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Introduction
In the wake of the first NSK Citizens’ Congress, held in Berlin in 2010, a number 
of initiatives emerged, including NSK Citizens’ Rendezvous in Lyon, London and 
New York. Following these, and initial NSK Folk Art exhibitions at the Taipei 
Biennale (2010), ŠKUC Gallery, Ljubljana (2011) and Calvert 22, London (2012), 
the first NSK Folk Art Biennale was held in Leipzig in 2014. The 2nd NSK State 
Folk Art Biennale: NSK Folk Art Rising 1916-2016, took place at Burren College 
of Art in Ireland during the summer of 2016. The exhibition, a symposium and 
related events occurred in the context of the 1916 Easter Rising centenary com-
memorations. One of its aims was to generate critical reflection on the past, present 
and future of the Irish state and the contemporary nation state in an increasingly 
fragmented and polarized global context. The exhibition featured 37 established, 
emerging and amateur artists, some of whom were invited and the majority of 
whom were selected through an open call that addressed four themes:

The ongoing aesthetic and conceptual development of the NSK State in Time.

The contemporary state as it relates to the question of territory/geography in a 
global context defined by rising nationalism, fortified boundaries and social insta-
bility. 

The 1916 Easter Rising in Ireland and its aftermath, encompassing themes of revo-
lution, war, colonialism/post-colonialism, monuments and memorialisation.

Topography, geomorphology, experimental cartography, hypothetical land-art pro-
posals or works engaging landscape.

The exhibition took place in the Burren College of Art Gallery, which also housed 
a temporary Transit Visa Office where NSK Citizens were able to obtain a visa and 
have their passports stamped. Prospective citizens were also able to apply for an 
NSK passport. Newtown Castle, a 16th century tower house located on the college 
campus, was the location for a number of performances which took place on differ-
ent levels within the structure. In addition to the exhibition, a symposium pro-
vided a focus for discussion on the NSK State and the Irish context in which the 
biennale was taking place. Irwin member Borut Vogelnik spoke at length about the 
foundation of the NSK Sate in Time and its genesis in the NSK Embassy Moscow 
project in 1991. Micheale Cutaya examined the relationship between the artist and 
state in the context of Ireland, and Charles Lewis discussed the NSK State Reserve 
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and its appropriation of currency to finance the activities of the NSK State in Time. 
The films A History of Stone, Origin and Myth (2016) by Tom Flanagan and Megs 
Morley and Generate the State (2015) by Johnny Gogan, further fleshed out the 
discussion on the creation of the modern Irish state in relation to memory and me-
morialisation and the desire for rapid modernisation in the wake of independence 
from Britain. 

Biennale artists also had the opportunity to participate in a Hawk Walk, kind-
ly donated by the Burren Birds of Prey Centre at the Ailwee Caves. Artists were 
able to handle and walk with a Harris Hawk in the wooded landscape at the base 
of nearby Ailwee mountain. A further action, A further action took place on the 
nearby Doolin coast, where Organising Committee member and participating artist 
david K. Thompson orchestrated the lighting of 12 fires placed around Richard 
Long’s iconic land artwork, A Circle in Ireland (1975). As the referendum on Brex-
it had taken place a few days before the Biennale, the fires summoned the spirit of 
the European Union in the context of this challenge to the integrity of the project. 

Following a precedent established at the first NSK State Folk Art Biennale in 
Leipzig, Irwin selected a project from the exhibition to receive an award. In a 
ceremony marking the end of the exhibition opening, The NSK State Reserve was 
chosen, and received the award of Irwin’s NSK Garda Sligo print. Following the 
Biennale the Reserve participated in a number of NSK State in Time projects and 
were invited by Burren College of Art to return and exhibit in the Gallery. The ex-
hibition Crisis Currency took place in May 2018, and featured a series of overprint-
ed banknotes, bonds and sculptural works produced by the NSK State Reserve. 
Additionally, works were exhibited by Valnoir (who also participated in the Bien-
nale), Elan Cadiz-Ferguson, and Irwin member Roman Uranjek, who contributed a 
series of collages, some of which appropriated NSK State Reserve currency.

This publication brings together documentation of these exhibitions and events 
alongside a number of contributed texts. It represents two seminal events that 
brought the NSK State in Time to the remote karst landscape of the Burren in 
the west of Ireland, and which constitute an ongoing dialogue between the NSK 
State and this European peripheral zone as coordinated and facilitated by Burren 
College of Art. 

2nd NSK State Folk Art Biennale Organising Committee:

Haris Hararis

Conor McGrady

Alexei Monroe

david K. Thompson 
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NSK Folk Art Risen 
Alexei Monroe

“The incoming wave and the retreating wave ebbing. What the flow-
ing tide gives you, the ebbing tide will take from your hand.”1 

Looking back on what has taken place, what are the most vital and productive 
tendencies visible in the exhibition and in NSK Folk Art at this point? Firstly, it has 
the will to go forward through the past, respecting it, but not blindly reproducing 
it. In the second biennale much of the work has moved further away from the 
classic NSK iconography, or has blended it productively with local, Irish landscapes 
and symbolism. 

Secondly, like Slovenia, Ireland and other colonized states in Europe and beyond, it 
does not wait for external authorization or permission to act. Such artists under-
stand that it is sometimes necessary to act boldly, in full awareness of risks and 
unintended consequences. 

This event was inspired by two small European cultures that larger powers had 
marked for extinction. Yet, as NSK proved so powerfully in the 1980s, bloody 
ground can be fertile soil. Until the last century, Slovenia & Ireland had to fight 
for their right to exist and yet they have been spectacularly successful, not only in 
mere survival, but in renewal and in claiming a place in global culture. 

The Biennale followed a tradition that began at the Taipei Biennale in 20102, 
where a collection of NSK Folk Art curated by Irwin and NSK State was first 
displayed in a professional gallery context. Some of the same works and fresh ones 
were then presented at ŠKUC, Ljubljana (2011) and Calvert 22, London (2012). 

Its manifestation at The Burren College of Art was quite different. While some of 
the established group of NSK Folk Artists were present as artists and/or organisers, 
the majority of the mix of amateur and professional artists had not previously 
appeared in the context of NSK Folk Art. Here we find the NSK State acting as an 
artistic shelter or testing ground in which ideas can be developed outside of the 

1 From the famous historical documentary Mise Éire, dir. George Morrison, 1959. There are 
some interesting parallels between Morrison’s poetic approach to archive material and the 
way in which NSK and its Folk Artists have approached historical trauma.

2 See https://nskstate.com/article/nsk-folk-art-taipei-biennial-10/
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usual institutional or ideological constraints that can determine exhibition policies. 
Within the structurally peripheral, temporary NSK territory of the exhibition space, 
new forms and relations could emerge. 

Most of these artists refuse to remain within their assigned territorial or concep-
tual limits. In terms of the use of motifs and themes, some explored or rediscov-
ered their identity as Irish artists, some moved away from this. Others explored 
or rediscovered their identity as NSK artists, some moved away from this. Those 
exhibiting in this context are, to appropriate the title of Lili Anamarija No’s work, 
crossing borders – something extremely relevant to post-Brexit Ireland. In this 
space and time, we could clearly sense the continued relevance of the NSK State’s 
key principle that “ ... that traumas from the past affecting the present and the 
future can be healed only by returning to the initial conflicts.” 

The Southern Irish state has tried to handle the 1916 centenary in what could be 
seen as an “emotionally correct” mode that emphasises the damage, death and 
grief of the centenary and refuses to take sides, even controversially erecting a 
plaque with the names of the British soldiers who died during the Rising3. The 
reactions this provoked suggested that this approach was primarily intended to 
“soften the blow” of the centenary primarily for the current pro-British govern-
ment in Dublin. In another disputed move, the main official commemorations were 
staged over the Easter Weekend rather than over the exact centenary weekend. On 
the other hand, the events did include a full military march past, though again the 
blow was softened, as even this part of the event had a less martial character than 
the more assertive 1966 parade, which included the firing of a fusillade from the 
roof of the GPO.4 

‘Risings’ are now embarrassing, if not suspect. They imply that history hasn’t end-
ed, that there are unresolved questions to be dealt with, and that national affairs 
cannot always be safely left in the hands of managerialist politicians and techno-
cratic advisors. They are against the official spirit of the times, in which there are 
no alternative economic or cultural options except everintensifying conformism, 
and tensions and disagreements should be pathologised into disorders that should 
be treated with a combination of emotional correctness and force (if that should 
prove necessary).

Yet what we could call the ‘actually-existing’ zeitgeist of the current European 
order is under sustained challenge. In centenary Éire protests proliferate, both 
against austerity measures and the controversial Water Tax, but also against the 
way in which the state chose to commemorate the centenary. Moore Street in 

3 The plaque was especially controversial as the names of the British soldiers were placed 
alongside those of Irish volunteers and civilians. See http://www.irishexaminer.com/breaking-
news/ireland/plaque- unveiled-to-all-who-died-in-the-easter-rising--including-leaders-and-
british-soldiers-727944.html

4 This Irish television documentary discusses the 1966 commemorations in detail and shows 
footage of some of the more monumental events, some of which bear a similarity to NSK 
State aesthetics: https://www.youtube.com/watch?v=kvgG_gHtMOk
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Dublin remains occupied by citizens determined to preserve an historic 1916 bat-
tlefield site against developers and their governmental allies.5 In Spain and Greece 
anti-austerity struggles continue against tremendous odds and it seems likely that 
there are more ‘risings’ to come, not necessarily paramilitary, but certainly not 
necessarily progressive either. If the spirit of radical change that animates risings 
and sacrifice is totally excluded or neutered and meaningful reform is precluded 
from the system, it will manifest in other forms, with potential for great creation or 
destruction. 

100 years after the Rising, Ireland’s old colonial enemy is craving blood. The Anti-
1916 has Risen. The moral challenge we face now is not to descend to its level, but 
to use art and culture as sword and shield and always to defend the value and 
potential of culture in Europe and beyond, from local to universal. Evil is on the 
loose. In time of battle we have to work to make sure every shot fired in cultural 
anger rings out clearly and we must build our defensive arsenals. In this time of 
trouble Éire may again be called upon to play its historic role as a storehouse of 
European culture against the spreading darkness. 

As theorists, protagonists, curator and practitioners of what I first defined as NSK 
Folk Art, we would not have been true to the traditions of this artistic state if we 
had attempted to encourage any trace of emotional correctness to match the official 
commemorations. Our ‘rising’ was self-authorised, but drew on what have now 
become historical artistic traditions. It took place in the name of a utopian state 
that already exists and temporarily occupies physical and conceptual space. Like 
the tide, its energy may be harnessed for a time, but never held in one place for 
long. If our rising was ‘against’, if it had a confrontational energy, it was directed 
against forces such as cultural and ideological conformity, puritanism and forget-
fulness. Primarily though, it was ‘for’: for the further artistic development of the 
State and its culture; for the freedom to approach historical themes in ways beyond 
those normally tolerated by artistic, political or ideological establishments; for the 
freedom to be ambiguous or ambivalent and for the freedom to work outside of 
‘safe spaces’ and their restrictions and to take audiences into uncharted territories. 

Florian Schaurer’s appropriation of the ultimate 1916 symbol, the GPO, and his 
appropriation of the form of the postal stamp, used both by national states and, 
after its creation, by the NSK State, demonstrated the will to confront and com-
bine symbolisms. Through the addition of the three crosses, the NSK State and its 
techniques were blended with one of the most sacred symbols of the Southern Irish 
state. This simple gesture produced one of the strongest results of our experiment 
in blending the symbolisms and histories of an Irish state that began as virtual and 
is now actual and a retrogarde state which began as a virtual project and is now 
already historical, leaving an ever stronger trace on the wider culture of its time. 
The official designs of the Biennale also knowingly blended the visual traditions of 
the two states in a mutually reinforcing synergy that could only have taken place 
in the context that the Biennale created. The Stag, the Sower and The Cross are 
key symbols in the visual heritage of the two states and their fusion was a natural 
and productive one. Stories, often unexpected or unofficial, were told about the 

5 See http://www.historyireland.com/18th-19th-century-history/save-moore-street/ 
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past, present and future of the states and there was space for humour, contempla-
tion, experimentation and a degree of monumentalism, one of the major elements 
in NSK’s artistic arsenal. In the intimate but historic space of the College it was 
possible to acknowledge (and, for some) to celebrate the monumental in the local 
and the local in the monumental. Small places and countries do not have to relin-
quish the ambivalent power of the monumental and neither do artists bold enough 
to use it in new ways (or to cast the ambivalence of the old ways in a new light). 

Though we were not so literal as to directly try to implement NSK principles in a 
conscious manner (which could easily produce banal results), I believe our mode 
of work and the exhibition did manifest the most positive ideals of the State. 
Organisers and artists worked with heavy, demanding materials and concepts, yet 
there was a lightness and swiftness to our work. 

We assembled the raw historical materials, collectively designed the visual and con-
ceptual identity of the Biennale and sent out a call for works. We selected on the 
basis of artistic and conceptual boldness, relation to the 1916 theme and the artistic 
quality of the works. As NSK’s “Internal Book of Laws” stated, we knew that we 
“must be aware of the past, be active in the present and susceptible to the future.”6 

A Biennale is a cyclical return or renewal of artistic or curatorial principles. We 
could say that it returns when the season and the terrain are right. As the cul-
tural tide the Biennale represents flowed, we gathered the historical and symbolic 
flotsam that it left on the shore. Within the culture of our state, lost, corroded and 
rusted objects can be salvaged and returned to a productive life, not by disguising 
their age or their flaws, but by making use of them, revivifying the objects and the 
artistic folk culture of the State. 

Through the vision of the artist/organizer David K. this culture found an infor-
mal yet also poetic and monumental expression in the landscape of the Burren, in 
which our event was rooted. The action A Circle of Fire brought organizers, artists 
and friends out into the landscape to appropriate the 1970s land art of Richard 
Long. Fires were started in a closing ceremony that has cast a discreet but optimis-
tic shadow on the land. NSK showed us that a time of disintegration may also be 
a time of renewal and our actions bore witness to this. Our cultural battle and our 
battle for culture can now continue elsewhere in new forms and with redoubled 
strength.

6 See “From the Internal Book of Laws Constitution of Membership and Basic Duties of NSK 
members” in Zdenka Badovinac, Anthony Gardner (Eds.), NSK From Kapital to Capital An 
Event of The Final Decade of Yugoslavia, Cambridge: MIT Press, 2016, 457 – 459. 
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Entering the Control 
Zone: The NSK State and 
the Irish Question
Conor McGrady

“The only truthful vision of the state, is of the impossible state” 
Laibach

Divided States and Conflicting Commemorations

2016 marked the centenary of the Easter Rising in Ireland. As the nation wrestled 
with how best to commemorate this pivotal moment in Irish history, the relation-
ship between art, ideology and politics provided a thematic framework for testing 
the methodology of the NSK state in an Irish context. The rising, which was led by 
a group of revolutionaries and poets, was quashed after six days of street fighting 
and the shelling of central Dublin by the British gunboat Helga, precipitating a 
War of Independence followed by a Civil War. The Civil War defeat of the Irish 
Republican Army by the newly created Free State Army led to the partition of the 
country and the creation of two distinctive geopolitical entities, the Irish Free State 
(later Republic) and Northern Ireland, which remained a part of Britain. Partition 
and the resulting conflict that erupted in the late 1960’s over sovereignty of the 
northern statelet have made official state ownership of the revolutionary context of 
the drive for Irish independence problematic, particularly when coupled with the 
conservative, and at times openly reactionary, ideological frameworks governing 
both states for most of the twentieth century. 

In the current neoliberal climate of austerity, emigration and diminished sover-
eignty, the revolutionary aspect of the Proclamation of the Irish Republic remains 
provocative, and the official 2016 commemorations exposed the state’s uncomfort-
able relationship with its radical past. Initial rhetoric attempted to downplay the 
events of 1916 in favour of a celebration of Irish cultural achievements. The actual 
commemorations were split, between an official state event held on Easter Monday, 
and a popular event held on the anniversary of the date of the Rising, April 24th. 
Despite the ongoing peace process, the spectre of the north and the battle for own-
ership of the republican mantle underscored the discomfort felt by many media 
commentators, historians and public figures, and the reticence of recognising and 
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taking ownership of a revolutionary past. 

In this context, the Second NSK Folk Art Biennale aimed to probe the relationship 
between culture and ideology in a divided Ireland. Just as the NSK State in Time 
appropriates the nation state as a Duchampian readymade, many of the participat-
ing artists appropriated Irish cultural and political signifiers to create a hybridized 
visual language that questioned and challenged the ideological discourse framing 
the contemporary Irish state. Through the production of identification and alien-
ation, many of the projects amplified the contradictions inherent to the Irish ques-
tion. Such contradictions have long been present in both parts of Ireland, due to a 
colonial past, post-colonial identity in the republic and the ongoing contested status 
of the north. The north remains occupied territory to some and an inherent part of 
Britain to others, though both the Irish and British states have formally rescinded 
any claim to the territory. As Irish history and the question of colonialism remain 
unfinished business, historical and political signifiers remain charged and active. 

The Rising and the National Question

The Rising formed a central current within the Biennale. Kevin Noble’s painting 
Connolly examined the representation of Irish Republican icons, presenting James 
Connolly, who was executed by the British in 1916, as a signifier of revolution. 
As a militant socialist and leader of the Irish Citizen Army, Connolly’s legacy is 
partially assimilated by the Irish state, and in the north his legacy is controversial. 
As a signifier of resistance to British Imperialism Connolly is a key figure in the 
narrative informing the foundation of the modern Irish state, yet as the embod-
iment of revolution and socialism, ideas that sit uneasily in recent political dis-
course, he remains only partly assimilated. As such, the painting highlights that 
history remains contested, as militant republicanism continues to be demonized by 
mainstream media discourse, despite significant popular support. While Connolly 
is claimed by the left the ideals he represents remain an anathema to conservative, 
neoliberal Ireland.

The inclusion of a banner by Nikkita Morgan expands this dynamic. Represent-
ing the leaders of the rising, the banner unapologetically affirms their legacy. Such 
affirmation remains subversive in the context of both states, as acts of partisanship 
tend to be regarded with distrust or suspicion in official discourse, but again, not 
necessarily on a popular level. As such, representations of the leaders of 1916 that 
function outside of mainstream discourse remain contaminated with suspected en-
dorsement for militant republicanism and the ongoing project of Irish unification.

Shane Cullen examined the recent period of conflict in Proposal for a Monument 
to the Agreement – Crossmaglen, South Armagh. Language is the key element in 
this project, both in interpretation of the terms of the agreement and in relation 
to the ongoing battle over recognition of and parity for the Irish language in the 
north (the agreement was formally drafted and recognised in both languages in 
1998). Cullen’s previous monumental works were created on styrofoam panels, 
underscoring the fragility of monuments and the ease with which the events they 
are commemorating can slip into historical amnesia. Here, the proposal for the 
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agreement to be cast in stone also functions as a counterpoint to the ambiguity that 
has characterized its interpretation and implementation thus far. This work high-
lights the problem of fixing language in Ireland, in that the meaning of the text is 
interpreted differently by Republicans and Unionists in the north. 

Sz. Berlin also used language to probe conflicting interpretations of the Rising and 
War of Independence. In the video work Furchtbare Schönheit Entstand 2016 quo-
tations from combatants, newspaper and military sources rotated in English, Irish 
and German. The East German bureaucratic form of the translation alluded to 
another historically and ideologically divided European state. In reprocessing his-
torical material from this period, this piece simultaneously produced identification 
and alienation through conflicting statements whose sources were only revealed 
at the end. A second Sz. Berlin sound work also took place during the Biennale. 
Stahlschwert 16, was performed in Newtown Castle, and echoed this combination 
of identification and alienation through visceral levels of noise. 

Borders and De-territorialization 

Since its formation the NSK State in Time has transcended the idea of national 
borders through eschewing their existence. The border of course, looms large in 
recent Irish history. While the militarized no-mans-land of the border zone has 
disappeared, this line on the map remains a very real manifestation of geopolitical 
division. At the time of writing the fate of what commentators refer to as the “Brit-
ish border in Ireland” is in a state of flux. While Britain’s Brexit project hovers 
between chaos and absurdity, the status of the border as fixed bulwark between 
EU and non-EU, or fluid entity in a single EU customs zone, remains unresolved. 
Within this dynamic the potential for undoing progress made since the 1998 
agreement remains very real. In Waymakers – Mapping Beyond Borders Mari-
lyn Lennon developed an online map created by walkers whose routes subverted 
the geographical space of the border through simultaneously acknowledging and 
ignoring its existence. 

Currency

NSK State Reserve appropriates and overstamps existing currency with NSK signifi-
ers to reactivate it for distribution and circulation within the NSK State. Historically 
a colonial tactic that is also characteristic of military occupation, NSK State Reserve 
overstamping regenerates currency, reactivating and recontexualising it, at the 
same time resurfacing repressed traumas. In the words of Reserve member Charles 
Lewis, “As source material for NSK State folk art, existing currency is better than 
a blank canvas: it arrives already rife with the trappings of statehood which, along 
with the heavy texture and durability of the paper itself, conveys legitimacy. This 
solution also matches the conceptual nature of NSK State as a parasitic state which 
only exists in the physical plane through the territories of other states. The curren-
cies of these states can themselves be similarly occupied”7

7 Lewis, Charles, “The NSK State Reserve: Vade Retro Prospectus”, 
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The Body Inhabited by the State

Just as the NSK State appropriates the utopian desires of early modernism, it does 
likewise with the hidden reservoir of authoritarian violence that lies at the heart of 
any state. The symbolic appropriation of multi-national armed forces in IRWIN’s 
NSK Garda actions evokes the controlled and ritualised threat of violence charac-
terising the modern nation state. Rows of uniformed bodies in military formation 
signify the body inhabited by the state. The state is internalized to such a degree 
that its subject thinks and acts in accordance with its implicit and explicit com-
mands. In NSK Garda Sligo, members of the Irish Defence Forces stand to atten-
tion under the flag of the NSK State in Time. As such, they temporarily surrender 
their allegiance to the sovereignty of the Irish state. While such an action legitimiz-
es the material manifestation of the NSK State in Time, it also raises the question 
of sovereignty and allegiance in the context of neo-liberal hegemony. 

Flags and Fonts: Generating the State

In conjunction with the exhibition the Biennale organizing committee opened a 
Transit Visa Office. Temporary Visas were issued and NSK passports stamped or 
applied for. Alongside this temporal manifestation of the NSK State, a flag created 
specifically for the Biennale by Haris Hararis was raised on the Burren College of 
Art campus. During the flag raising ceremony a faded, weather-beaten Irish trico-
lour was removed and replaced with a new one. This timing of this action meant 
that the Irish flag wasn’t immediately replaced, which resulted in a number of 
heated exchanges with a visiting lecturer from a US art school. As such, this action 
was perceived as the intentional removal of the Irish flag and its replacement with 
that of the NSK Folk Art Biennale. It was explained in due course that both flags 
were intended to fly alongside each other in a symbolic gesture of mutual recogni-
tion, but not before public anger and accusations coloured Biennale proceedings. 
While the question of Irish sovereignty remains bound to the politics of globaliza-
tion, the polarizing act of replacing one flag with another resurfaced the trauma 
of colonization, and a perceived disavowal of hard won Irish independence. While 
this was not an intentional act of symbolic recolonization by the NSK State in Time, 
it highlighted that old wounds remain raw, and the spectre of past and present 
domination a live issue. 

The heightened sensitivity to the use, or perceived misuse, of national signifiers 
in this incident underscores that despite the context of an art school, any action 
that tests or questions the relationship between the state and how it is represent-
ed remains volatile and provocative. Prior to this incident the typography used in 
Irwin’s NSK State Sligo also caused consternation, due to an assumption that it 
was used by the Nazis (the typography is Italian). As with previous criticisms of 
NSK projects, the incorporation of authoritarian signifiers into the broad field of 
appropriated iconography complicates straightforward analysis, leading to disquiet 
or assumptions of complicity or identification with totalitarian ideologies.  

Marking territory also played a role in david K. Thompson’s dialogue with artist 
Richard Long. Long created his iconic work A Circle in Ireland, 1975, on the 
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nearby Doolin coast. While documentation of what was intended to be a tempo-
rary artwork resides in the Tate collection in London, the circle still exists, albeit 
somewhat anonymously. Under Thompson’s direction, Biennale participants tem-
porarily appropriated this work of late modernist land art by adding twelve fires to 
the circle. This action mimicked the design of the flag of the European Union and 
symbolically regenerated the flame of the EU project in the wake of the concurrent 
Brexit revelations. 

Borders of the Future? N. Ireland and the NSK State

When questioned about the Irish border post Brexit, former British Prime Minister 
Theresa May stated that there would be “no return to the borders of the past”. 
Her statement of course, omits any reference to the multiple external and inter-
nal borders defining the contemporary northern Irish statelet, and the potential 
for their proliferation. Beyond Ireland, the current sociopolitical climate remains 
characterized by tensions between the desire to maintain and fortify sovereignty 
despite globalisation’s tendency towards the dissolution of borders. With ongoing 
austerity and economic instability, the failure of utopian desires for social progress 
has created a vacuum that has been filled with conservatism and the rise of right-
wing political forces across the globe. In terms of realpolitik the social forces that 
have emerged in response to crisis remain unpredictable. In the field of culture, 
the NSK State subjects the idea of statehood to scrutiny as an extra-territorial social 
sculpture embodying the signifiers and aesthetic trappings of conventional states. 
As a readymade that reprocesses early twentieth century utopian idealism as one 
of many elements, it represents a virtual de-territorialized social organism that 
operates as a critical lens through which to view the relationship between art and 
ideology. 

In our current epoch the relationship between culture and social change is dom-
inated by critical opposition or social practice, which have acquired forms of 
legitimacy allowing for easy slippage into the ideological mainstream. Ironically, 
while social practice and critically oppositional approaches are incorporated into 
the operational framework of most cultural systems, cultural currents most closely 
linked to social change in the north of Ireland remain unassimilable, even post 
conflict. Visual culture that emerged from the republican movement in resistance 
to the state operated in the context of a guerilla war. Murals, posters and agit-prop 
theatre developed as forms of cultural resistance. Maligned by the conservative 
tendencies within the official art establishments north and south of the border, such 
cultural production was censored, attacked (sometimes physically) and deemed 
beyond the limits of merit assigned to officially sanctioned discourse. As such, this 
particular form of cultural resistance was, and largely remains beyond the cultural 
pale, while other forms of intervention that do not share the aims of Irish republi-
canism remain acceptable. 

Beyond the New Pale

Given the complexity of the Irish situation, does this model of the NSK State as 
a platform for cultural intervention hold relevance in a divided state? The power 
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of this project lies in its decoupling and recombination of signifiers from national 
and cultural contexts, providing a complex, contradictory and unfixed frame of 
reference. Through the use of appropriation and combining seemingly conflicting 
signifiers this methodology foregrounds the problem of identification with the state 
and its ideological manifestations. In Ireland this is particularly prescient given the 
divided status of the island, the post-colonial context of the south and the deep 
ideological schisms in the north. As an appropriation machine, the project of the 
NSK State in Time tests absolutism and open endedness. However, any apparent 
fluidity is underpinned by the need to navigate contradiction and the fixedness of 
national and ideological signifiers. The signifiers of republican struggle and revo-
lution are affirmed, yet their relationship to official state discourse problematised 
through their presentation in the context of NSK Folk Art. Reclaimed from such 
discourse, signifiers such as the images of the 1916 leaders discussed, highlight that 
history in the context of the Irish state is still a battleground 

On a utopian level, the unlimited spatial dimension of the State in Time replac-
es hard boundaries with a collective ebb and flow of ideas. While manifesting 
temporarily in actions, events and exhibitions, this engenders a questioning of the 
collective imaginary and mechanisms of control that protect, contain and reinforce 
national or ideological boundaries. On the other the presence of tension, ambiguity 
and the perennial problem of power render navigation problematic. The Second 
NSK State Folk Art Biennale recognized and respected those who fought for Irish 
independence yet produced alienation and disquiet through the use of Irish signi-
fiers in the context of NSK signifiers, militant aesthetics and noise. It produced an 
equivocal response to an Ireland caught between recognizing anti-colonial struggle 
and divorced from the ideals of 1916 as it charts an uncertain future. As such, the 
biennale problematised any perceived notions of ideological cohesion, such as they 
exist in a divided state. 

NSK State actions should not be read as a panacea for contemporary social prob-
lems. Encompassing the totality of the work of its founders and the decentralized 
initiatives of its citizens and Folk Artists, the State constitutes a critical if ambigu-
ous and unpredictable zone. It operates, at times simultaneously, on a parallel with 
officially recognised states and as a counter cultural space. Its evocation of post-na-
tional social relations provides a virtual home for refugees fleeing ideological 
absolutism, yet this home does not necessarily offer security. As a zone of criticality, 
the space of the NSK state is one that requires navigation and suggests caution. 
Through deployment of the aesthetic strategies of appropriation and overidentifi-
cation, NSK Folk Art opens a space for criticality and tests the boundaries of the 
collective imaginary. As such, the Second NSK State Folk Art Biennale constitutes a 
critical examination of the divided state of contemporary Ireland while cautiously 
addressing the potentialities inherent in reimagining the Irish, or for that matter, 
any state. 
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On the Occasion of the 
2nd NSK State Folk Art  
Biennale in Ireland
Borut Vogelnik

As early as the second half of the 1980s, some artist would on occasion make a 
work – and sometimes more than one – related to motifs characteristic of NSK. 
It wasn’t until 2008, however, that such works became frequent and consistent 
enough for us to start taking serious notice of this specific form of art production, 
by then attributable predominantly to citizens of the NSK State in Time. Together 
with NSK.com, IRWIN thus began building a collection of these artworks, naming 
it, on Alexei Monroe’s suggestion, NSK Folk Art.

Since then, the evolving collection has been presented at a number of group shows, 
including such referential ones as the Taipei Biennial and the acclaimed Global 
Contemporary. Art Worlds After 1989 exhibition, as well as at solo exhibitions. As 
the early shows staged before October 2010, when the 1st NSK Citizens’ Congress 
was organized in the House of World Cultures in Berlin, met with a lot of positive 
reactions from NSK citizens, NSK folk art became one of the subjects discussed at 
the Congress, and was given a prominent place in the structure of the future work-
ings of the NSK State. In short, we can say that although the production of what 
came to be known as NSK folk art reached critical mass and became a project in 
2008, it was the fact of its becoming a project that raised general awareness of its 
existence, fostered interest in it, and increased the production of such artworks.

The next watershed event in the development of NSK folk art was when the NSK 
citizens from Leipzig, Germany, decided to organize a biennial of such works.8 The 
1st NSK Folk Art Biennale opened in April 2014 in Hall 12 of Leipzig’s Spinnerei, 
on 900 square meters of exhibition space.

8 The events were hosted by the Collective for Transnational Art and Culture (e.V.) and the 
local group NSK STAAT LIPSK, which was founded in the wake of the 1st NSK Citizens’ 
Congress 
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In addition to a survey show of NSK folk art, the organizers staged a number of 
related events; among them, IRWIN’s exhibition State in Time, and an exhibi-
tion, or perhaps rather an overview or timeline, of the development of NSK itself. 
According to the organizers: “The exhibition NSK: Past-Present-Future marks the 
30th anniversary of the founding of NSK by depicting the development of the 
Slovenian artist collective Neue Slowenische Kunst from its birth within the context 
of Yugoslavian alternative culture in the 1980s, through the founding of the NSK 
State in Time in 1992, and offers a glimpse into the future.” And further: “The 
Spinnerei exhibitions are complemented by diverse events such as performanc-
es and a film program, as well as a symposium covering the phenomena of the 
existence of a folk art not based on regional, religious or ethnic characteristics, but 
which globally articulates the self identification with the strategies of NSK.” To sum 
up, the presence of Neue Slowenische Kunst and references to its tradition were 
obvious in the related works. At the same time, however, the organizers suggested 
that artists try to find new tradition-based formulations that would be better suited 
to the challenges of the time.

This extraordinary venture that resulted in a fascinating and monumental show 
stemmed from the ambition to put on the biggest exhibition of NSK art. The show 
was thus staged in Hall 12, the central exhibition venue of Leipzig’s contemporary 
art center, the Spinnerei, at the time of year when it sees most visitors, with the 
number viewing the biennial being counted in thousands. Despite – or perhaps 
rather due to – its monumentality, the event raised doubts that an(other) organiz-
er could be found to take on the challenge and responsibility of realizing the 2nd 
NSK Folk Art Biennale after the bar had been set so high.

Such doubts were unnecessary. Conor McGrady, together with David K, Haris 
Hararis, and Alexei Monroe, organized the second edition of the biennial. Entitled 
The 2nd NSK State Folk Art Biennale: Folk Art Rising 1916–2016, it was staged at 
the Burren College of Art Gallery between June 30 and August 5, 2016. After these 
first two editions we can draw the conclusion that, unlike most biennials, the NSK 
Folk Art Biennale is not tied to a specific location, and in this it resembles Mani-
festa. But unlike Manifesta, the NSK Folk Art Biennale has no permanent organiz-
ing committee, nor a constant source of funding, nor, most importantly, precisely 
defined conceptual points of departure that the next edition is obliged to follow, 
with the exception, of course, of being intended for the presentation of NSK folk 
art. It is thus up to the organizers each time to establish the conceptual and formal 
framework of the event. Still, these early editions of the biennial have set up the 
parameters for – hopefully – future presentations. Thanks to the organizers of the 
2nd Biennale, who introduced a number of changes with regard to the Leipzig edi-
tion, the organizers of the next will have no qualms about adapting the exhibition 
to their own views, aspirations, and possibilities, as well as to the characteristics of 
the locality where it is held. The Burren biennial diverged significantly from the 
Leipzig one in many ways. Unlike the city of Leipzig, Ballyvaughn, where the Col-
lege is situated, is a village surrounded by the idyllic countryside of County Clare, 
Ireland, and Burren College of Art is, with the exception of a few pubs, shops, and 
tourist amenities, the only building that is not a private residence. Moreover, get-
ting there is so complicated that no significant number of visitors was anticipated, 
apart from the local public who generally keep up with the events in the Burren 
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College of Art Gallery. While beautiful and spacious, the Gallery cannot compare to 
Hall 12 of the Spinnerei in size or number of visitors. 

Compared to the Leipzig edition, the format of the 2nd NSK State Folk Art Bien-
nale was significantly altered by Conor McGrady’s organizing committee. To suit 
the specifics of the space, the event went from a large-scale, monumental show in 
the Fenix Halle to a limited exhibition for a small number of visitors, as dictated by 
the size of the Burren College of Art Gallery. Instead of staging the biggest exhi-
bition of NSK folk art, the interest of the Irish biennial lay in offering a precisely 
structured exhibition adapted to the local context. The characteristic NSK themes 
and modus operandi underpinning NSK folk art became a model for the artistic 
articulation of equivalent relations that can be found in recent Irish history. In 
addition to the exhibition, a symposium was organized, with the guest speakers 
addressing some of the overlapping subjects. NSK folk art was thus used as a 
translation, as a means to facilitate understanding NSK, and at the same time as a 
transformation of the prescribed and stipulated NSK themes and their representa-
tions. Last but not least, NSK and NSK folk art enabled the organizers to broach 
certain uneasy local issues.

Not only did the manageable size of the exhibition make the biennial more organi-
zationally feasible for the future, but the choice of a remote village for the reali-
zation of the event and the smaller number of visitors made it quite intimate. In 
the three days they lasted, the activities organized around the exhibition opening 
offered the experience of a specific artistic event intertwined with the experience of 
the picturesque Irish countryside, while the remoteness, complicated access, and 
consequent small number of visitors fostered feelings of closeness and connected-
ness, resulting in intense socializing among all those present.

The precise structuring of the exhibition, the links with the place, and the social 
dimensions of the event, allowed the NSK Folk Art Biennale, while continuing to 
be intended first and foremost for NSK citizens, to develop into a relevant event of 
contemporary art practice.
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Dissolve the People and 
Elect Another!
Michaele Cutaya

Many thanks to Conor McGrady and the Burren College of Art to have invited me 
to take part in this exciting event. An event that feels particularly timely. 

It is my first actual encounter with NSK even though I have known about them for 
about ten years. It was great to hear all these stories from Borut Vogelnik.

Some of the stories attached to NSK have become by now, almost mythological. 
The first one I heard about was how, following the disintegration of the Yugosla-
vian state, NSK passports were used and accepted as valid documents to travel 
– since Yugoslavian passports were no longer valid. That a virtual/utopian state 
invented by an artist’s collective could substitute itself to what we routinely accept 
as a ‘real’ state and become a valid ‘identity’ raised fascinating questions about 
what constitute the legitimacy of a state, of a nation.

Of course the flip side was that a few years later the very look of legitimacy of the 
NSK passports were exploited by third parties as part of a scam to deceive people 
desirous to come to Europe. 

Is legitimacy then just be question of how convincing a document looks?

What does it takes to be a ‘legitimate’ state? And what brings it about? Not nec-
essarily number, nor territory : Afterall it took the People Republic of China’s 900 
million people and its 3.7 million square miles, 20 years to be recognised by the 
international community. 

This being 2016, one can’t help thinking about the proclamation of the Irish Re-
public. And how few they were with this ‘elusive’ claim in 1916.

‘The Elusive Republic’ is the title of a 2014 essay by Liam O’Ruairc, in which he 
questioned the subject of the 1916 Proclamation, ‘the people’ pointing to the per-
formative aspect of the act of signing: 
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Who are ‘the people’ who supposedly guarantee the legitimacy of the 
Proclamation? 

Signed on behalf of the Provisional Government”. But what autho-
rized the seven signatories? The seven signatories of the Proclama-
tion were at the moment of signing not democratically authorized to 
play this role. 

The signatures invent the signer. The representatives sign on behalf 
of the people, but the people do not exist before the signature. The 
authority of the people is only conjured through a retroactive affirma-
tion.

Yet within a few short years the Irish Republic actually happened – even if not 
quite the one the rebels had conjured up.

The invocation of ‘the people’ in politics or ‘a public’ for art projects is always 
ambivalent.

Most people working in the arts would have had to agonise over the necessity to 
devise what is called an ‘audience strategy’ or, as I recently came across a ‘Market-
ing and Audience Engagement Strategy’ to enable them to access public funding 
for art projects. Every time it raises the question about what is understood by an 
audience.

We had quite a few discussions about this with artists/writers Fiona Woods and 
James Merrigan in 2011 while preparing applications for the project that will be-
come Fugitive Papers. It was then that we came across Dave Beech’s essay ‘Don’t 
Look Now! Art after the viewer and beyond participation’ published in Searching 
For Art’s New Publics.

Dave Beech begins by questioning what is understood by ‘new publics’ and reso-
lutely insists on what they are not: 

Art’s new publics are not what art administrations call for in their outreach pro-
grammes: that is new audiences “scooped up from previously neglected demo-
graphics.” 

Instead he proposes the ‘new’ as a qualitative shift as “something akin to revolu-
tion”: not just the new, that is to say not just any old new, but the really new. For 
which he borrows from Slavoj Žižek’s analysis of Bertold Brecht’s famous ironical 
poem ‘The Solution’ (written in 1953) which mocks the communist nomenklatura 
when faced with a workers revolt. it finishes with:
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Stating that the people/ 
Had forfeited the confidence of the government/ 
And could win it back only/ 
By redoubled efforts./ 
Would it not be easier/ 
In that case for the government/ 
To dissolve the people/ 
And elect another?

In his commentary Žižek sides with the government against Brecht: 

one should bravely admit that it is in effect a duty – even the duty 
of a revolutionary party to ‘dissolve the people and elect another’, 
that is, to bring about the transubstantiation of the ‘old’ opportunis-
tic people (the inert ‘crowd’) into a revolutionary body aware of its 
historical task to transform the body of the empirical people into a 
body of Truth. Far from being an easy task, to ‘dissolve the people 
and elect another’ is the most difficult of them all.

As may be imagined, these words became particularly resonant last Friday on 
hearing of the Referendum’s disastrous results after what had been an utterly de-
pressing campaign. And decided my choice of title.

In his essay Dave Beech concurs with Žižek and extends the analysis to art’s pub-
lics:

Art can only regard itself as revolutionary if and only if it is whole-
heartedly committed to the task of transforming its ‘empirical’ public 
into a new public – a really new public. 

So what is the audience that we are supposed to be strategising 
for? Is it the audience of marketing whose first principle is that ‘the 
customer is always right?’ and which is ‘reached’ with the help of 
various research about the audience’s ‘needs’ so as to be able to pro-
vide an adequate product or service?

Or is it the revolutionary, really new public, ‘the transformed empirical public’ 
Dave Beech and Slavoj Žižek are describing?

Critical/Public; Fugitive Papers
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For the first issue of Fugitive Papers, We opened the editorial with a quote by Jür-
gen Habermas from Structural Transformations of the Public Sphere

The public sphere of civil society stood or fell with the principle of 
universal access. A public sphere from which specific groups would 
be eo ipso excluded was less than merely incomplete; it was not a 
public sphere at all.

Even if this projection of an all-inclusive public sphere of coffee house’s discus-
sions, where the use of reason supersedes social hierarchies and prejudices, never 
actually existed, we thought it was worth hanging on to, to keep on as our horizon. 

There was something momentous about bringing out a new publication and going 
to print for the first time and we felt quite ambitious in our aims.

Fugitive Papers was funded in 2011 out of the belief that a critically independent 
art publication was vital to art practices and their public. Our initial working title 
was Critical/Public. We set out to explore what form such a publication could have 
at that point in time.

The project emerged within a rapidly changing art publication landscape, with 
printed casualties rising each year: CIRCA Art Magazine had stopped publishing 
in 2009, it was quickly followed by Variant, Printed Project, and Artnet Magazine 
– thus challenging the idea that online was the necessary new model – amongst 
other. As pointed out by Art Monthly in 2012, the only striving publications seems 
to be those with close ties to the art market and its attendant lifestyle such as Par-
kett and Frieze. 

During its three years of activity from 2011 to 2013, Fugitive Papers tried different 
ways to engage with contributors, partner institutions and readers through print-
ed publications, website and public discussions. our ambition was to address the 
context and conditions for art practices today.

While our initial focus was on the role of writing and publishing, it gradually shift-
ed towards other issues. For the third issue we asked our contributors to respond 
to current theoretical questions on the status of the artwork in relation to aesthet-
ics and/or social concerns. For the fourth, our first issue in Northern Ireland, we 
focused on the various implications of the City/Capital of Culture phenomenom in 
general and for Derry that year (in 2013). And our last issue, the fifth, which was 
an all women-artists one, we focused on a range of art practices that are time- and 
research-based. 

From the beginning, both public and private discussions were an integral part to 
the Fugitive Papers project. They functioned as an ongoing form of consultation/
evaluation on our activities, as well as responding to the specific themes and con-
text of each issue.
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Another key aspect was the distribution. From the very first stage of the project, 
we were aware that without an ambitious and elaborated distribution, all the hard 
work put in the conception and production could come to nothing. A distribution 
strategy is an integral part of how a readership is called into being. The distribu-
tion of Fugitive Papers has been the subject of much discussion and our extended 
print-run enabled us to distribute through both a network of art spaces, college 
libraries and art offices but also through the Public Library Authorities of Ireland.

Fugitive Papers was publicly funded and it was important for us that it remained 
free of cover charges. But it made us dependent on the funding we were getting 
and very vulnerable. We considered public funding as part of our overall logic fur-
thered by the multiple partnership with public and publicly funded organisations.

When our funding was not renewed in 2014 it brought our activities to a halt. 
Fugitive Papers has been dormant for the past two years and would need a new 
model in these austerity-led times.

AIR: Artists International Republic

Last year Artist Jim Ricks and I collaborated on a proposal for the 1916 centenary. 
We took as our starting point the double centenary celebrated in 2016: The Easter 
Rising and the founding of the Cabaret Voltaire in Zurich by Hugo Ball – The 
first Dada manifesto was actually read two weeks from now 100 years ago on the 
14th of July 1916 (it’s probably not a coincidence that it was on Bastille day). 
Both events also shared a utopian imaginary to resist the empirical odds and we 
were particularly interested by the different forms of artist’s political engagement 
– The importance of artist’s participation to the Rising (mostly writers) has been 
extensively commented on, and Dada goes without saying. Again initially mostly 
writers. We were attracted by the strong Internationalism of Dada, to balance the 
Nationalist and militaristic drive of the Rising – some commentaries have pointed 
to the reactionary influences on some of the rebels for instance. By contrast the art-
ists that gathered in Zurich from all over Europe were resolutely pacifists and were 
making a stance against the warmongering nationalisms which had led to the war.

But it is the importance and diversity of printed materials accompanying the two 
events whether posters, leaflets or magazines which shaped our proposal. The role 
that printed material played in both event and even more significantly how it con-
tributed to circulate ideas well beyond the limited circle they originated from.

We called the project AIR for Artists International Republic – after some deliber-
ations we decided against International Republic of Artists. We aimed to activate 
art’s political potential through a variety of publications. Taking our inspiration 
in both spirit and design from the printed material of the time we proposed to 
respond to the event taking place throughout the years by calling for and com-
missioning contributions. These contributions would be published in a variety of 
printed formats such as pamphlets, broadsheets or posters as well as online. The 
project would have been initiated through a series of meeting open to all interest-
ed to keep an activist dynamic. We did not get support this year, but we are both 
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committed to take this project further.

Within our researches on the Artists International Republic, the NSK State with 
its Dada legacy and its internationalism was of particular interest. Most striking is 
its conception as a State “conceived as a utopian formation which has no physical 
territory and is not identified with any existing national state. It is inherently trans-
national and describes itself as ‘the first global state of the universe’.”

The recent events in Europe between the reaction to the refugees, the rise of the 
nationalist rights and the crisis of the European project make attempts by artists 
to re-invent identities all the more necessary. It is heartening to see that artists are 
creating alternative narratives to the dominant one. Like the recent project initiated 
by Wolfgang Tillmans ‘Meeting Place’ at his exhibition space in Berlin Between 
Bridges, which the artist describes as: 

[Meeting Place] wants to be a forum, however small; a platform, 
however powerless, to discuss and organise activity from within the 
art community around three key issues critically influencing public 
opinion within the continent: the (mis) representation of refugees 
arriving in Europe, a detrimental right-wing drift in party politics 
and animosity towards the European Union.

Since Last Friday, these issues have become even more pressing. 

CIRCA

Since the beginning of the year I have been working with Marian Lovett on an-
other publication project, although quite a different one. Following an open call 
for proposal by the remaining board members of CIRCA Art Magazine, we were 
invested with the responsibility for the archive, website and futures of the maga-
zine. CIRCA was the main publication on contemporary visual arts in Ireland for 
30 years and due to a combination of a lowering of advertising and cuts in public 
funding, it stopped its printed publication in 2009 and all online activities in 2013. 
To take on a publication project like that is very different from starting a new one, 
especially since CIRCA has been embedded in the artistic community for many 
years, although not always harmoniously. We feel that we are in charge of a legacy 
that is exciting but can also be overbearing. Since we started this project, and 
researching how to develop it, we have paid most attention to the archive, (as for 
now it is our main asset) and the history of the magazine. Given that the last years 
of CIRCA had been quite controversial, we took a look back at the initial impulse 
and the early years so as to find our bearings within the project. CIRCA’s first issue 
came out in November 1981 in Belfast. It responded to the particular conditions 
of practice in Northern Ireland at the time, but was also influenced by European 
artistic movements. Writing in 2006 for the 25th anniversary issue, Anne Carlisle, 
one of the founding editor, traces CIRCA’s genealogy. She points to the importance 
of the Free International University which was founded by Joseph Beuys and 
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Heinrich Böll in 1973. Some passages from the manifesto resonate so uncannily 
with the present, I could not help quoting from it:

The creativity of the democratic is increasingly discouraged by the 
progress of bureaucracy, coupled with the aggressive proliferation of 
an international mass culture.  Political creativity is being reduced 
to the mere delegation of decision and power … Environmental pol-
lution advances in parallel with a pollution of the world within us.  
Hope is denounced as utopian or as illusionary, and discarded hope 
breeds violence.  In the school we shall research the numerous forms 
of violence, which are by no means confined to those of weapons or 
physical force … It is not the aim of the school to develop political 
and cultural directions, or to form styles, or to provide industrial 
and commercial prototypes.  Its chief goal is the encouragement, 
discovery and furtherance of democratic potential, and its expression. 
In a world increasingly manipulated by publicity, political propagan-
da, the culture business and the press, it is not to the named – but 
the nameless – that it will offer a forum.

The influence of the Free International University led to the setting up of Art & 
Research Exchange in Belfast in 1978. Christopher Coppock one of the early mem-
ber and its first director in 1979 (as well as the other founding editor with Carlisle) 
wrote about it for the Belfast based publication Vacuum:

Originally the organisation materialised and made its presence felt as 
the Northern Ireland workshop of the Free International University 
(F.I.U.), …The FIU, as its title suggests, had aspirations to be-
come a global network of creative groups and individuals involved in 
interdisciplinary research and creative development; crossing bound-
aries between art and community, politics and economics, history 
and culture.

ARE was to be the FIU’s outpost in Belfast, and initially… the 
workshop operated as a standing conference, where events took place 
peripatetically; generating debate, agitating for bureaucratic change, 
and generally getting involved in ‘consciousness-raising’.

The Free International University and Art & Research exchange brought to Belfast 
the polemics of conceptual and Socially engaged art: debates emerged about the 
need to examine art production within the context of socio-political realities. In 
May 1981 ARE sent out a general invitation to the artistic community of Northern 
Ireland to attend a meeting to establish an artist’s collective. Over one hundred art-
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ists responded to the invitation and the Artists’ Collective of Northern Ireland was 
established at that first meeting along with a manifesto, as Carlisle recounts:

Which included amongst other things an intention to actively and 
critically comment on a range of financial and policy decisions affect-
ing the arts in the region. This was coupled with a strong desire to 
enhance the artistic environment through the establishment of practi-
tioner networks, studio and workshop facilities, alongside the aim of 
developing a wider-ranging cultural discourse, which it was gener-
ally agreed was undernourished and lacking in focus, but …could be 
remedied by publishing an art magazine with a critical edge.

And as Carlisle and Coppock had written earlier: 

When the seed of a visual art magazine was first sown, optimism 
fuelled by collective energy signalled that change within the visual 
arts was possible.

This initial collective energy that accompanied the creation of CIRCA was cruelly 
missing when it went out of print. And few it seemed at the time care much for its 
demise. 

As Marian and I are looking at the current conditions that could sustain an art 
magazine (or not) we have been looking at different models. One thing is obvi-
ous: the conditions that had supported the rise of art magazines in the 1970s and 
1980s are no longer there: the gradual fall of influence of universities, as well as 
the emancipation of the contemporary art market from its need for validation 
by strong theoretical criticism, means that neither are reliable support anymore. 
Talking with a number of professionals in the Irish art scene, the need for a mag-
azine such as CIRCA is not obvious, and as a precedent candidate for a CIRCA 
revival succinctly phrased: “it is not because there is a gap in the market that there 
is a market in the gap.”

Yet the needs of artists, it seems, are not so different from the 1980s: they are still 
underfunded, struggling to avail of workspaces and yearning for sustained critical 
engagement with their work. As the recent campaign of an Art department has 
shown, the sector is still suffering from a lack of recognition as to what its achieve-
ments are from governing bodies. 

But there is little sense of a supportive collective energy. And this is perhaps re-
flected in a fragmented and highly specialised publications landscape. 

To reduce the validity of a magazine to its ‘marketability’ is to ignore the desire for 
a utopian community that accompanies its foundation. 



30

But there are some questions that need to be grappled with such as: 

Do publications – printed or online – still have the capacity to bring about a com-
munity beyond specialised interests? 

How to achieve this? 

With what content and what financial sustainability?

We are not there yet, but we are working on it.
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Declaration

THE ORGANISING COMMITTEE  
OF THE 2nd NSK STATE FOLK ART BIENNALE  
TO THE CITIZENS AND ARTISTS OF THE  
NSK STATE AND IRELAND 

In the name of the NSK State and its decades-long 
tradition of artistic endeavour, the Immanent Con-
sistent Spirit, through us, has summoned citizens, 
artists and allies to materialise its principles on the 
fertile terrain of Irish history and culture. 

Having organised and trained ourselves intensively, 
we have worked with our generous Irish comrades 
and gallant artistic allies and believe we have struck 
a blow for artistic innovation, while remaining true 
to the artistic and social traditions of the NSK 
State. We have raised a new flag to fly freely in the 
Irish wind as a symbol of the re-forged friendship of 
citizens, artists and the people of Ireland. 

By working with the specific geographical and his-
torical context of the exhibition we have enhanced 
the potential of NSK State Folk Art as a form of 
artistic practice and artistically-generated commu-
nity. We have worked across continents and land-
scapes, marshalling technology, memory, history, 
wind, sea, stone and vision. From the cross to the 
stag and from the plough to the stars. 

The Folk Art Rising has been executed on the cen-
tenary of an historic rising in Ireland and has taken 
place at a moment of renewed tension and drama in 
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Europe. To illuminate the way for those who have 
eyes, ears and minds kept shut in the face of the 
storm, we have ignited a circle of twelve fires on a 
karst plateau at the very edge of civilisation. It is 
our desire that these flames will perpetually burn 
and inspire our successors to act with similar re-
solve. 

We now encourage NSK State Folk Artists, Citizens, 
Organisers and Allies to build on this momentum 
and to look forward towards the next NSK Folk Art 
Biennale and the further development of the social, 
spiritual and artistic principles of our state. 

Signed on behalf of the 2nd NSK State Folk Art Bien-
nale Organising Committee: 

Haris Hararis

Conor McGrady

Alexei Monroe

david K. Thompson
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Works at the 2nd NSK 
State Folk Art Biennial 
Folk Art Rising 1916-2016
 
Burren College of Art, Ireland, 2016



39



40

ATHANASIOS ANAGNOSTOPOULOS 
The Alter of Liberty2 
Channel HD Video Installation 2016
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CAUL AUDIAC 
Revolution is Not a Dinner Party,
2016
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ZBIGNIEW BOGUSŁAWSKI
Interpretation of NSK Symbol Box and Printed Currency, 2016
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VERA BREMERTON
Leviathan
Durational Performance 2016
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CARSTEN BUSSE 
Riot
Collage, 2015
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CHRISTIAN CHROBOK 
Institute for Cultural Cassation (ICC): The Secret Block
Digital Print, 2016
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PATRICK CORCORAN 
Anvil: Hamany’s Rising
Artist’s Book, 2016
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ENEMY TONE 
War & Culture
Video, 2016
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SHANE CULLEN
Proposal for a Monument to the Agreement – Crossmaglen, South Armagh
2016
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HARIS HARARIS 
United Colors of Ireland
Digital Print, 2016
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DOMINIC CORRIGAN 
Countess Markievicz, Sligo
Collage, 2016
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JEN HOFFERT
It’s a Beautiful Country
Installation with Suitcase, 2016
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MARILYN LENNON
Waymakers – Mapping Beyond Borders
Digital Prints, 2016
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IRWIN in collaboration with Irish Army
NSK Garda Sligo
Digital print, 61 x 90 cm, The Model, April 4, 2010



54

LLEWYN MAIRE 
State Control Resistance
Performance, 2016
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CHRISTIAN MATZKE
Protocols of the Order of the Burdened Kozolec Shrine to Arepo the Sower
Found Objects and Assemblage, 2016
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RUSSELL MACEWAN 
Changeling Elf Counsellor
Digital Print, 2016
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EMILY MCMEHEN 
Transmission for Year Zero
A Film by Emily McMehen and Geoffry Sautner, with Iain Sinclair, 2012
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NIKKITA MORGAN 
100 Years 
Textile Banner, 2016



59

VALNOIR MORTASONGE 
Saava
Digital Photograph, 2016
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LILI ANAMARIJA NO 
+ing Borders
Vinyl Banner & Dibond Plates, 2016

My ties with the NSK State reach 
back to the time when I was mov-
ing from Slovenia to New Zealand, 
in 2000 (travelling by what was at 
the time the best air company with 
the limited baggage allowance of 
only 25 kilos and an unknown date 
of return to Europe.
I decided to rent out my flat, and while, 
on the one hand, selecting what I should 
take with me and on the other hand, 
packing away my belongings, I wished 
for a bond with my homeland – in the 
form of an NSK Passport.
Before my departure to New Zealand I 
only had sufficient time to fill out the form 
and have a passport type photo taken, 
but had to leave the money for the pass-
port fee to a friend to finish the proce-
dure on my behalf.

When landing in Geneva, Switzerland, the Swiss had no understanding for my artistic passport, but as 
I expected I was gladly given the official stamp at the domestic, Slovene border, especially when saying 
that I was returning after a year. 

I then decided to travel to Ireland for the 2004 NSK State Dublin event at the enlargement of the European 
Union to see the East Art Map installed by the Slovenian artist group IRWIN in Dublin on 1st May. At Stansted 
Airport I showed my Slovene passport, and also produced my NSK Passport, explaining that I had another, 
artistic passport and politely asked for a stamp. The customs officer refused to stamp it but addressed me 
as “the two of you”(!), obviously puzzled by it. 
Considering the history between Britain and Ireland, and the historical event taking place in Dublin at that 
time, I had a feeling I might finally get an official stamp (outside my homeland) into my NSK Passport in 
Ireland. And I did! The officer made no fuss about it; only added “Requested” to it. 

After acquiring the first official stamp it was somewhat easier and in June 2004, after several years of try-
ing I was eventually granted an official stamp at the Swiss border, and was very surprised by the officer’s 
genuine interest (very unusual for the Swiss) in the entire NSK. 

It happened a year later and this is how I became an active NSK State citizen. 

And in 2012, when travelling to London to attend the Neue Slowenische Kunst (1984-1992): A Historical 
Perspective symposium and Laibach gig in the Turbine Hall at Tate Modern I was finally also granted an 
official stamp in Britain.

The passport reached me in New Zealand, and I was 
looking forward to the opportunity to start testing or per-
haps teasing the custom officers at the borders I’d be 
crossing on my way back to Europe by using my NSK 
Passport as an additional, artistic travel document. 

I am also interested in other NSK Passport holders’ experiences related to 
border-crossing. Please share them with me; my email address is 
lili.anamarija@yahoo.com

ing borders
1,661 NSK Passport holders = NSK State citizens in 2000

The world has changed greatly since then.

Borders divide, NSK Passports unite.

14,652 NSK Passport holders =  
NSK State citizens in 2016 (as per 30th May 2016)

A visitor to the NSK Passport Office 
in 2004 returning as an NSK Folk Art 
artist in 2016.
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KEVIN NOBLE 
Connolly
Digital Print, 2016
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NSK LIPSK/NEUE SORBISCHE KUNST
Easter(n) Rising
Painted Eggs, 2016
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NSK RESERVE
NSK State Reserve Year 1
Printed Currency and Digital Prints, 2015-2016
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NOËL O’CALLAGHAN 
Irish Archipelago
Oil on Canvas, 2016
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MAURICE O’CONNELL 
Untitled (Letter)
Digital Print, 2016



66

ALAN PHELAN
Mine Past
Ink Jet Print, 2012



67

AVI PITCHON 
NSK Institute for Temporal Research (ITR)
Photography/Sound/ Text, 2016
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TANJA RAVLIĆ
Revolucija
Video , 2003
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FLORIAN SCHAURER 
Calvary SM U-19 (1 & 2) 
Giclee Print, 2016
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BERTHOLD SCHYMURA 
Malewitsch Der Woch 8, Blackpool, UK
Digital Photograph, 2016
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ANDRE STITT 
An Injury to One is a Concern for all
Oil on Canvas, 2015
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SZ.BERLIN 
Furchtbare Schönheit Entstand 2016 
Stahlschwert16 
Performance, Newtown Caslte, 2016
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DAVID K. THOMPSON 
Emona Codex (Oder of the Burdened Kozolec)
Mixed Technique on Vellum, 2016
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DARN THORN  
Site of St. Anne’s Former Acadian Era Church, Tintamarre – Sackville, NB, 
Canada 
Giclee Print & Digital Audio Loop (1m 52s), 2016
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TLO (Three Letter Organisation)  
Kincorra 
Screenprint, 2016
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ROSE VIDAL 
At the East of Ireland
Retable, 2016



77



78

Opening Reception & 
Performances
2nd NSK State Folk Art Biennial: Folk Art Rising 
1916-2016

Thursday, 30 June 2016

Exhibition opening, acknowledgements, and declarations of NSK sovereign 
territory were followed by the disbursement of NSK State Biennale transit 
visas and a reception in the Burren College gallery with many of the artists 
present.  Shortly after, the ceremonies moved to adjacent Newtown Castle 
tower where visitors subjected themselves to (or shied away from, in some 
cases) to a trinary of performances: Leviathan, the durational performance 
of erotic, carnivorous embroidery by Vera Bremerton, the ritualistic blood-
letting of Llewyn Maire’s State Control Resistance, and the extreme sonic 
assault of Sz.Berlin’s Stahlschwert 16.

During the art actions, exhibiting Irish artist TLO (Three Letter Organi-
sation) discreetly entered the gallery and removed their approved exhibit, 
replacing it with an unofficial screen print depicting a Totenkopf. Following 
the conclusion of the vernisage, attending artists and organizers retired to 
the stony Burren lunarscape for a supper prepared by Llewyn Maire using 
the venison from Vera’s performance Leviathan.
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Terrain (En)Actions
Saturday, 2 July 2016

The Burren Karst plateau limestone shelf descriptive geologic terminology bor-
rowed from Slovene language - karst, doline, polje, kaminica - a vast limestone 
shelf stretching throughout County Clare to majestic Atlantic cliffs.  Here, on the 
last day of the Biennale opening, participants took in this unique splendor, gather-
ing near Baile Albóin (or An Rath), an earthen ring fort near a rare wooded area 
of the Burren for a morning of falconry hosted by Ailiwee Cave and Birds of Prey 
Centre.  From here the group caravanned to the Doolin coastline near the Cliffs of 
Moher.

Following a passing squall, NSK State citizens joined in executing a fluxus-style 
script by artist david K. Thompson, a performative action intervening with A Circle 
in Ireland, a flattish cairn of boulders composed in 1975 by sculptor Richard Long 
for his photograph of the same name. Fighting against gale-force Atlantic winds, a 
group of Biennale delegates ceremoniously ignited 12 fires amongst the grykes and 
alpine flowers. The flames formed a constellation of incendiary stars resemblant 
of the symbol of the EU. The performance was enacted in the days following the 
Brexit referendum, ignited at the western edge of Europe on an island that would 
soon be divided anew.
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Exhibition 
2nd NSK State Folk Art Biennial: Folk Art Rising 
1916-2016
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Symposium
Friday, 1 July 2016

Mapping a State in Time (Borut Vogelnik (IRWIN) in discussion with Conor 
McGrady)

Artists Forum 1: NSK Aesthetics & Appropriation (Lili Anamarija No, Haris 
Hararis, Avi Pitchon, david K. Thompson)

Dissolve the People and Elect Another (Michaele Cutaya) 

A History of Stone, Origin & Myth (Megs Morley & Tom Flanagan)

Financial Intervention: Currency Crisis and the NSK State (Charles Lewis)

Artists Forum 2: 1916, The State and the Collective Imaginary (Sz. Berlin, 
Shane Cullen, Conor McGrady & additional participating artists).

Film Screening: Generate the State (Dir: Johnny Gogan)
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MEGS MORLEY & TOM FLANAGAN
Film stills from A History of Stone, Origin & Myth
2016
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CRISIS CURRENCY & THE 
NSK STATE RESERVE
After receiving the Irwin award at the 2016 Burren Folk Art Biennale, 
The NSK State Reserve was welcomed back to the Burren College of Art to 
present an exhibition completely focused on their own work. In this more 
expansive context the Reserve was able to go beyond the currency displayed 
at the Biennale to include bonds printed for the NSK State pavilion at the 
50th Venice Biennale, collaborations with Valnoir Montesange and Elan 
Cadiz-Ferguson, and related pieces from one of the original NSK collective 
members, Roman Uranjek.  In this exhibition the NSK State Reserve was 
able to present the full evolution and breadth of its work, including proto-
typical pieces from its principals, physical artifacts from the bondholder pro-
gram instituted to distribute currency, and video art created in collaboration 
with NSK State citizens Gabrielle St. Evensen and Alex Nym.  In the follow-
ing essay, the NSK State Reserve elaborates on the history of the Reserve, the 
artistic and philosophical principles that drive it, and the outcomes of the 
project thus far. 
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Vade Retro Prospectus
The NSK State Reserve

An individual work or project produced in the context of the NSK State begins 
from a high vantage point, enjoying the benefit of the years of reflection on art, 
politics, and ideology produced by the original NSK collective. One sublime facet of 
NSK works is their evocation of the delicate moment when utopian political vision 
teeters into totalitarianism, a moment described so as to simultaneously share exu-
berance and horror, allowing the audience to feel both. This level of nuance is typi-
cally absent in artistic interrogation of totalitarianism, and certainly in interrogation 
of financial systems. Instead, criticism of financial systems often veers into carica-
tured portrayal of unbridled greed or consumerism. With the NSK State Reserve 
project, we very much wished to uncover both utopian and dystopian aspects of 
finance. The dystopian moments are probably more familiar to people unfamiliar 
with the workings of finance - depressions, disenfranchisement, and fraying of the 
social contract have all been visible aspects of financial operations to the layper-
son. But this, we feel, is only one side of the coin. To complete the NSK process of 
interrogation we must also find a kernel of sympathy for our bankers, our markets, 
and our Wall Street institutions. And while we cannot point to a historical utopian 
vision for the humble mechanisms of finance, we will not hesitate to imagine it, 
and to use this imagined vision as the cornerstone for our NSK-inspired work. 

The origin of the NSK State Reserve lies in meetings of NSKNY, a New York-based 
organization of NSK State citizens. A proposal under consideration called for a 
performance of currency circulation voodoo: sacks of NSK State currency emptied 
into a Tibetan prayer wheel to animate it through circulation, following both the 
practice of writing prayers on paper and activating them by motion, and the prac-
tice of quantitative easing, whereby central reserve banks enact a monetary policy 
of increasing the currency supply, a practice which, like most acts of monetary 
policy, relies as much on the contingencies of execution as it does on theory. The 
envisioned performance never materialized, but the currency was created, and the 
NSK State Reserve was born.

The Reserve was not the first NSK-related project to address the topic of finance. In 
1994 an “NSK Bank” plaque was produced as part of the NSK Post Office proj-
ect staged by New Collectivism, an organization within NSK. This plaque listed 
various national currencies and exchange rates, presumably against some NSK 
State currency, in order to establish the value of the stamps created as part of that 
project. 20 years later, another exchange table appeared, created by NSK State 
citizen Charles Lewis (a principal of the Reserve).  This exchange table (titled Cross 
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Conversion) was a digital simulation of the currency conversion table used by FX 
traders, and provided shifting rates between various world currencies (denoted by 
currency code and national flag) and a (still theoretical) NSK State currency, em-
phasizing the mapping between national identity and currency. The other principal 
of the Reserve, david K, also dabbled in financial commentary, in works ranging 
from prints demonstrating the reach of financial institutions (Wall Street Occupa-
tion) to practical experiments in the market for NSK texts (Economy Control).

Promoting NSK State currency from the abstract idea illustrated in some of these 
works to a physical form introduced challenges. From the beginning, the goal was 
to create more than mere artifacts. The Reserve was intended to be the money 
supply for the NSK State. Given the State’s population of thousands of citizens, 
whatever form was adopted for the currency would have to scale well. Many ideas 
were discussed, from hand-stamped coinage to a purely virtual cryptocurrency, but 
the idea with the most resonance, both as a practical matter and in keeping with 
the principles of Neue Slowenische Kunst, was to adopt the practice of overstamp-
ing: appropriating existing currency into the financial system of the NSK State, as 
done by occupational governments.

Historically, an occupying force has obligations to the people under its care. We 
first probably think of things like food, medical services, and safety, and then per-
haps administration of justice, sanitation, or electrical infrastructure. We might be 
far down the list before we realize that a financial system must also be implement-
ed. Along with the previous government’s authority, its systems of trade, finance, 
and currency have also been supplanted. The new authorities might be willing to 
simply exchange existing currency for the currency of their own country and bring 
the new territories directly into their own economic system, but this is not always 
desirable. Instead, they might print an entirely new currency for the occupational 
government, as the Japanese did during World War II in the Philippines (an effort 
which was subsequently undermined by an American forgery operation, under-
lining the importance of the endeavor). A third option, which keeps the occupied 
states in their own economic system and does not entail a massive printing effort 
to create new currency, is to continue the use of existing notes, but to convert 
them into the currency of the new government by stamping or overprinting. This 
occurred, for example, during the German occupation of Serbia during World War 
II, and in Iran after the 1979 Revolution.

This last approach would prove to be a perfect choice for the NSK State Reserve. 
As source material for NSK State folk art, existing currency is better than a blank 
canvas: it arrives already rife with the trappings of statehood which, along with the 
heavy texture and durability of the paper itself, conveys legitimacy. This solution 
also matches the conceptual nature of NSK State as a parasitic state which only 
exists in the physical plane through the territories of other states. The currencies of 
these states can themselves be similarly occupied. 

This format also resonates strongly with the NSK technique of appropriating exist-
ing art and text into new works, recontextualizing the original material to discover 
new meaning and surfacing forgotten traumas. The territory of currency comes 
with significant historical baggage. Consider: where can one procure large amounts 
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of money? Where is there so much paper money lying around that it can be ob-
tained essentially wholesale? The answer is, generally, not very good places. By the 
time a currency is so devalued that it can be treated as a paper commodity rather 
than a token of purchasing power, things have gone very, very badly. Weimar Ger-
many is a commonly evoked example of currency gone wrong - German currency 
of this era became so devalued that literal wheelbarrows of cash were needed to 
effect even basic transactions. Photos show it being used as fuel in stoves, and 
to make kites for children. Modern day Venezuela has been a slow-motion train 
wreck of the same sort, as illustrated in the 2015 photo of a Venezuelan Bolivar 
used as an empanada napkin. Another superstar in the history of hyperinflated 
currency was the NSK homeland itself, Yugoslavia.

Prior to the outbreak of the war in Yugoslavia, Belgrade’s reliance on the printing 
press to keep up with its financial obligations drove its currency to a phenomenal 
inflation rate of 313 million percent, with prices doubling every 2-3 days. The cur-
rency was re-issued many times, with longer and longer strings of zeroes added, 
culminating in the 500,000,000,000 dinara note, which itself was soon worthless. 
While we often forget about this phenomena in the glare of the horrors that fol-
lowed, it might be recognized as a leading indicator of things to come, as it was for 
Germany and now Venezuela. The eventual dissolution of the Yugoslavian state left 
the Yugoslavian dinar an inert object. The NSK State Reserve would revive it.

The first note issued by the Reserve was an overprinting of the 1985 100,000 dinar 
note. The NSK State motif is prominent, as is an anatomical heart which, combined 
with the flame of the Yugoslavian motif of joined torches, becomes the sacred heart 
seen in some NSK works. The heart is also a central symbol for the Reserve, sig-
nifying circulation. This is one of the key concepts of the Reserve project - money 
is only money when it circulates, when it is activated by changing hands. When 
we considered the intangible benefits of currency it was this connection, this link 
between individuals in a larger network, that rose to the top of our list. The hope 
was that NSK State currency could extend and strengthen the network of citizens, 
and flow like blood through the body of the State.

This first note included an expiration date, an experimental mechanism to encour-
age circulation. As the value of the notes was imagined, it could be discontinued 
arbitrarily which, it was hoped, would encourage the bearer to put the note to 
use before the expiration date. That use would be left entirely up to the citizens. 
Although a number of possible state-driven scenarios were proposed (e.g. requiring 
the notes for purchase of some NSK State artifact, or to attend some event), in the 
end it was decided to follow the example of the NSK State Passport and provide 
the currency without explicit instructions or proscriptions around its use.

This first note also featured the date of issue, the NSK seal, a windmill stamp 
drawn from the Seal of New York City, and attribution to the NSK State Reserve 
Bank of New York, the entity that was created for the purpose of issuing currency. 
This was eventually shortened to the NSK State Reserve for legal reasons, as the 
use of the word ‘bank’ is heavily restricted in New York, even to the extent that 
a book store named “The Left Bank” or a blood bank might encounter problems 
using that word in its name. 
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This note (and most since) also features a facsimile of a security stripe consisting 
of repetition of a latin word from NSK/Laibach lore: FIAT. There is a Laibach song 
by this name, and the NSK collective Sisters Scipion Nascise planned (although 
never completed) an opera with this title. In addition to the common usage, as a 
type of decree, fiat is also an important concept for currency, denoting currency 
that is backed by neither silver nor gold, nor any other commodity, but only has 
value because the state declares that it does. FIAT: Let it be. 

The initial run of currency was distributed on May 12, 2015, at an event to mark 
the opening of the NSK: Kapital to Capital exhibition at the Moderna Galerija in 
Ljubljana, a retrospective of the first ten years of NSK. At this event, members of 
Irwin handed out currency in envelopes marked “N$K”. Simultaneously, thousands 
of miles away, identical envelopes were distributed at a Laibach show in New York 
City. 

Combined, at these events on May 12, 2015, on the order of 500-600 notes were 
distributed in an attempt to create ‘liquidity’. As of this writing in November 2018, 
21 different editions of currency (not counting variations within editions) have 
been distributed. 

Below is as complete a list as possible of each currency edition, variations, and the 
story behind its creation and distribution when these are of note. The commemo-
rative properties of currency came into use very naturally, and many of these have 
issue dates coinciding with NSK State events. Likewise, from the beginning the 
currency also operated as a medium for transmitting NSK State symbols and histo-
ry. While not an explicit intention of the project, this transmission came about as a 
natural result of the design and distribution processes.

Date and Substrate Description

May 12, 2015
Yugoslavian 100,000 
dinar note, 1985 series

The distribution of the first NSK State reserve notes was timed 
to coincide with the opening of the Kapital to Capital NSK 
retrospective at Moderna Galerija in Ljubljana and Laibach’s 
appearance in NYC on their Spectre tour. These notes were given 
an expiry date either one or five years in the future in an effort 
to encourage circulation. There is some precedent for this mech-
anism (with store coupons, for example) but it is not a common 
practice for currency.

May 12, 2015
Blue Yugoslavian 500 
dinar note, 1985 series

Six week expiration.
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Date and Substrate Description

June 19, 2015
Yugoslavian 20,000 
dinar note, 1985 series

This note was distributed at the conference for the Kapital 
to Capital retrospective. There were two versions of this note, 
one printed in New York and one printed onsite in Ljubljana. 
During the conference there was a warning that counterfeits 
were also distributed.

August 19, 2015
North Korean 1000 
won note, 1992 series

This note commemorated the appearance of Laibach in North 
Korea. Although originally intended for distribution at the 
site of the performance, it quickly became clear this was a bad 
idea. Even had we not overprinted the currency, (including the 
face of Kim il-sung, North Korea’s founding father) the notes 
themselves had been retired and were no longer legal to possess. 
There were two editions of this note. In keeping with the Sound 
of Music theme of the Laibach performance, one edition is 
adorned with a garnish of Edelweiss flowers

October 23, 2015
Yugoslavian 20,000 
dinar note, 1985 series

Around this time we discovered that some of the earlier notes 
were on sale in a Slovenian gallery, priced at €150 apiece. To 
honor the efficiency of the art-industrial complex this note in-
cluded a reworking of that gallery’s logo alongside the industrial 
skyline of Trbovlje, a small Slovenian town where many NSK 
members are from. We also introduced our presumed head-
quarters on this note, the Folk Art Museum building which 
previously existed next to MoMA in New York before being pur-
chased and demolished by that institution. We were fortunate 
enough to present this note personally to Miro Cerar, the Prime 
Minister of Slovenia, who, after careful consideration, was quietly 
amused.

October 24, 2015
1979 Peruvian sol, 
10,000S/ note

No expiry

October 24, 2015
Red Yugoslavian 1,000 
dinar note, 1985 series

Wardenclyffe edition. Nicola Tesla, a New Yorker born in what 
would become modern day Bosnia, presents a clear vector 
between the NSK homeland and the locale of the NSK State 
Reserve.
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Date and Substrate Description

December 26, 2015
Blue Yugoslavian 1,000 
dinar note, 1985 series

Commemorization of the third NSK State Dacha in Albuquerque, 
New Mexico. This note reproduces the 1925 Soviet Electrification 
photomontage by Gustav Klutsis. Later the designer of this note, 
david K, would be struck by lightning near his home in New 
Haven, Connecticut.

March 11, 2016
Russian 10 ruble note

“Krst pod NADA”. This note commemorates the citizenship 
ceremony held at the offices of NADA (New Art Dealers Alli-
ance) on this date, and reproduces a scene from the NSK work 
“Krst pod Triglav” (“Baptism Under Triglav”). This note also 
includes the motto of King Charles V of Spain, who endeavored 
to convert the inhabitants of the New World to Christianity. Plus 
Ultra - further beyond.

June 30, 2016
Zimbabwean dollar 
note

Produced to commemorate the 2nd NSK State Folk Art Biennale 
in County Clare, Ireland, the event which this book documents. 
Includes runic elements and local geological features.

July 11, 2016
Yugoslavian 20,000 
dinar note, 1985 series

“Ore d’Or” edition, commemorating the award of the Irwin Prize 
to the NSK State Reserve at the Burren Folk Art Biennale. Fea-
tures a thick gold bar silkscreened across one end of the note.

August 4, 2016
Blue Yugoslavian 500 
dinar note, 1985 series

Produced on the occasion of a talk on the NSK collective at the 
Morbid Anatomy Museum in Brooklyn given by Charles Lewis, 
one of the Reserve principals. Features still life images, including 
a skull which can be viewed through the face of the young boy 
on the front of the original note.

September 11, 2016
Yugoslavian 20,000 
dinar note, 1985 series

September 11th edition featuring two layer silkscreeened an-
atomical heart and The Shukhov Towers on the Oka River in 
Russia. Only one of these towers still stands.

December 15, 2016
Yugoslavian 5,000,000 
dinar note, 1993 series

Produced by Elan Cadiz-Ferguson for her collaboration with the 
Reserve at SVA Open Studios in New York.
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Date and Substrate Description

January 20, 2017
Yugoslavian 20 dinar 
note, 1966 series

Issued on the inauguration day of U.S. President Donald Trump, 
silkscreened gold and red with text in Farsi and Slovenian. 
References both the whistleblower motif used by Laibach and 
the Russian eagle.

March 15, 2017
Yugoslavian 10,000 
dinar note, 1993 series

A crossover with the Order of the Burdened Kozolec project, 
also featured at the Burren Biennale. Collaboration with Chris-
tian Matzke.

May 11, 2017
Belarusian 50 and 100 
ruble note, 2000 series

Letterpress notes created for distribution at the NSK State Pavil-
ion at the Venice Biennale and the sister event held in Vienna. 
Double edition featuring quotations from Catullus and Mladen 
Stilinović. We were fortunate enough to present the Stilinović 
edition to his widow, who was very happy to see our use of his 
words (“Sav novac,je prljav, sav novac je naš”, or “All money is 
dirty, all money is ours”).

September 11, 2017
100 dinar note of the 
Republic of Bosnia and 
Herzegovina

Annual September 11th Twin Towers edition, Tesla’s Warden-
clyffe Tower and the Coney Island parachute drop

February 8, 2018
North Korean 5 won 
note, 1978 series

Recontextualization of Charles Marin’s The Dawn of Labor and 
Arnold Böcklin’s Island of the Dead on North Korean 5 won 
note

April 4, 2018
Yugoslavian 500 dinar 
note, 1981 series

Printed on the occasion of an NSK talk at the Hauser & Wirth 
gallery in Manhattan. Reference to Jack Whitten, who was often 
shown at this gallery, silkscreened “UTOPIA” in Russian on the 
reverse

May 17, 2018
Yugoslavian 5,000 di-
nar note, 1992 series

Created for the Crisis Currency exhibition at the Burren College 
of Art. Starry plow overprinted on the front, “UTOPIA” silk-
screen revisited on reverse, in Gaelic.

September 11, 2018
Yugoslavian 100,000 
dinar note, 1985 series

September 11 Twin Towers edition with Tatlin’s Tower and the 
Tower of Babel. Schematic from 1966 University of Texas tower 
shooting

We often observed strong reactions to the revival of dead currencies. Some Slove-
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nian recipients of the Yugoslavian notes had witnessed the currency’s collapse, and 
the erasure of the value it held. Some recalled using the deflated currency as play 
money when they were children. Some were concerned the work of the Reserve 
was a furtive effort to re-animate not just the currency, but the Yugoslav Republic 
itself. Appropriation very quickly turned into a recapitulation of historical trauma, 
another hallmark of NSK works.

Over time the character of the Reserve developed. In contrast to the parsimonious 
and often faceless character of consumer interaction with banking entities, the NSK 
State Reserve would emphasize a heartfelt connection with the citizens they sup-
ported. While fiscal policy is often based on scarcity, the Reserve would emphasize 
circulation and abundance. Both inflationary fiscal policy and recent experiments 
in Universal Basic Income became sources of influence. One aspect of this influence 
is the Reserve policy of freely distributing these notes. Any NSK State citizen may 
request currency from the Reserve, and it is often given out at NSK State events. 
The goal of the project is for all citizens to have currency, and for them to partici-
pate in its circulation. 

Collaborations

The collaborative spirit of the original NSK collective is reflected in the support and 
engagement the Reserve receives from other citizens and artists

In New York City, artist Elan Cadiz-Ferguson set up an NSK State Reserve OTC 
Exchange as part of her Xchange project, performed at the School of Visual Arts 
in New York. At this booth, guests were asked to fill out a short form, and to offer 
something in exchange for the NSK State currency Elan designed. 86 forms were 
completed, describing exchanges of items from the mundane (stray hairs, mints) to 
the personal (drawings, photos, and hand-made artifacts) to the abstract (“anx-
ious”, “vowels e y a”, “An exchange of hands, with 3,000 miles between them”). 
Also, an “A-35 Certificate Study Guide to Operate and Maintain Air Compressors” 
was received. While the notes are often circulated as gifts (or given as tips, along 
with more localized currency), this project represents the greatest effort to date to 
activate them as units of exchange. 

On video, New York City performer Gabrielle St. Evensen produced a video of 
herself answering questions from Alex Nym, of NSK State Lipsk, as a spokesperson 
for the Reserve. The result of this collaboration is available online, and well worth 
viewing for its informational content, DIY aesthetic, and a cameo appearance by 
one of Gabrielle’s chickens. NSK State Lipsk themselves have been active support-
ers of the Reserve project, most recently including the Reserve in their exhibition at 
Ostrale Biennale in Dresden. 

The French designer Jean “Valnoir” Simoulin is a regular collaborator with the 
Reserve, and has long embraced the idea of designing financial instruments for 
the NSK State. The Crisis Currency exhibition featured three designs by Valnoir 
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collectively titled, Unsung Heroes of Finance, which lauded the workers in the lab-
yrinthine trenches of the industry. Valnoir was also instrumental in the staging and 
documentation of Crisis Currency.

Roman Uranjek of the Irwin collective, one of the original members of NSK, refer-
ences the Reserve in at least two pieces in his One Cross a Day series. In the first, 
he occupies an original note by the artist Filip Markiewicz in a similar manner to 
the Reserve occupation of world currencies, imposing the seal of the NSK State on 
the note. In the second, Guest of the NSK State Pavilion + l, he includes Reserve 
notes as elements. As the Reserve notes themselves reference NSK, this appropri-
ation creates a full referential loop between the Reserve and the Neue Slowenische 
Kunst collective.

The Reserve also collaborated directly with Irwin to create and issue an NSK State 
Reserve bond to help finance Irwin’s “Apology for Modernity” project at the 2017 
Venice Biennale. The substrate for this collaboration was a bond of the IG Far-
ben Liquidation Corporation, the liquidation company for the German chemical 
conglomerate that produced the poisonous Zyklon B gas during World War 2. 
The distinct color of the residue left behind by this gas at concentration camps is 
applied in the design, connecting this atrocity to the financial instruments of the 
company which enabled it.

Bonds 

Previous to producing the bond for the NSK State Pavilion, the Reserve issued 
bonds to help finance its own efforts. As with the currency, these bonds were creat-
ed by overstamping and overprinting existing financial instruments. While tradi-
tional bonds issue regular coupon payments until their date of maturity, at which 
point the principal of the bond is returned, the NSK State Reserve instruments are 
issued as Zero Principal bonds, with the principal retained by the issuer. Bond 
payments from the Reserve are sporadic, occurring whenever a new note is ready 
for distribution and paid in these same notes. This program has not only defrayed 
operating costs for the Reserve, but has provided a valuable channel for currency 
distribution. With the cooperation of Ken Holewczynski, on loan from NSKNY 
where he has long been an in-house propagandist, an online site was created to 
support participation in the bond program. This site has been important in making 
these instruments, and NSK State currency, available to the NSK State’s population.

Issue date and substrate Description

May 1, 2016 
1922 German 1000 Mark Bond

Tier 1 Bond. Tier 1 indicates a higher quality of bond 
production and greater support for the work of the 
Reserve. Matured May 1, 2017

May 1, 2016 
Green stock certificate for Pan 
American Sulphur Company

Tier 2 Bond, “Sympathy for the Devil”. Matured May 
1 2017
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Issue date and substrate Description

January 31, 2017 
Stock certificate for the New 
York Central and Hudson River 
Railroad Company

Tier 1 Bond, “Bridge” bond issued when original Tier 
1 bonds were no longer available. Matured July 31, 
2017

May 12, 2017 
1953 IG Farben liquidation 
bonds

Tier 1 Bond, created for the NSK State Pavilion at the 
2017 Venice Biennale. Matures May 12, 2018

November 5, 2018 
Stock certificate for Rockwell 
Spring and Axle Company, circa 
1955

Tier 2 Bond, “Industry”. Matures November, 2018.

November 5, 2018 
Stock certificate for Seatrain 
Lines, circa 1969

Tier 2 Bond, “Capital”. Matures November, 2018.

November 5, 2018 
1925 German 50 Mark Bond

Tier 1 Bond, “Legacy”. Matures November, 2018.

Results

Our first question might be, how successful has the NSK State Reserve been at 
creating a financial system for the NSK State? In truth, not very. The first rule of 
currency is that it must have some value in the minds of its holders. To this degree 
the Reserve has succeeded. We often receive requests for the currency, and have 
never failed to find people willing to accept it when offered freely. The second 
criteria for currency is that it must circulate. In this the success of the Reserve 
has been more limited. By and large, people have been more interested in collect-
ing and holding the currency than activating it as a functional object. This was 
expected to be a challenge, and attempts were made to address it with expiration 
dates on the currency (which were ignored) and increasing the amount of curren-
cy in circulation (which helped, if only slightly). That said, it is entirely possible 
that there is a thriving secondary market for Reserve bonds or trade conducted in 
Reserve currency that we know nothing about.

Instead of asking how successful we have been at creating a currency, however, we 
might judge the project as an implementation of NSK philosophies and practices. 
The results here have been much more positive. While NSK State Folk Art (ste-
reo)typically reprocesses existing NSK material (for example, by introducing the 
suprematist cross emblematic of NSK into some scene or work) the Reserve applied 
itself to a deeper enactment reflecting core NSK principles of collectivism, appropri-
ation, and demystification. As a result the Reserve has realized emergent, unin-
tended effects reminiscent of principal NSK works. Appropriation led to historical 
recapitulation. Collective effort led to syncretic cross-pollination. The trappings of a 
state institution and its attendant artifacts created a semi-operational simulacrum. 
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For the principals of the Reserve, as students of Neue Slowenische Kunst and citi-
zens of the NSK State, these are the results which are most gratifying. 

The NSK State Reserve was very honored to be awarded the Irwin prize at the 2nd 
NSK Folk Art Biennale, and accepted this honor with the promise that the NSK 
State Reserve would continue to innovate in its exploration and interrogation of 
finance. We intend to keep this promise.

November 5, 2018
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Works at the Crisis 
Currency exhibition
nsk state reserve
 
Burren College of Art, Ireland, 2018
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NSK STATE RESERVE
Bond for the NSK State Pavilion at the 2017 Venice Biennale (front & back)
2017
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NSK STATE RESERVE
“Bridge” bond, printed on stock certificate for the New York Central and Hudson River 
Railroad Company (front & back)
2016
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NSK STATE RESERVE
Top: Note to commemorate the appearance of Laibach in North Korea (front & back), 
2015 
Bottom: Produced to commemorate the 2nd NSK State Folk Art Biennale in County 
Clare, Ireland. Includes runic elements and local geological features (front & back), 2016
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NSK STATE RESERVE
September 11th edition featuring two layer silkscreeened anatomical heart and The Shukhov 
Towers on the Oka River in Russia (front & back)
2016
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NSK STATE RESERVE
Created for the Crisis Currency exhibition at the Burren College of Art. Starry plow over-
printed on the front, “UTOPIA” silkscreen revisited on reverse, in Gaelic (front & back)
2018
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NSK STATE RESERVE
Bondholder Letter and Seal
2017

NSK STATE RESERVE
Venice Notes and Plates
2017
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NSK STATE RESERVE
Kerry Gold
2018

ÉLAN CADIZ 
Contract Fetish Through NSK Intervention
2015
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VALNOIR 
Top/left: Unsung Heroes of Finance- Loans
2018

Bottom/left: Unsung Heroes of Finance- Compliance
2018

This page: Unsung Heroes of Finance- Back Office
2018
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ROMAN URANJEK
At Least One Cross a Day After 1.1.2002 May 3 2018
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ROMAN URANJEK
At Least One Cross a Day After 1.1.2002 May 3 2018
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Biographies
ATHANASIOS ANAGNOSTOPOULOS (GR)
Athanasios Anagnostopoulos runs the aA projects, a label for individual and col-
laborative research-based art that includes mixed-media installations, participatory 
actions, video installations and performances. The projects engage artistic practice 
with theoretical research that explores the areas of psychoanalysis, art theory and 
philosophy. Religious texts, popular culture, corporate aesthetics, Lacanian psycho-
analysis, political visions, and the notions of subjectivity, ideology, fantasy, enjoy-
ment, anxiety, and nothingness constitute the projects’ working material.

CAUL AUDIAC (IE)
Caul Audiac is the recipient of a Kilkenny Cream of Irish Award, and has held 
exhibitions of paintings and experimental films in numerous locations throughout 
Ireland, Germany, and the UK since 1981.

ZBIGNIEW BOGUSLAWSKI (PL)
Zbigniew Bogusławski was born in 1981 in Cracow, Poland. Beginning in 1996, he 
studied in Poland for ten consecutive years (five years of Secondary School of Arts 
in Cracow, five years at the Institute of Art – part of the Pedagogical Academy of 
Cracow) and one year at the Academy of Art & Design in Helsinki. His diploma 
work in linocut has been presented on the website of the International Graphic 
Triennial in Cracow. Key themes in his work are: apocalyptic environmentalism - 
nostalgia for the past and eagerness for the future (while questioning the perfection 
of either); symbol as a language (tool for bypassing rational mind, reaching uncon-
scious underbelly of a social animal, to achieve pragmatic goals).

VERA BREMERTON (IT, UK)
Vera Bremerton is an Italian-born musician and sound artist based in London. Her 
work focuses on the voice and on multi-channel sound installations and perfor-
mances. She has released two albums of industrial-techno songs, Elemental and 
Synaptica. She also has a feminist techno-noise side project called Viy.

CARSTEN BUSSE (DE)
Carsten Busse worked from 1992 to 2004 as a member of the artists group Soli-
taire Factory (Carsten Busse, Thomas Wauer, Fritz Selbmann). Upon the split of 
the group he worked as a curator and gallery owner. Since 2010 he has worked 
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primarily as an artist, working in installation and in the 150 year old technique 
of cyanotype. His work is located in public and private collections in Leipzig and 
Saxony, Germany.

CHRISTIAN CHROBOK (DE)
Christian Chrobok is a German painter, installation and performance artist. He 
graduated from the University of Munster, Germany in 1997. Having trained in 
philosophy, cultural theory and economics, his practice appropriates the language 
of the museum and other cultural archives. Since 1995 Chrobok has been working 
on a conceptual long-term project titled Institute for Cultural Cassation (ICC) (Insti-
tut fur Kulturelle Kassation). Presentations of this work in the context of the NSK 
Folk Art project include: 1st NSK Folk Art Biennale, Spinnerei, Halle 12 (WERK-
SCHAU), Leipzig, Germany (2014); NSK Folk Art, Calvert 22 Gallery, London, UK 
(2012); NSK Folk Art, ŠKUC Gallery, Ljubljana, Slovenia (2011), Taipei Biennial 
2010, Taipei Fine Arts Museum, Taipei, Taiwan (2010).

PATRICK CORCORAN (IE)
Patrick Corcoran is a mixed media artist, whose practice includes sculpture, instal-
lation, photography, print, drawing, film and the written word. He has exhibited 
work both national & internationally and has partaken in several national artist 
residencies. He is currently based in Limerick city.

DOMINIC CORRIGAN (IE)
Dominic Corrigan has exhibited internationally, and his work has appeared in 
Irish, French and American Art/ Literature journals. His work has been featured 
by The Saatchi Gallery as part of their OpArt online Collection, displayed on bill-
boards in Belfast as part of the Art in the Eastside Festival and in Cork as part of 
The Skart Initiative. He has been a featured artist in the US journals Yemassee Arts 
and Literature and Thought Collection.

SHANE CULLEN (IE)
Shane Cullen was born in Longford in 1957 and is currently living and working 
in Sligo. His work has been widely exhibited in Europe, the United States and 
Canada. In 1995 he represented Ireland at the Venice Biennale and most recently 
at the inaugural Lodz Biennale in Poland 2004. He has spent periods of residency 
in Hungary, France and the United States. He was the first artist in residence at 
the ‘Musee de la Paix, de Liberte de Droits de l’homme et de Citoyen’ in Ver-
dun in Eastern France and in 1992 he founded the Council for the Preservation 
of Monuments to Martyrdom and Resistance. In 1998 he was awarded the P.S.1. 
Fellowship at the Museum for Contemporary Art in New York where he also 
exhibited his seminal text installation ‘Fragmens sur les Institutions Republicaines 
IV’, documenting the progress of the 1981 hunger strike by republican prisoners 
in Northern Ireland. This work is now in the collection of the Irish Museum of 
Modern Art. His work has been exhibited at the ‘Secession’ in Vienna and at the 
Ecole Nationale Superieure des Beaux Arts in Paris. In 2002 he presented a vast 
sculptural Work ‘The Agreement’ based on a complete transcription of what is 
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more commonly known as the Good Friday Agreement which has toured widely 
throughout Great Britain and Ireland. In 2002 he initiated a collaborative long- 
term project with the Courage to Refuse in Chicago.This project has been presented 
at galleries in Rome, Lodz, London and at the Cork Caucus in 2005. He has also 
been commissioned by the Institute of Ireland in Europe to create a public sculp-
ture commemorating the production and development of the first printed texts in 
the Irish language.

Michaële Cutaya (IE)
Michaële Cutaya is a writer and researcher on art living in County Galway. She 
writes essays and reviews for Irish publications. She co-founded Fugitive Papers 
with James Merrigan. She continues a contextual writing and discursive practice in 
the West of Ireland and has regularly participated in public discussions on art and 
its broader social and political framework. She is currently researching futures for 
CIRCA Art Magazine’s archive, website and publication.

HARIS HARARIS (GR)
Haris Hararis is a designer and founder of the creative studio RADIAL and the 
website NSKSTATE.COM. His digital journey with Laibach and NSK began in 
1996, when he launched the “Hellenic NSK Pages”, a website that in 2000 was re-
launched as “The Slovenia of Athens” and in 2002 as NSKSTATE.COM, becoming 
the central meeting point of NSK citizens around the world. In 2007, in collabora-
tion with IRWIN, he designed and developed the interactive digital project “Words 
from Africa” which was presented in exhbitions in Denmark (2008) Switzerland 
(2009) Slovenia, (2009) and Taiwan (2010). He was one of the organisers, re-
sponsible for the visual identity and the digital presence of the First NSK Citizens’ 
Congress, an international event held in 2010 at the Haus Der Kulturen Der Welt 
in Berlin. He was also one of the organisers of the 2nd NSK Folk Art Biennale held 
in Ireland in summer 2016 and designed the book “NSK Folk Art Exchanges”. His 
work for NSK State has been presented at the exhbitions “NSK Folk Art”, Calvert 
22 Gallery, London, UK (2012); “NSK Folk Art”, ŠKUC Gallery, Ljubljana, Slovenia 
(2011), “the 2nd NSK State Folk Art Biennale” in Ireland” (2016) and “the 3rd 
NSK State Fork Art Biennale” in Trbovlje, where he also received the honorary 
Irwin award. 

IRWIN (SL)
The IRWIN group was founded in Ljubljana (Slovenia). Its members are Dusan 
Mandic, Miran Mohar, Andrej Savski, Roman Uranjek and Borut Vogelnik. IRWIN, 
along with the music group “Laibach” (1980), the performance group “Gledalisce 
Sester Scipion Nasice” (1983), later known as the “Kozmokineticni Kabinet Noor-
dung”, and the design department “Novi Kolektivizem”, comprises one of the core 
groups within the artists’ collective “Neue Slowenische Kunst (NSK)”, established 
in 1984 in the Slovenian republic of the Federal Socialist Republic of Yugoslavia. 
In its artistic projects the group IRWIN has been involving itself extensively with 
the art history of Europe, in particular with the ambivalent inheritance of the 
historical avant-gardes and its totalitarian successors, and thus with the dialectic of 
avant-garde and totalitarianism. Following the creation of a specific visual language 
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in their predominantly painterly projects of the 1980s, the group has been con-
centrating since the 1990s on a critical examination of the art history of “Western 
Modernism”, countering it with the “retro-avant-garde” of a fictive “Eastern Mod-
ernism” which, in its own obvious artificiality, points to the artificiality of Western 
art historical structures that continue to exclude contemporary Eastern European 
art to this day. With their artistic practice they had actively and concretely inter-
vened in social and historical activities in the decade that redefined the status of art 
in Eastern Europe (Kapital, NSK Embassy Moscow, Transnacionala, East Art Map 
projects).

MARILYN LENNON (IE)
Marilyn Lennon is a visual artist, collaborator and educator. She has exhibited 
extensively and is founder of Spirit Store Limerick a collaborative project which 
addressed questions of public ownership through the setting up and development 
of an autonomous art space in the site of a stalled commercial development in 
Limerick city centre. Her practice is interdisciplinary in nature with an ongoing 
artistic interest in the contested questions of ownership, autonomy, privatisation, 
agency or control in public space and place. She has been collaborating with the 
Knockatallon Ramblers (Co. Monaghan) hiking club for the past three years and 
will launch the WayMarkers map in May 2016. They have been investigating 
the potential of critical cartography and the act of walking at the border of the 
Republic of Ireland and Northern Ireland to address spatial contestation and to 
offer alternative intimate narratives of place, this has involved working with a GIS 
specialist to custom build an online map for the rambling community that inhab-
its ‘the border’. She is currently a Lecturer at Limerick School of Art and Design, 
Limerick Institute of Technology, where in ‘09/’10 as part of a small team she 
co-wrote a Masters programme in Social Practice in Art and Design, as a result she 
is currently Programme Joint Leader of the MA in Social Practice and the Creative 
Environment, (MA SPACE).

RUSSEL MACEWAN (UK)
In addition to the honour of inclusion to the 2nd NSK BIENNALE, MacEwan is 
Lecturer Emeritus at City of Glasgow College. He is a long term member of Ron 
Athey and Co. (USA) and band leader of Glaswegian industrialists Black Sun 
(Scotland). MacEwan was a porter in a Mental Hospital kitchen, built a lobster 
creeler in the Traveller’s Yard, and swam the Mississippi contracting three dis- eas-
es. Self-appointed chief of the Clan MacEwan; father to six, summer gallery shows 
include the 2nd NSK Biennale, Burren, Ireland and ‘Chaostrophy’ Berlin, Germa-
ny.

LLEWYN MÁIRE (US)
New Aktionist Llewyn Máire Creates work through live art/ performance activism, 
sound, movement, visual media, and gastrocculture. With the gyrl grip, a New 
Aktionist Kitchen, through solo and collaborative works, Máire seeks to expose, 
challenge and explore the constructs of identity, the mediation of sociocultural 
experiences, and the manipulations of power. The participation in ecstasis, inti-
mate exchange, and construction of temporary autonomous cultures motivates the 
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work, which strives to create space within which to share an investigation of our 
struggles and revelations. Moving ever forward in love and rage through inter- 
independence. Máire has co-founded and directed several collaborative projects 
over the years including: 2 Gyrlz Performative Arts, PAN!ZEN, Akari Morpheus, 
TOPI PANdrogyne, and a New Aktionist Movement. Llewyn Máire has made work 
throughout North America and Europe since the late 1980s.

CHRISTIAN MATZKE (US)
Christian Matzke is a an artist, filmmaker and blue collar worker living in the 
Northeastern United States with his wife Sarah and sons Keller and Stellan. Chris-
tian has worked for the Center for the Prevention of Hate Violence and as a free-
lance adviser to the FBI on the White Power movement. His NSK Folk Art projects 
include the Retrogarde Reading Room, NSK State News broadcasts, and documen-
tation of the Order of the Burdened Kozolec.

Conor McGrady (IE)
Conor McGrady is an artist and Dean of Academic Affairs at Burren College of Art. 
He has exhibited internationally, with one-person exhibitions in New York, Miami, 
Atlanta, Chicago and Zagreb. Group exhibitions include the 2002 Whitney Biennial 
in New York, The Jerusalem Show VII: Fractures (Qalandiya International Bien-
nial), D-0 Ark Underground Biennale of Contemporary Art, Sarajevo-Konjic, and 
IK-00 Spaces of Confinement in Venice. Editor of Radical History Review’s Curated 
Spaces, his writing has appeared in The Brooklyn Rail, Ruminations on Violence 
(Waveland Press, 2007) State of Emergence (Plottner Verlag, 2011) and State in 
Time (Drustvo NSK Informativni Center, Ljubljana, 2012).

EMILY MCMEHEN (CA)
Emily McMehen is a Canadian artist and writer living and working in London. 
Her video work is concerned with actual representations of noumenal truths, often 
seeking points of reference in reality that correspond to implausible legends or 
myths, or manifestations of spiritual faith within a community and acts of religious 
ecstasy. Emily is interested in collaborative methods of filmmaking and storytell-
ing that cross cultural boundaries, and her directorial technique benefits from the 
expanded creative process that results from sharing control of the outcome with 
her films’ participants. Emily is currently working on pre-production for two film 
projects in Haiti, and is developing projects in England, Mongolia and the Cana-
dian Arctic. She is currently completing a PhD in Fine Art at Goldsmiths College, 
University of London.

Alexei Monroe (HR)
Now based in Croatia, Alexei Monroe is a cultural theorist and Research Fellow 
at Burren College of Art . His book on Laibach and the Slovene arts organisation 
NSK has been published in Slovenia, America (Interrogation Machine, MIT Press), 
Germany, France. He was programme director of the First NSK Citizens’ Congress 
held in 2010 at the House of World Cultures in Berlin and editor of the Congress 
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book State of Emergence (Ploettner Verlag/Poison Cabinet Press 2011). He is one of 
the organisers of the 2nd NSK Folk Art Biennale to be held in Ireland in summer 
2016. He co-edited the book Test Dept Total State Machine (PC Press 2015) and 
has researched the history of industrial and electronic music widely. In January 
2015 he took part in the first academic conference on Kraftwerk at Birmingham 
Aston University and in October 2015 he spoke about Kraftwerk again at the 
Electri City symposium in Dusseldorf. His other main areas of research include 
dystopian science fiction, monumentalism and architecture and the cultural history 
of the stag. In 2016 his book Autopsia: Thanatopolis was published by Divus in 
the Czech Republic. He is founder of the electronic music label VEB89 and also 
active as a DJ.

VALNOIR MORTASONGE (FR)
Jean-Emmanuel “Valnoir” Simoulin (1979) studied graphic design at EPSAA (Par-
is) for 5 years and graduated in 2004. At first mostly influenced by the Slovenian 
collective NSK, he withdrew from commercial and corporate design to focus on 
extreme underground music scenes, such as noise, industrial and black metal. In 
2006 he wrote a manifesto stating that the client must trust the designer’s artistic 
stance from A to Z, accept or reject the project in its entirety, without any com-
promise. Nowadays, his work oscillates between visually overloaded religious/ 
totalitarian decors and violent narrative concepts, between graphic minimalism 
and experiments involving the human body, such as printing posters with human 
blood-based ink (2010), sewing patches onto human skin (2012) or making ink 
out of human bones (2013). In 2012, he joined the Norwegian director Morten 
Traavik in his contemporary art program in North Korea, to collaborate, as a 
designer on various projects in cooperation with this state. In 2015, he took part of 
the Laibach tour in DPRK, for the first rock show in the history of the country. His 
studio, Metastazis, is based in Paris.

NIKKITA MORGAN (IE)
Nikkita Morgan is an Irish textile artist currently residing in Edinburgh. At present 
she is undertaking an artist-in-residence program in the textile department at the 
Edinburgh College of Art. She is a Master’s graduate of Textile Design from Nor-
wich University of the Arts, where she received the Arts and Humanity Research 
Council Award for her course of study. Before embarking on postgraduate study, 
she was an undergraduate student at University of Wales: Trinity Saint David: 
Coleg Sir Gar studying a BA (Hons) in Textile, Art, Design & Craft. On completion 
of her degree she received the Textile Student of the Year Award.

LILI ANAMARIJA NO (SL)
Lili Anamarija No (1962), is currently a student of painting at the Academy of 
Fine Arts and Design, at the in Ljubljana University, in Slovenia. Her ties with the 
NSK State reach back to the time when she was moving to New Zealand, in 2000 
(with the limited baggage allowance to 25 kilos and an unknown date of return 
to Europe). She wished for a bond with her homeland in the form of an NSK 
passport, which she exercised as a travel document at the borders she was crossing 
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on her way back to Europe a year later. In 2010 she was selected a delegate at the 
First NSK Citizens’ Congress of NSK State, in Berlin, where she participated also as 
an NSK Folk Artist. She lives and works in Ljubljana.

KEVIN NOBLE (US)
Kevin Noble was born and raised in Brooklyn, NY. He became interested in pho-
tography while studying English at Brooklyn College and then transferred to Buf-
falo State College in order to study with Les Krims. While at Buffalo State he be-
came friends with fellow students Robert Longo and Cindy Sherman and through 
them he became involved in Hallwalls, a non-profit artists run gallery. He also 
became active in CEPA the non-profit photography gallery in Buffalo. During this 
time he was also attending the Visual Studies Workshop in Rochester NY where he 
received an MFA in Photographic Studies in 1978. In 1980 he moved into a loft in 
the Tribeca area of New York and began photographing performances and concerts 
at The Kitchen. He continued to pursue his own work which included painting, 
video and photography. For the past 15 years Kevin Noble has been making art 
and photographs that explore the role that culture plays in conflict situations. He is 
a founder and member of the Culture & Conflict Group, a collective of artists who 
have organized a number of exhibitions on this theme.

NSK STAAT LIPSK (DE)
NSK STAAT LIPSK (Lipsk being the ancient Sorbian name of Leipzig) was for-
mally founded in the wake of the 1st NSK Citizens’ Congress and began strategic 
activities in 2011. Consisting of an ever-expanding network of NSK State inspired 
artists,writers, cu- rators and a motivated supporting network, the group produced 
a number of exhibitions and events (including, but not limited to, NSK-related 
themes and subjects), eventually culminating in the massive 1st NSK Folk Art Bi-
ennale in Leipzig in April 2014.

Charles Lewis (US)
Charles Lewis has been an NSK State citizen since 2001.  He operates as an NSK 
State diplomat in New York, and frequently speaks at art and diplomatic events 
including events at NADA, MoMA, Morbid Anatomy Museum, e-flux, and the Cul-
ture Day celebration of the Slovenian mission to the United Nations.  When he is 
not engaged in his duties as a citizen he is a financial software developer and also 
has a self-published novel, Cappadocia.

NSKNY & THE NSK STATE RESERVE (US)
NSKNY is a New York based organization for NSK State citizens and others in-
terested in the works and philosophies of the Neue Slowenische Kunst collective. 
Established following the First NSK State Citizens’ Congress in 2010, NSKNY has 
been responsible for organizing a number of citizen events, as well as cultural 
outreach to other New York organizations such as MoMA, NADA, and the Morbid 
Anatomy Museum. The NSK State Reserve is the New York-based organization 
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responsible for the NSK State banking system, including the production and dis-
tribution of NSK State Kroner (colloquially, N$K, or Fiats), and N$K-denominated 
bond issues.

NOËL O’CALLAGHAN (IE)
Noël O’Callaghan graduated from UCC with a degree in English and History. She 
worked as a professional actor and in the mid 1980s moved to Berlin. There she 
worked in theatre, music and painting. She has exhibited widely and her work is 
in private and public collections. In 2005 she was awarded her present studio by 
the Ministry of Culture of Berlin. Drawing is an important aspect of her work and 
she posts a daily sketch at: www.facebook.com/noel.ocallaghan.77. She is 50% of 
the pscho-folk combo t3r- r0rk3lly.

MAURICE O’CONNELL (IE)
Maurice O’Connell was an Irish artist and performer whose practice questioned the 
role of contemporary art in society. In the 1990’s he undertook a series of projects 
with cultural institutions exploring the role of the audience in cultural production. 
He worked across theatre, installation, and site specific performance in Irish and 
international contexts. He completed residencies in Ireland, France, Britain, the 
Netherlands and the US, and in 2013 was appointed creative associate with the 
Northumberland based performing arts company Novemberclub. A long-time NSK 
collaborator, he passed away in 2018.

ALAN PHELAN (IE)
Alan Phelan studied at Dublin City University and Rochester Institute of Tech-
nology, New York. His practice involves the production of objects, participatory 
projects, curating and writing. These all inform, combine and contribute to an 
interest in the narrative potential surrounding an artwork. This can be exploited or 
explored from actual and historical events, ideas, things and places as well as their 
fictional counterparts. Working in the museum and archive sector has shaped this 
approach somewhat but more as a counterpoint than agency. Exhibitions interna-
tionally include Kunstmuseum Bonn; Detroit, Stockholm; Treignac Projet, France; 
BOZAR, Brussels; Whitney Museum of American Art, New York; Chapter, Cardiff; 
ŠKUC, Ljubljana; Feinkost, Berlin; SKC, Belgrade; OK11, Helsinki; Eastlink Gallery, 
Shanghai; Galería Del Infinito Arte, Buenos Aires. In Ireland exhibitions include 
IMMA, Golden Thread Gallery, Belfast ; mother’s tankstation, Dublin ; MCAC, Por-
tadown; Limerick City Gallery of Art , and Solstice, Navan; Glucksman Gallery and 
The Black Mariah, Cork. Screenings include Videonale.15, Bonn; Kevin Kavanagh 
Gallery; ÉCU Film Festival, Paris; Cinesonika, Derry and the Cairo Video Festival. 
Public art projects include projects for Dublin City Council, Dun Laoghaire Rath-
down and the Department of Communications. Curated exhibitions at the RHA, 
Farmleigh Gallery, Project, Dublin. His work is represented in the collections of the 
Irish Museum of Modern Art, Limerick City Gallery of Art, The National Self-Por-
trait Collection and several private collection.
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AVI PITCHON
Avi Pitchon, born 1968, is an Israeli writer, curator and artist living and working 
in London and Tel-Aviv. Holder of an NSK State diplomatic passport since 2003, 
he has since fulfilled his duties to the state by curating the first NSK retrospective 
in the Middle East (The Israeli Center for Digital Art, 2010), participating as del-
egate in the First NSK State Citizen’s Congress (Berlin, 2010) and other activities. 
His book about the Israeli counterculture of the 1980s is out in Israel and Germa-
ny.

DAVID K. THOMPSON (US)
david K. Thompson is a native New Mexican artist working in print, installation 
and photography, an independent curator, and an art historian concentrating on 
20th century Central and Eastern Europe. He currently lives in New England, 
where he also catalogues works on paper at the Yale Center for British Art. david 
K. has participated in many NSK State-related exhibitions and symposia including 
NSK Passport Office (MoMA), New York, NSK Folk Art (Škuc), Ljubljana and the 
1st NSK State Folk Art Biennale in Liepzig.

DARN THORN (IE)
Darn Thorn (1975) was born in Sligo, Ireland and holds a MA in Fine Art from 
Monash University, Australia. He has lectured and taught Photography in Bristol, 
Dublin and Melbourne. He has exhibited in Australia, China, Ireland, The Nether-
lands, Norway & the UK. His work has been published in Photofile and The Age 
(Australia) and included in the book 36 Exp. published by the University of Man-
chester. He was a studio holder at Spike Island, a Center for Contemporary Art and 
Design in Bristol, UK (2010-13). In 2014 he was resident at Fire Station Artists 
Studios, Dublin and Malakta Art Factory, Finland. Recent exhibitions include Bris-
tol Biennial (2012), EXPOSURE - FORMAT International Photography Festival, 
Derby, UK, (2013). and Foundation 14, Offaly, Ireland (2014). He currently lives in 
Cork, Ireland and holds a studio at Backwater Artists Group.

TANJA RAVLIc (HR)
Tanja Ravlić was born in 1977 in Split, Croatia. She graduated in painting at the 
Accademia di Belle Arti in Rome in 1999. She completed her postgraduate studies 
at the Institut fuer Kunst im Kontext the UdK Berlin in Berlin in 2005. Since 2000 
she has worked as an professor at the department of painting and sculpture at the 
Art Academy in Split and as a Scholar of the Ministry of Science and Technology 
for postgraduate studies in Berlin. She has participated in numerous exhibitions 
and festivals at home and abroad (Split, Zagreb, Osijek, Dubrovnik, Rovinj, Umag, 
Sibenik, Vrsac, Novi Sad, Berlin, Essen, Paris, Creteil, San Paulo, Albacete, Bolog- 
nia and Turin).

FLORIAN SCHAURER (DE)
Florian Schaurer was born in 1982 in West Germany and is a political scientist, 
philosopher and religious scholar with degrees from the universities of Heidelberg, 
Zurich and Oxford. A practicing artist working in print and installation, he exhib-
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ited a large photographic work and a custom-made rubber stamp at the 1st NSK 
State Folk Art Biennale in Leipzig in 2014.

BERTHOLD SCHYMURA (DE)
Berthold Schymura was born in 1966 in Tübingen, Germany, and currently lives 
and works in Stuttgart. He is a Social Worker, Magi- cian, Magic Therapist, Artist, 
NSK-cititzen, Spectre-Party Member. His project, featured in the 2nd NSK State 
Folk Art Biennale„ Malewitsch der Woche“ (Malewich of the week) involves creat-
ing a picture of a Malewich-Cross (made from black iron beads) every Sunday on 
the Facebook page with the same name. The project is ongoing.

ANDRE STITT (UK)
André Stitt was born in Belfast, Northern Ireland in 1958. He stud- ied at Ulster 
Polytechnic and Belfast College of Art & Design, Ulster University 1976-1980. From 
1980-1999 he lived and worked in London increasingly travelling and making 
work internationally throughout the eighties. In 1999 he moved to Wales to take 
up position as Subject Leader and Senior lecturer of Time Based Art at Cardiff 
School of Art & Design, UWIC. He is currently Professor of Fine Art at Cardiff 
School of Art & Design, Cardiff Metropolitan University, and a Fellow of the Royal 
Society of Art. Working al- most exclusively as a action-based and interdisciplinary 
artist from 1976-2002. Stitt gained an international reputation for cut- ting edge, 
provocative and politically challenging work. A predominate theme in his artis-
tic output is that of communities and their dissolution often relating to trauma, 
conflict and art as a re- demptive proposition. His ‘live’ performance and instal-
lation works have been presented at major museums, galleries and sites specific 
throughout the world. Although Stitt’s reputation was founded on his international 
career as a live artist, he trained as a painter in his home town of Belfast. His re-
cent works over the past ten years are the result of his re-focusing on the materi-
als, pro- cesses and performance of painting. His recent painting work conveys a 
tangible sense of physical and spatial tension; captur- ing the surface world and 
the abstract or cognitive one behind it. In 2008 he was awarded a major Creative 
Wales Award to develop his painting practice and has since radically changed his 
output to painting.

Sz.BERLIN (“UK”)
Sz.Berlin is a London-based sound/art project formed in 2007. It draws inspiration 
from the history and iconography of the DDR and the Warsaw Pact, plus related 
German and European histori- cal, cultural & ideological sources. These ambiva-
lent materials are used as a prism through which to view contemporary political 
and military developments and to interrogate established histori- cal and ideo-
logical narratives. Sz. Berlin’s soundscapes are often constructed using both voice 
and machinery samples derived from DDR/Warsaw Pact archive material and also 
material from Yugoslav archives. Its members have a long-standing knowledge of 
the history and military technology of the Cold War period and also plan to make 
use of NATO archive material and themes.
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ENEMY TONE (US)
Enemy Tone is an Indigenous Native American noise duo based in Albuquerque 
New Mexico, United States. Enemy Tone consists of Kenneth Cornell an enrolled 
member of the Hopland Band of Pomo Indians and Christopher A. Acevedo of the 
Yaqui Nation. Both members are also citizens of the NSK. Our focus is improvi- 
sational electro-acoustic music, audio collage, and soundscape. Originating in 2010, 
we have been hosted in performance spaces, galleries, nightclubs, and private insti-
tutions. Enemy Tone has shared billing with bands such as Legendary Pink Dots, 
Dead Voices on Air, Z’ev, members of Acid Mothers Temple, Scott No- body of 
Psychic T.V., and Peter Conheim of Negativland. Recent performances include NSK 
Dachas 2013, 2014, and 2015 at the Albuquerque Press Club in collaboration with 
David K. Thompson. Additional performances include Spirit Abuse Performance 
Gallery 2015, hosted by artist Raven Chacon and, the National Hispanic Cultural 
Center in the Roy E. Disney wing, in the Wells Fargo Theater 2015.

TLO (THREE LETTER ORGANISATION) (IE)
The work of TLO is primarily concerned with appropriating re- dundant cultural 
narratives and rituals and transforming their sig- nificance through artistic pro-
cess. TLO works outside the gallery system to create site-specific work that invites 
participation in new forms of cultural exchange. TLO is a common acronym for 
three-letter organization, of which Ireland has many, which utilise political and 
paramilitary imagery to make an explicit political, social and cultural engagement. 
This work can be lens based or screenprints and is primarily flyposted throughout 
Ireland and London.

ROSE VIDAL (FR)
Rose Vidal was born in Paris, France in 1997. Her interest in art theory and prac-
tice led her to study literature, philosophy and history before attending art school. 
This need for cultural awareness and reflection found deep resonance in the work 
of NSK. As part of her research she got in touch with NSK and was granted a 
Diplomatic Passport in August, 2015 after a meeting in Ljubljana, Slovenia. She 
is currently studying in Paris and working on her own artistic production, exper-
imenting with various techniques, from painting and engraving, to stained-glass, 
and film making.

SYMPOSIUM FILM PRESENTATIONS - BIOGRAPHIES

Johnny Gogan (IE)
Johnny Gogan is writer-director of fifteen shorts, documentaries and fictions, 
including the award-winning feature films The Last Bus Home and Mapmaker. 
He runs his own company Bandit Films (www.banditfilms.ie est 1989) which has 
also been the producer/ development producer of his documentary and fiction 
work. In 1987 he was the founding editor for Film Base of Film Ireland/Film Base 
News magazine . He was a driving force in the early years of Film Base. In 2011 
he initiated Studio North West tv as a cluster of film companies in the Irish North 
West and as an online portal for these film-makers’ work. He was appointed to 
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the seven member board of The Irish Film Board/An Bord Scannán na hÉireann 
(2009-2012) and was instrumental in a re-shaping of the Board’s strategy in the 
face of the country’s financial crisis. His film Generate the State, was screened as 
part of the 2nd NSK State Folk Art Biennale Symposium.

Tom Flanagan and Megs Morley (IE)
Tom Flanagan and Megs Morley currently based in Galway, both received a BA 
Fine Art Sculpture at the Limerick School of Art and Design, before completing 
Masters in Visual Arts Practices in Dún Laoghaire Institute of Art, Design and 
Technology in 2008. Their collaborative work is shown in both film and gallery 
contexts. Most recently, they have been commissioned by TG4 – the Irish lan-
guage television channel – and the Arts Council of Ireland to create the short 
film Allagóirí Chumhachta (Allegories of Power) for national broadcast in 2016. 
They have recently participated in exhibitions, including: Still (The) Barbarians 
(2016), EVA In- ternational, Ireland; Irish Art Does Not Exist (2014), Station Inde- 
pendent Projects, New York; Agitationism (2014), EVA In- ternational, Ireland; 
Building on Ruins(2013), Cirrus Gallery, Los Angeles; Lucca Experimental Film 
Festival (2013), Tuscany, Italy; Labour and Lockout (2013), Limerick City Gallery 
of Art; Momen- tous Times (2013), CCA Derry~Londonderry; Guth Gafa In- ter-
national Documentary Film Festival (2013), Ireland; Peaks of Present, Sheets of 
Past (2013), Mermaid Arts Centre; Rencontres Internationales(2011), Centre du 
Pompidou, Paris, and Berlin (2012); A Series of Navigations (2012), The Model, 
Sligo; Post- Fordlândia (2012), The Good Children Gallery, New Orleans; Alchemy 
Film and Moving Image Festival (2012), Hawick, Scotland; Post-Fordlândia (2011), 
Galway Arts Centre. Public commis- sions include Aughty (2012), a feature-length 
film commissioned by Aughty Public Art Projects and Galway County Council. 
Thier film Memory in Stone, was screened as part of the 2nd NSK State Folk Art 
Biennale Symposium.
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The Burren Annual
The Burren Annual exhibition brings Irish and international artists working with 
diverse modes of practice to the Burren to engage local and visiting audiences. 
Inaugurated in 2004 it foregrounds Burren College of Art as a site for discourse 
and artistic engage- ment and prioritises the rural as a hub for building local and 
international creative networks.

Burren College of Art
Burren College of Art is an internationally recognised not-for-profit independent 
college specialising in undergraduate and gradu- ate fine art education. We offer 
artists and art students from around the world time, space and inspiration within 
the unique environment of the Burren. Our PhD in Studio Art, MFA in Studio Art 
and MFA in Art and Ecology programmes are accredited by the National Univer-
sity of Ireland, Galway and operated in associ- ation with the Royal College of Art, 
London and the School of the Art Institute of Chicago. Our undergraduate Study 
Abroad pro- grammes, Summer School and Artist Residency Scheme also recruit 
internationally. The College’s Residency, Alumni Residency and Emerging Irish 
Artist Residency programmes bring Irish and international artists to the Burren 
year round.
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