art 
solidarity for conceiving, developing and implementing decolonial cultural practices today. The 
main research question regards thinking about whether and how the emancipatory potential 
of the transnational art solidarity can be extracted, recuperated and translated when dealing 
with present issues of cultural decolonisation.

In this regard, the comparative case study focuses on three museums founded on the bases of 
international solidarity and donations of artworks: the Museum of Contemporary Art Skopje 
(henceforth MSU) in Skopje, North Macedonia - founded on account of an extraordinary 
worldwide nonaligned solidarity with earthquake-stricken Skopje; the Josip Broz Tito Art 
Gallery of the Nonaligned Countries (henceforth the Gallery) in Podgorica, Montenegro - 
founded as an institution (later becoming a joint institution of the NAM countries) with the 
aim to collect, safeguard and promote the art of the NAM countries; and the Museum of 
Solidarity Salvador Allende (henceforth MSSA) in Santiago, Chile - founded in solidarity with 
the Chilean socialist revolution and the resistance to the Pinochet dictatorship.

Huge inspiration for this research was the exhibition Southern Constellations: The Poetics of 
the Non-Aligned, that I had a chance to see at the Museum of Contemporary Art in 2019 in 
Ljubljana, Slovenia. The exhibition sought to emphasise the ideas, ideals and principles of the 
Nonaligned Movement, particularly those regarding its cultural policies, and to place them in 
a contemporary context. As Bojana Piškur, the exhibition’s curator, notes: “There obviously 
existed a heterogeneous artistic production, a variety of cultural politics and extensive cultural 
networks which enriched the cultural landscape of the Nonaligned Movement and enabled 
discussions about the meaning of art outside the Western canon” (Piškur 2019, p.21).

Another important work that informed my research is the book Past Disquiet. Artists, International 
Solidarity and Museums in Exile by Kristine Khouri and Rasha Salti. The book deals with the 
story of the International Art Exhibition for Palestine, organised by the Palestinian Liberation 
Organization (PLO) in 1978 in Beirut, comprised of around two hundred donated works by 
artists from thirty countries. Through this book I discovered similar instances of Museums of 
Solidarity, such as, the Art Contre/Againist Apartheid, taking place in Paris in 1983, and the 
Collection in Solidarity with the People of Nicaragua initiated by the Sandinista leadership in 
1980. Thus, I realised that my research is to be positioned as part of a global cartography 
of art solidarity initiated and inspired by anti-imperialist and liberation struggles, intertwining 
with local social and economic justice battles.

When I was conceptualising this project I had a specific par excellence example of a western 
colonial museum on which to test my research - the recently opened Humboldt Forum in Berlin, 
heavily criticised (among many other issues) for holding and showcasing looted artefacts, 
obtained during Germany’s colonial period. Nevertheless, in the course of my research I 
have realised that the case studies represent very different typologies of museums, albeit all 
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founded on the same principle, and that as such cannot be all compared to the Humboldt 
Forum. Therefore, I took the decision to systematise the research findings regarding the case 
studies separately as follows: The Autonomous Museum related to the MSU; The Decolonial 
Museum regarding the Gallery; and The Museum in Exile, related to the MSSA in Santiago 
de Chile. In this approach, the focus of analyses regarding the second study, the Gallery in 
Podgorica, Montenegro is put on decolonial principles of museum work, largely concerning the 
Humboldt Forum in Berlin.

Although deciphering different discourses for each case study, preliminary research material 
regarding all three museums forms the bases for the joint analyses of the webs of art 
solidarity. Despite the overlapping of many research results - i.e. regarding the potential of 
art solidarity for: the production of pluriversal knowledge and art historiography outside of 
the Western hegemonic canon, the creation of a transnational platform for “peripheral” art 
collaborations and exchanges, and the formation of transcultural art collections around which 
societies suffering from injustices can be rebuild - separate conclusions for each case study 
are drawn at the end. Worth noting is also, that the research about the MSSA in Santiago de 
Chile is yet to be conducted, as the last part of the research project. The published material 
thus is part of a book, to be completed following the last instance of work.
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types of donations for the ruined city, such as technical expertise, construction materials, 
prefabricated housing, medical assistance, food, etc., that is, everything needed to help the 
city rise from ashes. 

Moreover, along with essential help international donations of artworks arrived on bases of 
self-initiatives in Skopje as well. As the necessity for founding a museum of contemporary art 
in Skopje was already evident in Macedonia prior to the earthquake, the Macedonian artists, 
art critics and art historians quickly recognised the potential of using the solidarity with 
earthquake-stricken Skopje for gathering a substantial contemporary art collection. In other 
words, the humanist ideals and the world solidarity sparked the idea that the art donations 
for Skopje can grow into a valuable museum collection. These ideas quickly acquired a more 
organised form, and the museum was officially founded on 11 February 1964, with an act 
passed by the Town Assembly of the Socialist Republic of Macedonia.4

Nationally, art solidarity with Skopje was initiated by the 5th Ljubljana Biennial for Graphic 
Arts (taking place in 1963), which made an appeal to the participating artists to donate a 
work to Skopje. Among the very first graphics which arrived were those by Jozo Hamagushi, 
Talari, Stanislaw Wojtowicz, Hap Grieshaber, Van Ru Rossem, and Giuseppe Santomaso. The 
Yugoslavian Academy of Sciences and Arts and the Association of Croatian Artists  also 
organised the arrival of the first art donations for Skopje, including, for instance, 26 works by 
the Yugoslav artists Petar Lubarda, exhibited the same year in the House of Syndicates in the 
form of a solo exhibition. 

4. Bulletin 2 of the Museum of Contemporary Art in Skopje, April - December 1964, Documentation Centre of 
the Museum of Contemporary Arts Skopje 

2. The Museum of Contemporary Art in Skopje, North Macedonia, 2020, photo author’s own
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Internationally, the 4th congress of International Association for Plastic Arts (AIAP), taking place 
in October 1963 in New York, whose president was the French-Yugoslavian painter Marko 
Celebonovic, and secretary the Italian gallery owner Mario Penelope, passed a resolution and 
invited its member to donate artworks for Skopje likewise. One of the first works of foreign 
artists to arrive was the painting by Pablo Picasso, Head of a Woman, which was later used 
as a prime example of the likes the future museum collection would involve, that is, as a 
strategy for attracting further donations. 

The museum continued to address letters to individual artists, asking them for a donation, well 
after the earthquake shock and the initial wave of international solidarity. So, subsequent art 
donations for the museum arrived thanks to the engagement by the first museum’s director, 
Boris Petkovski, but also the Macedonian and Yugoslavian artists and their networks. Besides 
the existing contacts to the AIAP, the museum also established contacts to the International 
Organisation of Museums (ICOM), which also spread the call for the solidarity action. Soon, 
other established contemporary artists began to send works for the museum collection (among 
other, Victor Vasarely, Alexander Calder, David Hockney, Sol LeWit, Christo, and so on).

In many countries, the call was usually spread through the National Committee for Art in 
UNESCO and the National Associations of Plastic Arts. Italy, France and the United Kingdom 
were one of the first countries to respond to this call. Connections for gathering art donations 
were furthermore established with museum directors, art critics and galleries, such as, with the 
president of the Congress of the Association for Art Critics, Giulio Carlo Argan, the National 
Gallery of Modern Art in Rome, the Museum of Contemporary Art in Venice, the prominent 
art curator Jean Caseau, director of the Museum of Modern Art in Paris, the Tate Gallery in 
London, the Art Gallery in Bradford and so on.

The museum also had connections to the Stadtgallerie Nürnberg, but also to the Kunstgallerie 
Dresden and its director Joachim Ulic. Consequently, donations were arriving from both East 
and West Germany (i.e. from East Germany - Lea Grundig, from West Germany - Georg Baselitz). 
Poland was also among the first to send artworks to Skopje through the Association of Polish 
Artists. The collection of prominent Polish artists (such as Henryk Stazevski) amounted around 
150 artworks by 1966, which offered a good insight into the contemporary Polish art. Later 
connections to the National Art Museum in Warsaw were established as well. The Association 
of Czechoslovakian Visual Artists and the National Gallery of Prague, led by the established 
art critic Jirzhi Kotalik, joined the solidarity action and donated a significant collection (i.e. 
including a work by Frantishek Muzika) of contemporary Czechoslovakian art. Hungary, Moldavia, 
Romania, Bulgaria, USSR and other socialist countries donated artworks likewise.

In terms of numbers, in 1967 the collection contained 1500 artworks, by 1968 it had 1713 and 
by 1970 2000 artworks by 944 artists from 37 countries. The biggest number of donated works 
by one artists was the Yugoslavian Petar Lubarda with 32 works, then the German artist couple 
Ana Eva Bergmann and Hans Hartung, each donating 13 artwork, and the Brazilian artists 
Maria Bonomi, which donated 28 graphics, which is at the same time the biggest donation of 
a single foreign artist. The biggest national collection was the French one, 170 artworks by 80 
authors, then the Italian, 160 artworks by 130 authors, followed by the Polish 140 artworks by 
98 authors, and the Czech 132 artworks by 74 authors. Until the completion of the museum 
building, gift by the Polish government, the museum functioned in a contemporary venue, Salon 
Gjuro Salaj. The museum building was officially opened on 13th of November 1970, on the 
jubilee of Skopje’s antifascist liberation. 



20

3. Model of the museum’s 
building designed by the Polish 
“Tigers”, photo author’s own

4.Opening of the Museum of 
Contemporary Art in Skopje - 
first permanent exhibition, 13 
November 1970, Skopje, Photo 
Aleksandar Bassin, Documentation 
Centre of the Museum of 
Contemporary Arts Skopje

5.Opening of the Museum of 
Contemporary Art in Skopje - 
first permanent exhibition, 13 
November 1970, Skopje, Photo 
Aleksandar Bassin, Documentation 
Centre of the Museum of 
Contemporary Arts Skopje

6.Opening of the Museum of 
Contemporary Art in Skopje - 
first permanent exhibition, 13 
November 1970, Skopje, Photo 
Aleksandar Bassin, Documentation 
Centre of the Museum of 
Contemporary Arts Skopje
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The political moment - the Cold War - in which the Skopje earthquake happened, and 
Yugoslavia’s foreign politics at the time - adopting a nonaligned stance - may not be an 
obvious context for Skopje’s reconstruction and the museum’s founding at first. But, in fact, 
Yugoslavia’s unique position in the divided world was recognised by the UN as an excellent 
opportunity for manifesting a “monumental role in coordination of international collaboration” 
(Lozanovska 2012, p.438). Being a non-aligned country, Yugoslavia was legitimate for bridging 
Western and Eastern blocs in the Cold War period, and was therefore well regarded by the 
international community. In other words, the earthquake was used as an opportunity to bring 
Western and Eastern bloc countries together in respond to solidarity and humanitarian action.

Indeed, the reconstruction of Skopje was aided by both Cold War blocks, and there are 
still streets in Skopje bearing the names of capitals of both Eastern and Western European 
countries as an expression of gratitude. Skopje has a “Rumanian” hospital, settlements with 
“Russian” buildings, some still remaining barracks from Norway and Finland, a master urbanist 
plan done by the Japanese architect Kenzo Tange, and a Museum of Contemporary Art 
designed by the Polish Tigers, a team of architects - Waclaw Klyszewsky, Jerzy Mokrzynski and 
Eugeniusz Wierzbicky - actively involved in the reconstruction of post-war Warsaw.

But was the nonaligned political stance equally important and reflected in the Yugoslavian, 
respectively Macedonian, cultural context? Was the nonaligned principle embodied in the 
founding of the Museum of Contemporary Art in Skopje and can its art collection speak of a 
nonaligned art historiography today? I believe yes and no. It’s dialectic. 

The diversity and the heterogeneity of the museum collection, as the director Boris Petkovski 
noted in the catalogue for the first permanent exhibition, inaugurated on the occasion of the 
museum’s building opening, reflects the fact “that it is an institution deriving from international 
efforts to form, regardless of racial, political and aesthetic character, a meeting place of 
important creative accomplishments of contemporary fine art” (Petkovski 1970, catalogue 
introduction).

That is, the context in which the museum has been created plays undeniably a great role 
in stirring solidarity sentiments among western European artists. In other words, Yugoslavia’s 
nonaligned position in the world was instrumental in gathering the collection of gifts. In 
France, most of the donations were possible by the involvement of politicians from communist 
or socialist municipalities, and in general the Western artists who have donated works were 
affiliated with the political Left (i.e. Carlo Levi, Eduard Pignon, Pablo Picasso, etc.).
In this regard, the first museum’s director wrote: “The museum was aligned principally and 

A NONALIGNED MUSEUM?
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However, while it is well known that MSU holds a collection of artworks from artists from the 
former Eastern and the Western block - a topic with which the museum dealt in numerous 
exhibitions - it remains almost a secret that MSU holds a large, and largely ignored and 
neglected, collection from nonaligned countries, especially those of Latin America. This fact 
is hidden in the archives of the museum and is largely unknown to the general public. Most 
of the donations from the Latin American countries were exhibited only once, as part of 
the regular exhibitions: Donated works from …, with exception of some works from the most 
famous artists from the region (i.e. Flexor Samson, Rafael Jesus Soto, Roberto Matta).

When I went to conduct my research at the MSU I was searching for documents concerning 
artworks by artists from nonaligned countries. Equipped with basic information about the 
museum’s bibliography, I knew that the museum owns art from Latin American countries; that 
the Ljubljana Biennial for Graphic Arts, which was an important stage for showcasing art from 
nonaligned countries, helped raise donations for the museum among its participants; and 
that some exhibitions showcasing art and artists from nonaligned countries took place at the 
museum. I sought to find out: How did these works and exhibitions reach the museum and 
what is the curriculum of their origin?

Although the museum did not intentionally seek to collect nonaligned art, it did acquire 
numerous works by established artists from nonaligned countries through the Ljubljana Biennial 
for Graphic Arts. That is, MSU addressed letters to the participants of the 6th biennale edition 
and as a result received 100 graphics, donations from artists coming from different parts of 
the world: Finland, Sweden, Norway, Denmark, Poland, Belgium, West Germany, East Germany, 
Austria, Spain, Romania, SSSR, USA, Uruguay , Venezuela, South African Union, Hong Kong, 
Australia, Argentina, Brazil, etc. 

In 1967 the museum received the biggest number of donations by one, non-domestic, artist, 
Maria Bonomi from Brazil, who donated 27 woodcuts to the museum.7 Bonomi is tightly linked 
to the Ljubljana Biennial for Graphic Arts; at the next biennale edition she was awarded the

7. 60 works from 27 Artists, Newspaper Vecer, Skopje, 28.7.1967, 3845, Documentation Centre of the Museum 
of Contemporary Art in Skopje 

8. Macedonian artist Angel Cemerski and Yugoslavian 
politician Edvard Kardelj visiting the Museum of 
Contemporary Art in Skopje, 1974, Documentation 
Centre of the Museum of Contemporary Arts Skopje

9. Macedonian artist Angel Cemerski and Cuban politician 
Raul Castro visiting the Museum of Contemporary Art in 
Skopje, 1975, Documentation Centre of the Museum of 
Contemporary Arts Skopje
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Anatol Vladislav, Marcia Elena Demange, Aldemir Martins, Isabel Pons, Alfredo Volpi, Tomas 
Ianelli, Alves de Freitas, Beti Gidise, Jacob Hasan, Lucia de Toledo Mezotero. The donated 
works were shown in 1972 at the museum’s exhibition Donated Works from Brazil.

The Brazilian solidarity, under the supervision of the Secretary of Culture Paolo Pedro Padilha, 
organised an exhibition of donated works before sending them to Skopje, which was filmed and 
showed on the national Yugoslavian TV, Yugoslavian Radio Television (JRT). “The donations from 
the Brazilian artists to the Museum of Contemporary Art in Skopje is the greatest expression 
of cultural solidarity that Brazil can offer to Yugoslavia”, stated de Magalhaes Padilha, in the 
catalogue for the exhibition Donations of Brazilian Artists for the Museum of Contemporary 
Art Skopje in Yugoslavia, taking place on 27.10.1971, at the Palace of Arts Sao Paolo (de 
Magalhaes Padilha 1971). It is also worth noting that by this action, and including the works 
the museum owned so far (by artists participating in the Ljubljana Biennial for Graphic Arts, 
i.e. Maria Bonomi) the Brazilian collection in the Museum of Contemporary Art in Skopje has 
the biggest collection of Brazilian art in Europe.

The action in Brazil served as an inspiration for other Latin American countries to join the 
action. In 1985 in Buenos Aries the exhibition Yugoslavia Argentina, comprised of donated 
works by 20 Argentinian artists, was organised at the Cultural Centre San Martin, from July 5th 
to July 18th, before it was sent to Skopje. The initiator of this action was the artists Pedro 
Roth, who received a personal call to join the solidarity action.13 The exhibition catalogue states 
that “with this generous donation the Argentinian artists, united in solidarity with the artists 
from the world, are making their contribution, thus reaffirming the same conviction that art 
is a way of uniting the people” (Santana, 1985). This action was initiated by the Yugoslavian
Embassy in Argentina. 

13. Argentinian artists to the museum in Skopje, Newspaper Oslobodjenje, Sarajevo, 1.9.1985, 32755, 
Documentation Centre of the Museum of Contemporary Art in Skopje

12. Donations of Brazilian Artists for the Museum of Contemporary Art Skopje in Yugoslavia, exhibition 
catalogue, 1971, Documentation Centre of the Museum of Contemporary Arts Skopje
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At the Municipality Conference of the Socialist Union of the Working People of Titograd, 
taking place on February 17th 1981, the founding of the Josip Broz Tito Art Gallery of 
the Nonaligned Countries (henceforth “the Gallery”), as workers  cultural organisation, was 
decided. The aim of the Gallery was: to gather representative artworks by artists from the 
NAM countries; to organise permanent and temporary exhibitions; to organise art encounters, 
discussions and symposia; to establish studios in which artists from NAM countries would 
temporarily work; to organise pedagogy work and education for artists; to prepare publications, 
especially on artistic development in NAM countries, and conduct other work, as outlined in 
the Gallery statute. 

The opening text of the book regarding its founding, titled Pride and Obligation, notes that 
honouring the late leader’s name, the Gallery stands for his attitude towards art - a free human 
activity of universal value, not constrained by political systems and obstacles (1982, p.19). The 
Gallery was to have a permanent exhibition, in which each NAM country would be represented 
with a couple of high-quality works. It was to organise exhibitions in the host countries of the 
further NAM conferences, thus contributing to the specific cultural programs accompanying 
these events. As such, the Gallery was conceptualised as one-of-a-kind institution, an expression 
and a contribution to the development of solidarity and mutual cooperation between the NAM 
countries in the field of artistic creation. With its various events and art residencies it was 
engaged in nurturing, promoting and creating the art of the nonaligned countries. 

The Gallery supported the effort of the NAM countries to establish bases and programs 
of inter-cultural collaboration, which due to burning political, economic and sovereignty 
issues was pushed to the background. In line with issues concerning the “new system of 
international relations” and the “new international economic order”, which were gaining much 
more importance at the UN, the new world order also encompassed a “new cultural order”. 
“New cultural relations”, “new cultural and information order”, “cultural decolonisation“ or 
“spiritual decolonisation” were becoming frequently used terms, and in this regard the Gallery 
was an instrument for achieving those goals. The Gallery addressed the issues of the role 
of culture in the creation of national and cultural identity of peoples and countries, as well 
as the conditions for its development (cultural institutions, expertise, repatriation of artworks 
looted during colonial times, etc.).

The collaboration of the NAM countries already facilitated the affirmation of the particular 
and unrecognised cultures, whose authenticity was suppressed and hindered by the “imported 
civilisation” of the colonisers. Yugoslavia, among others, carried the resolution brought at the 
5th Conference of Heads of State or Government of the Nonaligned Movement in Colombo in 

JOSIP BROZ TITO ART GALLERY 
OF THE NONALIGNED COUNTRIES 
A TRANSNATIONAL INSTITUTION
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1976 about initiating an action for the repatriation of cultural heritage, for which it showed a 
stark engagement within the UNESCO framework. 

The Resolution on the Restitution of Works of Art states among other the following: “Convinced 
of the fact that the recovery of art treasures has a great bearing on the constitution of the 
cultural heritage which is in turn the reflexion of a country’s civilisation throughout the history, 
1. [The Resolution] Reaffirms the terms of the UN General Assembly resolution 3187 (XXVIII) of 
18 December 1973 and General Assembly’s resolution 2291 (XXX) of 19 November 1975 on 
the restitution of works of art to the countries from which they have been expropriated, as 
well as the terms of the Convention adopted by the UNESCO General Assembly, calling on all 
member States to ratify it; 2. Requests all states in possession of works of art to endeavour 
to safeguard and preserve them and to restore them promptly to their countries of origin, 
and thus contribute to the strengthening of international relations; 3. Requests the Panel of 
Experts appointed by UNESCO to deal with the restitution of works of art to the countries 
from which they have been expropriated to take promptly all concerted measures with a view 
to restoring those treasures to their rightful owners.” (Document of the 5th NAM Summit in 
Colombo 1976, p. 148)

Furthermore, education and culture as fields of collaboration between the NAM countries also 
had an important role in fighting cultural imperialism. This was already formulated at the 6th 
Conference of Heads of State or Government of the Nonaligned Movement in Havana (3 - 9 
September 1979), to serve as bases for the development of a program of action at the next 
7th Conference of Heads of State or Government of the Nonaligned Movement in New Delhi 
(7 -12 March 1983). The final declaration of the 1983 conference in New Delhi, when the 
NAM already had 100 member, stated: “it is recommended to the NAM countries to actively 
collaborate in enriching the content and enlarging the scope of the Gallery of Arts of all non-
aligned countries, established by the City Assembly of Titograd, Yugoslavia” (Document of the 
7th NAM Summit in New Delhi 1983, p.134).

17. The Petrovic Palace in Podgorica in 2022, exhibition venue of the Gallery 
(nowadays Centre for Contemporary Art Montenegro), photo author’s own
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The Gallery began its work on September 1st 1984, on the 23rd anniversary of the 1st NAM 
conference in Belgrade. The Municipality of Titograd, as the founder of the Gallery, provided 
the initial financial means for the Gallery work. The Petrovic Palace in Krusevac, in the midst 
of a century old forest, was allocated as venue for the future Gallery, including an exhibition 
space, four artists studios, a documentary centre, library and offices for administration. The 
Gallery was cordially opened by Lazar Mojsov, member of the Yugoslavian Presidency. In 1985 
Milena Vlahovic Lazarevic, Yugoslav diplomat and an attaché in the Permanent Mission of SFRY 
to the UN, was elected as the Gallery director, a position she held until 1989. In this regard, 
cultural diplomacy played an important role both in the formation of the collection and the 
Gallery activities too.

Following the decision for its formation, donations of artworks from various NAM countries 
began to arrive in Titograd. The Gallery received a variety of gifts, which continued to arrive 
after its opening. So, for instance, there were handmade textiles from Pakistan, Indonesia send 
figures representing persons from the Mahabharata, there were paintings from Mali, Makonda 
sculpture from Tanzania, graphics from Jamaica and Egypt, Bolivian paintings, sculpture and 
applied art objects from Gabon, sculptures, paintings and a music instrument from Burma, 
etc. That is, the Gallery’s collection was formed exclusively based on donations which resulted 
into a very heterogeneous and diverse collection of works. Some countries commissioned 
professional institutions (museums, galleries, etc.) for the selection of donations, thus having 
a very defined character of the country’s representation. For instance, the National Gallery of 
New Delhi selected the Indian collection. Similar approach have the collections from Venezuela, 
Bolivia, Egypt and Cyprus.

The opening show consisted of 150 works, gifts from 40 countries. That is, the first permanent 
exhibition showed art from 35 non-aligned countries on the first floor, mostly containing oil 
paintings, sculptures, tapestries, graphics, archeological artefacts, music instruments and folk 
art artefacts. On the second floor the Yugoslav collection was to be presented (with works 
from the Macedonian artists: Lazar Licenoski, Nikola Martinovski, Vangel Naumovski and Trajche 
Janchevski). A special part of this exhibition was the collection of paintings from the Memorial 
Centre Josip Broz Tito (part of the Museum of Yugoslavia in Belgrade), and the collection of 
bronze sculptures from the Museum of African Art in Belgrade, shown on the third floor. The 

18. The exhibition space Botanic Garden (nowadays part of 
the Centre for Contemporary Art Montenegro) in Podgorica 
in 2022, photo author’s own

19. The Gallery’s artist residence studios (nowadays office 
spaces at the Centre for Contemporary Art Montenegro) in 
Podgorica in 2022, photo author’s own
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22. Painting A Roll of Coca Leaves by Agnes Clara Ovando Sans De Franck, Bolivia, exhibited at Which Side Are You On? 
On the Nonaligned Decolonial Constellation in November/December 2022 in Skopje, photo author’s own

23. Contemporary Painting from 
Bolivia, exhibition catalogue, July-
October 1986, National University 
Library Skopje

24. Three Aspects of Realism in Argentine, 
exhibition catalogue, July 1986, National 
University Library Skopje

25. The Josip Broz Tito Art Gallery 
of the Nonaligned Countries, 
exhibition catalogue, 1986, National 
University Library Skopje
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their own frontiers, particularly modern art works in these countries; it is therefore essential to 
ensure a creative confrontation and interaction, under conditions of total human and national 
equality, of art and culture throughout the world” (Dizdarevic 1986).

The participants at the 8th NAM Summit in 1986 in Harare positively evaluated the short 
(2 years by then) but very efficient work of the Gallery as an institution that contributes to 
the development of the art and cultural organisation of the NAM countries. In this regard 
they called for all NAM countries to enrich the Gallery’s collection. Moreover, in an effort to 
deepen the collaboration in this field, they took a decision to transform the Gallery in a joint 
institution of all NAM countries, and called the Coordination Office to prepare a Draft Statute 
for this join institution. The proposal was submitted based on the conclusion of the Meeting 
of Ministers of Culture and Education in Havana in 1986. The Statute was to be adopted at 
the subsequent 9th NAM Summit, taking place in Belgrade in 1989. 

As it is stated in the summit’s declaration, the conference “assessed the valuable work of the 
“Josip Broz Tito” Gallery of art of the Non-aligned countries situated in Titograd, Yugoslavia 
and its contribution to the enhancement of co-operation among non-aligned countries in the 
field of culture and in this context encouraged the Centre to continue to pursue and further 
expand its activities”. Furthermore, “to this end [the conference] called upon non-aligned 
countries to continue with the enrichment of the gallery and its permanent collection of works 
of art”. “Desirous of further enhancing co-operation in this sector, [the conference] decides to 
transform the “Josip Broz Tito” Gallery into a common institution of the non-aligned countries”, 
it is written. Finally, “[the conference] invited the Coordinating Bureau of Non-Aligned Countries 
to prepare a draft Statute of the Gallery as a common institution of non-aligned countries”, 
reads the declaration (Document, 8th NAM Summit in Harare 1986, p.287).

By 1987 the Gallery had over 350 works from 50 countries. It started organising exhibitions 
from its collection that were shown in the other Yugoslav republics. It also prepared an 
exhibition for the General Conference of UNESCO in Paris, taking place in autumn 1987. The 
Gallery’s collaboration with UNESCO was very important, because it allowed the Gallery to use 
expertise and get finances to develop its work and collaboration. Also, many of the Gallery 
activities were supported by UNESCO, among other, the symposium Art and Development.

26. Painting The Peasants 
from the Lake Titikaka by 
Guido Chile Balderrama, 
Bolivia, exhibited at Which 
Side Are You On? On the 
Nonaligned Decolonial 
Constellation in November/
December 2022 in Skopje, 
photo author’s own
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The approval for conducting my research at the Centre was approved in November 2022, 
seventeen months after submitting my first proposal. By that time, my research about the 
Gallery was completed. In other words, I have based my research on all publicly available 
exhibition catalogues, and all press releases about the Gallery from the daily newspaper 
Pobjeda - gathered one by one from public libraries in the former Yugoslav republics, i.e. the 
National University Library in Skopje. In this sense, I managed to gather quite an informed 
curriculum of the Gallery work, the content of the symposiums, biographies of the artists in 
residence, the artworks in the collection and similar. Moreover, two exhibitions: Collection as 
Constellation, curated by Bojana Piskur, taking place at the Centre for Contemporary Arts 
Montenegro in Podgorica, in June/July 2022, and the exhibition Which Side Are You On? On 
the Nonaligned Decolonial Constellation, curated by Ivana Vaseva and Bojana Piškur, taking 
place at the National Opera and Ballet House in Skopje, North Macedonia, between 24 
November and 16 December 2022, allowed me to see artworks from the Gallery’s collection 
live and acquire more information about them.  

On the other hand, the long and exhausting process of negotiating an access for research at 
the Centre gave me enough time to auto reflect upon my research questions and methodology 
of work. In light of decolonial processes, I asked myself: How decolonial is my research approach 
in the first place? Having been working only with archival material thus far, I realised that I 
needed to include lived experiences about the Gallery work and contemporary positions on 
the art collection as well. Thus, I have decided to interview artists from nonaligned countries, 
who are part of the Gallery’s collection, in order to find out more about the meaning of the 
Gallery’s work and nonaligned legacy. The artists to which I was able to establish contact are: 
Ranbir Singh Kaleka from India, Eloy Tarcisio from Mexico, Hambis Tsangaris from Cyprus, 
Ibrahim Ghazala from Egypt and Jorge Gumbe from Angola. 

In general, all of the artists I have interviewed had very positive memories of their residency 
time in Titograd (nowadays Podgorica) and recalled a great hospitality by the hosts and the 
local community. Whereas for some of them this experience was substantial and had a strong 
impact on their artistic development - in the sense of developing international artistic networks 
-, others were not that much persuaded that the cultural and artistic exchanges during the 
residency time were especially fruitful. Common to all artists was that they were already 
established at the time when they were sent to reside in Montenegro as young artists, that 
they have a very international career background, but, also, that none of them really knew 
what had happened to the Gallery after its dissolution. 

The artist Ranbir Singh Kaleka (b. 1953 in Patiala, Punjab, India), lives in New Delhi. He held a 
teaching position at the Fine Arts Department, College for Women, Punjabi University, Patiala, 
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interviews are also to be understood as an artistic research strategy in line with the decolonial 
concerns of the research project. 

Furthermore, and especially following my visit at the Centre in July 2022, another question 
became apparent: To what extent does the Centre, that now safeguards this very unique 
collection, live up to the Gallery’s decolonial ideals and implements them in their work? Should 
not the Centre, before undertaking any work about the legacy of the Gallery, also auto-reflect 
on its own decolonial principles?

The Centre’s approach to the valuable Gallery heritage was, until recently, to say the very 
least, ignorant. An exception were some sporadic exhibitions (such as, Perspectives on the 
Women from Four Continents, 2021, concerning women as motif in the works of the NAM 
collection, or the exhibition Documents. 60 years of Nonalignment, 2021, conceptualised 
for the 60th anniversary of the NAM movement, and including documentary photo material 
focusing on the Yugoslavian relations to India) and the publishing of a catalogue of the 
collection in 2010, titled Art Collections. Centre for Contemporary Art Montenegro, which gave 
a very basic (historical) information about the art of the non-aligned, without relating it to any 
contemporary context. As the catalogue shows, the Centre categorises its collection according 
to whole continents - Asian, African and Latin American, without reflecting the specificity of the 
diversity of countries and communities and their respective cultures. In addition, there are still 
works in the collection which are by unknown artists, witnessing lack of provenance research 
at the Centre. Moreover, the sculptures, done during the artist residencies at the Gallery, which 
adorn the Centre’s park are without a plaque and do not give any information to the visitors 
about the work or the author.

In 2022, though, the Centre established the program The Laboratory of the Collection of the 
Nonaligned Movement - a 4 year research project with the goal of developing contemporary 
research and archival practices and their implementation in the Centre’s artistic and educative 
program. As a precondition for research at the Centre, a proposal for collaboration has to be 
made. That is, the proposals of the research partners form the program of the Centre’s project. 
The researchers with which the Centre collaborates are mostly established professionals from 
former Yugoslavia or the region, excluding any experts and individuals from the nonaligned 

40. Music Instrument Citra by unknown artist, Indonesia, 
exhibited at Which Side Are You On? On the Nonaligned 
Decolonial Constellation in November/December 2022 
in Skopje, photo author’s own

41. Sculpture Boat by unknown artist, Zambia, exhibited 
at Which Side Are You On? On the Nonaligned Decolonial 
Constellation in November/December 2022 in Skopje, 
photo author’s own
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countries, which would reflect on the nonaligned legacy from another perspective. The Centre 
also has no collaboration with the living artists whose legacy it holds, consequently, the 
information it shares about their work is outdated. In absence of any contact and collaboration 
with artists from nonaligned countries, the Centre allows neither for a self-representation, nor 
does it function as a platform and a meeting place for artistic and cultural exchange between 
the nonaligned and other countries.

I have gathered this and similar concerns regarding the nonaligned art legacy of the Gallery 
and the decolonial work of the Centre in a Letter addressed to the Centre (considering it as 
the future Gallery). The Letter (see chapter Artistic Research Work) involves also my proposal 
for an event at the Centre - the organising of a public event where artists from the collection 
and artists from nonaligned countries would be invited to present their current work and 
discuss the non-aligned art legacy of the Gallery.

42. Sculpture by an unknown artist at the Park Krusevac adorning the 
Centre in Podgorica, photo author’s own

43. Sculpture Eagle Nikolas Mukomberanwa, Zimbabwe at the Park 
Krusevac adorning the Centre in Podgorica, photo author’s own
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44. Sculpture Composition Nr. 7 by Awtar Singh, India at the Park Krusevac adorning the Centre 
in Podgorica, photo author’s own
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After conducting preliminary research about the three case study museums, I began searching 
for intersections between the artists and the cultural events which they organised. Mapping 
commonalities and convergences in their donated collections and program curriculums resulted 
in a complex web of art solidarity relations mostly taking place between the 1960s and the 
1980s. More precisely, the Map of Art Solidarity was informed by: some pertinent cultural 
collaborations and exchanges between Yugoslavia and the nonaligned countries, regulated 
through the Federal Commission for Foreign Cultural Relations, and especially those through 
the Commission for Foreign Cultural Relations of the Socialist Republic of Macedonia; the NAM 
conferences, which also served as an important platform for cultural exchange, the collections 
of donated artworks and the artists exhibited at the case study museums; as well as important 
cultural manifestations and art events related to the museum’s work.

In the following I will first describe shortly the type of collaborations that Yugoslavia developed 
with the NAM countries, mostly as part of important cultural manifestations and art biennials. 
As the list of cultural exchanges is really endless, if we take the period from 1946 until 1989, 
I will mention only some of the most prominent exchanges and exhibitions, based on Teja 
Merhar’s research at the Archives of Yugoslavia. Additionally, I will also give a short account 
on the cultural exchanges and programs that the Socialist Republic of Macedonia signed with 
NAM countries, and based on my own research at the State Archives of the Republic of North 
Macedonia.
 
As mentioned, the international bilateral collaborations in culture were regulated through 
Conventions on Culture and Programs of Cultural Collaboration, which were prepared by 
the Federal Commission for Foreign Cultural Relations. Two types of documents were signed 
as part of these cultural collaborations: Agreement of Cultural Collaboration / Cultural 
Conventions, which regulated the collaboration legally and which allowed for the signing 
of cultural programmes; and, usually two-year long, Cultural Programs, which envisaged 
the cultural actions, that is, particular cultural events and exchanges, mostly happening on 
reciprocal basis. Thus, innumerable agreements, reports, and analyses on cultural exchange 
in the field of literature, music, film, art exhibitions, touring musical and dance ensembles, 
educational and scientific exchanges, etc. consist the vast archives of the cultural exchanges 
between Yugoslavia and the NAM countries. My focus was only on the exhibitions and other 
visual-art-related events, thus excluding the international collaborations in other fields.

As Teja Merhar (Merhar 2019, pp.43-71), curator at the Moderna Galleria in Ljubljana, notes, 
by 1961, Yugoslavia had adopted two conventions on culture with nations on the African 
continent, with the United Arab Republic (1958) and with Sudan (1959). With the Asian 
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45. Map of Art Solidarity, 2022, digital print on forex, 2200 x 1200 mm, author’s own
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countries it had adopted conventions on culture with China (1957), Iraq (1959), and Indonesia 
(1959). In 1960 it ratified cultural conventions with Cuba, India and Afghanistan. In the early 
1960s, it ratified further conventions on culture with Cambodia, Lebanon, Ghana and Guinea 
(all in 1961), Tunisia and Cameroon (both in 1962), Ethiopia, Mali, Dahomey, and Senegal (all 
in 1963), and Nigeria, Congo-Brazzaville, and Algeria (all in 1964). Yugoslavia had conventions 
on culture signed with Mongolia (1962), Pakistan (1963), Iran (1963), Kuwait (1964) and Japan 
(1968), but only one two-year cultural collaboration program with India. The following year 
Yugoslavia signed cultural programs with Pakistan, India, Mongolia and Japan, and eventually 
with all NAM countries. From all countries Yugoslavia had most cultural exchanges with Egypt, 
India, Cuba and Brazil which never officially became part of NAM, but remained an observer.

That is, the collaborations that Yugoslavia developed with the NAM countries were mostly 
part of important cultural manifestations. Yugoslavia’s international cultural policies developed 
primarily in the framework of important biennials and international art events in which Yugoslav 
artists participated regularly and received awards. Among them are the Alexandria Biennale for 
Mediterranean Countries, (founded in 1955), the New Delhi Triennale (founded in 1968) and 
the São Paulo Bienniale (founded in 1951). For instance, the Yugoslav painter Petar Lubarda 
won a prize at the second 1953 Biennale in São Paulo, the Macedonian painter Petar Mazev 
participated at the very first Alexandria Biennale for Mediterranean Countries.

On the other hand, foreign artists participated in numerous cultural events taking place in the 
country - i.e. mainly the Ljubljana Biennial for Graphic Arts. The biennial was founded by the 
direction of the Moderna Galleria in Ljubljana, Zoran Krzišnik, in 1955. Krzišnik was able to 
convince the Yugoslav authorities, at the time still sceptical about liberal art, that the Biennial 
embraced another way, that reflected the country’s non-aligned politics. Primarily oriented 
towards Western art, the Biennial slowly opened to the world and started to exhibit art from 
everywhere, including the East and the non-aligned countries.53 

The biennale grew steadily over the years and established itself as the key international event 
in the country, well worthy of mention. The Biennial managed to unite and establish a dialogue 
between the East and West, as it attracted China and Russia to the first biennial as well. “Its 
melange of artists and cultural affiliations had as its primary task the “linking of east and west 
by the bridge of art”, note Antony Gardner and Charles Green (Gardner and Green , p.447), 
thus reflecting Yugoslavia’s non-aligned politics. In this sense, the Biennial was “globally one 
of the first non-bloc art events at the time of the Cold War divisions, putting forward a model 
for a peaceful coexistence of the first, second and third worlds – if only in art and culture”, 
as Merhar and Piskur state (Merhar and Piskur 2020, p. 172).

Other events, at which artists from the nonaligned countries were invited to participate were: 
the Marble Artist Residency in Prilep, the Prilep Painting Colony and the Strumica Painting 
Colony, the Arandjelovac Small Plastic Residency, the Art Residency in Danailovgrad, and other. 
In 1976, for example, Seif Wanly participated at the Strumica Painting Colony’s 12th edition54, 
in 1978 Seid Rama55 from Senegal participated at the Prilep Painting Colony along with 8 other

53. Interview with Zoran Krzisnik conducted by Beti Zerovc, 
<https://29gbljubljana.wordpress.com/history/interview-with-zoran-krzisnik/> 
54. Heterogeneous Impressions, Newspaper Vecer, Skopje, 7.2.1976, Documentation Centre of the Museum of 
Contemporary Art Skopje 
55. New Discoveries of Seid from Senegal, Newspaper Nova Makedonija, 23.8.1978, 11345, Documentation 
Centre of the the Museum of Contemporary Art Skopje
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Moreover, several of the nonaligned artists who have donated works at the MSU collection 
are also involved in other collections and projects of art solidarity, that is, they have donated 
works at the MSSA and the Gallery. So, for instance, Alirio Rodrigez from Venezuela and 
Roberto Valcarcel from Bolivia both have works at MSU and the Gallery; Roberto Matta from 
Chile, Jesus Rafael Soto from Venezuela and Claudio Tozzi from Brazil, at MSU and MSSA, as 
noted on the Map of Art Solidarity. Although not featured at the MSU, Rene Portocarrera and 
Marian Rodriguez from Cuba, for instance, have both donated works to the Gallery and MSSA, 
which witnesses further how these museums of solidarity are related.59

Especially Roberto Matta is a very important nonaligned artist as he is tightly connected 
to the founding of the MSSA. Matta donated works for the second form of the Museum of 
Solidarity - International Museum of Resistence Salvador Allende (MIRSA) - in France, Mexico 
and Spain, although only his donations from the two previous countries arrived in Chile. 
The reasons that motivated his support for this and other similar causes emerge from his 
text Towards a Creative Sense of Solidarity, written for the catalog of the International Art 
Exhibition for Palestine, held in Beirut between March and April 1978. This exhibition, following 
the model of the Museum of Solidarity and MIRSA, was structured on the basis of donations 
from international artists who were in solidarity with the Palestinian cause, many of whom had 
already donated to Chile. 

In addition, from the local artists, besides Petar Lubarda and Vladimir Velickovic, who have 
works at MSU and the Gallery, respectively, MSU and MSSA, certainly the Macedonian fresco 
painter or muralist Borko Lazeski, who among the mentioned art activities in nonaligned 
countries was also involved in the art council of the Gallery as its member, is to be singled 
out. In addition, several other Macedonian artists, whose works are part of the MSU collection, 
have borrowed works to the Gallery: Rodoljub Anastasov, Peter Mazev, Dimitar Malidanov, 
Dushan Percinkov, and Stefan Manevski.60 Although not part of the MSU collection, it is also 
worth noting that eight Yugoslavian artists, among which the Macedonian Nikola Fidanovski 
Koco who has donated a work to MSU, are part of the MSSA collection. These donations were 
realised thanks to the efforts of Miria Contreras, who, accompanied by Virginia Vidal, who was 
in exile in Belgrade at the time, had organised a meeting where she invited Yugoslav artists 
to join the MIRSA initiative with their donations (Macchiavello 2016, p.54)

Moreover, although not coming form nonaligned countries, several Western artists are also 
important to be mentioned as featured both in the MSU and MSSA collection, such as: Carlo 
Levi from Italy, Edouard Pignon and Victor Vasarely from France, Alexander Calder from the 
USA. Louis Aragon from France, surrealist and member of the Communist Party, Jean Caseau, 
director of the Museum of Modern Art in Paris, also from France, and Giulio Carlo Argan from 
Italy, president of the Congress for the Association for Art, are important to be noted likewise, 
as they have been instrumental in gathering donations from these countries both for the MSU 
and the MSSA.

One of the most important artist who has donated a work to MSU and had exhibited at 
the Gallery is Wifredo Lam, who had a solo exhibition at both the Gallery and MSU in 1987. 
The exhibition of graphics was selected by the Centre Wifredo Lam in Havana, formed in 
1984. Dedicated to the art of the Global South, the centre was represented by Lilian Ljanez, 
who participated at the symposium International Museum-Gallery Collaboration and Exchange 

59. State Archives of the Republic of North Macedonia, 1005-V, permanent value 
60. Montenegro refuses to return the works of the Macedonian Authors, Newspaper Dnevnik, 12.12.2000, 
47383, Documentation Centre of the Museum of Contemporary Art Skopje 
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46. Permanent exhibition at the Museum of Contemporary 
Arts Skopje in 1981, Documentation Centre of the Museum 
of Contemporary Arts Skopje

47. Permanent exhibition at the Museum of Contemporary 
Arts Skopje in 1981, Documentation Centre of the Museum 
of Contemporary Arts Skopje

48. Permanent exhibition at the Museum of Contemporary 
Arts Skopje in 1981, Documentation Centre of the Museum 
of Contemporary Arts Skopje

49. Permanent exhibition at the Museum of Contemporary 
Arts Skopje in 1981, Documentation Centre of the Museum 
of Contemporary Arts Skopje
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The museum’s policy of exhibiting in relation to artists from nonaligned countries can be 
analysed since the very first exhibitions. Most of the works from the nonaligned country, i.e. 
the huge Latin American collection, have been exhibited only once, upon arrival to Skopje in 
a form of an exhibition of donated works. The catalogues for this exhibitions have no text 
placing the works in the art historical context, rather, the works and the artists are only listed. 
For instance, this applies to the Argentinian and the Brazilian collection, with the exceptions 
of the famous artists mentioned above.

As the exhibition catalogues note, sometimes, the aim of the exhibition was to present certain 
art tendencies and not nationalities. So, for example, the 1968 exhibition Aspects of graphic 
art (when the Museum had very few works by NAM artists) showcased contemporary tendencies 
in the graphic arts, thus including the very few Latin American donations from the Ljubljana 
Biennial for Graphic Arts. In 1969, at the first exhibition from selected donations, attention was 
payed on presenting the most representative artists of the national context and on those who 
donated a large number of works. No Eastern or Southern artists were represented.

The curating principle characterising the First Permanent Exhibition, conceptualised for the 
opening of the museum building in 1970, was the presentation of the most important 
contemporary artistic achievements, embracing at the same time the diversity of emergencies. 
Including 248 works, the exhibition mostly showcased post-war works, created in the 60s. From 
the non-aligned artists, only three artists from Venezuela (Para Edison, Perez Celso and Ugueto 
Angel) and one from Cuba (Cardenas Augustin) were shown. The Eastern European countries 
were only marginally represented.

In the hall for temporary exhibitions, however, a separate exhibition of graphic arts from the 
museum collection was exhibited along the permanent exhibition. The international character of 
the collection was especially regarded in the graphic exhibition, so all countries-donators were 
exhibited. These included two artworks from Argentina (Carmen Garcia and Angelica Caporaso), 
two from Brasil (Maria Bonomi and Ostrower Fayga), one from South Africa (Peter Clarke), one 
from Uruguay (Vila Teresa), one from Venezuela (Chacon Luis), and one from Kuwait (Alkazi 
Munira), mostly acquired through the Ljubljana Biennial for Graphic Arts. In addition, 23 works 
by Eastern European artists were exhibited from 154 works in total.

In 1976 the permanent exhibition experienced modifications as new donations continued to 
arrive. With the addition, it numbered 263 exhibited works and included 5 works from Poland 
and 12 from Czechoslovakia, as well as five Brazilian artists (D’Arcanchy Neusa, Ianelli Arcangelo, 
Flexor Samson, Charoux Lothar, Yesquenluritta Jaime), donated as part of the big Brazilian 
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solidarity action. The characteristics of the new permanent exhibition, opened in 1981, were 
also its international character and the aesthetic artistic values without any national, racial, 
political discriminations. The exhibition selection, guided by artistic tendencies, movements and 
styles, featured three artists from Brazil (Jura, Samson Flexor, Charoux Lothar) one from Cuba 
(Wifredo Lam), one from Chile (Roberto Matta), and one from Venezuela (Rafael Jesus Soto) 
all well known artists. Only 18 artists from Eastern Europe were shown. 

In 1985 an exhibition from the MSU collection From Picasso to Calder was conceptualised 
and traveled to other Yugoslav republics. As the then museum’s director, Sonja Abadzieva 
Dimitrova, writes, the intention was to show famous international artists, prophets of the most 
important art movements. In this sense, the exhibition gave an overview of the main historical 
tendencies in the 60s and 70s visual arts. In this exhibition the works of: one Brazilian (Samson 
Flexor), one Cuban (Wifredo Lam, although regarded as French), one Chilean (Roberto Matta) 
and two Venezuelan artists (Carlos Cruz-Diez, Soto Jesus Rafael) were shown. Six artists from 
Czechoslovakia (Jiri Anderle, Emil Fila, Frantishek Muzika, Franta, Josef Jankovic, Vaclav Spala, 
Jan Stursa, Jyndrich Styrsky) and two from Poland (Alfred Lenica, Henryk Stazevski) were 
exhibited too.

From the curating principles and guidelines, as well as based on the museum’s correspondences, 
collaborations and letters for solidarity and cooperation, it can be concluded that the museum 
was not formed based on the idea to gather non-aligned art, neither this was its guiding 
principle. The claims that the museum exhibited artists who represented the most important 
contemporary art achievements lead one to conclude that these were predominantly artists 
from the West (which is of course untrue). It is undeniable that the museum clearly followed 
the western art history canons in its mission to form a collection and present contemporary 
art, and it still does so. 

Based on my research in the museum, the interviews I have conducted with the museum’s 
former directors Sonja Abadzieva Dimitrovska62 and Zoran Popovski63, as well as the museum’s 
curators Liljana Nedelkova64 and Zaharinka Aleksoska Baceva, I have concluded that the 
museum was not formed based on the idea to gather non-aligned art, neither this was its 
guiding principle. However, I would like to point out that, because of the nonaligned context in 
which the museum was founded, and based on the works in its collection, MSU can be seen 
as a nonaligned museum; had it been oriented towards building a non-aligned narrative and 
setting nonaligned principles of work, collecting and showing, it would have had the bases to 
do so.

It is certain that without NAM’s cultural diplomacy and Yugoslavia’s active participation in it, 
a large number of the donations would de facto not be possible. In addition, it is not only 
that the museum has donations from artists from nonaligned countries, but, as my Map of Art 
Solidarity shows, the museum is also entangled in substantial nonaligned cultural, collaborative 
and art solidarity networks. In this sense, it is also undeniably part of nonaligned cultural 
policy. That the museum missed a historical chance to seize the possibility for writing and 
promoting alternative art historiography, and produce knowledge about nonwestern, nonaligned 
art remains a fact though. Therefore, I argue that MSU is a dialectic museum: possessing a 
large collection foremost from Latin America, but also a collection with works by the above 
mentioned artists pertinent for nonaligned art history - collections which have been almost 

62. Interview with Sonja Abadzieva, conducted online in July/August 2021
63. Interview with Zoran Popovski, conducted at MSU in July 2021 
64. Interview with Liljana Nedelkova, conducted at MSU in July 2021 
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51. The inner courtyard (Schlüterhof) of the Humboldt 
Forum in Berlin in 2020, photo author’s own

50. The Humboldt Forum in Berlin in 2020, photo author’s own

52. The inner courtyard (Schlüterhof) of the Humboldt 
Forum in Berlin in 2020, photo author’s own
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When speaking about the reinterpretation of nonaligned values concerning decolonial discourses 
today, I took as an example the controversial Humboldt Forum in Berlin. It is the newest 
addition to the cultural landscape of Berlin, a museum of global art and world cultural heritage 
operating as a centre of intercultural dialogue which connects arts, research and education. 
It is housed in the reconstructed Berlin City Castle, historically a very significant building 
for Berlin, both architecturally and politically. Highlighting Germany’s global connections, the 
Humboldt Forum brings together four institutions and their collections under one roof: the non-
European collections of the Prussian Cultural Heritage Foundation; the Foundation City Museum 
Berlin and the Cultural Projects Berlin; the scientific collections of the Humboldt University 
Berlin, thus honouring the famous Humboldt brothers; and the Foundation Humboldt Forum, 
which is the owner and operator of the institution. The opening of the Humboldt Forum took 
place with a digital preview (due to the Corona regulations) on the 16th of December 2020. 

THE DECOLONIAL MUSEUM
THE PROSPECT OF THE NONALIGNED
CULTURAL LEGACY FOR DECOLONIAL
TRANSFORMATION OF INSTITUTIONS  

53. The Humboldt Forum in Berlin in 2020, photo author’s own
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The Humboldt Forum has been heavily debated and prone to massive critique since the 
conceiving of the very idea about it. The critique directed at the Humboldt Forum relates 
to multiple aspects, ranging from its built form to its use concept. Broadly speaking it can 
be divided as concerning: the building design - the revival of the Berlin City Castle while 
demolishing the Palace of the Republic, the name - honouring the Humboldt brothers, thereby 
making claims to global scientific national past while ignoring Germany’s colonial conquests, 
the hosting of non-European ethnological collections acquired during colonial looting and 
plundering and supposedly juxtaposing them to the European artefacts hosted in the Museum 
Island across, the claims to the concept of a universal museum and the exhibiting of “shared” 
cultural heritage - which lacks proper provenance research and which is subject to restitution 
demands.
 

56. The Feather Coat of King Kamehameha 
from III Hawai, 1828, Ethnological Museum 
Berlin, photo author’s own

55. The Mandy Yenu Throne of King Nyjoa from 
the Bamum Kingdom, Cameroon, 19th Century, 
Ethnological Museum Berlin, photo author’s own

54. The Luf Outrigger Boat, Oceania, 1890-1895, Ethnological Museum 
Berlin, photo author’s own



63

In other words, the massive critique of the Humboldt Forum relates to postcolonial discourses, 
that is, Germany’s delayed dealing with its colonial past (which Thomas Thiemeyer explains 
with the concept of a new German culture of remembrance) and the failure of the European 
museums in general to come to terms with their unlawful collecting and showcasing of booty 
artefacts. In a nutshell, as Thomas Thiemeyer puts it: “[the] unfortunate merging of the Prussian 
palace as a facade with objects, either looted in Africa during Germany’s imperial era or 
commissioned and bought by museums of the German empire, is at the heart of postcolonial 
criticism against the Humboldt Forum” (Thiemeyer 2019, pp.967-990). 

Regarding the emancipatory potential of the transnational art solidarity when dealing with 
present issues of cultural decolonisation, i.e. the decolonial transformation of the Humboldt 
Forum in Berlin, my analyses focuses on the anti-colonial work of the Gallery, while at the 
same time considering the Anticolonial Museum Manifesto by Ana Sladojevic. The manifesto 
is based on her long-term research at the Museum of African Art. The Veda and Dr. Zdravko 
Pecar Collection (MAA), presented at her recently curated exhibition An Anticolonial Museum, 
taking place between 8 September and 31 December 2022, at MAA in Belgrade.66 

Her Anticolonial Museum Manifesto (Sladojevic 2022, pp.85-86) goes as follows:

 • Delineate the values you stand by, express them clearly, and inscribe 
them into every segment of your work. 
 • Set the anti-colonial, decolonial, anti-fascist and anti-racist thinking as 
main lines of research, work, exhibiting, publishing as well as public engagement 
and actions. 
 • Do not talk on someone else’s behalf, but rather open space for other 
people to share their point of view on topics that primarily concern them, or they 
are knowledgeable about. 
 • Do not use other people as informants, but address them as collocutors, 
with respect for their knowledge and worldview. 
 • Establish collaboration with individuals, organizations and institutions, that 
would not be based on a perceived importance of a particular institution within 
the existing hierarchies, but rather on the knowledge they can contribute with.
 • Reconsider the active and changing roles of communities in thinking of 
heritage and museums, among them: the decentralization of decision- making, use 
and care; a current and potential displacement of constituencies; transformations 
of socially and legally recognized roles of individuals and groups, or introduction 
of previously unrecognized, individual or group, formal or informal participants, 
that would affect how both past and future will be construed. 
 • Have a longue durée perception of the phenomena you engage with, 
sewing through past, present and future in a responsible, conscious manner, but 
also be aware and critical of your own ideological position within the longue 
durée.
 • Do not only look back or forward but, understand the urgency of 
the moment we have found ourselves in, and link all of your production to 
contemporary articulation of our current state as a society.

66. Sladojevic, Ana (2022) An Anticolonial Museum, catalogue accompanying the same-titled exhibition, Museum 
of African Art. The Veda and Dr. Zdravko Pecar Collection, Belgrade <http://mau.rs/en/current-exhibition.html> 

http://mau.rs/en/current-exhibition.html
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of cultural artefacts and forcefully removing them from the communities which have created 
them. Therefore precise and detailed public information or provenance work on every single 
artefact is indispensable. Consequently, restitution of all artefacts who are held and presented 
against the will of those to whom they belong is crucial. 

Furthermore, decolonial values and thinking are not integrated in the Humboldt Forum’s work 
also regarding its type of collaborations. For instance, this is evident from the established 
timely limited collaborations, in which framework non-western and indigenous professionals are 
put on a stage and invited as guests, rather than being equal partners throughout the whole 
decolonial transformation process. Or, from the fact that the museum’s team is consisted of 
predominantly, or even solely, white workers. 

Moreover, the Ethnological Museum in the Humboldt Forum relies precisely on the Western 
expertise of collecting. The absence of a truly informed knowledge about the collection it 
holds has to be replaced with a long learning process in collaboration with the communities to 
which the artefacts belong. A presentation of contemporary works along with the “traditional” 
artefacts is crucial in order to represent a living culture, the same applies when it comes to 
self-representation for deconstructing the established categorisations of the Other. 

Finally, in order to be a real meeting place, the Humboldt Forum has to integrate not only the 
work and expertise of (“peripheral”) international institutions, but also the work and the critique 
of the local communities, the diaspora communities and decolonial cultural activist groups, 
from whose tax money it is funded, and who still actively protest the very existence of the 
Humboldt Forum, which remains to be a no-go area for them. A decolonial transformation of 
the Humboldt Forum would involve abandoning the approach of Western cultural institutions; 
the move from the object centred practice towards a transfer of knowledge, and working on 
delivering cultural instruments through which the wider public can relate to the foreign cultural 
heritage, that the institution holds. 

On the other hand, many believe that a decolonial transformation of the Humboldt Forum is 
not possible at all. Ibou Diop, literary scholar and curator - one of the few persons of colour 
employed at the Humboldt Forum - relates the reasons for this to the inability of the Humboldt 
Forum to understand colonialism - as a scientific but also a design project producing colonial 
style documentation. That museum of such nature can be created in Germany in the 21st 
century, only shows that the West has not yet fully understood the responsibility it has towards 
history, not as its heir, but as an actor that has to act, he argued in our interview.68 

On 17 September 2022 the Humboldt Forum opened the east wing of the Ethnological museum, 
thereby completing the museum’s new exhibition setting (the west wing was opened during 
the inauguration of the Humboldt Forum). Following a joint workshop, several international 
and local cooperation partners of the Humboldt Forum, including community representatives, 
representatives of indigenous people, artists, scientists, teachers, were invited as guests during 
the two-day opening ceremony. Among those present in Berlin were: Wynema Morris, Omaha 
member and private lecturer at Nebraska Indian Community College, Diana Milena Guzman 
Ocampo-Mirigo, teacher at the indigenous secondary school ENOSIMAR in Mitu, Colombia, 
Zubeni Lotha, photo artists from Nagaland, India, Ndapewoshali Ndahafa Ashipala, Director of 
the Museum Association of Manibia, and Feride Funda G. Gencaslan, Chairperson and speaker 
of the European Centre for Sufism and Interfaith Encounters. They participated at the public 
talk during the press-conference of the event as well.
68. Interview with Ibou Diop conducted online by the author on 15 November 2022 
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From the statements given by the president of the Foundation of Prussian Cultural Heritage 
(SPK), Hermann Parzinger, the director of the Ethnological Museum, Lars-Christian Koch, and 
the director of the Humboldt Forum, Hartmut Dorgeloh, and especially from the second part 
of the exhibitions of the Ethnological Museum and the Museum for Asian Art one could learn 
that the Humboldt Forum experiences a process of decolonial transformation, or at least 
that it attempts to do so. Many initiatives for postcolonial provenance research were taken, 
transcultural collaborations with diverse partners from the countries of the artefacts’ origin 
were established, and contemporary perspectives were included in the exhibition setting. 

The Humboldt Forum had finally started to listen (to their international partners), it was said.69 
The vision of the directors was for the Humboldt Forum to become a pluriversal museum where 
not objects, or belongings, as it would be more appropriate to call their holdings, but living 
artefacts would be able to tell the narrative of the communities where they originated. The 
Humboldt Forum was actually to become more than a museum, now being in an intermediate 
state of transformation. Thus, further work, done in collaboration with international partners, 
was to be expected. 

The stars of the opening were the famous Benin Bronzes, 168 artefacts, now on loan from 
the National Commission for Museums and Monuments (NCMM) in Nigeria. Namely, on 25 
August 2022, a contract was signed between the Foundation of Prussian Cultural Heritage 
(SPK) and Abba Isa Tijani, director General of the National Commission for Museums and 
Monuments (NCMM) in Nigeria, regarding the transfer of ownership of 512 Benin Bronzes from 
the collection of the Ethnological Museum in Berlin to the NCMM in Nigeria. In July 2022, two 
artefacts had already been transferred as part of this joint declaration. Further ten artefacts 
were about to be physically restituted to Nigeria in December 2022.70 

69. Press conference for the second exhibition opening of the Humboldt Forum on 15.9.2022 
70. The Restitution of the Benin Bronzes begins, Press release SPK, Berlin, 16. Dezember 2022  

58. Uhunmwun elao, Memorial head of the 
Queen Mother (iyoba), 16th Century, Benin, 
Nigeria, Ethnological Museum Berlin, photo 
author’s own

57. Uhunmwun elao, Memorial head of the 
Queen Mother (iyoba), 16th Century, Benin, 
Nigeria, Ethnological Museum Berlin, photo 
author’s own
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64. Bronzes from the altar at the royal palace, Ethnological Museum Berlin, photo author’s own

63. Information about the restitution of the Benin bronzes, 
Ethnological Museum Berlin, photo author’s own

62. Video interviews with participants at the discussions 
regarding the repatriation of the Benin Bronzes, Ethnological 
Museum Berlin, photo author’s own



69

On the day of the opening of the second (and last) part of the exhibition of the Ethnological 
Museum, a protest by the Coalition of Cultural Workers Against the Humboldt Forum (CCWAHF) 
together with the HUACA network - a Berlin-based solidarity network that works towards the 
restitution of Indigenous cultural heritage and for reparations, took place in front of the 
Humboldt Forum. Among other, they demanded the complete restitution of all unlawfully 
acquired objects of the Humboldt Forum. During the press-conference for the opening of the 
exhibition of the Ethnological Museum at the Humboldt Forum, I had the chance to speak with 
Abba Isa Tijani, the Director General of the National Commission for Museums and Monuments. 
I showed him the flyer for the HUACA network calling for protests the next day, and asked him 
about his stance on these restitution demands, and the complete disapproval and abortion of 
the Humboldt Forum by some local activists, such as the CCWAHF, where part of the Benin 
Bronzes on loan are exhibited now. 

He answered that he would not like to interfere in a local issue and explained: “Of course 
there are painful histories, in any country and in any community. But, those histories should 
not deter us from progressing, should not stop us from negotiating our rights. That is why we 
have decided to go ahead with this negotiation, but also to loan these objects, because we 
have so many communities, so many Nigerian communities in Germany and in Europe. So, if 
we take these objects away we are creating a vacuum, which we don’t want to. Just in the 
same way as people in Nigeria don’t have the opportunity, they don’t have the means to go 
to Europe and come and see these objects, the Nigerian and the African people here, do 
not have the means, for example, to go to Nigeria and see these objects. We don’t want to 
create this problem, that is why we say that its important to leave some objects behind, so 
that the people can be able to have a connection to them, to their cultural heritage, as well 
as, to also give an opportunity to Germans and other people coming from outside, to see our 
cultural heritage. Our cultural heritage is our ambassador here”.72

Abba Isa Tijani’s approach and reply speaks about the complexity and the various problems 
regarding decolonial transformations of museums today. Whereas the Nigerian restitution case 
is a successful one and should be greeted, there is still a huge amount of work remaining to 
be done on this front. The case of the Benin Bronzes is a singular one, speaking more about 
individual affairs, rather than a united solidarity for decolonisation. Certainly the Benin Bronzes 
belong to a Nigerian, rather that a German national museum, but in this approach they are 

72. Interview Abba Isa Tijani, the Director General of the National Commission for Museums and Monuments, 
conducted on 15 September 2022, during the press conference opening of the Humboldt Forum in Berlin 

65. Protest by the HUACA and CCWAHF in front of the 
Humboldt Forum Berlin on 16.9.2022, photo author’s own

66. Protest by the HUACA and CCWAHF in front of the 
Humboldt Forum Berlin on 16.9.2022, photo author’s own
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still part of the same system of museum businesses entangled in the capitalist order. The 
world cultural heritage should not belong only to those who can afford to buy or loan cultural 
artefacts and imprison them in a statical museum space. 

Even if the Humboldt Forum is capable of accomplishing a decolonial transformation, it will 
still remain a national German institution, with its collections primarily accessible for Berlin-
based audiences, or audiences which can afford visiting Berlin. It will remain a German national 
institution which can profit from the world cultural heritage. For it to become a true pluriversal 
museum, the Humboldt Forum has to be transformed into a joint, transnational institution, 
which will be nomadic and always on the move. A transnational institution from which all 
cultures to whom these objects belong can profit equally and can equally be involved in the 
work, exhibiting and research of this institution. An institution belonging to everyone at the 
same time, as the Gallery would have become in practice had Yugoslavia survived, as the 
Centre and any other institution holding such collections should be.
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The results of the artistic research have so far been presented as part of two exhibitions. The 
first one, titled Which Side Are You On? On the Non-aligned Decolonial Constellation, took 
place between 24 November 2022 through 16 December 2022, at the National Opera and 
Ballet House in Skopje. It was curated by Ivana Vaseva and Bojana Piškur, and accompanied by 
a one day public program, organised in the frameworks of the 17 AKTO festival73. An excerpt 
from the exhibition text reads: “The exhibition Which Side Are You On? On the Non-aligned 
Decolonial Constellation broadly talks about the presence of anticolonial ideas and actions 
in non-aligned Yugoslavia in the very processes of decolonization, and how that legacy and 
knowledge of (anti)colonialism and anticolonial solidarity is neglected or even erased from 
today’s memory. Furthermore, through the included artworks and public program, it wishes to 
create a vibrant and imaginative space for speculation of what would the new anticolonial 
and anti-imperialist non-aligned be, politically and artistically, and how would that lay out a 
different prospect for the future. It is also a space for joint effort in reinventing transnational 
solidarity in the current line of political events through rediscovering NAM’s paradigm of 
solidarity” (Vaseva 2022, p.15).

73. https://akto-fru.org/en/1943-2/ 

ARTISTIC RESEARCH WORK  

67. Poster for the exhibition Which 
Side Are You On? On the Nonaligned 
Decolonial Constellation in November/
December 2022 in Skopje, Akto Festival

68. Documentation of the work Museum of Solidarity. The Autonomous 
Museum at the exhibition Which Side Are You On? On the Nonaligned 
Decolonial Constellation in November/December 2022 in Skopje, photo 
Natasha Geleva

https://akto-fru.org/en/1943-2/%09
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In the exhibition several works from the Centre for Contemporary Art of Montenegro, Podgorica, 
Montenegro, the Museum of African Art – the Veda and Dr. Zdravko Pecar Collection, Belgrade, 
Serbia and the Museum of Solidarity Salvador Allende, Santiago, Chile were shown as well. My 
art contribution, titled Museum of Solidarity. The Autonomous Museum was presented in 
the form of an installation, consisted of three parts: The Archive, The Map, and the Projections.74 

The Map links the Museum of Contemporary Art Skopje (MSU) to two other museums of 
solidarity: the Josip Broz Tito Art Gallery of the Nonaligned Countries (JBT) in Titograd, 
Montenegro, and the Museum of Solidarity Salvador Allende (MSSA) in Santiago, Chile. Inspecting 
the intersections between the artists who have donated works in these museums (many artists 
who have donated works to MSU have also donated works to MSSA and JBT) the result is a 
complex web of art solidarity networks mostly taking place between the 1960s and the 1980s. 
In addition, the Map is informed by pertinent cultural exchanges between Yugoslavia and the 
nonaligned countries regulated through the Federal Commission for Foreign Cultural Relations 
(partly based on Teja Merhar’s research at the Archives of Yugoslavia), and especially those 
regulated by the Macedonian Republic Commission for Foreign Cultural Relations (based on 
my own research at the State Archives of the Republic of North Macedonia). These exchanges 
regard mostly foreign and local cultural manifestations, such as biennials (in Alexandria, 
São Paulo and Ljubljana), but also sculpture and painting residencies (in Prilep, Strumica, 
Arandjelovac, Danailovgrad), or exhibitions (the World Gallery of Caricatures).

The Archive contains material (catalogues and press clips) from the documentation centre 
of the Museum of Contemporary Art Skopje. It concerns the donated artworks, exhibitions of 
donated artworks, or simply exhibitions by artists from the nonaligned countries or the “global 
south”. Determined by the logic of international art solidarity rather than a conscious intention, 
the museum acquired and showed numerous works by established artists from nonaligned 
countries (including Yugoslavia too) via: the Ljubljana Biennial for Graphic Arts (e.g. Maria 
Bonomi - Brazil, 1967); the Programmes of Cultural Collaboration between Yugoslavia and the 
nonaligned countries (e.g. Seif Wanly - Egypt, 1969, Contemporary Indian Art, 1974, Borko 
Lazeski - Macedonia, 1979, Wifredo Lam - Cuba, 1987); and the Yugoslav Embassies in the 
nonaligned countries (the donations by Brazil, 1972, Argentina, 1985, and Bolivia, 1986). 

74. http://ivanasidzimovska.com/projects/out-of-the-periphery/the-autonomous-museum/ 

69. Documentation of the work Museum of Solidarity. 
The Autonomous Museum at the exhibition Which Side 
Are You On? On the Nonaligned Decolonial Constellation 
in November/December 2022 in Skopje, photo Natasha 
Geleva

70. Documentation of the work Museum of Solidarity. 
The Autonomous Museum at the exhibition Which Side 
Are You On? On the Nonaligned Decolonial Constellation 
in November/December 2022 in Skopje, photo Natasha 
Geleva

http://ivanasidzimovska.com/projects/out-of-the-periphery/the-autonomous-museum/%09
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71. Documentation of the Map at the exhibition Which Side Are You On? 
On the Nonaligned Decolonial Constellation in November/December 2022 in 
Skopje, photo author’s own

72. Documentation of the Archive at the exhibition 
Which Side Are You On? On the Nonaligned Decolonial 
Constellation in November/December 2022 in Skopje, 
photo author’s own

73. Documentation of the Archive at the exhibition Which Side 
Are You On? On the Nonaligned Decolonial Constellation in 
November/December 2022 in Skopje, photo author’s own

74. Documentation of the Projections at the exhibition Which Side Are 
You On? On the Nonaligned Decolonial Constellation in November/
December 2022 in Skopje, photo author’s own
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75. The Projection International Art Exhibition in Solidarity with Ukrainian and Russian 
Artists in Exile, digital print, 841 x 1189 mm, author’s own

76. The Projection International Art Exhibition in Solidarity with the Indigenous People 
from the Amazon Rainforest, digital print, 841 x 1189 mm, author’s own

77. The Projection International Art Exhibition in Solidarity with the Iranian Women, 
digital print, 841 x 1189 mm, author’s own
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The Letter contains my concerns regarding the nonaligned art legacy of the Gallery and the 
decolonial work of the Centre and it also includes my proposal for an event at the Centre. 
The letter, with the original post stamps, produced in 1986 with reproductions of art works 
from the Gallery, in an original envelope produced on the first day of the Gallery opening, 
is addressed to the Centre. Among other it includes the following questions: How do you 
understand the shared legacy of the Josip Broz Tito Gallery of the Art of the Nonaligned 
Countries?; What was the approach of non-aligned countries, who are still members of the 
movement, to this art legacy after the dismantling of the Gallery?; What nonaligned principles 
of the Gallery’s work are implemented in your work?; How do you define and understand your 
future work in order to make the NAM art legacy resound as a shared cultural heritage?; How 
do you engage with the notion of art solidarity as a strategy of surmounting peripheral issues?; 
and How do you engage with the notion of solidarity in research as a way of producing 
pluriversal and decolonial knowledge?

The Statements about the Decolonial Museum summarise my analyses on the anti-colonial work 
of the Gallery: postulates which are equally relevant today and which can serve as guidelines 
for decolonial transformations of museums, among which is the Humboldt Forum. The posters 
read: the Decolonial Museum relies solely on self-representation; the Decolonial Museum 
mediates pluriversal knowledge; the Decolonial Museum develops peripheral collaborations; 
the Decolonial Museum is a meeting place; the Decolonial Museum is a nomadic space; the 
Decolonial Museum is transnational. A photograph featuring the Statements on the Decolonial 

79. The Letter, envelope (including the original Yugoslavian post stamps featuring works of the Gallery) and 
paper, 210 x 297 mm, author’s own
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Museum as hanging in front of the Humboldt Forum in Berlin, is the last peace of this part 
of the artwork.

80. Photograph, digital print, 841 x 1189 mm, author’s own

The last segment of the artistic research concerns the Statute of the Gallery as a joint institution, 
which is yet to be studied and documented at the Archives of Yugoslavia in Belgrade.77 The 
content of the statute is considered to provide an inspiration and a guideline for envisioning 
the Humboldt Forum as a transnational institution. Translated in this context, the Statute 
is to be presented along with the statement: the Decolonial Museum is transnational. This 
last instance of the project refers to the question on belonging as related to transnational, 
transcultural collections, that is, it asserts that these can only be conceived as a part of a 
transnational institution.

77. Due to the Corona regulations, my appointment for research at the Archive of Yugoslavia’s library was 
scheduled almost ten months after I have first submitted my request in November 2021. This and the follow-
ing appointment could not be attended, therefore the research regarding the Statute of the Gallery has to be 
conducted yet. 
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81. The Statement The Decolonial Museum Relies Solely On Self-representation, 
digital print, 841 x 1189 mm, author’s own
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82. The Statement The Decolonial Museum Mediates Pluriversal Knowledge, 
digital print, 841 x 1189 mm, author’s own
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83. The Statement The Decolonial Museum Develops Peripheric Connections, 
digital print, 841 x 1189 mm, author’s own
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84. The Statement The Decolonial Museum Is A Meeting Place, 
digital print, 841 x 1189 mm, author’s own
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85. The Statement The Decolonial Museum Is A Nomadic Space, 
digital print, 841 x 1189 mm, author’s own
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86. The Statement The Decolonial Museum Is Transnational, 
digital print, 841 x 1189 mm, author’s own
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