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s c
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The plot of Shadow Zones will continuously be 

re-animated and re-scripted over the course 

of three months. 
15 July 

6 August 

13 August  

24 September

To follow updates, 

visit @whensitelosttheplot on Instagram. 

Opening of the installation with 

photographs, film clips, selected 

reference publications and a wide 

range of newly translated archival 

materials to be annotated by Zone 

Collective and viewers

Hand-viewings of Vlado Kristl’s 

banned animation films made 

available at When Site Lost The Plot

Studies in Character Development 

released — at once, an audio 

accompaniment for the installation 

and a podcast to be heard by 

listeners near and far

Cinema for Houseboats, a screening 

night following from experiments in 

film-viewing undertaken in 1970s and 

1980s Zagreb, held on Amsterdam’s 

Westerdok
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When a wall becomes a door...

There is som
e light out 

there, far aw
ay...  

and in order t
o catch it, yo

u need to leav
e. 

The burden of
 living only 

for survival 
in a 

society of sl
ow death, suc

h as the Balk
ans, 

has ingraine
d a belief 

that ‘good l
ife’ 

exists somewh
ere else, esp

ecially when 
that 

somewhere els
e is in the 

West. Being f
rom a 

provincial tow
n in Macedoni

a, I have grow
n up 

around conver
sations that 

encourage lea
ving 

as the only op
tion or the no

rm for achieve
ment 

(whatever that
 entails), refl

ecting a deep 
fear 

and desire fo
r material s

ecurity. Once
 you 

make it out th
ere, you are a

llowed to ‘pre
ach’ 

at home. Most
 of the ones 

who leave, th
ough, 

end up with 
the paralyzin

g fear of pe
rhaps 

having to come
 back for one 

reason or anot
her, 

and having to
 stay. And th

is talk is th
e one 

of a working 
class human, 

often romanti
cized 

or just ignore
d.

Ignorance th
en creeps in

to the crack
s of 

homes and int
o the already 

degraded educa
tion 

system, alien
ating further

 the ones on
 the 

fringes who tr
y to hold onto

 air.  

I left a few 
times, came b

ack and decid
ed to 

stay (for a w
hile), althoug

h I still su
ffer 

from the cont
racted ‘diseas

e’ of leaving 
- or 

as artist Dav
id Wojnarowic

z writes in C
lose 

to the Knives 
(his ‘memoir 

of disintegrat
ion’ 

1991): When I w
as told that I

’d contracted 
this 

virus it didn’t
 take me long 

to realize tha
t I’d 

contracted a d
iseased societ

y as well.   

Coming to te
rms with my 

own ignorance
, in 

2017, I gladl
y joined my 

friend Megan 
on a 

journey to Cro
atia and Slove

nia along the 
way, 

to look into 
experimental 

film historie
s at 

different arc
hives and in 

conversation 
with 

various cultu
ral workers. 

Wandering aro
und 

the Student 
Center in Za

greb, looking
 for 

the space of 
the archive, 

someone we a
sked 

pointed at a 
mural on one 

of the buildi
ngs. 

I told her th
at what I see

 is a wall, w
hile 

she was tryin
g to convince

 me that it i
s the 

door to the 
archive. It d

id turn out 
to be 

a door - and 
it seems that

 I failed to 
see 

the door knob
. Entering in

to this repos
itory, 

with supposed
 cultural her

itage scatter
ed on 

the floors, w
e encountered

 stories of p
eople 

with honest c
reative effort

s and dedicat
ion, 

but also of 
neglect by th

e powers that
 be, 

ultimately all
owing for dis

putable trade
s in 

which cultural
 heritage is s

old to never k
nown 

places and in
dividuals. Ins

tead of devel
oping 

systematic so
lutions to th

is problem in
 our 

region, we ar
e mostly fixa

ted on the ac
qui-

sition (and 
presentation)

 of our cult
ural 

heritage by b
ig institutio

nal names ar
ound 

the world. Th
is acquisitio

n may help in
 the 

preservation 
of the mater

ial, but it 
will 

certainly not 
do the job tha

t we are supp
osed 

to do on our
 own: find a

 lasting sol
ution 

within our o
wn cultural 

and instituti
onal 

parameters. A
 solution of 

this sort req
uires 

accessible sp
aces for ope

n dialogue, 
away 

from all the 
cliques and th

e guarded cult
ural 

environments. 

As it is, and 
in this way, a

 certain inva
sion 

takes place, 
both internal

 and external
. But 

in times of i
nvasion, lite

ral and metap
hor-

ical, one shou
ld not lose th

eir head. The 
road 

to frustration
 is an easy w

ay out, especi
ally 

in a place s
uch as the B

alkans, cont
inu-

ously sufferin
g from an inf

eriority comp
lex. 

Or as writer 
Georgi Gospod

inov puts it:
 The 

question is n
ot who will p

ay my electri
city 

bill, but who 
will pay for m

y frustrated l
ife. 

Instead of try
ing to justify

 our lives to
 the 

ones that are
 the ‘world-r

enowned,’ we 
might 

remember that
 sometimes ou

r own walls a
re in 

turn doors, an
d it might tak

e some real ef
fort 

to find the doo
r knobs. 

—Kirila Cvetko
vska

...you might find a pile of hay

In the late spring and summer of 2016 I was 
commuting daily to the Getty Research Institute 
(GRI) in Los Angeles to conduct archival research 
in the Otto Mühl Papers, a vast archive of the 
Austrian artist, provocateur and eventual, 
to my mind, cult leader. Despite Mühl’s ulti-
mately violent historical trajectory, I entered 
his archive to trace the movement of Austrian 
filmmaker Kurt Kren’s ‘action films’ from the 
mid-1960s, co-created with Mühl during a series 
of happenings undertaken by the artist and 
collaborator Annie Brus in the cellar of Mühl’s 
Leopoldstadt (second district) apartment. The 
films are legendary and continue to circulate 
through underground cinema scenes today, as 
well as now (as opposed to in 1964) also gracing 
the screens of museum displays, from Vienna’s 
Museum of Modern Art to Paris’s Pompidou Centre. 
Amidst hundreds of documents — fliers, postcards, 
programs, letters (typed and handwritten), press 
clippings, photo contact sheets, writing drafts, 
I found two documents making reference to the 
screening of Kren’s work in Zagreb. Both docu-
ments were letters sent by Mühl to museum cura-
tors, attempting to market his performance work 
by way of reference to Kren’s action films (the 
‘documents’ of the performances). Zagreb appears 
in a longer list of screening locations. Nowhere 
in Kren’s own curriculum vitae over the years did 
such a reference appear, so no further details 
are available. 

Perhaps the archives of the Production Art 
Production (P.A.P.) Agency might hold an answer: 
the P.A.P. Agency was an early experiment in art 
film distribution. Years before Leo Castelli or 
Iliana Sonnabend would generate markets for 
moving image art in their New York galleries, 
Munich-based underground cinema organiser 
Karlheinz Hein was working with others in the 
West German, Austrian and Swiss German scenes to 
open up an economy for ‘experimental’ and gener-
ally non-commercial film. Kren’s work was in the 
P.A.P. catalog for the duration of the Agency’s 
existence, and his action films regularly traveled 
around Europe in experimental programs, first 
with the Undependent Film Center and then with 
the Center’s successor, the P.A.P. As I learned at 
the end of 2019 at the conclusion of a 5-month 
research fellowship, today the archives of Werner 
Schulz (co-founder of the Undependent) are held 
in the Archive der Avantgarden, a vast collection 
held by the Staatliche Kunstsammlungen Dresden 

and housed in the 18th century Japanisches Palais 
on the northern bank of the Elbe River. The 
archives of the P.A.P. Agency, though, are held 
by Karlheinz Hein (co-founder of the Undependent 
and mastermind behind the P.A.P. Agency) in an 
unknown condition in a cellar in Berlin — Hein 
has not yet been open to allowing collectors or 
researchers to visit. That door remains closed. 

The two documents referencing Kren’s films being 
screened in Zagreb stayed in my memory long 
after my library fellowship with the GRI finished. 
The next year, in 2017, when I embarked on a 
lengthy research program across sites in Europe, 
I resolved to include sites in Zagreb in hopes 
that I could identify where in the city and in 
what context Kren’s films were made accessible 
for Yugoslavian audiences. I had, at that point, 
found numerous connections between the filmwerk-
statt in Poland and the underground cinema scene 
in West Germany (and its networks around Western 
Europe), but I had not encountered so much from 
Yugoslavia, save at the 1958 EXPRMNTL Festival 
and Festival Mondial du Film in Belgium (held 
that year in conjunction with the Brussels World 
Exposition). I was very interested to learn more 
about the ‘underground’ or ‘experimental’ scene 
in Zagreb and Yugoslavia more broadly. How did or 
could the economic propositions of the filmmakers’ 
cooperatives I was tracking in Western Europe 
sit within or alongside or underneath the ‘open-
ness’ of the Yugoslav self-management system, I 
wondered. After months of email communications 
and preparations, Kirila and I embarked on a 
period of intensive research, including long 
days in the archives, late afternoon interviews, 
screening nights (with the Subversive Festival), 
and walks around Zagreb and, briefly (that trip 
anyway), Ljubljana. In all of that, we never 
found anything — whether in the written records 
of the archive nor the embodied memories of the 
interviewees — that could confirm Kren’s films 
were screened in Zagreb in the early to mid-1960s 
(they were, however, screened later, in the late 
1980s in the programming of Ivan Paić at the 
Multimedia Center in the Student Center Zagreb). 

As the English expression goes, we were looking 
for a needle in a haystack. What we found — 
and this is often my experience with archival 
research — was so much more. What we found was 
the hay.

—Megan Hoetger


