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OCBELUTAHE MAHACTUPA BOJNOBULA 1991,
3opaH JoaroBMh Mavak
(hoTo-penopTep Beyeproyx HOBOCTH

SANCTIFICATION OF THE VOJLOVICA MONASTERY 1991,
Zoran Jovanovi¢ Macak
photo-reporter Vecernje novosti daily newspaper
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The 6 PIJS exhibition, City Park Pancevo,
Aleksandar Bukvi¢, “The Mouse Family’,

6. MNJC, 1991, Tpaacku napk MaH4eBso,

The archives of the Contemporary Art Gallery Pancevo

apxuBa lanepwje caBpemeHe yMeTHOCTH MNaHueBa

Anekcangap byksuh, ,Mopoanua Mayc”

- ;E'

e

HBAHA MARPREZ WOHCHN HEHR

 BHIEHANE
AAHYEBA

B

ViBaHa Mapke3 ®ununnosuh,

ypeaHu1La 1 KyCToCKMHa [anepuje caBpemMeHe yMeTHOCTU,

KyntypHu ueHTap MNaHuyeso

SFENME

paAcka MaHudecTauwmja bujeHane ymetHocTH MaH4eBa Npeum NyT ce ogp>kana 1981. roauHe

nof HasnBOM [TaHYeBaYKa 1310K6a jyrocsioBeHcke ckyanrype — MNJC. 3a HOBOOCHOBaHY

CaBpemery ranepwujy LeHTpa 3a kyntypy ,Onra [eTpoB® (1976) w HeHe TafalHse
opranm3saTope: MuneHka Mpeaykor, 3opaHa PoTtapa, CBeTnaHy MnageHoB, kao v capagHuke: hopha
Josuha, Mpury Cybotuh, Anekcanapa bacuHa, otBopmna ce MoryhHocT aa ce lNaH4eBo Nojasu Ha
Manun CaBpeMeHMX YMeTHUYKMX [JellaBarba. YCnex je moCTUrHyT, a cBaku cnegehu MAJC y Majy
00BoAN Y MaHYeBO CBe BULIE EMUHEHTHUX M3M1arava, KpUtnyapa, capagHunka v yrneany nyonumky.
MaH4eBLM UMajy NPUANKY [a XMBe N0 Mecel, [aHa Y rpady YMEeTHOCTM 1 CKYNNType, WTOo je Koa
Hemanor 6poja MNaaux WM3HeApWIo >Kefby Aa ynuwy yMeTHWYKe akademuje. 3a peanusauujy
nocTaBkM KopuwheHo je BUWe n3naradkmx (CaBpeMeHa ranepwja, HapoaHu my3sej MaHuyeBa) u
Cno6oAHMX rpafckux npoctopa (yauLe, napkosu, Tprosu, acafe, o6ana peke). MpBa AeleHuja
pana MNJC-a ognie enaHoM 1 NOKPETAYKOM eHEPrrjoM.
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eflaH [,eo MOCTaBKe KOjy Cy YMETHULM NOKOHWUAW ranepuju

yCMeo je TPajHO Aa Ce 3afpXKu Yy TPaAckoM jesrpy v aa noaceha

Ha MuHyne MaHwdecTaumje (ckynntype Kocte borgaHoeumha,
Jbybomnpa enkosnha, MnaneHa MaprHkoBa, bpaHka Py>kunyurha,
3BoHUMUMpa CaHTpaya, JaHesa SleHacuja, Anekcanapa bykeuha).

1. MNJC, 1981, ucnpep Mpaacke 6ubnuoteke MaHyera,
Jbybomup [lenkosuh, ,KpeTarbe’, Mepmep, 67 x 115 x 130 um
apxuBa lanepuje caBpemeHe yMeTHOCTH MaHueBa

-

The 10 PIJS exhibition, in front of the City Library Pancevo,
Ljubomir Denkovi¢, "Mation’ marble, 67 x 115 x 130 cm, source
The archives of the Contemporary Art Gallery Pantevo

[}

JbubaHa hvHKyn

.. laHyeBayka 13noxx6a jyrocnoseHcke ckynntype (M1JC)
CBAKOKO je jefjaH Of HQj3HA4YAjHUjMX MEranpojekara Koju je pe-
Q/IM30BAH Y 0BOM rpagy Tokom gesete feuenuje. hophe Josuh
Je npBu Mehy KpUTNHapMMa Koju je Kpempao KOHLENT 0Be MAHU-
pecraymje. Kachuje je ymetHuyku ampextop [MJC-a buo Casa
CrenaHos, a notom CeBetnaHa MiageHos.

bujeHanHor KapakTepa, 0Ba MaHUGeCTaumja je, Kao jeamH-
CTBEHO HQ NPOCTOPY OHAALUHEe JYrociasuje, y jeqHoM BEIMKOM
3anery eHepruje, uAeja v KOHTAKATA QHMMUPGIQ  BEe/IMKU
6p0j peneBaHTHUX YMETHUKG u KpuTnyapa. [lpeacrasmwajyhu
CKY/INTYPY BE/IMKOr (hopMaTa 3a C/10004HM NPOCTOP, a/iv U
OHY ranepujckmnx ammeH3uja, llaHYeBayka n3aoxoa je Takohe y
JeaHoM BE/IMKOM JIYKY MpeLusna Nyt 04 n3/ioxbe-CHUMKA CTaHa
Ha TepeHy [0 BP0 aMOULMO3HMX KPUTUHAPCKUX 1300pa Koju
cy npatwau ogpeheHe eHomeHe y 0BOM Menujy v HeroBum
rparudHnmM nossmuma. Of 1991, ca pacrniagom Tutose Jyrocsiasuje,
[TaH4eBaYKa U310K6a CKYANTYPE je CYXKEHT HO My TEPUTOPU)Y
npeoctasne [oMoBUHE, Aa 6u 1996. 6maa YyCTAHOB/bEHA KAO
TpujeHasIe ca HOBOM KOHUENUUMjoM 1 amMbuumjom Aa npepacre y
MehyHapPoaHY MaHugecTaumjy. Y MehyspemeHy, TOKOM npoTexse
Be fJeleHuje, ¥ cam Mojam CKYANTypa AOXMUBEO je 030u/bHe
npomeHe, na je usnoxéa npupeheHa 2000. ,Ceqam Te3a HoBuje
cpricke ckynntype’, pag /inanje Mepernk v CeetiaHe MiageHos,
riocseheHa CBOjeBPCHOM KPDUTUHYAPCKOM Pe3UMMpParby rpeheHor
nyra, €a 0CBPTOM HA MPOLLUMPEHO 0/be 0BOI Meauja v HeroBa
MpoMerbeHa 3HaYersa...

Ml T

-n
Ihl.

CeeTnaHa MnageHos

.. [anepuja je ybp3aHum Kopaumma rpabuia ka Jjyrocsio-
BEHCKOj ahupmaumm Hemy joj je nocebHo gornpuHena llaHye-
BAYKQA M3710)K00 JYroC/IOBEHCKE CKY/INTYPE K0 3HAYajHa cMOTpa
JYroc/ioBeHcKe aactmyke YMeTHOCT W Kao jeaHa o4 Haj-
YINeHMUX JIMKOBHMUX M3/10)K0m. OCHOBAHG je 1981. roamHe u
HaCTaBWIa A4 QYHKUMOHMLLIE KAO BUjeHaIHa 3aK/bYYHO ca 1993.
roanHom ga bu ce 1996. TparHcgopmucana y TpoujeHane, a 2000.
MOHOBO 0r71aCKU/1a Ko bujeHarne...
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PEKPETHULY Y HaYMHy OfpXaBarba MaHuecTaumje
Hamehe KpW3HW Mepuon AeBefeceTuX Koju y3pokyje
pacnaj Tagallkbe 3emsbe - Jyrocnasuje.
BujeHane ymetHocTn PE/IALVIE 2000 6vo je v3noxba
33 HOBY KOHUENUMWjy paga 1 pa3maTtparbe caBpeMeHe yMeTHOCTU.
lpojeKar je CBOjy BM3ypy W CBOje MHTepecoBake NpoLmpro ca
CKYNNTYPe Ha rpoLLIMPEeHo o/be YMeTHOCTH N NOYe0 Aa pa3MaTpa
CBe yMEeTHWYKe PafoBe KOju BOAe AMjanor ca npoctopoM, 6es
063vpa 0 KaKBOM je MaTepujany uav Meaujy ped (MHCTanauuje,
06jexTn, oTorpaduje, BUALO, ANrMUTaNHA YMETHOCT, MPOCTOPHE
VHTepBeHUuje..). Ha3uB ce npomeHno ca bujeHana ckynnType
y bujeHane ymetHoct. Ca jyroc/ioBeHCKe YMETHMUKE CLeHe
MaHuecTaumja ce NPOWMPKNA Y MHTEPHALMOHAMHY U3NOXOY
BM3YeNHMX YMETHOCTW. Ha 0Baj HayvH Hawna ce y CamMoM
BPXY CBETCKMX MaHW®decTaunja HOBMX TPEHOOBA JIMKOBHOT
CTBapanalwTsa.
Kpo3 capagry Ca yMeTHMUMMA Ha MaHudecTaumjn
CNpoBOfE Ce aKBM3MLUMje 3a HajaKTyelHWja yMeTHWYKka [ena.
®uHaHcnjcka nogpluka Penybnvke Cpbuje n papna MaHyesa

OHTVHYWTET MaHudecTauvje ce He

npekvaa, OCHOBHW O06MUM  peanw-

3aumje ncTK cy, JOK Ce Pa3HOBPCHOCT
BMAM Y MPUCTYNMMA U KOHLENTUMA Pa3INYnTUX
ypenHvika w cenektopa. CBako GujeHane vMa
CBOje M3[akbe — KaTaor Koju je y noyeumma 6mo
CKPOMHMjer obuma, fia 6w ¢ BpeMeHoM [06u1jao
[BOje31YaH, a NOHEeKa[ W BULLIEje3NYaH KapaKTep
MoHorpadckor nsrnesa.

Mpornawerse 19. bujeHana yMeTHOCTH
CMPT  YMETHOCTW, >XUBEJIA YMETHOCT!
33 Hajbo/by M3Noxk6y 2020. roguHe y Cpbuju,
npeMa MULLIbersy Kputudapa y nucty loamtuxa,
notephyje Aa je BujeHane ymMeTHOCTM U fAarbe Y
BPXY HajyTuuajHMjux Manmndectaumja y Cpbuju.

Osoroguwtbe jyobunapHo 20. Bujenane
YMETHOCTV  paguHepujamMaHacTip  nocseheHo
je Temu jeIMHCTBEHO] 3@ HALW rpad, a Moxe ce
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Kulturni ceniar Bandeva /
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Galeria savremene umed noasti | “

omoryhasa MpoayKUWjy YMETHWUYKMX pafoBa Koju Cy paheHu carnenati v Kao rnobanHo nutarbe. Mo3nBa Hac

eKCKMY3MBHO 3a MaHudecTauujy, Te Ha Taj HauMH NocTajy Oeo e o Ha pa3MuLbatbe 0 MaTepujaiHUM U OyXOBHUM

Konekuuje.

16. bujeHane Jluruje BpemeHa [JOKYMEHTW 1981-2012,
AOHOCK 3Ha4ajaH peTpOoCneKTMBHW npernes noMohy Kojer cmo
ce MOACETUNV YMETHUYKMX [ellaBarba U CBMX YYeCHWKa Kpo3

INEE YIEMBna

BpeAgHOCTMa N HNXO0BNM penaumjaMa.

31, oktobar-
27. novembar
2020.

BpeMe: Joxxed Hah, Tommcnas MetepHek, Hukona Llado, Pryapa DOKUMENTI 1981-2012...
[ukoH, Kocta Borganosuh, Mphar bajvh, Henan AHppuh, Bepa
CreBaHoBuh, Lkapt, WMBaH [pybaHoB, CredaH ApceHujesuh,
Corba Bykuheswh, KatapuHa 3pjenap, CuvHunwa Wnuh, Janes
JaHwa, Bnaman Jonep, bopwuc LWpwrbap, Anekcanoap bacuH, & ' i TR —
CnaseH Torb, Hebojwa Bununh, Acja Manauh, CreBaH Bykoswih, 3 : n .

3opaH Epuh, Urop AnTuh, danuvjen bupeH, dejan Aumutpujesnh, g - @
Kura Kapmx...

wiarw Kulturnicentar PANCEYLrS
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\/AHA MARREZ FILIPOVIC

gy
[ [ ]
| | —
i he manifestation of the art biennial in the city of Pance-
! vo was held for the first time in 1981 under the title
Pancevo Exhibition of Yugoslav Sculpture - PIJS. The

\/AHA MARREZ FILIFOVIC

FPROGCRAMME EDIMTOR ARD CHRATOR

OF THE GALLERY OF
CONTEMRPORARY ART
CULTURAL CEHTRE PAHCEVO

then newly founded Contemporary Art Gallery ,Olga Petrov”
(1976) presented an opportunity for its program editors Milenko
Prvacki, Zoran Rotar and Svetlana Mladenov, as well as for their
collaborators Borde Jovi¢, Irina Suboti¢ and Aleksandar Basin, to
put Pancevo on the map of contemporary art events. After initial
success, each of the following PIJS events, whichwere held every
May brought to PanCevo an increasing number of distinguished
artists, art critics and collaborators, as well as eminent visitors.
Citizens of Pancevo were thus presented with the opportunity to
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live for @ month in a town of art and sculpture. As the result, a
significant number of young people were inspired to enroll in art
academies. Multiple gallery venues (such as the Contemporary Art
Gallery and the National Museum of Pancevo), as well as open ur-
ban spaces (streets, parks, city squares, facades and river banks)
were used for the exhibitions. The first decade of the PIJS’s exist-
ence was characterized by an uplifting spirit and dynamic energy.

ome of the exhibited artworks were donated to the

gallery by the artists, and these became a permanent

part of the town centre cityscape thus reminding us
of past manifestations (sculptures by Kosta Bogdanovi¢, Ljubom-
ir Denkovi¢, Mladen Marinkov, Branko RuZici¢, Zvonimir Santrac,
Janez Lenassi and Aleksandar Bukvic).

—_— Ny e —
i i

I
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Ljiljiana Cinkul

The Pancevo Exhibition of Yugoslav Sculpture (P1JS) is cer-
tainly one of the most significant mega-projects that were real-
ized in this town during the 1990s. Dorde Jovi¢ was the first art
critic to create the concept of this manifestation. Later, the art
director of the PIJS was Sava Stepanov, and afterwards Svetlana
Miadenov.

This manifestation of a biennial character, quite unique
in the ex-Yugoslav region, succeeded in attracting a large num-
ber of distinguished artists as well as art critics by virtue of its
highly dynamic enerqgy. This exhibition in Pancevo showcased
large-format sculptures for open spaces as well as those suitable
for gallery venues. It developed in a wide arc from an exhibition
providing an overview of the existing state of affairs in sculpture
to a collection of very ambitious art critics’ selections exploring
specific phenomena within this medium and its bordering fields.
From 1991 onwards, Tito's Yugoslavia having disintegrated, the
Pancevo exhibition of sculpture was limited to a small territory
of then existing Yugoslavia, but in 1996 it was reestablished as
a triennial with a new concept and the ambition to become an
international manifestation. In the meantime, the very notion of
sculpture experienced significant changes, and therefore a new
kind of exhibition concept was formulated in 2000. “Seven The-
ses for New Serbian Sculpture” by Lidija Merenik and Svetlana
Mladenov was dedicated to a certain kind of critical retrospective
concerning what had been achieved, and it brought into focus the
expanded field of this medium and its transformed meanings..

[}

T
-

Svetlana Mladenov

The Contemporary Art Gallery quickly received an affir-
mation of broader recognition in the Yugoslav context, especial-
ly owing to the Pancevo Exhibition of Yugoslav Sculpture, which
became an important rallying point for Yugoslav sculpture art
as well as one of its most prestigious visual arts exhibitions. It
was founded in 1981 and continued to function as a biennial
until 1993. In 1996 it transformed into a triennial, then in 2000
reemerged as a biennial.

he turning point occurred during the 1990s period of cri-
sis caused by the disintegration of our former homeland,
Yugoslavia, which transformed how the manifestation

was realized.

The art Biennial RELATIONS 2000 was the exhibition that
promoted a new working concept and reexamination of develop-
ments in contemporary art. The project expanded the exhibition’s
perspective and its interest in sculpture to the expanded field of
art. It started to take into consideration all artworks that are in
dialogue with the spatial dimension, no matter what material or
medium they use (installations, objects, photographs, video, dig-
ital art, spatial interventions, etc.). The title of the manifestation
has changed from Biennial of Sculpture to Art Biennial. It has ex-
panded its scope beyond the Yugoslav art scene and became an
international exhibition of visual arts. In this way, it managed to
rise to the top of world manifestations that present new trends
in visual art.

Kocta borgaHosuh, ,MHroT I, yenuk,
182 x 50 x 38 UM, 1991, nHB. 6p. 58
Kosta Bogdanovi¢, “Ingot I,

steel, 182 x 50 x 38 cm, 1991, inv. no. 58

o Masda s

FAIEPR, 11008

[T



220 30y 0 ¥ouaas Ay3LSyHHOWAYIHIZEY

E20 27Yd 0 H01335 AH31SHHOWAHEHIEIE

REFIHI/ERY : e — S = i : : - - : REFIH | ERY &
he continuity of the manifestation remains unbroken,
and the basic forms of its realization remain the same,
while its diversity is evident in approaches and concepts
of different program editors and selectors. Each biennial has its ] _
uring the manifestation, acquisitions of the most im- events and artists that had participated in the manifestation dur- - - own pulbllcat|on - a catalogue th_a.t was atfirst of a .smaller' §cope, _-".f’f“ N Y -
) . . ) . . . . E B but which over time became a bilingual and sometimes trilingual || N
portant artworks are realized in collaboration with ing the course of the previous three decades: Jozef Nad, Tomislav o } ' THE ARTCRITICS [OF THE
) . . : . . - publication of monographic character.
artists. The financial support of the Republic of Ser- Peternek, Nikola Dzafo, Richard Deacon, Kosta Bogdanovi¢, Mrdan - ) - _ ; =
! . . . ) o Lo The art critics of the daily Politika declared the 19™ Art Bi- DALY POLTIRA DECLARED 5
bia and the city of Pancevo facilitates the production of artworks Baji¢, Nenad Andri¢, Vera Stevanovi¢, Skart, lvan Grubanov, Ste- Al entitled DEATH TO ART LONG LIVEART the b bt TH -
specially made for the manifestation, and in this way, they be- fan Arsenijevi¢, Sonja Vukicevi¢, Katarina Zdjelar, Sinisa lli¢, Janez - _em;'a sntl.t € Hich ’ﬁ hat th t € ‘e|5t ex.| tion THE 15 ART BIERHIAL L|
come a part of the collection. Jansa, Vladan Joler, Boris Sribar, Aleksandar Basin, Slaven Tolj, n :fr lain 202:3' whie .cfclm rmsi t at; € B{enm‘a reta|‘ns top [ EHTITLED DEATH TO )
The 16™ Biennial, entitled Lines of Time DOCUMENTS 1981- Nebojsa Vili¢, Asja Mandi¢, Stevan Vukovi¢, Zoran Eri¢, Igor Antic, ranking among the most influential manifestations in Serbia | AT, LOHLD LIVE AT
2012, represented an important retrospective overview of art Daniel Buren, Dejan Dimitrijevi¢, Ziga Kariz, etc. (|
P P P : : & - = his year's jubilee 20™ Art Biennial refinerymonastery is 5 | THE BEST E-HBTIOH 1
dedicated to a topic that is unique to our city and which (] IH =ERBIA IH 2020, [
can also be seen as a global issue. It invites the audienc- O WIHICH COFHFIRMS THAT '
. es to think through material and spiritual values as well as their [ THE BIEHHAL RETAHS |
e interrelations TOP RAHRIHG AMOHS
.[vjaroHana 3a gujanor’, ! |
AIpBO, OFNeAano 7 Kom, L THE MOST IHFLLEHTIAL |
2004. We. bp. 268 | - NMAHFESTATIONS IH SERBIA.
ca noctaske y fanepwuiju { . |
caBpeMeHe YMeTHOCTM Ha - - I -
11. BujeHany BU3yenHux YD Reameh e
yMeTHocTM BPEIHOCTY bty m— =
Daniel Buren,
‘Diagonal for Dialogue’,
wood, mirror 7 pcs,
2004, inv. no. 268
from an exhibition at the
Gallery of Contemporary Art -l | J
at the 11" Biennial of Visual
Arts VALUES
| I T 2 r ! e e e ) — ! = B
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BaXkaBajyhu MCTOpWjy aBaHrapAHWx nocTynaka,

KOjWU Cy MOCBEAOYMIN [a Bpeau WHBeCTMpatu

y Bu3apHe ¥ 3a4ydHe KOHUeNTe U MOoAyxBsarte,

20. bujeHane ymeTtHOCTW Yy [laH4eBY TeMaTCKu
je  WMHCNUpKMCAHO XWMBPUOHUM  (PEeHOMEHOM KOju OAC/IMKaBa
MKOHWYaH M Han3rnep KOHTPacTaH, XOPU30HTaNaH 1 HernocpenaH
Cy>kunBoT PadumHepuje Hadte n Manactnpa Bojnosuua, dwja
MeNy3aBMUCHOCT Yy 3aBWCHOCTW Of [MefuwTa, MOXe 6uUTK
CMMOMOTMYHA WX KOHMAMKTHA. YMeCTo fa Ce UHCnvpuLe
ONWTUM N [EeKOHTEKCTYaNM30BaHWM KOHLENTUMa, Koju 6u
Gunn cnenu 3a HenocpeaHy CTBapHOCT W KOjU OKM COMCTBEHY
OArOBOPHOCT [Aefernpany HekoMm [pyroM BpemeHy, oBhe ce
MHCUCTMPa Ha CyodaBatby ca [laH4eBOM Yy CBUM HEroBUM
nocebHoCcTMMa Yy BpeMeHy cafallrbeM. KOHLenT je 3amuLLibeH
TaKo [a Y Bpeme JOMWHaLMje ekpaHa ca C/bOLUTeHUM C/IMKaMa,
NPOMOBWLLE JeMHCTBEH, FOTOBO Herno3HaT TPOAWMMEH3MOHANHK
TpaHcep CmMka CBOjCTBEH [laHyeBy. Y TOM  CMUCY,
pacdmHepujamMaHacTUp OLCTYMa Of OMLTUX KOHLenara, cyoyasa
Ce Ca JIOKaNHWM [aToCTUMa, UHCvpuwe ce [laH4eBoM ca
uM/beM da noMupy peanHocT W CnexkynatmBHY WUMarnHauujy,
He 61 1 nomMohy YMeTHOCTU OCBET/INO CTBAPHM W CUMBOMNYKM
CY>KMBOT M30/10BAHOT U YrPOXKEHOr MaHaCTUPCKOT KOMIIeKca
M MHOYCTPWJCKOr NOCTPOjerba, Koje Mako OMcTaje Ha MaprimHama
rpaga 3HavajHo Ha bera yTuye. bujeHane pacduHepujamaHacTmp
noBesyje 0OrpoMHy MH(MPACTPYKTYPY HA(THOr M racHoOr LeBOBOAA
KOjUM MpOTMYe ,31aTO 3eM/be’, Koje AMKTMpa CyabuHy CBeTa
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CYHHHBOT PADHHERPHIE, HA
HERAOALWFEO) TERPHTORHH
MAHACTHRFA, H MAHACTHRFA,
HA OAHAWFEO) TERPHTORHIH
FPATOHHEPHIE, HeH<OBA
ROHDO/HRTHA MPOwWNacT

H CANME HARZSNMEA
HMoaMHEbHBA CAOALFBOCET,
HHHE CE ~HBONHCHE EANIE
S OHO) MERPH Y =O0) JE
Mor9=A ROMaHHATHRPHRA
HoH<OBH~ CHMBEOMA.
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CEMNERUAIA BHRIEHANA
PAMBHHEPHJAMAHALCTHPRP
FELWLEFA HE TRPAMMRH Y
ERCHIOATAUAIA BHAOMBHEBON
H HEBHAO/MBHABON, BER

Y OHA YEMERPEHA HA
HAMEFE Y9METHHARA

ROH AN IPHHOCE
CTBEBAFPAEY AMNTERPHATHEA
H MEPONTH THEAREY
MOHAYREAH TIAPALA .

[aHaC MHOT0 BWLUE Hero paHuje, Kao 1 ,MPOTOK" LyXOBHOCTU.
Ha Taj HaumH lMaH4YeBO NpeacTaB/ba NOCeOHY Tauky y rnobanHoj
MPeXK1 MOKYyLLIaja reHeprcarba Kako (U3nyKe Tako 1 CMB0onyKe
pofate BpenHoCTW. Mornen Ha Kpajonvk CBeAOYM O CYXWBOTY
pyauMeHTapHWX 06/1MKa NOCTOjaka 1 TeXHOMOLLKe CTBAPHOCTY,
Tako pga bBujeHane padmHepujamaHacTUp He OOHOCK TOeHe
jeaHoj ol ABejy MoCTojenux CTpaHa, HUTKU CTUMYNULLE HKUXOBO
WrHOpKWCakbe, Hero ykasyje Ha huxoBe MehycobHe npehyTHe
M Y4eCTO HeCBeCHO YCTaHOB/beHe puTyane. Y HbUMa Tpaxu
0Te/NI0TBOPEerbe MUTakba WTa 3Ha4M BUTK JbyOCKo Buhe y Bpeme
n3owwTpeHe 6opbe 3a pecypcnma, y ,BPIOM HOBOM TEXHO/OLLKOM
CBETY', KOj1 M3HOBA Y3POKYyje paTose 1 MUrpaLmje, Kao 1 OHO Kako
Ce YMETHOCT 1 CBeT YMeTHOCTW, Kao LeBoBOAM Mo cebn, ogHoce
npema 6e3nyLHoCTM 1 oTyheHocTw.

pe Hero WTOo je HaMereHOo MCTUUAHY (ekonolwke w/
MNM eKOLEHTPYYHE) MPOTMBPEYHOCTM OBE MOMaso
HacunHe cumburose, bujeHane pacguHepujamaHacTup
pa3Matpa  XMBPUOHOCT  LyXOBHOCTU WU
HarnalWwaBa HWX0B rOTOBO HEpPacKMAMB ann 1 6aHanaH, amu
He 1 6e3a3neH CY>XMBOT Y [OMHAMWYHO Bpeme TexHOOLKe
33aBMCHOCTW W AWUTUTANHOT XyMaHM3Ma. Ca uM/beM 13 U3ByYe Ha

EKCTPaKTMBK3Ma,

NOBPLUMHY €HEepreHTe pPasMYMTOr KapakTepa, Of TOKCUYHOT [0
XPaH/bUBOT, pauHepujaMaHacTUp MCIUTYje Tanor CTBapHOCTU
M yYCNoBe HeroBor kopuwhersa Yy LWUPOKOM CNeKTpy Of
n3onaumje (CBOjCTBEHE MaHACTMPCKO] henujv) 10 MPOTOYHOCTY
(cBojcTBEHe LieBOBOAY). BujeHane paduHepmjamMaHacTup ykasyje
Ha CUCTeMCKe HeCaBpLUeHOCTV [Bajy MoCTpojerba, HeCBeCHMX
BaXXHOCTW LiefIHe, a Koja KoxabuTupajy, mpu 4emy CBaKo Ha CBOj
Ha4MH reHepuLle, TeXHOMOLLKE UK penrujcke, MonHe Uv Makse

MOhHe NpoToTMNe, NPOTOKO/e, LWabnoHe Ae10Barba 1 KoOeKCe.
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=0 BHEHAMNE SMETHOCTH,
HOBH 11ar

O HA Y MeERANFPOCTORYA
PAMHHEPHJAMAHACTHPA

njeHane pacuHepmjaMaHacTUp 0TBapa NWTaka aAa n

je 1 Kako je moryhe genosatu nsmel)y, U3BaH K NPeKo

AOMeHa MaTpuua, obpasalia 1 yCioBa Koju reHepuLLy
MaHacT1p v pauHepunja, CBAKo 3a cebe anu 1 3ajeHO, Te KaKo
paspelnT OAHOC OrpaHMYeHor napoxujanHor [efnoBarba U
He3aycTaB/biBe notpebe 3a 0TBOPeHOWNY W MHBEHTMBHOLLNY.
MpuspemeHe  ogroBope  bBujeHane  paduHepujamaHacTmp
MOXAa MPOHanasy y yMeTHOCTX Koja MoMUpYje ChnexkynatnBHy
MMarnHaumjy 1 TexHonorujy. Ako Beh Huje moryh oTknoH 6uno
04 OOrMaTV3Ma WK XunepKanutanusma, Moryh je yMeTHUYKK

npeanor y CMUCTYy CTBapaka jedHe MpuBPEMeHe pasfnke y
mefynpocTopy.

a jedHe cTpaHe, paduHepyrja 1 MaHaCTUP HOCe CHAXHY

BU3YENHY CUMOONUKY (M NIMKOBHY W 3HaYeHsCKY)

Koja He 0CTaB/ba MHOr0 NPOCTOPa 3a OTBOPEHOCT
nHBeHTVBHOCT. Caipyre CTpaHe, TOKCMHM KOje CTBapa paduHepuja,
CTAHOBHMLUMMA 1 noceTvoumMa [laHyeBa HEBMA/BUBKM  CY
HenpwjaTtesby joL OA NMpe nojase naHaemuje Kosna-19, npu Yemy
je HeKVM JbylMMa, CBe BpeMe, bor Hekakas HeBUA/bUBM NpUjaTesb.
inak, ymMecTo CcTuMynucara nactuia 1 GrHapHUX KaTeropuja,
0BOroAMWHa  cenexkunja bBujeHana  padpuHepujamaHacTup
pellerba He TpaXKW y ekcnioaTaumjyv BUA/bUBOT U HEBUASBUBOT,
Beh Cy OHa yCMepeHa Ha Hamepe yMEeTHWMKa KOju AONpUHOCe
CTBapatby antepHaT1Ba 1 NPONUTKBaHLY NOHYHeHKX napagnrMu.
[eHepauWjcku ¥ reorpackn pasHoIMKa cenekumnja yMeTHMKa
npeAcTaB/ba WHAOMPEKTHe OA4roBope W Mo3vuuje  yMecTo
OYUINeSHNX peLlerba.
Cy>nBOT pacuHepuje, Ha Hekagalh0j TepUTOpUM MaHacTupa,
M MaHacTvpa, Ha OaHallrb0j TepuUTopujn paduHepuje, HKnxosa
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KOH(IMKTHA  MPOWIOCT ¥ CamMO  Hau3red MNOMMP/bUBA
CafaLHbOCT, YMHE Ce >KMBOMUCHE CaMO Yy OHOj Mepu Y KOjoj
je Moryha KomBuHaTOpuKa HUX0BUX cuMbona. Ako je npema
peynma LJoHa PackunHa, xumBoT Be3 nHayCTpurje KpMBKMLA, @ XKMBOT
6e3 yMeTHOCTM OpyTanHOCT, ynpaBo Cy 06/MuUM YMETHOCTU Y
MaHacTVpy, a y OKBUPY paduHepwje, yKa3anm Ha To Aa yMeTHOCT
MOXOa MOXE YYMHWTW [da 0Baj Cnoj byde 6e360nHMju. Mnak,
MaKo HW patuHepuja HW MaHacTUp, Kao XWUMepKOHTPOMCaHe
KOHTEeKCTyanHe [aToCTW, He O0CTaB/bajy MHOMO MpocTopa
33 HeAWCUMNNMHOBAHY He3aBWCHOCT UM HEKOHTPOAMCaHy
VHOVBMOYaNHOCT, CceflekuMja yMeTHMKa Ha 20. bujeHany
yMeTHOCTW Yy [laH4eBy OCTBapeHa je y BWOY anTepHaTUBHOM
MOroHa CauMHEHOT U3 HEKONMKO Mef)yCOBHO NOBe3aHNX CeKTopa,
CBEA0YAHCTBMMA M KOMEHTAPMMa 0 TOMe [1a HW Y MaHaCTMpy Kao
CBETWHbM, YOBEK HuWje moluTefjeH 3eMasbCkor anu aa je Moryhe
Lenoeatu y Mehynpocrtopy.

»YITbeHUK N 3aTO4YEHUWTBO""

NefiaHo 13 NeCUMMUCTUYKOT YIM1a, CaBPeMeHK CoLmjanHo-

PeanUCTNYKK eeKTn HepyHKUMOHUCarba napagurme

pacdmHepujamaHacTUp BUA/bUBY CY Ha CIMkaMa Munuue
Py>xknumh, anv v Ha HeOBPLUEHO] aPXUTEKTYPY NPeACTaB/bEHO]
Ha cvkaMa JburbaHe LUyreBapuh, y KojUMa OHa KOHCTaTyje
HeMYKUMOHANHOCT napagurme  paduHepujaMaHacTMp  Kpo3
HeynenwaHy ayTeHTUYHOCT Kpajonvka. Of HayMHa Ha Koju
YMETHUUM y4ecTBYjy Yy npeobpaxajy ¢deHoMeHa, Kao u of
Ha4YMHa Ha KOjWU Ce OHW [OTU4Y eKoCucTeMa, 3aBuUCK TO [a
N Cy Ta caBnagann WUau je oH KX CaBnagac. Y ToM CMUCY,
pacdmHepujaMaHacTUp MCTOBPEMEHO YKasyje M Ha YrpoXeHOCT
4oBeKa, anu 1 Ha rberos noasur. Onmeep Pecnep KpuTukyje
eKCTPaKTMBIM3aM W 3aM1axe ce 3a fekapboHm3aumjy 1 NoCTHaTHY
eKoHoMU}y, AOK AfpujeH Yjxasun kyntusuLle reusy SCOBY aa 6u

1 Hacnos suaeo-pafa Onvsepa Pecniepa 13M0XEHOT Ha NMOYeTKy NnocTaBke y
buockony ,BojsoanHa“
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yCNoCTaBUAa jefHy anTepHaTVBHY OMOMOETUKY. TaHKy 1 KPXKY
NMHW)Y n3mehy 3abaBe 1 KOHMAUKTA Harnawaea 1 MyHa Mycu
nctnayhu ayry UCTopujy eputpejekmx MOMUTUYKKMX KOHrpeca
n QectnBana, yjeaHo apxusupajyhu gyry wctopujy 6opbe.
FbeHo npucycTBo Ha bujeHany ymetHocTw y laH4yeBy oMax je
HeKafallH0j, MUCTOPUJCKO] KaaHu ,ABUCMHM]A", Kao cumbony
NOKaNHor BpaTckor oAHoca npema HebenawTsy. Jupren OTc ce
nourpasa ready made yubeHVUMMa 33 y4ere CTPaHWX je3nKa
Tako Aa Ofi FoVIX CTBapa HOBM MO3aWK, K30 MOACETHUK HA HEOPOjeHO
MHOro KOMOMHauWja v BapwjauMja, M HUKaga HepaspelleHe
YKPLUTEHULIE KOje CTBapajy MHTepnpeTaT1BHM MehynpocTop, AoK
AHYK KpajTx0B ToN/berse rnevepa CBOAW Y paBaH CreKTaka.

»/13na3ak u3 noHopa“?

efaH Cexktop Ha bwujeHany ycnoctaB/beH je Ha OCHOBY

OTKpoBereM’, OOK Munmua MujajnoBnh KOMEKTUBHY Tpaymy
MpOy3pOKOBaHy  KOHMAMKTMMA  paspellaBa  (hOpMasiHoOM
exkctpasaraHTHowhy. Carba Adhjenkosuh Kpeupa peanHoct
13a PeanHoOCTU HaCwiHe CMMBKo3e patuHepuje U MaHacTupa,
Tako LITO je OpuMjeHTWCaHa Ka npojekumju y aaneky 6yayhHocT.
MHctanauvja  Wropa Cumuha  cnekynatmBHy — MMarnHaumnjy
Martepujanusyje Kpo3 KuyMy-06jekar, capKacTu4aH KOpeKTuMB
Kanutanusama. Mudmkasy MauyHe ce, ca noswvuuje noTnyHor
CTpaHua, ancypaHo Nourpasa ca U3peLyBIM 1 HeU3peLmBIM.

sMcTopuja yBek noumntse ca To6om*?

cuTyjyhu  rpaHMue  HoBe  Cy6jeKTMBHOCT — Ha
KOCOBCKOM TAy, Te cnywTtajyhv dukumnjy y peanHocr,
Jlyka LiBeTkoBuh 13B0AM BUMLLEAHEBHM NepthopMaHC
13 NepcreKkTvBe jegHor jarrbeTa. Mukona Puarb, YMeTHUK 13

-BORYC EHIEHAMNA E

HA MPERPAOH OH3HAHRO)

H OYe<OBH0) ManidsRd
HLTHFPARHABAHRON OAHOEA
HAYRE-TE~HO/ MO Hje-
SHdETHOCTH A UAMsEM OA
EROHOMERHA H AYe<0B8HO -
CTBOFPE MAr9=AO0ETH 34

EOAH HOBH ~OFPHA30HT
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MOryhHOCTV  yBauMBarba anTepHaTUBHOI HapaTMBa WA YKpaj1He, ykasyje Ha bp3nHy eckanvparba KOHhINKTa Kopuctehm anl=nlal=
ancTpakTHUX dopmu y noctojehe (HacunHe) Matpue. Me[ly3e ka0 MeTaopy Aa 61 YCnocTaBmo any3vBHU KPUTUYUKN i
[ToBpaTtak 04 AMIMTAIHOT Ka aHaflorHoOM MpucyTaH je kop AHe HapaTMB 0 paTHOj arpecvju. GparMeHT 3anafHnx GUIMoBa 13 {
ByjoBvh KOja MaHMOynMlle OpHaMeHTMMa Tako WTO [nY, noba XnagHor pata Ha upTexuma Hemarbe Hukonuha, upTaHu |
. : . . e |
FPeLUKy KOjy MpaBW MaluMHa, CUMyNUpa Y aHanorHOM Memujy, Ha LUTaMnaHoM MaTepujany 13 coumjanusma, faHac cy n3HoBsa u Y i Y V£
= — ) ) . = - = =~ "
< B a boromwyba ThokoBvha Bpeme MpPOBEAEHO Yy BUPTYENHO] CaCBMM HEOYEKMBAHO aKTYesHM jep Ce Y WX UHOAUPEKTHO YNKCYjy
S < & PeanHoCT BWULAEO-UTPULIE MPEBOAM Y PeanHoCT. YMETHOCT TpaHCakuWje Be3aHe 3a paT y YKpajuHu 1 wupe. AnexkcaHgap
~ (e
% >~ 2 KpeaTuBHO Koavparbe AnekcaHape JoBaHwh, ymeTHuUe Koja TopopoBrh KOMOWHYje enemMeHTe NPaBOC/IaBHe WKOHOrpadwuije
o -~
oN g S nonasu u3 cdhepe Hayke, U Hukone [lamjaHoBa, yMeTHUKA W3 ca eneMeHTuMa MaHu Jow-brow” unyctpauunje u non-
2w T
> £ Z % gaming VHBYCTpUje, MHCMUPUCAHK Cy MUHepanmnMa 1 ocunmma. Hanpeanu3ma, fok Mneme 20 n3naxe MopTpete npesasufeHmx
C 5 O “ . . .
s § ERs Kao pa cy Tanor 3emsbe v Tanor CyabwHe WCnpenneTeHu, ncmxosa’ CKynnTypanHa WHCTanauvja Berbka 3ejaxka ykasyje
X O © . . .
=o‘-{ i é z KprcTtnHa Trua MalMHCKO yvere NpriMerbyje Ha nlynTaBarbe Ha nopaxasajyhe edekTe Koje 6opba 3a pecypcmMma 0OCTaB/ba
~N E o ré; Tanora y wosbnum kade, ncnutyjyhm mMoryhHocTv kpeaTtvsHe Ha MUrpaHTe. 3abparbeHy MNacTMKy 3a jeAHOKPAaTHY ynoTpedy
2 g N é MHTepnpeTaLuje CTaTUCTUYKUX BepoBaTHONa. LloHaTaH MoHaxaH,, JeneHa Mwumh TpaHcopmulle U MHTerpulle y HOBe, CaMo
a s 2 .
== ,CyOBEP3NBHO KOMOWHYje CvKe CaBpeMeHOor KOH3ymepu3ma 1 Hawv3rnen 6e3asneHe, Waponvke Mpexe.
- O 4 © .
< < L e Lp>KaBe HaA3vpaka ca 6nbnnjcknumM crmbonMMa NoBe3aHWM ca
z 2= 5
s kS|
S5t —
E 5 Gé 2 Hacnos Bnaeo-paga LlonataHa MoHaxaHa Ha nodetky lanepvje Munopana 3 [leo HacnoB npojekTa Jlyke LiBeTkoBwha 13noxeHor y fanepwju caBpemeHe
= =
s 2 o5 bate Muixajnoswha. yMeTHoCTW Y MaHyeBy.
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~ACUCTEHT pacBeTe”*

epeTko, YMecTo [eCTpyKkuuje yMeTHOCT [0HOCK

TpaHchopmaumjy, ymecto budypkaLmje HeodeknpaHe

anujaHce, 6aw kao wWro 20. bujeHane ymeTHoCTM y
MaH4eBY He pa3aBaja WAEONOWKK paduHepujy 1 MaHacTvp Beh
je ycMepeHo Ha nojase y u 0 Mehynpoctopy. Ha npumep, Kao
antepHatmey llatpujapwnjy, brjeHane naje nNpocTop Ccapaphu
KofekTnBa MaTpujaplumja W NOKaNHOr yapy»kersa [NaHoHKe. 3a
0BO bujeHane yMeTHOCTM nepdOpMaHC 1 MHCTanaumkja AaHcKor
KonexkTnBa Xecenxont & MajnBaHr ornefanHiM  npuHLKUNOM
noBe3yjy peanHoCT ekcnnoatauuje QOCUIHMX TOpMBa  Ca
UNy3unjoM, Tpaxkehn pellerse 3a NPUPOLHKM Hecknad, a cse To Y
KOHTEKCTY CBeToCaBcke ABopaHe y MaHuyesy. MuneHko lNpBayku
y (POPManHoj BEPTVKANN KOMMpeCyje UCTOPWCKO U BK3YesHO
HaCWbe W HapylleHy paBHOTeXXY AyXOBHOr W MaTepwujasiHor,
cMBonmYkM cnajajyhn ,ropmeo” 1 ,MONUTBY", @ UHTUMaH OLHOC
Ca TexHoMornjoM ycnocrtassba KatnHka Manajmape. ,Jurutanym
ontap” Muta Bopaca otenoTeopere je cHa 0 TpaHcopMaumjny
TPaHCXyMaHo 6rhe Kpo3 auruTanHy cTumynauujy.

CpepacTBo 3a HapoaHo npocBefinBawe®

CTPaXKMBaYKM MPUCTYN OANMKYje YApyxere Kypc
(MupjaHa PapoBaHoBuh 1 Munow Munetuh) yujm
3axBaT MPOMNUTYje WCTOPUJCKN KOHTEKCT KyaType Yy
coumjanusmMy Ha npumepy nyTyjyhux nsnox6éwu. Ca apyre cTpane,
lapvja Meouh kao OUTUTaNHW MNPaKTUKAHT W UCTPaXkmBaY
,MPONuTYje OAHOC WM3MeNy perynaumje W nperosapakba Mohu
OMTUTANHON COMCTBA Y CaBPeMeHoj nHTepdejc kynTypu”. HaTawa
Kokwh 1 ToHn Macnunh, cBako CBOjUM BU3YENHWM U 3HAYeHCKIUM

4 Hacnos nepdhopmMaHca Koju je KaTuHka ManajMape 13Bena Ha 0TBapakby
BujeHana ymeTHoCT y MaHyesy.

5 Pedeperua Ha nybankaumnjy Yapyxera Kypc n3noxeHy Ha bujeHany
YMETHOCTW Y TaHyeBy.
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CPeACTBMMA, WMCTPaXKYjy OOPXKMBOCT W ynoTpebe CNoXeHWxX
cMcTeMa,  MHAMpeKTHo pedepupajyin Ha  eKCcTpoBepTHOCT
paduHepwje U MHTPOBEPTHOCT KOja OANMKYje MaHACTUIP.

3HOBa Ce MOCTaB/ba MUTake da nn je moryhe 4mtas

BeK MpoBecTV CaMo Y jeiHOM Kpajonunky v Aa v je

moryhe npeBasvihn HeroBa OrpaHMyerba  YKOMKO
cy OHa oppefleHa napagurMom  paduHepmjamaHacTup?
MefyTtuM, okonuHa [laH4yeBa caMO Ha MpBW Morfen Aenyje
MOHOTOHO, a 3aMpaBO 0Baj MPOCTOP CaApPXKu y30ya/bMBe 3anuce
KOCMWYKOT, Te0MOLWKOT, NPancTopujckor 1 NCTOPKMJCKOr Tpajakba
0 YeMy CBefo4M TekcT reorpada Cnobopara b. Mapkoevha n
eKOHOMUCTKMHbe JacHe ATaHacujeBuh. Morno 6u ce pehu aa je
YMETHOCT jeflaH MOryhv 13/1a3 1 OTKNOH 0f NPOBUHLMjaNn3aLmje
1 CMPOMALLTBA [lyXa Koje LWabnoHN ANCLUMNINHOBAMA Y MO3HATUM
OKBMPWMa HepeTKo npoBoumpajy. Vinak, HewwTo fasbe y katanory,
anm 1y nctopujckom Toky, Mjep danaHce npomMuwsba cumbrosy
rpafia 1 6ujeHana kao xogodalhe yuje je oapeamLLITe HEMO3HATO,
nctndyhu na 6m y brjeHany yMeTHOCT MOMIa YYUHWUTK CBE OHO
LWITO BUCMO MV BOMENN fa BepyjeMo [a YMETHOCT MOXKe YYUHUTU:
[aHacocnoboaw of CBakoAHeBHWX 6pwura, Aa npesasuhe rpaHuLe
Halle MallTe, Aa HaC MHCMMPULWE, O3 HaM NPY>XKW Hady, anv aa
(Mako 61 Morna) oHa To UNak He YMHKU'. MefyTUM, a Kako CBefo4M
TekCT TeopeTudapke bojaHe Martejuh, GujeHana ymeTHoOCTM Y
lMaH4eBy, CBOjOM TPAHCBEP3a/IHOM MaTepwujanHoLhy, esoumpajy
HOBa C(Tpem/berba W 3axTeBe Yy MO/by, Kao W ,M3BaH" Mosba
CaBpeMeHe YMeTHOCTW, Ha TakaB Ha4MH [1a Ce OHa He MOXXe BULLe
nocmaTpaTi (camo) Kao AWCKYP3MBHO MpoM3BedeHa KynTypHa
npakca, Beh Kao joW jefHa Yy HW3y MOPO3HMX MaTepujanHmx
06/1aCTH Koja fieNyje 1 Ha Kojy TpaHCBep3asHo Aenyjy xeteporeHa
noApydja, HWUX0BE COMCTBEHE MaTepujanHOCTV 1 NPOAY>KeLu:
ekonorvja, 6uonorvja u 0OMoeTMKa, dusmKa, AuruTanHe n
MHOPMaLIMOHe TexHosorvje, poboTrKa, aCTPOHOMM]a, MeAULIMHA

M TEHETUKa, pennrunja, 300/10rvja, MaTeMatunka utd. U
Ha Kpajy, dapko Bykuh cmatpa fa ,6unenanHo mysbe
PYMUHMParba KNacUYHOr Te1e010WKor, UMarmHapHor
1 KocMonowkor goraharba. MpojekTy cy Kao NoKpeTw,
NpOMeHe W pafHe Koje 4YMHe M3BeCHO Momeparbe
YHYTap nej3aka Koju npectynamo’.

CTaje Haga 0a je oBorodvWbe bujeHane

M3pa3 cHare Oa Ce W3Heapu LUenvHa y

KOjoj npeoBnafaBa OHO LWTO je [O06pO
YHyTap KoxabuTauuje pacduHepnjaMaHacTmp noHuke
Ha YepHO3emy, W [a/be Yy PUTY, Ha pPasIuyuTuM
XMAPOMOPMHAM 3eM/BULITMMA, HapOunMTO Yy Bpeme
M3pasnTe axkTyenHoCTW Tux napagurmun. lpe Hero
Ha eHepreTMUM WM MWHepanMMa cammM Mo cebu, Te
KOHTpONaMa v npenpekama Koju ux OKPY>XKYjy, a
n3mefly TamMHOr BMAajeTa W Oparor kamerba, (HOKyC
BujeHana je Ha npepaau (DW3MUKOj M AYXOBHO))
NoMohy MCTPaXKmMBaYKOr OAHOCA Hayke-TexHoMoruje-
YMETHOCTM Ca LIN/bEM [1a EKOHOMCKM 1 [1yXOBHO CTBOPE
MOryRHOCTM 33 jelaH HOBW XOPU30HT cflobofe.
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aking into account the history of the avant-garde

actions that have affirmed that it is worth investing

in bizarre and surprising concepts and endeavours,

the 20" Art Biennial in Pancevo finds the inspiration
for its theme in a hybrid phenomenon. It reflects the iconic and
seemingly contrasting, horizontal and close cohabitation of the
oil refinery and the Vojlovica monastery, whose interdependence
can be seen - depending on your point of view - as either
symbiotic or conflictual. Instead of being inspired by generalized
and decontextualized concepts - that are blind to the immediate
reality, and that prefer to delegate their responsibility to some
other time - the point here is to insist on facing Pancevo in all
its particularities in the present time. The concept of this year’s
biennial is conceived in such a way that it promotes - in times
of the domination of screens that transmit flattened pictures -
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THE COHABITATIONH [OF THE
REFIHERY, LOCATED IH

THE FORMER TERRITORY
OF THE MOHASTERY, g
ARD THE MOHASTERY, [
SITUATED IH THE CLHRREHT
TERRITORY OF THE
REFIHERY - AS WELL A
THEIR COHFLIETUAL PAST
AHD THER SEEMIHGLY
RECOHCILED PRESEHT

- AR BE SEERH A%
FICTURESOLE OHLY TO !
THE E~~TEHT TO WHICH THE |
COMBIHATHORY OF THEIR
=SYIMBOLS 1S PO=SIEBLE. ;
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REFIH!ERY

~THISYEARSSELELCTIOH [
THE REFIHERYMOHASTERY

BEHHAL DOOESHT SEER
SOLUTIOHS THAT Ee<PLOm
THE VIsIEBLE ARD THE
IHVYISIBLE, BUT THOSE
THAT ARE FOCU=ED

0N THE IHTERTIONS OF
ARTISTS T CREATE
ALTERHATIVES ARD
OLESTIHH PREARRAHLED
PARAOILM=.
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a unique and almost unknown transfer of images characteristic
of Pancevo. In this sense, refinerymonastery diverges from
general concepts, faces the local givens, and inspires itself with
Pancevo aiming to reconcile reality and speculative imagination.
It seeks to shed light - with the help of art - on both the real and
symbolic cohabitation of an isolated and endangered monastery
complex and the industrial facility which, although located on
the margins of the city, has significant effects on it. The biennial
refinerymonastery interconnects the huge infrastructure of
the oil and gas pipeline - through which runs the “gold of the
soil’, which, now more than ever, determines the destiny of the
world - as well as the “flow” of spirituality. In this sense, Pancevo
represents a special node in the global network of efforts to
generate both material and symbolic added value. Just observing
the landscape makes apparent the cohabitation of rudimentary
forms of existence and technological reality. Thus, the Biennial
refinerymonastery gives the advantage to neither of the sides nor
does it stimulates their mutual ignorance, but instead, it points
to their mutual undeclared and often unconsciously established
rituals. It seeks in them the embodiment of the question of what
does it mean to be a human being in the time of the intensified
struggle for the resources in the "“Brave New Technological World"
that continually causes wars and migrations, as well as the
one that concerns the way in which art and the art world - as,
themselves some kind of pipeline - relate to soullessness and
alienation.
he refinerymonastery biennial is less dedicated to brin-
| ging out the (ecological and/or eco-centric) contradictions
present in this slightly forced symbiosis, and much
more to exploring the hybridity of spirituality and extractivism.
It emphasizes their almost inextricable and banal, but also far
from innocent, cohabitation in the dynamic times of technological
dependency and digital humanism. With the aim of bringing to
the surface energy-generating products of various kinds, from

HaTawa Kokwuh, ,EHepreTckm (36yryjyhn) TyHen",
onoBke y 60ju Ha nanwupy, 56 x 76 um, 2021.
Natasa Kokic¢, “(Confusing) Tunnel of Energy’,
colour pens on paper, 56 x 76 cm, 2021

those that are toxic to the nutritional ones, the refinerymonastery
examines the silt of reality and the conditions of its usage over a
broad spectrum of instances from isolation (which characterises
the monastery cell) to flow (that characterises the pipeline). The
refinerymonastery biennial points to systemic imperfections of
both facilities - as they are unconscious of the importance of the
whole picture - and which, taken in their cohabitation, generate -
each one on its own - technological or religious, powerful or less
powerful prototypes, protocols, patterns of behaviour and codes.

THE =0™ ART BEHAHIAL, HEW
FRODUCTIVE FACILITY AsOUT
AHD IH THE IHTERSFPACE OF
REFIHERYMOHASTERY

he refinerymonastery biennial poses the following
questions: How is it possible, if at all, to act outside and
beyond the domain of matrices, patterns and conditions
that are generated - both independently and conjointly - by the
monastery and the refinery? How can the relationship between
limited parochial activity and the unstoppable need for openness
and inventiveness be resolved? The refinerymonastery biennial
finds some of the temporary answers in the art that reconciles
speculative imagination and technology. If the move away from
dogmatism and hyper-capitalism is impossible, then what is
possible is an artistic proposal in terms of making a temporary
difference.

On the one hand, the refinery and the monastery carry a powerful
visual symbolism (both pictorial and significational) that leaves no
substantial space for openness and inventiveness. On the other
hand, toxins produced by the refinery represent some kind of
invisible enemy to the inhabitants of Pancevo as well as visitors to
the city - as was the case long before the outbreak of the COVID-19
pandemic - just as for some people God represents an invisible
friend at all times. However, instead of stimulating pastiche and
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binary categories, this year’s selection of the refinerymonastery
biennial doesn't seek solutions that exploit the visible and the
invisible, but those that are focused on the intentions of artists
to create alternatives and question prearranged paradigms. The
selection is geographically and generationally diverse, and it
represents some indirect answers and positions instead of the
obvious solutions.

he cohabitation of the refinery, located in the former

territory of the monastery, and the monastery, situated

in the current territory of the refinery - as well as their
conflictual past and their seemingly reconciled present - can be
seen as picturesque only to the extent to which the combinatory
of their symbols is possible. Nevertheless, to use the words

KatuHka Manajmape, ,Cnet/baHe, Tpenhyhe, yckoBuTnaHe
Catinca Malaimare, “Clumsy. Blinking, Swirling Machines’,

MalwunHe", oBokaHanHu HD Buaeo, 10°03", 2021.
HD dual-channel video, 10'03", 2021

of John Ruskin, if life without industry is guilt, and industry
without art is brutality then the forms of art in the monastery,
as well as within the broader framework of the refinery, point
to the fact that art has the capacity to make the lack of this
connection less painful. Then again, although neither the refinery
nor the monastery as hyper-controlled contextual givens leave
much space for undisciplined independence and uncontrolled
individuality, the selection of artists for the 20" Art Biennial in
Pancevo is realized in the form of an alternative production facility
made up of several interconnected sectors - comprising witness
accounts and commentaries that refer to the fact that not evenin
the monastery - as a heavenly place - is anyone excused living in
earthly reality but that it is possible to act in the interspace.

[}

“Carbon and Captivity™

tarting from the vantage point of a pessimist, the

contemporary social-realist visualization of the non-

functionality of the refinerymonastery paradigm
is clearly visible in Milica RuZi¢i¢'s paintings. It is also present
in Ljiliana Sunjevari¢’s paintings depicting the effects of
rafinerymonastery paradigm malfunction through the unfinished
architecture. It is the manner in which artists partake in the
transformation of phenomena - as well as the manner in which
they concern themselves with the ecosystem - that dictates
whether they are in control of it or they are controlled by it. In
this sense the refinerymonastery simultaneously points to man’s
endangeredness and his achievements. Oliver Ressler criticizes
extractivism and promotes decarbonisation and the post-oil
economy, while Adrienn Ujhazi cultivates SCOBY fungus in order
to create an alternative poetics. Muna Mussie also emphasizes the
thin and fragile line between entertainment and conflict through
the long history of Eritrean political congresses and festivals
while archiving that long history of struggle. Her presence at
the Art Biennial in Pancevo is an homage to the former historic
restaurant "Abyssinia” as a symbol of fraternal relationship with
non-whiteness. Jurgen Ots plays with ready-made booklets for
parallel language learning thereby creating new collages out of
them as a reminder of countless combinations and variations
of never completed crosswords, while Anouk Kruithof ironically
reduces the melting of the glacier to the plane of the spectacle.

1 The title of Oliver Ressler’s video exhibited at the beginning of the exhibition in
the cinema "Vojvodina”

e et C—_—

“Out of the Abyss™?

ne of the Biennial sectors is composed on the basis

of the possibility of inserting an alternative narrative

or abstraction into the existing (compulsory) matrices.
Ana Vujovi¢ uses a move from digital to analogue by manipulating
ornaments to simulate the glitch, machine error, in an analogue
medium. Bogoljub Bokovi¢ transforms the time spent playing
video games into reality. The art and creative coding of Aleksandra
Jovani¢, an artist coming from the field of science, as well as that
of Nikola Damjanov, an artist working in the gaming industry, are
inspired by minerals and fossils. Kristina Tica applies machine
learning to soothsaying by looking at coffee grounds, thus
exploring the creative interpretation of statistical probabilities.
Jonathan Monaghan “subversively combines imagery from
modern consumerism and the surveillance state with biblical
symbols associated with the Apocalypse.’, while Milica Mijajlovi¢
resolves the collective trauma caused by conflicts with formal
extravagance. Sanja Andelkovi¢ creates reality behind the reality
of the violent symbiosis of the refinery and the monastery in
such a way that she orients her work towards a projection into
a distant future. Igor Simic's installation materializes speculative
imagination into a spine-object that represents a sarcastic
corrective for capitalism. Michikazu Matsune, from the position of
a complete stranger, absurdly plays with what is communicable
and incommunicable.

2 The title of Jonathan Monaghan's video exibited at the beginning of Milorad Bata
Mihailovi¢ Gallery.
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“History Always Begins with You™

uka Cvetkovic stages a performance from the perspective

of a lamb examining the limits of the new subjectivity

formation in Kosovo. Mykola Ridnyi, an artist from
Ukraine, points to the rapidity of conflict escalation using jellyfish
as a metaphor in an allusive and critical narrative on aggression
and war, while Milica Mijajlovi¢ resolves the trauma provoked by
conflicts through formal extravagance. Nemanja Nikoli¢ draws
fragments from the western movies of Cold War times on printed
materials from socialist times, thus making them relevant and
surprising again today, since they offer themselves to be inscribed
into the transactions related to the current war in Ukraine and
= many others. Aleksandar Todorovi¢ combines elements of
Orthodox iconography with elements of low-brow illustrations
and pop-surrealism while Tribe F20 exhibits "Portraits of
Overcome Psychosis”. Veljko Zejak’s sculptural installation points
to the degrading effects that the struggles for resources have
on migrants. Jelena Mici¢ transforms and integrates single-use
plastic into new, seemingly harmless, colourful networks.

“Best Boy Electric™

t is often the case that art brings transformation instead of
destruction and an unexpected alliance instead of bifurcation.
In the same way, the 20" Art Biennial in PanCevo doesn't
make an ideological separation between the refinery and the
monastery. For example, as the alternative to the Patriarchate,
the biennial gives space to Matrijarsija (Matriarchate) and the
local association Panonke (Panonnian Women). For this edition
of the Art Biennial, the performance and the installation of
Danish collective Hesselholdt & Mejlvang through a reflexive

BEQDO s0vd 0 ¥o1a3s AH31SHHOWASSHISE

3 Derived from the title of Luka Cvetkovi¢'s project exhibited at the Gallery of
Contemporary Art in Pancevo.

4 The title of Catinca Malaimare performance performend at the opening of the
20th Biennial of Art in Pancevo.

=

relationship interconnect the reality of fossil fuel exploitation
with illusion, thus seeking a resolution of natural imbalance in
the context of the St. Sava hall in Pancevo. Milenko Prvacki in a
formal verticality compresses historical and visual violence and
the disturbed balance between the spiritual and the material,
thus symbolically bringing into relation "fuel” and “prayer’, while
Catinca Malaimare establishes an intimate relationship with
technology. “The Digital Altar” by Mit Borras is the mebodiment
of the dream of transformation into a transhuman being through
digital simulation.

A Means of Public Enlightement®

he explorative approach that characterizes the KURS

association (Mirjana Radovani¢ and Milos Mileti¢) seeks

to question the historical context of culture in socialism
by taking the travelling exhibitions as an example. Darija Medi¢, as
adigital practitioner and researcher, on the other hand, “questions
the relationship between regulation and negotiation around the
power of digital self within the contemporary interface culture”
Natasa Koki¢ and Tony Masli¢, each using their own means of
visualization and signification, are exploring the sustainability
and the usages of complex systems, thus indirectly referring
to the extroversion of the refinery and the introversion that
characterises the monastery.
There are recurring questions about whether it is possible to
spend one’s entire life within the confines of just one landscape,
and surpass its limitations if they are determined by the
refinerymonastery paradigm. However, the surroundings of
Pancevo seem monotonous only at first sight, but in reality, this
area comprises some exciting testimonies to cosmic, geological,
prehistoric and historical lasting existence, as is demonstrated

5 Areference to the book by KURS exhibited at the 20th Biennial of Art in Pancevo

- ;E'

)

in the text by geographer Slobodan B. Markovi¢ and economist
Jasna Atanasijevic. It can be said that art is the only way out and
a unique move away from provincialization and spiritual poverty
that are often provoked by the patterns of discipline within
the established frameworks. Nevertheless, further along in the
catalogue and later in the course of history, Pierre d’Alancaisez
reflects on the symbiosis of the city and the biennial as a pilgrimage
whose destination is unknown, and emphasises that within the
biennial art could do everything that we would like to believe it
can do: to deliver us from our daily concerns, to transcend the
limits of our imaginations, to inspire us, to give us hape, but still
it doesn't do that (although it could). Yet, as Bojana Mateji¢ wrote
in her text, the biennials in Pancevo, through their transversal
materiality, inspire new endeavours and requirements in the field
of contemporary art as well as “outside” of it. Contemporary art,
therefore, cannot be taken as (just) a discursive practice, but as
one more field in the series of permeable material spheres that
act upon and that are acted upon by heterogeneous spheres
and their own materialities and extensions: ecology, biology and
bioethics, physics, digital and informational technologies, robotics,
astronomy, medicine and genetics, religion, zoology, mathematics,
etc. Finally, Darko Vuki¢ finds that "bipedal rumination of classical
teleological, imaginary and cosmological events. Projects are like
movements, changes and acts that represent certain movements
within the landscape that we are traversing”
Itishoped thatthisyear’s Biennial represents adisplay of capability
to take account of the whole picture in which prevails the good
aspect of the cohabitation that makes up the refinerymonastery
. - the one created on chernozem or further away on marshlands,
on various hydromorphic types of soil - especially in the time of
imminent urgency of those paradigms. The focus of the biennial
- less concerned with energetics and minerals in their own right
than with controls and obstacles surrounding them somewhere
between the Dark Domain and gemstones - is placed on the

ST
-
an

(physical and spiritual) productive transformation that is enabled
through research-based relation between science, technology and
art, with the aim of offering economic and spiritual possibilities
for opening up a new horizon of freedom.

THE FOLCUS [OF THE
BIERRIAL.. = PLACED

O THE PHYSIEAL ARD
SHIRITUAL PROOUCTIVE
TRARSFORMATION THAT
= EHABLED THROUGH
RESEARCH BASED
RELATION BETWWEEH
SCIERCE, TECHROLODY
AHO ART, WJITH THE A OF
OFFERIHLD ECOHOMIE ARD
SHIRITUAL POSSIBILITIES
FOR OFEARIHG LI A HEW
HORIZOH OF FREEDOM.
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npouec wnm onpefeHn nepuod. lpupoga
KOCMOCa MCMo/baBa Ce y carnacjy KpeTarba HeGeckumx
- Tena koja ¢y oapefeHa yHNBep3anHUM acTpohu3nIKIM
3aKOHOMEPHOCTMMA. HeyMUTHa Ta4HOCT ofiBMjatba Kpe-
Tarba Hebecknx Tena BWA/BMBMX Ca 3eM/be, HalluMm

FPABHOTERE LIHRMAYCA -
MATERPHIAMNHHS H _5
OY=0O0B8HH~ BFPEAOHOCTH
NMPEAOCTABM A OCHOB

[anekvM npeuyma, 3arfnefaHuM y 3se3naHo He6o, npea-
CTaB/bana je 0CHOB 3a padyHare BpemeHa. Of Taga He
npectaje hacUMHMPAHOCT LMKYCMMA YMje NCMobaBakbe
HenpecTaHo nokywasamo fa 6osbe pasymemo. Kapa
Ce yHVBep3anHo mpefnaMa y JMYHOM MOoMMarsy, YecTo

ELMBEN TRPAIAFEA
H MNoasEdE rErdr
H OCMHLL BERDT
HALO BAHANHHM H
L THe<HIERHM

]

jacHoha Hebecke MexaHwke 6vBa NoMyheHa HesHarbeM
1 MUCTUPUKOBareM. [oAyAapHOCT MeceveBMX MeHa U
Tpajarba MEHCTPYa/HOT LMKYCa KOA KeHa Of AaBHWHA
je noBe3aHo Ca CNUMPUTYanHWMM CXBaTarbMMa Koja Cy
nomarana na fnakle yBMAMMO edeMepHOCT JfbyAckor

Tpajarba y BacesbeHckoM beckpajy (CeraH, 1982).
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0BEKOBO TyMayerbe CBeKOSIMKOT OKPYXKeHa Bapupa 04

XeIMOLEHTPUYHOCTH, NMPEKO reOLEeHTPUYHOCTY, eTHO-

LIEHTPMYHOCTH, aHTPOMOLEHTPUYHOCTH, [0 eroLeH-
TPUYHOCTX, OLHOCHO MOTEHUMjaNHe EeKOLEHTPUYHOCTK. YCno-
CTaB/bakbe PAaBHOTEXE LMK/yCa MaTepujanHux 1 LyXOBHUX
BPeAHOCTV NpecTaB/ba 0CHOB B0/ber Tpajakba 1 nobee nemor u
OCMULL/BEHOr Haph OaHanHWM U CTUXMjCKUM. Pa3Boj Hayke
omoryhaBa jacHuje carnefaBakbe LMKNyCa MocTojaka W Aaje
OCHOBe 3a 60/be NONTUYKE U MHAMBUAYANHE OAJTYKe KOje oHOCe
ONWTK APYLWTBEHN Hanpeaak.

Ha penatvBHO MafioM NpPoCTopy AaHalukber jyroucTouHor
BaHaTa 04yBaHa Cy CBeAOYAHCTBA MPEnIMTaka KOCMUYKMX,
NM1aHETAPHUX W aHTPOMOreHnx uMKnyca. ocToje yHUBep3anHu
CTaHgapav nenote nojeduHVX npegena.

Jbyne HeoCnopHO o4apaBajy BUCOKOMIaHWUHCKNA Mej3axu,
JeAMHCTBEHa CYPOBOCT BYJIKGHCKMX Mpefdena, er3oTuyHa fe-
noTa KOpasHMX OCTpBa WKW BUCTpUHA BOfEe Koja Ce C/vBa
Oy Bogonafda. OBM ocCTauu Haller HenpectaHor MaluTaka o
M3ry6/beHOM pajy MHTYWTMBHO Ham Oyae oceharba MCTUHCKOT
eCTeTCKOr CMoKoja. MeNyTuM, NoCToje MecTa Koje ce He OLJ/IKYjY
06u/beM NpUpoLAHe N1enoTe, a FX0Ba aTPaKTUBHOCT je NMPUBUAHO
npuKprBeHa. Takas je 1 npoctop Mehypedja [dyHaBa 1 Tamuwa
roe npeosnahyje 6eckpajHa paBHa JfIMHMjA XOPWM30HTa, Ha
KOjOj Ce CTanajy 3emsba U Hebo. Y MOHOTOHO] PaBHWLM Ha3Mpy
Ce Camo cwnyeTe KpoBOBa fAaHalrber CrapyeBa W LOanekux
pauHepUjCKMX TopH-eBa, 00PUCK XYMKM Kao oCTauun nwyessor
HEONUTCKOr Hacesba W CpeflOBEKOBHOI MaHacTvpa. Mnak, oBaj
Ha NpBY Morfes A0CaAaH NpocTop Npy>a Ham MoryhHoCT Aa Ha
MHTEepeCcaHTaH HauuH NyTyjeMo KpO3 BPeME 1 Tako AeLndpyjemMo
04yBaHe 3anuce LK1yca KOCMUYKOT, Fe010LWKOr, MPanucTopKjCcKOT,
MCTOPW|CKOT N MHTUMHOT MOCTOjakba.

Op MNaHoHckor Mopa A0 MaMYTCKUX CcTena fiegeHor no6a

NMKa 1. nprKasyje robanHy eBoyLMjy KNMMe Ha 3eMrbit

M Haj3Ha4YajHKje naneoreorpacke TpaHcopMauyje

MCTPaXKMBAHOT  NOAPYYja TOKOM KaCHOr KEeHO30MKa,
npe OTNPUAKKe OeceT MUMOHA rogmHa. Mcrtpaxyjyhn xumsane
MeTapa NOMeHYTUX Fe0/OLWKMX C10jeBa, MCTOBPEMEHO BUAMMO U
NOTBPAY APACTUYHUX MPOMEHA XKMBOTHE CpefnHe. Hekanallrsu
OKeaH ce, yCnef, M34M3arkba MIaHWHa, MOCTENeHo MNpeTBopuo
y TlaHOHCKO MOpe, na MoTOM Yy 3ac/lakbeHo jesepo. Y T0 aoba y
MORHMM Hacnarama MaHoHckor 6aceHa novena je Aa ce popmMupa
HaTa, Koja npencTas/ba AaBHY eHeprujy CyHua, 3apobrbeHy y
BYjHOj TPOMCKOj BEretaumjn Ha 06anama HekafalHer MaHoHCKor
mopa. OcTaum 0BUX BU/bakKa NOTOM Cy TPaHCOPMMUCAHW TOKOM
nocnefrbmMx 0caM MUAMOHA FOAMHA MoA MPUTWUCKOM MNahux
MWOLIEHMX, MAMOLEHWX W KBapTapHux cnojeBa (Jelenkovi¢ et
al., 2008). TokoM MuoLeHa MaHOHCKO Mope MpeTBoOpWIo ce y
3aCNakbeHo je3epo, a 300r BEIMKOT MPWAMBA BOLE M3 OKOJHUX
peKa, y MAVOLeHy je CTBOPeHO C/1aTKOBOLHO je3epo Koje je
C BpemeHoM onanhano 1 TpaHcopmucano ce y BeckpajHe
nanyauHCKe Mo4Bape, Koje Cy Hamoc/ieTKy TOKOM KBapTapHOr
nepeHor no6a oTekne pekama (Mapkosuh, 1999). HenpecTaHo ce
nomepajyhu 1 nsnueajyhu, lyHaB 1 HeroBe NpuToKe npoTuuane
Cy KpO3 KBapTapHe Mo3auke LyMa 1 CTena Kojuma cy Tymapana
KpOoa OorpoMHmMx MamyTa. OBe OpujallKe >KUBOTUHE, YMjn Cy
(DOCUNHN CKeneTu HafeHW TOKOM ekcnnoatauunje NUrHnta y
nospLumHckoM Kony [pmuo (Markovic et al., 2014), curypHo cy
npvBnaymne naneonnuTcke NoBLe, Mefy Kojuma cy 6unmn n nNpsu
MOoLepHN /byan y EBponu, Hafienn y 06amxrs0j nehunn Oasmc y
Jy>KHOM eny pyMyHckor fena baHata, y 61131Hmn Halle rpanHunLe
(Trinkaus et al., 2013).
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Cnuka 1. BpemeHcko nopeherse rnobanHmx npoMeHa Knnme ToKoM nocnefdmbrx 550 MunvoHa roamna (https:/en.wikipedia.org/wiki/Paleothermometer-
LeNMMUYHO MOaMMUKOBAHO - Npema pesyntatima Rayer et al., 2004; Zachos et al., 2008; Hansen et al., 2013, Lisiecki and Raymo, 2005, Luthi et al,, 2008;
Kindler et al., 2014; upBeHa XOpM30HTaNHa NMHWja NOKa3yje AaHaLLky KIMMY, Tj. CpefHbe roanlkby Temnepatypy o4 1960. Ao 1990. roamnHe) reonoLKmx,
NPanCTOPUMjCKMX, UCTOPM|CKMX NOjaBa M NpoLieca 0byxBaheHnx 0BOM CTyAMjOM. HanomeHa: BpeMeHCKa CKana Huie NprkasaHa MHeapHo.
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KaHoH ocyHuaBakba 1 TajHa AyHaBCKe slecHe NpalnHe

NMMaTCKa  konebarba KBapTapHor fiedeHor [o6a

HaBena Cy Halle [aneke NpeTke Aa ce agantupajy

Ha HernoBOSbHE EKOJIOLLKe YC/I0BE U C BPEMEHOM €eBO-
NyVpajy y Hajycnewrmjy obnmk 3eMarbCKor »xmBoTa. [1o3HaTu
CPMCKM HAaYYHUK MUnyTuH MunnanHkosuh CBOjOM TEOPWjOM Mnojase
nefieHnx [00a y3poKoBaHMX BapujaumnjamMa 3emibuHe opbute
CYLITUMHCKM je yTULao Ha MoAepHa nnaHeTapHa naneoknMmarcka
ncTparknearba. HoBeK Koju je Kpempao KaneHgap neneHor foba
“UMao je ABe OWUTHe reorpadcke ofpenHuue: [lyHas 1 fecHe
npenene. HberoBa HajBaXkHWja XXMBOTHa NyTOBakba Be3aHa cy
3a [lyHas! [lyHaB je TMNMYHa necHa peka (Smalley et al., 2009)
Y3 KOjy Cy ce hopMmMpane HajcTapuvje 1 HajodyBaHWje eBpOncke
NeCHO-NaneoconHe cekeeHue (Markovi¢ et al, 2011). MyTyjyhu
Y3BOOHO W HM3BOAHO [yHaBoM, MunaHkoBuh ce HenpectaHo
CyCperao C MpoCTpaHUM NeCHUM KpajonnumMMa Koju Cy [aBanu
nocebHy AMMEH3Wjy HeroBoj JIMYHOCTM  MNpy>Kajyhu My
JeAnHCTBEHY CNOCOBHOCT Aa Yy MUCAMMA MyTyje ,KPO3 BaCMOHY
v BekoBe". Ta MHTeNeKTyaHa NyToBarba O1na Cy TONNKO peasHa
L@ He 4yau WTO Cy MwunaxkosvheBa BM3MOHApCKa Hay4Ha
CxBaTakba Yy MOTMYHOCTWM aKTyefHa W gaHac. MunaHkosuhesa
Teopuja je y CB0joj OCHOBYM XeNMoLEeHTpUYHa jep nocmatpa CyHue
Kao CYLUTUHCKM M3BOP eHepruje Ha 3emsbu. Y nepuoamMa Kafa
Hala nnaHeta fobwja mMarbe eHepruje of CyHua jaBrbanu cy ce
XnagHW rnaumnjanm, a kag je CyHyeBa MHCONaUMja pacna, jaB/banu
Cy Ce TONAM nHTeprnaunjani. 3a Bpeme xnaaHvx asa nefeHmx
noba (rnauwvjana) peke cy ca OKONHUX MAaHvHa Anna, Kapnata
v OvHapupa HoCKne OrpoMHy KOMUMUMHY (UHUX NpaKacTux
YeCTuLa Koje Cy das/be NPeHOCUNV XNaaHu rnaumjanHu BeTpoBHY,

1 PofjeH je y [larby, CTyAMpao je MHXerbepCTBO, Kapwjepy je 3anoyeo y bedy, a
CBOjy aCTPOHOMCKY TeOpWjy KIMMATCKMX MPOMEHa 3ano4eo je y 3apob/beHnWwTBy
y ByaumnewTn, A0K je HajnnoaHuje pa3pobsbe »kmBoTa nposeo y beorpagy
(Munaxkosmh, 1997).

MunytuH Munankosuh, ,KaHOH oCcyH4YaBaka
3em/be 1 keroBa NpuMeHa Ha npo6iemM nefeHnx
noba“, beorpan 1941.

Milutin Milankovi¢, “Canon of insolation and the
ice-age problem’, Belgrade 1941

opMupajyhv nputoM necHe Hacnare. Knvma je Taga 6mna Tonmnko
CYpOBa [a je TOKOM Noc/efikber raumnjanHor MakcuMyMa (nepvof
npe 26 v 19 xumbafa roamMHa) HeKONMKO X/baaa mMeTapa e6eo
nep MOKPYBao Leny faHawmy Kanagy v Asbacky, a y Esponu
Ce CKopo cnywTao o JlongoHa, bepnunHa, Bapwase v Mockse.
JlecHe XOpuW30HTE je, carnacHoO cMerbKBaky MunaHkoBuhesux
UMKyca TOKOM Tonnmx MehyneaHux nepvofda (MHTepriaumjana),
CMEeHMBAN0 CTBapatbe 3eM/bULWTa TOKOM K/IMMATCKMX YC/0BA
CWMYHUX  OaHaWHUM. Tako Cy O4yBaHW NecHW CojeBu ©
3eM/bMWTa OCTaNM Kao CBeAOUM KAMMATCKUX W eKOMOLLKMX
NpOMeHa TOKOM flefieHor f00a.

MwnaHKoBKh je TOKOM >XMBOTA 4eCTo MMao Mpuanke aa
nocMaTpa f1eCHO-NaneocosnHe cekBeHLe y 6M3MHU ayCTpujcKor
Kpemca, mahapckor [yHadennsapa, terosor [amckor 6paa,
Kao u cTpMe obane [lyHaBa of 3eMyHa 0o Bykosapa. Benmku
NCTPAXKMBAY HUMje HW CNYTMO [a Cy OBE Haciare y MmoTnyHOCTU
CavyBane 3anunc 0 FeroBnM NaneokMMaTCcknM LMKNYC1MMa, Kao
HenobWTHM [0Ka3 WUCMPaBHOCTW HeroBe acTpOHOMCKe Teopuje
KAMMaTcknx npomeHa (Markovi¢ et al, 2015). Mpeosnahyjyhu
CTaB Y Hay4yHO] W WMPOj jaBHOCTM MACK [la YOBEK MOYMHbe 13
MMa OOMWHAHTaH yTWULAj Ha KAMMY Tako [a MOCTOjM OMNacHoOCT
na yhemo y ,cynepuHTeprnaumjan’ Koju 6u Tpajao Aay»xe Hero
CaMo Yy CyYajy AOMWHauMje MwunaHKoBMheBmx —LMKITyCa.
CvMNTOMaTUYHO je Aa je 60ja3aH 04 aHTPOMOreHor rnobanHor
3arpeBarba Halna WWPoKY MPUMEHY Y MOAUTULM U CBUM
0CTafM  aKTVMBHOCTVMMAa [pyWTBa koja Cy 3aHeMap/buBo
MoBe3aHa Ca Hay4YHWM KIMMAaTCKMM UCTPaXkMBarbiMa. HaxanocrT,
YOBEYAHCTBO W [la/be HeMa afeKBaTHY 3aMeHy 3a eKOHOMCKM
onpaBaaHo Kopuwherbe MOCUNHMX FOPMBA, LWITO Y NPBM NAaH
NCTUYE HEMUHOBHO LIMBUIM3ALM|CKO YCMepaBarbe Ka Hanaxerby
HOBWX e(UKACHMX U PUHAHCN|CKI NMOBOSBHUX U3BOPa eHepruje.

Ml T

-n
Ihl.

[lo6a HeonuTCcKe MeTponoe

M KMBMMO Y CaBPEMEHOM WHTepriaunjany Koju ce

30Be XOMOUeH. Y jyromctouHoM baHaty cafalwrba

KAMMa MMa KOHTUHEHTaNaH KapakTep, LUTO 3Ha4u Aa cy
31Me xf1afiHe, nposieha v jeceHy yMepeHy, a neTa ToMnma v CyLIHa.
Yenen TMX KIMMaTCKMX aMnnTyAa BOAHM PeXKnM BaHaTCKMX peka
je XMpOBUT W MaHWecTyje Ce y BUAY KaTacTpoManH1x nomniasa,
0[HOCHO MOBPEMEHOT PacyLlwnBarba. Y MeflyBpemMeHy 0BM BOLOTOLM
Ner0 KPUBYAAjy KPO3 paBHULYy 3abopasrbajyhn CBoje MeaHape
KOju Ce C BPeMEHOM MpeTBapajy Yy HenperneiHy MoYBapHK Nasu-
PUHT. Bbnarofetv 0Be packoWwHe MPUPOAHE Pa3HOMMKOCTU MPBY
Cy Npeno3Hanu Haly HeonUTCKK npeuw. TokoM nocnefrser Mehy-
nefeHor foba Ha pekama [OeIMMUYHO MPETANIOKEHO] JeCHO]
NpallMHL HACcTana cy TOAMKO MNOAHA 3eM/bUWTa Ha KojuMma cy
HaLWKM HEONUTCKM MPeL Npe OKO CefaM XW/bafia FoAVIHA, Y OKOMUHY
AaHalwmer CTapyeBa, NoYenn yCneLHo 43 KOHTPONULWY PacT hima
KOPMCHUX GUbaka 1 xu1BOTUHA (Weninger et al., 2019). Heonutcka
NO/bONPUBPEAHa PeBOMyLMja je Ha 0BOM MPOCTOPY W3Heapuna
M3y3eTHa UMBMAM3aUMjcka pocTurHyha. To je 6wuno Bpeme 'y
KOMe Cy Jbyau MOYeny [a OCHWBAjy CTanHa Hacesba, MOTMYHO
MPOMEHVBLUM CBAKOLHEBHW HaYMH >KMBOTA. 3axBasbyjyhu rajemby
Busbaka v NPUNUTOMIbaBakby XXMBOTUHA MManW Cy OBOSBHO XpaHe
n ocnobogmnu cy Bpeme Aa u3pahyjy BennMyaHcTBeHe GurypuHe,
3300B0O/baBajyhn Tako 1 CBOje LyxoBHe notpebe. TOKOM Tpajarba
KynTypa Mnaher kameHor 4oba H1cy npoHaheH Tparosm patoBakba
jep cy (penaTuBHO Mane) nonynauwje /byau »K1Bene y CyLUTUHCKOM
1306W/by M Carnacjy ca MPUPOLHUM OKpyXereM. Y To Bpeme
(TapyeBO je NpPeACTaB/bA0 WCTMHCKY CBETCKY LMBUAM3ALM|CKY
NPEeCTOHWLY Be/vKe TepuTopuje y LeHTpanHoM geny bankaHa, Koja
Ce NpoCTMpana ofi Cafallikbe jyrouctoyHe Mafjapcke, npexo 3anaiHe
PymyHuje 0o ueHtpanHe Cp6uje (Chapman and Souvatzi, 2020).
HakoH BuLLe 0 XW/bafly FOAMHA NPOLBaTa CTapyeBayke KynType, 13
[0 Cafia HeMo3HaTVX pasnora, ca apyre ctpaHe [lyHaBa HacTaje HOBa
HEOMTCKA KyNTYpa Ca NPecToHnUOoM Y BuHum (Tasi¢ et al., 2017).
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Cnuka 2a (neBo). MapcusbmjeBa ctyavja Danubius Pannonico-mysicus
(Marsigli, 1726) HacnoBHa cTpaHa 1 kapTa/cekuuja Xl koja npukasyje
[yHas ca ywhuma Case, Mopase 1 Tamuiwa (Cnuka 26, AecHo).
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Mouetak (v Kpaj?) HaycTpUjanusaumje

OKOM [la/ber OflBMjarba NPancTopuje 1 NoToHe NCTopuje,

Hacw/be je noctano TONMKO YobuyajeHo Oa cy ce

HempeKnaHO MoHaB/baNa MycTollerba 0BMX paBHUYap-
CKUX TepeHa TOKOM Xu/bafly roavHa. PeTKM Cy CMOMeHWLn
LMBUAM3ALMCKOT NPOCNepuUTeTa 1 IyXOBHOCTM ApXaBa Koje cy
OKyMnvipane 0By Teputopujy, MOMyT ocTaTaka aHTWYKOr rpaja
BuMuHaLumjyma, 0AHOCHO Cpefrb0BekoBHe CMeaepeBcke TBphase
1 MaHacTupa Bojnosuua (Cnnka 26).

Y BpeMe [yrux ayCTpujcKo-TYpPCKMx paToBa 0Baj NPOCTOp
je roToBO NOTMYHO OMYCTEO0 W MOHOBO Ce NPETBOPMO Y BeckpajHu
MO3aKK CTena v Mo4sapa. ball oHakaBs KaKko ra je onucao Musow
LiprbaHcku, yBooehu Hac y CBOj BaHBPeMEHCKM pomaH Ceobe. Ty
0601aCT je Tafa UCTPAXKMBAO UTaNMjaHCKM Y4eHbak 1 NPUPOAHaK
JNlynhn ®epavHanao Mapcnsbu y CBOjCTBY ayCTPUjCKOT MUPOBHOT
M3aC/1aHMKa, ayTop PacKoLWHe LWeCTOTOMHe Khure Danubius
Pannonico-mysicus, wTaMnade 1726. roguHe y AMcTepaamy
(Cnvka 2a). Yuerak peHecaHCHor o6pa3oBatba OCTaBMO HaM
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je 0bwmbe KapaTta, aCTPOHOMCKMX, T[eOMOLWKMX, OUOMOLWKMX,
APXEONOWKMX N UCTOPUjCKMX MH(OPMaLMja, YBPCTUBLLKM OBa
HanywTeHa npoCTPaHCTBA y WCTpakeHe [e/oBe Tafallrber
cBeta. HakoH Kapnosaykor Mupa® 1699. roguHe v lNoxkapeBaykor
Mupa 1712, 0Baj NPOCTOP NOTMNaAa NnoL AMPeKTHY ynpasy 6eykor
ABopa. MohHa LiapeBrHa ynaxke orpoMHa CpefcTsa Aa yKpoTu
hyo/emeocT [lyHaBa v HeroBrx BPOjHMX NMPUTOKA, Aa KaHanMma
nosexxe Hajsehe 6aHaTCKe rpafoBe, U3rpasm HeKe Of HajCTapujux
npyra Ha eBpOMCKOM KOMHY W WCYWK Mo4Bape omoryhusm
pa3BOj UHTEH3MBHE NOLONPUBPESE.

Y Eponu TOr goba 3axyKkTaBa Ce WHAYCTpWjanmsaumja.
Ha nepudepujn AycTpujckor LapcTBa KyATUBULLY Ce MObOMNpU-
BpEeAHW TepeHu, pa3suja MHMPaCTPYKTypa 3a TPrOBUHY 1 Mpepany
no/bONpPUBPenHMX NPor3Boaa. MoHekW Tpar MHOyCTpuje notuye
13 18. 1 19. BeKa Kako TProBUM ynaxy CTe4eHn KanuTtan y npse
(habpwvike NWBa, cBUNe, ckpoba. VHoycTpujanm3aumja, MehyTum,
npBM 3aMax Jobuja 30-mx roamHa ABageceTor Beka, M3mehy ABa
pata, Kafda ce ocHuBajy pabpuke aBMOHa, CTakna, HamellTaja,
npeavsa. HOBOKYNTMBMCaHWM NpoOCTOpKU  OMBAjy HaCe/beHu
HajpasMUUTUUM HapoaMMa Koju Cy C BPEeMeHOM CTBOPWN
cneundmyaH oyx UCNOSbeH Y ETHUYKO], je3NHKOj, MOUTUYKO] 1
KYNTYPOSIOLLKOj Pa3HOMMKOCTH.

Hajseha nHayCTpurjcKa ynararba y jaBHy UHMPACTPyKTypy
M Yy VHOYCTPUjCKa NOCTPOjerba, Ha Tanacy CBETCKOr TpeHpa
TEXHO/OLKOT HanpeTka, Koju je BofjeH Hay4yHWUM ¥ 06pa30BHUM
npouBaToM, 3abenexxeH je HakoH [pyror cBeTckor pata, 60-1x
1 70-1x roanHa ABageceTor Beka. Tafa je Ha 0BUM NpocTopuma
OTKpMBEHa HadTa ¥ m3rpafeHo MOHYMEHTaNHO MOCTPOjere Y
KojeM ce nyTem npepage HadTe NoHOBO ocnobahja pocnnmnsoBaHa
CyHueBa eHeprunja. OBa eHeprnja 1 gasbe rnokpehe rotoBo cse
npuvBpeaHe akTUBHOCTMW.

2 MapcusbL je 1ao 1 naejHu npojexat Kanene mvpa y Kapnosuuma rae je u
NOTMVCaH 0Baj MAPOBHW JOKYMEHT.

o Masda s

NnYHA/RH BEPOHHAHAODO
MAPCHMBEH AYTOR :
PACKROWHE WECTOTOMHE &
RHHME DARUBILS
FPAHFCOAICE MyYSsIELs,
LLTANT1AHE 1.2,

O TABHO HAM JE OBH/MBE
HRAPATA, ACTRPOACNCERHeS,
[EONHOWRHes, &HA07EWREeS,
ARPELNMOWRHS

H HCETORPHIERHRS
HHDOFPMAUHIA, YBFPETHELLH
UBA HAMNYWTEHA
FMPOCTRPAHCTEA A
HCTHRPAREHE AEMNOBE
TAROAWRED CBEETA.
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~SNHTAJNRH TRANOBE
EROROMCERE H

MO MHATHHRE A TORFHIE
HA OBHM PO TORHMNA,
HO04HABA CE OA Y
SHMHON OME BERH
SHASHA] 3A PR HOHAS T
HAMNFPEAOAR HAYACTH
APHWTEEHA TMFOLELHA.

0BM HauMH npuBpehuBarba, Koju nompasymesa

MaCOBHY WHOYCTPUJCKY MPOV3BOAMY M NHTEH3UBHY

No/bONPUBPELY, Uae PYKY MO pyKy Ca pacToM Hacesba,
ypbaHM13aLMjoM 1 pa3BojeM jaBHe WHMPACTPyKType, yop3aHuM
HacesbaBakeM 1 noseharbem 6poja CTaHOBHULWITBA.

PatuHeprja HWC 1 xemujcka WHAOYCTPUja Y JyXHO]
WHOYCTPUJCKOT  30HM rpaga [laHuyeBa, Kojy uumHe jow XMW
letpoxeMuja 1 A3oTapa aH4eBo, CBOjeBpPCHa Cy CBeJO4aHCTBa
EKOHOMCKMX 1 MONUTUYKMX MPOMEHa Yy TypByneHTHOM Kpajy 20.
1 NoYeTKy 21. BeKa Ha 0BUM NpOoCTopmMa. M3rpadrsa KonocanHmnx
NOCTPOjerba OPraHn30BaHa je y Neproay APXKaBHOr ynpaB/bakba
€KOHOMMWjOM 33aCHOBAHOM Ha KOMYHWUCTUYKO] naeonorujy. buo je
TO MEepVOA MaHCKe NpuBpene Kada ce LeHe HUCy oapehusane
Ha TPXKMWTY. Mnak, npoBepa MCNAaTMBOCTK, OAHOCHO MPUXO4M
KOju Haomallyjy TpOLUKOBE, HeyMWTHO oapehyjy oop»KuBoCT
ynarara. OBa pyHAAMeHTaNHa eKOHOMCKA 3aKOHWTOCT, myTeM
KOHKYpeHLMje Koja Bnafa y TPXULLHWUM npuBpeaama, Hamehe
NPUTUCAK HEeOMXOAHOCTM CTanHOr noeharba eMUKacHOCTU Wt
ynararba y TexXHO/OWKO ycaBpllaBake. Y OACYCTBY TPXKMLUTA
0BaKBe TMOC/I0BHE OAflyKe [OHOCE Ce Ha HMBOY [p)KaBe u
aytoputeta nonuTUyke BRactu. McrospemeHo, 90-ux roduHa
[BafeceTor Beka O0TBapajy Ce 3anafHe TPXULIHE npuspene
n Kpehe Tanac WHTeH3MBHWje rnobanmsaunje QUHAHCUJCKIX
TPKUWTA 1 npoussoarse. [puBpeda Tafalrbe Jyrocnasuja
noCTaje U30/10BaHa eKOHOMCKMM CaHKLMjaMa Koje Cy HameTHye
YjeourbeHe Haumje ycnen paTHUX Cykoba Ha Teputopuju brsLle
Jyrocnasuje. MNpekna Be3a ca OCTaTKOM CBeTa je 3a UHAYCTpujy
MaHyeBa (M ocTaTKa 3eM/be) 3HAYUMO TEXHOMOLIKO CTaperbe,
3ayCTaB/bakbe NPOM3BOAHE 300r HELOCTaTKa YNa3HUX CUPOBUHA
n rybuTak nNpoaaje Ha GUMBLWWM TpXKMWTMMa. [JonaTaH yoapad
pagy padwHepuje (M MHOrMM  BWTANHMM  MOCTPOjersMMa)
3apaje HATO 6GombapgooBatbe 1999. rogmHe. oyeTkoM HOBOM
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MUMEHjyMa [PYWTBO Ce 3BaHWMYHO Onpefesbyje 3a rpaherse
LeMOKPATCKOr APYLWTBA W TPaH3WLUMjy Ka TPXKULWHO) NpuBpeau.
Bpaharbe npvBaTHe CBOjMHE Y MPUBPELHM XKMBOT U NOBMaveHe
ApXKaBe Huje yBeK W0 jeAHO3HaYHO. TpaXknam cy ce Kymum ca
[0BO/bHO HOBLA W 3Hakba [a OXKMBE MoC/0Bakke, a npe csera
ynoXke y MofepHmM3aumjy abpuka. 3a ruraHta nonyT padvHepuje
KynaL, je npoHaheH 2008. roarHe y pyckom facnpoM rweedty” y
OKBMPY Wuper mMehyap>kaBHor cnopasyma. 3a 51% BnacHuwTBa
nnaheHo je oko 400 MWUMOHa eBPa, IPXKaBa je 0CTana MakbUHCKM
BNACHVK, a rpafaHnMa je Nofe/beH NPeocTany 4eo BAACHWLLITBA
Kpo3 (6ecnnaTHe) akuuje. 3a

MeTpoxeMujy Koja 3 HadTe

Npou3BoaM HBasHe CMPOBMHE 33 XeMUjCKY MHAYCTPW)Y, CKOPO [Be
HapenHe feleHnje HMje ce Hawao kynau. C 0631poM Ha To fa
cy npuxogv abpuke TOKOM roduHa GuAM MakbW 0f pacxoda,
(habpuKa je TeK 0ApPXKaBaHa y MOroHy 3axBasbyjyhin cybBeHurjama
13 op>kasHor byuleta. Kpajem 2021. roauHe, cafa BeNUMHCKM pyCcKum
HWC, ,npucTtao” je na npeysme [lleTpoxemujy 1 obaBexe ce fa
he ynoxxutn y HeHy MofdepHu3aLmnjy Kako 6u ce noctasuna Ha
Konocek npocuTabunHor nocnoeara. JaHac je rpaf lNaHueso
Takopehy 6e3 TeXHOMOLWKM CaBPeMEHUX WHAYCTpWja, OAHOCHO
6e3 Behwux ynararba Koja 61 mMorna Ut 3amajall passojy Wu
WWPWTK Ha 3ajedHMLy OyX HOBOr BpemeHa. [paf npeTexxHo
npuspehyje Kao catennt beorpaga ca MHOTMM MafiuM U CpefHinm
npeay3ehnMa (MpeTexxHo YCay>KHe 1 TProBUHCKe AenaTHOCTW).
MoBosbaH reorpadcky NONOXKaj, Koju ce ornepa y 6av3nHK
[lyHaBa v Apyrux BakHWX caobpahajHux Kopuoopa, uctude ce
Kao NMPeaHOCT y KOMYHMKaLW]K NIOKaNHKUX BNacTW Ca un/beM fa
MHBECTUTOPW OL/1yYe [1a YIoXKe y CBOje NoC/oBakbe Hall y 0BOM
rpagy. Mefyytum, y npoteknoj aeueHuju Behux ynararba Huje
6vno.
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YMmecTo enunora

pemMe HeyMWTHO TaloKW Tparose Tpajakba. Tako he
Ce C BPEMEHOM M Halla CTBApHOCT NPEeTBOPUTU Y
CeAMMEHTALMOHM 1 KYNTYPOOLWKW C0J NNaHeTapHor
noctojarba. Kako he Hac nmamtuTu notomum? [a nv camo no
(bparMeHTMMa ofbayeHe MnacTvke Yy CceAuMMeHTVMMa Haluer
BpemeHa? XKennmo fa BepyjeMo fa he Hallm 3anmcu CMUCIEHOCTH
u nenote 61TV AOBO/LHO BPeAHW Aa LMBUAN3ELIMICKO TPajakbe no
FoVMa Mpeno3Haje Halle BpeMe.
lta Ham nopy4yjy Tpaross UMKNyca  Tpajarba?
McTpaxknBaHo Noapydje noceayje 3HavajHe NpupoaHe pecypce u
BEOMa NOBO/baH reorpadcku
nonoxXaj. Mehytnm, untajyhu
TparoBe eKOHOMCKE 1 MOMUTUYKE UCTOPU]E Ha OBUM MPOCTOPUMA,
yodaBa Ce [a Cy yMHorome BehW 3HAuaj] 3a PErnoHasHu
Hanpenak UManu ApyLITBeHW npouecu. Bnagajyhu nonutnukm un
EKOHOMCKM CMCTeM, Kao CBOjeBPCHM OpYLUTBeHW ,codTBep’, Aajy
OKBMP LM/BEBUMA KOjUMA LAPYLUTBO TEXM, KA0 M CBAKOAHEBHUM
noacTMUaMMa 3a (He)aoHolWweHe oaNyKa — MojeAnHaYHMX U
KonekTMBHMX. edumHuiyhu rpaHuly n3mef)y npuBaTtHe 1 jaBHe
CBOjWHe, 1 Apyra npaea Koja 0A/1ydyjeMo fa LWTUTUMO Y APYLUTBY,
NpaBHO ypeherbe ce pedrekTyje Ha eKOHOMCKM MPOCTepuTerT,
KBa/IMTET >KMBOTA, 33[0BO/bCTBO W [AYXOBHOCT rpafaHa, a
oapaxkaBa Ce W Ha wu3rnen NPUPOAHOr KPajonnka, ecTeTuky
Hacerba 1 CBEOOYXBATHOr JbyACKOT CTBAPanaLUTaa.
YKMBMMO Ha eKOMOLLKM KPXKO] MIaHETW, CYO4EHM Ca OrPaHNYeHNnM
pecypcvma 1 CBakOAHEBHO TexMMO Behem 06u1/by, HEMUHOBHO
ce pykooaehv npuHUMNOM ecmkacHocTw (lwTo Behwx npuxona
y3 WTO Marbe TPOLIKOBE). MefyTuM, ako ce YMTaBo JbyACKo
NoCTOjatbe MPeTBOpPY Yy CaMo 0Baj MPWHLMM, MOCTOjXU ONaCcHOCT
[ia Ce MNepaTmB NPOAYKTUBHOCTK KOju ofpef)yje Temno pa3soja
NPeTBoOpY Y AUKTATYpPY TRXKMLITA M AYXOBHO CMPOMALLTBO. VinaK v
Y HajMpay4HWjM BpeMeH1Ma BlafaBlHe He3Harba Mnojas/buBasu
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Cy Ce OHW Koju Buae Oo/me u jacHuje, omoryhyjyhu Hose
LMBMUAM3aLM]CKe Y3Maxe. VIHTenekTyanHa 1 AyxoBHa AoCTUrHyha
noBe3aHa Ca PasyMHUM MOMUTUYKIM OfNyKaMa v CTabUIHUM 1
NPOCNepPUTETHMM EKOHOMCKMM YC/TOBMMA, AOHOCE Nepuoa onwrer
npocneputeta. CpehoM, NojeanHa ApyLUTBA YCNeBajy Aa CMOTHY
CHare [la OOHece OfyKe Koje KONeKTMBHY A06pobUT CTaBrbajy
ncnpen cebrYHUX NMYHKX NoTpeba (Bofa) yNpKOC YnHeHnLM A3
je IMBep3nTeT JbYACKMX CN1aboCTV BECKPAJHO BEMUK.

Tparajyhw Tako 3a Hajbo/bMM aenoBmMa cebe, HeyMOPHO
MCTpajaBamo Yy Gojerby cBeTowhny KpaTKOTPajHOr MOCTOjaHa
KOjUM CMO HarpaheHu. YNpKoC 4nkbeHVUM [a je  Hale
CTBapanalTBO CYLITUHCKM Be3HA4ajHO Y OOHOCY Ha Cjaj Aanekux
3Be3[a, Koje MOXKAa Cafa BuLWe 1 He MoCcToje, Hada Yy TpajHoCT
HalMX dena nonpuma CyLUTUHCKM 3Hauaj. CTora yMeTHOCT Huje
CaMo [lyxoBHa noTpeba Beh npeAcTaB/ba BPeAHOCHWM KOMMAC Y
NIOHOLLEHY KOMEKTUBHYIX (NONUTUYKIX) OfL1YKa Koje NpeBasunnase
eKoHOMCKM un/b (na npuxoam Gyay Behu on pacxopa), Texehu
Hajay6/bMM JbyACKMM NOTpebama 1 Tako nocTaje CMUCao Tpajakba.
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he word cycle is used as a noun that signifies a circle, an

encircled whole, a completed process or a certain peri-

od. The nature of the Universe reveals itself in the corre-
spondence of the movements of the celestial bodies as defined by
astrophysical laws. The inevitable precision of the movements of
the celestial bodies that can be seen from the Earth represented
the basis for calculating time for our ancient ancestors as they
gazed upon the starry skies. Since then we have displayed a con-
tinuous fascination with cycles whose existence we persistently
try to comprehend. Where the universal is reflected in personal
understanding, it is often the case that the clarity of celestial me-
chanics becomes tainted with ignorance and mystification. The
coincidence between lunar phases and the rhythm of the men-
strual cycle in women was long ago connected to spiritual ideas
that helped us to comprehend much more easily the ephemeral
character of human existence within the infinity of the cosmos
(Sagan, 1980).

SLOEO0AH MARROVIE

OCTH, PYIF, LUHS,
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OF SCEHCES AHD ARTS
JASHA ATAHASIJEVIEC

oM, PYIF, LHS

250 30y 0 ¥ouwaas Ay3LSyHOWAYIHIZEY
ES[O 27Yd 0 °H01335 AH31SHHOWAHFHIZIEE

] 4] . R -y il PRI SN TN S =

1% [ 1] I E ] ] I IE
o AR ] » o MR e PASERS, 111908 T
= _ * i 2 - - -



= REFIHIERY

P7?S0 s0ud 0 ¥oLwaas AH3LSEHOWAYIHIZEY

uman interpretation of our entire environment has

fluctuated from helio-centricity, via geo-centricity,

ethno-centricity and anthropo-centricity, to ego-cen-
tricity or a potential eco-centricity. The establishment of a bal-
ance between material and spiritual values represents the basis
for a better kind of existence and for the victory of beauty and
conceptualization over banality and impulsiveness. The develop-
ment of science enables a much clearer perception of the cycles
of existence and provides bases for better political and individual
decisions that have brought about general social progress.

The relatively small area of today’s southeast Banat has
preserved testimonies of the interaction between cosmic, plan-
etary and anthropogenic cycles. There are universal standards
of beauty in certain landscapes. Our fascination with moun-
tain-range scenery is undeniable as is the case with the unique
ruggedness of volcanic landscapes, the exatic beauty of coral is-
lands or the clarity of the water that runs down waterfalls. Those
reminders of our incessant need to imagine a lost paradise make
us intuitively feel true aesthetic tranquility. However, there are
places that are not characterized by the inflation of natural beau-
ty, since their attractiveness is seemingly hidden. Such is the area
between the rivers Danube and Tami$, dominated by the endless
straight line of the horizon where land and skies merge together.
In that monotonous plain, one can only glimpse the silhouettes
of today's StarCevo rooftops and of distant oil refinery towers
as well as those of mounds that mark the place of a long disap-
peared Neolithic settlement and the medieval monastery. How-
ever, this seemingly dull area offers us the opportunity to take an
interesting voyage through time and thus decipher the remaining
inscriptions of the cycles of cosmological, geological, prehistoric,
historic and intimate existence.

From Pannonian Sea to Mammoth Steppes of the Ice Age

mage 1 depicts the global evolution of Earth's climate as well

as the most important paleo-geographic transformations dur-

ing the late Cenozoic (about 10 million years ago) of the area
that we are researching. Through the exploration of thousands of
metres of geological layers, we can also perceive the evidence of
drastic changes in the environment. What was an ancient ocean
turned gradually into the Pannonian Sea due to the rise of the
surrounding mountains, and afterwards it turned into a salt lake.
During that period oil began forming in the mighty deposits of
the Pannonian basin. Oil represents the captured long-gone en-
ergy of the Sun conserved in the lush vegetation growing on the
shores of the once existing Pannonian Sea. Over ther last 8 mil-
lion years, the remains of those plants have been transformed
under the pressure of later Miocene, Pliocene and Quaternary
deposits (Jelenkovi¢ et al, 2008). During the Miocene era, the
Pannonian Sea was turned into a salt lake, while in the Pliocene,
due to a massive inflow of water from the surrounding rivers, a
freshwater lake was formed. Over the course of time, it became
shallower and shallower and it was thus transformed into end-
less paludinal swamps that finally drained out through the riv-
ers during the Quaternary (Markovi¢, 2000). Constantly moving
their stream beds and overflowing their banks, the Danube and
its tributaries flowed through Quaternary mosaics of forests and
steppes through which roamed herds of huge mammoths. These
gigantic animals, whose skeletal fossils were found during lignite
mining in the Drmno open-pit mine (Markovi¢ et al., 2014), must
have attracted Paleolithic' hunters among whom we find the first
modern humans in Europe, who were found in a nearby cave Oa-
sis situated in the southern part of Romanian Banat just over the
border (Trinkaus et al., 2013).

1 Paleolithic is an older period of the Stone Age.
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Image 1: Time comparison of the global changes in climate during the last 550 million years of geological, historical phenomena and processes that
fall into the scope of our study (source: https:/en.wikipedia.org/wiki/Paleothermometer, partially modified according to the results published in: Rayer et al.,
2004; Zachos et al,, 2008; Hansen et al., 2013; Lisiecki and Raymo, 2005; Luthi et al., 2008; Kindler et al., 2014). The red horizontal line refers to today’s climate,
i.e. the average yearly temperature in the period 1960-1990. Note: The time scale is not linear.
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The Cannon of Insolation and the Secret
of Danube’s Loess Dust

= limate oscillations of the Quaternary ice age forced our

distant ancestors to adapt to unfavourable ecological
e CONditions and to evolve over the course of time into a
more successful evolutionary form of life on Earth. Widely known
Serbian scientist Milutin Milankovi¢ crucially influenced modern
paleo-climatic research with his theory that ice ages are caused
by variations in the Earth’s orbit [around the Sun]. The man who
created the ice age calendar was characterized by two important
geographic determinants: Danube and loess landscapes. His most
important travels in life were connected to the Danube.? The Dan-
ube is a typical loess river (Smally et al., 2009) and in its vicinity
some of the oldest and most preserved European loess-paleo-
solar sequences were formed (Markovi¢ et al., 2011). During his
travels up and down the Danube, Milankovi¢ constantly encoun-
tered vast loess landscapes that imparted a special quality to his
personality, thus granting him a unique ability to travel in mind
across the Universe and across centuries. Such intellectual voyag-
es were so realistic that it is no wonder that Milankovi¢'s visionary
scientific research remains fully relevant even today. Milankovi¢'s
theory is basically helio-centric, since he perceived the Sun as the
crucial energy source for Earth. During the time spans when our
planet received less energy from the Sun, there were cold glacial
periods, while warm interglacial periods occurred when the inso-
lation from the Sun was increasing. During the cold phases of the
ice ages (glacial periods) rivers flowing in from the surrounding
Alpine, Carpathian and Dinaric mountain ranges brought in enor-
mous quantities of fine-grain particles which were further car-
ried by cold glacial winds thus forming loess deposits. During the

2 He was born in Dalj, studied engineering and started his career in Vienna,
commenced to write his astronomical theory during his captivity in Budapest, while
the most fruitful period of his life was spent in Belgrade (Milankovi¢, 1997).

last glacial maximum (a period spanning from 26 to 19 thousand
years) the climate was so harsh that several thousand meters of
ice covered the entire area of today's Canada and Alaska, while in
Europe it almost reached London, Berlin, Warsaw and Moscow.
In accordance with Milankovi¢'s cyclical theory, loess landscapes
gave way to soil formation during warm interglacial periods char-
acterized by climate conditions similar to the ones existing today.
In this way, loess strata and deposits remained as witnesses of
climate and ecological changes that occurred during the ice age.

hroughout his life, Milankovi¢ often had opportunities

to observe loess-paleo-solar sequences in the vicinity of

Austrian Krems, Hungarian Dunafeldvar, his native Dalj
hill, as well as steep banks of the Danube ranging from Zemun
to Vukovar. The great explorer was unaware that those deposits
completely preserved the evidence of his conception of paleo-cli-
matic cycles, and thus contained irrefutable proof that his astro-
nomical theory of climate change was valid (Markovic¢ et al., 2015).
The overriding belief among the scientific and broader commu-
nity is that humans are starting to have the dominant effect on
climate, and that there is a danger of a “super-intra-glacial” period
that would last much longer than Milankovi¢'s cycles predicted. It
is symptomatic that the fear of anthropogenically caused global
warming is widely used in politics and other social undertakings
that are only loosely connected to scientific climate research. Un-
fortunately, mankind still lacks an adequate replacement for the
economically justified usage of fossil fuels, which brings to the
fore the inevitable civilizational search for new, efficient and fi-
nancially favourable energy sources.

The Age of Neolithic Metropolis

e are living in the current interglacial period called

Holocene. In southeast Banat, today’'s climate is of

continental character - winters are cold, spring-
time and fall moderate, while summers are warm and dry. Due
to those climate oscillations water levels of rivers in Banat are
quite unpredictable, occasionally resulting in catastrophic floods
or, conversely, in temporary droughts. Otherwise, those riv-
er-flows lazily zigzag through the plains and abandon their me-
anders, which over the course of time turn into a vast swampy
labyrinth. The benefits of this glorious natural diversity were first
recognized by our Neolithic ancestors. During the last intergla-
cial period, rivers massively deposited loess dust, thus forming
fertile soil on which our Neolithic ancestors in the vicinity of
today’'s StarCevo succeeded in controlling the growth of useful
plants and animals some 7 thousand years ago (Weininger et al.,
2019). The Neolithic agricultural revolution in this area brought
about extraordinary civilizational achievements. That was the
time during which humans started to establish permanent set-
tlements, thus completely changing their everyday way of life.
Owing to the cultivation of plants and domestication of animals,
they had enough food at that place and therefore had enough
free time to make magnificent figurines to satisfy their spiritual
needs too. No evidence of waging wars was found during the
times of Neolithic cultures, since (relatively small) populations
lived in essential abundance and in harmony with their natural
environment. StarCevo at the time represented a truly global
civilizational metropolis of a large territory in the middle of the
Balkans, spanning from today’'s southeast Hungary, across west
Romania to central Serbia (Chapman and Souvatzi, 2020). After
more than a thousand years of the flourishing of StarCevo culture,
for now unknown reasons, there emerged a new Nealithic culture
that succeeded it on the other side of Danube, with its capital in
Vinca (Tasic¢ et al., 2017).
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Image 2a: Marsili's study Danubius Pannonico Mysicus (1726)
Image 2b: A map from the same study (section XII) depicting the Danube
and its confluences with the Sava, the Morava and the Tami$

Beginning (and the End?) of Industrialization

uring the further course of prehistory and subsequent
history, violence became such an ordinary occurrence
that devastations of these plains repeated incessantly
over the course of the next couple of thousand years. Monuments
of civilizational prosperity and the spirituality of the states that
took turns in occupying this territory are rare, but examples are
the remains of the Antic city of Viminacium, the fort of Smederevo
and the monastery of Vojlovica from the Middle Ages (image 2b).
In the times of long Austro-Turkish wars, this area was
almost completely depopulated and once again turned into an
endless mosaic of steppes and swamps. It looked exactly like the
region Milo$ Crnjanski depicted at the beginning of his timeless
novel Migrations. At the time this area was researched by the
Austrian peace emissary Luigi Ferdinando Marsili, the author of
grandiose six-volume study Danubius Pannonico Mysicus pub-
lished in Amsterdam in 1726 (image 2a). This scholar of Renais-
sance education left us a multitude of maps, and astronomical,
geological, biological, archeological and historical information,
and thus made these abandoned expanses a part of the explored
world of those times. After the Karlowitz Peace Treaty® (1699) and
the Passarowitz Peace Treaty (1712), the area came under the di-
rect governance of the court of Vienna. The mighty empire invest-
ed huge funds in order to tame the temperamental nature of the
Danube and its numerous tributaries, to connect the main towns
of Banat by water channels, to build some of the earliest railways
in Europe and to drain the swamps in order to facilitate the devel-
opment of intensive agriculture.

3 Marsili was also the author of the design for the chapel in Karlowitz in which the
treaty was signed.

t that time industrialization in Europe was gathering

pace. At the periphery of the Austrian empire, agri-

cultural terrains were being cultivated, and the infra-
structure for the trade and processing of agricultural products
was being developed. Some traces of industrial development date
from the 18" and 19 centuries when tradesmen started to in-
vest their accumulated capital in the first factories that produced
beer, silk and starch. However, industrialization fully began in the
1930s or, more precisely, in the period between the two world
wars when the first factories that produced airplanes, glass, fur-
niture and yarn were established. These newly cultivated areas
became populated by members of different nations, and over the
course of time they created a specific spirit that presented itself
in ethnical, linguistic, political and cultural diversity.

The largest industrial investments in public infrastructure
and industrial plants were made after the Second World War, es-
pecially during the 1960s and 1970s, as part of of a global trend
of technological progress driven by scientific and educational
growth. Itis during this period that oil was discovered in this area,
and the construction of the monumental facility which through
the processing of crude oil makes available again the fossilized
energy of the Sun took place. This kind of energy is still used for
almost all economic activity.

The new economy based on mass industrial production
and intensive agriculture goes hand in hand with the expansion of
settlements, urbanization, the development of public infrastruc-
ture, rapid immigration and population growth.

The NIS oil refinery and the chemical industry complex
situated in the southern industrial zone of the city of Pancevo,
which also includes the HIP Petrochemical plant and the fertilizer
factory Pancevo, represent a unigue testimony of economic and
political change in this area during the turbulent times of the end
of the 20" and the beginning of the 215t century. The construc-
tion of such colossal facilities was organized during the period of
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state management of the economy that was based on communist
ideology. It was the period of the planned economy when prices
were not determined by the market. Nevertheless, the criteria of
cost-effectiveness, i.e. that profits should exceed costs, inevita-
bly determes the sustainability of investments. This fundamen-
tal economic law, which manifests itself in the competition that
dominates market economies, creates the need for a constant
rise in efficiency and investment in technological development.
In the absence of the market, such business decisions are made
at the level of the state and they fall under the authority of polit-
ical power. At the same time, during the 1990s, western market
economies were apening up and this caused the wave of more
intensive globalization of financial markets and production. The
economy of the then-existing [Federal Republic of] Yugoslavia
became isolated because of the economic sanctions imposed by
the United Nations due to wars waged on the territory of for-
mer Yugoslavia. The break-up of connections with the rest of the
world meant for the industry of Pancevo (as well as for the rest
of the country) lagging in technological development, stoppage
in production due to the lack of raw materials and loss of sales
on formerly accessible markets. An additional blow to the func-
tioning of the refinery (as well as for many other vital facilities)
was inflicted by the NATO bombardment in 1999. At the beginning
of the 2000s, the population at large officially decided in favour
of building a democratic society and making the transition to
the market economy. The reestablishment of private property in
economic life and the withdrawal of the state from it were never
unambiguous. There was a need for buyers with enough money
and knowledge to revive the business, and, above all, to investin
the modernization of the factory. The buyer for such a massive
facility as the refinery, was found in 2008, and it was the Russian
Gasprom Neft that became the majority owner as part of a broad-
er agreement between the states. For a 51% share of ownership
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approximately 400 million euros* were paid, while the state be-
came a minority owner, and the rest of ownership was distribut-
ed to citizens in the form of (free) shares. For almost all of the two
subsequent decades, no buyer could be found for the petrochem-
ical industry of Pancevo, which produces basic raw materials for
the chemical industry. Over the years, the profits of this factory
have been less than its costs, and it has been kept in operation
with subsidies from the state budget. By the end of 2021, NIS, in
Russian ownership, “agreed” to take over the petrochemical plant,
and promised to invest in its modernization in order set it on the
path of more profitable business conduct. The city of Pancevo is
today almost entirely deprived of technologically modern indus-
tries or, in other words, of major investments that would facilitate
further developments that would make possible the transfer of
the new spirit of the times to the local community. In economic
terms, the city is a satellite of Belgrade and consists of a multi-
tude of small and medium-sized businesses (that operate mostly
in service or trade sectors). Its favorable geographic pasition near
to the Danube and other important communicational routes is
being highlighted by local authorities in order to attract investors
to conduct their business in this town. However, during the past
decade there have been no major investments.

Instead of an Epilogue

ime is inevitably sedimenting the traces of lasting exist-
ence. In this way, as time passes, our reality will turn into
a sedimentary and culturological stratum of planetary
existence. How will we be remembered by our descedants? Will it
only be by fragments of discarded plastic in the sediments of our
epoch? We want to believe that our reminders of meaningfulness
and beauty are going to be valuable enough that civilizational
lasting existence will recognize our time in accordance with them.

4 Itis curious that to this very day the question is from time to time publically raised
of whether we as a state have sold the Oil Industry of Serbia (NIS) too cheaply.
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hat is the message conveyed by the remains of the

cycle of lasting existence? The area under our re-

search comprises significant natural resources and
a very favourable geographic position. However, we can see by
reading the traces of the economic and political history of this
area that social processes had a far greater significance for re-
gional development. The dominant political and economic system,
as a kind of unique social “software’, supplies a framework for the
ends that society aspires to, as well as for everyday incentives for
reaching (or not) individual and collective decisions. In defining
the border between private and public property, as well as oth-
er rights that we decide to protect in society, the legal structure
reflects the economic prosperity, quality of life, happiness and
spirituality of citizens, as well as the appearance of the natural
landscape, the aesthetics of settlements and all-encompassing
human creativity.

We are living on an ecologically fragile planet with limited
resources, and yet in our everyday lives we inevitably strive for
greater abundance driven by the principle of efficiency (of larger
profits with costs as small as they can be). Nevertheless, if the
whole of human existence becomes based on only this principle,
there is a danger that the imperative of productivity dictating the
pace of development will be transformed into the dictatorship
of the market and spiritual poverty. Even during the darkest of
times in which ignorance rules there are those who have a bet-
ter and clearer vision, and they are the ones that facilitate new
civilizational advances. Periods of general prosperity come about
when intellectual and spiritual achievements become linked with
rational political decisions and stable and prosperous economic
conditions. It is fortuitous that some societies manage to muster
up the strength to reach decisions that favour collective benefits
over selfish personal needs (of rulers) despite the fact that the
diversity of human weaknesses is infinitely large.

="

n this way, by searching for the best in us, we tirelessly endure

in colouring with light the short existences that we are allotted.

Despite the fact that our creativity is essentially unimportant in
comparison with the rays of distant stars that might have already
vanished, the hope of durability in our acts is of essential signifi-
cance. That is the reason why art is not only a spiritual need, but
also represents a compass for values that we adhere to in reach-
ing collective (political) decisions that surpass purely economic
ends (generating profits greater than costs) and makes us strive
to fulfill the deepest human needs thus provide the meaning of a
lasting existence.
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Y noTtpasu 3a 3BOHMKOM

efaH KpUMWHanal, HeroB npujatesb akoxonmyap ca CBojuM

oCTapenuM oueM U jefHa npocTUTyTKa jype ayTo-nyTeMm y

NOTPa3sM 3a 3BOHMKOM 33 KOjW Ce Npuya Aa obe3bef)yje BeuHy
cpehy onpeheHoM 6pojy NPoBpaHmMx X0404YaCHMKa Koju ycnejy
[a CTUrHy Ao rera. [a 6v 000unm Takas 4ap, MYyTHALM He caMo
02 MOpajy [a Ce 3a40BOo/be MyToBarbeMm 4uvja je aectuHaumja
YIMaBHOM 33CHOBaHa Ha MacvHama, Beh Mopajy v [a oTBope
cpua v ymoBe. HMKO He 3Ha WTa TO Ta4yHo noapasymesa. 3a Camby,
youLy, NpBY 13a30B y [OONaXKery A0 3BOHWKA je [a 3aapku
KOHTPO/Y Haf TEePeHCKUM BO3MMIOM [OK [Oefin (awy BOTKe Ca
canyTHULMMa.

MocTojarbe 3BoHMKa Cpehe je jaBHa TajHa. Carba je 3a rbera
Ca3Hao NpeKo CBOjWX Be3a Ca ApYrnM KpUMUHANLMMA, ann CBaKo
je 4yo Heky of Bep3uja Tor muTa. CaM 3BOHVMK HUje yLUpTaH HU
Ha jeiHOj 3BaHWYHO] Manu, anu 30HY Y 4u1joj Ce YHYTPaLHOCTH
Hanasn 3BOHWK Huje TelKo NpoHahu jep je OKpY>XeHa rpaHnyHNM
npenasuma. Jbyan y pasgop/beHvM yHUMOpMama, Koju 4yBajy
rpaHvLe 30He, CxBaTajy CBOj 3af4aTak Camo Nonyo3bwbHO U He
pafe MHOrOo LWTa 0CMM LITO NOKYLLIAaBajy Aa OABPaTe X0404acHMKe
o4 notpare. Moxke N CTBApHO HEKO A3 CTaHe Ha NyT Heuujoj
noTpasu 3a cpehoM K CMWUCIOM? JeaMHO Yyro3opere Koje
YyyBapw dajy NyTHUUMMA je Aa Ce HWKO HWKada Huje BpaTtuo 13
YHYTPALWH0CTH 30He fa UCnpurYa LWTa ra je Tamo cHalwso. bor Bac
6/1arocnosmo u cpehHo.

LLTo oy6s/be NUKOBM MPOAMPY Y YHYTPAWHOCT 30He, TO
nej3aXk OKO HbMX M0CTaje OrosbeHunjy, roTOBO aMoKaMMTUYAH.
[peneo je nNyH OXxusbaka HacTanmMx Of MNocnefuua parta Wuan
Heke WHOyCTpYjcKe kaTactpode. OHW HacTaBrbajy Aasbe. CHer
nafa v 1o ce negn. OKoNMHA NyTa Ha4YMYKaHa je HanyLTeHUM
ayTOMOOUIMMA W NeeBMMa PaHNjUX XOA0YACHUKE KOjU HUCY
ycnenu pa npoHahy cBojy cpehy. JlnkoBw nponase nopen
paspylleHnx 3rpaga u cycpehy guemse >kuoture. Otau

anKkoxonu4apa, Koju je no npodecnjn Mysudap, ymupe TOKOM
Hohu. Annca apxTu og xnagHohe v nnada. ATMocdepa je jeswsa,
anu He y TOj Mepu Aa 61 UM Ce YMHMAA MOTMYHO CTPaHOM. Y
30HM Ce Hekafa 0ABMja0 >KMBOT KakaB OHM NO3HAjY U 13BaH ey
MeTpononn. JIMKOBK HaCTaB/bajy NyT Pe3UTHUPAHO, ant O4TY4HO.

OBo nyToBarbe MpefcTaB/ba 3anner GuaMa Anexceja
BanabaHoga 13 2012. roanHe Xohy v ja (pyckin HAacN0oB 5 Toxxe xo4y
-,/ ja Takohe »xenum cpehy”)! JyHaum npuye cy 0CMpoMalleHu
1 NOCPHYNW Jbyau 1 cTora cy 3a banabaHoBa HWLWTa ApYro 4o
06u4HK. CatblHa CaMOyBEPeHOCT je MOXAA C/IOM/beHa MoLTO je
FberoB noc/1efby KPUMUHANHM NOAYXBaT MoLwwao no 31y, Anuvca
MOXK[Aa 6eXKM 01 CBOLHWMKA KOjM je 3M10CTaB/ba, CTapaL MMa Mano
Yemy [a ce Haga 0CuM CMPTW, oK je Oner jedBa ycneo Aa w3ahe
XnB 13 6onHuue. CBKU OHM CYy BULWE WUCMYHEHW MOKOpHOLWhy
HEero HafoM, a HKXoBa MoTpara 3a cpehom npencTas/ba BuLLE
BVONOLLKM UMNEPATVB Hero pauvoHanHy oanyky. LUTta ce gpyro
MOXe ypaauTh Yy jeJHOM CBeTYy y KOME je penpoayKLumja »erbe
HeyMosbrBa? CkOpo Aa je Yy4o WTo HeMa MHOTO BULWE Jbyau Koju
noKyLwasajy fa AoNy 00 3BOHMKa.

BujeHana yMeTHOCTM - YKOMMKO MU OonpaluTtaTte WTo Beh
KBap1M W3HeHaferbe NOBOAOM OBe Hejake MeTadope, Koja je
CaMo MpBa 01 MHOIUX y 0BOM TeKCTY — Beh 1yro BpeMeHa cy MecTa
xopoyawwha, CIMYHO 30HW. HbMXOBO MOCTOjarbe HWje HKKaKBa
TajHa: npeteya (BWMX BujeHana, OHO BeHelWjaHCKO, OCHOBAHO
je 1895. roavHe Kao pek/laMHa MHWUMjaTVBa KaKo 3a CaM rpag,
Tako W 3a TaMO W3/10XKeHY YMeTHOCT. laHac nocToju npeko 300
BvjeHana wan TpujeHana y BeIMKMM 1 ManuM rpafoBumaZ Of
KOjUX Ce HeKka 0ABWjajy Y MeTpononama, a Heka Ha nepudepuju,
[OK Cy Apyra HOMaACKor kapakrepa. ATpakuuje Koje ce Hyae y
Bereunju nnun MaHyeBy Cy, y CYLUTUHW, OTBOPEHE 3a CBe U CBU

1 Anekcej banabaHos, https:/www.imdb.com/title/tt2456536/

2 Shwetal A Patel, Sunil Manghani, and Robert E. D'Souza D'Souza, ‘Extracts from
How to Biennale! (The Manual), On Curating, 2018, https:/www.on-curating.org/
issue-39-reader/introduction.html#.YitRmy-11BO
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Cy pobpopownu. Ann, Kao 1y cyvajy 3BOHMKA, He Yy4ecTByjy
CBV Y HbMMA Ha WUCTU HAaYMH UK Ca UCTUM LnbeM. Kao 1 cBaku
AOpYyrn OBnmK yMeTHOCTW, OujeHana KMajy CBOje Mo3HaBaolle,
CBOje yBaXKeHe rocTe 1 CBOje KpUTnyape. HeBepoBaTHa KoM4YMHa
Y4YeHOCTW 1 CreKkynaumnje ynoxkeHa je y OTKpvBakbe Tora LwTa
6V MO0 [a 3Hauu OTBOPUTK CpLe v yM BujeHany, a BEPHULN
CYy HeKku of Hajoo/be 00y4eHWX KaHAMAaTa 3a To. bujeHana
MMajy 1 CBOje BMKeHA nocetmole Koju [ofa3e Camo 3aTo LUTO
CY 3aMHTpUrMpaHu HoBOTapujama. A npemaa ce bujeHana 4yecro
OOBWjajy Y apanTMpaHVM rpagckuM MpocTopuMa - LWKOoIama,
CKNaAMWTMMA, JaBHUM ABOpaHaMa, Pabprkama 1im Hak LpKBaMa
- NPOCTOPMMA KOjW CIIy>Ke Kao NpuBpeMeHn My3ejn 1 ranepuje,
MHOMV JOKOHM MPOfa3HMUM Takohe ynase y 30Hy bujeHana 6e3
HeKke HapoynTe HaMepe. T XO404aCHULM HUCY yryheHn y NpaBo
3HaYerbe 3BOHMKA.

Y poMany [TukHuk nopes nyta® 6pahe CTpyraLkn Ha Kome
je MpMBNWKHO 3acHOBaH CueHapwo 3a GunM Xohy # ja, 30He
Cy HacTane Kao nociefuua nocete BaH3emasbaua. He 3Hamo
TOKOM KaKBMX Npoueca Cy OHe HacTane, anu rMaclHe 0 FHUXoBUM
Heob6jalWHbMBUM M MarMyHUM 0COOMHAMa BeOMa Cy paluvpeHe.
YKOIMKO OmnjeHana yMeTHOCTW MpeLCcTaB/bajy TakBe 30He, TO je
cTora WTO Yy CTBapW MpencTaB/bajy KOHIoMepauunje ytuuaja,
naeja, NPoV3BOAa, MaHwdecTaumja, LOroBopa W MOMAUTUYKMX U
eKOHOMCKMX MMNepaTm1Ba Koju Aenyjy Ha rpad Koju je aomahuH y
MPOCTOPHO W BPEMEHCKW OrpPaHMYeHOM CTakato putMmy. bujeHane
ybpun3rasa NHTeNeKTyanHy eHeprijy 1 Kanutan y rpag Ha HaunHe
KOju Cy MNO CBOM YCTPOjCTBY ekcTpaTeputopwvjanti.® bujeHane
npeTBapa rpad y 30Hy AoHocehr ca c060M MHAYCTPU)Y, TPrOBUHY

M MMNCA0 O YMETHOCTW WTO CBe HKWKada He MocTaje JeiHO3HA4HO

3 Apkaauj n bopuc Ctpyrauku, [ukHuk nopes nyta, Haw aom, beorpag, 2011.
4 Tpeba pehu fa cy Heka o BujeHana y4rHuNa KOOpAMHVCaHe Hanope 4a nocTaHy
yrpafieHa y XM1BOT rpafoBa Koju 1x OpraH13yjy Kpo3 UHTepBeHLIje TOKOM YuTase
rOAVHe, HapyyuBatbe CTa/HMX jaBHUX YMETHUYKMX PafoBa VAWM 3ajedHMHKMX
nporpamMa Koju Cy yCMepeHw BuLe Ha MeLUTaHe Hero Ha rocte. Y Tome ce cactoju
NoKyLUaj brjeHana Aa NPeTBOpK HELUTO LWTO je eKCTPaTepuTOpujaHo y NOKaNHO.
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Ca CaMuM TpafoM. Y CBakoM C/yvajy, y TOMe Ce CacToju HeroBo
obeharbe.

BujeHane Moxke 6UTWM npocTop ocnobafarka (Moxe ce
pehn, nosajmbyjyhn m3pas koju je ckoBao Xakum bej, oa je
TO MpviBpeMeHa ayTOHOMHA 30HA®) y KOMe Ce orpaHuyerba
NPOCTOPHMX 1 (POPMaHUX NpoLeaypa npesasnnase cybsepsnjom
TOKOBa MHMOPMaLWja, NPOU3BOAHE W NOTPOLLHbe. BurjeHane, 6aLu
Kao 1 30Ha, NPUB/aYX Mace jep [OHOCK MOryhHOCT fa ce foroan
HeWTO Heo4ekrBaHO M HeobjalwrbnBo. MHOMO TOra je peveHo
W HanuWcaHo MOBOLOM YHYTpallUrber HaudnHa (yHKUMOHWCaHa
OvjeHana yMeTHOCTV Kao O jedHOj CWAW Koja je ycaBplumna
CTBaparbe 30Ha. Mnak, ynpkoc CBUM TUM MUCTpaxknsarbiMa
NpeumnsHy MexaHusMu kojuMa  bBujeHana AoHoce cpehy”
FoMXOBMM MOCETUOLMMA OCTajy jedHaKO MWUCTEPUO3HWU Kao W
noceTa BaH3eMasballa Koja je CTBOPW/Ia 30He Y pomaHy 6pahe
Crpyrauku. MprBNaYHOCT 30He cacToju ce y TOMe Aa forahajm
Kojw Ce 0ABMjajy Y HOj MMaAjy NoTeHUMjan aa 3a0buhy nenoBare
JbY[ICKOT pa3yMa W [a nocTaBe HeyobudajeHe 3axTeBe 4ynnma
nocetunaua. Y lmkH1KY nopen nyra U3BOP TakBor noTeHuUmjana
je BaH3emasbCKku. YKOAMKO BujeHana vmajy- Uctu noTeHuwmjan,
OHL.3 HUX0B M3BOP MOPa BUTU YMETHOCT.

5 Hakim Bey, TA.Z: The Temporary Autonomous Zone, Ontological Anarchy, Poetic
Terrorism, New Autonomy Series, Autonomedia, 1991.
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KOMMKO BujeHana npencrtass/bajy 30He, LWTa je oHAa

3BoHMK? LWTa je cpeha? BujeHana cy npoctopn y

KOjMMa Ce YMEeTHOCT NpuKasyje, npoLersyje, pasmersyje
M KoH3ymupa. BujeHana cy npoctopu y kojuma 6u yMeTHOCT
MOI/10 Aa YPaau CBe OHe CTBApK 3a Koje BepyjemMo Aa 1x yMeTHOCT
MOXEe YUYMHWUTK: @ Hac ocnoboam of CBaKOAHeBHWX bpura, da
npesasufje rpaHnLe Halle uMarvHaumje, Aa Hac UHCNVpUWe, Aa
HaM NPYXWV Hady. YMETHOCT 6u, kako To BanabaHoB kaxxe, MOrna
6vTK n3Bop cpehe.

YMeTHOCT 61 Morna aa byae cse T0. Ann YeCTo OHa TO Huje.

Y 3oHu kog banabaHoBa 3BOHWK cpehe cToju Mmehy
pyLWeBMHAMa Hekafallrbe LPKBe, yCamMibeH ycper 6e3rpaHnyHe,
6e300m4He, 3aMp3HyTe paBHMue. CBM feweBn pasbauann
MO KPajonnKy OKPEHYTW Cy Of 3BOHMKA W jacHO je Ja noBpaTak
Yy CMOJSbHK CBET HUje MOryh HMKOMe KO He ycrne fa KOMyHWULMpa
Ca HaTNPWMPOOHOM CUMIOM, Ma KakBa OHa Buna, 4mjn je 3BOHMK
NPOBOLHYIK.

Anvca n Carba, BOje jyHaKa Halle npude Koju cy 1 aasre
Ha MyTy, He 3Hajy [a /1 je 3BOHMK 3anpaBo Heka CypoBa Luana,
Kao HK [a N1 je 1Kada MKoMe MCMyHKO »esby. Of TpeHyTka Kafa
Cy ywnv y 30Hy 61no je npekacHo da 3adpKe WkakBe CyMrbe.
Xohe nu wKx0B0O xofo4awhe 6utn HarpaheHo? Ha kpajy dunma
(M3BMHbABAM Ce LUTO 0Aajem) caMo jelaH Of IMKoBa BKBa HarpaheH
TpaHCUEeHAeHTaNHNM MPenackoM y CBeT Koju Tpaxke. [a nu cy
LWaHce of jefaH npeMa net BpefHe Tpyaa?

Moxxga caM BaM Beh wuCyBWLIE WCKYLLIABAO Bally
TONepaHunjy 3a Metadope. ®unm Xohy v ja TELLKO [a MOXe OUTK
BMLLE aneropuvaH. 3BOHVK KOjK 06efiexxaBa MeCTo HanyLwTeHor
MaHacTupa (Mnv Heke NapOXMjcke LIPKBe, YKOMMKO MU AOMYCTATE
TaKo) Cafla HWje HWLITa Makbe BoXje NpeACTaBHULLITBO HEro LWTO je
T0 610 Npe noceTe Koja je NPeTBOPKA 30HY Y NMYCTOLL. Y CyoUaBarsy
ca TUM, Annca je apxeTwn KaHAmOata 3a w3basrberbe jep je
rpelwHnUa BULWE yCen OKOMHOCTM Hero 360r HepocTaTka Bepe.

Carba je 3abnynenu cnH. Cam banabaHoB ce nojaBrbyje y unmy,
3a Koju he ce MCNOCTaBUTK a My je NocnefHK, Kao env3oancTa
Y yno3u uUaMckor cteapaoua. Gunmayuje Koju ymupe. Ounm
Xohy v ja npy4a je 0 HajCTapWjoj NPUYM Ha CBETY, OHOj O JBYACKO)
MOTPasun 3a CMUCIOM Y CBETY Y KOME >XMBOTHA MH(PACTPyKTypa
BULLIE He Mpy>Ka TpajHy yTexy. [10CToju pa3nor WTo HacTaB/baMo
[a Npy4amo Ty NPUYy: CBe WTO 3HAMO 0 OHMMA KOjW Cy MPOHALLIIM
cpehy, unu cTpafanv Tpaxkenin je, jecTe yMeTHOCT. 33 TO He NoCToju
MCTPaXKVBaHe 3aCHOBAHO Ha AOKA3MMa HUTW NOy3AaH MeToq 3a
noseharse LWaHcK 3a ycnex.

ok banabaHoB coONCTBeHe Hafe, v Hafe CBOjUX NINKOBA,
33CHMBA Ha TPaHCLEeHOEHUMM - nouMarby [a Ce cnac Mopa
TPAXKMTU M3BaH OKBMPA JBYACKOT WCKYCTBa - unm (CTasnkep®
AHLpeja TapkoBcKkor 13 1979. roamHe Koju NpeacTas/ba Nno3Hatujy
afantauujy pomaHa 6pahe CTpyrauku, nMpoHanasn OTKPOBeHe
y UMaHeHunjn. Y Crasnkepy 30Ha je UCTOBPEMEHO M Hero3HaTto
M OBOCBETOBHO, a OHa Cama MnpefcTaB/ba M3baB/bere. Kibyy
NCTUHE W UCTYHEeHa Xerbe Huje NoUMpaH y LeHTpy 30He Beh
je CBeMmpuCYTaH y HeHOM LiefIOKYNHOM CacTaBy, CNpeMaH [a ce
OTKpMje OHMMa KOju ra Tpaxke. Mnak, Taj 3apatak Huje 6e3 Tewkoha
M noceTvouMMa Ce Cyrepulle Aa NoTpake Momoh CTankepa,
CBeLUTeHWKA-BOAMYA, KOjU CY HAy4Mu Aa M3BerHy KMorke 1 3amke
CBETA KOjW NINYM Ha OHaj CMOSbHM CaMO Ha jeiaH 1y30paH HauuH.

Kop TapkoBCKor cTankep 13 Hacnosa unamMa Boam Mucua n
Mpodecopa y 30Hy. T MMKOBY BEPOBATHO MHOTO BUMLWe noacehajy
Ha OHe KOju Tpayke UCTUHY Y BUCOKO] KYNTYpu BrjeHana yMeTHOCTH
Hero BanabaHoB/bEBM KpUMMHANLM W MPOCTUTYTKe. 30Ha je
Ha jegaH MUCTePMO3aH HaYUH CIMYHA HeKOM rpafdy U HeroBum
WHOYCTPMJCKMM 30HaMa HaL Kojuma Ce u3fwke MalluHepuja
HeoapeheHe cBpxe. CaMo MO M30CTaHKY ycTanacaHor AnMa wnm
OyKe MOXxe ce MPUMeTWUTW [a je 30Ha HeaKTWBHA. YNa3aK y To
nofpy4je y notTpasu 3a onpoLuTajem je p13ndaH, anv He TONNKO Aa
6V NpeaCcTaB/bao Kpajrby HyXay.

6 Anapej Tapkoscku, Craskep, 1979, https:/www.imdb.com/title/tt0079944/
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CBe je yMETHOCT M YMETHOCT je cByAa

N, NOHOBO CaM 3ab0paBMO Ha YMeTHOCT. Ko unu

WTa je MMaHeHTHa HaTnpuponHa cuna 3oHe? Ko je

cTankep ymetHoctu? [la nn noceta Hekom OujeHany
npy>ka 4ak v HajHeonpeheHuje obehare onwTersa ca UCTUHOM?
MogyoapHoCT uM3Melly 6ujeHana U yMeTHOCTW YHyTap Hera
je cTBap KOMMNO3MLMje Y OHOj Mepu Yy KOjoj je TO OHa 6una 1 3a
banabaHosa v 3a Tapkosckor. banabaHos je 6113y fa pa3oTkpuje
Foeros 6OXKaHCKM M3BOP TPaHCLeHAeHLMje, anv 360r Tora LTO OH
caM (y XXMBOTY UM Y CBOjO] eNWU30AHOj yNo3n y unmy Xohy v ja)
HWje jenaH o cpehHuKa KojuMa je JapoBaHa cpeha, OH He Moxe
[,a NpeBa3wfe CTPMKTHO JbY/ACKO eCTETCKO MCKYCTBO NOCMATPakba
ANNCUHOT Y3[M3akba Ha Hebeca. 3a TapkoBCKOr cama noTpara 3a
OHWM KpajbKM je 3anpaBo TO KPajHe 1 OH TPeTMpa CBaKM KaMeH
VI 3pHLLe NecKa y 30HM Kao HELLTO LUTO [OHOCK MOTYRHOCT cycpeTa
ca nctmHoM. [lok 3a banabaHoBa NoCTojM Camo jeiHO YMETHUYKO
[eno, 3a TapKOBCKOr YMETHOCT je Yy CBEMY U C(Be CafpXu
noteHuvjan aa bymne ymeTtHocT. CaMuM TVMe LITO je JoLWa A0
3BOHMKA, An1ca je Mopana Aa byae jeaHa Hapo4MTa BPCTa aylle
[a 6v npoHawna 60ra. Y OHOM MMaHeHTHOM CBe WTo [1ncal u
Mpochecop Tpeba fa ypade jecTe Aa 3apoHe Yy M10TeHLMjasT 30He.
VicTe TakBe oanyke opmupajy 30Hy bujeHana: [la nv je ymeTHOCT
Y H0j CBEMPMCYTHA KA0 pacrpLUieHa YHyTap heHe atmocdepe
MK ce MaHMMeCTyje Kao jedaH H13 CUHIYNApHOCTH?

Cama TeH3uja M3MeNy TPaHCLEHOEHTHUX U UMaHEHTHUX
noTeHUWjana y WCKYCTBY KyNType Nexku y cpuy nuTarba Koja
cy unosodu, KpUTMHapyM U yMETHMUM (ako He W Teonosu)
MWEeHM]yMVMa MOCTaB/bann noBodomM ymeTtHoctn. LWTta je
NoTpeBHO Aa YMETHOCT Byae OHa BPCTa YMETHOCTM Koja Hac BOAM
Ka (POpMU UCTUHE KOja 0f0/1eBa NPOTOKY BpemeHa? [la v nctunHa
YMETHOCTM MOpa yBeK [a Oyde KOHCTpywcaHa YHyTap CBOjuX
KOHTUreHTHMX OfHOCa Ca apTedakTiMa Koju Ce Hanase W3BaH
30He? 3a0611a3Ho peLlerbe CBeTa YMETHOCTW 33 0BO MUTare
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BHJEHANA Y NPOCTORH
S ROHAMA BH SMETHOCET o
mar /1A OAa 9FALAOH

LBE OHE CTEARFH

3A ROE BEFYHIEMO

OA Hes HiETHOCT
MOE YHSHAHHETH:

OA HAC OE1Ose0oH

A CBEARO0OHEBRHHRS
BFPHM A, OAF TFPEBA3ZIHRE
MPAHRHLE HAWE
HMAMHHALAIE, A HAE
HHCI THFPHLWE, A HAM
MNPYHH HAOY.
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KOje KapakTepulle peayKTMBHa BUMHAPHOCT CacTojano ce y Tome
[a ce Tpeba OCNIOHUTM Ha KacTy CTankepa. Moja Metadopa je
0BAE MOX[da NOMasno K/vMMaBsa jep CBWU YMETHWLM, KyCToCu 1
3BaHWYHMILM U3 CBETa YMETHOCTW TBpAe Y oapefjeHoM cTeneHy
[a cy CTanKepun Koju Mory aa cnefbeHunke-navke gosemy 6nmke
obeharby jedHe MUCTUHE KOja je CaMa YMEeTHOCT. Ann A03BOUTE
MW [1a 3a TPeHyTaK CBe Oyae MeTadopa CBera ocTasnor. YMeTH1LM
Cy NMOBPEMEHO BEpOBa/v [a OHW CaMyt MOTY IMPEKTHO [a OnLuTe
ca 6oxaHckuM. CBW CTapatesbi My3eja 6uam Cy no3saHu [da
roBope 0 TPaHCLEeHAeHTaNHOM NoTeHUM|any yMeTHOCTH. KycTocu
y3uMajy y 003up KpeThe hixoBe nybnvke yHyTap 30He Kao Aa
CY Ha HMBOY MMaHeHUuje. CBaKo je Morao aa byne crankep.

N He MarbKa Tparaya cnpemHux Aa npefly y 30Hy -
BeHeuujaHcko - BujeHane je 2019. roguHe yrocTuno CKOpo
600.000 nocetnnaua. MHornm gpyrn he KynuTu KoMmaet
KapaTa 3a oAMop 33 forahaje y baHrkoky, Ha AHTapKTuky (1), y
XaBaHu mnu TyaHrioy. MHuorv apyru he mMoxaa TpaxkuTu 30He
He3aBWCHO 0f TakBwmx forahaja 1 npuToM he n3Hahu MoryhHoctm
La NpoXkMBe conctseHe Bepsuvje (Taskep UckycTasa. [pyMapHK
eeKar TakBMx eKCKyp3uja 4eCTo je rnaBobosba NPOy3poKOBaHa
npeontepeheHowhy 4yna Koja ce jaB/ba Kaa Yyna BuLe He Mory
0a pa3nunKyjy 30HYy Of Came YMeTHOCTW. Y3umajyhu 036u/bHO
MOj apryMeHT [a 30Ha TapkOBCKOr npefcTaB/ba [e/1e30BCKy
paBaH MMaHeHLMje,” MOPamo UMaTh y BUAY MHTepaKLumje n3menhy
enemMeHTa 30He Mefjy Koj1Ma je 1 yMeTHOCT. Y He1aBHO 06jaB/beHoj
KrbU3u McTpaskHa ecteTuka, MeTjy ®ynep (Matthew Fuller) n Ajn
BajameH (Eyal Weizman)® ckoBanu cy TepMUH XxurepecteTuka
[a 6y onncanu cuTyaumjy y Kojoj CBaku [1e0 OKpy»Kera noctaje
peuenTop Hekor gorafaja (Mnv Tekyhwx mAellaBarba), Na Yak
NOTEHUM]aNIHO W HbUXOB aKTVBHK akTep. Pelerbe Koje ®ynep

7 Xun [ene3 n ®envkc latapu, LWTa je gunozopuja, N3nasadka KrbWkapHULA
3opata CtojaHoswmha, Hosu Cag, 1995.

8 Matthew Fuller and Eyal Weizman, Investigative Aesthetics: Conflicts and
Commons in the Politics of Truth, Verso Books, Brooklyn, 2021.

o
="

% ;:'
)

n BajaMeH Hyde 3a TakBy KakOMOHW}y je MO3UTUBUCTUYKO® W
pavyHCKO, a npefcTaBba NPUCTYM KOjW He CaMOo [1a je HenpaKTUYHO
3axTeBaH, BeN 1 He [,03B0/bABA NOCTOjatbe YMETHOCTU UK Bora.

Crora Huje yyno pa cy 6paha Crpyraukuy, TapkoBCKu U
banabaHoB Byl BONenu a NpeacTaBe CBoje 30He Kao HeKakBa
TMXa nogpydja Koja nebae Ha kpajy cBeta. MUKHMK y poMaHy
[TnkHWK nopes NyTa OQHOCK Ce Ha CKNOHOCT CTAHOBHMKA YPOaHMX
Hacesba [a 0Afase y npupody npexo BMKeHAa, OCMM LWTO oBfe
CTankep BOAM Urpade Ha cpehy y 30Hy 13y3eha npe Hero y wymy.
Hawwa /pybaB npeMa y3Hemupyjyhum okpyxerma 1 LyxoB1mma
LUMBMAM3aUMje nocTaje jacHa ycned npesnactn  VIHcTarpam
npocurna Koju 3ayBeKk penpoayKyjy YyaHu wapm rpaga Mpuvnjar,
y ONM3MHWM pa3opeHe Hyk/eapHe enekTpaHe YepHoOWb, 1w
YTBapHYVX MojaBa HamyWTeHNX BOJHUX MOPHapWUYKMX yTBpherba
Ha Temsn. Yaxk n y EHrneckoj, roe ja >xvsum 1 rae je sehnHa
3emM/bMWTa Yy MNPWMBATHOM BNACHWULITBY, orpafjeHa v [06po
Had3vpaHa, Moryhe je pekoHcTpymcatn 3annet (Tasikepa 'y
rOTOBO CaBpLUEHMM feTasbMMa. Ja caM 2017, roouHe 3a BUKEH[
OTUWaO0 Yy WeTky o4 cena Paj fo pubapckor 3aceoka [aHieHec
Oy>X [BafeceTak KuoMeTapa jy>kHe obane. MyT me je Boamo
NPEeKo LIMPOKE LW/bYHKOBUTE MaXe 1 jefluHe NyCTUrbe Y 3eMsbi
3aTpnaHe HeBUNHeHNM Konn4YMHaMa nacTUYHor oTnaga 13 Mopa,
a 3aTUM CaM >KYPHO MPOLLA0 KPO3 aKTWUBHO BOJHO CTpennwTe
Ca CNas/beHNM TEHKOBUMA, OyHKeprMa 1 UCMa/beHUM Yaypama
0f rpaHaTa, na OHAa HenerasHo KPo3 3eMsbULLTE Koje npunaga
jenHO] HyK/eapHOj enexkTpaHu, cpehyhn BecHor nca nyTtanuuy
(koju je noBe3HwmUa y 0Boj MeTachopu jep ce y CTasikepy nojaerbyje
nac Koju je v3alao M3 MoACBeCTM jeiHOr NMKA Yy CTBAPHOCT).
Ctvrao cam Ha ofpeanwTe Bal Ha BpeMe [a BUOMM BUKeHOWLY
Ha 06anv Mopa yMeTHUKa [lepeka LlapMaHa (Derek Jarman), koja
je 4ecTo 1 cama oapeauLlTe Xo4o4acHWKa 13 CBeTa yMeTHOCTH,
0CBeT/beHy (apoBMMa Nponasehrx NaTpoNHUX Kona.

9 Ha jenHoM OpyroM MecTy KpuTKKyjem Baj3amMeH0oBY TBPAMbY Aa HEroBo 4eNo Huje
NO3UTUBUCTUYKO.
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To wTo 6ujeHane penpoayKyje HaenekTpucaHy atMocdepy
efleKTpaHe AefUMUYHO je CTBap opMe, a OeNMMUYHO CTBap
XKyfHbe BMKeHA-MYTHWKA 3a cnekTaknoM. bujeHana dasopusyjy
MHCTanauvje cneundunyHe 3a [aTu NpoCTop, Kao u CKyne
npoayKUyije Koje He 61 Nako Morne aa CTany y My3eje nnm kyhe.
Ycnen coje npvBpemMeHe Npupose, bujeHana oxpabpyjy yMeTHuKe
[a 6yny 0iBaXKHWjU Y pafy Hero LUTO Cy TO YHyTap CBOjUX aTerbea.
Bujenana Takohe aBopwm3yjy HOBUTETE M NPEACTaB/bajy MeCTo
rae ce ,noMaun’, YKONIMKO Ce Tako rpyd TEPMMH MOXKe KOPUCTH 3a
OMMCKBaHbe YMETHUYKe NPaKce, MprKasyjy 1 npoLerbyjy.

MaHactup, paguHepuja

WTa OHOa 6MBa Ca HalMM CycpeToM Ca yMeTHowhy

Y 30HM OvjeHana? 3a KnM 3BOHW 3BOHO YMETHOCTU?

[a nv 30He BeHeuwje nnuv MNaHyeBa NOHOBO CTBapajy
NPUBPEMEHY ayTOHOMM]Y Y KOjOj YMETHOCT MOXKe [1a MoCTaHe OHO
WTO je Hekada o6ehaBana? YkonmKo pacterHem CBojy Metadopy
[0 nyuarba 1 HanpaBuM OUPEeKTHY Be3y n3Mmely yMeTHOCTU U
LpKBeHe kyne y banabaHoB/beBOM UMY, Kao v n3melly 30He
M MHOYCTPUjCKOr CTyBa OMMa KOju emMuTyje jeHy HenpuMeTHy
anu HeusbexxHy eHeprujy, oHaa MaH4yeBO HyAW HWU3 HE3rOOHWX
HaroBewTaja M - KOHA4YHO - OMnpaBgaBa Moje pacTerHyre
meTadope.

MaHacTtup BojnoBuua, rpafjeH v 06HaB/baH MHOMO myTa
0f Kafa je 0CHOBaH y 14. BeKy, Hekaaa je CTajao kao cTyb Hage
NOKanHe 3ajefHule Oa npesasvhe 0BO3eMasbCKa OrpaHnYersa.
Y HeMy je KacTa CBeTUx jbyau buna nocseheHa KoHTeMnnaumjm
Kpo3 onwTerse ca 6oroM. [laHac MaHacTvMp 13rneda natysbacto
cnpam padurHepuje HadTe Koja ra OKpY>Kyje v Koja 3anol/baBa
BULLE XW/bafla PaAHMKa Hero LWTO je MaHacTp 1MKada npuByKao
MOKNOHMKA. [1eTPOXeMUjCK1 MHAYCTPU]CKM KOSIOC je UCTOBPEMEHO
MW Oyx 30HE W HewTo H0j CTPaHO, a MpeacTaB/ba >KMBO
OTe/I0TBOPEHbe CBera LUTO je Hall rpaf noyeo Aa npencrassba.
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PatbuHepnja y4ecTByje y TpaHCCyNCTaHUMjaumin HadTe 13 jegHor
06/MKa y ApYry, a HeHr MeTaboIMYKM NPoLLecH Cy jeiHako CoXKeHo
M HenprvMEeTHO aparXMpaHW Kao M KpeTarbe W MaHeBpuCarbe
CTaHOBHWKa rpaga yonure.

MeflyTvM, paduHepuja je jegHa Apyraduja BpCTa 30HE.
HbeHa norvka Huje norvka OHe 30He YWja HeaKTMBHOCT NocTaje
paBaH MMaHeHLUuje ca Koje Ce UCTUHe MOry MCimcath. YMecto
TOra, WHAOYCTPUjCKa 30Ha Ce u3naxke pusnKy [a noctaHe jefiHa
€/10604Ha 30HA, KOja je TakO Bap/bMBO Ha3BaHa jep MpencTaB/ba
CYLITY CYMPOTHOCT HeKoj ayTOHOMHOj 30HW. AKTepw cnotoaHe
eKOHOMCKe 30He UMajy MOTYNHOCT Aa 13MeHe NPOTOKO/E U KOL0BE,
an OHW TO YKHE MOTMYHO W MCK/bYYMBO 3apaf COMNCTBEHe A06UTH,
HeonTepeheHn Hap3vpyhum norneanMa perynatopHux Tena um
06uyaja. Kputuyap am3ajHa u Teopetndap Kenep VictepnnHr
(Keller Easterling) onucyje cnoboaHy 30Hy Kao BeoMa 3apasHy 4
rnobanvsoBaHy ypbaHy dopmy,® Kao jefiaH TUM KanuTanuctudke
MHQPACTPYKType Yy Kojoj Cy CBWM 0BAMUM pa3MeHe [03BO/bEHMU,
AV KOjoj je MPWCTYM CTPOro OrpaHuyeH. Y cno604HOj 30HK YNpaBo
je KanwTan, a He MWCao, OHO LUTO MOXeE [a MONpUMK 0BSINK KOju
noxkenu. Tpeba Nt fia HaC U3HEHaAw TO WTO je HeKa cnoboaHa Nyka
npedepupann MPOCTOP 33 YyBatbe HajBPeOHWUX [efa CBeTcKe
YMETHOCTW, Aaneko of pafo3Hanux o4ujy CTankepa, Kyctoca wim
NOPEeCKMX MHCMeKTopa?

WUny3uje cnobope

OHy[a CNoboae Kojy Hyau cnobofHa 30Ha He 0AHOCK ce
Ha CBe MofJjedHaKo, a FeHu Kaeanu ce Hajopxe wupe
nog MacKoM yMeTHOCTW. HenocpefHa OCyna OBaKBe
BpCTe cnobode o4 Mane je NOMONK jep, Mnak, OAHOC MaHacTMpa
(Koju oBfe 3amerbyje My3ej Kao LpKBY 33 21. Bek) v patuHepuje
(rpafia 1 HberosMx TokoBa KanwTana) Hanasw ce cayaa. Y MaHueBy

10 Keller Easterling, ‘Zone: The Spatial Softwares of Extrastatecraft, Places Journal,
10 June 2012, https://doi.org/10.22269/120610

MaHacTup v paduHepuja aene KaHuenapujckui NpocTop, Kao WTo u
HeCyMHMBO UMajy 1 Heke 3ajefHnMYke noceTuoLe. Lipkea je Moxaa
13ry6urna HeLwTo 0f CBOT UCTaKHYTOr MeCTa Yy XKMBOTUMa CTaHOBHMKA
rpana, Kao WTo je 1 My3ej yCTYN1o MecTo HeKUM ApyruM 06mnumma
WMpersa KYNType 1 FbeHe KOHTPOe, anu MaHacTup oncTaje, U 70 He
ycnpkoc paduHepujn Beh oenvmMmnyHo 3axBasbyjyhv ioj. Y MaHyesy
onepatep pacuHepuje Mocedyje 3eM/bULITE HA KOMe MoYMBa
MaHaCTVp, a [e0 HajMa KOjW MpWKymn/ba peanwvsyje ce y 0banKy
CUTYPHOCHMX aKuUMja (HaxanocT Te akuuje Cy ce Mnokasane Kao
HeedukacHe v paduHepujy je 6ombapaosao HATO 1999. roamte).”
Ha cnmndaH HauwH, MaHacTvp ce ocnarba Ha paduHepujy na 6w
NPUBYKA0 XOA04ACHWMKE: YaK 1 MPOMOTHBHM jyTjy6 BMOEO™ 33 LpKBY
MCTUYe [a Ce OHa Hanasw Ha HajYyaHvjeM MeCcTy Ha CBeTY, NOKaLMjn
Koja nojavaBa 6110 KakBy aypy Kojy joww nocefiyje notpara 3a 6orom.
TpaHCLEeHAEHTaNHM MaHACTUP ¥ MMaHeHTHa paduHepuja ocnamsajy
Ce jelHO Ha ApYro yHyTap CMMOMOTCKOr OAHOCA KOju noTsphyje
TBPAHE CBAKOT Of HMX [1a NPeACTaB/ba HeOTYNMBM feo UCTVHe. be3
pauHepyje HeMa HU 6ora. be3 MaHacTpa HeMa HU HadTe.

lMoHeKan jepaH TakaB 0HOC MOxe BuTK 06yxBaheH jeauH-
CTBEHOM WHCTaHLUOM My3eja Kao, Ha npwmep, yHyTap OpOjHMX
ranepwvija caBpeMeHe yMeTHOCTY Koje Cy m3rpafjeHe y HanylTeHnM
enextpaHama (TejT MoaepH y JToHaoHY), habpwkama (kao 6purcencku
WIELS My3ej) unu BojHMM rpafeBuHaMa (ecToHckn HaumoHanHu
My3ej y TapTyy). BujeHana ymeTHoCTW Takohe yxuBajy jefiaH 6am3ak
0fiHOC m3Meh)y [yxOBHOr W uHAycTpujckor. Vctopuja JIoHAOHCKOT
6ujeHana je, Ha MPUMeEP, M3PaKeHO M0Be3aHa Ca Hamnopuma 3a
ypOaHy pereHepaLujy v LeHTpUMMKaLM]y NO YKjoj Ce NornLM CBaka
(habpuka npertsapa y UpkBY no 3anosectv. WTo je 30Ha Buwe
VHOYCTPW]CKOT KapakTepa W LWTO je Wwupa 30Ha, TO BULWe Bann aa
Byne my3ej.

11 William Booth, 'NATO Bombs Left a Toxic Slough’ Washington Post, 21. 7. 1999,
https://www.washingtonpost.com/wp-srv/inatl/longterm/balkans/stories/
serbia072199.htm

12 light2tube, Vojlovica - Monastery in the Strangest Place in the World, 2021,
https:/www.youtube.com/watch?v=vNgC91BZz7I
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HadTa je v garbe poba cnocobHa fa ogpeaw cyobuHe m
KYNTYPHO CBPCTaBaHe MUIMOHA /byan. OHa TO YMHM KOMMKO KPO3
nopefak 1 nporpec Koju LOHOCK, TOSIMKO U KPO3 eHTPOMKMjCKO
YHULWTeHE KOje 0CTaB/ba Ha CBOM NyTy. PeBonyumoHapHa
npupoda VHOyCTpuUjcke peBoflyuuje Takohe ce MOoxe A0BeCTU
y nuTaree,® anu nHaycTpujcke pywesnHe 20. Beka Beh cy 6une
jacHo BuasbmBe Gpahu CTpyrauku cefampeceTvx rognHa 20.
BeKka. 3aWwTo O6M oHAa AaHawra mHpopMatTUyka peBosyuuja
6vna vwTta gpyraduja? TokoBW HadTe u raca Haamehy ce ca
TOKOBMMA MH(MOPMalWja, a LOK 0BO MULWEM OpraHusauuja 3a
NHTepHeT cTaHaapae ICANN ce npemul/ba MOBOAOM 3axTeBa
na ce Pyanju oHemoryhu npuctyn mMpexxkn,* nok rac u Hadta
HaCTaB/bajy Aa NPoTWdy HeoMeTaHo. Ca TeXHNYKOM eBOJTYLINjOM
L0331 1 KOHTPONA, Kao W 1y3umja NpeLmn3HoOCTy.

3oHa 6e3rpaga

aHallFbe TeXHOMorvje padyHajy Ha rpanuLe notpeba

V1 >Kerba HMXOBUX KOPUCHMKA Ca MHOTO BULLIE CMUCNA

Hero wro cy 6paha CTpyraukv Morna aa 3amucne. Koju
Cy yC10BM NOTPeOHM 3a CTBapatbe jeiHe 30He y CBEeTY KOjyM OncTaje
Ha MH(OPMauMjamMa? BULECTPYKUM eKCNepUMeHTUMA TPaXKeHM
CYy OZIrOBOPU, a HeKwn of KX 06ehasajy Aa he mohu Aa ynososse
MaCOBHO] MyOnvUM [OK NPWBWAOHO Hyde CBe MOBOSBHOCTY,
6e3 OHOr pr3nka Kora Cy ce cTankepu npubojasann. JegaH og
(BellTeHMKa MeTa3oHe je Mapk 3akepbepr (Mark Zuckerberg),
ocHMBa4 dejcOyKa M NepcneKkTUBHU NUOHMP MeTaBep3yMa ca
rberosmM OKyyC BM3MPOM 33 BUPTYENHY CTBAPHOCT KOjU CITY>KK
Kao HeKakaB JIMYHKM MOPTaN 3a ynasak y 30Hy. Momohy Takeumx

13 Emmet Penney, ‘Did the Industrial Revolution Even Happen? Ft. John Constable’,
Ex.Haust, npuctynmero 8. 3. 2022, https:/podcasts.apple.com/gb/podcast/ex-
haust/id1530752649?i=1000552662812

14 Noah Shachtman and Kat Bouza, ‘Exclusive: Ukraine Pushes to Unplug Russia
From the Internet, Rolling Stone (blog), 1. 3. 2022, https:/www.rollingstone.com/
politics/politics-news/ukraine-icann-russia-internet-runet-disconnection-1314278/
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HA®MTA |E H OAMbE
FOsEA CrhiacosHA OA
OAFPEAOR EYHOBHHE

H RYMNTHERPHO
CBEFLCTABARE
MHAHAOHA FeY0H. OHA
T HAHA ROMTHRO REPO=
NMOPEOAR H TFONFEL
RO AOHCOCH, TOMAHRDO
H RPO3 EHATEONAIERD
SHHHWTERDE ROE

O TAHAB/MBA HA CEBOM
NMETH.
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HanNpaBa ¥ KXOBMX aNTOPUTAMCKMX CTaKepa CBako MOXKe A3 ce
Hafe yHyTap 30He Kaf rof v rae roa n3abepe.

A T0 61 OuNa Heka 30Ha anu He W OHa 30Ha jep ce
MYNTMBEP3YM NpojekTa MeTa, Ma konmko obehasao ana he 6utn
CBeOOYxBaTaH, MOXe WCMOCTaBUTV [PYyrauujy CBakOM KO ra
nckycu. Mucuy v Mpodecopy MeTaszoHa MOXe W3rnefati ucto
OHaKo Kao Kof TapKOBCKOT, Ca BM3MjaMa UHAYCTPUJCKMX NycTapa
1 OKPYXeHa MCMyHEeHNX 3ByLMMa BUCOKe (hpekBeHLmje. Hekom
KaHLeNnapujckoM pafHuky u3 21. Beka 3akepbeprosa 30Ha
YyMeCTo Tora MoXe A3 penpoaykyje aHTa3mMaropuyHe Busuje y
MekoM CGl peHOepoBarsy Kao WTOo TO Beh YuHe, 3apobrbasajyhu
MUNVjapae caTvi NaXkrbe, BUALO-UrpuLe 3a Koje Tpeba nnaTuT aa
61 ce urpasne. 30Ha UV 30He MOTYy BUTU HacerbeHe MHOroBPOjHUM
CTaHOBHMLIMMA-3aBaTapUMa, @ MOCETMOUM He MOTYy 3HaTW Aa v
CY TO HMXOBW SBYACKM CanyTHULM WK HenpujaTesbCka CBOjCTBa
came 30He.

Y MeTtaBep3yMy Hema yMeTHOCTU. BapeM He jolw.

a m he uckycTBa Koja MeTa Hyan OUTK Tpax-
CLUeHAeHTaNHa Hacmpam OHWX BPCTa 6e3n3rnenHmx
W er3MCTeHUM]a KakBe npendsufjajy HAp. punm Mrpay
6poj 1° roe je BUPTYenHa CTBApHOCT jeAMHKM K3M1a3 Koju je
MpPeocTan YOBEYAHCTBY 3apOO/LEHOM COMCTBEHOM BO/BOM WM Ha
HEeKM APYrv Ha4mH Y 30H1? ANV Npe Hero LWTOo NpefamMo KOHTPosly
Hal 6yayhHowhy >kerba, MoX4a OM 6MN0 MyAPO PasMOTPUTU
YNOry Kojy yMeTHOCT - [a, YMeTHOCT - W YMeTHUUWM MOry fa
0aurpajy y 061MKoBakby MMaHEHTHOr AOMeHa MyNnTMBep3yMa n
eCTeTCKMUX OOXKMB/baja YHYTap Hera.
Kputnyap [OuH Kucuk (Dean Kissick) npumehyje na
TEXHOMI03M HeMajy HeKakBe jacHe maeje 0 TOMe WTa 6K HMX0B
MYNTVMBEP3YM OBMO 1 KOMe 61 BMO HaMereH, a KaMoin KaKo

15 Ctueen CrunGepr (Steven Spielberg), Mrpay 6poj 1 (Ready Player One), 2018,
https:/www.imdb.com/title/tt1677720/
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61 ¥3rnenao’® He MnocTojM HWKakBa HenocpefLHa CBpXa Kojy
MeTaBep3yM MCMyHbaBa yHYTap NpoToka nHdopmaumja. YMecTo
TOra, Hberos Uub 61 MOrao OUTK MpowmvpuBarbe MHTepMdejca
n3meny unHMOpMaLmja ¥ Jbyackor. Kako TO  MynTMBEp3yM
MOXe [a ocCTBapwu? KoprnopaTvBHM MNPOMOTMBHW MaTepujanm
3a MeTa npojeKT 06jaB/beHn 2021, roarHe OCTaBUAM Cy MHOre
He3af0BO/bHMMY  Hydehu CaMO HarosellTaj CBaKOAHEBWLE
y OaHanHMM YHyTpawHoCcTuMa Kyha wu3BefeHux jedTUHUM
mMatepujanmMma M ,NPOWVPEHNX”  jeOHONUKOM  aHUMMPAHOM
YMYHOM yMeTHoLWNy. 3akepbepr 3aCUrypHO jOLU Huje cTankep.

Ko je onfda oH? [a N1 npuxBaTakbe 1M3a30Ba BUPTYyenHe
30He 3axTeBa MOTMYHO HOBY BPCTY YyMeTHMKA? Teopetnyap
yMeTHoCTV [paHT TaBuHop (Grant Tavinor) TBpAM A3 je BUPTYenHa
CTBApHOCT Y WUCTOj Mepw jeaaH NMUMKOBHW Meawj (Tj. hopma y Kojoj
jenHa CnviKa cavyBaHa y Apyrayuvjem 061Ky Moxxe 61Th BpaheHa
y NPBOBUTHO CTakbe) Y Kojoj Cy TO Gune 1 peHecaHcHe Cuke
FPaACKMX Kpajonuka. Y HenaBHO 00jaB/beHO] KrbW3W EcTeTmka
BUPTYE/IHE CTBAPHOCTM'® TaBUHOP YKa3yje a 3anpaBo He nocToju
HWLWITa HOBO MOBOAOM BUPTYe/IHe CTBAPHOCTW, OAHOCHO HULITA
Tako BE/IMKO [1a YMEeTHWLUMMa Oyae NpeBuLLe 3aXTeBHO. YKOMKO
YMETHWLW MOry [1a NMOHOBO OCBOje eKCNepTn3y Hal ecTeTckiM —
Tj. eCTeTMKOM Kao AUCLUMIIMHOM Koja Ce B6aBW Kako nepLenLumjom,
TaKo W CTBaparbeM BW3YyesiHe CTBAPHOCTU - OHAa he Ha HUMa
61TW 3aAaTak fa ocMucse 30He y ByayhHocTw.

Anu Taj oHecnokojaBajyhn TepMUH ecTeTyka He nponucyje
NOCTOjaHbe CaMo jefIHe YMETHOCTU MPenyHe aHM1paHux emouuja,
Ka0 LLITO He 3aXTeBa HW Aa Ce YMETHMULM KOjU UCTPaXKyjy BUPTyenHe
CTBAPHOCTV U MYyNTMBEpP3yMe MocBeTe CaMmo Mpoy4vaBakby

16 Dean Kissick, 'What Will Art Look Like in the Metaverse?, The New York Times, 1.
12. 2021, https://www.nytimes.com/2021/12/01/magazine/mark-zuckerberg-meta-
art.html

17 Orit Gat, ‘The Boring Art of Zuckerberg's Metaverse’, ArtReview (blog), 12. 11. 2021,
https:/artreview.com/the-boring-art-of-zuckerberg-metaverse/

18 Grant Tavinor, The Aesthetics of Virtual Reality, Routledge Research in Aesthetics,
Routledge, New York, 2022.
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4eTBOPOAMMEH3MOHANHUX ancTpakumja orpaHnyeHnx padyH(ap)
CKMM MoryhHocTiMa murxoBux opyha. Mocpean je yMHorome
CNI0XKeHWje NuTakbe, a 04roBop he BepOBATHO, Kao W OAOYBEK,
MMaT MHoro obnuka: LUTa 3Haum ocnarbatt ce Ha uyna vy
CBETY rAe Ce Heka CMHIYNapHOCT MOXe NpM3BaTh 3a4ac nomohy
HEKO/IMKO pefioBa NPOrpPaMcKor Koaa?

®aHTa3nja MCKYCTBa Ha MBMLAMa perynmcaHor AomMeHa
TexHosorvje OfaBHO je MPUBMAYWIa 4YaK W 3aknete nyaucre.
HykneapHa Katactpoda y YepHobw/by CTBOPWMAA je MKOHWUYKY,
y CTBApHOM XMBOTY MocCTojehy, 30Hy Ha CBETY NeTHaecT roAamnHa
HaKOH LWTO je HanucaH poMaH [IMKHUK ropes ryTa, a Ta 30Ha je
CTasIHO NPK3MBaa HeNpecyLwHyY Naxby 1 HebpojeHe NoceTnoLe.
MoXkap y enekTpaHn y 3anapoxjy Moxke CTBOPUTU joW jedHy
TakBy 30Hy. CpehoMm, yMmeTHMUM ce yCTpyyaBajy Oa YAOBO/be
noTpebu 3a cTBaparbeM 30Ha. Buaeo-urpuue (Hnp. STALKER™
13 2007. roavHe, 3acHoBaHa Ha dunMy Axapeja TapKoBCKOr),
npeacTaB/bajy Beh AeueHwjama camo cumysiayuje anokanunce.
Heke Opyre vHuuMjaTUBe Cy YCMOCTaBU/e 30He Y MPeTXo4HO
HeHace/beHUM 3em/baMa. Ha npumep, bujeHane y JepesaHy
2020. roanHe y LefnnmHn ce 0ABKjasno Ha LpHOj MHTEPHET Mpexxn.®
JloNpUHOCK YMETHOCTW HepasMeH/bMBMM Ao3Hakama (NFT) u
KpunToBanyTama Takofje cy 3HayajHu. [JoK ce TakBW MpOjeKTu
W [a/be Hanase y eKCnepuUMeHTanHUM @asama, OHW OCTajy
(DOKYCMPaHW Ha CTBapakbe CUMHIYNapHWX TPaHCUEeHAeHTanHuxX
nckycraBa. Kako ce wwpe fa 6u MCTpaxkuau noTeHuwjane
MMaHETHOCTX YMETHOCTW, OOHOC W3Mehy rargopme Kkoja ux
noap>kasa U rbrxose hopme buhe Kiby4daH.

19 Andrew Prokhorov and Anton Bolshakov, S.TA.LKER. Shadow of Chernobyl,
STALKER. (GSC Game World, 2007), https:/store.steampowered.com/app/4500/
STALKER_Shadow_of_Chernobyl/

20 Clauton Schuster, ‘An Art Exhibition on the Dark Web Makes a Case for Internet
Freedom’ Observer (blog), 31. 10. 2020, https:/observer.com/2020/10/yerevan-
biennial-dark-web-exhibition/
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lNoHOBO Ha 3eMJbUu

amoKoH, WTa je ca M3rneanMa yMeTHOCTU Y 0BakBOj

MYNTWU30HW KOja Ce OAWrpaBa M3mely CTBapHOCTK

n  ukunje? Bpahajyhm ce Ha banabaHoBmbeBy
apantaunjyy [MMkHWKa noped MNyTa, Kao Heyera LWTO HaM je
HajcaBpeMeHuje, Tpeba ce NOACETUTH [1a JeHOCTABHO HaNaxerbe
3BOHMKa (MM My3eja, npoctopa GujeHana WAM YaK LPKBe)
He MpencTaB/ba HUKAKBY rapaHuMjy 3a npoHanaxere cpehe.
[paherbe 3BOHMKA Kao jefHe of CTpaTeruja OwjeHana v3rnena
nomano cynypo. Ca gpyre ctpaHe, npunarohasarbe npednora
Koju je a0 TapKOBCKM 3a yNoTpedy Ha MAaCOBHOM TPXKULLTY HOCK
pU3MK da npetBopu OujeHane y NpocTop y KOMe MoCeTnoLu
npeTpaxkyjy 3aHWM/bMBOCTM Kao Aa YaK M TKMBO CTBAPHOCTU
npeacTaB/ba Camo jeflaH 4eo ekoHOMU|e NCKYCTBa.

MHore kputmke cy ynyhewe 6ujeHanvma u npouecy
LOvjeHann3aumje’” caBpeMeHe YMETHOCTM KOjU WX WX YUHK
HeoABojMBMM of 30He.?" [la 6UCMO M3HALLIW HeKy antepHaTuBy
MOk aa hemo noxeneTu fia ce BpaTMMo poMary 6pahe CTpyrauku.
Y HbVIX0BO] BepP3uju CTankep no umeHy Peauk Haydvo je Aa
ecTeTn3yje COMNCTBEHa Yyna He GU N1 NPerno3Hao noTeHuMjanHe
[06po6bUTN 1N O0NACHOCTV MHOFOCTPYKMX KapaKTepucTuKa 30He.
OH ce nospeMeHo Bpaha y 30HY Ca HaMepoM [a [OHece Heke
FbeHe acneKTe Ha3afl y CNosbHY CBEeT [1a b1 ce NpoyyaBanu 3apas
WKrperba 3Harba. Kao un Peauky, To npeacTaB/mba m3a3oB ynyhex
noceTnoLy 30He BujeHana, jelHaKo Kao W HEeKOM CTaHOBHWKY
MYNTWUBEP3yMa, 4a Pa3Buje UCTY eCcTeTCKy OMpPe3HOCT M 13BaH U
YHyTap 30He. A WTO ce Tnye BujeHana, 3a4atak Huje aa ce 0Ho
NpeTBopu y ¢/10004HY 30HY W3 KOje HWKAKBO 3Harbe He Moxke
HWKada fa noberHe.

21 Bugetu, Ha npumep: Ronald Kolb, Shwetal A Patel, and Dorothee Richter, eds.,
‘Contemporary Art Biennials - Our Hegemonic Machines in Times of Emergency’, On
Curating, no. 46 (June 2020), https://www.on-curating.org/issue-46.html# YiuEES-
1BO
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Looking for the tower

criminal, his alcoholic friend, his elderly father, and a
I prostitute speed down the highway in search of the
! Bell Tower that is rumoured to grant eternal happi-
i ness to those select few pilgrims who succeed in reaching it. To
be granted the gift, not only must travellers contend with the
journey whose destination may well be no more than hearsay,
they also need to open their hearts and minds. What that means,
precisely, nobody knows. For Sanya the killer, the first challenge
in reaching the Tower is to maintain control of his SUV on the road
B while sharing a bottle of vodka with his passengers.

The existence of the Bell Tower of Happiness is an open
secret: Sanya knows of it from his criminal contacts, but everyone
has heard a version of the myth. The Tower itself is not marked on
official maps but the Zone in whose interior the Tower lies is easy
to find becasue of the checkpoints that surround it. The men in di-
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shevelled military uniforms who guard the Zone's perimeter take
their assignment only half-seriously and do as much as attempt
to dissuade the pilgrims from their quest. Can one truly stand in
the way of another’s search for happiness and meaning? The only
warning the guards issue to the travellers is that no one has ever
returned from the interior to tell the tale. God bless and good luck.

The further the characters penetrate the Zone, the more
barren and apocalyptic the landscape around them becomes. The
countryside bears the scars of a war or an industrial cataclysm.
They proceed. Snow falls, the ground freezes. The roadside is
spotted with abandoned cars and the bodies of earlier pilgrims
who failed in finding their fortune. They pass dilapidated build-
ings, they encounter wild animals. The musician’s father passes
away in the night. Alisa shivers with cold and tears. The atmos-
phere is eery but not so eery as to be wholly alien to them. The
Zone once knew the life they knew outside, in the metropolis.
They proceed, resigned, yet determined.

This road trip is the plot of Aleksey Balabanov's 2012 film
Me Too ((Russian title: 4 Toxe xouy) is ‘I, too, want happiness)!
The characters are the down and out and the fallen and in that,
they are for Balabanov nothing but ordinary. Sanya's confidence
may be broken after his latest criminal ruse has gone awry, Alisa
may be running from an abusive pimp, the old man has little but
death to look forward to, while Oleg barely made it out of hos-
pital. They are filled with submission more than with hope and
their search for happiness is more a biological imperative than
a rational choice. In a world in which the reproduction of desire
is relentless, what else is there to be done? It is almost a wonder
that many more are not trying to reach the Tower.

The art biennial - if you forgive my already bursting the
bubble of this thin metaphor, the first of many in this text - has
long been a site of pilgrimage, much like the Zone. Its existence is
no secret: the grandmother of all biennials, La Biennale di Vene-

1 Aleksey Balabanov, Me Too, 2012, https:/www.imdb.com/title/tt2456536/.
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zia, was founded in 1895 as a publicity initiative for both the city
and the art on display. Today, there are over 300 biennials or tri-
ennials in cities large and small 2 some are metropolitan, some pe-
ripheric, others nomadic. The attractions in Venice or Pancevo are,
in principle, open to all and anyone is welcome. But just as with
the Tower, not everyone gets to partake in them in the same way
or to the same end. Like any art form, the biennial has its cogno-
scenti, its guests of honour, and its critics. The biennial also has
its weekend visitors just intrigued by the novelty. And because
biennials often adopt and adapt urban infrastructures - schools,
warehouses, civic halls, factories, or even churches - to serve as
their temporary museums and galleries, many idle passers-by
enter the biennial Zone unwittingly, too. These pilgrims have not
been initiated in the true meaning of the Tower.

In Roadside Picnic, the novel by Arkady and Boris Stru-
gatsky? on which Me Too is loosely based, zones were created
through an act of extra-terrestrial visitation. We do not know
what processes formed them, but rumours of their unexplainable
and magical properties abound. If the art biennial is the zone, it
is because the biennial is the conglomeration of influences, ideas,
productions, manifestations, arrangements, and political and eco-
nomic imperatives that act on and with the host city in spatially
and temporally limited staccato. The biennial injects the city with
intellectual energy and with capital in ways that are by design ex-
tra-territorial.* The biennial turns the city into the zone: it brings

2 Shwetal A Patel, Sunil Manghani, and Robert E. D'Souza D'Souza, ‘Extracts from
How to Biennale! (The Manual), On Curating, 2018, https:/www.on-curating.org/
issue-39-reader/introduction.html#.YitRmy-11BO.

3 Arkady N Strugatsky and Boris N Strugatsky, Roadside Picnic, trans. Antonina W.
Bouis (London: Gollancz, 1978).

4 It should be said that some biennials have been making concerted efforts to
become embedded in their cities through year-round interventions, commissioning
permanent public artworks, or community programming aimed at the local
population rather than the visitor. This is the biennial's attempt to make the extra-
territorial local.

with it the industry, the commerce, and the thought of art without
ever becoming synonymous with the city itself. That's the prom-
ise, anyhow.

The biennial can thus be a space of liberation - a tem-
porary autonomous zone, to borrow a phrase from Hakim Bey®
- in which the limitations of spatial and formal procedures can
be overcome by subverting the flows of information, production,
and consumption. The biennial, just like the zone, draws a crowd
because it carries the potential for the unexpected and the unex-
plained to occur. Much has been said and written about the inner
workings of the art biennial as a force that has perfected the cre-
ation of zones. Yet for all this research, the precise mechanisms by
which the biennial can bring its visitors ‘happiness’ remains about
as mysterious as the extra-terrestrial visitation that created the
Strugatskys’ zones. The draw of the zone is that events in it have
the potential to bypass human reason and to make extraordinary
demands of the visitors' senses. In Roadside Picnic, the source
of this potential is the extra-terrestrial. If the biennial has similar
potential, the source of it must be art.

The art of “happiness”

f the zone is the biennial, what is the Tower? What is Happi-
ness? The biennial is a space in which art is shown, appraised,
exchanged, and consumed. The biennial is the space in which
art could do all the things that we like to believe that art can do:
to deliver us from our daily concerns, to transcend the limits of
our imaginations, to inspire us, to give us hope. Art, in Bablanov’s
phrase, could be the elusive source of happiness.
Art could be all those things. But often, itisn't.
Back in Balabanov's Zone, the Bell Tower of Happiness
stands among the ruins of an ancient church, alone in the mid-

5 Hakim Bey, TA.Z: The Temporary Autonomous Zone, Ontological Anarchy, Poetic
Terrorism, New Autonomy Series (Autonomedia, 1991).
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dle of a boundless, featureless, frozen plain. The bodies strewn
across the landscape all face away from the Tower and it is clear
that for those who fail to commune with whatever supernatural
force the Tower is a conduit to, returning to the world outside is
not an option.

Alisa and Sanya, the two of our protagonists who are still
on the road, cannot know whether the Tower is in fact a cruel joke
and whether it ever granted anyone their wish... By the time they
entered the Zone, it was already too late to harbour any doubts.
Would their pilgrimage be rewarded? By the end of the film (ex-
cuse the spoiler), only one of them is granted the transcendental
passage into the next world they came in search of. Are one in five
odds worth the risk?

| may have already tested your tolerance of metaphors
here. Me Too could hardly be more allegorical, either. The Tower,
marking the site of an abandoned monastery (or a parish church,
but you'll go along with me here) is no less the embassy of a god
now than it was before the visitation that turned the Zone into a
wasteland. Facing it, Alisa is the archetypal candidate for redemp-
tion, a sinner by circumstance more than by lack of faith. Sanya is
the wayward son. Balabanov himself makes a cameo appearance
in the film that turns out to have been his last and takes on the
role of a filmmaker. A filmmaker who dies. Me Too is the story of
the oldest story in the world, that of man's search for meaning in a
world in which the infrastructures of life no longer provide lasting
comfort. There's a reason that we keep telling this story: all that
we know of those who found happiness or of those who perished
seeking it is art. There is no evidence-based research, there is no
sure-fire method for maximising the chances of success.

While Balabanov rests his own and his characters” hopes on
transcendence - the notion that salvation must be found outside
the bounds of human experience - Andrei Tarkovsky's 1979 film
Stalker? the better-known adaptation of the Strugatskys' novel,

6 Andrei Tarkovsky, Stalker, 1979.

finds revelation in immanence. In Stalker, the Zone is at once the
unknown and the worldly and it is itself the deliverance. The key
to truth and the fulfilment of desire is not located in the centre of
the Zone but is instead omnipresent in all its fabric, prime to be
extracted by seekers. The task, however, is not without its diffi-
culties and visitors are advised to seek the help of stalkers, priest-
ly guides who have learnt to navigate the pitfalls and traps of a
world that resembles the external only in an illusory way.

In Tarkovsky, the title stalker leads the Writer and the Pro-
fessor into the zone. These characters are more likely to be asso-
ciated with the search for truth in the high culture of an art bien-
nial than Balabanov's criminals and prostitutes. The zone bears
an uncanny resemblance to the city and its industrial zones over
which machinery of indeterminate purpose towers. It is only by
the lack of billowing smoke or noise that one notes the zone’s in-
activity. Entering the area in search of absolution is risky but not
S0 as to be the course of last resort.

Everything is art and art is everywhere

ut | forget about art again. Who, or what is the imma-
nent supernatural of the Zone? Who is art's stalker?
Does a visit to a biennial carry even the vaguest prom-
ise of communion with the truth? The correspondence between
the biennial and the art within it is as much a matter of compo-
sition as it was for Balabanov and Tarkovsky. Balabanov comes
close to revealing his divine source of transcendence, but because
he (in life or in his cameo in Me Too) is not ane of the lucky ones
who are granted happiness, he is unable to go beyond the strictly
human aesthetic experience of observing Alisa’s ascension into
the heavens. For Tarkovsky, the very search for the ultimate is
the ultimate itself and he treats every stone and grain of sand
in the Zone as though it held equal potential for an encounter
with truth. Where for Balabanov there is only one work of art, for
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SPACE 1K WHIEH ART
COULD OO ALL THE
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DELVER s FROM OUR
DALY COHCERHS, TO
TRAHSCEHD THE LIMITS
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Tarkovsky, artis in everything and everything holds the potential
to be art. At the Tower, Alissa must be a special kind of a soul to
find god. In the immanent, all that the Writer and the Professor
need to do is to immerse themselves in the potential of the zone.
The same decisions shape the biennial zone: is art suspended in it
as though aerosolised in the atmosphere or does it manifest in a
series of singularities?

The very tension between the transcendent and imma-
nent potentials in the experience of culture is at the heart of the
questions that philosophers, critics, and artists (if not theologians)
have asked about art for millennia. What does it take for art to
be the kind of art that leads us towards the form of truth that
withstands the march of time? Is art's truth always to be con-
structed in its contingent relationships with artefacts beyond the
zone? The art world's workaround to the reductive binary of this
question has been to rely on a cast of stalkers. My metaphor may
jar a little here because artists, curators, and art world officials
all have a degree of claim to being the stalkers who can bring lay
supplicants closer to the promise of a truth that is art. But let me
let everything be a metaphor for everything for a moment. Art-
ists, on occasion, have believed that they alone commune directly
with the divine. Museum trustees have all been called on to speak
about the transcendental potential of art. Curators consider their
audiences’ movements in the zone as though on a plane of imma-
nence. Everyone could have been a stalker.

And there is no shortage of seekers ready to cross into the
zone - the Venice Biennale, for example, received nearly 600,000
visitors in 2019. Many more will buy package holiday tickets to
events in Bangkok, the Antarctic (I), Havana, or Gwangju. Many
more still may seek out the zones independently and in so do-
ing they may find opportunities to live out their versions of the
Stalker experience. Often, the primary effect of such excursions
is a headache induced by the sensory overload that occurs when
the senses can't tell the zone and the art apart anymore. Taking
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seriously my contention that Tarkovsky's zone is the Deleuzian
plane of immanence,” we must consider the interactions between
the elements of the zone, art among them. In their recent book
Investigative Aesthetics, Matthew Fuller and Eyal Weizman® coin
the term hyperaesthetics to describe the situation in which every
part of an environment becomes a receptor of an event (or ongo-
ing events), land even a potentially active actor itself. Fuller and
Weizman's solution to the cacophony is positivists® and computa-
tional, an approach that is not only impractically challenging but
also precludes the existence of art or god.

7 G Deleuze and F Guattari, What Is Philosophy?, European Perspectives: A Series
in Social Thought and Cultural Criticism (Columbia University Press, 1996), pt. 1.2.

8 Matthew Fuller and Eyal Weizman, Investigative Aesthetics: Conflicts and
Commons in the Politics of Truth (Brooklyn: Verso Books, 2021).

9 Weizman has disputed the characterisation of his work as positivist, a claim |
critique elsewhere.
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No wonder then that the Strugatskys, Tarkovsky, and Bal-
abanov preferred to portray their zones as quiet and hovering
at the edge of the world. The picnic in Roadside Picnic refers to
the urban dweller's penchant for weekend escapes into nature,
except that here, the stalker guides his punters into the zone of
exclusion rather than the forest. Our love for unsettling environ-
ments and ghosts of civilisation is clear from the preponderance
of Instagram accounts that forever reproduce the strange charms
of Chernobyl's Pripyat or the spectral appearance of the aban-
doned military sea forts on the Thames.

Even in England, a country where most land is private,
enclosed, and in which every wasteland quickly attracts the at-
tention of property speculators, it is possible to reconstruct the
plot of Stalker in near-perfect happenstance. All one needs is a
weekend walking trip from the village of Rye to the fishing ham-
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let of Dungeness, a stretch of no more than twelve miles on the
southern coast between them. If one is lucky, the path involves
crossing through an expansive shingle beach and the country’s
only desert, littered with an untold weight of sea plastics, hurry-
ing across an active military shooting range complete with burnt-
out tanks, bunkers, and spent shells, trespassing on the grounds
of a nuclear power plant, encountering a crazed stray dog (the
clincher in this metaphor since in Stalker a dog emerges from one
of the character’s subconsciousness into reality). At the destina-
tion might be justin time to see the artist Derek Jarman’s seaside
cottage by the headlights of a passing patrol car.

That the biennial reproduces that charged atmosphere of
the power plant is partly a matter of form and partly the week-
end trippers’ demand for spectacle. Biennials favour site-specific
installations and expansive productions that would not easily fit
in museums or homes. Because of their temporary nature, they
tend to encourage artists to be bolder in their work than they may
be within the confines of the studio. Biennials also favour novelty
and are where ‘advances, if such a crass term can be used of art
practice, are showcased and evaluated.

Monastery, refinery

nd what then of our encounter with art in the biennial

zone? For whom does art’s bell toll? Do the zones of

Venice or Pancevo recreate the temporary autonomy

in which art can become what it once promised? If | stretch my

metaphor to near breaking point and draw a direct line between

art and the church tower in Balabanov's film and between the

Zone and the industrial smokestack that emanates an indescrib-

able but unavoidable energy, Pancevo offers a set of uncomfort-
able hints and - finally - a pay-off to my belaboured parallels.

The monastery in Vojlovica, built and restored many times

since its foundation in the 14™ century, was once at the centre of
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a community’'s hopes for transcending their earthly limitations.
In it, a cast of holy men devoted themselves to contemplation in
communion with god. Today, the monastery is dwarfed by an oil
refinery that has come to surround it and which employs many
more thousands of workers than the monastery could ever at-
tract worshippers. The petrochemical industrial colossus is at
once the ghost and the alien of the Zone and the living embodi-
ment of everything that our city has come to stand for. The refin-
ery partakes in the transubstantiation of oil from one form into
another and its metabolic labours are as intricately and imper-
ceptibly arranged as the movements and machinations of the city
dwellers at large.

The refinery, however, is a different kind of zone. Its logic
is not that of the Zone, whose idleness becomes the plane of im-
manence from which truths can be written. Instead, the industrial
zone risks becoming a free zone, deceptively so named because
itis the very opposite of an autonomous zone. Agents in the free
economic zone can rewrite protocols and codes but they do this
entirely and solely to their own advantage, unencumbered by the
prying eyes of regulatory devices or customs. The design critic
and theorist Keller Easterling describes the free zone as a high-
ly contagious and globalized urban form,© a type of capital in-
frastructure in which all forms of exchange are permitted but to
which access is strictly restricted. In the free zone, itis capital and
not thought that can assume the shape it wishes. Should it be a
surprise that the free port is the preferred space for storing the
most valuable of the world’s art, away from the prying eyes of
stalkers, curators, or tax inspectors?

10 Keller Easterling, ‘Zone: The Spatial Softwares of Extrastatecraft, Places
Journal, 10 June 2012, https:/doi.org/10.22269/120610.
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lllusions of freedom

he free zone's offer of freedom is not extended to every-

one equally and its ideals spread most rapidly under the

guise of art. Condemning this kind of freedom outright
is of no help, however, because the monastery (here, standing in
for the museum, a church for the 21 century) and the refinery
(the city and its capital flows) are everywhere. In Pancevo, the
monastery and the refinery share office space and, no doubt,
some visitors. The church may have lost some of its primacy over
the lives of city dwellers, just as the museum has ceded ground
to other forms of cultural propagation and control, but the mon-
astery remains not despite the refinery but in part thanks to it.
In Pancevo, the refinery operator owns the ground on which the
monastery stands and part of the rent it collects is in the form
of bonds of protection. (These bonds, alas, proved to be ineffec-
tive and the refinery was subject to bombing by NATO forces in
1999)" Likewise, the monastery draws on the refinery: even the
promotional YouTube video™ for the church boasts that it stands
in the strangest place in the world, a location that amplifies what-
ever aura the pursuit of gods still has. The transcendent monas-
tery and the immanent refinery rely on each other in a symbiotic
relationship that validates the claims of each to being an inaliena-
ble part of the truth. Without the refinery, there’'s no god. Without
the monastery, there's no oil.

Sometimes, such a relationship can be encapsulated in the
single instance of the museum, for example, in the numerous con-
temporary art galleries built in disused power plants (London’s
Tate Modern), factories (Brussels” WIELS), or military infrastruc-
ture (the Estonian National Museum in Tartu). The art biennial has

11 William Booth, ‘NATO Bombs Left a Toxic Slough’, Washington Post, 21 July
1999, https:/www.washingtonpost.com/wp-srv/inatl/longterm/balkans/stories/
serbia072199.htm.

12 light2tube, Vojlovica - Monastery in the Strangest Place in the World, 2021,
https:/www.youtube.com/watch?v=vNgC91BZz7I.

likewise enjoyed the slippery relationship between the spiritual
and the industrial; Liverpool Biennial's history, for example, is
explicitly linked to efforts of civic regeneration and gentrification
under whose logic every factory is by fiat a church. The more in-
dustrial and expansive the zone, the more self-evident the need
for the museum.

Oil remains a commodity capable of determining the fates
and cultural alignment of millions. It does so as much through the
order and progress that it helps to bring as by the entropic destruc-
tion that it leaves in its path. The revolutionary nature of the indus-
trial revolution may well stand in question® but the industrial ruins
of the 20™ century would have already been visible to the Stru-
gatskys in the 1970s. Why would today's information revolution
be any different? The flows of oil and gas contend with the flows
of information and as | write, the internet standards organisation
ICANN is mulling over a demand to bar Russia from accessing the
network™ while gas and oil continue to move unabated. With tech-
nical evolution comes control and the illusion of precision.

13 Emmet Penney, ‘Did the Industrial Revolution Even Happen? Ft. John Constable,
Ex.Haust, accessed 8 March 2022, https:/podcasts.apple.com/gb/podcast/ex-
haust/id1530752649?i=1000552662812.

14 Noah Shachtman and Kat Bouza, ‘Exclusive: Ukraine Pushes to Unplug

Russia From the Internet’, Rolling Stone (blog), 1 March 2022, https:/www.
rollingstone.com/politics/politics-news/ukraine-icann-russia-internet-runet-
disconnection-1314278/.

T

The zone without the city

oday’s technologies gamble on the boundaries of the

needs and desires of their users with far more purpose

than the Strugatskys could have imagined. What are the
conditions for creating a zone in a world that subsists on informa-
tion? Multiple experiments have tried to answer this question and
some bear the promise of being able to cater to mass audiences
while ostensibly offering all the convenience and none of the risk
that the stalkers feared. One of the priests of the meta-zone is
Mark Zuckerberg, founder of Facebook and prospective pioneer
of the Metaverse with its Oculus virtual reality headset serving
as a personal portal into a zone. With the aid of these devices
and their algorithmic stalkers, anyone could emerge within a zone
whenever and wherever they choose.

And it would be @ zone and not the zone because Meta’s
multiverse may well turn out to be different for everyone who ex-
periences it. For the Writer and the Professor, the meta-zone may
appear as it did in Tarkovsky, with visions of industrial wastelands
and high-pitched sound environments. For others, Zuckerberg's
zone may instead produce phantasmagorical visions in soft CGl
renders from pay-to-play video games. The zone, or zones, may
be populated by multiple avatar inhabitants and visitors may not
know whether these are fellow human travellers or adversarial
features of the zone itself.
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There’s no art in the metaverse. Not yet, anyhow.

ill the zonal experiences that Meta proposes to be

transcendental to the kinds of bleak existences that

films like Ready Player One® predict in which virtual
reality is the only escape left for humanity entrapped in the zone,
free or otherwise? Before we concede control over the future of
desires, it may be prudent to consider the role that art - yes, art
- and artists could play in shaping the immanent domain of the
multiverse and the aesthetic experiences within it.

The critic Dean Kissick observes that technologists do not
appear to have any clear ideas of what their multiverse could be
and for whom, let alone what it would look like® There is no im-
mediate role that the Metaverse plays in the flow of information.
Instead, its aim might be to expand the interface between infor-
mation and the human. How might a multiverse do that? Meta’s
corporate promotional materials released in 2021 leave much
to be desired,” offering glimpses of life in banal home interiors
rendered in cheap textures and ‘augmented’ by tedious animated
street art. Zuckerberg, for sure, is no stalker yet.

Who then? Does taking on the challenge of the virtual zone
require a new kind of artist? The philosopher of art Grant Tavinor
argues that virtual reality is as much a picturing medium as Re-
naissance cityscape painting was. In his recent book The Aesthet-
ics of Virtual Reality,”® Tavinor demonstrates that there is, in fact,
formally nothing new about VR, nothing at least that would be

15 Steven Spielberg, Ready Player One, 2018, http:/www.imdb.com/title/
tt1677720/.

16 Dean Kissick, ‘What Will Art Look Like in the Metaverse?', The New York
Times, 1 December 2021, https://www.nytimes.com/2021/12/01/magazine/mark-
zuckerberg-meta-art.html.

17 Orit Gat, ‘The Boring Art of Zuckerberg's Metaverse’, ArtReview (blog), 12
November 2021, https://artreview.com/the-boring-art-of-zuckerberg-metaverse/.
18 Grant Tavinor, The Aesthetics of Virtual Reality, Routledge Research in
Aesthetics (New York, NY: Routledge, 2022).

impossibly challenging to artists. If artists can reclaim expertise
over the aesthetic - that discipline that deals with both percep-
tion and the composition of visual realities - it will be down to
them to design the zones of the future.

But that troublesome term aesthetics does not proscribe
an art filled with animated emoji any more than it demands that
artists exploring virtual realities and multiverses confine them-
selves to exploring four-dimensional abstractions limited by the
computational power of their tools. The question at stake is more
complex, and answers are likely to take as many forms as they
ever have: what does it mean to sense in a world where a singu-
larity can be conjured within reach with a few lines of code?

The fantasy of experience at the limits of the regulat-
ed realm of technology has long held an appeal even to sworn
Luddites. The nuclear disaster at Chernobyl established the
waorld's most iconic IRL zone fifteen years after Roadside Picnic
was written and this zone has attracted no end of attention and
countless visitors. The fire at the power plant at Zaporizhzhya
may yet create another zone. Thankfully, artists have been more
restrained in their zonal drive. Video games like the 2007 pro-
duction STA.LKER™ based on Tarkovsky's film merely simulate
the apocalypse. Other initiatives establish autonomous zones in
previously unoccupied lands: the 2020 edition of the Yerevan Bi-
ennial, for example, took place entirely on the dark web.?° Such
projects are still in their experimental stages. As they expand to
explore the potential of art's immanence, the relationship be-
tween the platform that supports them and their form will be key.

19 Andrew Prokhorov and Anton Bolshakov, S.TA.L.K E.R. Shadow of Chernobyl,
STALKER. (GSC Game World, 2007), https:/store.steampowered.com/app/4500/
STALKER_Shadow _of_Chernobyl/.

20 Clauton Schuster, ‘An Art Exhibition on the Dark Web Makes a Case for Internet
Freedom! Observer (blog), 31 October 2020, https://observer.com/2020/10/
yerevan-biennial-dark-web-exhibition/.

e FE"
LE:

="

)

Back on the ground

ut, again, what of the prospects for art in this mul-

ti-zone that plays out somewhere between reality and

fiction? Returning to Balabanov's adaptation of Road-
side Picnic, our most contemporary, we are reminded that merely
finding the Tower (or the museum, the biennial venue, or even
the church) is no guarantee of finding happiness. As a strategy
for the biennial, building towers seems a little foolhardy. Adapt-
ing Tarkovsky's proposal for the mass market, on the other hand,
risks turning the biennial into a space in which visitors browse for
curiosities as though even the fabric of reality were part of the
experience economy.

Plenty of critiques have been levelled at the biennial and
the process of ‘biennialisation’ of contemporary art that renders
it inseparable from the zone?' For an alternative, we may want
to return to the Strugatskys. In their version, the stalker Redick
learns to aestheticize his senses to recognise the potential bene-
fits and dangers of the zone’s myriad features. He returns to the
zone time and again intending to bring aspects of it back into the
outside world for examination and in pursuit of knowledge. This,
as for Redick, is the challenge to the biennial zone visitor as much
as for the multiverse dweller: to develop the same aesthetic alert-
ness outside as inside. And for the biennial, the task is not to turn
into a free zone from which no knowledge can ever escape.

21 For example, Ronald Kolb, Shwetal A Patel, and Dorothee Richter, eds.,
‘Contemporary Art Biennials - Our Hegemonic Machines in Times of Emergency’,
On Curating, no. 46 (June 2020), https:/www.on-curating.org/issue-46.htmi#.
YiuEES-11BO.
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YmeTHuuwm [age, rpynHa dotorpadwja, 1920, Mapws. Ca neBa Ha AecHo, 3aakbu pea: Jlyj AparoH, Teoa I
KnemoH lMoHcap, EmMaHyen ®ej (nceyeH). Opyrv pen: Mon Jepme, ®unun Cyno, Xopx P

(ca MmoHoknom), Cenun ApHo, ®paxcuc NMukabuja u AHope bpeToH
Dada artists, group photograph, 1920, Paris. From left to right; B
Pansaers, Emmanuel Fay (cut off). Second row: P
Tzara (with monocle), Celine Arna
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OHUENT  papuHePpUjaMaHacTip 3By4n MpPOBO-
KaTnBHO. Pey je 0 KoHuenTy 20. MefyHapogHor
BvjeHana caBpeMeHe yMeTHOCTH Y [aH4eBy, Koju
Ce apTUKYIULLE KOHTEKCTYanHo 1 MeTaopuyHO
- -- - OKO jeflHe 3330pHe apxuTekType, waw site-specific 06jexTa,
KOjW Ce [OroAmMo W OMCTa0 Kao TakaB, Ha Ha4MH Ha Koju TO
CaM0 WCTOPWjCKM  ClydajeBu, MorpeLlke, KOHTPaAWKTOPHOCTU,
HedoCNeAHOCTY, MPeKMaN, pynType Mory Aa A03BOME, HEKOMKO
Kunometapa Hagomak lMNaHyesa.
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a NV 0BAj KOHLENT eBoLMpa enemMeHTe TeXHONOWKOr
NPOrpecvBm3Ma, NPUCYTHOT Y WMHTEPHALMOHANHWM
b ICTOPUJCKMM 1 HEOABAHrapAHUM YMETHUYKUM yTO-
nM3MMMa, WK je ped o npehyTHO] anoTeo3u npaBoCIaBHOr
MMUCTMUM3Ma? M 0Ba 3aMM1Ccao Bpaha Ha NOHOBHO NPOMULLbaHe
tyHKumje ((nocT)MHAYCTPUjcKMX) TexHonornja y (caBpemMeHoj)
YMETHMYKO] MPOAYKUMjM; Ha CTapo, anu YyBeK peneBaHTHO

nuTarbe HeyHKLUMOHANHOCTLN, HEYTUAUTAPHOCTU 1 amaTepm3ma
Kao OCHOBHWX eflemMeHata eMaHUWNaTopCKe, KPUTUYKe, na W
TPaHCrpecvBHe YMETHOCTW; YMETHOCTM Koja M3Masu K3 CBOjUX
MaTUYHUX  AUCUMNAWHE  MefujcKe  CMeundu4HoOCT  1/unn
CUTYPHUX TEPUTOPMja; Ha XMMOTe3y A3 MalUMHA U TEeXHUYKN
nporpec Tpeba y NoveTKy L3 OOXKKMBE M0pPas, Kako Kaxe bopuc
pojc (Boris Groys), kako 61 HakoH Tora 33406WMM MpaBo Ha
YMETHOCT; Ha NPeTnocTaBKy [1a TEXHOMOWKO Y YMETHOCTM MOopa
[a ce 0Cnoboam MpakTUYHe BPEAHOCTV Kako 61 nonpuMmno
YMETHWYKY BPeOHOCT; Ha CTapy ready-made cTpatervjy Mapcena
OuwaHa (Marcel Dushump), @ He Ha WHXKerepcku Mnpojekat
OKpeHyT ByayhHocTn?"!

3aucTa, paguHepujaMaHacTup Me 30yHbyje, pasgpaxyje,
¥3a3vBa NOMasno 4yaaH (nom)cMex CBOJCTBEH aKa[emMuyapvma,
NPOBOLMPA, 3aCTpaLlyje... OTPXKE Me Of,,CMIYPHUX U ,KOMPOPHMX"
TepuTopuja ca Kojux genyjem. ball Ha CndaH Ha4dMH Kako TO YUHM
acambnax AMBEPreHTHUX eHTuTeTa y paay ,Was ist Kunst Hugo
Ball?" konektBa NSK STATE y KOMe Cy 4naHOBM CMKAapCKOr
operberba IRWIN 'y capaghy ca Metogmjem  31aTaHOBOM,
MWUTPOMONMTOM MpaBoC/iaBHe UpkBe Yy CeBepHoj MakenoHuju,
CYOUMIN  TPYKY NPaBOC/MaBHY CAMKAPCKY MKOHOrpadujy ca
npeactasama [JA[LE, KoHkpeTHO no3Haty doTtorpadujy Xyra
Bana (Hugo Ball) kao MarmnuHor 61cKkyna o6y4deHor y KyBUCTUUKK
KOCTUM, ypaM/beHy y MaHupy KapaktepuctuyHom 3a [IRWIN

1 bopwc ojc, ,YMeTHUYKO AeNno Kao HedyHKLMOHaNHa MalnHa', YMerHocT
yronuje (Gesamtkunstwerk Stalin), unanuw, beorpag, Mnasm kpyr - Jloroc, 2011,
341

IRWIN, ,Was ist Kunst Hugo Ball?*, Bnaguka MeToaunje 3nataHos,
MUTpPONONUT MakefOHCKe NPaBOCNaBHe LpKBe ca Xyrom banom
2008-2010, sbybasHowhy ranepwje Mperop MoaHap, bepavH
Bishop Metodij Zlatanov, Metropolit of the Macedonian Orthodox
Church, with Hugo Ball 2008 / 2010 Courtesy Galerija Gregor Pod-
nar, Berlin
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petporpanHe cumbone, a Kojy Metoavje 3n1ataHoB ApPXKW Y CTaBy
pUTYanHor AWOHM3N|CKOT NPU3KMBaLa, Tj. MONUTBE. AgpujaH Hou
(Adrian Notz) o6jacHuo je MKoHe Kao ,puTyanHa opyha Koja He
npeacTassbajy CBETOCT Beh camy cyncraHuy, omoryhasajyhu Tako
LOMPeKTaH MpUCTyn BOXaHCTBY. HbvixoBa (yHKUMjA PUTYaNHoOr
opyha nosoan 1x BeoMa 67113y OHOMe WTO je Xyro ban nokyLao
na nocturde JAL-om. JALA Huje 61 HW CTUN, HU 'YMETHNYKM
nokpet Beh rect Koju 6u Tpebano fa noMorHe Xyry bany na
3a006uje 'MUCTUYHA UCKYCTBa "2

Ban je y cBOM aHeBHUKY Flucht aus der Zeit, 1927 (bekcTBo
13 BpemeHa) 18. jyHa 1921. roamHe Hanwcao: ,Kaga cam Hauwao
Ha pey OALA, [InoHvsuje me je OBa nyta nossao: A - [JA?
mucnehn nputoM Ha [IMoHM3Wja ApeonarvTa, KOHTPOBEP3HOr
MUCTMKA M3 5. BeKa HOBe epe, 0 YeMmy je ban nncao y Krousu
06jaB/beH0j 1923. roAnHe NoA HasueoM Byzantinisches Christen-
tum (BusaHtujcko xpuiwhaHctso).* CBa XMBPUAHOCT YBOPMLLTA
Koje cnaja Mef)ycoBHO CynpoTCTaB/beHe eHTUTETe CafpXKaHa je y
banosom unckasy: ,CounjanncTa, ecteta M MOHax: CBa TpojuLa ce
CNaX<y OKO Tora ia MofepHO BYpP>KOacko 06pa3oBa-e Mopa brTK
yHuLITeHO. HoBn naean npeysehe enemeHTe 13 0BMX 061aCTH.”®

Y BpeMeHy Be/IMKMX eKONOLIKMX KpY3a, NaHaeMuje kosuaa-19
W TPeHyTHOr pata y YKpajuHW, y HWU3Yy NpOU3BOArbe BaHPEOHMX
CTakba W M3y3eTaKka Nociefrux AeleHvja, banos Tekcr Zur Kri-
tik der deutschen Intelligenz w3 1924. ropuHe ([lpunor KpuTum
HeMayKke WHTe/IMreHLmje), TEKCT KOjW XKEeCTOKO KPUTUKYyje MpycKw

MUNNTAPWN3aM, Kal0 [a eBOuMpa, YMHK Ce, JeHO CJINYHO CTakbe Y

2 Cf. https:/nskstate.com/article/was-ist-kunst-hugo-ball/ npuctynibeno: 25. 2. 2022.
3 Xyro ban je 1920. roanHe “3 MpoTecTaHT13Ma MpeLao y KaToMYaHCTBO W
3anoyeo cTyavje Teonorvje. OTyaa Ao6pyM Aenom notude Besa 13mely Teonoruje,
muctuumsma v [JAde. Cf. Bernd Wacker, Dionysious DADA Aeropagita. Hugo
Ball und die Kritik der Moderne, Paderborn-Munchen-Wien-Ziruch, Ferdinand
Schéningh, 1996, 114.

4 lbid, 113.

5 Hugo Ball, Flight Out of Time: a DADA Diary, Berkeley, University of California
Press, 1996, cit. xli.
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CBERA, LIBERA, 9NA3H
4 TPAHCBERPIAMNHE
TOROBE CA MHPHCOM
HAMTE, EEH3EHA,

L eOBOAOHHRA,
A30OTA, BHHHM-=NOPHO-
MOHOMEPA, CYMMOPA,
CHAELIHIANHH= EEH3HHA,
APOMATA, EHTYNEHA,
NOASZEMHH= BOOA,
SEMBHWTA CRYM
ROHOTAUHIA PAOHHSARE
RAACE H ROMYHA3MA
IRAO OA HACHMAHO]
TPAHCBERPIAMNHO
ROMYHHLHPA CA
HOEONOrHIOM
NPABROCIABHOC
MHCTHLHSMA..
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CvdaH npobnem Espone of npe TayHo CTO rogmHa. Xyro ban je
6110, KaKo caMm nuLe, naunucTa, anv unak Hyje BepoBao 40 Kpaja y
YTOMM3aM aHapXMCTUYKOT MOKPeTa, Na je 61O CKIOH 1 MUCTULIM3MY,
anxemuiju, Teo30uju, Te eKCNePUMEHTUMA Ca HAPKOTULMMA .

ajjedHOCTaBHW]e OM BWMNO MPUXBATUTA XMNOTe3y Aa

Cy aBaHrapfe MaxoM 6ue neBo, HeKOHMOPMUCTUYKN

M KPUTUYKKM OpujeHTMCaHe’ mnayhn pyky nog pyky
4eCTo Ca MapPKCUCTUYKKMM, KOMYHUCTUYKUM, aHa[Z)XI/ICTI/I‘-iKI/IM8
MHKNMHaUMjaMa, a OHAa Ce y TOM J1eBOM aBaHTapAHOM Kpuiy,
Kome npunaga 1 OALA, 3a4y0HO M HEOYEKMBAHO MOjaBIbYjy
MUCTMLM3AM, TeoNloruja, penuruosHe WHKIKHauuje, ynpaso
jeflHe of rNaBHMX MeTa f1eBe KPUTKUKe. TeopeTnyapy aBaHrapae
PeHato [lohonu (Renato Poggioli) u Metep Buprep (Peter
Blrger) Ha3HauyMnM Cy NPUCYTHOCT OBMX MPOTUBPEYHOCTM
M XeTeporeHoCTn YHyTap aBaHrap4HWx TeHOaeHuuja ynproc
TeXHW [a Ce aBaHrap4HW MOKPeTn CTaBe Y aHanorHW 04HOC
Ca MOMAWUTWYKMM MOKpeTuMa: ,MOeHTU(dVKOBarbe YMEeTHUYKe
peBoNyuUMje Ca [OPYLWTBEHOM pEeBOMYUMjOM Cafa je CaMo
peTopuyka, NpasHa dpa3za [..]. [BOCMWCIEHO MPexXMB/baBare
MWUTa O NapanenHoj YMETHWYKO] WM MOANTUYKO] PeBONYLMjN
Takofje je HeroBaHo y MOLEPHOM MOjMy KyNType Kao jeAHOM
[yXOBHOM rpafaHckoM paty [.] jacHo Ham je aa aBaHrapga
vewhe CBECHO MpuWarba y3 NeBe WOeonorvje v fa ca HiMa
MOBPLUHO CMMMNATM3MPa: MU NOTBPHYjeMO [a je aHapXUCTUYKK
naean ypofheH aBaHrapaHoj Ncuxonorujy. MehyTum, Hi jeAHO HK
OPYro He MOXKe fia Nocny>xu aa 61 ce Hernpasno 0BoO LWTO je Beh
pe4eHo 0 NPeBacxoHO apMUCTOKPATCKO) NPUPOAV aBaHrapav3Ma
- NPVPOAM Koja 3ay3BpaT He M3HeBepaBa T!Me LTO UCTUYe CBOj
nnebejckn oyx.”

6 Ibid, xix.

7 Peter Burger, Theory of the Avant-Garde, Minneapolis, Manchester University
Press, 1984, 5.

8 Renato Podoli, Teorija avangardne umetnosti, Beograd, Nolit, 1975, 130.

9 Ibid.

MPEWA TFHFAHCEERFIANA,
SHRPLUTEHHPS
ORIAFaOHATHH< ETAZSA,
MNoBE3SYIE EHTHTETE
ROH Y SATBEOFEHH

S CEEBH H HAHRINMMEA
BE3I ROMYHHRAUHIE CAH
BHMA0 HHY H3BEAH CERE.
LHE. OMadr 9=ABAM

H MPOHA3ss00E
ROMYSHAHARALIAIY
EHTHTETA RO

CH A rarridHo)
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Be MPOTMBPEYHOCTM YKa3yjy Ha noTpeby A043THMX
NpUCTyna MNpWAMKoM aHanuse. EBponcka ymMeTHOCT
20. BeKa 1 HeHO Hacnehe y CMUCY CaBPEMEHOCTN He
MOXKe Ce TaKo jeJHOCTAaBHO TYMa4nTK Ca CTaHOBMLLTA ANjaneKTuKe
NeBUX HEKOHMOPMUCTUYKMX NePCNeKTUBA YMETHOCTH, U AeCHUX
KOH(OPMUCTUYKIMX, HapaBHO He y CMWUCY adupMalmje Hekor
HOBOI AOrMaTCKOT YMTaka, WM Heke HoBe (KOH3epBaTWBHE)
nonuTrKe/cTaBa bnncke KoHLenuuju anything goes, sehy cmucny
npobnematrsalvje 1 ykas3rBarba Ha CBY KOMMIEKCHOCT ynoTpebe
M pa3yMeBakba enucTeMOoNOWKM W WOEOMOWKM YKOTB/bEHMX
NojMOBa/TePMUHA/KOHLIeNaTa/eHTUTeTa y CBETY YMETHOCTMU.
YnpaBo cy Ty (He)y3rnob/bvBOCT AMBEPTEHTHUX EeHTU-
TeTa HajnpeumsHuje Teopujckm onwcann Xun [enes (Gilles
Deleuze) n ®enwikc TaTtapu (Pierre-Félix Guattari) cBOjUM
NojMOM ,TpaHcBep3ase”. OyHKUMja TpaHCBep3ana je OKynbatbe
BULLECTPYKOCTW, anu Tako [a Ce pasfvke Mehy eHTUTeTuMa He
6puwy Beh nHTeH3MBMPajy. TpaHcBep3ane Cy Nacaxu Koju Aajy
MaKCMManaH WHTEH3WUTeT pas3nukamMa wm3mehy BULWECTPYKMX
nokauuja'® Mpexa TpaHCBep3ana, YKPLITEHUX AWjarOHanHnX
CTa3a, NoBe3yje eHTUTETe KOjU Cy 3aTBOPEHM Y Cebu 1 Hausrnen
6e3 KOMyHMKauuje ca 6uno Ymum n3BaH cebe. OHe omoryhagajy
M MpomM3BOAE KOMYHMKALMWjy eHTUTeTa Koju Cy Yy MOTMyHO)
cynpotHocth.  [enes w [aTapu Cy (CBOjy TpaHCBep3asHy
OHTO/MIOTMjy 3aCHOBANM Ha 3aMWUCIKM NOKPETHe AujaroHasne Koja
yBe3yje ABa MehycobHO HenmoBe3aHa NyTa, WAW TpajeKkTopuje,
KOja WHTEH3VBMPajy OMCTaHUe u3Mely nokauwja, OAHOCHO,
MynTUNAMLMTETa. 3@ NOAPOBHMje pasyMeBarbe enucTeMOsoLLKe
notpebe fa Ce yCnoCTaBm Tako3BaHa TPaHCBEP3a/IHa OHTONOMMja,
Ba/ba MOACETUTM Ha 30upky TekctoBa @enwukca [atapuja
[TcuxoaHaM3a v TPaHCBEP3A/THOCT," rae OH HAaCTOju TeOPWjCKM A3

10 Ronald Bogue, Deleuze's Way. Essays In Transverse Ethics and Aesthetics,
Hampshire-Burlington, Ashgate, 2007, 1-2.

11 Félix Guattari, “Transversality’, Psychoanalysis and Transversality: Texts and
Interviews 1955-1971, New York, Semiotext(e), 2015, 112-113.
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apTuKynuLLie Npobnem HerocpegHe rnpomeHe (eMaHuvnauuje -
[a ynoTpebuM CTapyHCKKX NojaM) YHyTap CTRYKTYpe 1 onepaumja
NCUXMJATPUJCKUX MHCTUTYLWjA, @ KOje Ce MOry OHAa BepoBaTHO
NPUMEHNTN N Ha [pyre UHCTUTYUMOHaNHe AMCNO3NTUBE. OH
Ty FOBOPM O MOCTOjarby [ABEjY AMMeH3Wja: i) ,BePTUKANHOCTH"
KOja je KapaKTepuCTUYHa 3a Xujepapxujcku v nvpaMuaanHo
yCnocTaB/beHe Mofene opraHmM3aluvje Hekakee 3ajefiHuue v i)
,XOPU3OHTANHOCTN" Koja ce 00/MKyje, peunmo y BONHUYKOM
OBOPULLTY, Ha Ofefbersy 3a ,nopemeheHe’, roe ce nojeaMHUM
n cTBapun ypehyjy U cyogHoce Hajbosbe LWTo Mory, umajyhu y
BMOY CATyauujy y Kojoj ce Hanase. [pobneM koju je latapu
MOEHTUMUKOBAO OKMO je cappxaH y cnefehem nutamy: Kako
NPOMEHUTK Y UCTU Max BepTUKaNHy xujepapxujy aytoputerta u
XOPW30HTaNHe MOJannTeTe MHTepakLuje Tako fa ce oMorynm unm
npov3BeAe MaKkCVMarnHa KoMyHvKaLmja Mely cacBrM pasnunTim
HWBOMMa W NpaBuMMa? [aTtapy NaXk/biMBO aHanusmpa Cryaujy
CnyYaja bonHMLe v Kaxke aa ce ,koe@ULMjeHT TpaHCBepP3anHoCTN'
MepW CTereHOM 3aC/ern/beHoCTH 0c0bSba Koje padaun y yCTaHOBY,
TaKo [a NPOMEeHa UHCTUTYLMOHAHOT AMCNO3MT1BA UMNINLMPA
rojaqarse  MHTeH3uTeTa TPAHCBEP3Q/IHOCTY Ha TaKaB HaYMH
[a CTemneH 3aC/IeN/beHOCTM 0Mafa, LWTO Kao nocieanuy vma
pegeduHUCarbe ynore CBake WHOMBUOYe W peopujeHTauuje
uene rpyne. TpaHCBep3anHoCT je CynpoTHa W KOMMNAeMeHTapHa
OVMeH3Mja Y 0HOCY Ha reHepaTvBHe CTPYKType nupamuaanHe
Xnjepapxmsaumje 1 cTepuamnsyjyinx HadmMHa npeHoca nopyka.
lMojavaBarbeM  MHCTUTYLMOHANHOT  KoeduLMjeHTa TpaHcBep-
3anHocTv Tatapu Hyam Moryhe KoopauHate 3a (opMyparse
TaKo3BaHe cybjexT(ue)-rpymne, CynpoTHO KOHUENTy cybjex-
TMBM3MPAHe Tpyrne, Aakne, nojefuHaua v CTBapu CrocoBHUX
fa ce (camo0)obnwKyjy y 0O@HOCY Ha concTBeHe noTpebe W
erpe” TaTapujeB KOHLEMT TPaHCBEP3aSHOCTW MPBEHCTBEHO
Cé OAHOCK Ha OpylWwTBeHe, NoNnTUYKe N eTn4dKe AncnosnTmBe,
a Ca [enesoBuM TeOpWjCKMM PafoOM, 0Baj KOHLLENT nocTaje

12 Ibid, 2.
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HEOABOjVB Of, MPOV3BOAHE HOBOT Ha Pa3NNYUTVM TepuUTopHjama,
nnaTtonMa U/Unn y pexkummMa: YMeTHOCTW, HayLWn, Penurnjn u
MUCTULM3MY, TEXHONOMMjW UTA. MonpeyHa u/unmn TpaHcsep3anHa
TpajekTopuja BoaM Ka hopmaumjn oHora wTo cy [enes v fatapu
Ha3Banu ,JbyoMMa KojWU [ona3e” jep, KOHa4yHo, TpaHCBep3asHa
eTWKa, TpajekTopuja, jecTe cama aKTUBHOCT opMuparba
TPaHCBep3anHKX CrojeBa Koju WHTEH3MBMPAjY Pasnnke, Ynme
ce rnpowssode HoBe MOFyﬁHOCTI/I XKWBOTA, Hayke, MOJ/INTHKe,
unosoguje, penvruje v apyrix cchepa (akumje). TpaHcBep3anHu
nyT je CTasa ,M3Meh)y" - AnjaroHana Koja npeceLa Xxop13oHTanHe n
BepTMKaHe KoopAmHaTe. TpaHCBep3asHo BpeMme je entre-temps,
OPYrUM pedrma - MeflyBpeme, oK je TpaHCBep3aHu NpocTop in
medias res - yBeK y TOKy 13Mehy cTBapw.

TpaHcBep3anHa npakca UMaHeHTHe eTuKe Mpou3BOAM U
0TBapa HOBe MOTyNHOCTM >KMBOTA, YNPABO TaKO LUTO CMajaHem
HecnojuBMX eHTUTeTa BNOKMpa KOAM(UKOBAHE TOKOBE Xesbe,
MWUCIW, KpeTara W [efnoBakba. Ha 0BOM XOPU3OHTY MpaKcu
MULL/berba, MOCNedrMX [deleHuja YCnocTaBrbajy Ce enucre-
MOJOLLUKE KOOpAMHATe 33 YMTaB CKYM TEOPWjCKMX MpUCTyMa
Koje npeceuajy 6pojHe (He)ancumnaviHe, on heMUHU3MA, NPeko
HOBWX TEXHOMOrMja, COLMONOruje, aHTponosnoruje, 4o yMeTHoOCTH,
NPUPOAHMX HayKa, Teopuje Meduja, Koju je 03HaYeH TepMMHOM
HOBW MaTepujanv3aM, a Koju uma uub fa [fectabunmsyje
ycnocTassbeHe, yTepheHe, camMopasyMm/brBe KOHUENnTe, AMCLM-
NAVHe, KaTeropuje ¥ 3Harba, y CMUCIY UCNUTVBAHa YCI0Ba
NPOV3BOAHE eNUCTEMOMOWKUX 1M MOEOMNOWKMX AUCKpenaHumja
n3mely: Npupoae 1 KynType, MaTepuje 1 yMa, cybjekTa 1 06jekTa,
JBYACKOT W HesbyacKor uta,”

13 Susanne Volker, “Cutting Together/Apart: Impulses from Karen Barad's Feminist
Materialism for a Relational Sociology”, in: Ulrike Tikvah Kissmann, Joost van Loon
(eds.), Discussing New Materialism: Methodological Implications for the Study of
Materialities, New York, Springer, 2019, 87.

peMa nonasvwWTMMa HOBOT MaTepujanv3ma, Cama
MaTepwja 3anpaBo HWje yCnaBaHa, NacKBHA, MHEPTHa |

,CTBap', Tj. NpeameT fenosarba. Ousmka un bronoruja
Npeno3Hajy Matepujy Kao HeLTo YMHOroMe ClioxKeHuje, Te yMecTo
Na ce MaTepwja TPETMPA Ha KNacuyaH (KapTe3ujaHCKo-Hy THOBCKM)
Ha4YMH TaKo LWTO MOCTOjV NMHEeapHW OOHOC M3Mehy y3poka u
nocneauue - 0fHOC Koju oapehyje JbyAckM CyDjeKT 3HaHa Kao
BPXOBHW Y3pOK ¥ rocrnofap Haf npupoaoM Ha Kojy fenyje — HoBu
MaTepujanv3aM He CaMo Aa TeXKn Oa M3berHe CBaKku Ayanunsam
n3mehy fiyxa/yma v Matepuje, Beh npenosHaje Aa je MatepujanHoct
YBEK HeLlTO BULLIe of came CTBapu. HoBM MaTepujannsam, dake,
He TeXXW PeakUMOHApHOM TpaauLMOHaNvU3My HUTK OXWB/baBa
XMMNoTe3€e Hay4HOr MO3UTKBM3MA.

Pey je 0 HOBOj NNaTMOPMKU MULWIbEHA ,HAKOH MOCTMO-
OepHU3Ma“ Koja YK/bydyje TrOBOpe W3 pasnnyuTux cdepa,
040 (PeMUHUCTUYKE Teopuje, MPeKo nonuTuyke unosoduje,
KYNTypHe Teopuje W Teopuje WAEeHTUTeTa, aHTpOononoruje,

coumonorvje, dulnke, 6Guonorvje (61MoeTuke, GUoMeanLMHE,
6uoTexHonoruje), cTyamnja v Teopuje Meanja, ecteTuke, ekonoruje,

penurvje uth. TPaHCBEP3aNHOCT Kao KOHLENT W MoCTynak

Koju cy ysenwn [enes u fatapn jecte CTora jefHa 0L OCHOBHWX e
MeTOLOMOLWKMX NPEeTNoCcTaBKM HOBOT MaTepujanmsma.t

14 Joerg Rieger, Edward Waggoner (eds.) Religious Experience and New Materialism.
Movement Matters, London, Palgrave Macmillan, 2016, 2.
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achuHepwja (habpuka) v MaHacTMp ABa Cy eHTUTeTa
KOju MOMaKy MpaBO Ha BAACTUTY 3aTBOPEHOCT
- WOEONOLIKY, MaTepujanHy, WHCTUTYLMOHAHY,
OUCKYP3MBHY, Na OMNeT TPaHCBepP3a/HUM MNaCaXKHUM KpeTakbeM,
334yaHO, Y TOj CBOjOj (He)y3rno6/bMBOCTU W AMBEPreHTHOCTY,
y CBOjO] pa3nuuM, HKXOB CMNOj 6rBa MU3MYKKM, adeKTMBHO,
MaTepwmjanHo 1 KoHLenTyanHo omoryheH. Ped je 0 MaTepujanHocTy
jenHor ,acambnaxa“, ,aHoHUMHor(e) cy6jekT(Mue)-ayTop(Ke)” koju
je edekar npekvaa, HaNPCIMHA, KOH(MKaTa, HeLoCNeAHOCTY,
MCNpeKvaaHnX LIenoBa nctopuje, 0AHOCHO TOKoBa MaTepuje. OBa
334yHa apXuUTEKTypa NPOU3BOA je 3anpaBo Teputopujanmnsaumje
HEKOHTPONMCAHUX CHara niaHeTe, 3eM/be, Matepuje. 3a [lenesa,
Kaxke Enusabet Mpoc (Elizabeth Grosz), yMeTHOCT je npoaykeTak
APXMTEKTOHCKOT MMMepaTWBa A3 OPraHu3yje MpoCTop 3eMbe.
opeKsio 0BOT Aief10Bakba HWje y CTBapanallTBy YOBEYAHCTBA HEro
Yy ,CYBULIHOCTM NPUPOAE, Y CNOCOBHOCTM 3eMibe Aa Npecbnvkyje
4yna, y NTV4joj necmu 1 nnecy yABaparea Wi y nosby JbW/baHa
KOjW Ce HbMLLY Ha NMOBeTapLy Nnog NaaBeTHWIOM Heba"®
TpaHcBep3anHM KOHTUHYYM K3Mehy paduHepuje U
MaHacTvpa jecte Yy3Hemupyjyhu enemeHT [e30pujeHTUcaHor
MCKYCTBA; TO je ,30Ha Hepasy4nBoCTN®, ,IMHWjA KOHTUHYMPAHWX
Bapvjaumja“ Koje BpLLe NpeKna perynapHux, 04ekmBaHnx Gopmm
¥ 006/11MKa 30paBOPa3yMCKOr cBeTa. M1puc TamjaHa, ceeha, useha,
ynasu y TpaHcBep3asHe TOKOBE Ca MMPUCOM HadTe, BeH3eHa,
YIJbOBOAOHWKA, a30Ta, BUHWI-XJI0PUA-MOHOMEPa, CyMMnopa,
cneumjanHnx 6eH3MHa, apoMaTta, BUTyMeHa, NoA3eMHUX BOAa,
3eM/bMWTa; CKYM KOHOTaUMja pafHMyKe Kiace W KOMYyHW3Ma
(kao na HacWMMHO) TPAHCBEP3aNHO KOMYHULIMPA Ca MAEO00rjoM
MPaBOCNIABHOI MUCTULM3MA; MOMYT CMMOMO3a LPBEHOKIBYHIX
NTMLA KOje Ce XpaHe KOXKHUM Napa3nTiMa HUICKMX KOHba, THYOBa
M ocTanux apuyKMX cucapa - Tako LWTO ATuLle y cMBuosu
NaKko [onase [0 XpaHe, OOK ce cucapu ocnobahajy napaswta

15 Elizabeth Grosz, ,Architecture and the Frame’, in: Chaos, Territory, Art: Deleuze
and the Framing of the Earth, New York, Columbia University Press, 2008, 10.
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HOBH MATEPHJANH3AM, -
HYA UHAe AA

OECTABHMNHASYHIE

SO MO TABMBEHE,

JTBFREHE,

CAMOFPAISYN bHEE

ROALENTE,

ARCLHHAC 1M HHE, =
RATEMNMHOFPHIE H SHAREA, Y
CMHACMY HENTHTHBEAREA
S/ 10BA MNPOHA=ss0A0RE
ENHACTEMOMNOWRHeS

H HOEOMNOWRHeS
OAHACRPENAAUHIA
H3MeRY NPHFOOE H
RYEMNTYHFE, MATERFHIE

H Y9MA, CHBRIERTA H
OBIERTAH, MeaOCKROr H
HE/MBYHAOCRON ..
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- MaHaCTMp Mno3ajMsbyje mpocTope paduHepwju 3a m3Bohene
AAMVHUCTPATMBHMX aKTUBHOCTK, OOK paduHepuja MaHactupy
Npy>Xa ycnyre rpejarba; Kpetarbe pafHvika v pafHvla gabpuke
npecela rmnbarbe 60romMosballa; 3BYK MaHaCTMPCKOr  3BOHA
AmjaroHanHo nomepa Pujyk v xponaw, HaTHUX MCNapersa, Kao Aa
Ce 0Baj MyNTUNAULMTET 3BYKOBA, KaKko onucyjy enes v fatapu y
Kagku, nojaBrbyje y Be3vi Ca NMoKPeTOM yCTajaHa UKW yCnpaB/batba
MOrHyTe rMase;*mMaTpuLa LeBw, XKLa 1 Xyka MONHMX NOCTpOojerba
TpaHCBep3anHoO npecela YeTPHAeCTOBEKOBHY — apXWUTEKTYpy
MaHaCTVMPCKOr KOMIMIEKCa; He 3HaMO Hajbosbe Kako da ce Hima
CNYXXMMO, jep jedHa apxuTekTypa TpaHCBep3anHo nojadasa
WHTEH3UTeT apyre. PauHepujamMaHacTyp Huje CTPYKTypa ca
(hOpManHMM CynpoOTHOCTMMA, Tj. BUHAPHMM 0AHOCKMMA, Beh pr3oMm,
XeTeporeHOCT Koja HaroHu unak y 6er v pasbuja MMarvHapHu
apxetun. Anv Moxaa um3mehy paduHepuje n MaHactipa U
HemMa Heke Benvike pasnnke. CerMeHTU paguHepujemaHacTupa
KOMYHMLMPajy Yy CKNagdy ca NPOMEeH/bUBUM CyCeaCTBUMA.
MefycoBHO OVBEpPreHTHW MeXaHu3Mu 00MKoBarba, Ou-
CLUMMNIMHOBAKbA, XWjepapxm3oBarba M KOHTPOSIMCAHa XKMBOTA,
61N0 4a je pey 0 MUCTULIM3MY U/UNK PENUTUjW, Ca jefHe CTPaHe
(MaHacTup), nnn habpuun ca apyre (paduHepwja), 6uno pa je
pey 0 reHeTCkn MOANMUKOBAHO] XPaHW, NI HEOMXOLHOM rOpUBY,
WK MEOVLMHCKUM U OUTUTANHUM NpoTe3aMa: nejcMejKepuma
3a perynvparbe 0TKylaja cpua, MHOrObpojHMM Mpexama 3a
KOMYHVKaLMjy ca gpyre cTpaHe okeaHa, GPS TexHonorvjama,
NCUXOAKTMBHWUM CyMNCTaHLaMa 3a noamsarbe Pacrnofoxera
M eMOTMBHWUX peakuuja WUTL., YCNoCTaB/ba KOOPAMHATE HOBMX
TEOPMjCKMX MOTpeba apTuKynauvje y CaBpemMeHoj YMeTHOCTU,
OLLHOCHO KY/NTYpW KOja He ersnctipa MMMo Matepuje, npupogae.
YnpaBo oBa 6MO- M HeKpo-TeXHO(KOHTPO)NOWKa MnoMeparba
jecy yyvHWna ga pasnuvka nsmehy npupone v Kyntype yuctuHy
nocTaHe w3MWHA.  KoHUeNT  pa@uHepujamMaHacTyip  CBOjOM

PPEO 2.0 o dowvaa oH OyHEWEIHESHHMES

16 >Xun Jenes, ®envikc fatapu, Kagka, Cpemcku Kapnosun - Hoswu Cag,
M13naBayka krbukapHmuua 3opaHa CtojaHosmha, 1998, 10.
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TPaHCBEP3aNHOM MaTepujanHowhy onvpe ce OMCKYP3VBHUM
MOKyLLajuMa YnTtarba. Morno 6u ce pehu aa je pey o HeKkoj BpCTH
KoHuenTa bujeHana y NaH4yeBy Koju eBOLMPa HOBa CTPEM/bEHA
M 3axTeBe y Mosby, Kao M ,BaH" No/ba CaBpemMeHe YMEeTHOCTH,
Ha TakaB HAYMH N3 Ce OHa He MOXKe BuWLe NocMaTpaTth (camo)
Kao [OMCKYp3VIBHO Npoum3BedeHa KynTypHa npakca  (HakoH
JIVHFBUCTUYKOT W/MNN AMCKYP3MBHOT 3aoKpeTa), Beh Kao joL
jenHa y HM3Y MOPO3HWX MaTepujanHux 06M1acTh Koja aenyje u
Ha KOjy TpaHCBep3anHO fefyjy XeTeporeHa noppy.ja, muxose
COMCTBEHE MaTepujanHoCTX 1 Npody>eLu: ekonoruja, bruonorvja
1 BroeTrKa, r3mKa, ANrnTanHe 1 HMOPMaLMOHE TeXHOOr e,
poOOTMKA, aACTPOHOMMjA, MefduUMHA W TeHeTUKa, Penuruvja,

300/10rnja, MaTeMaTuKa mnta.
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efinerymonastery as a concept sounds provoca-

tive. Itis the concept of the 20™ International Bien-

nial of Contemporary Art in Pancevo that contex-

tually and metaphorically articulates itself around

a strange piece of architecture or a site-specific object. It was
made and it survived as such in a way that only historical coinci-
dences, mistakes, contradictions, inconsistencies, breaks or rup-
tures can allow for, and it is only a few kilometres out of Pancevo.
Is this concept meant to evoke elements of technological
progressivism that are present in the international historical- and
neo-avant-garde artistic utopisms or it is about a tacit apotheosis
of Orthodox mysticism? Or is it that this notion is bringing us back
to rethink the function of (post)-industrial technologies in (con-
temporary) artistic production? Is it bringing us back to the old,
but still relevant, question of non-functionalism, non-utilitarian-
ism and amateurism as basic elements of emancipatory, critical
and even transgressive art - the art that ventures beyond its es-
sential media-specific disciplines and/or safe theories? Is it bring-
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Mapcen JuwaH ca Herosum
,TO4YKOM Buumkna‘, 1963. Aytop
dotorpaduje: Jynujan Bacep
Marcel Duchamp

with his Bicycle Wheel, 1963
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ing us back to the hypothesis that machines and technological
progress should be defeated at first, as Boris Groys puts it, only
to be granted the right to be artistic afterward - the assumption
that what is technological in art must free itself of any practical
value in order to acquire artistic value? Is it bringing us back to
the old ready-made strategy of Marcel Duchamp and not to an
engineering project facing the future?’

1 Boris Groys, “Umetnitko delo kao nefunkcionalna masina’, Umetnost utopije

(Gesamtkunstwerk Stalin), ¢lanci, Beograd, Plavi krug - Logos, 2011, p. 341. Cf. Boris
Groys, The Total Art of Stalinism: Avant-Garde, Aesthetic Dictatorship, and Beyond,
Princeton, Princeton University Press, 1992, p. 22

ndeed, the concept refinerymonastery truly confuses me, irri-

tates me, and makes me smirk a bit strangely as academics typ-

ically do. It provokes me, intimidates me and disentangles me
from the “safe” and “comfortable” territories that | base my work
on. It does all this precisely in a way that is similar to the effects
that the assemblage of quite divergent entities in the artwork
“Was ist Kunst Hugo Ball?” by the NSK STATE collective has on me.
In that artwork, the members of the painting department of the
IRWIN art group in collaboration with Bishop Metodije Zlatanov,
the archbishop of the Orthodox church in Northern Macedonia,
have brought together Greek Orthodox painting iconography and
Dadaist images. Metadije Zlatanov holds the famous Hugo Ball's
photograph of himself as a magic bishop dressed in Cubist cos-
tume framed in the manner characteristic of IRWIN retrograde
symbols. His posture is one of ritualistic Dionysian conjuring, i.e.
of prayer. Adrian Notz explicated that icons are “ritualistic tools
which do not represent holiness but are the substance itself, thus
giving direct access to divinity. Their function as ritualistic tools
brings icons very close to what Hugo Ball tried to achieve with
Dada. Dada was neither a ‘style’ nor a ‘'movement of art, but a
gesture Ball thought would help him obtain mystic insights.

Ball wrote in his journal entry on the 12" of June 1921, later
published in his book Flight Out of Time: "When | came across the
word ‘dada’ | was called upon twice by Dionysius. D. A. - D. A”®
He was referring to Dionysius Areopagita, a controversial mystic
from the 5th century AD who Ball discusses in his book Byzantine
Christianity, published in 1923.# All the hybridity of nodal points
that bring together opposed entities is present in the following

2 See: https:/nskstate.com/article/was-ist-kunst-hugo-ball

3 Hugo Ball, Flight Out of Time: A Dada Diary, Documents of Twentieth-Century
Art, University of California Press, Berkley and Los Angeles, 1996, p. 210. Hugo Ball
converted from Protestantism to Catholicism in 1920 when he began his theology
studies. That is the reason for his mixture of theology, mysticism and Dada. See:
Bernd Wacker, Dionysious DADA Aeropagita. Hugo Ball und die Kritik der Moderne,
Paderborn-Miinchen-Wien-Zuruch, Ferdinand Schéningh, 1996, 114

4 Ibid, 113

ar

statement of Ball's: “The socialist, the aesthete, the monk: all
three agree that modern bourgeois education must be destroyed.
The new ideal will take its elements from all three.”

In our time of major ecological crises, the COVID19 pan-
demic, and the war in Ukraine, as well as the production of states
of exception and other exceptions during the past decades,
Ball's 1924 essay Critique of German Intelligentsia (Zur Kritik der
deutschen Intelligenz)®, which comprises a fierce critique of Prus-
sian militarism seems to evoke a similar condition and a similar
problem that Europe was facing exactly one hundred years ago.
Hugo Ball, judging by what he wrote about himself, was a pac-
ifist, but he was still not fully convinced by the utopism of the
anarchist movement, and thus he was also prone to mysticism,
alchemy, and theosophy, as well as experiments with narcotics.’

The simplest approach would be to accept the hypothesis
that avant-gardes were mostly leaning towards leftism, noncon-
formism and criticism® often going hand in hand with Marxist,
communist, and anarchist® inclinations. However, within that
leftist avant-garde section that, for instance, Dada also belonged
to, there were strange and unexpected occurrences of mysti-
cism, theology, and religious inclinations which in fact represent
some of the essential targets of the leftist critique. Theorists of
avant-garde, such as Renato Poggioli and Peter Birger, have
noted the presence of those contradictions and heterogeneities
in avant-garde tendencies despite inclinations for avant-garde
movements to be brought into a relation of analogy with politi-
cal movements: “[T]he identification of artistic revolution with the
social revolution is now no more than purely rhetorical, an empty

5 Hugo Ball, Flight Out of Time, p. xli

6 Hugo Ball, Critique of German Intelligentsia, New York, Columbia University
Press, 1993

7 Hugo Ball, Flight Out of Time, p. xix

8 Peter Burger, Theory of the Avant-Garde, Minneapolis, Manchester University
Press, 1984, p. 5

9 Renato Poggioli, The Theory of the Avant-garde, Cambridge, Massachusetts, The
Belknap Press of Harvard University Press, 1968, pp. 96-99
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commonplace.. The equivocal survival of the myth of a parallel ar-
tistic and political revolution has also been favoured by the mod-
ern concept of culture as spiritual civil war.. We recognize that the
avant-garde more often consciously adheres to, and superficially
sympathizes with, leftist ideologies; we affirm that the anarchis-
tic ideal is congenial to avant-garde psychology. But neither one
nor the other serves to deny what was said above concerning the
eminently aristocratic nature of avant-gardism - a nature not, in
turn, belied by its displays of the plebeian spirit”™

uch contradictions illustrate the need for additional

analytical approaches. The European art of the 20™

century and its heritage in terms of its contemporane-
ity cannot be interpreted with such simplicity, especially from the
vantage point of the dialectic of leftist or nonconformist perspec-
tives in art and right-wing and conformist views - certainly not
in the sense of affirmation of some new dogmatic reading or of
some newly established (conservative) politics or attitude that is
close to the “anything goes” conception, but in the sense of prob-
lematizing and pointing out the entire complexity of usage and
understanding of epistemologically and ideologically grounded
notions/terms/concepts/entities within the art world.

It is this (in)articulateness of divergent entities that was
theoretically most precisely described by Gilles Deleuze and Félix
Guattari with their notion of “transversal”. The function of trans-
versal is to collect multiplicities, but in such a way that differences
between the entities are not erased but become more intensified.
Transversals are passages that bestow maximum intensity to
differences between multiple locations. The network of trans-
versals, crisscrossed diagonal paths, connects entities that are
self-enclosed and seemingly without communication with any-
thing beyond themselves. They facilitate and produce commu-

10 Ibidem
11 Ronald Bogue, Deleuze's Way. Essays In Transverse Ethics and Aesthetics,
Hampshire-Burlington, Ashgate, 2007, pp. 1-2
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nication between entities that are completely opposed to each
other. Deleuze and Guattari base their transversal ontology on
the notion of a moveable diagonal that interconnects two paths
that are otherwise without communication with each other or
trajectories that intensify distances between locations, i.e. mul-
tiplicities. For a more thorough understanding of the epistemo-
logical need for establishing the so-called transversal ontology,
it is important to take into account Guattari’s collection of essays
entitled Psychoanalysis and Transversality? In these essays he
attempts to theoretically articulate the problem of the immediate
change (or, to use an old-fashioned concept, emancipation) with-
in the structure and operations of psychiatric institutions, which
can probably be applied afterwards to other institutional disposi-
tives. In the essays he discusses the existence of two dimensions:
i) “verticality”, which is characteristic of the organizational models
of communities that are established in a hierarchical and pyram-
idal manner, and ii) “horizontality”, which forms in, for example, a
hospital courtyard that belongs to the section for the treatment
of “the deranged’, where individuals and things are arranged and
interrelated the best way they possibly can be vis-a-vis their sit-
uation. He identified the problem that is involved in the follow-
ing question: How can be the vertical hierarchy of authority and
horizontal modalities of interaction simultaneously be changed
in such a way as to enable or produce maximal communication
between completely different levels and trajectories? Guattari
carefully analyses the hospital case study and claims that the
‘quotient of transversality” can be measured by the degree of
the hospital staff's lack of insight. The change of the institutional
dispositive implies the increase of transversality in such a way
that the degree of lack of insight decreases, which in turn has the
effect of redefining every individual's role as well as the reorien-
tation of the whole group. Transversality is an opposite and com-

12 Félix Guattari, “Transversality’, Psychoanalysis and Transversality: Texts and
Interviews 1955-1971, New York, Semiotext(e), 2015, pp. 112-113

plementary dimension in relation to the generative structures of
pyramidal hierarchies and sterile means of message transmis-
sion. By increasing the institutional quotient of transversality,
Guattari offers some of the possible coordinates for establishing
the so-called subject-groups, which are the opposite of subjectiv-
ized groups, and thus individuals and things that have the ability
to (self-)create vis-a-vis their own needs and desires.® Guattari's
concept of transversality primarily refers to social, political and
ethical dispositives, and in conjunction with Deleuze's theoretical
labour, it becomes inseparable from the production within differ-
ent territories of new, plateaus and/or regimes: art, science, reli-
gion and mysticism, technology, etc. Diagonal and/or transversal
trajectory leads to the formation of what Deleuze and Guattari
have termed as “people-to-come’, since, in the last instance, the
transversal ethics or trajectory represents the very activity of
forming transversal connections that intensify differences and
thereby produce new possibilities in life, science, politics, philoso-
phy, religion and other spheres (of action). The transversal way is
a path that goes “in-between” - a diagonal that cuts through hori-
zontal and vertical coordinates. Transversal time is entre-temps
or, in other words, meantime, while transversal space is in medias
res - always in a flow that goes between things.

he transversal practice of immanent ethics produces

and opens up new possibilities of life precisely by bring-

ing together incompatible entities and thus blocking
the codified flows of desires, thoughts, movements and actions.
During the past couple of decades, epistemological coordinates
within this horizon of thought practices are being established for
an entire series of theoretical approaches that cut through nu-
merous (non-)disciplines ranging from feminism, via new technol-
ogies, sociology, and anthropology, to art, science and media the-
ory. That horizon is signified by the term new materialism which

13 Félix Guattari, “Transversality”, p. 2
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aims to destabilize established, entrenched and self-explanatory
concepts, disciplines, categories and cognitions, and which refers
to the examination of conditions of production of epistemological
and ideological discrepancies between nature and culture, matter
and mind, subject and object, human and nonhuman, etc.*

ccording to the basic assumptions of the new mate-

rialism, matter itself is not asleep, a passive and inert

“thing’, or just an object of activity. Physics and biol-
ogy recognize matter as something that is far more inaccessible
and complex than that. Instead of treating matter in the classical
(Cartesian-Newtonian) way of establishing a linear relationship
between cause and effect - the relation that determines the hu-
man subject of knowledge as the primary cause and the master
of nature upon which s/he acts - the new materialism not only
strives to avoid any dualism between the spirit/mind and matter,
but it recognizes that materiality is always something more than
the thing itself. The new materialism does not adhere to reaction-
ary traditionalism nor does it revive the hypotheses of scientific
positivism.

It is about a new platform of thought "after postmodern-
ism’, which includes discourses coming from different regions,
from feminist theory, via political philosophy, cultural theory and
identity theory, to anthropology, sociology, physics, biology (bio-
ethics, biomedicine and biotechnology), media studies and theo-
ries, aesthetics, ecology, religion, etc. Transversality as a concept
and as a procedure introduced by Deleuze and Guattari thus rep-
resents one of the basic methodological assumptions of the new
materialism.”

14 Susanne Volker, “Cutting Together/Apart” Impulses from Karen Barad's Feminist
Materialism for a Relational Sociology”, in: Ulrike Tikvah Kissmann, Joost van Loon
(eds.), Discussing New Materialism: Methodological Implications for the Study of
Materialities, New York, Springer, 2019, p. 87

15 Joerg Rieger, Edward Waggoner (eds.) Religious Experience and New
Materialism. Movement Matters, London, Palgrave Macmillan, 2016, p. 2
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efinery (factory) and monastery are two entities that
claim the right to their own closedness - ideological,
material, institutional, discursive, etc. Then again, their
conjunction through a transversal passaging movement quite
strangely, in all its (in)articulateness and divergence, in its radical
difference, becomes physically, affectively, materially and con-
ceptually possible. It is about the materiality of an “assemblage’,
an "anonymous subject-author” which is an effect of a break, fis-
sures, conflicts, inconsistencies, torn up pockets of history or, in
general, flows of matter. This strange architecture is, in fact, the
product of the territorialization of uncontrolled forces of the plan-
et, earth and matter. For Deleuze, according to Elizabeth Grosz,
artis an extension of the architectural imperative to organize the
earth’s spaces. The origin of such activity doesn't consist in the
creativity of mankind but “in a superfluousness of nature, in the
capacity of the earth to render the sensory superabundant, in the
bird's courtship song and dance, or in the field of lilies swaying in
the breeze under a blue sky.®

The transversal continuum between refinery and monas-
tery is a disturbing element of a disorientated experience. It is a
“zone of indivisibility”, a “line of continual variations” that effec-

201l =090 o "o1aas AU31SHHOWAEIHIZE

16 Elizabeth Grosz, ,Architecture and the Frame’, in: Chaos, Territory, Art: Deleuze
and the Framing of the Earth, New York, Columbia University Press, 2008, p. 10
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tuate a break within regular, expected forms and shapes of the
commonsense world. The scent of incense and candles enters into
transversal flows together with the smell of crude oil, benzene,
hydrocarbon, nitrogen, vinyl chloride monomers, sulfur, special
kinds of petrol, artificial flavours, bitumen, groundwaters and soil.
The set of connotations of working-class and communism (in a
seemingly violent manner) transversally communicates with the
ideology of Orthodox mysticism. Just as the symbiosis between
the red-beaked birds that feed on skin parasites of hippopotami,
wildebeests and other kinds of African mammals allows birds par-
taking in the symbiosis to easily obtain their food and mammals
to get rid of parasites, the monastery lends space to the refin-
ery for performing its administrative activities, while the refinery
supplies the monastery heating services. The movements of the
workers are cut through by the rocking movements of religious
devotees. The sound of the monastery bell is moved diagonally
by whistling and rattling sounds of petrol fumes. This multiplicity
of sounds appears to be connected to, as Deleuze and Guattari
depict in their book Kafka, the motion of rising up or standing
up with the head bowed down.” The matrix made up of pipes,
wires and the hum of mighty industrial facilities transversally cuts
through the 14" century architecture of the monastery complex.
We don't know how to use them in the best way possible, since
one type of architecture transversally increases the intensity of
the other. Refinerymonastery is not a structure with formal op-
posites, i.e. binary relations, but a rhizome, a heterogeneity that
still forces us to take flight and that smashes up the imaginary ar-
chetype. But it might be that the difference between the refinery
and the monastery is not so big. Segments of refinerymonastery
communicate with each other in accordance with the ever-chang-
ing relations of their neighbouring one another.

17 Gilles Deleuze and Felix Guattari, Kafka: Toward a Minor Literature, Minneapolis
and London, University of Minnesota Press, 1986, pp. 4-5
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utually diverging mechanisms of forming, disciplin-

ing, hierarchizing and controlling life - no matter

if they, on the one hand, include mysticism and/or
religion (monastery) or, on the other, manufacture (refinery), and
no matter if they are about genetically modified food or neces-
sary fuel or medical and other kinds of prostheses (pacemakers
regulating heartbeat, Skype platform for communication across
the ocean, GPS technologies, psychoactive substances for mood
regulation and emotional responses, etc.) - determine the coor-
dinates of new theoretical needs for articulation within the field
of contemporary art or, more broadly, the culture that cannot
but exist in connection with matter or nature. It is those bio- and
necro-technological surveillance shifts that have made the dif-
ference between nature and culture redundant. The concept re-
finerymonastery, by virtue of its transversal materiality, resists
discursive attempts at reading it. It could be said that it is about
some kind of biennial concept that evokes new aspirations as well
as demands within and "outside” the field of contemporary artin
such a way that it cannot anymore be observed as a discursively
produced cultural practice (after the linguistic and/or discursive
turn), but as another one in the series of porous material spheres
that are themselves active and that also undergo the transversal
action of heterogeneous fields, their own materialities and their
extensions, such as ecology, biology and bioethics, physics, digi-
tal and informational technologies, robotics, astronomy, medicine
and genetics, religion, zoology, mathematics, etc.
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DARKO VUKIC

TEMPLEKSNOST SVESTI:
TEMPORALNI SECESIONIZAM
FREKVENCIJA INTERFERENCIJE

TIME TO WRITE IS WHAT YOU MAKE OF IT

KADA MESTO IZGUBI SVOJ NACRT, GDE JE ONDA TO MESTO?
NJEGOVA NACRTNA PROJEKCIJA JE U SLUCAJU NESTANKA -
PROCES EKSKLUZIJE KOJI JE INKLUZIVAN, A TAKO SE INKLUZIVNOST
EKSKLUZIVNO IZOPSTAVA. NOVO — KAO DEO NAGONA | SETA NUZNOSTI —
KAO USLOV, KONSEKVENTNO POSTAJE REKURZIVAN | HIROVIT. KOJE LI SE
KRALJEVSTVO ZABORAVLJENO OPOZVALO SVOJE DUZNOSTI | POSTAVILO
SE — NASPRAMNO, KA NOVOM, A ZAPRAVO — REKURZIVNO, SA HIROM.
KRENUTI OD/NAZAD, KAKO RETROSPEKCIJA NE BI SVOJOM MANIJOM
USLOVILA RETROAKCIJE, SULUDIH HRONOLOSKIH NIZOVA. DOSLEDNO,

DARKO VUKIC

TEMPLEXITY AWARENESS:
TEMPORAL SECESSIONISM
AND FREQUENCY INTERFERENCES

TIME TO WRITE IS WHAT YOU MAKE OF IT

WHEN A PLACE LOSES ITS BLUEPRINT, THEN WHEN IS THAT
PLACE? THE PROCESSIONS OF EXCLUSION ARE INCLUSIVE AND
INCLUSIVENESS IS EXCLUSIVELY COOPTED. THE NEW IS A PORTION OF
INSTINCT AND THIS NECESSITY CONSEQUENTLY HAPPENS TO BE
RECURSIVE AND CAPRICIOUS. WHAT FORGOTTEN KINGDOM - HAS SHAKEN
ITS NECESSITIES AND BECOME OPPOSED TO A NEW, RECURSIVE WHIM? TO
START FROM A BACK, SO THAT RETROSPECTION WOULD NOT BE
CONDITIONED BY THE MANIA OF RETROACTIVITY OF CHRONOLOGICAL
SEQUENCES, CONSISTENTLY SIMILAR TO THIS RETURNING BACK, INTO
THE ASYNCHRONOUS TORTURE OF SUBJECTIVITY WHICH IS NOT ACTUALLY
ALIVE IN SUSPENSION OUTSIDE BEING, WITHIN SUSPENSION AND THE
VERY EXTENSION OF THE SUSPENDED SUBJECTIVITY THAT WAS A SUBJECT
OF SHEER ABSTRACTION. IT’S NOT POSTHUMAN, NOR INHUMAN, NEITHER
THE AHUMAN!, ITS PARABOLA HAS IN ONE DIRECTION NONHUMAN
ANIMALS AND IN THE OTHER SOMETHING WHICH REFUSES THE PRIVILEGE
AND SIGNIFYING SYSTEMS OF THE HUMAN - AS IT HAS ALREADY BEEN
FORGOTTEN. CANONICAL NONSENSICAL HERALDIC LUDISM, FICTION
ABOUT MATTER, ONCE PRESENTED JUST CONTEXTUALLY, YET NOW HAS
BECOME AN IMPOSSIBLE INTERSPERSED UNTAINTED SEMI-ORGANIC
VIRTUE, A PURE URAL MYSTERY OF WESTERN-TROPIC BACKDROPS,
BEHIND THE IRON-CURTAINS: DOES IT MAKE SENSE IN A LAME LOWLAND
ANCHORED BY WORDS, ONE SEQUENCE THAT ENABLES THAT DISTANCING...
MAPPING IN LOCALE OF THE PRINCIPAL POINT FOR THE EMERGENCE OF A
NUCLEUS WITHIN THE CURRENT RECURSION, SO, IT BECOMES POSSIBLE.
IF RECURSION IS UNDERSTOOD AS A BASIS FOR CREATING AND

1 The Ahuman Manifesto: Activism for the End of the Anthropocene, Patricia
MacCormack;

REFIH/I/ERY

MAINTAINING VARIOUS FUNCTIONS, THEN PROBING IN ITS NODES CAN BE
ASCERTAINED. BIPEDAL MIRE OF RUMINATING - THE CLASSIC
TELEOLOGICAL, IMAGINARY AND COSMOLOGICAL HAPPENING. PROJECTS
ARE LIKE MOVEMENTS, CHANGES AND ACTIONS THAT MAKE A CERTAIN
GESTURE WITHIN THE LANDSCAPE WE ARE TRANSGRESSING. THE STUDY
OF THE CONCEPT AND ITS CONSTRUCTION OVERLAP, AS THEY BECOME
PART OF A CONTROLLED RESEARCH APPROACH. THIS DIFFUSION OF
PATHWAYS OR ADDRESSES FOR THE LOCAL HORIZON IS REGISTERED AS A
BRANCHED PATH-STRUCTURE WHERE NEW ALTERNATIVE ADDRESSES AND
POSSIBILITIES FOR LOCAL-GLOBAL SYNTHESIS ARE PROGRESSIVELY
DISCOVERED. AS IT IS IM-POSSIBLE TO THINK OF A PREFIX THAT WOULD
DENY THE DOMAIN OF ART AND REMOVE THE WORLDNESS FROM IT, AS AN
IMAGINED AND CONCIEVED IDEA OF THE WORLD THAT COULD BE SAVED.
HOWEVER, THE NEURASTHENIC CHRONICLE RADIATES HOLINESS,
NOWHERE BY ITSELF, CERTAINLY FURTHER THAN THE ASYNCHRONOUSLY
FORGOTTEN. THE INTRICACIES OF THE AFTERNOON AND THE PERMANENT
VACATION WANDERING THROUGH THE DEMARCATED SYNDICATES OF THE
MODERNDAY VOODOO, PRACTICE THAT IS A PURE MYTHOLOGICAL-
BECOMING-POLITICAL EFFECTUATION OR BETTER -UPGRADE, WITHOUT
PERFORMANCE, A SPACE INACCESSIBLE TO INCOMPLETE REASON, IN
FRACTIONS OF FICTION THAT ENMESHED INTO FAR AWAY REALNESS OF
CAVITIES. THE VIRAL ASPECT OF SIMULATION FEVERS, LANGUAGE
TRIGGERS FOR ALWAYS CERTAIN TYPES OF WORDS, BEHAVIOUR
RETROMANIAS IN THE ACTION OF PERSECUTING THE SOCIABILITY INTO
ITS SINGULARITY, INTO PLENARY DEPICTED BY THE OCULTURAL
SCREENWRITINGS IN BRITISH TV FILMS FROM THE 80’S% COMBUSTIONARY
WITH DIVERSE PREDICAMENTS THAT ARE OF COURSE DIGITALLY ACUTELY
CLOSER NOWDAYS, EVERYTHING THEY ARE ALL, BUT NOT RETROACTIVE.
EVERYTHING IS NETWORKING INTO ONE MEGA REPOSITORY OF THE
INVERSE IMPLOSION OF ANTICIPATION OF THE FUTURE, THE WORLD HAS
BECOME THAT INTERFERING EFFICIENT THAT HAS NO FURTHER NOR
CLOSER. NO ONE WILL BE ABLE TO LIVE HISTORICALLY LIKE THAT
ANYMORE. THE PUNISHMENT OF REPETITION HAS LEARNED PEOPLE LESS

2 Artemis 81, written by: David Rudkin, and directed by Alastair Reid;
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OVDE NALIKUJE VRACANJU UNUTAR,DOSLOVNO NAZAD, UASINHRONIJSKU
TORTURU SUBJEKTIVACIJE — KOJA IZVAN SVOG BIVANJA ZAPRAVO NIJE
NI ZIVA, SUSPENDOVANA UNUTAR SUSPENZIJE | U SAMOJ EKSTENZIJI
—SUBJEKTIVNOSTI KAKVA JE POSTAJALA OVAKO SUSPENDOVANA -
PUKOST APSTRAKCIJE. NIJE NISTA POSTLJUDSKO ILI NELJUDSKO KAO
NI PREDLJUDSKO PREMA TOME KAKVO JE TO NESTO — KAKVO LI JE
VEC ZABORAVLJENO... KANONSKI NONSENS HERALDICKOG LUDIZMA,
MATERIJSKA FIKCIJA KOJA JE KONTEKSTUALNO IZNOSENA, PA POSTALA,
SADA VEC NEMOGUCA, MEDUURASLA — NEPATVORENA, POLUORGANSKA
"VRLINA’ — URALSKA CISTA MISTERIJA ZAPADNOTROPSKIH POZADINA, 1ZA
GVOZDENIH ZAVESA — IMA LI, RECIMO, SMISLA, U OVAKO HROMOJ NIZIJI,
KOJA SE USIDRAVA, U ULISTANIM RECIMA ILI U NIZOVIMA KOJI VODE
OVO (TO)UDALJAVANJE. .. MAPIRANJE MESTA POJAVLJIVANJA
ZARISNE TACKE U OKVIRU TRENUTNE REKURZIJE, POSTAJE MOGUCE.
AKO SE REKURZIJA SHVATI KAO OSNOVA ZA KREIRANJE | ODRZAVANJE
RAZLICITIH FUNKCIJA, ONDA SE MOZE KONSTATOVATI SONDIRANJE U
NJENIM CVOROVIMA. BIPEDALNO MULJE RUMINIRANJA KLASICNOG
TELEOLOSKOG, IMAGINARNOG | KOSMOLOSKOG DOGADANJA. PROJEKTI
SU KAO POKRETI, PROMENE | RADNJE KOJE CINE IZVESNO POMERANJE
UNUTAR PEJZAZA KOJI PRESTUPAMO. PROUCAVANJE KONCEPTA
I NJEGOVA KONSTRUKCIJA SE PREKLAPAJU JER POSTAJU DEO
KONTROLISANOG ISTRAZIVACKOG PRISTUPA. OVA DIFUZIJA PUTEVA
ILI ADRESA ZA LOKALNI HORIZONT REGISTRUJE SE KAO RAZGRANATA
STRUKTURA PUTA GDE SE NOVE ALTERNATIVNE ADRESE | MOGUCNOSTI
ZA LOKALNO-GLOBALNU SINTEZU PROGRESIVNO OTKRIVAJU. KAKO JE
NE/MOGUCE MISLITI PREFIKS KOJI BI NEGATIVISAO DOMENE UMETNOSTI
1 1ZBACIO SVET IZ NJIH, KAO ZAMISAO BI SE IDEJA SVETA MOGLA SPASITI,
MEDUTIM NEURASTENICKA HRONIKA USIJAVA SVETOST, NIGDE PO SEBI,
SVAKAKO DALJE OD ASINHRONIJSKI ZABORAVLJENOG. ZAMRSENOSTI
POPODNEVA | NEPRESTANO GLUVARENJE U RASKRINKANIM SINDIKATIMA
SAVREMENE VUDU PRAKSE KOJA JE CISTA POLITICKO-MITOLOSKA
REALIZACIJA ILI PRE NADOGRADNJA, BEZ PREDSTAVE, PROSTOR
NEDOSTUPAN NEPOTPUNOM RAZUMU U RAZLOMCIMA FIKCIJE KOJA SE
ZAMESALA U DALEKO STVARNE SUPLJINE. VIRALNI ASPEKT SIMULACIONIH

GROZNICA, JEZICKIH OKIDACA NA UVEK (IZVESNE) RECI, RETROMANIJE
PONASANJA PRI AKCIJI GONJENJA DRUSTVENOSTI U SINGULARNOSTI,
U PLAN KOJI OSLIKAVAJU SCENARISTICKI OKULTURALNI BRITANSKI TV-
FILMOVI 80-1H*, KOMBINOVANI RAZNORODNIM PREDIKAMENTIMA KOJI SU
NARAVNO DIGITALNO AKUTNO BLIZI SADA KADA SU ISTOVREMENO SVE
SAMO NE RETROAKTIVNI. SVE SE UMREZAVA U JEDAN MEGAREPOZITORIJ
INVERTNE IMPLOZIJE ANTICIPACIJE BUDUCNOSTI, SVET JE POSTAO TO
UMESAVAJUCE DELOVANJE KOJE NEMA SVOJE DALJE | BLIZE. ZIVETI
ISTORIJSKI KAKO VISE NIKO NECE MOCI. LJUDE KAZNA PONAVLJANJA
NIJE NISTA NAUCILA VISE DO ISTOG ALI PREFINJENIJEG CINA ILI GESTA.
NI NA CEMU OSNOVANOG. AKO SE ODNOSI 1IZMEBU RECI UNUTAR JEZIKA
ODRZAVAJU SA RAZLICITIM JEZICIMA, MOZDA JE MOGUCE ZAKLJUCITI
PREVODE OD NULE. KADA JE NULA JEDNAKA NEKOJ AGENCIJI, AGENCIJA
ONDA POSTAJE NESVESNO PREPOZNATA KAO PROTETICKA PERSPEKTIVA.
ONO STO MEJASU NAZIVA KORELACIJOM JE 'ALTERNATIVA IZMEBU DVA
MOGUCA OBLIKA OVE NAVODNO NUZNE VEZE IZMEDU BICA | MISLJENJA:
ILI ZATVARANJE UMA U NJEGOVO OTVARANJE PREMA SVETU, TAKO
DA MU ON U SEBI — APSOLUTNO — NUZNO IZMICE ILI POISTOVECUJE
KORELACIJU MISLI-BICA SA SAMIM APSOLUTOM, TAKO DA SE APSOLUT
NALAZI SUBJEKTIVIZOVANIM NA RAZNE NACINE.2 PAPA LEGBA STOJI NA
RASKRSNICI... GAZECI DUZ OBALE REKE ULAZI SE U FORENZICKU ARHIVU
VREMENA. ISKUSTVO JE SLICNO SETNJI ULICAMA NAKON PROTESTA
ILI ULASKU NA STARO MESTO ZLOCINA. JEDINSTVENE MATERIJALNE
TACKE, NEDOVRSENI TRAGOVI MALO VEROVATNIH POJAVA, ELEMENATA
KOJI PRIPADAJU RAZLICITOM PROSTORNO-VREMENSKOM POREKLU,
SUPTILNE PERMUTACIJE NEKOG KRATKOTRAJNOG PRODORA U
FIZICKOM TKIVU PEJZAZA. SA GLEDISTA POJMA | FENOMENA CITATNOSTI
(AVANGARDA) SE RAZOTKRIVA KAO HORIZONTALNA POLICITATNA
KULTURA’® OVAKO NAZNACEN PRELAZ NA TIP KULTURE U K0JOJ
SU MOGUCI ZGLOBOVI IZMEBU RAZNORODNIH TEKSTOVA | MEDIJA.
GDE SE REKURZIVNOST NAGLASAVA, UPRAVO ZBOG SPECIFICNOSTI

1 Artemis 81, pisac David Rudkin; reditelj Alastair Reid.
2 Founded on Nothing: An Interview with Quentin Meillassoux.
3 Citatnost, Dubravka Oraic.

THAN THE SAME, BUT MORE REFINED ACTS OR GESTURES. FOUNDED ON
NOTHING. IF THE RELATIONSHIPS BETWEEN WORDS WITHIN A LANGUAGE
ARE MAINTAINED WITH DIFFERENT LANGUAGES, IT MAY BE POSSIBLE TO
INFER TRANSLATIONS FROM ZERO. WHEN ZERO IS EQUAL TO AN AGENCY,
THE AGENCY THEN BECOMES UNCONSCIOUSLY RECOGNIZED AS A
PROSTHETIC PERSPECTIVE. WHAT MEILLASSOUX CALLS A CORRELATION:
IS THE ALTERNATIVE BETWEEN THE TWO POSSIBLE FORMS OF THIS
SUPPOSEDLY NECESSARY LINK BETWEEN BEING & THOUGHT: - EITHER IT
ENCLOSES THE MIND IN ITS OPENING TO THE WORLD, SO THAT THE IN-
ITSELF — THE ABSOLUTE — NECESSARILY ESCAPES IT; OR IT IDENTIFIES
THE THOUGHT-BEING CORRELATION WITH THE ABSOLUTE ITSELF, SO THAT
THE ABSOLUTE FINDS ITSELF SUBJECTIVATED IN VARIOUS WAYS.® PAPA
LEGBA IS AT THE CROSSROADS OF THE WORLDS ...WALKING ALONG THE
RIVER BANK, ONE ENTERS THE FORENSIC ARCHIVE OF TIME. EXPERIENCE
IS SIMILAR TO WALKING THE STREETS AFTER A PROTEST OR ENTERING AN
OLD CRIME SCENE. UNIQUE MATERIAL POINTS, UNFINISHED TRACES OF
UNLIKELY PHENOMENA, ELEMENTS BELONGING TO DIFFERENT SPATIO-
TEMPORAL ORIGINS, SUBTLE PERMUTATIONS OF SOME FLASHY
PENETRATION INTO THE PHYSICAL TISSUE OF THE LANDSCAPE. ‘FROM
THE POINT OF VIEW OF THE NOTION AND PHENOMENON OF CITATION (THE
AVANT-GARDE) IS REVEALED AS A HORIZONTAL POLYCITIC CULTURE.*
OUTLINED LIKE THIS, TRANSITION TO A TYPE OF CULTURE IN WHICH
MAKING JOINTS BETWEEN DIVERSE TEXTS AND MEDIA ARE POSSIBLE.
WHERE RECURSIVENESS IS EMPHASIZED, PRECISELY BECAUSE OF THE
SPECIFICITY OF FORMALISM AND INTELLIGIBILITY OF MECHANISM AND
TYPE OF A GIVEN RECURSION, CHARACTERIZED BY REPETITION, BY LOOP-
MOVEMENT -OF RETURNING TO SELF, TO DETERMINE ITSELF, WHILE EACH
MOVEMENT IS OPEN TO THE CONTINGENCY, WHICH IN TURN DETERMINES
ITS SINGULARITY. THE PRINCIPLE OF CITATION IN POST-AVANT-GARDE
PRACTICES, OR XENOPOETICS IS REALIZED: AS A TYPE AND AS A
STRUCTURE, AS A CURRENT VISION EXEMPLIFICATION. QUOTES ARE
CRICKETS. THE CONCEPT OF FEEDBACK IN CYBERNETICS ALSO

3 Founded on Nothing: An Interview with Quentin Meillassoux;
4 (itatnost, an essay on qutation by Dubravka Oraic;

REFIHIIIERY

INTRODUCED A NEW TEMPORAL STRUCTURE IN THE: FORM OF A SPIRAL.
THE ALLEGORICAL ZONE OF FICTITIOUSNESS IS WHOLESOMELY A FRESHLY
OPENED ACCOUNT OF THE FUTURE GEO-ONTO-GRAPHO-GRAMMATO-
ANALOGIES. SO, HOW THEN TO DEAL WITH THIS LOCATING WITHIN A
GLOBAL CONTEXT WITHOUT (A) FETISHISTIC UNIVERSALIZATION OF LOCAL
CONDITIONS OR (B) LOSING SPECIFICITY BY SLIPPING INTO AN EMPTY
GENERIC TREATMENT? BOTH EXTREMES CAN UNDERMINE THE RELEVANCE
OF THE ARTISTIC TREATMENTS OF THE SITE; AS WELL AS THAT OF
PHILOSOPHICAL ATTEMPTS TO RECONCILE THE SPECIFIC REALITY OF
OBJECTS WITH THE SEARCH FOR A GENERIC ONTOLOGY, WHERE THE
AUTHOR’S META-AWARENESS RETROSPECTIVELY EXPRESSES THE
PRINCIPLES OF ITS OWN POETICS, AND CITATION CODES OF CULTURE TO
WHICH IT BELONGS. IN THIS SCHEME, THE PATHWAY IS NO LONGER STATIC,
BUT OF A CONSTANT SELF-REGULATORY PROCESS AS AN: ACTIVE
ADAPTATION TO SPONTANEOUS FINITUDE. A POLEMICAL QUOTE DIRECTED
AGAINST THE BIBLICAL SUBTEXT OF CHRISTIAN CIVILIZATION, WHICH IS
ENCOUNTERED BY PESUDO-GNOSTIC TEXTS SAMPLES, IN THE CITATION’S
CUNNING OF SETTLING AND DEVISING AN ABSENT MEANING. FOLLOWING
THE EXAMPLE OF ONTOGRAPHY, AND ITS SOURCE AS DESCRIBED IN THE
TEXT ‘REVEALING THE RICH VARIETY OF BEING,* A FIGURE DEPICTING THE
NATURE OF RECURSION CAN BE PRESENTED: ‘GIVEN THIS CONTEXT,
LATER CANONIZATION WAS JUSTIFIED BY MARTYRDOM: IN AN EARNEST
ATTEMPT TO MAKE PEACE. ONTOGRAPHY SO DEALS WITH A LIMITED
NUMBER OF DYNAMICS THAT CAN RISE BETWEEN DIFFERENT TYPES OF
OBJECTS. THE NATURE OF EXISTENCE AND ONTOGRAPHY IS DESCRIPTIVE.
AND WHAT CAN BE THE HUMAN RESPONSE TO THE PHYSICAL LANDSCAPE
-HERE FORMAL - IN ITS DIVERSITY AND SPECIFICS - INTERESTS. AN
EXAMPLE THAT FOLLOWS ...ON THE ROYAL HORIZON WE LEARNT HOW TO
DESTROY HOTELS (FROM) STATUETTES. GHOSTLY MATURED THEMES,
ACCORDING TO THE CUSTOMS IN 1969. EXPLOSIONS AND LAUNCHES,
BLACK LIMOUSINE OF SUSPICIOUS MINDS, RAIN RECORDINGS, ARTIFICIAL
HEART, VENERA AND APOLLO, SPACE PROBES, X RATED ARE OFFICIALLY
WITHDRAWN FROM CIRCULATION. LANDINGS, TOUCHING SURFACE OF THE

5 Alien Phenomenology, or What It's Like to Be a Thing, lan Bogost;
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FORMALIZMA | INTELIGIBINOSTI SAMOG MEHANIZMA | VRSTE REKURZIJE,
OKARAKTERISANE PONAVLJANJEM, LOOP-KRETANJEM VRACANJA SEBI,
KAKO BI SE DETERMINISALA, DOK JOJ JE SVAKI POKRET OTVOREN PREMA
KONTINGENCIJI, KOJA ZAUZVRAT DETERMINISE SVOJU SINGULARNOST.
NACELO  CITATNOSTI U  POSTAVANGARDNIM  PRAKSAMA, LI
KSENOPOETIKAMA, OSTVARUJE SE: KAO VRSTA | KAO STRUKTURA. CITATI
SU CVRCCI. KONCEPT POVRATNE INFORMACIJE U SAJBERNETICI JE ISTO
TAKO PREDSTAVIO NOVU TEMPORALNU STRUKTURU: U FORMI SPIRALE.
ALEGORIJSKA ZONA FIKTIUNOG PUNKTA U CELINI JE SVEZE OTVOREN
NALOG BUDUCIH GEO-ONTO-GRAFO-GRAMATO-ANALOGIJA. KAKO SE
ONDA POZABAVITI LOCIRANJEM UNUTAR GLOBALNOG KONTEKSTA BEZ (R)
FETISISTICKE UNIVERZALIZACIJE LOKALNIH USLOVA ILI (B) GUBLJENJA
SPECIFICNOSTI KLIZECI U PRAZAN GENERICKI TRETMAN. OBE KRAJNOSTI
MOGU NARUSITI RELEVANTNOST UMETNICKIH TRETMANA LOKACIJE; ALI
TAKODE | FILOZOFSKE POKUSAJE DA SE POMIRI SPECIFICNA STVARNOST
OBJEKATA SA POTRAGOM ZA GENERICKOM ONTOLOGIJOM. GDE AUTORSKA
METASVEST RETROSPEKTIVNO IZRAZAVA NACELA VLASTITE POETIKE,
| CITATNE KODOVE KULTURE KOJOJ AUTOR PRIPADA. OVAKVOJ SHEMI,
PUTANJA VISE NIJE STATICNA VEC KONSTANTAN SAMOREGULATORNI
PROCES: AKTIVNO ADAPTIRANJE NA SPONTANU FINALNOST. POLEMICKI
CITAT USMEREN PROTIV BIBLIJSKOG PODTEKSTA HRISCANSKE
CIVILIZACIJE SA KOJIM SE SUSRECU PESUDOGNOSTICKI UZORCI
TEKSTOVA, U CITATNOJ ZAUMNOSTI OBRACUNAVANJA | OSMISLJAVANJA
ODSUTNOG SMISLA. PO PRIMERU ONTOGRAFIJE, | NJENOG IZVORISTA
U ’REAVILING THE RICH VARIETY OF BEING’* MOZE SE IZVESTI FIGURA
KOJA OSLIKAVA PRIRODU REKURZIJE: 'IMAJUCI U VIDU OVAJ KONTEKST,
ALTELBREHTOVA KASNIJA KANONIZACIJA BILA JE OPRAVDANA
MUCENISTVOM: U OZBILJNOM POKUSAJU DA SE POMIRI... DAKLE,
ONTOGRAFIJA SE BAVI OGRANICENIM BROJEM DINAMIKA KOJE MOGU
ISKRSNUTI IZMEDU RAZLICITIH VRSTA OBJEKATA. PRIRODA EGZISTENCIJE
| ONTOGRAFIJE JE DESKRIPTIVNA. A KAKAV MOZE BITI LJUDSKI
ODGOVOR FIZICKOM PEJZAZU — OVDE FORMALNOM - U DIVERZITETU
| SPECIFICNOM -INTERESU. PRIMER KOJI SE NADOVEZUJE BEZ

4 lan Bogost, Alien Phenomenology, or What It's Like to Be a Thing.

EGZEMPLIFIKACIJE.®* ONTOGRAFIJSKO KATALOGIZOVANJE BRUSI VRLINU:
NAPUSTANJE ANTROPOCENTRICNE NARATIVNE KOHERENCIJE U KORIST
OVOZEMALJSKIH DETALJA; KVAZIONTOGRAFIJSKI PROTOTIPI UOBICAJENI
U LITERATURI O UMETNOSTIMA. U ILIJADI POPIS BRODOVA POKRIVA NA
HILJADE BRODOVA SA VISESTRUKIM LOKACIJAMA, KOJE NOSE NA STOTINE
RAZLICITIH NACIONALNOSTI. ILI IZ MOBI-DIKA: DONJI PODELJENI DEO JE
JEDNO OGROMNO SACE-ULJA, FORMIRANO UKRSTANJEM | PONOVNIM
UKRSTANJEM, U DESET HILJADA INFILTRIRANIH CELIJA, CVRSTIH
ELASTICNIH VLAKANA U CELOM SVOM OBIMU. VEZUJUCI SE ZA ODLOMAK
1Z RADA NA MASINSKOM PREVODENJU, U VREMENU 'SUPER-MOCNE’
ARTIFICIJELNE INTELIGENCIJE, DEJVID AUERBAK® POSTAVLJA PITANJE
DA LI CEMO IKAD BITI U POZICIJI: DA VERUJEMO MASINSKIM PREVODIMA
NASIH NAJSVETIJIH TEKSTOVA? NEIZBEZNI KORAK ZA RADOZNALE
VERNIKE JESTE PRIMENA MASINE ZA ELEKTRONSKO PREVODENJE NA
SVETE TEKSTOVE. ALI DA LI SE ALGORITMU ZAISTA MOZE POVERITI, CAK |
U TEHNICKOM SMISLU (KAPACITETU), DA PREVEDE BOZJU REC ILI, U OVOM
SLUCAJU, SEKSPIRA? ODGOVOR ZAVISI OD SAMOG RAZUMEVANJA CINA
PREVODENJA | GESTA STVARANJA ZNACENJA. POCNIMO SA PRIMEROM
KAKO GUGL TRETIRA | TRANSFORMISE JEDAN FRAGMENT.?

5 [.zrele teme, preuzimaju carine iz 1969. Eksplozije i lansiranja, crna limuzina
sumnjivih likova, kisne ploce, vestacko srce, Venera i Apollo, svemirske sonde,
k-range... zvanicno povuceni iz saobracanja. Dodirivanje spoljasnjih povrsina.
Cetrnaest atleticara podnelo je tuzbu zbog noSenja crne trake u trenerovoj
kancelariji. To je staromodna i isprepletena mreZa, jampska buducnost rodenja
fatalnosti. Unutra je orijentir za nauke: na kraljevskom horizontu u¢imo kako unistiti
hotele od statueta, Chapelle des Invalides...]

6 David Auerbach, Google Torah?.

7 [.. ne znam da Ii cujem napusteni poziv iz fabrike za preradu mesa ili jos neko
zna isto. Glupost buducnosti za mene - danas poznajem poslednju smrtonosnu
epifaniju, ove beskonacno skucene vanredne situacije koje polako zavrSavaju u
‘buducnosti’ Ali buducnost je vec tu. Ne znam za buduce gluposti, ali izgleda da
Je danas promenljiv oblik tog sadrZaja. Konacno i smrtonosno otkrice ova krajnja
misterija, ova grécka kriza. Ali buducnost dolazil | kako moje dete moZe polako da
sprovodi svoje vreme? Passage-tempo, akcelerator ogrlica. Ponuda na glavnoj
lokaciji. Nemam vise vremena. Ali buducnost je vec bila tu! Postoji ritam izmedu
ljudske spoznaje i mo¢i ocekivanja. Ne znam, ali mislim da je moja buduca glupost
na kraju smrtonosna. Na avenifi, aleju treba predstaviti kao znak atraktivnosti

OUTSIDE. FOURTEEN BLACK ATHLETES ARE KICKED OFF THE TRIAL FOR
WEARING BLACK ARMBANDS INTO COACH’S OFFICE. THIS IS OLD-
FASHIONED AND MESH NETWORK, JAMB FUTURE OF NATIVITY, FATALITY
OF BIRTHS. WITHIN IS EASTERN INTO THE SCIENCES.® ONTOGRAPHIC
CATALOGING SHARPENS A VIRTUE: ABANDONING ANTHROPOCENTRIC
NARRATIVE COHERENCE IN FAVOUR OF WORLDLY DETAIL. QUASI-
ONTOGRAPHICAL PROTOTYPES ARE COMMON IN THE ARTS-LITERATURE.
IN THE ILIAD, THE CATALOGUE OF SHIPS, ITS IVENTORY COVERS
THOUSANDS OF SHIPS FROM DIFFERENT LOCATIONS, CARRYING ONE
HUNDRED NATIONALITIES. OR THE CATALOGUE FROM MOBY-DICK: THE
LOWER SUBDIVIDED PART; IS ONE IMMENSE HONEYCOMB OF OIL, FORMED
BY CROSSING AND RE-CROSSING, IN TEN THOUSAND INFILTRATED CELLS,
SOLID ELASTIC WHITE FIBRES THROUGHOUT ITS WHOLE EXTENT. LINKED
TO AN EXCERPT FROM A WORK ON MACHINE TRANSLATION, IN A TIME OF
‘SUPER-POWERFUL’ Al, DAVID AUERBACH’ POSES THE QUESTION, WILL
WE EVER BE ABLE: TO TRUST MACHINE TRANSLATIONS OF OUR MOST
SACRED TEXTS? AN INEVITABLE STEP FOR THE CURIOUS BELIEVERS IS
THE APPLICATION OF AN ELECTRONIC TRANSLATION MACHINE TO SACRED
TEXTS. BUT CAN AN ALGORITHM REALLY BE ENTRUSTED, EVEN IN A
TECHNICAL SENSE (CAPACITY), TO RENDER THE WORD OF GOD OR, IN THIS
CASE, SHAKESPEARE? THE ANSWER DEPENDS ON THE VERY
UNDERSTANDING OF THE ACT OF TRANSLATION AND THE GESTURE OF
CREATING MEANING. LET’S PLACE HERE AN EXAMPLE OF HOW GOOGLE
TREATS & TRANSFORMS ONE FRAGMENT.® TODAY, MACHINE-LEARNING

6 Chapelle des Invalides; text sample of a mash practice from blog started in 2016:
- blackcubemass.blogspot.com

7 Google Torah?, David Auerbach;

8 [../ don't know if | can hear an abandoned call from a foreign meat processing
factory or someone else knows the same. The stupidity of my future for me, today |
know the last epiphany, those endless cramped emergencies that are slowly ending
in the ‘future’ But the future is already there. | don't know about future nonsense,
but it seems to be an applicable form of content today. The final revelation, this
ultimate mystery, this convulsive crisis. But the future is coming! And how can my
child spend its time slowly? Passing pace of the collar accelerator. Offer at the main
destination. | don't have time anymore. But the future was already there! There is
a rhythm between cognition and the power of expectation. But | think my future

REFIHIIIERY

DEPENDS ON BYZANTINE (DEPLOYMENT OF) NETWORKS OF DEEP-
LEARNING, WHICH IS INCOMPREHENSIBLE EVEN TO THEIR OWN
ARCHITECTS. SPATIAL PARAMETERS ARE EXPRESSIONS OF THIS BASIC
INVARIANCE, WHICH BY ITSELF IS A SIGN OF UNPLEASANT CONNECTION
BETWEEN CATASTROPHIC POINTS, LOCAL DISCONTINUITIES AND THEIR
NEIGHBORING VARIATIONS, DIFFERENTIAL DERIVATIVES.® THE BLINDING
PROXIMITY OF LOCAL CATASTROPHES AND THEIR COMPLICATIONS
CREATES THE IMMUTABILITY ON WHICH THE BUILDING OF THIS SPACE IS
CONSTITUTED. THE TEXTURE OF LIVED REALITY IS NOT ONLY FORMED BY
OUR INTERACTION WITH OBJECTS BUT ALSO BY THE CONNECTIONS
BETWEEN CONCEPTS. MANY TEXTS WILL INEVITABLY CONTAIN SENTENCES:
‘WHOSE AMBIGUITY CAN BE SOLVED ONLY ON THE BASIS OF ‘NON-
LINGUISTIC KNOWLEDGE’. WHAT THEY POSSESS ARE INDICATORS OF
KNOWLEDGE, IN THE FORM OF COUNTLESS TEXTS IN ALL HUMAN
LANGUAGES. SUCH CORPORA, COLLECTING MANY VARIANTS OF HUMAN
EXPRESSION, - TRANSLATING THE CURRENT AVANT-GARDE IS EVEN MORE
MYSTERIOUS, MEANING THAT EVERYTHING - OR ALMOST EVERYTHING - IS
INCREASED INTO A QUANTUM HYPER-OBJECTAL CROSS-CONTAMINATING
SINUSOID, WHICH WE ARE NOT ABLE TO ENTER AS A SPACE OF REASON,
NOR CAN WE FOLLOW ITS PIPELINES - NAVIGATIONAL TOPOLOGICAL
MAPS: TECHNOLOGICALLY APSIDAL COSINE CONVEX / CONCAVE SPACE OF
GEO-ME-TRAUMATIZATION IN PROCESS OF ATOMIZATION. FOR EXAMPLE,

pointless nonsense ends up deadly. The agency's spiral convulsions were resolved.
The avenue should be presented on as a sign of the attractiveness of the abandoned
monastery. This memory is like future. How well do you know your fastness? The
serious conclusion is transformed by a volume that is not exaggerated. The feeling
of turmoil in the future is very bad. Good guys from this fast-forwarding company
are knowledgeable, but the prices are almost obvious. Is your child the fastest car?
When it comes to the speed of problem development, the answer is that there has
always been a future. But the future must be the same. It is already happening.
There is this handsome nonsense among those that unravel our time. The future,
but the future like this month, is not the only factor of self-immolation, future fines
and the destruction of giants. This nice nonsense in this fictional landscape can lead
to the car slowly approaching and slowly hitting the child. The car is the strain of
the future, commercial environment, and the child is reduced to a present-portable.
Avenir is available online...]

9 The Mason and River, Reza Negarestani;
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DANAS, MASINSKO UCENJE ZAVISI OD (VIZANTIJSKIH) MREZA
DUBOKOG UCENJA, KOJE SU NERAZUMLJIVE CAK | SOPSTVENIM
ARHITEKTAMA. PROSTORNI PARAMETRI SU IZRAZ OVE OSNOVNE
INVARIJANTNOSTI KOJA JE SAMA PO SEBI ZNAK NEUGODNE POVEZANOSTI
IZMEDU KATASTROFALNIH TACAKA, LOKALNIH DISKONTINUITETA |
NJIHOVIH, SUSEDNIH VARIJACIJA, DIFERENCIJALNIH DERIVATA.®
ZASLEPLJUJUCA BLIZINA LOKALNIH KATASTROFA | NJIHOVIH ZAPLETA
STVARA NEPROMENLJIVOST NA KOJOJ SE KONSTITUISE ZGRADA OVOG
PROSTORA.

napustenog manastira. Ovo secanje je kao buducnost. Kako spoznajete svoj brz
tempo? Smrtonosni zakljucak transformise, knjiga koja nije preuvelicana. Osecaj
nemira u buducnosti je veoma los. Dobri momci u ovoj kompaniji za brzi tranzit
su dobro upoznati, ali cene su im gotovo ocigledne. Da i je vase dete najbrzi auto?
Sto se tice brzine razvoja problema, odgovor je da je budu¢nost uvek postojala. Ali
buducnost mora biti ista. To se ve¢ deSava. Ima ovih lepih gluposti i medu onima
koji razotkrivaju nase vreme. Buducnost, ali buducnost kao ovaj mesec, nije jedini
izvrsilac samospaljivanja, buducih kazni i unistavanja dzinovskih celija. Ne znam,
ova lepa glupost u ovom izmisljenom pejzazu moZe da izazove da se automobil
polako, polako pribliZi i ubije nase dete. Auto je panj buducnosti, kao i komercijalno
okruZenje, a dete je svedeno na sadasnji deo. Avenir je medugeneracijski dodatak za
dekompresiju nerava, Avenir je dostupan na mrezi...].

8 Reza Negarestani, The Mason and River.
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LIQUID-DENSE OCTAVE-METRICS OR TECHNO-MATERIALISTIC VISCOUS
PLEXUS. THE PLESIR PLACE OF CONVERSION OF THE WEST - FALLS INTO
THE EMBOLIZATION / INCOPULATION OF THE SERAPHIM WITH LOW DEGREE
OF GLOW AND DENSITY OF CHEMICAL ALLOYS OF METALS, IN EXTENSIONS
CO-PRODUCE THE CONDUCTS, CHTHONIC ENTANGLEMENTS AND
CIRCUMSTANCES FOR THE SUBJECTIVITY OF INFRASTRUCTURES. ON THE
FRINGES OF THIS MEGA-ANOMALY-MANIA, THERE IS A LENGTH OR DEPTH
OF LEVERAGE FOR DERACINATING TERRITORIAL ADVENTURES, FROM
SYMBOLIC REPRESENTATIONS OF INFO-MIXTURES, THROUGH THE
PRIMORDIAL FORCES OF MUTATION OR RATHER THE PRIMAL WILL — AS A
TRULY INCOMPREHENSIBLE PARADOX OR PAROXYSM OF NATURE FROM
WHICH THIS OR THAT BODY IS CO-ENCRYPTED AND MANIFESTED IN
EXISTENCE. [IMMOBILIZATION IS AN ESCHATOLOGICAL DIMENSION,
EXCEPT FOR THE FACADE OF THE NATURE OF THE MOMENT, THE MEDIATION
OF THE ECONOMY OF NECESSITY. THAT IMMOBILIZED BODY CLEVERLY CO-
HANDLES, MANAGES TO MAINTAIN THE CONUNDRUM OF THE ROUTINE
TREPANNING THE PRONOUN OF THE MOTHERBOARD DISKS, IN
CONTINUUM. HERE, IT IS QUITE CORRECT AND RIGHT TO OMIT THE
INTRUSIVENESS OF THE IMPLICATION OF NORM-ETHICAL, WHICH
UNCONTROLLABLY INFECTS POLARIZED MEMBRANES, AUTO-IMMUNE
NON-ADHESIVE TISSUES. AS SOMEONE WHO, BY GATHERING INFORMATION
ONLINE, USES THE RESULTS OF THEIR SEARCHES TO MODULATE THEIR
BEHAVIOUR-POLICYAND AWORLD-MODEL. IF WE INITIATEAPERSPECTIVAL
OPERATOR, ON THE VERY TRAILS OF THESE BRANCHING PATHS, THE
CHARACTERIZATIONS OF LOCAL, IMPORT AND IMPLICATIONS, IT BECOMES
EVEN MORE CERTAIN WHAT THE THING OF THE NAVIGATION IS - THAT IS,
ANALYSIS AND SYNTHESIS, MAPPING REVISION AND CONSTRUCTION. THE
SUBTRACTION OF CONSCIOUSNESS (REFERRED TO BEFORE AS
AWARENESS) THAT IS BUILT ON THE CONSTITUTION OF AN-OTHER THAT
DRIFTS. THE PROGRAM IS OF PRESENTING, AS A QUANTITATIVE SET OF
PRINCIPLES THAT ARE SUBJECT TO A QUALITATIVE EX-CHANGEABILITY.
LOCKED IN THE GILDED CAGE OF ETERNITY, TIME IS CERTAINLY NOT
RESPONSIBLE FOR ITS COMPLETE CREATION. TIME IS THE INTUITING OF
BECOMING, THE VERY COURSE OF BIRTH AND DESOLATION. BEHAVIOR IS A
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TEKSTURA  PROZIVLJENE ~ STVARNOSTI NIJE FORMIRANA
SAMO NASOM INTERAKCIJOM SA OBJEKTIMA VEC | VEZAMA IZMEPU
POJMOVA. MNOGI TEKSTOVI CE NEIZBEZNO SADRZATI RECENICE: 'CIJA
JE DVOSMISLENOST RAZRESIVA SAMO NA OSNOVU VANJEZICKOG
ZNANJA.’ ONO STO ONI POSEDUJU SU POKAZATELJI ZNANJA, U OBLIKU
BEZBROJNIH TEKSTOVA NA SVIM LJUDSKIM JEZICIMA. TAKVI KORPUSI,
PRIKUPLJAJU MNOGE VARIJANTE LJUDSKOG IZRAZAVANJA, PREVODENJE
TRENUTNE AVANGARDE JE JOS MISTERIOZNIJE. STO ZNACI DA JE
SVE, ILI GOTOVO SVE, POVECANO U KVANTNI HIPEROBJEKTNI KROS-
KONTAMINACIJSKI SINUSOID, U KOJI PAK NISMO U MOGUCNOSTI DA
STUPIMO — KAO U PROSTOR RAZUMA, KOLIKO NI DA PRATIMO CEVOVODE
KROZ NAVIGACIJSKE TOPOLOSKE MAPE: TEHNOLOSKI OKUPOLJENI
APSIDARNI  KOSINUS, KONVEKSNO-KONKAVNI PROSTOR GEO-ME-
TRAUMATIZACIJE PROCESA ATOMIZACIJE PER-SE. NA PRIMER, TECNO-
GUSTA  OKTAVA-METRIKE ILI TEHNO-MATERIJALSTICKI  VISKOZNI
PLEZIR. MESTO KONVERZIJE ZAPADA - ZAPADA U INKOPULACIJU
SERAFIMSKOG SA NISKIM STEPENIMA USIJANJA | GUSTINE HEMIJSKIH
LEGURA METALA, U NASTAVCIMA KOJI POSTAJU KONDUKTI, HTONSKE
SPLETENOSTI | OKOLNOSTI ZA SUBJEKTIVNOSTI INFRASTRUKTURA. NA
RUBOVIMA OVE MEGALO-ANOMALO-MANIJE POSTOJI JEDNA DUZINA
ILI DUBINA POLUGE ZA DERACINIRAJUCE TERITORIJALNE AVANTURE,
0D SIMBOLICNIH PRIKAZA INFO-SMESA, PREKO ISKONSKIH SNAGA
MUTIRANJA ILI BOLJE RECENO VOLJNOSTI PRIMAE - ISKONSKO
NERAZUMLJIVOG PARADOKSA ILI PAROKSIZMA PRIRODE 1Z KOJE JE OVO
ILI ONO TELO KOSIFROVANO, ISPOLJENO U POSTOJANJE. IMOBILIZACIJA
JE ESHATOLOSKA DIMENZIJA, 1ZUZEV PROCELJA PRIRODE TRENUTKA,
POSREDOVANOST EKONOMIJE NUZNOSTI. TO IMOBILISANO TELO,
VISPRENO SAUSPEVA ODRZATI KONUNDRUM RUTINSKE TREPANIRAJUCE
ZAMENICE MATICNIH DISKOVA, U KONTINUUMU. OVDE JE SASVIM
TACNO | U REDU ISPUSTITI NAMETLJIVOST PODRAZUMEVANJA NORM-
ETIKALE KOJA NEUGROZIVO ZARAZAVA POLARIZOVANE MEMBRANE,
AUTOIMUNOLOSKI NESRASTAJUCA TKIVA. KAO NEKO KO NABAVLJAJUCI
INFORMACIJE NA INTERNETU, KORISTI REZULTATE SVOJIH PRETRAGA
DA MODULIRA SVOJU POLITIKU PONASANJA | SVETSKI MODEL. AKO

POKRENEMO PERSPEKTIVNOG OPERATERA, UPRAVO NA TRAGU
OVIH RAZGRANATIH PUTEVA, KARAKTERIZACIJA LOKALNOG, UVOZA |
IMPLIKACIJA, POSTAJE IZVESNIJA STVAR NAVIGACIJE — TO JEST, ANALIZE
| SINTEZE, PRESLIKAVANJA REVIZIJE | IZGRADNJE. SUPSTRAKCIJA
SVESTI KOJA JE IZGRADENA NA KONSTITUCIJI DRUGOG KOJI DRIFTUJE.
PROGRAM JE PREDSTAVLJANJA, KAO KVANTITATIVAN SKUP PRINCIPA
PODLOZNIH KVALITATIVNOM IZMENJIVANJU. ZATVORENO U POZLACENI
KAVEZ VECNOSTI, VREME SVAKAKO NIJE ODGOVORNO ZA POTPUNO
NASTAJANJE. VREME JE INTUIRANJE POSTAJANJA, SAM TOK RADANJA |
RAZARANJA. PONASANJE JE FUNKCIONALNA INTEGRACIJA POSTAJANJA,
ORGANIZACIONOG, TOLERANTNOG NA GRESKE, FUNKCIONALIZMA — U
SMISLU APSTRAKTNE REALIZACIJE ULOGA KOJE FUNKCIJE IGRAJU U
SLOZENIM SITUACIJAMA, TAKO DA SE FUNKCIJA VISE STANJA, SKUPA
PRAKSI ILI SPOSOBNOSTI MOZE ADEKVATNO APSTRAHOVATI U SVRHU
(RE)ADAPTACIJE U RAZLICITIM ILI SIRIM KONTEKSTIMA. SLUCAJ GDE JE
TEKST: ZAMRSENO MEDUSOBNO POVEZANO JEDINSTVO, ILI GDE JE SPLET
CESTO RAZLICITIH DOKUMENATA KOJI SU PRE EMPIRIZMA, KAO DIVINATIO
| ERUDITIO PRIPADALI ISTOJ HERMENEUTICI. POJAM ’MASINSKOG
PREVODENJA’ ZASNOVAN JE NA LAZNOM POJMU EKVIVALENCIJE
IZMEDU JEZIKA. UMESTO TOGA, PARALELIZAM 0D RECI DO RECI, ILI
FRAZEOLOGIJE, SUGERISE DA SE SAM JEZIK POJEDNOSTAVLJUJE |
UKLANJA JER OVI PREVODILACKI MEHANIZMI NISU SAMO DESKRIPTIVNI
VEC | PRESKRIPTIVNI, A EKVIVALENTNOSTI KOJE PROIZVODI OJACACE
SE KAKO SE JEZIK RAZVIJA, STANDARDIZUJUCI | IZRAVNAVAJUCI
ZNACENJE. REZULTATI MOGU BITI ZAPANJUJUCI, ALI OSTAJE RUPA
U NJIHOVOJ SRZL. CIJE SU UMETNOSTI KOJE IMAJU KOLOKVIJALNI
KOMPLEKS NISKE VREDNOSTI. CETNOPARTIZANSKI TRIPER. TEORIJSKI
PARKUR. TRANSKRIPT. DISKURZIVNO OGOVARANJE. TRANSARTISTI.
MOBILNI EKRANI. KOMPLEKSNI GRAFOVI. ONTOGRAFIJSKO LISTANJE.
BASTARDSKI ZANR. ARHEOLOGIJA PHLEX VREMENA. KATEDRALA OKA,
ZAMENA MNEMOTEHNICKOG UREDAJA ZA ZIVO PAMCENJE, PROTEZE
ZA ORGAN. PROSTOR PISANJA OTVARA SE U NASILNOM POKRETU SA
OVOM SUROGACIJOM U RAZLICI, BIVSTVOVANJA IZVAN VEC UNUTAR
DELA-SECANJA. PROCES UDVOSTRUCAVANJA U ONOME STO NAS KOBNO

FUNCTIONAL INTEGRATION OF BECOMING, ORGANIZATIONAL, ERROR-
TOLERANT, FUNCTIONALISM - IN TERMS OF ABSTRACT REALIZATION OF
THE ROLES THAT FUNCTIONS PLAY IN COMPLEX SITUATIONS, SO THAT THE
FUNCTION OF MULTIPLE STATES, SETS OF PRACTICES OR ABILITIES CAN
BE ADEQUATELY ABSTRACTED FOR RE-ADAPTATION IN DIFFERENT OR
BROADER CONTEXTS. THE CASE WHERE THE TEXT IS: INTRICATELY
INTERCONNECTED UNITY, OR WHERE A MIX OF OFTEN DIFFERENT
DOCUMENTS THAT BEFORE EMPIRICISM, AS DIVINATIO AND ERUDITIO,
ALSO BELONGED TO THE SAME HERMENEUTICS. THE NOTION OF ‘MACHINE-
TRANSLATION’ IS BASED ON THE FALSE NOTION OF EQUIVALENCE
BETWEEN LANGUAGES. INSTEAD, WORD-FOR-WORD PARALLELISM, OR
PHRASEOLOGY, SUGGESTS THAT LANGUAGE IS BY ITSELF SIMPLIFIED AND
MODIFYING, BECAUSE OF THESE TRANSLATION MECHANISMS THAT ARE
NOT ONLY DESCRIPTIVE BUT ALSO PRESCRIPTIVE, AND THE EQUIVALENCES
PRODUCED WILL BE STRENGTHENED AS LANGUAGE EVOLVES,
STANDARDIZING, AND LEVELLING MEANING THROUGH TIME. THESE
RESULTS CAN BE ASTOUNDING, BUT A HOLE REMAINS IN THEIR CORE. TO
IWHOM ARE THE ARTS THAT HAVE A COLLOQUIAL COMPLEX OF LOW-VALUE
[?] CHETNIKOPARTISAN TRIPPER, THEORETICAL PARKOUR, TRANSCRIPT,
DISCURSIVE GOSSIP, TRANS ARTISTS, MOBILE SCREENS, COMPLEX
GRAPHS, ONTO-GRAPHIC SCROLL, LIST, BASTARD GENRE, ARCHEOLOGY
OF THE ‘PHLEX’ TIME, THE CATHEDRAL OF THE EYE... REPLACEMENT OF A
MNEMONIC DEVICE FOR A LIVING MEMORY, PROSTHESES FOR AN ORGAN.
THIS SPACE OF WRITING OPENS IN A VIOLENT MOVEMENT WITH THIS
SURROGACY IN DIFFERENCE, OF BEING OUTSIDE THE ALREADY-WITHIN OF
THE MEMORY. THE PROCESS OF DOUBLING IN WHAT FATALLY DRAWS US
IN: THE ADDITION OF THE APPENDIX, THE SIGNIFIER, THE REPRESENTATIVE
OF THE REPRESENTATIVE, BELONGS TO THE EXTERIOR OF THE SYMPTOMS,
BYPASSING THE LANGUAGE OF THE OTHER. BY UNITING OPPOSITES
WITHIN VIRTUE, IT IS AMBIVALENT IN THAT IT FORMS THE MEDIUM IN
WHICH OPPOSITES OPPOSE EACH OTHER. THE GAME THAT CONNECTS
THEM, TURNS THEM AROUND, MAKES ONE SIDE MOVE TO THE OTHER. IT IS
A SUBSTANTIAL AND MARGINAL DIFFERENCE, A NON-BINDING
DIFFERENCE. THE DISAPPEARANCE OF A FACE IS A MOVEMENT OF A
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DIFFERENCE THAT FORCIBLY OPENS THE DOMESTIC, HIERARCHICAL OR
INTERNAL HERALDRY, THE BEING-PRESENT HAS REMAINED UNANSWERED,
GETTING OUT OF ITSELF, IT DRAGS ITSELF ONTO THE PATHS OF EXODUS.
AND YET, IT STARTS TOO MUCH WITH THE MYTH. DIRECT DEALING NOT
WITH THE THING ITSELF, BUT WITH PERCEPTION AT THE MOMENT OF
ENGAGEMENT, RHYTHMIC ORGANIZATION OF VERBAL LANGUAGE, BASED
ON SOUND VIBRATIONS, THE CONCEPT SHOWS US NEW WAYS OF ANALYSIS
THAT MOVE AWAY FROM MANY MEANINGS IN METHODS DERIVED FROM
VISUAL AND TEXTUAL PRACTICES. AND THE LUCRATIVE PROMISCUITY OF
CONTEMPORARY ART WITH POLITICAL, ECONOMIC AND CULTURAL
PATRONS, TAKES PLACE UNDER THE AUSPICES OF THIS UNIQUE
MONOGAMOUS RELATIONSHIP. TERRESTRIALITY IS UNDERSTOOD AS A
CONTINUUM OF NEIGHBORING REGIONS OR COMPLEX MANIFOLDS WHOSE
TENSIONS AND SYNTHESES INVENT WHAT WE PRE-KNOW AS EARTH. THE
POSSIBILITY OF EXPANDING THE ARTISTIC RANGE, BY SNATCHING THE
UNBOUND UNIVERSAL CONTINUUM FROM THE CURRENT SPONSORS OF
PLANETARY MYOPIA, RESTS ON THE SYNTHETIC TRANSFORMATION OF
THE ARTIST: THE ARTIST BECOMES A NEW PARTICIPANT IN THE
SPECULATIVE PROJECT OF THE ENLIGHTENMENT.
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VUCE: DOPUNA DODATKA, OZNACITELJ, PREDSTAVNIK PREDSTAVNIKA,
PRIPADA SPOLJASNJOSTI SIMPTOMA, ZAOBILAZNIM PUTEM JEZIKA
DRUGOG. SJEDINJAVANJEM SUPROTNOSTI UNUTAR VRLINE, ONO JE
AMBIVALENTNO PO TOME STO CINI MEDIJUM U KOME SE SUPROTNOSTI
SUPROTSTAVLJAJU. IGRA KOJA IH POVEZUJE, PREOKRECE IH, CINI
DA JEDNA STRANA PRELAZI U DRUGU. TO JE (SUSTINSKA) GRANICNA
RAZLIKA (NEVEZUJUCE) RAZLIKE. NESTANAK LICA JE KRETANJE RAZLIKE
KOJE NASILNO OTVARA DOMACU, HIJERARHIJSKU ILI UNUTRASNJU
HERALDIKU, BIVSTVO KAO PRISUTNO OSTALO JE BEZ ODGOVORA.
VADENJE 1Z SEBE VUCE GA NA PUTEVE EGZODUSA. A OPET, PRETERANO
ZAPOCINJE SA MITOM. DIREKTNO BAVLJENJE NE SAMOM STVARI, VEC
PERCEPCIJOM U TRENUTKU BAVLJENJA, RITMICNA ORGANIZACIJA
VERBALNOG JEZIKA, ZARSNOVANOG NA ZVUCNIM VIBRACIJAMA, KONCEPT

PREDSTAVLJA NOVE NACINE ANALIZE KOJI SE UDALJAVAJU 0D
MNOSTVA ZNACENJA U METODAMA KOJE SU IZVEDENE 1Z VIZUELNIH |
TEKSTUALNIH PRAKSI. | UNOSNI PROMISKUITET SAVREMENE UMETNOSTI
SA POLITICKIM, EKONOMSKIM | KULTURNIM POKROVITELJIMA ODVIJA
SE POD OKRILJEM OVOG JEDINSTVENOG MONOGAMNOG ODNOSA.
TERESTRIJALNOST SE SHVATA KAO KONTINUUM SUSEDNIH REGIONA
ILI SLOZENIH MNOGOSTRUKOSTI CIJE TENZIJE | SINTEZE IZMISLJAJU
ONO STO (PRE)POZNAJEMO KAO ZEMLJU. MOGUCNOST PROSIRENJA
UMETNICKOG DOMETA, OTIMANJEM NEVEZANOG UNIVERZALNOG
KONTINUUMA OD SADASNJIH SPONZORA PLANETARNE MIOPIJE POCIVA
NA SINTETICKOJ TRANSFORMACIJI UMETNIKA: UMETNIK POSTAJE NOVI
UCESNIK SPEKULATIVNOG PROJEKTA PROSVETITELJSTVA.
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DIJAGONALNA OPOZICIJA MINIMUMA PREMA SVOM OKRUZENJU
(PRIUSTENOM SPOLJA), KOJE IZMICE LOGICI NEGATIVNOSTI U ISTO VREME
KADA PRKOSI POTCINJAVANJU, TAKO ODRZAVAJUCI POSTOJANOST U
OPOZICIJI. KAO 8TO KAPITAL NAUCNE FANTASTIKE PROSIRUJE GRANICE
PERCEPCIJE IZVAN FENOMENOLOSKOG ISKUSTVA SUBJEKTA, TAKO JE
GRANICE TRANSCENDENTALNE INTUICIJE PREUZELA MASINSKA ESTETIKA,
KOJA SADA REGULISE APSTRAKCIJU/IZVLACENJE SUROGATNOG RADA
— EKSTRAKCIJU RADA BEZ VREDNOSTI. A MOZDA JE TO ONO $TO JE
KREATIVNOST - PREMA SVOM OKRUZENJU, A NE RAVNODUSNOST
KAO PROMENA | NOVINA, VEC INVERZNA RAZLIKA OD TOGA PREMA-
OKRUZENJU. AKO AFEKT OPISUJE SPOSOBNOST JEDNOG ENTITETA DA
PROMENI DRUGI SA DISTANCE, TADA CE SE NACIN OSECANJA SHVATITI
KAO VIBRACIJSKL® GRANICE PERCEPCIJE OVDE NISU FENOMENOLOSKI
PROBLEM VEC 0ZNACAVAJU PRAGOVE PROMENE U AUTOMATIZOVANOM
RASPOREDU ZNAKOVA | MESA KOJI CINE OPERACIJE SF KAPITALA, GDE
APSTRAKCIJA VREDNOSTI ZAHTEVA DETERITORIJALIZACIJU MESNIH
PODATAKA 1Z KOLONIJALNIH ARHIVA. U ISTOM SMISLU, TEORIJA AFEKTA
ZAMENJUJE FLUIDNU PRIRODU ZNACENJA ZA MATERIJALISTICKI
PRISTUP. NJIHOVA RAZMENA, MESANJE, TALOZI GEOTRAUMATSKU OPNU,
C1JA EMERGENTNA PRODUKTIVNOST U VREMENU VANREDNOG NASTANKA
FRAZA JE KOJA DEFINISE ZAKLJUCAVANJE KAO SPECIFICNU VRSTU
MASINE KOJA UTICE NA RASELJAVANJE.

9 Steve Goodman. “Sonic Warfare" An Introduction to Steve Goodman's
vibrational ontology Passive/Aggressive, https:/passiveaggressive.dk/sonic-
warfare-an-introduction-to-steve-goodmans-vibrational-ontology/
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DIAGONAL OPPOSITION OF THE MINIMUM TO ITS ENVIRONMENT
(AFFORDED FROM THE OUTSIDE), WHICH ELUDES THE LOGIC OF
NEGATIVITY AT THE SAME TIME AS IT DEFIES SUBORDINATION, THUS
MAINTAINING STABILITY IN THE OPPOSITION. JUST AS THE CAPITAL
OF SCIENCE FICTION EXPANDS THE BOUNDARIES OF PERCEPTION
BEYOND THE PHENOMENOLOGICAL EXPERIENCES OF THE SUBJECT,
SO THE BOUNDARIES OF TRANSCENDENTAL INTUITION HAVE BEEN
TAKEN OVER BY MACHINE AESTHETICS, WHICH NOW REGULATES THE
ABSTRACTION / EXTRACTION OF SURROGATE WORK - THE EXTRACTION
OF A WORTHLESS WORK. AND MAYBE THAT IS WHAT CREATIVITY IS -
TOWARDS ITS ENVIRONMENT, AND NOT INDIFFERENCE AS CHANGE AND
NOVELTY, BUT AN INVERSE DIFFERENCE FROM THAT TOWARDS - THE
ENVIRONMENT. IF AFFECT DESCRIBES THE ABILITY OF ONE ENTITY TO
CHANGE ANOTHER FROM A DISTANCE, THEN THE WAY OF FEELING WILL
BE UNDERSTOOD AS VIBRATIONAL.* THE LIMITS OF PERCEPTION ARE NOT
A PHENOMENOLOGICAL PROBLEM HERE, BUT MARK THE THRESHOLDS
OF CHANGE IN THE AUTOMATED ARRANGEMENT OF SIGNS AND FLESH
THAT MAKE UP SF-CAPITAL OPERATIONS, WHERE VALUE ABSTRACTION
REQUIRES DETERRITORIALIZATION OF THE LOCAL FLESH-DATA FROM
COLONIAL-ARCHIVES. IN THE SAME SENSE, THE THEORY OF AFFECT
REPLACES THE FLUID NATURE OF MEANING FOR THE MATERIALIST
APPROACH. THEIR EXCHANGE, FUSING, CONDENSATES A GEOTRAUMATIC
MEMBRANE, WHOSE EMERGENT PRODUCTIVITY AT THE TIME OF
EMERGENCY IS A PHRASE THAT DEFINES LOCKING AS A SPECIFIC TYPE OF
MACHINE THAT AFFECTS DISPLACEMENT.

10 Steve Goodman;
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FETALNO JE KSENOCENTRICNO, IZMESTANJEM U DRUGA
TELA, UPORNIM PREVIJANJEM U PREZERVIRANOM SVETU (RE)
PREZENTACIJA, ONO JE ENKAPSULACIJA FIGURA GALVANIZIRANIH U
PORODILISTU OTVORENOSTI. MINIMALIZOVAN OBJEKAT KOJI JE SKLON
MAKSIMALIZACIJI SVOG OKRUZENJA KAO SPOLJNOG, ONTOLOSKI
EGZISTIRA U ONOME $TO NEKI DRUGI OBJEKAT MOZE PRIUSTITI. TO NIJE
OBJEKAT SAM PO SEBI — DOPLEROV EFEKAT, NEKO VOZILO KOJE PROLAZI.
JEDINICA PROMENE JE U ODNOSU IZMEBU POSMATRACA | OBJEKTA
KOJI EMITUJE. MINIMUM SE, MEBUTIM, GRADI KAO DISOCIJACIJA OD
(SV0G) OKRUZENJA, ALI (NE) SPOLJA, USKLABIVANJEM SVOJE POZICIJE
| SVOJE ONTOLOSKE EKSPLIKACIJE (RAZVOJA) SA OKOLINOM, UMESTO
DA SE ODSECE ILI RAZLIKUJE SVOJU MINIMALNOST OD NJE. INHUMAN
KAZE: LJUDI POTPUNO ISCRPLJENI KONCEPTI, VREME JE U IZLAZU. ALI
UPRAVO JE HUMAN MESTO IZLAZA. EXIT KAO MESTO TEMPORALIZACIJE,
KOJIM SE DOLAZI DO PRODUKATA PROIZVODNJE. VIBRACIONA SILA
ILI AFEKTIVNI TON OVDE — POSTAJE NACIN DA SE MODULISE NE SAMO
RASPOLOZENJE VEC | DRUSTVENO-ESTETSKI SVET. VAJTHEDOV
SPEKULATIVNI MATERIJALIZAM KAO: IMPULS, EFEKAT VAKUUMA KOJI
BLOKIRA RELACIJU LOKALNO-GLOBALNO | RASLOJAVA JE U FLASTERIMA
REALNOG. TOK | SAVITLJIVOST OBJEKATA SU CENTRALNI ZA TO KAKO
ON VIDI SLOZENE SISTEME KAO: OKULARNO-CENTRICNE VEZE ZNANJA
I MOCI DA SE STALNO REPROGRAMIRA U AUTOMATIZOVANE OBRASCE
NAVIGACIJE. UKRATKO SAVREMENA NAUKA BEZLICNO NAJAVLJUJE
BEZGRANICNI UNIVERZALNI KONTINUUM, NA TAJ NACIN DOPRINOSI
UKIDANJU PRIVATIZOVANIH, IZOLACIONISTICKIH REGIONA SVETA U IME
JAVNOG PONORA. ODUSEVLJENE AMBISALNIM UNIVERZUMOM KOJI
JE UVELA MODERNA NAUKA, DISCIPLINE SISTEMATSKI SINTETIZUJU
SVE UNIVERZALNO EKSPROPRISANE REGIONE OTVORENE U JEDNOM
GRADIJENTU. ZBOG TOGA CAK NI PROSTI PRIKAZ (NIJE MOGUC)
UMETNOSTI KAO VISESTRUKOG REFRAKTORA KOJI SAVIJA LOKALNE,
REGIONALNE | GLOBALNE SNOPOVE SVETLOSTI KROZ RAZLICITE PROCESE
PRODUKCIJE KAKO BI IH KONVERGIRAO KA DELU, NE PREDSTAVLJAJUCI
NA ZADOVOLJAVAJUCI NACIN SINTETICKU FIGURU UMETNICKOG — KOJE
RADI KROZ/UNUTAR GENERICKE SVETLOSTI UNIVERZUMA. KONTINUITET

NACIJA SA NEVEZANIM KONTINUUMOM PONORA, HROMATSKI SE
ISTICE NEOGRANICENA SINTEZA 1ZMEBU REGIONA — IZMEDU SVETOVA
PODZEMNIH RUDNIKA, UMETNOSTI, FABRIKA, POKROVITELJA, POBUNE NA
ULICAMA, NISKE PLATE, FUNDAMENTALIZMA, LIBERALIZMA, NAFTE, VODE,
DUBAIJA, VENECIJE, DREVNIH | BUDUCIH... DUALNOSTI NESTAJU. TRAZI SE
KONTINUUM, DOK SE KULTURNA MREZA SHVATA KAO SLOZEN TOPOLOSKI
PROSTOR U KOME PREKIDI/SAVOVI KONTINUITETA RADAJU *ZANIMLJIVIJE’
UMETNICKE | NAUCNE IZRAZE. NABIMO SE NA OVOM NOVOM PUTU KOJI
0D NAS ZAHTEVA DA DONESEMO ODLUKU, IZVRSIMO SUD, ZAKLJUCIMO
| TAKODE, AKO JE POTREBNO, RAZVIJEMO NOVE EPISTEMICKE |
INFERENCIJALNE ALATE | TEHNOLOGIJE. CEVOVODI SU UZGLOBLJENI U
PERIOD OTEZAN RATOM, TRANSFORMISAN KAPITALIZMOM, MODULIRAN
LIBERALIZMOM | OKUPIRAN GLOBALIZMOM — SVET UMETNOSTI 21. VEKA.
MEDUTIM, OBUHVACENA SPOLJA, CUDNA HIDRAULIKA VRTLOGA OPISUJE
FATALISTICKI SKUP INVERZIJA | POVRATKA KOJI NA KRAJU PRUZAJU
BOGAT RESURS ZA PREDIKAMENTE. NADOLAZECE DOBA BICE LUNARNO,
SEKULARNO, HORIZONTALNO, VISESTRUKO | IMANENTNO: 'ANTITETICKI
MULTIFORMNI INFLUKS’. PREDSKAZIVANJE TELEOPLEKSIJE, RECENTNOG
| SAZETOG IZRAZA AKCELERACIONIZMA.?® ZA SVAKI DOGADAJ POSTOJI
PRVO PROROCANSTVO. ONO SE POSTAVLJA KAO NELINEARNO PISANJE
MATERIJALNE ISTORIJE [OD] ...ONOG STO JE AMBLEMSKO, KOJE SE
DAJE KROZ KVADRAT. PROSTOR JE KAMUFLAZA VREMENA. FORME SU
KRIPTE VREMENA. PRIRODA JE PREDMET SADRZAN U COVEKOVOM
OKRUZENJU SATELITA/INFORMACIJA. U *PATAFIZICI’ NAUKA | POEZIJA
SUPTILNO INFORMISU | ZARAZAVAJU JEDNA DRUGU, MENJAJUCI
KULTURNI KONTEKST U TOM PROCESU, POSTIZANJE SAGLASNOSTI KROZ
DVA LIKA, U VREMENU RADNJE KOJA JE UOBICAJENA ZA HRISCANE,
MASINA OCUVANJA ILI PREZERVIRANI SVET. U PITANJU JE, UPRKOS

10 Amy Ireland, The Poememenon: Form as Occult Technology.

11 Sta ako ovaj naslov skriva nasladu ili pasiju transformacije u nesto drugo, gusta
halucinantna mreZa, post-humani vektor-barok, motivi pop-mitologije, Zanr-politike,
samo su resursi prica, programi-otpora, rebusi-opsesija, neaktivirane vremenske
masine, ulaskom likova u atipicne neskriptirane odnose s drugima i radikalnim
repozicioniranjem postojanja, novi rizicni dinamicni identiteti, ‘proizvodi’ sa sobom
Jednako rizicni pojmovi, mesto ultimativnog otudenja, koje uruSava granice

FETAL IS XENOCENTRIC, BY DISPLACING INTO OTHER BODIES,
BY PERSISTENT REWINDING IN THE PRESERVED WORLD OF RE-
PRESENTATIONS, IT IS THE ENCAPSULATION OF FIGURES GALVANIZED
IN THE MATERNITY OF OPENNESS. A MINIMIZED OBJECT THAT TENDS TO
MAXIMIZE ITS ENVIRONMENT AS EXTERNAL, ONTOLOGICALLY EXISTING IN
THAT WHAT OBJECT (1) CAN AFFORD & WHAT OBJECT (2) CAN AFFORD. IT’S
NOT AN OBJECT IN ITSELF — AS SONIC / ACOUSTIC — DOPPLER EFFECT,
A PASSING VEHICLES. THE UNIT OF CHANGE IS THE RELATIONSHIP
BETWEEN THE OBSERVER AND THE EMITTING OBJECT. THE MINIMUM,
HOWEVER, IS BUILT AS A DISSOCIATION FROM ONE’S ENVIRONMENT, BUT
NOT FROM THE OUTSIDE, BY HARMONIZING ONE’S POSITION AND ONE’S
ONTOLOGICAL EXPLICATION (DEVELOPMENT) WITH THE ENVIRONMENT,
INSTEAD OF CUTTING OFF OR DISTINGUISHING ONE’S MINIMALISM FROM
IT. IN-HUMAN SAYS: PEOPLE ARE COMPLETELY EXHAUSTED CONCEPTS,
TIME IS RUNNING EXIT. BUT IT IS PRECISELY HUMANE -THE PLACE OF
EXITING. EXIT AS A PLACE OF TEMPORIZATION WHICH LEADS TO THE
PRODUCTS OF PRODUCTION... VIBRATIONAL FORCE OR AFFECTIVE
TONE HERE - BECOMES A WAY TO MODULATE NOT ONLY THE MOOD
BUT ALSO THE SOCIO-AESTHETIC WORLD. WHITEHEAD’S SPECULATIVE
MATERIALISM AS IMPULSE, THE EFFECT OF A VACUUM THAT BLOCKS
THE LOCAL-GLOBAL RELATIONSHIP AND STRATIFIES IT IN THE PATCHES
OF THE REAL. THE FLOW AND FLEXIBILITY OF OBJECTS ARE CENTRAL TO
HOW HE SEES COMPLEX SYSTEMS, AS: OCULAR-CENTRIC CONNECTIONS
OF KNOWLEDGE AND POWER TO BE CONSTANTLY RE-PROGRAMMED
INTO AUTOMATED NAVIGATION PATTERNS. IN SHORT, MODERN SCIENCE
IMPERSONALLY ANNOUNCES A BOUNDLESS UNIVERSAL CONTINUUM,
THUS CONTRIBUTING TO THE ABOLITION OF PRIVATIZED, ISOLATIONIST
REGIONS OF THE WORLD IN THE NAME OF A PUBLIC ABYSS. DELIGHTED
BY THE ABYSMAL UNIVERSE INTRODUCED BY MODERN SCIENCE,
THE DISCIPLINES SYSTEMATICALLY SYNTHESIZE ALL UNIVERSALLY
EXPROPRIATED REGIONS OPEN IN ONE GRADIENT. THEREFORE, EVEN
A SIMPLE REPRESENTATION IS NOT POSSIBLE, OF ART AS A MULTIPLE
REFRACTOR THAT BENDS LOCAL, GLOBAL AND REGIONAL BEAMS OF
LIGHT THROUGH DIFFERENT PRODUCTIVE PROCESSES, TO CONVERGE
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THEM INTO THE WORK, NOT SATISFACTORILY REPRESENTING A SYNTHETIC
FIGURE OF THE ARTISTIC - THAT WHICH WORKS THROUGH AND WITHIN
THE GENERIC LIGHT OF THE UNIVERSE. CONTINUITY OF NATIONS WITH
AN UNRELATED CONTINUUM OF ABYSS, UNLIMITED SYNTHESIS BETWEEN
REGIONS IS CHROMATICALLY EMPHASIZED - BETWEEN THE WORLDS
OF UNDERGROUND MINES, ART, FACTORIES, PATRONS, STREET-RIOTS,
LOW-WAGES, FUNDAMENTALISM, LIBERALISM, OIL-WATER, DUBAI-
VENICE, ANCIENT & FUTURE... DUALITY DISAPPEARS, AS CONTINUUM IS
SOUGHT, WHILE A CULTURAL NETWORK IS UNDERSTOOD AS A COMPLEX
TOPOLOGICAL SPACE IN WHICH INTERRUPTIONS OF CONTINUITY GIVE
BIRTH TO EVER ‘MORE INTERESTING’ ARTISTIC AND OTHER DISCIPLINE
TYPES AND EXPRESSIONS. LET US FIND OURSELVES ON THIS NEW
PATH THAT REQUIRES US TO MAKE A DECISION, EXECUTE A JUDGMENT,
CONCLUDE AND ALSO, IF NECESSARY, DEVELOP NEW EPISTEMIC AND
INFERENTIAL TOOLS AND TECHNOLOGIES. THE PIPELINES ARE SYSTEMS
WERE THE ARTICULATED TAKES PLACE, IN A PERIOD: AGGRAVATED BY WAR,
TRANSFORMED BY CAPITALISM, MODULATED BY LIBERALISM & OCCUPIED
BY GLOBALISM - THE WORLD - ART - THE 21’ST CENTURY. HOWEVER,
GRASPED FROM THE OUTSIDE; HOWEVER, THE STRANGE HYDRAULICS OF
THE GYRES DESCRIBE A FATALISTIC SET OF INVERSIONS AND RETURNS
THAT ULTIMATELY FURNISH A RICH RESOURCE FOR —PREDICAMENTS.
THE COMING AGE WILL BE LUNAR, SECULAR, HORIZONTAL, MULTIPLE,
AND IMMANENT: AN ‘ANTITHETICAL MULTIFORM INFLUX’. PREDICATIONS
OF A RECENT AND CONCISE EXPRESSION OF ACCELERATIONISM, THE
TELEOPLEXY.!* FOR EVERY EVENT THERE IS FIRST A PROPHECY. IT IS
SET UP AS A NON-LINEAR WRITING OF MATERIAL HISTORY [FROM] TO
...THAT WHICH IS EMBLEMATIC, WHICH IS GIVEN THROUGH A SQUARE.
SPACE IS A CAMOUFLAGE OF TIME. FORMS ARE THE CRYPTS OF TIME.
NATURE IS AN OBJECT CONTAINED IN THE HUMAN ENVIRONMENT OF
SATELLITES / INFORMATION. IN PATAPHYSICS THE SCIENCE AND POETRY
SUBTLY INFORM AND INFEST EACH OTHER, CHANGING THE CULTURAL
CONTEXT IN THE PROCESS, THE AGREEMENT IS REACHING THROUGH
TWO CHARACTERS, IN A TIME-ACTION COMMON TO CHRISTIANS, A

11 The Poememenon: Form as Occult Technology, Amy Ireland;
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ROJENJU SAJBERNETICKE STILSTICKE KONTRABRAVURE, SENOVITA
AGENCIJA TEHNOKRATSKIH OPISA, OBDUKCIJSKE OPSERVACIJE PRICE
PREKO (NEKRO)KUHINJSKE POLITIKE ZA ALIJENIZUJUCU BUDUCNOST
PRINUDNE EKSPONIRANOSTI, JEDNAKE RADIKALNOJ OTVORENOSTI, PRI
CEMU JE PROSTETIKA NULTA AGENTURA POETIKE. U ISTO VREME, OVI
VEKTORI TRANSFORMISU VIZIJU KROZ NAGLE PROMENE U PERSPEKTIVI
— *ZAPLETI’ KOJI SU DEO OPSTE *TRGOVINE* OVAKVIH NARATIVA, DOK
JE NEPREKIDNO ISPITIVANJE PRIVLACNO ZATO STO MODELIRA NEVOLJU
KONACNO SITUIRANE KOGNICIJE | NJENE TEZNJE KA UNIVERZALNOJ
OPSTOJ *KUPOVINI*2 PISMO KOJE SE OVAKO SASTAVLJA SA SVIH
STRANA DISKURZIVNO ULECE KAO HIMERICNI TRANZISTOR OMETANOG
SIGNALA FREKVENCIJE. MOZDA JE REC O INTERFERENCIJAMA MOGUCIH
SVETOVA. KAO KONKRETIZACIJA PASKALOVE LENTE UZASNIH PROSTORA,
DIGITALNA, KLIMATSKA APOKALIPSA JE PRED VRATIMA PERCEPCIJE, A
FANATIZAM, FASIZAM | LUDILO SU VEC TU. APSURDNOST OCIGLEDNOG
TEKST PREKOMBINACIJE ISPOSTAVLJA KAO — UBER-KAPITALNI-SOCIO-
EKO-RELIGIJSKI ARTIZAM. CITAT 1Z OVOG ILI ONOG HITNOG IZVORNIKA
BEZ REFERENTA POSTAJE RIZOM, A SA RIZOMOM SVE JE FIKSNI NIz
FLUKSEVA.®®

biologije i tehnologije, simulirane i materijalne, nas svet, informacija je informacija,
informacija je Ziva, ulazimo u neistraZenu deonicu, u kojoj se spajaju feminizmi i
spekulativne fikcionalizacije buducnosti.

12 .. ali oprostite mi svi zaista skromni i Cestiti umovi koji ste se usudili da pokaZete
takvo interesovanje za neprikladnu scenu ...moZe li kokpit izdrZati velike povrsine u
francuskoj? ...ili moZemo da se uSunjamo u bastu dZungle koja plasi agenkora? ...oh,
oprostite: ovaj laZni broj moZe zahtevati milion na malom prostoru, a mi, kod ovog
velikog naloga, radicemo na vasim imaginarnim mocima ..pretpostavimo da se
pojas sada granici sa dva mocna kraljevstva, Cije su visoke zvezde dugi, zakrivijeni,
opasni i uski delovi okeana ...podelite greske u svojoj glavi: podelite coveka na hiljadu
delova i stvorite imaginarnu silu... prevod kao bastardizacija Sekspira.

13 [fragmentiranu scenu drze nevidljivi kontinuiteti i diskontinuiteti izgladeni
strujnom mehanikom kroz koju se lomovi i poremecaji u pejzazu prikrivaju
prirodnim spokojem. Ovaj spokoj je porodica perturbacija Ciji su prostorni parametri
invarijantni i stoga se pojavljuju kao dinamicna, ali stabilna struktura. Ono $to se
oblikuje kao ova tecna stabilnost je samo sistem nestabilnosti sa univerzalnim
razvojem. Pre prvih prekida u miru prirode, odmrzavanja i talasa, zdravi oblici stvari
bili su snopovi katastrofa. Svaki poremecaj - znatno ispod praga merenja - kriticna
Je tacka u kojoj procesi odstupaju od svojih putanja, to dovodi do deformacija koje
su susedstvo jedna drugoj].

PRESERVATION MACHINE OR A PRESERVED WORLD.*? IT IS, DESPITE THE
BIRTH OF CYBERNETIC STYLISTIC COUNTER-BRAVADOS, A SHADOWY
AGENCY OF TECHNOCRATIC DESCRIPTIONS, AUTOPSY OBSERVATIONS
OF THE STORY, THROUGH NECRO-KITCHEN POLITICS FOR AN ALIENATING
FUTURE OF FORCED EXPOSURE EQUAL TO RADICAL OPENNESS.
THE PROSTHETICS ARE ZERO-AGENCY POETICS. AT THE SAME TIME,
THESE VECTORS TRANSFORM VISION THROUGH ABRUPT CHANGES IN
PERSPECTIVE — THE ‘PLOTS’ THAT ARE PART OF THE GENERAL *TRADE*
OF SUCH NARRATIVES, WHILE CONTINUOUS EXAMINATION IS APPEALING
— BECAUSE IT MODELS THE DISTRESS OF FINALLY SITUATED COGNITION
AND ITS ASPIRATIONS TOWARD UNIVERSAL GENERAL *PURCHASE*.** THE

12 what if this title hides the pleasure or passion of transforming into something
else, a dense hallucinatory web, post-human vector-baroque, motifs of pop
mythology, genre-politics, only story resources, resistance programs, rebuses-
obsession, inactivated time machines, with the entry of characters into atypical
unscripted relationships with others and radical repositioning of existence, new
risky dynamic identities, ‘products’ with equally risky notions, a place of ultimate
alienation, breaking the boundaries of biology and technology, simulated and
material, our world, information is information, information is alive, we enter an
unexplored section, where feminisms and speculative fictionalizations of the future
merge
13 ..But pardon, gentles all,**

““The flat unraiséd spirits that hath dared**

““On this unworthy scaffold to bring forth**

“*So great an object. Can this cock-pit hold**

““The vasty fields of France? Or may we cram™*

“*Within this wooden O the very casques**

““That did affright the air at Agincourt?™

“*0 pardon: since a crooked figure may**

“Attest in little place a million,”*

“"And let us, ciphers to this great account,*

*“*On your imaginary forces work.”*

“*Suppose within the girdle of these walls™

“"Are now confined two mighty monarchies,”

““Whose high uprearéd and abutting fronts**

““The perilous narrow ocean parts asunder.”*

“*Piece out our imperfections with your thoughts:**

“Into a thousand parts divide one man,**

“"And make imaginary puissance.™”

“*(Shakespeare, Henry V)™
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LETTER BEING COMPOSED IN THIS WAY VIA DISCURSIVE INSURGENCY,
EFFECTING AS A CHIMERIC-TRANSISTOR OF THE INTERRUPTED
FREQUENCY SIGNAL RANGE. MAYBE IT'S ABOUT SOME INTERFERENCES
OF POSSIBLE WORLDS COLLIDING, OR A SIMPLE CONCRETIZATION OF
PASCAL'S EPIPHANY RIBBON INSCRIPTION, OF THE HORRIBLE SPACES
OF INFINITY, THE HORRIFYING DIGITAL, CLIMATE APOCALYPSE IS AT
THE DOORS OF PERCEPTION, AND FANATICISM, FASCISM AND MADNESS
ARE ALREADY HERE. THE ABSURDITY OF THE OBVIOUS TEXT OF THE RE-
COMBINATORIAL TURN, TURNS OUT TO BE —UBER CAPITAL SOCIO ECO
RELIGIOUS ARTISTIC PROSPECTUS. A QUOTE FROM THIS OR THAT URGENT
RE-SOURCE WITHOUT A REFERENT THAT BECOMES A RHIZOME, AND WITH
A RHIZOME EVERYTHING IS FIXED THROUGH FLUXES. %

14 [the fragmented scene is held by invisible continuities and discontinuities
smoothed by current mechanics through which fractures and disturbances in
the landscape are concealed by natural serenity. This serenity is a family of
perturbations whose spatial parameters are invariant and therefore appear
as a dynamic but stable structure. Before the first interruptions in the peace of
nature, thawing and waves, healthy forms of things were bundles of disasters.
Any disturbance - well below the measurement threshold - is a critical point where
processes deviate from their paths, leading to deformations that are adjacent to
each other)]
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DOMINACIJA NAD PONOROM U KOJI JE ZAPALA PLANETA JE
OBLIK MAGIJSKE MISLI KOJA IMA CILJ DA POKORI VECNOST SVOJOM
NEZAUSTAVLJIVOM ZELJOM ZA KRVLJU | TUPIM NABOJEM PREVARA,
EKSPLOATACIJE | NASILJA. NEPREDVIDLJIVA | FASCINANTNA,
REVOLUCIONARNA DEMONOLOGIJA® PRVI JE MANIFEST 'CUDNE
ITALIJANSKE TEORIJE, KOJU CINI KONTINGENT TEORETICARA |
PRAKTICARA KOJI MESAJU GOTSKI AKCELERACIONIZAM, SATANSKI
OKULTIZAM | USTANICKU NEKROMANTIJU. ENTROPIJSKI SVE JE AMBIJENT
EKSTATICNE DISTOPIJE KOJA ZAPOCINJE PRICANJEM PRICE KOJU PRICA
STARAC, KAKO POCINJE | VUDU SVEDOCANSTVO UMETNICE® CIJE SE
MONTAZNE OSOBINE INTELEKTUALNOG | KREATIVNOG NASTAJANJA
| NASLEDA IZOPSTAVAJU U NEKI OBLIK OBOLELOG POSTOVALASTVA,
SVEOPSTE APOFENICNOSTI DUHOUNOSTI KAPITALIZMA U POZNOM
DIGITALNOM (RAZ)DOBLJU, OKRUZENOM VOAJERSKIM SVETINJAMA,
OLTARSKA STUDIJA JE OSTECENA FAUNA KOJA NIJE MUCENISTVO
PAGANIZMA KOJI PREVAZILAZI EPSKI PATETICNO, ONO STO NE
PRATIMO DOVOLJNO TOLERANTNO | PRECIZNO KAO BALON-AORTNU 3D
VALVULOPLASTIKU SAVREMENOG TRENUTKA.

14 Gruppo di Nun, Revolutionary Demonology.
15 Maya Deren, Divine Horseman’s.

DOMINANCE OVER THEABYSS INTO WHICH THE PLANET HAS FALLEN
IS A FORM OF MAGICAL-THOUGHT THAT AIMS TO CONQUER ETERNITY
WITH ITS UNSTOPPABLE THIRST FOR BLOOD AND BLUNT VEHEMENCE
FOR DECEPTION, EXPLOITATION AND VIOLENCE. UNPREDICTABLE IS AND
FASCINATING THE UPCOMING ISSUE OF ‘REVOLUTIONARY DEMONOLOGY’,
WHICH IS THE FIRST MANIFESTO OF A ‘STRANGE ITALIAN THEORY’
MADE UP OF A CONTINGENT OF THEORISTS AND PRACTITIONERS WHO
MIX GOTHIC ACCELERATIONISM, SATANIC OCCULTISM AND INSURGENT
NECROMANCY.®> EVERYTHING ENTROPIC IS AN AMBIENCE OF ECSTATIC
DYSTOPIA THAT BEGINS BY TELLING OF THE STORY THAN AN OLD MAN
IS TELLING, AS IT BEGINS, THE VOODOO-TESTIMONIAL *¢ OF AN ARTIST
IWHOSE MONTAGE FEATURES OF INTELLECTUAL AND CREATIVE ORIGIN AND
HERITAGE ARE EXPORTED TO SOME FORM OF FEEBLE RESPECTFULNESS,
THE OMNIPRESENT APOPHENICITY OF CAPITALISMS SPIRITUALITY IN THE
LATE DIGITAL AGE, SURROUNDED BY VOYEURISTIC SHRINES, THE ALTAR
STUDY IS A DAMAGED FAUNA THAT IS NOT MARTYRDOM OF PAGANISM
THAT TRANSCENDS THE EPIC-PATHETIC... WHAT WE DO NOT FOLLOW
TOLERANTLY AND PRECISELY ENOUGH IS AS A BALLOON-AORTIC 3D
VALVULOPLASTY OF ‘THAT’ CONTEMPORANEOUS MOMENTUM.

15 Gruppo di Nun, Revolutionary Demonology;
16 Maya Deren, Divine Horseman's;

concerned wits! rting.
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JALCHA
ATAHACHIEEHR

JacHa ArtaHacujesuh (1979, beorpap), BaH-
pefHa npodecopka Ha [enapTMaHy 3a MaTemMaTuKy
1 nHdopMaTuKy MNprUpoaHO-MaTemMaTmyKor GakynTeTa
YHuBep3uTeTa y HoBom Cafly, rae npefaje HekoMKO npeameTa
y obnact ekoHomuje. [JOKTOpaT eKOHOMCKMX Hayka CTekna
je Ha YHuBep3uTety Mapw3 | CopboHa. basn ce npuMerseHnM
eKOHOMCKMM UCTPXKMBAFbKMa KOja Ce TUYY MONMUTUKA eKOHOM-
cKor pa3Boja. Takohe, y4ecTByje y UCTPAXKMBAFGKMMA MACOBHMX
nogataka (big data) kako 64 Ce OArOBOPMNO Ha MUTakba
pefeBaHTHa 3a BONere eKOHOMCKMX nonuTuKa. OcMucanna
je pedopMy nnaHuMparba y jaBHOM CEKTOPY W PyKOBOAMNA

= b

FOMe Kao AMpekTopka Penybnmykor cekpeTtapuwjata 3a jaBHe
nonntuke of 2014. go 2018. roamHe, ynaxkyhu Hanope Aa ce
[IOHOCE jaBHE MOJINTMKE Ha OCHOBY WCTPaXKMBaka W aHanm3a
nofataka, Kao 1 Aa oHe Byay KOOPAWHWCaHe W1 TPaHCMNapeHTHe.
Pedopma je npeTodeHa y 3aKoH 0 NAAaHCKOM cucTemy Peny6mke
Cpbuje koju je ycBojeH 2018. roauHe. YBena je 00pa3oBHe
nporpame LeNOXMBOTHOr 06pasoBarba Yy 0061acTy  aHanuse
JaBHUX NOAUTKKA. Paanna je Kao KOHCYNTaHTKUHA Ha HEeKOMKO
Pa3BOjHMX MefyHapoaHMX NpojeKarTa.

jasna.atanasijevic@dmi.uns.ac.rs
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[ /MOELAAH
B MARPROBHR

Cno6onaH b. Mapkosuh (1970, 3perbaHunH) penosHu npode-
cop Ha [enapTMaHy 3a reorpaduijy, Typ13aM K XOTenujepcrso
MpvpoaHO-MaTeMaTUYKOr akynTeTa YHuBep3uTeTa y HoBOM
Capy v ponuvcHK YnaH Cpncke akagemuje Hayka v yMeTHOCTW.
Buo je roctyjyhu npodecop YHuBep3wTeTa y Bpounasy, kao v
npefcefHVK 1 YiaH Hekonnko MehyHapogHux acoumjaumja 3a
npoyYaBakbe f1eca WU KBapTapa. Y4ecTBoBao je y opraHu3aumnjn 1
peanu3aumjy 39 MefyHapoaHWX Hay4HMX ekcneauumja. Y Bue
HaBpaTa je 6OpPaBMO Kao rocTyjyhu mcTpakmay Ha Kategpwu
3a reomopdonorunjy YHusepsuteta Yy bajpojty, y Hemaukoj,
ny WHCTUTYTY 3a reonornjy u reod@usnky y lMekuHry. YnaH
je ypehunBaukor 04bopa y HEKOMVKO BaXKHWUX MeRyHapooHWX
Hay4YHMX 4Yaconuca y 06/1acTu reoHayka. HajnpoayKTuBHMK je
NCTPaXKMBaY y Hay4Hoj 06nacTu reorpaduja y Cponjn 1 pernony,
Kako no 6pojy pagoBa 06jaB/beHMX Yy Yaconucmma ca ISI nucte,
Tako 1 no umtMpaHocTu. MpemMa umtaTHoj 6a3n Google Scholar,
TPEHYTHO je HajUUTUPAaHUK UCTPaXKMBaY YHUBep3uTeTa y HoBOM
Camy. Y 2021. rogmMHM HaLWa0 Ce Ha CNUCKY Haj00rbMX CBETCKMX
Hay4HMKa Koju 06jaBrbyje rpyna ncTpaxkmsaya ca YHuBep3uTeTa
CraHdopa. Buo je MeHTOp 3a 14 OKTOPCKMX Te3a.

slobodan.markovic@dgt.uns.ac.rs
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e OANAALCE

Njep OanaHce (1980) KycTOC M UCTPaXkvBay Koju ce 6asw
MONUTUKaMa YMETHUYKMX Mpakcu. ToKoM jefiHe felieHuje 610
je noupektop Waterside Contemporary y JIOHOOHY, ranepuje
KOja je jedHa 04 MpBWX rajuna npuctyne OpYyWTBEHUX MPaKcu
N YMETHUYKOT aKTUBM3Ma Ha TPXKULLTY yMeTHoCTW. [pemaa je
CTekao 06pa3oBakbe M3 06/1aCTK HayKe Mpe Hero WTo je novyeo
[a ce 6aBu ymeTHOWNY, paamo je Ha Pa3Bojy W UMMIeMeHTaL|u
KYNTYpHE pa3MeHe, Kao W CTpaTernja aHrakmaHa y BUCOKOM
06pa3oBatby M XyMaHWTapHOM CeKTOpy, a 3ay3MMao je BuLle
nonoxaje y n3naBadkiM 1 (UHaHCKCKUM yCyrama.

www.petitpoi.net
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EUIAHA MATEIFR

BojaHa Martejuh (1984, beorpaa) yMeTHMUA 1 Teo-
peTuYapka YMeTHOCTW, [OLEeHTKUHA je Ha npeamery
[lnckyp3nBHe npakce yMeTHOCTU 1 Mefnja Ha DakynTeTy
NMKOBHUX yMeTHOCTK y Beorpagy Ha Opceky 3a HoBe
Meduvje 1 Ha npeaMeTy Teopuja yMeTHOCTU Ha WHTep-
ONCUUNANHAPHM CTyAnjaMa, YHUBep3nTeTa yMeTHOCTH
y beorpapy. Hay4Ha je capagHuiua npv MobanHoM LeHTpy
3a HanpegHe cryavje y [abnuny, y Vpckoj. OcHoBHe
M MacTep CTyaumje 3aBpwmna je y 06nactu MKOBHe
yMeTHOCTM 2008. roanHe, Kao 1 Hay4dHe MacTep CcTyauje
M LOKTOPCKY AMCepTauunjy y Hay4Hoj 06nactv Hayke o
YMETHOCTMMa Ha YHVBep3nTeTy yMeTHOCTK Y Bbeorpany
2015. roamHe. TTOCTAOKTOPCKO UCTpaxkmnsarbe y noapydjy
rnobanHe uUCTopuje yMeTHOCTM Ha YHMBEp3uTeTy vy
Najnuwmry y Hemaukoj 06asuna je 2019. rogmHe. 06jasuna
je 6pojHe papose y nybnvkaumjama Palgrave Macmillan,
Routledge, Orion Art uta. PykoBoau npojektom Par-
ticipatory Practices and the Contemporary Art (P14) y
OKBMPY Hay4Hor npojexta EPICA koju nogp»kasa ®oHL .
3a Hayky Penybnunke Cpbuje og 2021. Cepa HeHor
MCTPaXkmMBarba Cy Teopuje emMaHumnauunje y CaBpemMeHoj
YMETHOCTW, 61O~ U HEKPOMONUTUYKE TeOpWje YMETHOCTH
“ Mefuja, KyNTypHe TeXHUKe 1 TpaHCKyNTypHe penayije

y CaBPEMEHO] YMETHOCTY 1 Teopuju Meauja.

bojana.matejic@outlook.com
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AAFPRO BYRHR

[Napko Bykuh (1992, LipHeBo) BM3yenHM YMETHUK, UCTpa-
>KMBaY w1 aytop. AnnnoMmpao je CMKapcTBo M TpaHcMenuvje Ha
MakynTeTy NUKOBHWX yMeTHOCTW y bBeorpagy, 2016. roaunHe.
AHTaXK0BaH je y OKBMPY YMETHUYKNX MHULMaTVBa W NpojekaTa -
Pa3NUUTUX NNATOPMI KPO3 U3N0KOE UANCKYP3VBHE MPporpame,
MCTOBPEMEHO BNMCKO capafyjyhn y MHCTUTYLIMOHANHUM, Kao Uy
BAHWHCTUTYLIMOHANIHAM WU HE3aBUCHUM KOHTEKCTUMA Y 3eMJbi
M WHOCTpaHCTBY. Paf deduHMlWwe ka0 je3nyku crneunduyaH
norahaj v cuTyaumjy Koja ce y TOM npouecy 4eCTo npetBapa
y eHTponujy. Ypehyje, passuja u Kyctocvpa ,[1pocTeTuykm
naBW/bOH' ,Svvarm® - nnatopMy OCMULWIbeHY Kao plug-in
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" padHy CTaHMLY 3a eKCnepyMeHTanHo npeeofjerse 1 Haconuc Tag
33 pa3Boj 1 ocnobafarbe TeKCTyanHMx NPakcK - ca LubeM aa ce
PEBMAMPAJY 3HaYeHa U KPUTUYKL YBUAM Y aKTyeHe TeopwjcKo-
apTV3aHCKe anckypce.
www.vukicd.info
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TanHe) npojexTe, KoHdepeHunje U u3NOKGe Y XMBPUOHOM
NoApYyYjy YMeTHOCTU + Hayke + TexHonorvje. Takofe Kypupa u'y
MeTaBep3yMy (MeTa + cBemMup). buna je KycTockurba Mediterranea
18. Young Artists Biennale y TupaHu (2017), 1 KycTOCKMHba (2007)
v Komecapka (2013) Cpnckor naBu/boHa Ha bujeHany y Bereunju.
[lokTopvpana Teopujy yMmjeTHOCTM (Te3a: ,MHCTUTYyUMOHANHa
KPUTMKa M KyCcTOCKe Mpakce’) Ha YHWBep3WTeTy YMeTHOCTU
y beorpagy. tbeHn aHraxmaHw, nopep octanmx, ouam cy vy
MAC VAL (2017), Centre Pompidou (2018) n HaumoHanHoM
My3ejy caBpemMeHe ymeTHoCTM (MNAC) BykypewT (2018), AICA
Cp6uja koHMepeHumja (2021), Zlin Digital Exhibition Design
KoHdepeHuuja (2021), Interact Conference on Human Computer
Interaction (2021) w IKT Conference (2021). TekcToBe je 06jaBwina
y Haconuecuma Flash Art, OBIEG, Artforum, ARTMargins Online,
Arts of the Working Class, springerin, Parole Compendiums, Third
Text vt Mogpydyje HeHe yxke CTPYYHOCTU je KyCTOCKa mpakca

Ckonsbe. McTparkyje yMETHUYKO CTaK0 W caBeTHMUA je 3a ,Digital
Glass Serbia’, NpojeKT 4nju je UMb eBanyaumnja Hacneha MHAycC-
Tpujcke npowssBofdme CTakna. JobutHuua je Harpage ,Jlasap
TpucbyHoBuh® (2008), Artslink Independent Projects Award
(2008), ISCP Curators Award (2011), Curatorial Resarch Award,
Dedalus Foundation and ICI (2013), Curatorial Research Award,
Visual Artists Ireland (2019).

www.majaciric.com

— —— — — ’ — ——
Maja Tupuh (1977, Beorpadl) He3aBMCHA KyCTOCKWFba W Kao npakca MHCTUTYLMOHaNHe KpuTuke. Y cageTy je Telos Soci-
YMeTHMYKa KpuTnyapka. HakoH aurutanHor 3aokpeta y 2020. ety, oncepsaTopuja 3a UCTPaXkKMBarbe YMETHOCTU U KyNType Yy
FOAVHW, BWlle Ce yKkibyuuna y ,burntan’ (busnuke + auru- ATWHM 1 ypeaHuykor ogbopa ,The Large Glass® y nsparsy MoCa,

LAHLOA RAMNEEHR

CaHpa Kane6uh (1992, Beorpan) aunnoMupana je uctopujy
yMeTHOCTM Ha  ®unosodckoM  akynTeTy YHuBepsuTeTa Yy
Beorpapy 2015. roanHe. [lobutHuua je Harpane ,CnomeH-36upke
MaBna berbaHckor” 3a Hajb0/bM AMMNOMCKM pPaf U3 HauMOoHanHe
ncropuje ymeTHoctw, 2016. roamHe. Tokom cTyamja 6una je
capafHuua Ha m3nokbama y Mysejy adpuuke yMETHOCTU ©
BOMOHTMPana je Ha 6pojHWM apyrum npojektuma. Op 2015.
pagau y YMeTHu4KoM npoctopy Y10, a og 2017. rogmnHe YnaHnua
je YMeTHuuKor konektrea Y10 koju je nocseheH adupmaumjm
caBpeMeHe yMeTHoOCTV Mnahux ayTopa. Y oksupy paga y Y10
y4ecTBOBana je y OopraHvsaumjn 1 Kyctocmparby npexko CTo
N3N0KOW, Kao M BPOjHUX Opyrvx Aorahaja, 3aTM y nucakby
1N peanu3aumjyu npojekaTa, ypehuBarby KaTtanora, >Kupuparby
M cenekumju nporpama wtd. Capafusana je Ca 4aconucoM 3a
CaBpeMeHy YMeTHOCT Supervizuelna, a TPEHYTHO je aHraXKoBaHa
Kao CTpy4Ha capafgHuua daconuca City magazin. PenosHo
capahyje ca ymeTHMUMMa Mnafje reHepaumje 1 06jaBsbyje
TEKCTOBE 0 YMETHOCTU 1 3a U3N0XK6e.

sanda.kalebic@gmail.com
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Jasna Atanasijevi¢

Jasna Atanasijevi¢ (1979, Belgrade, Serbia) is associate
professor at the Department for Mathematics and Informatics at
the Faculty for Natural Sciences atthe University of Novi Sad where
she gives lectures in several classes in the field of economics. She
received a PhD in economics at the University of Paris Sorbonne.
She works on applied economic research that concerns the
policies of economic development as well as big data research
that relates to issues relevant to the implementation of various
economic policies. She devised a public sector planning reform
and implemented it as the director of the Republic Secretariat
for Public Policies from 2014 to 2018. It represented an effort to
implement public policies based on research and data analysis as
well as to ensure that they are coordinated and transparent. The
reform was the basis for the Planning System Law of the Republic
of Serbia adopted in 2018. She has introduced life-long learning
programs in the field of public policies analysis, and has worked
as a consultant on several international development projects.

jasna.atanasijevic@dmi.uns.ac.rs

Slobodan B. Markovi¢

Slobodan B. Markovi¢ (*1970, Zrenjanin, Serbia) is a full
professor at the Department for Geography, Tourism and Hotel
Management at the Faculty of Natural Sciences at the University
of Novi Sad and a correspondent member of the Serbian Academy
of Arts and Sciences. He was a guest professor at the University
of Wroclaw as well as the president or a member of several
international associations for loess study and the Quaternary. He
participated in organizing and realizing 39 international scientific
expeditions. On several occasions he was a guest professor at the
Department for Geomorphology at the University of Bayreuth,
Germany and the Institute for Geology and Geophysics in Beijing.
He is a member of the editorial board of several scientific journals
from the field of geo-sciences. He is one of the most productive
researchers in the field of geography in Serbia and the region
in terms of the number of his published scientific articles in ISI
list Journals as well as the number of quotes from his articles.
According to Google Scholar, he is currently the most cited
researcher of the University of Novi Sad. He was included in the
list of the best world scientists for 2021 published by the group
of researchers from the University of Stanford. He has mentored
14 PhD theses.

slobodan.markovic@dgt.uns.ac.rs
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Pierre d’Alancaisez

Pierre d'Alancaisez (*1980) is a curator and researcher
working with the politics of art practices. For a decade, he was
the director of Waterside Contemporary in London, a gallery that
pioneered social practice and art activism approaches in the art
market. Having trained in the sciences before coming to art, he
has also worked on the development and implementation of
cultural exchange and engagement strategies in higher education
and the charity sector and has held senior positions in publishing
and financial services.

www.petitpoi.net
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Bojana Matejic

Bojana Mateji¢ (*1984, Belgrade, Serbia) is an artist and
theorist. She is an assistant professor of Discursive Practices in
Art and Media at the Faculty of Fine Arts in Belgrade, New Media
Department and of Theory of Art in Interdisciplinary Studies, at
the University of Arts in Belgrade. She is a senior research fellow
at the Global Center for Advanced Study in Dublin, Ireland. She
holds B.A. & MA.in Fine Arts, as well as M.A & Ph.D. in Theory of
Art & Media from the University of Arts in Belgrade. In 2019, she
conducted her postdoctoral research in the field Global Art History
at the University of Leipzig in Germany. Mateji¢ has published a
number of articles in international scientific publications such as
Palgrave Macmillan, Routledge, Orion Art, etc. She is the leader of
the Participatory Practices and Contemporary Art (Pl4) project,
part of the EPICA scientific project supported by the Science Fund
of the Republic of Serbia since 2021. The foci of her research are
thearies of emancipation in contemporary art and aesthetics, bio-
and necropolitical theories of art and media, cultural techniques
and transcultural relations in contemporary art and theory media.

bojana.matejic@outlook.com
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Darko Vuki¢

DarkoVuki¢(*1992, Crnjevo, Serbia)isavisual artist, researcher
and writer. He received his MFA in painting and transmedia at the
Faculty of Fine Arts in Belgrade in 2016. He engages in artistic
initiatives and projects via various platforms through exhibitions
and discursive programs while also closely collaborating within
institutional as well as alternative and independent contexts
locally and abroad. He defines his work as a language-specific
event or situation that often turns into entropy in the process. He
edits, develops and curates: Prosthetic pavilion, Svvarm - a work
station platform for plug-in and translation experiments, and
Tag_terror - a magazine for development of textual practice on
art, a forum for revision of meaning and critical insights in current
theoretical-artistry discourses.

www.vukicd.info

Maja Ciri¢

Maja Ciri¢ (1977, Belgrade, Serbia) is an independent curator
and art critic. After the digital turn in 2020, she became more
involved in phygital (physical + digital) projects, conferences and
exhibitionsinthe hybridfield ofart+science +tech. Shealso curates
in the metaverse. Historically speaking, Maja was the curator of
the Mediterranea 18 Young Artists Biennale, in Tirana (2017), and
has been both the curator (2007) and the commissioner (2013) of
the Serbian Pavilion at the Venice Biennale. Maja holds a PhD in
Art Theory (Thesis: “Institutional Critique and Curating”) from the
University of Arts in Belgrade. Her speaking engagements, among
others, were/are at MAC VAL (2017), Centre Pompidou (2018),
and MNAC Bucharest (2018), AICA Serbia Conference (2021), Zlin
Digital Exhibition Design Conference (2021), Interact Conference
on Human-Computer Interaction (2021) and IKT Conference
(2021). She has contributed to Flash Art, Obieg, Artforum,
Artmargins Online, Arts of the Working Class, springerin, Third
Text. Her areas of expertise span from the geopolitical through
the curatorial to curating as a practice of institutional critique.
She sits on the Board of Advisors to The Telos Society, Arts &
Culture Research Lab Observatorium in Athens and the Editorial
Board of The Large Glass published by MoCA, Skopje. She is the
art glass researcher and advisor for Digital Glass Serbia, a project
whose goal is to evaluate the legacy of industrial glass production.
She has received the Lazar Trifunovi¢ Award (2008), the Artslink
Independent Projects Award (2008), the ISCP Curators Award
(20M), the Curatorial Resarch Award, Dedalus Foundation and ICl
(2013), and the Curatorial Research Award, Visual Artists Ireland
(2019).

www.majaciric.com
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Sanda Kalebi¢

Sanda Kalebi¢ (*1992, Belgrade, Serbia) graduated in art
history at the Faculty of Philosophy, University of Belgrade,
in 2015. In 2016, she received the Pavle Beljanski Memorial
Collection Award for the best graduation paper submitted in
art history. During her studies, she was an exhibition assistant
at exhibitions at the Museum of African Art, and volunteered on
numerous other projects. Since 2015, she has been working at
the U10 Art Space, and since 2017 she has been a member of
the U10 Art Collective, which is dedicated to the affirmation of
contemporary art by younger authors. As part of her work at U10,
she has participated in the organization and curation of over a
hundred exhibitions as well as numerous other events, as well as
inwriting and implementing projects, editing catalogues, selecting
annual programs, etc. She was an associate of the magazine for
contemporary art Supervizuelna, and is currently engaged as an
expert associate to City Magazine. She regularly collaborates with
artists of the younger generation and publishes texts on art and
for exhibitions.

sanda.kalebic@gmail.com
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*Carba AHfenkosuh, ,3Byk ymupyhe nyene’, CGl suaeo, ~ 10, 2022.
*Sanja Andelkovic¢, "The Sound of a Dying Bee’, CGl video, ~ 10', 2022

ot

LAFA AHRE TROBHA

arba AHRfenkosuh (1991, Hoew Cap) ayavo-Bu3yenHa

M TeKCTyanHa UCTpaxkuBadmLa-ymeTHuua. lNocseheHa

je  obnactv  [OKyMeHTapHe/urpaHe/cnekynaTusHe
npakce, roe Npencnutyje COMnCTBEHW MOMOXaj YHyTap cncrema
POAHMX, OPYLUTBEHO-MOMUTUYKMX Yyiora W/Wau TpayMaTcKux
MOMeHarta finuHe brorpaduje/nctopuje 1 UCNUTYje Kako ce naeja
'IOM3’ Mekba Y MCTOPUW)CKOM, reorpathCckoMm, ApYLWTBEHOM, anu 1
eKOJIOLLKOM KOHTEKCTY. Y OKBUPY YMeTHMYKe pe3ngeHunje ,BIOS |
ATOLYE" kojy je opraHu3osao British Council 2019. roamHe, uMana
je npunuky fa ce 6aBW eKoNorujoM KaHuepa. HeHu HajHoBUjU
(yHakpcHw/TemaTckm) CGl dmnmoBn (jenaH passwjeH 2020, Apyru
2021) TUUy Ce TeXHOKPaTHje, SKMBUX 1 HEXXMBUX BPCTa. [1Ba pana
(,Anatomy of a Fatberg" n ,Woodiana.today") npeacrasmeHa cy
joj 2021. roaunHe Ha cectmsany Ars Elektronica (JiuHu, Ayctpwija)
y npoaykuuju LleHTpa 3a npomounjy Hayke y Cpbuju. TpeHyTHO
pa3BWja HeKoWKO padoBa 3a npojekat Fabulation for Future”
npu ®unmckoM yHmBep3nTeTy babensbepr Konpan Bond vy
lMoTcoamy, Hemayka.

www.sanjandjelkovic.com

ik

1

NeKynaTuBHY paf je jefHa noeTcka TeXHOMOruja, 0CMU-

LW/beHa [la ONCTpywLLe Pa3nnke 13mel)y TeMnopanHocTu

M UCKyCTBa fator cy6jexta. [oBopu 0 BpeMeHy Koje ce
Beh foroaunno, anu je npojekToBaHo y byayhHocT. Kao fa rosopu
13 CTOMaKa 3emJsbe, MaBHa NPOTAarOHNCTKUHA LWasbe NMcMa CBOM
HepoheHoM geTeTy Herfe y 6yayhHOCT, cMewwTery y 2038. roamHy,
Kaja he ce ogpxatv cneflehw UMKIYC NepyvoamMyHe UMKage.
MpuKasyje jeAHO je4MHO NMUCMO Y 0BINKY KPaTKOI BUAEO-CHIUMKS,
M3BYYEHO M3 KOHTEKCTa MHOTMX. [TMCMO CTOjM CaMOCTanHo Kao
NCTaKHYTW TeKCT.
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SAHIA AHBPELROVIC

anja Andelkovic¢ (*1991, Novi Sad, Serbia) is an audio-vi-
sual and textual researcher-artist from Novi Sad, Ser-

bia. Her research is focused on the field of documenta-
ry / fiction / speculative practice, where she examines its position
within the system of gender, socio-political roles and / or trau-
matic moments of personal biography / history and examines
how the idea of 'home' changes in historical, geographical, social,
but also the environmental context. In 2019, at the Artist Residen-
cy ‘BIOS and ATOLIE" organized by the British Council, she had the
opportunity to deal with the ecology of cancer. Her latest (cross
/ thematic) CGI films (one developed in 2020 and one in 2021)
deal with the themes of technocracy, and animate and inanimate
species. Two of her works ("Anatomy of a Fatberg”, “Woodiana.to-
day”) were presented in 2021 at Ars Electronica (Linz, Austria) and
produced by the Centre for the Promotion of Science in Serbia.
She is currently working on several projects for the Fabulation for
Future of the Babelsberg Film University Konrad Wolf in Potsdam,
Germany.

www.sanjandjelkovic.com

ar

*Carba AHhenkosuh, ,3Byk ymupyhe nyene’, CGl suaeo, ~ 10, 2022.
*Sanja Andelkovic¢, "The Sound of a Dying Bee’, CGl video, ~ 10', 2022

his speculative work is one poetic technology, designed
to obstruct differences between temporality and expe-
rience of the subject given. It speaks about a time that
already happened but projected into the future. Like speaking
from the belly of the Earth, the main protagonist sends letters
to her unborn child sometime in the future, set for the year of
2038, when the next cycle of the periodic Cicada is to take place.
It shows one single letter in a form of short video, taken out of
context from many. The letter stands alone as an apostrophe text.
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uT Bopac (1982, Manpwa, LLinaHuja) Bu3yenHu yme-

THUK KOjW >XMBW W padu Ha penaumju Maopua-

BepnvH. Mma 6oraty ™mefyyHapomHy kapujepy, vy
Hemaukoj ra npeactassea ranepuja Exgirlfriend’ a y Wnanuju
,House of Chappaz" Tllpemaje y HekonMko MeRyHapooHWX
MHCTUTYLUM]a CaBpeMeHe YMEeTHOCTM K OMO je NPOoAYKUW|CKM
OMpeKTop ecTnBana AurntanHe yMeTHoCcTu. Hocunal je 6pojHmx
npojekaTa Kao He3aBWCHWM KycToc, koawpektop Funf Galerie y
BepnuHy y nepmony 2010-2014, Kao 1 KOOPAMHATOP Npojekata
13 obnactu kyntype y VHctuTyTy CepBaHTtec y bepnnHy Tokom
2014. roguHe. TpeHYTHO je CTanHu Npodecop BUAEO-YMETHOCTU
M HOBMX METOAA Y CaBPEMEHO] YMETHOCTU W1 KOMYHUKaUMju y
Circulo de Bellas Artes y Maapuay, 4naH HEMAuKOr YMeTHUYKOr
Konektnea Frontviews wu LleHTpa 3a caBpemeHy YyMeTHOCT
Haunt y bepnvHy. bopac je Marmuctpupao fiene yMeTHOCTU Ha
Universidad Complutense de Madrid, cneuvjanu3npao yMeTHOCT
Menuja Ha YHuBep3uTeTy TeeHTe y EHcxeney, XonaHavja (2006) n
MeHalMEHT y YMeTHOCTV U KynTypu y Bepnuny (2013).

www.mitborras.com

+ -

Ontap

otem nocseheH [urutanHoj [Mpupoan. CuHTETM4YKA

LIYHIMa ¥ MPOCTOP KOjU Hyfe LepeMoHujy npoyniuhersa

YHyTap jeAHe WHCTanaumnje cneunduyHe 3a onpefeHo
MecTo. OnTap 3a AOXKMB/BA] MeauTauvje Koju Chaja v 6yan
ocehaj TpaHcopMucarwa y Mulenvjym. [Oueba 1 xunep-
nosesaHa npupoda. CBe TO je MeamwjaTM30BaHO HampabaMa
BMCOKOTEXHOMOLKOr npoueca. To je LOXKMBS/ba) jore 3a onwTe
3apassbe Koje oMoryhaea da ce byae Aeo npoueca y buochepu
Kao >KMBOTHOT UWKNYyCa [/bMBA, PeULIM W MauTake [IbKBa,
MeAWjaTU30BaHMX TEXHOMOLWKMM HampaBaMa. BeuHu XuMBOT U
CaH O TpPaHCMOPMaLMjW Y TPAHCXYMaHO 6uhe Kpo3 AuruTanHy
cTMMynaumjy npeactasmba dunosodujy OnTapa, OHy 34PaBOr U
MCNYHEHOT XKMBOTa 3aCHOBAHOT Ha NOCTOjaHOM BanaHcy n3mely
Tenau ayxa. Onrap je nocseheH rU3NYKoj 1 eMOTUBHO] 40OPOBUTH
MHCMMPUCAHO] TPAANUMOHAIHUM TPAHCLEHAEHTAIHUM Liepemo-
HVjaMa y kabuHama 3a 3Hojerbe Koje Cy Yy 0BMKy MoAepHMX
nehvHa MCNyHEHWUX CUHTETUYKOM M3MarnmuoM 1 AMCP (auton-
omous sensory meridian response) 3syuuMa LTo omoryhasa
ajantuparbe M 3amulbarbe  ByayhHoctv.  Ontap  Hyou
LOXVB/baje NMyTeM CTUMYMauUnje 4Yyna Koju Tako CaumrbeHn aa
npy>kajy AOXK1BIbaj anconyTHe nepuenuuje.
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it Borras (1982, Madrid, Spain) is a Madrid and Ber-

lin based visual artist with an extensive international

career and is represented in Germany by the Exgir-
Ifriend gallery and in Spain by the gallery House of Chappaz. He
gives lectures for international contemporary art institutions, has
directed the production of digital art festivals, carried out numero-
us projects as an independent curator, co-directed Funf Galerie in
Berlin (2010-14) and worked as coordinator of cultural projects at
the Instituto Cervantes in Berlin (2014). Currently Mit Borras is per- N
manent professor of Video Art and New Methods of Contemporary
Art and Communication in the Master of the Circulo de Bellas Artes
at Madrid, member of the German art collective Frontviews and the
Haunt contemporary creation center in Berlin. Borras has an BFA
at UCM, specialized in media art at Twente University in Enschede,
Holland (2006) and in Kunst- und Kulturmanagement in Berlin, Ger-
many (2013).
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Altar

totem devoted to a Digital Nature. A synthetic jungle and
a space offering a purification ceremony in a site-speci-
fic installation, an altar for a meditation experience to
connect and feel you become mycelium, a savage and hyperconne-
cted nature, all intermediated by high technological progress de-
vices. It is a wellness yoga experience to be part of the process of
the biosphere as the cycle of life of the mushroom, a reish and a
maitake, intermediated by technological devices.
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*Mur bopac, ,OnTap’, ayano-su3yenHa nHctanaumja, 30, 2022.
*Mit Borras, "Altar’, audio viusal installation, 30', 2022

Eternal life and the dream of transformation into a transhumanist
being through digital stimulation, is the philosophy of Altar, a he-
althy and fulfilled life based on a solid balance between body and
mind. Altar is dedicated to physical and emotional well-being, inspi-
red by traditional transcendental Sweat Lodges ceremonies combi-
ned in the shape of a modern cave, filled with a synthetic fog and
ASMR therapy sounds to connect with adaptation and the fiction of
future. Altar offers experiences through sensorial stimulation desi-
gned to experience absolute perception.
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AHa Byjosuh, ,Meta-Kanon*, 120 x 70 uM, kombrHoBaHa TexHuKa, 2021. ®oto: Moxamen MHacpuja
Ana Vujovi¢, "Meta-Canon’, 120 x 70 cm, mixed media, 2021 Photo: Mohamed M'nasria

ot

AHRA BYIOBHR

Ha Byjouh (1979, Beorpap) BW3yenHa yMeTHMUA
Koja CBOjy Mpakcy peanusyje kpo3 dopmy o0bjexara,
CKYNNType, MHCTanauuje, uptexka 1 cnke. Ynotpebom

KOMBWHaUWje MyNTUMeAujanHor u  OWUTUTANHOL, — UCTpaxKyje
MOCTaHaNOMHO UCKYCTBO — MHTEPaKLW]y APYLUTBA Ca ANIUTANHIUM
CBETOM U HberoB 0fHOC Ca KOPeHMMa TpaavLMOHanHor Hacneha.
Cryamje cnvkapctBa 3aspwwuna je Ha Dakyntety JIMKOBHUX
yMeTHOCTM y beorpady. AKTMBHO M3Nnaxe Ha rpynHuM K
CaMOCTaHMM M3n10KbaMa y 3eMsby U MHOCTpaHCTBY of 2002.
roavHe. bopasnna je Ha YMeTHWYKMM pe3ngeHuunjama y [pukoj,
Hemaykoj, tanwju, Benrujmu 1 Xpeatckoj. [JobnTHMUE je Harpase
Yopy>kerba IMKOBHUX  yMeTHOCTM  Cpbuje ,Bajapw/Bajapke
Cpbuje” 33 2020. roamHy.

www.anavujovic.net

ik

1

.Meta-Kanon" je ™Metamemopuja. Otucak npcra. JIndHm
HEKaHOHW30BaHW HapaTue. BuayenHa v Metadopuydka LennHa
Koja HOCM WMOEHTWUTETCKY Hapauunjy CeMUOTUYKOr MoTeHLunjana.
MOTVB OpHaMeHTHKe, KOju Ce CcMaTpa HaLMOHANHOM KyTypPHOM
BaWTMHOM OfpefjeHor 3Haverba WM KaHOHCKe QyHKUMje, ae-
(hOpMULIEM WM OCBEXKABaM KPO3 OAHOC [Ba Pa3nyu1Ta
BM3yeNHa je3nka CTaB/bajyhn y (QOKyC nuTarba MaHwnynauuje
n neopMauvje OPYLWTBEHUX U coumjanHux Tema. Kpos mMoTvB
0edopMMCaHOr  OpHaMeHTa [ajeM  BU3yenHW KOMEeHTap Ha
MCKPUB/bEH CWUCTEM BPeOHOCTM WU CypoBOCT TpubanvM3osaHor
LpyLTBa y KOM XMBMUMO. Y pagosmMa ,Meta-Kanon” nctpaxyjem
OAHOC Tpaauumje v CaBPeMeHOor >KMBOTA, LUTO YK/bydyje KOM-
NAEeKCHO NpencnnTMBame YCTAHOB/bEHWX KaHOHa W cncTeMa
BPEOHOCTK, Kao 1 yBp3aHUX NPOMEHAa KOjUMa CMO Kao ApYLUTBO
n3noxeHn. OHW roBOpe O JIOKA/IHWM KOHTEKCTUMa ann cy
MCTOBPEMEHO pecbnekcuja rmobanHnx Aelasarba 1 TeHAeHum)a
Ka TPaAMUMOHANHUM JeCHUM NOITIKAaMa Koje 0CBajajy Npesnact
UCTULAHEM BEIVYMHE HAUMOHANHOT MAeHTWTeTa. [peLuky Kojy
npaBv MalUWHa, Tj. MOAepHa AWTUTanHa TexHonorvja, MeHoMeH
No3HaT Nofd Ha3mBoM rnd (glitch), cuMynupam y TpaamuyoHaHOM
aHanorHom Meaujy. ictopujcko Hacnefe je KOMMIeKCHa v LLIMPOKa
TeMa Kojoj MpMUCTYNaM €a pasnnynTmX acnekara, na je PoKyc 0BmUx
pafoBa Ha NIOM/berby yTeMerbeHUX KpeTaka 1 J06po Mo3HaTux
Tpaca no yHanpen aedrH1caHoM obpaclly.
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na Vujovi¢ ("1979, Belgrade, Serbia) is a visual artist

whose practice involves objects, sculpture, installa-

tion, interventions, drawing and painting. Employ-
ing a mix of multimedia and digital, Vujovi¢'s work explores the
post-analogue experience - society’s interactions with the digital
world and its relationship to roots of traditional heritage. Vujovi¢
scrutinizes and examines marginalized parts of society through
the combination of multidisciplinary sound and light installations,
and in her most recent works through multimedia objects, how
we encounter and understand the hypocrisy of society and de-
formed values that, contrary to the advancement of technology,
are taking civilization a step back. She graduated painting from
the Faculty of Fine Arts in Belgrade and has participated in art-
ist-in-residence programmes in Croatia, Greece, Germany, Italy
and Belgium. Ana has exhibited internationally since 2003, and
her artwork is found in international and regional private and
public collections.

www.anavujovic.net
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Ana Vujovi¢, Meta-Kanon, 60 x 40 x 20 cm, mixmedia, 2021.
Autor fotografije: Mohamed M'nasria

Ana Vujovi¢, "Meta-Canon’, 60 = 40 = 20 cm, mixed media, 2021
Photo: Mohamed M'nasria

"Meta-Canon” is a meta-memory. Itis a fingerprint, a person-
al un-canonized narrative, a visual and metaphoric whole that
supports the identitary narration of semiotic potential. | am de-
forming or refreshing the ornamental motif that is considered to
be a part of the national heritage possessing certain meaning and
canonic function through the relationship between two diverse
visual languages, by bringing into focus questions of manipulation
and deformation of various social issues. | give a visual commen-
tary, through the motif of deformed ornament, on the distorted
value system and the cruelty of the tribalized society in which we
are living. In the series of artworks entitled “Meta-Canon” | ex-
plore the relationship between tradition and contemporary life. It
includes a complex re-examination of the embedded canons and
value systems as well as the fast changes that we as a society are
exposed to. They speak about the local contexts, but, at the same
time, they represent a reflection of global events and tendencies
toward traditional right-wing politics that are beginning to domi-
nate by emphasizing the greatness of national identity. | simulate
the error, which is known as the glitch, caused by the machine,
i.e. contemporary digital technology, within the framework of the
traditional analogue medium. Historical legacy is a complex and
broad topic that | am trying to approach from various aspects,
and thus the focus of my artworks is on breaking up the usual
motions and well-known routes according to a previously defined
pattern.
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vkona [amjaHoB (1983, Beorpaa) AMNNOMMPao je

2013. roguMHe [OM3ajH WHTEPaKTUBHWX Meduja Ha

YHuBep3utety MetpononutaH, a nocnefrunx 10 ro-
OMHa BONa je KpeaTMBHOI TWUMa 3a WCTPaXKMBakbe W PasBoj Y
KoMnaHuju Hopaeyc. [o cafa je n3narao Ha npeko 10 rpynHux
1 CaMOCTASTHMUX U3M10XKOM, KaK0o Y 3eMJbi Tako 1y MHOCTPAHCTBY,
anu CBoje Hamope YrnaBHOM yfaxke Kao pefoBHW npeaasay Ha
eMUHEHTHUM CBETCKMM KOH(epeHumnjamMa y JOMeHy AUruTanHe
ymeTHocTn. O 2020. roanHe ynaH je MefyHapooHor onbopa
CaBeTHMKa 3a KOHMepeHuujy View" koja ce ogp>kasa y Mtanujn.
3HaTUKe ba OBOI YMETHMKA YBeEK je 611a OKpeHyTa Ka NpUMeHM
caBpeMeHe TexHonoruje y cny>kbun ecretuke. Crtora cy werosa
TpeHyTHa BW3yenHa WCTpaXknBarba Y Cepu reHepatmeHe U
npoLuenypanHe YMeTHOCTH, peann3oBaHe KOMBUHOBAHUM TeXHU-
Kama, U AUTUTANHUM 1 TPaANLUMOHANHUM.

www.nikoladamjanov.artstation.com

,Protist Florist AO1" npeacTaB/ba reHepaTMBHU ekCnepuMeHT
MHCNYPKCaH eCTeTMKOM Mukpodocuna v pagvonapuja. M3no-
YKeHV paf NpefcTaB/ba jeAHy reHepauumjy of 6eckpajHo Moryhux,
13abpaHy Ha OCHOBY CBOje KOMMIEKCHE CKIAAHOCTY 1 BECHUYKE
ecTeTvke. AyTop pafa je BMAM Kao AMruMTanHor aBatapa Galan-
thus Nivalis (Bcr6aba) Koju M3HOBa pacTe W3 CBOje reHepaTuBHe
NyKoBMLEe, npeHocehn wHpopMaumvje w3Mely CBeToBa Kao
BECHUK-KYypMp.

- ;E'

B

Hvkona [lamjaHos, ,Protist Florist AO1", auruTanHu reHepatuBHU ModenuHr, 3] wramna, wramna, 2021.

Nikola Damjanov, "Protist Florist AO1", digital generative modeling, 3D printing, print, 2021
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HROLA DAMIARDVY
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ikola Damjanov (*1983, Belgrade, Serbia) graduated in

Interactive Media Design from Metropolitan University

in 2013, and for the last 10 years he has been the leader
of the creative research and development team at Nordeus. So
far, he has exhibited in over 10 group and solo exhibitions, both in
this country and abroad, but he more often invests his efforts as a
regular lecturer ateminent world conferences in the field of digital
art. Since 2020, he has been a member of the International Board
of Advisors for the Italian View Conference. Nikola's curiosity has
always been focused on the application of modern technology in
the service of aesthetics. Thus, his current visual research is in
the field of generative and procedural art, realized by combined
techniques, both digital and traditional.

www.nikoladamjanov.artstation.com

-
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“Protist Florist AO1" is a generative experiment inspired by
the aesthetics of micro fossils and radiolaria. The exhibited work
represents one generation of the infinitely possible, chosen for
its complex harmony and heral aesthetics. The author sees it as
a digital avatar of Galanthus Nivalis (common snowdrop) which is
ever-growing from its generative bulb, transmitting information
between worlds like a herald-courier.
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Hukona [lamjaHos,

,Protist Florist AO1",

OUTUTANHW reHepaTUBHM MOLESNHT,
3[ wramna, wramna, 2021.

Nikola Damjanov,

"Protist Florist AOT,

digital generative modeling,

3D printing, print, 2021
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boromy6 hokoswuh, ,3783",
nucaha MawWwmnHa Ha NMPUHYaHOM
nanupy, 120 x 280 um, 2022.
Bogoljub Dokovi¢, "3783",
typewriter on rice paper,

i 120 x 280 cm, 2022 i
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orosby6 hokosuh (1995, Topkti MunaHoBaL) AMnIo-

MMPao je Ha MakynTeTy NMKOBHMX yMeTHOCTK 2020.

rofuHe y Kfacu pefoBHOr npodecopa Mwnete
MpopaHosmha. O 2019. roamHe peanv3oBao je ABe CaMoCTalHe
n3noxobe: ,OHo WTo ocTaje’, Tanepwja Mctopujckor apxmea, Yayak
n Mpeobpaxaj je Temerb cBeTa’, HoBa ranepuja BW3yenHUX
yMeTHOCTW, beorpafl. Y4ecTBOBaO je Ha BULLe TPYnHUX 1310XK6u
oa 2015. rogmHe of Kojux ce wm3dBajajy: ,Osten Biennial of
Drawing Skopje 2018°, Ckonsbe, Makenonwuja; ,BUOEOMAPK®,
@ecTvBan caBpeMeHe ymMeTHOCTW, [anepuja PednekTop, Yxuue;
JMHTepAkumja® (2019), Tanepuja [oma omnaawHe beorpana,
,MASTERPIECES I YmMeTHM4kn npoctop Y10, Beorpan; ,Real
Presence’, KyntypHu ueHTap MarauuwH, Beorpan. JobuTHuK je
ctvneravje [ocuteja, ®oHaa 3a Mnage TaneHTe Penybnvike
Cpbuje.

www.instagram.com/bogoljubdjokovic
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-
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SOROBHS

afa nocMaTpamo rnojam BpeMeHa Kpo3 TPaauLMOHANHY

YMETHOCT, BepOBaTHO hemo npe pasMuLLbaTh O naeju

HemnocpenHe BEYHOCTH, a He 0 yrpafnBarsy BpeMeHa y
camo feno. Hate >knBoTe ypefyjeMo Tako WTO BpeMe MeprMo
Yy MWHYTMMa, CaTuMa, AaHuMa W roduHama. Mcnucusarem
6pojeBa Ha nuncahoj MawwuHK, GeneXknm Bpeme MPOBeAeHO Y
LPYroj peanHocTu, rpagehn LpTexke Ymju MOTMBK Bapupajy of
ncedaka npupoLe 40 KOMaXKMPaHMX Mnej3aka, Koju cy npeysetn
13 Bnaeo-urapa. Kpos came uptexe Bnafa ogpeheHn Hecknag,
n3mehy cHare cammx CMka v KpXKocTu nanuvpa. WTo je neno
ApaMaTUYHMje 1 LWITO Ce BULLe LpTex obpafyje, To pad noctaje
KPXKWjY OOK yaapum xabajy nanup. M3Benba paga Koja ce
0aurpasa Kpo3 TpaauLmMOHanHW, aHanorHu Meanj n TeMa y Kojoj
ce MpOXKMMa jefaH Of CaBPEMEHVX HayMHa MpokKpacTUHauwje,
npeacTaB/bajy KOHTPACT KOjW YjedHO 1 NOCTaB/ba NUTarbe 0 CaMoj
(6ec)kopncHOCTM BpemeHa.
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ogoljub Dokovi¢ (*1995, Gornji Milanovac, Serbia) gra-

duated from the Faculty of Fine Arts in 2020 in the class

of professor Mileta Prodanovi¢. From 2019 onwards, he
realized two solo exhibitions: “What Remains’, the gallery of Historic
Archive Cacak, and “Transformation is the Foundation of the World’,
the New Gallery for Visual Arts, Belgrade. He participated in seve-
ral group exhibitions from 2015 onwards, and the most important
are the following: “Osten Biennial of Drawing Skopje 2018", Skopje,
North Macedonia; "VIDEOPARK" the Festival of Contemporary Art,
the Reflektor Gallery, UZice; “Inter-Action” (2019), The Youth cen-
tre gallery, Belgrade; "MASTERPIECES II", U10 Art Space, Belgrade;
“Real Presence’, Magacin cultural centre, Belgrade. He received the
Dositej scholarship of the Young Talents Fund of the Republic of
Serbia.

www.instagram.com/bogoljubdjokovic
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s we observe the notion of time within traditional art,

we will probably think more of the idea ofimmediate

eternity, and less about embedding time into the ar-
twork itself. We organize our lives by measuring time in minutes,
hours, days and years. | keep track of the time spent in a different
reality by typing numbers on a typewriter, and thus | make drawin-
gs with motifs ranging from nature pictures cut-outs to collages of
landscapes taken from video-games. There is a certain disparity wi-
thin those drawings, and it plays out between the power of the very
images and the fragility of paper. The more dramatic the artwork
is and the more | rework the drawing, the more fragile the artwork
becomes as the strokes of the pen wear out the paper. The artwork
realized on a traditional analogue medium and the topic permeated

boromy6 hokosuh, ,2328" nucaha MalwwnHa Ha NMPUHYAHOM Nanupy,
120 x 280 um, 2022.
Bogoljub Dokovi¢, "2328" typewriter on rice paper, 120 x 280 cm, 2022
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by one of the contemporary modes of procrastination represent a
contrasting whole that begs the question about the very (un)use-
fulness of time.
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POPCORN POPCORM

Anpwvja XXynwja, Moctepu 3a punm ,Kokuue®, HD Bugeo y 6oju, 3Byk, 90°, 2012.
Adria Julia, Posters for the movie "Popcorn’, video HD, colour, sound, 90', 2012

POPCORM T

ar

ALFPHAIA A

npvja XXynuja (1974, BapcenoHa, LWnaHwja) 6asu

Ce eKCrnepuMeHTaNHUM pafoBMMa  KOjU  YKIby4yjy

(uIMoBe U BUAEO-MHCTanauuje, nepdopmaHce u
WwramnaHe MaTepujane. MNpu3nBa TeXHONOrWje CTBapakba CaMKa
M Pa30TKpPMBA HMXOBE BpPEOHE Heycrexe M HacunHe mMohu, a
CBe TO AOK Cy Y MPOTOKY M3Mehy npucycTea 1 0ACYCTBa, 13mehy
OHOTa LUTO 1371331 Ha MOBPLLMHY 1 OHOTa LUTO 0CTaje HencKa3aHo.
CamocTanHo je m3narao y Pinacoteca y Cao [llaony, La Virreina
Centre de la Imatge y bapcenoru, ®oHgaunjn Mird y bapcenoHnn,
Tabakaleray Can Cebactujany, My3ejy Tamayo y Makcmko Cutnjy,
Insa Art Space y Ceyny, Orange County Museum of Art y Hbynop
Budy, LAXART y Jloc Anhenecy, Artists Space y Hbyjopky, Room
Gallery y MpBuHy, 18th Street Art Center y CaHTa MoHuku, Pro-
ject Art Centre y [JabnuHy. Ha rpynHum n3nox6ama nsnarao je
y MeTpononuteH my3ejy y bbyjopky, My3ejy kpammue Coduije y
Magpuay, Witte de With y Potepaamy, De Appel y AmcTepaamy,
Mysejy ymeTtHoctn y Ceyny, @oHpaumjm ,Generali”® y bevy,
AKageMuj yMeTHOCTH ¥ BepnnHy. Y4ecTBOBaO je Ha BujeHannmMa
y Jlnony, Cao Maony, Mepkocyny v Llakaptn. bro je ctTuneHancra
oHpaumja American Center u California Community.

www.adriajulia.net

~Kokunue*

an Kokuue" npecTasrba npey3eT GUAMCKM MaTepujan
KOjM je HampaBuIa KOMMaHwuja 3a MPOU3BOAHY Kamepa
Photron 13 CaH [ujera. Caop>kn CHUMKe jefHOr 3pHa
KyKypy3a Koje ekcrnnoampa npetsapajyhn ce y KokuLy Yy Tpajarsy
HeWTO Ay>ke Of ABaHaecT cekyHAW. [1poHaheH MUHU-UM,
CHUM/bEH Yy slow motion-y KamepoM Benuke 6p3unHe Kojy je
Ta KOMMaHWja NpoMOBKCaNa, NMOHOBO je HamnpaB/beH Ca HOBOM

MPONPaTHOM MY3MKOM W PacTerHyT, HAaKOH Yera je nocTao UrpaHm
(bunm Kokuie of, fesefneceT MUHyTa.
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dria Julia's (*1974, Barcelona, Spain) experimental ar-
tworks include film and video installations, performan-
ce, and printed matter. He calls up image-making tech-
nologies and exposes their valuable failures and violent powers; all
- the while in flux between presence and absence, between what co-
mes to the surface and what remains untold. Julia has had solo ex-
hibitions at Pinacoteca, Sao Paulo; La Virreina Centre de la Imatge,
Barcelona; Mir6 Foundation, Barcelona; Tabakalera, San Sebastian;
Museo Tamayo, Mexico City; Insa Art Space, Seoul; the Orange Co-
unty Museum of Art, Newport Beach; LAXART, Los Angeles; Artists

ADORIA LA
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Space, New York; The Room Gallery, Irvine; 18th Street Art Centre,
Santa Monica; Project Art Centre, Dublin. Group shows include The
Metropolitan Museum, New York; Museo Reina Sofia, Madrid; Witte
de With, Rotterdam; De Appel, Amsterdam; Museum of Art, Seoul;
Generali Foundation, Vienna; Akademie der Kinste, Berlin. He has
participated in the Lyon, Sao Paulo, Mercosul, and Jakarta Bienna-
les. Julia has been a grantee of the American Academy in Berlin, Art
Matters, the American Centre Foundation, and the California Com-
munity Foundation.

www.adriajulia.net
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“Popcorn”

"Popcorn” is adapted from footage originally presented by the
San Diego-based camera company Photron of a single kernel of
corn exploding into popcorn over twelve seconds. Shot with a slow
motion high-speed camera that the company sought to promote,
the resultant mini-film was reimagined with a new soundtrack and
stretched into "Popcorn’, a ninety-minute feature film.
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e/bko 3ejak (1980, MocTojHa, CnoBeHwja) 3aBpLvo je

0CHOBHe (2005), 1 MacTep (2008) cTyauje BajapcTea

Ha MakynTeTy NMKOBHWX YyMeTHOCTM Yy Beorpagy, y

. knacv npodecopa Mphaxa Bbajuha. Kao ctuneHancTa gpaHuycke
Bnade, LWkoncke 2008/09. roamHe ©60paBM Kao roctyjyhu

CTYNEHT Ha Bucokoj Wwkonun nenux ymetHoctv (ENSB) y Mapu3y,

B y aTersey npocecopa Puuapaa [ukoa (Richard Deacon). an .There will be blood” HacTao je Ha panuoHMUaMa
ca w3bernum nuuMMa ca baunckor nctoka u Adpuike

Y4ecTBOBAO je Ha pe3naeHUmMjanHnm 6opasumMa y dncennopdy, . _
Mapu3y, HojMuHcTepy (Hemauka) 1 YaHruyHy (KuHa). M3narao TOKOM pesuneHuvjanHor 6opaeka y HojMuHcTepy Ha
ceBepy Hemauke. CacTaBsbeH je 04 ABaHAECT ayTeHTUYHIX O4NN-

je Ha 16 camMOCTanHMX U npeko 50 rpynHux u3noxowm y Cpbuju

N MHOCTPAHCTBY. Y4eCTBOBAO je Ha CajMOBMMA YMETHOCTW Y BaKa pyKy M3Gerux fuua ca bauckor MC_TOKa' v BakapHe HEB“

Crokxonmy, [Mapu3y, JIOHOOHY, a HeroBa [fena Hanase ce y 3a racosof. Pyke v3nase 3 3upga, ykasyjyhu Ha sbyfe Koju ce
Hanase 3apobsbern y 3uay UKW K3a 31Aa, W jeAVHO Y 0TUCLMMA

MY3€jCKMM KOMeKLMjamMa U NpUBaTHKUM 36vpkama. MpeacTaBHuK je ‘ ‘
k. 3 ApYWTBa XnGPWA NPeKo Kora peanusyje ymeTHWYKe, edykatmeHe NPCTU)Y CAAPKE NOAATKE O CBOM MAGHTUTETY. PyKe Cyy ”O”O”(aJ_y
Kao fa More 3a NoMon, a NCTOBPEMEHO HOCe LieB 3a rac Kao fa je

1 COLMjanHO aHra>koBaHe npojekte. Xusn v pagu y beorpagy v
Hyqe. LieB ce ocnarba Ha pyKe, anu Kao Aa nesutrpa y npocropy

JbybrbaHu.
M3HaO HWX, YMMe npy>ka ocehaj HeM3BECHOCTM W CTpentbe jep
“3rnefia Kao Aa CBakor TpeHyTka MoxKe fa nagHe. bopba n3mely
LOMUHAHTHUX CBETCKUX CUMa 1 XKel) 3@ eHepreTckmuM pecypcrima
www.zejak.wordpress.com y3poK je BehuHe caBpeMeHWX paToBa, a MOroTOBO OHWUX Ha
BAnckom MCToKy, Kao 1 TPeHYTHO akTyesiHOM Y YKpPajuHK, a OHK
-l e - __ nokpehy Tanace mn3bernvua Koju ce cimeajy y Espony. Hasus
pana ,There will be blood” npey3et je 13 nctommeHor Guama
YuMja je TeMa npuya o BecnowTeaHoj Bopbu 1 rpamM3MBOCTM 3a
pecypcrma, Koja je opa3 Haller caBpemMeHor TPeHyTKa, 1 yKasyje
KaKo Ha NaTHsy HEBMHMX, TAKO W Ha AEMOHE OCOPHUX M MOXNEMHMX
JbyOM.

| Besbko 3ejak, ,buhe kpsu', TepakoTta, 6akap, 250 x 25 x 10 um, 2016.
! Veljko Zejak, "There Will Be Blood", ceramics, copper, 250 x 25 x 10 cm, 2016
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he artwork "There will be Blood" is the result of workshops trepidation since they give the impression that they will fall at any
: with migrants from the Middle East and Africa during an moment. The clash between the dominant world powers and the
art residency in the town of Neumunster in north Ger- thirst for energy resources are the causes of most contemporary
\_/EI_J Hl | / I_ J[:l H many. It is comprised of copper casts of middle-eastern refugees’ wars, especially those in the Middle East as well as the recent one
hands as well as copper plumbing. The hands are sticking out of the in Ukraine which set in motion waves of refugees that flood Europe.
- - " wall, implying that there are people trapped in the wall or behind =~ The title "There will be Blood" is taken from the eponymous film
it. The only thing that can confirm their identities are their cast fin- which has the topic of ruthless struggle and greed for resources
gerprints. The hands are positioned in a way that suggests begging that reflects our contemporary situation and it highlights the suffe-
for help, while simultaneously holding gas pipelines as if they are ring of the innocent, on the one hand, and the demons of arrogant
offering them. The tubes are placed on the hands, but they seem and greedy people, on the other.

to hover over them, thus producing a feeling of uncertainty and

eljko Zejak (*1980, Postojna, Slovenia) completed his BA
(2005), as well as MA (2008) studies at the sculptural de-
partment at the Faculty of Fine Arts in Belgrade, in the
class of professor Mrdan Baji¢. As a scholar of the French govern-
ment, he spent a 2008/09 school year as a visiting student at the
~  Ecole nationale supérieure des beaux-arts de Paris in the studio of i

professor Richard Deacon. Since 2008, Zejak has participated in [

several art residencies: Dusseldorf, Paris, Neuminster (Germany),

Chungchun (China). He has exhibited at 16 solo and over 50 gro-

up shows internationally. Zejak has participated in international

art fairs in Stockholm, Paris, London, and his works are in private

and public collections of contemporary art. He is representing Art

association Hibrid, where he works on art, educational and socially

781l 30us o "oLaas o= sEHOWAHTIHIZES

B n - ~ engaged projects. He lives and works in Belgrade and Ljubljana. = )
www.zejak.wordpress.com
Besmbko 3ejak, ,buhe kpBu®, TepakoTa, 6akap, 250 x 25 x 10 um, 2016.
: 1 Veljko Zejak, "There Will Be Blood", ceramics, copper, 250 x 25 x 10 cm, 2016
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Anekcanapa JoaHuh, ,Xpomatnac’, reHepaTUBHW, HEMHTEPaKTUBHY paj - JavaScript (p5.js), HTML, Krura, AurutanHa wramna, |
50 x 50 uM, ekpaH, Npojekumnja: NPOMeH/bUBE AUMeH3nje, 2022.
Aleksandra Jovani¢, “Chromatlas’ generative, non-interactive - JavaScript (p5js). HTML, book, digital print: 50 x 50 cm, screen,

projection: dimensions variable, 2022
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nekcaHapa JoeaHwh (1976, Beorpan) AurvtanHa

YMeTHWLa U Nporpamepka, 4oKToprpanaje gurutanHe

YMETHOCTV Ha YHWBEP3UTETY YMETHOCTK Y beorpady v
AMNNOMMPana padvyHapcTBo v MHOPMaTUKY Ha MaTeMaTh4KoM
(hakyntety y beorpagy. Y CBakOAHEBHOM WCTpaXKMBatby M
YMETHWYKO] Mpakcu KomOuHyje pasHe Meauje - npwaajyhu
NocebHy MaXKrby WHTEPaKTUBHO] YMETHOCTW, YMETHUYKUM
1rpaMa v reHepaTvBHOj YMETHOCTW. Y 3Bakby AOLEHTa, TPEHYTHO
npefaje Ha CBa TPV HWBOA CTyAMja, HA OCHOBHUM Ha DakynTety
NMKOBHUX yMeTHOCTM Yy beorpagy, Ha MacTep cTyaujama
®akynTeTa NPUMerbEHNX YMETHOCTY 1 YMETHUYKUM AOKTOPCKAM
CTyAnjamMa YHuBep3uTeTa yMeTHOCTH y Beorpady. AHrakoBaHa je
Ha 3Ha4YajHMM Beb-NpojeKTUMa, Hajyewhe y obnacTy KynType n
ymeTHocTH. [Mopen Be6-Ar3ajHa, 6aBu ce v rpaduHKnM AN3ajHOM,
OM3ajHOM Mnakata 3a QWIMOBE, MNO30pWLLHE NpeacTase W
KOHLIepTe, 1 NMOKPETHOM rpaduKkom 3a uamose. CaMoCTasiHo U1
Ha rpynHUM n3noxxbama mnsnaxe op 2003. roante. [JobutHMua
je Harpade 3a peanusaunjy pafa Ha KOHKypcy EBporcka Mpexka
AuruTanHe yMeTHOCTU 1 Hayke (European Digital Art and Science
Network) y HaumoHanHoj cenekumjn 3a 2015. roamHy.

www.aleksandrajovanic.com

,HeMaukn reonor Abpaxam lotnob BepHep je 1774. roovHe,
Ca WMejoM 3 0M1aKLWa UAEHTUMMKALM]Y M ONUCMBaHE MUHEPana,
OCMWCAINO CUCTEM KNacuUKaLmMje 3aCHOBaH Ha CMOSbHIM Kapa-
KTepucT1Kama MuHepana. bojy je cMaTpao jeHOM Of KIbYYHMX
KapaKTepuCTVKa 3a MOEHTUMDUKALM]Y MUHEpana U 0CMUCINO je
HOMeHKNaTypy oA 54 60je, cacTaBbajyhu 36MpKy MUHEpana Kao
npumep ceake 6oje’

Patrik Baty, Nature's Palette: A Color Reference System
from the Natural World

XpoMaTnac” je NCTpaXkMBarbe ecTeTuke PasnYnTUx yMeT-
HUYKMX W HAYYHWX TPaUKOHa 1 MNYCTPaLIM|a, KapaKTePUCTUYHIX
33 18.119. BeK, M anropuntaMa Koju Cy Hevn3bexkHU y reHepaT1BHO)
YMETHOCTV M KpeaTMBHOM KOAMparby. 3afmeibyjyhe Busyenxe
pedepeHue may on BepHepoBux naneta 60ja, reoMeTpujcKuX
M TPUFOHOMETPW|CKMX BM3yenm3aumja, of rpadukoHa [0
Avjarpama, reorpackmx Mama w Tnoupta. Maxmwus rnepanad
(TpaHMua Xpomatnaca® 3anutahe ce (Moxpga) koju cy
nogaun OBAe BM3yanu30BaHW? [PadUKOHM Cy 33CHOBaHM Ha
BpeaHoCTMMa [[06WjeHNM 13 reHepaTtopa MNceynoHacyMUYHUX
6pojeBa ynoTpeb/beHNM y 0flabpaHnM MateMaTuuknM opmy-
nama. Mako npaBe HacymudHe 6pojeBe MOXeMO [06UTW 13
aHanorHor CBeTa, 0BM MCNPOrpaMmnpany 6pojeBun 3a10BOSbaBajy
Hale notpebe y MMarnHapHuM cumynauunjama. Busyanmsauuje
Xpomatnaca® He npubawkasajy rnefaoly MogaTke  Hekumx
NPVPOAHWX UCTPaXKMBarba, Beh MCnporpamMmpaHe HaCyMUYHOCTU
1 FbeHe BeCKOHaYHOCTW. JTOrMYKO NOBe3MBarbe peasHUX NpoLeca
N TeHepucaHux CvKa K3asmsajy bGnarv ckentvumM3am npema
YCBOJEHWNM KOHLIeNTUMa PeanHoCTh, UCTUHE U 3Hakba.
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leksandra Jovanic¢ (*1976, Belgrade, Serbia) obtained her
PhD in digital art and graduated in programming. She
combines various media in her day-to-day research and
her artistic practice. Interactive art, artistic plays and generative art
are her focus. She currently teaches as a docent, and gives lectures
at all three study levels: basic studies at the Faculty of Fine Arts,
MA studies at the Faculty of Applied Arts and PhD studies in art
at the University of Arts in Belgrade. She works, as a designer and
programmer, on various major web projects mostly in the fields of
culture and art. Alongside being a web designer, she is also working
on graphic design, film, theatre and concert poster design, as well
as animated graphics for films. She has regularly exhibited her ar-
tworks in solo and collective exhibitions since 2003. She received
the prize of the European Digital Art and Science Network in the
national competition in 2015.

ww.aleksandrajovanic.com

ALERSAHORA IOVAHIC

[}

“In1774, in order to help identify and describe minerals, German
geologist Abraham Gottlob Werner devised a classification system
based on the external properties of minerals. He considered colour
to be one of the key characteristics for mineral identification and
devised a nomenclature of 54 colours for that purpose, assembling
a collection of minerals as physical examples of each.” (Patrik Baty,
Nature's Palette: A Color Reference System from the Natural World)

‘Chromoathlas” represents research in the aesthetics of vario-
us artistic and scientific graphs and illustrations characteristic of
the 18th and 19th centuries as well as in algorithms that are inevita-
ble in generative art and the generative writing of codes.

Amazing visual references range from Werner's colour charts,
geometrical and trigonometric visualizations to graphs and dia-
grams, geographical maps and blueprints. An attentive observer
of the pages from “Chromoathlas” might wonder about which data
are visualized here. Although these graphs don't communicate in an
unequivocal way the abstract data of some research assignments,
they are based on programmed randomness (on a series of pseu-
do-random numbers that in a large percentage satisfy our need for
various simulations) and exact mathematic formulas. Logical inter-
linking of real processes and generated images provoke a mild scep-
ticism towards the adopted concepts of reality, truth and meaning.

REFIH!

AnekcaHapa JoaHuh, ,Xpomatnac’, reHepaTuBHMU,
HEeWHTepaKTWBHW pag - JavaScript (p5.js), HTML,
KkoUra, aurutanda wramna, 50 x 50 uM, ekpaH,
npojexkuuja: npoMeHs/bMBe AnMeH3uje, 2022.
Aleksandra Jovani¢, “Chromatlas’, generative,
non-interactive - JavaScript (p5js). HTML, book,
digital print: 50 = 50 cm, screen, projection: dimen-
sions variable, 2022
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Hatawa Kokuh, ,Mopen’, yribeH, onoske y 6oju
1 akBapesn Ha nanupy, 140 x 100 um, 2021.
Natasa Koki¢, “Model’, charcoal, colour pens
and watercolour on paper, 140 = 100 cm, 2021
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atTawa Kokuh (1979, Beorpan) avnnommupana je u

MarmcTpupana Ha ®akynTeTy NUKOBHWMX YMETHOCTM

y Beorpany. Op 2001, rogvHe M3naxe Ha rpynHuM
M CaMOCTaNHUM M3noXbama Yy 3emM/ibM UM MHOCTPaHCTBY. Y
OKBWPY pe3vaeHuMjanHmx nporpaMa bopasuna je Ha Mcnanay,
y XonaHauju, Hopsewwkoj, AMepuun 1 Cpbuju, n fo6UTHULS je
Harpana ,JumuTpuje bawmuesmh MaHrenoc” (2014) n ,Bnaaumup
Benuukouh' 3a uptex (2013). Bullie HeHWX paioBa Hanasm ce
y MPWBATHWUM U jaBHWUM KonekUMjaMa. Pafn Kao acMCTEeHTKMHbA
Ha PakynTeTy NMKOBHUX YMeTHOCTM y beorpaay. O v3noxom
Ce “34Bajajy: ... 0BO HWje Hawa nocnefna pey’, Lok 3ampyra,
Hoeu Can (2021), ,Ensamble of possible histories’, MponajHa
ranepvija beorpan (2020), ,Alpha’, Tanepwja lapa MepyH, LUnpux,
LWBajuapcka (2018), 2014 - ,@uHanucTu Harpage [Oumutpuje
Bawwyesnh MaHrenoc’, Tanepwja PemoHT, beorpapn, ,Egde of
the Map" Hatawa Kokuh u OjctejH Arepnwv, KynTypHu ueHTap
Bearpana (2014), ,I'm so full of rocks | can hardly move’, Tanepvija
PemoHT, Beorpap (2014), ,Nothing comes from isolation’, Fanepuja
Tegneforbundet, Ocno, Hopeewka (2013), ,Strength in Us'
fanepuja Visual Kontakt, Ynm, Hemauka (2013), ,NordArt2012",
Kunstwerk Carlshutte, Budelsdorf, Hemauka (2012), ,Supermar-
ket Stockholm Art Fair, Kulturhuset, Ctokxonm, LLseacka (2012).

www.instagram.com/natasa.kokic

HATALWA RO

,KaKo je ileBeTHaeCTV BeK 0AMULA0, HayYHULMMA je nocTe-
MeHOo MOCTajano jaCcHO [a je eHepruja HeyHuwTMBa. KonnunHa
eHepruje y KOCMOCY He Metba ce. Merba Ce, MenyTuM, FeH MojaBHM
06nmk. TonnoTa je jeaaH o Tux 06nvka, a Mefly apyre cnafajy,
Ha npuMep, pafd, CBETNOCT, eNIeKTPULUTET 1 XEeMU|CKM NPOLeCH.
Moryhe je na ce jefaH BUA eHepruje NPeTBOPU y APYr, anut Tu
npouecn He YHKUMOHMLLY MNofjeAHako A06po y oba cmepa.
[pyrvm peynma, HUCY Yy NOTNYHOCTU pesep3nbunHun. Moctano
je jacHO ga ce TOMJIOTa TeLKO MOXe MPeTBOpUTU Y KOPWUCTaH
MEXaHWYKM paf, ¥ TO HWKafa y NOTMNyHOCTH, [IOK Ce paj oAsen
NIaKOo M TPajHO npeTtsapa y TonnoTy.”

Hoswuua Metposwh, 13 eceja ,MoTunB eHTponuje y aeny Tomaca
MyHYoHa u L. T. banapaa”
V13 kreure YersopoammeH3snonm kowmap - 1. T. Banapa

OKyLlaju O04yBarba eHepruje Koja Ce HenoBpaTHO

pacvna jefHa je of Tema KojMa ce 6aBMM KpPO3 LPTeX.

Pacnaau cictema 1 HX0BO NMOHOBHO YCMOCTaB/bakbe,
TO jeCT, Hamop Y/MOXeH Yy MOKYLIaj 04yBatba 3aTeyeHor CTaka
MOXe Ce MPUMEHWTWM Ha CBe acnekTe MpPUPoAe W ApyLlTBa.
LinBnnmsaunja ynaxke HanopaH pag - jefaH BUA eHepruje -y
HenpecTaHo 0OHaB/barbe CUCTEMA KOjW YMHE Halle ApYLTBO -
O[l eHepreTcKor cucTeMa A0 APYLUTBEHWX HOPMW. T OTBOPEHU
1 33aTBOPEHM CUCTEMM OAPXKABAjy HAC M Hall HaYMH XMBOTa, a Y
UMIbY HalWer Aasber perynmcakba aatvx cucrema.
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atasa Koki¢ (*1979, Belgrade, Serbia) graduated from the

Faculty of Fine Arts in Belgrade and also obtained her

MA there. Since 2001 onwards she has exhibited in colle-
ctive and solo exhibitions in this country and abroad. She participa-
ted in residency programs in Iceland, the Netherlands, Norway, the
US and Serbia, and she received the Dimitrije Basicevi¢ Mangelos
Prize in 2014 and the Vladimir Velickovic¢ prize for drawing in 2013.
Several of her artworks are a part of private and public collecti-
ons. She is employed as an assistant at the Faculty of Fine Arts in
Belgrade. A selection of her exhibitions includes: “This is Not Our
Final Word", Sok zadruga, Novi Sad (2021), “Ensemble of possible
histories’ Sales gallery Belgrade (2020), “Alpha’. Gara Perun gallery,
Zurich, Switzerland (2018), the finalists” exhibition of the Dimitrije
Basicevi¢ Mangelos prize, Remont gallery, Belgrade (2014), “Edge
of the Map” with @ystein Agerlie, Belgrade Cultural Centre (2014),
“I'm so full of rocks I can hardly move’, Remont gallery, Belgrade
(2014), “Nothing comes from isolation’. Tegneforbundet gallery,
Oslo, Norway (2013), “Strength in Us", Visual Kontakt gallery, Ulm,
Germany (2013), “NordArt2012", Kunstwerk Carlshutte, Budelsdorf,
Germany (2012), “Supermarket’, Stockholm Art Fair, Kulturhuset,
Stockholm, Sweden (2012).

www.instagram.com/natasa.kokic
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“During the course of the 19th century, it gradually became cle-
ar to scientists that energy is indestructible. The total quantity of
energy in the universe is constant. However, what is changing is its
external form. Heat is one of those forms, and the other ones inclu-
de, for example, work, light, electricity and chemical processes. It is
possible for one form of energy to be transformed into another, but
such processes do not function equally well in both directions. In ot-
her words, they are not completely reversible. It became clear that
heat is hard to transform into useful mechanical work and it doesn't
happen in its entirety, while work easily gets transformed into heat”

Novica Petrovi¢, “The Entropy Motif in the works of Thomas
Pynchon and J. G. Ballard”
“The 4-Dimensional Nightmare™ by J. G. Ballard

One of the topics that | take on in my drawings is efforts to
preserve energy that gets irreversibly wasted. The break-ups of
systems and their reestablishment, i.e. the effort to preserve their
current state, can be applied to all aspects of nature and society.
Civilization is putting enormous work - one of the forms of energy
- in a constant renewal of systems that make up our society - from
the energy system to social norms. Those open or closed systems
are sustaining us and our way of life and we aim for further regula-
tion of the existing systems.

FAIEPR, 11008
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Anyk Kpajtxod, ,ICE CRY BABY", Bugeo 3',

BMAEO Ce NoHaB/ba 8 nyTa [0 24’ YKYMHO, 3ByK, 2017.
Anouk Kruithof, “ICE CRY BABY", video 3', video o

. i

repeated 8 x till 24" total, sound, 2017 i" r
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HYK KpajTxod (1981, [lopapexT, XonaHamja) Br3yenHa

YMETHMLA, >KMBKM W pagu Ha penauujy usmehy

Bpucena, XonaHauje v cBoje ApBeHe kyhe ycpen
npawyma AmasoHa y botonacujy y CyprHamy. HbeH BULLECOjHN,
TPaHCAUCUUMIAMHAPHK NpUCTyn 0byxBaTta goTorpadujy, ckyn-
TYPY, WHCTanauuje, yMeTHUYKe Khbure, TekcT, nepdopmaHce,
BMEO, aHWMMauMje, Be6-cajToBe M (ApYLITBEHE) MHTEpPBeHUuje
y JaBHOM MpoCTOpy. PafloBMMa MUCTpaxyje ,CaBpeMeHy LUM30-
(bpeHnjy” Koja ce MoXKe BMOETM Ka0 jeiHa Hem3bpmcmBa MeHTanHa
6onect caspemMeHor »usota. CtanHo ce kpehyhu nsmehy au-
TMTanHe 1 u3KuKe cdepe WUCKYCTBa, YMETHWMLA MCTpaxyje
KONEeKTUBHO CTakbe [yXa Koje He (amMo [a je 3aCHOBaHO Ha
MaTtepujanHoM CBeTy, Beh cBe Yewhe Ha HeyMOS/bMBOM MPOTOKY
C/IMKa YHyTap amop@HOr AWTUTANHOT CBETa. Y3 YMETHUUKY
npakcy, AHyk Kpajtxod ce Takohe 6aBu nucamem, NpenaBarseM,
OpraHn30Bak-eM PagnoHMLa, Noay4aBaHbeMm, KyCTOCKUM PaaoM K
yyewhem y ApyLUTBEHWUM NPOjeKTUMa.

www.anoukkruithof.com

pajTX0d CBOjOM  ANOKANMUMTUYHOM  MHCTaNaLmjoM

HarnallaBa HauMH Ha KOjW Ce jefHa KatacTpoduyHa

PEeanHoCT ecTeTm3yje 1 4ecTo fenn 6e3 pasMuLLbarba.
JenHa komMnmnaumja HaheHnx cHUMakKa Ha JyTjyby Koja npukasyjy
oTanarbe nefda W o6pyllaBarbe rnevepa Cyo4asa rlefaola ca
TekyhoM KaTacTpooM. Y UCTO BpeMe, MPeTepaHo refatbe Cnka
MOX€e MpOYy3pOoKOBaTV MNpe3acMneHoCT 1 eBeHTYyasHy pPaBHO-
AYLWHOCT. YMHM ce fa Cy MOMEeHYTU BWOEO-CHUMUM OKaYeHwu
yrnaBHoM fa 61 ce npuxeatann Kao CrexTaki. YMeTHMua
KPUTUYKKM UCTRaXKyje AaHallkby KynTypy Chexktakna v Haue
0[iHOCE Ca OKOIMHOM NoCpefoBaHe ANrUTaNIHOM TeXHONOTMjoM. Y
OBOM pafy, e Koju ce 0bpyLaBa cMmMbonm3syje Hecknag nsmehy
4OBeKa v MpUpoLe - Kao 1 3ajefHNYKY MOpanHy derpagauujy.
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AL RRUTHOF

nouk Kruithof (*1981, Dordrecht, the Netherlands) is
a visual artist. She lives and works between Brussels,
Belgium, the Netherlands and her wooden house in the
middle of the Amazon Rainforest in Botopasi, Surinam. Her mul-
tilayered, transdisciplinary approach encompasses photography,
sculpture, installation, artist-books, text, performance, video, ani-
mation, websites and (social) interventions in the public domain.
Kruithof's work explores a ‘contemporary schizophrenia’ which
can be seen as an indelible mental disease of contemporary life. By
continually navigating between the digital and physical experiential
sphere, Kruithof investigates a collective state of mind that is not
solely grounded in the material world, but more and more often in
the relentless flow of images in an amorphous digital world. In ad-
dition to her art practice Anouk Kruithof also writes, lectures, gives
workshops, teaches, curates, and participates in social projects.

www.anoukkruithof.com
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ith her apocalyptic installation, Kruithof emphasizes

how a disastrous reality is aestheticized and often

shared unthinkingly. A compilation of found Youtube
videos of melting ice and collapsing glaciers confronts the viewer
with an ongoing catastrophe. At the same time, excessive image
consumption may construct over-saturation and eventual indiffe-
rence; the original clips appear to have been posted mainly for the
spectacle. The artist critically queries today'’s culture of the spectac-
le and our digitally mediated relationship to the environment. In the
work of Kruithof, the crashing ice comes to symbolize the imbalance
between man and nature — and collective moral degradation.
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KYPC (Munow Munetuh n MupjaHa PagosaHoswh), MyTyjyhe n3nox6e: cpefcTBo 3a HApOAHO npocBeherbe, NPOCTOPHA MHCTaNaLMja, NPOMeHbMBE
AVMeH3Wje, UCTpaXKMBatbe je cpoBefeHo 2020 (ny6aukauwja je o6jaB/beHa y okBUpY nporpama Mukpononutuke, usgasay: [6/10K] | SlokanHa

6a3a 3a oCBjexkaBatbe KynType, 3arpe6)
KURS (Milog Mileti¢ & Mirjana Radovanovi¢), Traveling Exhibitions: A Vehicle of People’s Enlightenment, spatial installation, variable dimensions,
the research was conducted during 2020 (the book was published within the Micropolitics programme - publisher: [BLOK] Lokalna baza za osv-
jezavanje kulture, Zagreb)
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MHAOW MHAETHR H
NMHEIAHA PAOOBRAHOBRHS

unow Mwunetnh 1 MwupjaHa PaposaHoBuh, Kao

KYPC, 3ajedHVyKM fenyjy Kao BU3YeNHW YMEeTHULM

1 nCTparkneayn. Kao nonasuute 3a CBOj pamd 4ecTo
KOpUCTe apxXMBCKM MaTepHjany KOMOMHaLLW|V canoesmjom/npo3om
1 BV3Y€e/NHUM je31MKOM PeBONYLIMOHapHNX 60pOU 1 NporpecmBHUX
MOKPeTa 13 MPOLLIOCTL KOje MPeBO/e Y CaBPEMEHN YMETHUYUKM 1
MONUTUYKIM KOHTEKCT. Hajuewwhe peanunsyjy Mypane, naycrpauuje
1 pasnuynTe WTaMnaHe Matepujane. Boge ce MULWIby Aa cagpyaj
KOjv npov3Boae Tpeba Aa byae ANAaKTUYKM 1M LOCTYNaH Hajlwmpoj
ny6nuumn. CMaTtpajy aa nosbe yMeTHOCTU MOxe v Tpeba fa Oyae
[eo wvpe nonntuyke 6opbe 3a paBHOMPaBHWje OPYLUTBO.
3HaYajHUM NPOJeKTU WU aKTMBHOCTM CYy: YMeTHWYkW pag ,LUTa
3HaMo 0 conmaapHocTU? - (He)Moryhu npuMepn 13 NpoLWNoCTL”
y okBupy u3noxbe ,The Lasting Effect” 6ujeHane ,Qalandiya
International’, y Pamanu, ManectnHa; mnctpaxusame Jlekuuje
0 040paHK” 0 KYNTYPHO] axkTuBHOCTM TokoM HOB-a; mypan
,LConvpapHocT - VIHTepHauMoHanHWM bpuragama” nocseheH
rOAVLWILKULM OCHMBAKbA MHTepHaUWOHanHux 6puraga; Mypan
,bopba, 3Harbe, jefHaKoCT” MOBOAOM fAaHa CTyAeHaTa; Mypain
,20. OKTO6ap” NOBOAOM CefamaeceTe roamwksmie ocobohersa
Beorpapa; mMypan ,TBopHuUe pagHuumma” y dabpuum UTAC
MpBOMajcKa y MBaHLUy y okBupy 13. YpbaH thecTrsana.

www.udruzenjekurs.org
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MYTYJYRE U3NOXBE:
CPEACTBO 3A HAPOOHO NMPOCBERVBARGE

anehn Ha UCTpaXkmnBaksy 0 KYNTYPHUM aKTUBHOCTMMA

y HapoaHo0Cno60anna4koM NOKPETY, Ynjn Cy pesyn-

TaTh 00jaB/beHV y [OBama nybnukaunjama, Havwwnm
CMO Ha nopatak o BO3y ca ,llyTyjyhom u3nox6om’, koju je
nokpeHyT 1945, rognHe y Cpbujn. To Ham je BMN0 3aHUM/BMBO
oTKpvhe, mogatak Ha Koju paHuje HWCMOo Havwn. Vako cmo
KpO3 MOMEHYTO UCTPaXKKMBarbe Beh GVM yno3HaTh ca 3Hadvajem
KOjW je pyKOBOACTBO MOKPETa, a KacHWje HOBe HapofHe BNacTu
y Jyrocnaswiju, npuaaBano Kyntypu, Guam cMo K3HeHaheHu
MHhOPMaLLMjoM Aa je brna opraHn3oBaHa 13noxoa Koja je BO30M
nyTOBana Kpo3 Tek 0CN06oNeHy 3emsby. brno Ham je Tewko
[a 3aMUCIMMO OpraHmM3auujy 1 nyT TakBe U3noxbe, umajyhu
y BWOY paTHa pa3aparba, NpobiieMe €a OCHOBHMM >KMBOTHUM
noTpenwTuHamMa n Cpbujy Te 1945, roavHe, y Kojoj 1 gasbe Tpajy
CnopagnyHu 06padyHu ca HenpujaTesbCkMM CHarama.
Y nyénvkaumjn® [lytyjyhe wu3noxbe: cpeacrtso 3a HAPOAHO
npocsehuBarse Kpo3 xumbpuaHy GopMy, koja je koMbBuHauuja
npenuca apxvee, TekcTa u nnyctpauuja, NoAeNnIn CMo casHakba
M MHOPMaLMje [0 KOjUX CMO AOWAN. Y KHUM3M je NpeacTaB/beH
jenaH cermeHT npude o ,MyTyjyhoj n3noxoun” yremesbeH UCK/by-
4MBO Ha rpafu koja ce Hanasn y Apxusy Cpbuje.
3a notpebe 20. bujeHana ymeTHOCTM v [1aH4eBy 0BO

MCTPaXKMBaHbe je NpefcTaB/beHo Kao NPOCTOPHA MHCTanauwja.

“Myb6nukaumjaje 06jaBrbeHa y OkBMPY NporpamMa MmuKpononmTmke.
M3paBay: [B/IOK] | JlokanHa 6a3a 3a ocBjexkaBarbe KynType,
3arpeb. YpenHuue: AHa Kytnewa, MBaHa XaHadvek, BecHa
Bykosuh. TekcT v unyctpaumje: KYPC - MupjaHa PagosaHosuh,
Munow Munetuh. Mpearosop: ViBaHa XaHavek.
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ilo$ Mileti¢ and Mirjana Radovanovi¢ are active under

the name KURS as visual artists and researchers. The

starting point of their work often involves the usage of
archive materials combined with poetry/prose, as well as the visual
language of revolutionary struggles and progressive movements of
the past that are being translated into the contemporary artistic
and political context. Most of the time, they produce murals, illus-
trations and various printed materials. Their aim is to produce con-
tent that is didactic and accessible to wide audiences. They believe
that the field of art can and should be a part of a broader political
struggle for a more equal society. Their most important projects
and activities are: the artwork "What Do We Know about Solidarity?
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Y MIRIAHA RADOVARDVIE

(Im)Possible Examples from the Past” realized within The Lasting
Effect exhibition of Qalandiya International Biennial in Ramallah,
Palestine; research project on cultural activities during the People’s
Liberation Struggle (NOB) entitled “Lessons on Defence’; mural “So-
lidarity - To the International Brigades” dedicated to the anniver-
sary of the formation of the International Brigades; mural “Struggle,
Knowledge, Equality” for the occasion of Students’ Day; mural "20th
October” for the occasion of the seventieth anniversary of the libe-
ration of Belgrade; mural "Workers Should Own Factories” in the
ITAS Prvomajska factory in Ivanac under the auspices of the 13th
Urban Festival.

www.udurzenjekurs.org

[}

TRAVELIING EXHIBITIONS:
VEHICLES OF PEOPLE'S ENLIGHTENMENT

uring our work on the research project on cultural activi-
ties in the Peaple’s Liberation Struggle (NOB), results of
which were published in two separate publications, we
have come across a piece of information about the “Travelling Ex-
hibition” train that started touring Serbia in 1945. That represented
for us a very interesting find, since previously we had no knowledge
of it. Although we knew through our aforementioned research that
= the leadership of the movement and, later, of the new people’s go-
vernment stressed the importance of culture, we were surprised to
find that a travelling exhibition was organized on a train that was
touring the recently liberated country. It was very hard for us to
imagine how it was organized and what the itinerary of the tour
was, especially given the war devastations, problems with the su-

pply of basic sustenance and the situation in Serbia in 1945 that was
characterized by still existing occasional skirmishes with enemy for-
ces.

We have shared the knowledge and the information that we
have acquired in the publication Travelling Exhibitions: Vehicles for
People’s Enlightenment” through a hybrid form that combines ar-
chive reprints, text and illustrations. A segment of the story of the
“Travelling Exhibition” entirely based on the materials that we have
obtained from the Archive of Serbia was presented in the book.

For the purposes of the 20th Art Biennial in Pancevo, this rese-
arch is exhibited as a spatial installation.

“This publication was published under the auspices of the Mi-
cropolitics program. Publisher: [BLOK], Zagreb. Editors: Ana Kutle-
$a, Ivana Hanacek and Vesna Vukovic. Text and illustrations: KURS
- Mirjana Radovanovi¢ and Milo$ Mileti¢. Foreword: lvana Hanacek
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KaTuHka Manajmape, ,Best Boy Electric”,
Bueo-uHctanauymja ,Clumsy, Blinking, Swirling
Machines®, HD gBokaHanHu Bugeo, 10°03" 2021.
Catinca Malaimare, "Best Boy Electric’,
installation screening “Clumsy, Blinking, Swirling
Machines’ HD dual-channel video, 10'03", 2021
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aTMHKa Manajmape (1996, BykypewT, PymyHuja)
YMEeTHMLA, TPEHYTHO >kMBW Y JIOHAOHY rae 3aBpLua-
Ba  noctauniomcke — CTyanje  Ha  KpasbeBCKoj
akagemujn ymetHoctn (Royal Academy of Arts). M3Boamn nep-
opMaHce y3 aHTponomopdusyjyhe TexHonmorvje, a HeHa

SIS ————— — —— e e ——

Hyammo BaM YyBakbe BalMX eKpaHa.
Hyammo BaM YyBarse YK/byYeHKX eKpaHa.
Hyamumo fa BaM YK/by4nMMO eKkpaHe.

Tparam 3a 4yBaprMa OHaKO Kao LUTO U BM BupaTe CBOje YyBape,
CBOjy IMYHY rapay Koja Kopada nopeq sac.

- Kopeorpauja UCNo/baBa HYOBEKOB BAMCKM 0OAHOC Ca anapaTMa

: 3a Cpo'rorpacpmcaH:,e N eKpaHuMa Ha Koje npoJeKTny Halla nuua. OnKosrbaBarbe Unn pa3MeTame. Pa3meTambe. He. OnkorbaBare. Ko

I V3narana je y MefyHapOOHUM WHCTUTYLMOHANHUM W rane- he 10 3HaTW?

[ PUJCKUM KOHTEKCTMMA. HbeHW CKOpalltby MPOJEKTU YKIby4dyjy Hanasum pa je obesbehere jegaH pacTyhn UHCTUHKT yHyTap
”Staycation“ - KOﬂa60paTl/IBHl/I CI/IMI'IOBl/ijM " |/|3;‘|0)+<6y y Hedera LLITOJE MHOrO BuLLIE Hero Teno. Herge y Teny Bap06fbeHOM
ranepujama ,Catinca Tabacaru® v ,Sandwich” y BykypewTy (2021~ v3Mely He Npy><atba 3allT1Te WK He XTekba Aa ce HyBa, ocTaje
2022), VIDEO+RADIO+LIVE" - rpynHy mn3noxby opraHu3oBaHy 3aMMTaHOCT 3aLUTO Ce MOTMYHO M3rybuno 13 BUAOKPYra. 3ap He
on cTpaHe ranepuje Catinca Tabacaru, ,Sandwich, Suprainfin- Tpeba na BMAMMO YyBape Koju Cy HaMm flofesbeHn? Hutv fa ce
ity" y ranepwju Ivan, cektop 1 1 ,Plan B* koju cy cauntbaBanu OCIOHMMO Ha aHfjena YyBapa Koju NpaTyu CTPOXe 0/ Kamepe 3a
Aeo bvjeHana yMeTHWUUKMX cycpeTa y Temuweapy (2021), kao u BME0-HaA30p? Y HajMakby PyKY, Kafla Bac yxBaTu kamepa koja
Ha mMefyHapoaHoM canoHry y Art-0-Rama y Mapcesy (2021). Y3 CHMMA Ha CBaKWMX NeT MUHYTa, NojaBuTe Ce Ha eKPaHUMa, ann Ko
TO, ©Mana je nepdopMarce 1 n3narana je y Centrul de Interes 3Ha rae ce CHUM/beHN MaTepujan ounmMa anhena warsse. CBe ¢y TO
y Knyxy (2021), Centre for Print Research y Bpwuctony (2020), ceharba HamerbeHa NonyrbaBarby HemsbexHe Image Blank.

i Another Mobile Gallery y BykypewwTy (2020) 1 Royal Academy of LLITa TeK ca BU3yenHIM CUCTEMOM KaHanm3auuje?

i Arts y Jlornony (2020). JecaM nn yBepeHa Aa je CBe LWTO CTe MKaAa BUAENN TPEHYTHO

o www.catincamalaimare.com CBapeHo 1 ybp30 13bayeHo M3 Baler cuctema? Unm je cteap
y TOMe [ia Tefna He MOry [a 3afp>ke TOMKO CHMMAKa a Aa WX
LACUCTEHT paceeTe” Ha HeKW HayuH He m3baue. M3rnemahemo Kao Heka kyha ©6e3
_ KaHanusaumje. I nuTaM ce Kako caM Tako flako Hacena fAa
,Ca 06e CTpaHe Mojux eKpaHa NocTaBuIa cam [Ba KaMeHa f1aBa. : .
MUCIIUM KaKO je curypHuje fa 6yaeM nocMaTpaHa Hero [a
OHM Cy Kao YyBapw Ha BpaT1Ma xpama. JeflaH Ma 0TBOpPeHa yCTa, : )
, , Bynem CKpUBEHa? 3alUTO Me HUCY Hayyunu aa ce kpujem? Huje
03Ha4aBajyhu yBof, AOK Cy ApYrom 3aTBopeHa, obenexxasajyhu .
NV CKPVBakbe jeHAK0 BaXKHO Kao M HaNaXKeke Yy Urpu >kmypke?
3aBpLUeTaK. .
_ MpuxBaTvNa caM Aa MW roBope fa Me jefaH aHfeo Haarneaa
i Mpectanu ¢y fa nvye jeflaH Ha ApYror CBe [OK MOCTeneHo HuCy
CBaKe CeKyHAe, anv Cafa XYpHO NMOKPKBAM Kamepe 3a Haf3op Y
OneT NOCTanu UAEHTUYHN, _
, ‘ , CBOM CTyAWjy.
Mounrsels Aa /byOuLL CBOje OrneAano 3aTBOPEHUX 04ujy, Hapajyhn
ce fa hew NpoApeTV 13a COMCTBEHOT 0fpa3a. Y HajMaky pyky, KakBo Cn1aBHO Ha[3VpaHO CanyTHULITBO, OHO Koje npunaga
nomohny CONCTBEHOr ofpa3a CTBapa Ce WwaHca Aa he ce nasosn nopetky arfjena. Camo OHUX Koju Cy NpBOT V1 Apyror peaa.
YCKMAANTN MHOTO Bpike.
5 I3 i [ i
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atinca Malaimare (*1996, Bucharest, Romania) is a Lon-

don-based Romanian artist currently completing her

postgraduate studies at The Royal Academy of Arts.
Performing alongside anthropomorphised technologies, Mala-
imare’s choreography manifests our intimate relationship with
photographic tools and the screens onto which they project our
visages. Malaimare has exhibited internationally in both institu-
tional and gallery contexts. Recent projects include: “Staycation’,
a collaborative symposium and exhibition at Catinca Tabacaru
Gallery and Sandwich in Bucharest (2021-2022); "VIDEO+RADIO-
+LIVE", a collaborative exhibition organised by Catinca Tabaca-
ru Gallery, “Sandwich, Suprainfinity”, lvan Gallery, Sector 1, and
"Plan B’, forming part of the Art Encounters Biennial in Timisoa-
ra (2021); and the Immaterial Salon at Art-O-Rama in Marseilles
(2021). In addition, she has performed and exhibited at Centrul de
Interes, Cluj (2021); Catinca Tabacaru Gallery, Bucharest, (2027);
CFPR, Bristol (2021); Another Mobile Gallery, Bucharest (2020);
and Royal Academy of Arts, London (2020).

www.catincamalaimare.com

“Best Boy Electric”

"I flanked my screens on each side by two stone lions. Playing
guard at the gate of your temple. One with an open mouth, an
intro, the other with a mouth closed, an outro.

They stopped looking alike until gradually returning to being
identical.

Starting to kiss your mirror with your eyes closed, hoping to
get beyond your own reflection. At least with your reflection, the-
re's a good chance it will sync much quicker.

We offer guardianship for your screens.
We offer guardianship to turned on screens.
We offer to turn your screens on.

I'm looking for guardians just as you choose your guards,
your body guards, to walk beside you.

Flanking or flaunting. Flaunting. No. Flanking. Who knows?

| find guardianship a growing instinct in much more than a
body. Somewhere in a body trapped between not giving nor wan-
ting guardianship, but simply wondering why it is absent at all
from plain sight? Should we not see the guardians that have been

bestowed on us? And not hold on to a guardian angel that follows
you more strictly than a surveillance camera ever cared to? At le-
ast when caught on camera, you appear on the screens, recorded
every 5 minutes, but who knows where the footage registered
through the eyes of the angel goes? It's all memories to fill the
inevitable Image Blank.

What about a visual sewage system?

Can | be assured that everything you've ever seen has been
or is currently being processed to be digested; and soon out of
your system? Our bodies cant hold on to that many recordings
without them coming out some end. We'll be like a house without
sewage. And so | wonder, how was | so easily tricked into thinking
it was safer to be watched than to be hidden? Why wasn't | taught
how to hide? Isn't hiding as important as finding in Hide&Seek? |
accepted being told an angel watched me every second of the day
but now | hurry to cover up the security cameras in my studio?

What honorary surveillance companionship, of the order of
angels. Only the first and second orders.
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Tonn Macnuh, ,HepBHa neT/ba, XOHTKOHLLIKM YpOaHN MaLLMHCKK Lies’,
aHMMUpaHun Gunm un 3ByK, 533", 2021.

Tony Masli¢, “Nerve Loop, Hong Kong Urban Machine Jazz",
animated film and sound, 5'33", 2021

ar

oHW Macnuh (1970, bpena, XonaHawja) nocTMeanjanHu

YMETHWK KOj/ je KOPUCTNO MHOLLTBO Pa3INYNTUX Meauja,

a HajBuLle Yy TPaHCOAMCUMMAVHAPHUM MHCTanaumjama.
Kpo3 cBoje pafnoBe MCTpaXkyje 0AHOCE NPOCTOPa Ca MOMUTUKOM,
APYLWTBEHOM eKOHOMMJOM, MCUXONOrMjoM, ypOaHM3MOM, npef-
paTHUM 1 NOCNePaTHUM APYLUTBEHWM CyKOOMMa, Hacu/beM,
NponaraHaoM U NOMyaM3MoM, KyNTYPHUM UOEHTUTETUMA, TPYN-
HUM MOHALLAFEM N KONEKTUBUCTUYKOM AUHAMUKOM, epeKTMMa
KanutanmaMa W KOH3yMepw3Mma, APYLUTBEHUM W KYNTYPHUM
noMepamKMa, Kao W [OMXOTOMUJOM AWUTUTANHOT BUPTYenHor
[OMeHa cnpaM (U3MYKOr, MaTepujanHor CBeTa. TpeHyTHO
MCTparkyje MOryhHOCTW payyHapcke CBECTM Ha HayvH Kako je
pa3BWjaHa Kpo3 xunepobjekTe NonyT MeTponona. buo je ocHW-
Ba4 W WHMUMjaTOp MefyHapoaHe aHAoeprpayHa yMeTHUYKe
mpexxe ,Noise of Coincidence” bro je KycToC 1 NpoayueHT Ha 11
MefyHapOOHUX YMeTHUYKMX forafjaja. Y4ecTBoBao je Ha pasHuM
M3noxbaMa LUMPOM CBETA, a Cafa Ce MOCBETVO [OKTOPCKMM
cTyamnjama Ha School for Creative Media lpaackor yH1Bep3uTeTa
y XOHTKOHTY.

www.tonymaslic.com

W g MM

THHA MAL 1IHR

e31K rpafla Kao »WBOr eHTUTeTa nocefdyje CKpUBeHe Mory-

hHoCTM CTBaparka Lle3 mmnposmsaumja. Pag Nerve Loop

(,HepBHa nemmba“) mokylWwaga Aa Cnoju Havarnen pasnuumTe
CBETOBE rpaja W Lie3 My3unKke yHyTap jeHOr KpaTkor aHUMUpaHor
3By4YHOr KOMapda, NuTajyhu ce wTta 1O rpaf xohe Aa CaomnLTu.
Pan unctpaxkyje kopenauuje nsmehy ypbaHux cucteMa npesosa
W je[lHOT OPraHCKOr HepBHOr cucTeMa. Ty NocToju jeaHa acum-
HaHTHa CIMYHOCT Ynje Cy pasfiMKe caMo Yy BeINYMHN, BPEMEHY 1
hopMarty, anu koja Moxke BuTK cxBaheHa Kpo3 NoCMaTparbe 0BUX
npeknanajyhunx gomena. Monasehw o jedHOr MHAMBUAOYanHoOr
HePBHOI CMCTeMa Npema jeJHOM KOju je BULLe MeXaHW4Ku — a T0
je HepBHW CYCTeM rpaja Koju je CTBOPMO YOBEK — MOTY Ce U3Hahu
HOBW yBWMaW. [peBo3 MHAMBKAOYa 1 fobapa caynkbaBa HapaTviB
KOjU HWje PpasnvYuUT Of MPOMEeTa XEMUJCKUX U eNeKTPUYHUX
CUTHana. Y TOM CMUCY, MOXEMO MocMaTpaTh, WM OOXKMBETH,
jeflaH CIOKeH rpaf Kao LWTO je XOHrKOHI Kao [a npeacrassba
XXMBW OpraHvsam rfge ce noctojenn cuctemu npeso3a Mory
WHTEpNpeTMpaTK Kao apTepuje, a jow MNpeumsHuje, Kao CuHa-
NTMYKM caobpahaj yHyTap jeaHor HepsHOr cucrema. Ha o0Bgj
Ha4yMH, rpag nocTaje aHanoruja ca COMaTCKOM er3ucTeHLMjoM
XXMBOT eHTWTeTa rae BpeMe W BennyMHa reHepully jefdaH
ApYyradymjn eHTUTeT. YKOMMKO Ce rpaf MoXKe CXBaTUTK Kao XKMBU
OpraHm3am, a /v OH HeLITO CaomnLTaBa W, YKOIMKO TO YMHM, Koje
Cy TO nopyke ynyhere Hama?
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MASLIC

ony Masli¢ (*1970, Breda, the Netherlands) is a postme-

dia artist and has been working in a multitude of various

media, predominantly in trans-disciplinary installations.
Throughout his work he has explored the relationship of space with
politics, social economics, psychology, urbanism, pre- and post-war,
social conflicts, violence, propaganda & populism, cultural identity,
group behaviour and collectivist dynamics, effects of capitalism and
consumerism, social and cultural displacements, and the dichotomy
between the digital virtual realm contrasted with the physical ma-
terial world. Currently he is exploring the possibilities of computati-
onal consciousness as it can be developed through hyperobjects like
metropoles. He was the founder and initiator of the international
underground artist network “Noise of Coincidence”. Masli¢ curated
and produced 11 international art events. He participated in various
shows around the globe and is now engaged in doctoral studies at
the School for Creative Media, City University of Hong Kong.

www.tonymaslic.com

e FE"
LE:

="

)

i XOHTKOHLIKK YpBaHM MaLlMHCKK Les”,
| aHMMUpaHun Gunm un 3ByK, 533", 2021.
| Tony Masli¢, “Nerve Loop, Hong Kong

i animated film and sound, 533", 2021
|
|
|

Tonn Macnuh, ,HepBHa net/ba,

Urban Machine Jazz',

he language of the city as a living entity has a hidden ca-

pacity to generate improvisational jazz as it is extracted
throughout the city. “Nerve Loop” attempts to conjoin the
seemingly disparate worlds of the city and jazz music into an ani-
mated short sound piece, asking “what does the city intend to com-
municate?” This work investigates the correlation between urban
transportation systems and an organic nerve system. There is a fas-
cinating resemblance that differs mainly in scale, time and format,
but can be understood while observing these overlapping domains.
Departing from an individual nerve system to the more mechani-
. cal, manmade nerve system of the city, new insights are found. The

ST

REFIH!ERY i

transportation of individuals and goods forms a narrative not dissi-
milar to the transportation of chemical and electrical signals. In that
sense, we can observe or experience a complex city like Hong Kong
as a living organism, where the existing transportation systems can
be interpreted as the arteries and, more precisely, as the synaptic
traffic within a nerve system. In this way, the city forms an analogy
with the somatic existence of a living entity, where time and scale
generate a different entity. If the city can be understood as a living
organism, does it communicate something and if so, what are its
messages to us?
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MaTtpujaplmja u NMaHoHke: AHa Anekcuh, Banentuna Bapra, Anekca Butoposuh, Kejtu Bosnuuku, Anekcangap flenuh, Jagparka
Oumuntpujescka, JeneHa [ly6osuHa, Onra XKonHaj Jokanosuh, Munuua Msuh, Anekcanapa Kosayesuh, XXoaHa Mapkage-Mo,
Coduja Mawanuh, JoaHa Y3enau, KyBa ce KOAnYnHa, KOMBUHOBAHA TeXHMKA, 3 x 5 M, 2022.

Matrijarsija & Panonke: Ana Aleksi¢, Aleksandar Deni¢, Jadranka Dimitrijevska, Jelena Dubovina, Olga Zolnaj Jokanovi¢, Milica Ivic,
Aleksandra Kovacevi¢, Johanna Marcadé-Mot, Sofija Pasali¢, Valentina Varga, Aleksa Vitorovic, Jovana Uzelac, Katie Woznicki, A
Cooking Quantity, mixed media, 3 x 5 m, 2022
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MATHFHIARFLHIA

YTOHOMHW KYNTYpHW LeHTap Matpujaplmja noctoju

oa 2014. roguHe y beorpaay, Kao [eo Livpe eBporcke

MpexXke CcuToLITaMnapa, Manux u3fgaBada, YMeTHUKa U
KOnekTvBa. Benmka NpuBNaYHOCT TeXHWUKe CUTO LWTamne ofyBeK
je 6una y ToMe WTO je Moryhe M3BeCTW mpouec LUTaMnaka Y
Tak03BaHWM,ypaam caM”yc10BMMa, LLITO 61 3HA4MI0 MO CONCTBEHUM
npaBunnmMa. OKym/beH 0KO CUTO LUTaMMe W 3ajeHNYKOr pada, Ma-
TPUjapLInjCKLA KOMEKTUB rodnHama npupehyje Marbe unu Bue
(hopManHe n3noxbe, >Xypke, KahaHe, KOHLUEpPTe, MHCTanauuje y
Beorpagy, Cpbuju v EBponu.
Yapyxerbe rpahaHa [laHoHke ocHoBaHO je 2008. rogvHe u
nocseheHo je amMpMaLmjm XKeHCKOT CTBapanallTBa Kpo3 04yBarbe
1 HeroBakbe CTapyvx 3aHaTa ¥ TPaAULMOHANIHUX PYKOTBOPUHA, 1
npoyYaBaHeM Pa3HOMMKOCTK (DOMKNOPHMX MOTWBA, TPaaMLMO-
Ha/HOT CTBapanawTBa M PYyKOTBOPWHA ETHMYKUX 3ajefiHMla ca
OBWX NPOCTOPA.

www.matrijarsija.com
www.panonke.rs

BMCMHA 3eM/bMLUTA TO jeCcT HaaMopcKka BUCMHA 6una je
oonyuyjyhu hakTop 3a ogabvp mecta

OnV3MHa pexke W M3BOpUWTE BOAE a OMeT [OBO/bHO Ha
Y3BULIMLVM [1a He N1aBK

MCTO Kao Liefla OKOMMHa MnpollapaHa yBanama yaybrbersrma
Harnmbuma nofgHarvbuma ynagmma

Kao NoBpLUMHa HeKor f1aHa

3anpaBo LUAKa Ha Kojoj CTOjM YMTaB CBeT M3Mehy nNpcTujy uy
nopama NpcTujy pexe v 13BOpULLITa rOAOBKM YBOPOBU U XKMBOTHE
NNHWje

Kako je T0 BMAeo, cTebaH je BUAEeO CTojenn y HekoM yaybrbersy
y 3anenKy OKPY>eH LUKO/beM, 3aMpaB0o HMLLITA HWje BUOLO Y TOj
TOMWAV 3eNeHn1a BUAEO je CEeHKY a UCNpe[ CeHKe CBETNOCT, 3Hao

je OH WTa TO 3Hayw BWUNOo je TO MPOBEPEHO MMASo je MeyaT To cy
3HaNV JbyOM KOjW Cy PaHWje [0Na3Wan Ha TO MeCTO Mpe Hera

jep kyfa 6w apyrae oTvwm

3eMJba je UCyBMLLIEe NPOCTPaHa Aa 6v ce Ha Hoj rybuno Bpeme

3370 je CTBApHO OTWLLAO MO MeYaT 3anpaBo ABa Yy CTBapK Tpu
neyata, He Unak My je Tpebano TpucTa nevara

TakBa Cy MpaBu/a, TO je Taj N0cao, fa TV APXKULL CBE Ha [A1aHy
a [a onet Mopall fa obujall nparose jep Kaf C1 y3e0 HelwTo A3
paavLL MOpaLl aKTMBHO Aa yYecTByjeLu

ako Beh HewTo 3HalW fa Tpeba fa paanw a Tpeda TV 003BONA
33 TO TO je WUCTO Kao kaf 61 MOpao MOHOBO A3 Y4MLW [a X043l 13
noAMeTHeL CBOj AN1aH Aa 6V V33 kbera BMAEO ANaH Ha KOMe CToju
3eMsba Ha KOjoj Ce 0BMja XXMBOT paf 3emsba Koja Ce jefe AnaH ca
KOra Ce jefle LLaKa Koja 3axBaTa XxpaHy 13 Be/nKe YuHuje

Hamepa je buna carpaguTn abpuky 1 BENMKUM TPYOOM CBE
[,03BOJ1e 3a TO Cy A06VjeHe

TO je Guna abpuka an Moo je Aa byae HeLITO ApYro

Ha npumep kyha

CaMO [a HWje Ha BETPOMETMHM [3 je HEeKaKo YWYyLKaHa [a
CTOjW M3a HEeKOr 3ef1eHOT 313 M3a KOora Ce MOHaB/bajy MpasHu U1
MoMyHeHK NPOCTOPU rope A0Me W AvjaroHane Tanack a Ha CBakoM
Tanacy HewWwTo pacTe v CToju

Ha jeQHO) KPVBMHK CTajao je jedaH (paHL YOBeK Ca LpHUM
LWeLIMPOM HEKaKaB NPOTOTUM KanWTannCTe XTeo je Aa NWTa HeLTo
MHXKersepa Koju je onabpao NpocTop 3a rpaamy habpuke

ja xohy oBAe Aa y4ecTByjeM Yy OBOM MPOjeKTy 3ay3BpaT
cnojuhy TBOjy hupMy ca HajBehoM CBETCKOM KOMMaHWjoM hupmMa
he paguTn pagHMUM he MMaTK Camo TOMIMKO [ia YIOAHO XKMBe

MOXE PEKAO je MHXKEHEP U PEKao My 0BO

3HaW sbyan Mucne aa je abprka Heko XnagHo MecTo Tako
M3rnena ca 0BUM 6e36pojHMM 31M0BMMA ¥ Npenpekama Koju Bupe
13 CMBe 3eMJbe anu MOTy 1 A3 BUfle ako 106po nocMaTpajy Aa 13a
CBAKOr TaKBOT 313 CTOjW jeflaH 3eMeHn 31 a V33 Hbera 3eeHu
31[ ¥ NOSbe pacrnopeneHy cy Kao Mpexka 1 Kao cahe rae CBeTnoCT
[OMupe 13 CBUX NpaBalia W 0f Hanpeq v 0 Ha3af 1 Ca 3eM/be 1 Ca
Heba 1 13 CpeaviHe NoCMaTpaY UCKjaBa CBETIOCT
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he autonomous cultural centre Matrijardija has existed

since 2014 in Belgrade as a part of a broader network of

screen-painters, small publishers, artists and collectives.
The appeal of screen-printing has always been rooted in the fact
that it is possible to realize the printing process in so-called “do it
yourself” conditions, i.e. according to one's own rules. The Matri-
jarSija collective, gathered around screen-printing and collaborati-
ve labour, has, over the years, been organizing more or less formal
exhibitions, parties, bars, concerts, installations in Belgrade, Serbia
and Europe.

The citizen's association Panonke (Pannonian Women) was establi-
shed in 2008. It is dedicated to affirmation of women's creativity
through preservation of old crafts and traditional techniques of
handcrafting, as well as to studying diverse folklore motifs, tradi-
tional creative work and handcrafts of various ethnic communities
from the area.

www.matrijarsija.com
www.panonke.rs

MATRIARSIIA

[}

height of the ground i.e. elevation was the determining factor
in selecting the location

in the vicinity of the river and the source of water but elevated
enough in order to avoid flooding

same as the whole environment dotted by coves indentations
slants sub-slants intrusions

as the surface of a palm of some hand

in fact a hand upon which rests a whole world between the fin-
gers and in pores of river's fingers and springs growth-rings knots
and life-lines

the moment he saw that, Stefan saw it as he was standing in a
gouge in the far end surrounded with bushes, in fact, seeing nothing
in that green mass saw a shadow and before the shadow a light,
he knew what it means, it was checked out it had a stamp as the
people that came on that location before him knew

but where else would they go

earth is too wide for being idle while standing on it

that's why he really went to get the stamp really two in fact
three stamps, no he actually needed three hundred stamps

those are the rules, that is the job, holding everything on the
palm of your hand and yet you have to go around searching since
if you have taken the task of doing something you have to actively
pursue it

if you already know that you have to do something and you
need a permit for it the same as if you would have to relearn to
walk, to slip your hand's palm underneath it in order to see behind
ita palm of the hand that holds the ground on which life and labour
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take place, ground that gets eaten palm of a hand that grabs food
from a large bowl

the intention was to build a factory and it was done with great
efforts to obtain all the permits

it then became a factory but it could have been something else

a house, for instance

just not on a windswept location to be tucked in, to be placed
behind some wall of greenery behind which empty and half-empty
spaces emerge, up and down and diagonally waves and on each
wave something grows and stands

one Franz was standing on a winding road a man with a black
hat some sort of a capitalist prototype he wanted to ask something
the engineer that selected the location for the factory

| want to participate in this project and as a counter-favour I'll
merge your firm with the largest company in the world the firm
will be operational workers will have only as much as they can live
comfortably

OK said the engineer and told him the following

don't you know, people think that factory is some cold place it
looks that way with all those innumerous walls and partitions that
are sticking out of the grey ground but they can see if they observe
closely that behind every such wall there is a wall of greenery and
beyond it also a field they are positioned in the form of a network
as honey-combs where the light comes from all directions frontally
and from behind and from the ground and from the sky and from
the middle the observer shines the light

FAIEPR, 11008
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Muuunkasy MauyHe, ,CTpaaaaaasal’,
TEeKCT, NOCTepPU, 3BYYHM 3anuncy,
nepdopmaTuBHa MHTEPBEHLW]a,
npoMeH/bKBe AnuMeH3nje, 2022.
Michikazu Matsune, "‘Awesome!’,

text, posters, voice-recording,
performative intervention,
dimensions variable, 2022

T
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MHAHHARAZY MALYHE

numkasy MauyHe (1973, Kobe, JanmaH) janaHcko-

AyCTPUJCKU  YMETHMK  KOju  CTBapa KOMOUHYjyhu

KOHLLeNTYanmncTnyKe 1 OOKYyMeHTapucTUYKe npakce.
Kopuctu pasnununte npuctyne koju ce kpehy on nepdopmaHca
W VHTepBEHUMja Yy jaBHWUM MPOCTOPUMA A0 NaPTULUNATUBHUX
npojekata ca nybnmKkoM. NCTOBPEMEHO KPUTWHYHU 1 pasurpaxi,
FeroByM  PafoBM  MCTPadKyjy — TeH3Wjy MNOBOAOM  HalUWX
KYNTYPHUX TeXHW 1N OPYLITBEHUX WOEHTUTETA Yy CaBPEMEHOM
rnobann3oBaHoM csety. [lpefaje npaxkce nepdopMaHca u
TPEeHYTHO je rocTyjyhn npodecop Ha YH1BEP3UTETY YMETHOCTW Y
JInHuy v MicnanockoM yHusep3sutety ymetHocTw. Of fesedecetunx
roaMHa NpoLUOr Beka »u1BK y beyy.

www.michikazumatsune.info

* . Mdaad o>
-
an

punpemajyhn ce 3a y4vewhe Ha 20. BujeHany

YMETHOCTK Y [laHyeBy, yMeTHUK Muymkasy MauyHe

noYeo je [a y31MMa 4acoBe CPrCKor jesuka. lNpemaa je
Ha HMBOY NMOYETHMKA, HAaY4MO je HEKONMKO peyn, 13pasa u thpasa
Ha je3u1Ky ca KojuM paHuje Hinje 6ro yno3sHart. OBaj npouec y4era
MOC/Y>KMO MY je Kao 0CHOBa 3a paf ,CTpaaaaasal’ Koju ce cacToju
Of NMaHena ca TeKCTOM 1 CHUMKOM [713Ca, Kao 1 nepdopMaHCcoM-
MHTepBeHLMjOM. MaLlyHeOoB paf nNpeacTas/ba Urpy ca M3peyeHnm
M HeM3peyeHnM CTBapKMa, NI0KaNHUM W I00aNHNM KOHTEKCTUMA
KOje 13a3nBa XyMOpOM.
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ichikazu Matsune (1973, Kobe, Japan) is a Japane-

se-Austrian artist who works in his personal style by

combining conceptualist and documentarist practices.
He utilizes diverse approaches, which range from stage-perfor-
mances and interventions in public spaces to audience-participa-
tory projects. Characterized as both critical and playful at the same
time, his work examines the tension around our cultural ascriptions
and social identifications in our globalized contemporary society.
He teaches performance practice and is currently a visiting tutor at
Kunst Universitat Linz and Iceland University of the Arts. Matsune
is originally from the seaside town of Kobe and has been based in
Vienna since the 1990s.

www.michikazumatsune.info
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s a preparation for his participation in the 20th Biennial

of Art in Pancevo in Serbia, artist Michikazu Matsune

has started taking Serbian language classes. Being at
a total beginner’s level, he learned some words, expressions and
phrases in the language he had not been familiar with earlier. This
learning process serves as the basis for his work “Straaaaaavall’,
which consists of text-boards and a voice recording as well as a
performative intervention. Matsune's work is an absurd play with
spoken and unspoken matter, local and global contexts, which he
humorously provokes.
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Dapuja Mepuh, “Terms of Service Fantasy Reader, Public Confession Room”, Buaeo, uHTepakTMeHa

WHCTanauuja, NpoMeHbMBe AnMeH3sunje, 2019-2022 (pag y KOHTUHYMPAHOM pa3Beojy) ="
Darija Medi¢, “Terms of Service Fantasy Reader, Public Confession Room’, video, interactive installation,
variable dimensions, 2019-2022 (ongoing art project)
- | I T T T ML : —— —
F # | | i N E
= b

nx

¥

apuja Meanh (1986, Beorpan) yMeTHMUE, pagHWLA

N enyKatopKa Yy KynTypy, aKademujy 1 UMBWUIHOM

LOPYLITBY, KOja WCTpaxyje Moapyyje faBvpviHaTa
CaBpeMeHor CTBapakba CMWUCIA CaXkMBOTa Ca TeXHONOTUjOM U
(ne)koampaHe pauvoHanHoCcTV. McTpaskyje y KOHTEKCTY moeTuka
Meavja, AMCTprbyunpaHe KOrHuuwvje, MaTepujanHocT HTepakumje
M NOMTMKA [M3ajHa MHTepdejca YHyTap anropuTamcke Kyntype
KpO3 CTBaparbe KONeKTUBHUX NapTULMNaTUBHUX NpoLeca 3a ceH-
3nbunKcarbe Cnpera aAurnTtanHe Meduvjauuje. V3naxe camoctanHo
W TPYNHO Ha KOH(MepeHuwjama, w3noxbama M decTMBanvMMa
Y 3eM/bV W MHOCTPAHCTBY, MyTEM KOJUX Paiu Ha MoBe3uBarby
KPUTUYKE MeanjCke YMeTHOCTW 1 AUTUTANHWX NONNTYIKA. 3aBpLUKAa
je HoBe nukoBHe Meauje Ha Akafemujn ymetHocTr y Hosom Cagy,
MacTep Ju13ajH Meawja 1 KOMyHWKauWja Ha VHCTUTYTY MnT 3BapT Yy
Potepamy, XonaHamju, a TPEHYTHO je Ha LOKTOPCKMM CTyaujama
nporpama WHTepMeamjanHa yMeTHOCT, nucarse v nephopmaHc
Ha YHuBep3uTety Konopaga y bongepy, CAL YnaHuua je Caesa
yApY>Xerba NIMKOBHUX yMeTHWKa BojsogmHe (CYNYB), roctyjyha
npefasaqunua Ha MakynTety 3a Medumje U KOMyHVKaumje 1 cTpyyHa
capagHvua konekTvga kuda.org.

www.syntaxerrror.com
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JTerms of Service Fantasy Reader” - yMeTHUYKM 1 1cTpa-
YKMBAYKM NPOjeKaT Koju npencnuTyje ogHoc n3mehy perynauuije
1N nperosaparba MONW  OWIUTANHOr COMCTBA Yy CaBPEMEHO]
nuTepdejc KynTypu. Paa (yHKUMOHWLIE Ka0 MHCTanaumja koja
HacTaje w3 pactyhe ayomo-apxwBe TPYMHWX [ApaMaTi3aumja
yCNoBa Kopuwhera pasnuunTix cepsuca. Ayamno-apxmsy npare
N KOHTUHYMPAHO MpWKYM/baHW MprUMepn Mnopyka MOBWUIHUX
anaMkaumja y Kojuma ce YyoyaBa cCreumduyHa ynotpeba
je3vka 13 [OoMeHa eTuKe, Opure, eMOTMBHON, HapedOOAaBHOM
WM XYMOPUCTUYKOT TOHA, Kao M CrneunduyHMx nopyka OKo
noTephvBaba UK yKMaaHa Hanora Ha ofapefheHuM cepsucuma.
Ycnosu kopuhersa cy YroBOpU Koju ce CBakOAHEBHO MOTMUCY]Y
NPWIVMKOM MHCTaNMparba ananKkaumja v cepsrca, y Hajsehem 6pojy
cnydYajeBa 6e3 ymTama, NpehyTHo npuxeaTtajyhu yntumatym 3a
y4ecTBOBake Y CaBpemMeHnM 06/1uUMMa couvjanmsaumje nytem
NPUCTajakba Ha TPaXKEHO, LITO Hajuewhe noapasymeBa 1 OCHOBHa
3aflaTa nofellaBakba Hekor cepsuca. OBa TELKO pasyM/buMBa,
Lyrayka [OKYMeHTa Kpoje rpaHule npoctopa wu3soherba W
M3parkaBatba OHNAJH MAEHTUTETA, @ Y UCTO BpeMe NnpeacTaB/bajy
1 BOJHO MOJsbe 3a AUrnTanHa nNpasa KopucHuKa. ,Terms of Service
Fantasy Reader” Hyaum Taj TELLKO AOCTYMHW NYKCY3 BPEMeHa Aa ce
MCKYCY CafipyKaj Pa3HONMKMX npumMepa ycnosa Kopuwherba Kpos
KOMEKTUBHO eKCNPEeCBHO YnTare Yy jedMHCTBEHOM MpOCTOpY U
BpeMeHy. Kpo3 nHcTanauunjy paf npencraB/ba arperaumjy nlpasa
npehyTaHor, HeV3peLmnBor, HejaCHoT, apeKTUBHOr OAHOCa NPeMa
npocTopnMa anropuTamcke KoKpeauuje v perynauuje concrsa,
Kao v 3ajefHuLe.
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arija Medi¢ (*1986, Belgrade, Serbia) is an artist, educator

and cultural worker in academia and civil society, rese-

arching labyrinths of contemporary meaning making,
cohabitiation with technology, and (de)coded relationality. She de-
velops work in the context of media poetics, distributed cognition,
materiality of interaction and politics of interface design within
algorithmic culture through creating collective participatory pro-
cesses for sensitizing points of digital mediation. She shows work
independently and collectively at conferences, exhibitions and festi-
vals, locally and internationally, making connections between criti-
cal media art and digital policy. She graduated from the New Media
Art department at the Academy of Arts in Novi Sad in Serbia, com-
pleted a Master Media Design and Communication master’s degree
at the Piet Zwart Institute in Rotterdam in the Netherlands, and is
currently a student at the Intermedia Art, Writing and Performance
Program at the University of Colorado, Boulder in the USA. She is
a member of the Association of Visual Artists of Vojvodina, visiting
lecturer at the Faculty for Media and Communications in Belgrade
and associate researcher with kuda.org.
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“Terms of Service Fantasy Reader” is an art and research pro-
ject that interrogates the relationship between the regulation and
the negotiation of the power of digital selfhood in contemporary
interface culture. It functions as an installation that comes into be-
ing from a growing audio archive of collective dramatizations of
the terms of service of various services. This is accompanied by a
continuous collection of examples of mobile app messages showing
specific uses of language, whether it be the employment of narra-
tives of ethics of care, the existence of an emotional, commanding
or humorous tone, as well as the look of app messages about veri-
fying or disabling accounts. Terms of Service are legal documents
that get “signed” on a daily basis, when downloading and installing

an app, in most cases without being read, the signee accepting the
silent ultimatum to participate in contemporary forms of sociali-
zation, most commonly accepting the default settings unchanged
and unquestioned. These conceptually demanding, long and often
hermetic to read documents both define and reinforce the invisible
borders of the user's options for self-expression. At the same time,
they are one of the main battlegrounds for user rights. “Terms of
Service Fantasy Reader” offers the never fully available luxury of
time to experience the content of various Terms of Service through
a collective expression of unspoken, unspeakable, unclear and affe-
ctive relationships towards spaces of algorithmic cocreation and
regulation of the self, as well as community.

O0O2 s0vs 0 ¥0133S AH31SHHOWASEHISS

Dapuja Mepuh, “Terms of Service Fantasy Reader, Public Confession Room”, Buaeo, MHTepaKTMBHa

www.syntaxerrror.com : . .
WHCTanauuja, NpoMeHbMBe AnMeH3mje, 2019-2022 (pag y KOHTUHYMPAHOM pa3Beojy)
Darija Medi¢, "Terms of Service Fantasy Reader, Public Confession Room’, video, interactive
installation, variable dimensions, 2019-2022 (ongoing art project)
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Mwunuua Mujajnosuh, ,A Life, a Flash®,

y/be Ha TekcTuay, 100 x 125 um, 2022.
Milica Mijajlovi¢, "A Life, a Flash’, oil on
textile, 100 x 125 ¢m, 2022
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wimua  Mwujajnosuh (1993, Beorpaa) BuW3yesHa

YMETHMLA YMja Ce npakca yrnaBHoOM ycpeacpehyje

Ha MuTarba (OpMUpParba NIMYHOT WAEHTUTETa Y
KOHTEKCTY 0[lpacTarba y NoCIepaTHUM roAMHaMa, ann U Ha PasBoj
MCTOT Yy MEepCrneKTUBM HEeCTabWIHOT W HEeW3BECHOr KOHTEeKCTa
CaBpeMeHOr [ApywTBa. Harnawasa amOujeHT u  CUMBOAMKY
faorahaja Koju cy OedWHUCAnU HeH >KEHCKM WAEeHTWTET, a
MCTOBPEMEHO MPEUCTNUTYje 3Ha4yera W HauMHe Ha Koje ce
oapeheHe nojaBe MaHWUMECTYjy Y Hallem OKpPYXKekby. 3aBpLumna
je mMacTtep cTyamje Ha AKafemuju 3a YMETHOCT, apxXUTEKTypy U
av3ajH y Mpary. [Jo caga je Mana camocTanHe 13noxoe y Hewwkoj,
Mahapckoj, Cpbujn, LUpHoj Topy 1 Cnosaykoj, a y4yecTBoBasna
je ¥ Ha yMeTHW4YKMM pesnpeHumjama nonyt EASTTOPICS AiR
nporpama y byaumnewTn, Kao 1y bepnvHy v Mpary. HbeH pag
YBPLUTEH je Y HeKONMKO pa3nnumntux nybnmkaumja - NONFICTION
03 'STATEMENT,, v ap. TpeHyTHO XWMBK ¥ CTBapa Ha penauujv
beorpaan-[lpar.

www.milicamijajlovic.com

CpebpHa mpexxa cpehe

Kao cyse wro cu nposvia

[ounrse fa Teve

Y noynmsel ga ocehay

’Kunpor, brecak

To v pasgupe

TBojy rnasy, TBOJY AYLLY

To Huje noLuTeHo

The KVB - Never Enough (H1kaz 0oBo/bHO)

A life, a flash” je cepuja cnvka kojy cam 3anovena 2019.
FOAMHE M Ha KOjoj W [asbe paauM, OOK MerbaM HbeH 06/MK 1
opmy, TpaHcopmumwyhu je n foaajyhn HoBe CnojeBe 3Hayersa.
Ha caMoM moyeTky, OBe C/IMKe Cy MpencTas/bane CMMBONNYKe
penpeseHTaunje onpeheHor oceharba Koje camM HacTojana fa
n3pa3nm. To BUWeECOjHO oceharbe je KoMOMHauMja cTpaxa u
33[IMB/LEHOCTN KOJy CaM MPBW NyT 0CeTuna Kao AeTe 3a BpeMe
6ombapaoBarka 1999. roamnHe, a jaBWUNoO Ce OOK CaM nocMaTpana
TpenepaBo HONHO HebO w3Hag Mor O0MOapAOBaHOr rpada.
Taj xubpua CTpaxa M 3aAVB/LEHOCTW, Tpayme U CnekTakna,
MYyKe 1 PafoCTV KacHWje — y noc/iepaTHUM rognHama - noctao
je MpWCyTaH Yy CBAKOOHEBHOM XXMBOTY, He CamMO MOM U Moje
nopoauue, Beh 1 y >XMBOTY YMTaBOr [OpYyLWTBa Kafa je Takea
Kpu3a ynponacTuia MHore rofiHe Koje Cy HaKoH Tora ycneause.
MaTtepujanu 1 06AMUM KOje KOPUCTMM Yy MpoLecy CnKakba,
CMMOOMNYKM Ce 0AHOCe Ha 0cenarbe Koje cam onwmcana, anu ogHoce
Ce W Ha jeflHy YMHOTOMe C/IOXeHNjy KOMBWHauWj)y (eHoMeHa
KOj1 MOCTOje y HalleM ApPYLITBY. YK/by4dyjy oapeheHy TOKCUYHOCT
33jelHO Ca efleMeHTMa rPaHAMO3HOCTU U eKCTPaBaraHTHOCTU,
eKCMI03MBHOCTM W flyAuaa Koju Nnoctoje Ha Ay60oKO eMOTUBHUM
1 0YXOBHUM OCHOBaMa.
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MiLCA
MIAILOVIE

ilica Mijajlovi¢ (*1993, Belgrade, Serbia) is a visual ar-

tist. Her artistic practice is mostly focused on issues of

personal identity formation in the context of growing
up in a post-war period as well as the development of such an iden-
tity within the perspective of an unstable and uncertain context of
contemporary society. She emphasizes the atmosphere and the
symbolism of events that have defined her female identity while
simultaneously re-examining the meaning and ways in which certa-
in phenomena are manifesting themselves in our environment. She
obtained her MA at the Academy for Arts, Architecture and Design
in Prague. She has realized solo exhibitions in the Czech Republic,
Hungary, Serbia, Montenegro and Slovakia, and she has been gran-
ted artistic residences such as EASTTOPICS AiR program in Buda-
pest and similar programs in Berlin and Prague. Her artworks have
been published in several publications such as NONFICTION, 03
'STATEMENT" and others. She currently lives and works between
Belgrade and Prague.

www.milicamijajlovic.com
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Assilver net of happiness
As the tears you cried,
they start to go

And you start to feel

the life, the flash

It pulls apart

your head, your soul

Its crooked’

The KVB - Never Enough

‘A Life, a flash’ is an ongoing painting series | started back in
2019 and I am still working on, while changing its shape and form,
transforming it and adding new layers of meaning. In the very be-
ginning these paintings were symbolic representations of a certain
feeling I was trying to express. This multi-layered feeling is a combi-
nation of terror and amazement | first felt as a kid in the times of the
Belgrade bombing in 1999 and it occurred while watching the flas-
hing night-sky above my bombed hometown. This hybrid of terror
and amazement, trauma and spectacle, torture and joy was later
- in the post-war years - present in daily life, not only mine and my
family’s, but also in the life of society, where such a crisis destroyed
many years that followed this particular event. The materials and
shapes | use in the painting process refer symbolically to the feeling
| described above but also refer to the more complex combination
of phenomenons that exist in our society such as a certain toxicity
with elements of grandiosity and extravagance, explosiveness, and
insanity, which exist on the basis of deep emotional and spiritual
foundations.

Munuua Mujajnosuh, ,A Life, a Flash®, ymbe Ha TekcTuny, 100 x 125 um, 2022.
Munuua Mujajnosuh, ,A Life, a Flash®, ymbe Ha TekcTuny, 100 x 125 um, 2022.
Munuua Mujajnosuh, ,A Life, a Flash®, y/be Ha TekcTuny, 140 x 170 um, 2019.
Milica Mijajlovic, "A Life, a Flash’, oil on textile, 100 x 125 cm, 2022
Milica Mijajlovic, "A Life, a Flash’, oil on textile, 100 x 125 cm, 2022
Milica Mijajlovic, "A Life, a Flash’, oil on textile, 140 x 170 ¢m, 2019
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. eneHa Muumh (1986, KrbaxkeBall) mMarucTpupana je Ha Aka-
| .
Jenena Muuwuh, ,be3 Ha3mea®, uHcTanaumja (wranuhu 3a ywn, cTpyHa), 3,5 x 6,5 M, 2019-2022. [ AeMU1 NIMKOBHUX yMeTHOCTH 'y Beuy (2020) Ha Onceky
Jelena Mici¢, ,Untitled”, installation (cotton buds, strings), 3.5 x 6.5 m, 2019-2022 33 TekcTyanHy ckynntypy (MeHTop XajMo  LloBepHur).

3aBpliaBa Mactep cTyamje dunosoduje (2012) 1 annnomcke
CTyavje Ha KaTedopw 3a CKAHOMHABCKE je3MKe U KHbMXKEeBHOCTY
(2010) YHuBep3uTeta y beorpagy. Lo6buTHuua je Harpage
| | Lumntpurje bawmdesnh Manrenoc” (2021) koja noppasymesa
pe3naeHunjanHu 6opasak y Hbyjopky 1 camocTanHy m3noxoy,

o i , , . 33 yWW, KOjW y3 MNacTU4He Kece W Apyre BPCTe MAACTUYHUX
3atum Wurdigungspreis der Akademie der bildenden Kunste .
.y , ) ) nakoBakba Tpeba Aa Byay NOBYYeHM Ca TPXMLLTA A0 Kpaja 2021.
Wien“ 3a Haj6osbe 3aBplHe pagose (2020), O1 Talentestipen-

) _ moe roavHe. TPXKMWHW apTUKAM ca NOAWUA NPOAABHULA 3aMetbyjy
dium Bildende Kunst (2018) i kiltir gemma! (2018) y beuy. Y ) . -
- - o _ Ce 0APKMBMM MaTepuvjanrnMa Kao LTo je nanup v apso. [JaHac -
CBOjO] YMETHWYKO] MpaKkcy 6aBW Ce APYLITBEHO-MOMNTUYKIAM , .
, , , MaTepujan 13 NPUPOAHMX M3BOPA KOLWITAjy Makbe Hero H1xoBe
acnekTuMa 6oja U BOJHUX CUCTEMA, LWTO YKIbydyje W TePeHCKU
nNacTuYHe 3aMeHe.

pan ¥ NpUKyrn/bakbe BW3yenHor martepujana. EKoHOMCKa . A
i _ On 2021 roavHe jedHOKpaTHa NacTvka noctaje 3abparbeH
eKonoLWKa NUTarba Matepujana 1 pafa Teme cy Koje Npomarpa _ :
MaTtepujan, Kao W Uwu/baHM npeamet 6yayher cehama. OBaj

! KaKo Yy YMETHWHYKOM, TaKO W'y KyCTOCKOM pagy. Kopuctehun meToay . . .
NPOjeKT MpaTh MOAWTUYKE OA/yKe Be3aHe 3a MaTepwjan Koju

anponpwijauuje cBakoaHeBwLe, 4ecTo npey3nma ofabpaHe obpa- 4 o
[ je MHOrMMa [0CTynaH W Koju je M3 nceynoeKkonowkmx pasnora

[ CLe Jby[ACKOr MOHallarba MCTpaxkyjyhu nocnegumue Tmx akuuja. A .
_ ocyfeH Ha nsymupare. CBeoLM CMO HeCTaHKa MaTepujana Koju

OcHuBavmua je HecopManHe rpyne YMETHVIK. XXuen v pagn y : : .
je TOKOM rofiHa NoCcTao OCHOBHA M CBEMPUCYTHA MaTepuja Koja

Beuy ka0 cnobofHa yMeTHUUE 1 yMeTHMYKa Ampektopka WIEN-
Ce Hanasu 1y /byackoM Teny. MoTpoLHba NacTvke pa3oTKpyBa

WOCHE cectmBana.

(byHOAMEHTaIHe eKOHOMCKe MPUHLMNME, a HAaC 0CTaB/ba Cyo4eHe
Ca NUTarbeM - KO MOXke Cebu ja NPUYLLTK HeH HeCTaHak?
Kpo3 nepdopMaTMBHY akuujy Hanaxersa M roMunarea 0BOT
3abparbeHor 1M ABO3HAYHOr MaTtepujana, Cakynbam rpeocrtane
NpUMepKe f1a UX MHTErpULLIEM Y MHCTanaluje BeIMKNX AVMeH3Nja.
Moja HaMepa je [a NPeACTaBMM CakynibeHu MaTepujan y 06amnky
MHCTanauuje Koja ce cactoju oL, nonynpo3vpHe nieteHe Mpexe
cayutbeHe of wranuha 3a yww, soha u nospha. PasurpaHe
MPOCTOPHe CNnKe y 06Ky 000jeHnx 3MaoBa yobnmyasajy
npoctop ycmepasajyhu 1 orpanmyasajyhu kpeTare nocetunaua.
Paposw cy 13HOBa NpvnarofeHy AMMeH3mnjaMa NpocTopa 1 Hoce
| Tparose NPeTxoAHVX npunarohaearsa.

o 2018. roguHe y EBpOMCkoj yHWjW 3abparbeHa je
ynotpeba jenHokpaTHe nnactuke, a 2020. rogunHe
3abparbeHa je 1 ynoTpeba nnacTuyHKX keca. Bucoko
Ha MCTY NPOW3BOAA OMACHWX MO OKOMMHY Hanase ce v wranvhu

www.jelenamicic.com
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elena Mici¢ (*1986, Knjazevac, Serbia) obtained her MA in 2020

at the Academy of Fine Arts in Vienna at the Department for

Textual Sculpture under the mentorship of Heimo Zobernig. She
obtained her MA in philosophy in 2012 and graduated from the
Department for Scandinavian Languages and Literature in 2012 at
Belgrade University. She received the “Dimitrije BaSicevi¢ Mangelos”
award in 2021 that included the residency in New York as well as a
solo exhibition, and she also received the Wardigungspreis der Aka-
demie der bildenden Kunste Wien for best final exam artworks in
2020. She was also awarded with the “01Talentestipendium Bilden-
de Kunst” (2018) and "kalttr gemma!” (2018) in Vienna. Her artistic
practice includes exploration of colours and colour systems in their
socio-political aspects, and it also comprises fieldwork and colle-
cting visual materials. The economic and ecological issues related
to the materials and labour processes are topics that she considers
both in her artistic and curatorial work. She often takes on selected
patterns of human behaviour by using the method of appropriation
of everyday life, and explores the consequences of such activities.
She is one of the founders of the informal group UMETNIK. She is
living in Vienna as a freelance artist and works as the art director of
the WIENWOCHE festival.

www.jelenamicic.com
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ince 2018 single-use plastic has banned in the EU, which

went on to prohibit single-use plastic bags in 2020. One

of the top-listed environmentally hostile products are
cotton buds, which, along with plastic bags and different sorts of
plastic packaging, are to be completely withdrawn from the market
by the end of 2021. Market shelf contents are being increasingly
replaced by sustainable materials such as paper and wood. Nowa-
days, natural resource material costs less than the plastic surroga-
tes.

From 2021 on, single-use plastic is a forbidden material, and a
targeted item of the future memory. The project follows the politics
of how the material available to many was, for green washing rea-
sons, purposefully led to extinction. We are witnessing a disappe-

Jenena Muuwmh, ,bes Ha3znea", 06jexkaT/cmka
(wTanwhu 3a yww, cTpyHa), ~ 80 x 80 uM, 2019.
Jelena Mici¢. "Untitled”. object/painting

(cotton buds, strings), ~ 80 x 80 cm, 2019

arance of a material which over the years became a fundamental
and omnipresent matter even inside the human body. The plastics
consumption process reveals underlying economic principles and
we are left with a question - who could afford its disappearance?

In a performative action of pursuit and accumulation of the for-
bidden and ambivalent material, | am collecting the last specimens
in order to integrate them into large-scale installations. My inten-
tion is to present the archived material in the form of a semi-tran-
sparent stringed cotton bud and fruit and vegetable net spatial in-
stallation. Playful spatial paintings in the form of translucent colour
walls, structure the space, directing and limiting visitors’ movement.
Works are repeatedly adjusted to the dimensions of the space and
carry visible traces of adaptation(s).
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LloHaTaH MoHaxaH, ,M3BaH noHopa“, Buaeo (60ja, 38yK), 19’ y3 noHasmbatse, 2018.

Jonathan Monaghan, “Out of the Abyss’, video (colour, sound), 19" in loop, 2018

LILIHATAH MAHA

oHaTaH MoHaxaH (1986, Pokasej buy, Hoyjopk, CAL)

HarpahvBaHM BU3yeNHW YMETHUK KOju paan ca

CNEKTPOM PasNUMUTMX MeAMja Kao LTO Cy WTaMnaHn
Matepujanu, CKynnTypa v aHMMaumja fa v npon3seo npeaMere
M HapaTuBe KOjM Kao Aa [oOnase Ca HeKor Apyror cBeTa.
VHCmmpuwyhn ce M3BOPULITMA LWMPOKOT OMcera, Kao LTo Cy
NCTOPWJCKM YMETHUYKL PAL0BU M HayYHa (DaHTaCTUKa, HeroBu
(haHTa3Maropu4HV pafoBy PasoTKPVBAjy MOACBECHE CTPaxoBe
noBe3aHe Ca TexXHOMOTMjOM U KOH3yMepu3MoM. MOHaxaHoBM
pagoBu Cy W3naraHuW Ha GuamckoM @ectusany Sundance u
y Palais de Tokyo y MMapwu3y, 1 NpeacTaB/baHn Cy Yy HEKOIMKO
MeamnjcKUX n3dama yKwydyjyhn New York Times, nTanujaHckn
Vogue wn Washington Post. Takohe, paposu cy ™My 6um
OTKYMN/bEeHW 3a BPOjHEe jaBHe 1 NpuBaTHe Konekuuje, yKby4dyjyhu
Crystal Bridges Museum of American Art n Art Bank Collection y
BalUMHITOHY.

www.jonathanmonaghan.com

<A

4L

an ,M3BaH noHopa“ cybBep3vBHO KOMOMWHyje Cfinke

CaBpeMeHOr KOH3yMepu3Ma W [pxKaBe Haf3vparba ca

BUBANjCKMM CMBOIMMA NoBe3aHnM ca OTKPOBEHEM,
npv3MBajyhn CTpaxoBe NOBOAOM jefiHe pacTyhe Heu3BeCHOCTM
cnpam 6yayhHocTv. OBaj BU3YeNHO eKCTpaBaraHTaH pag MoHOBO
3aMULL/ba eNleMeHTe Kao LUTO je CeAMOOKO jartbe W 4etrpu
jaxava NpeacTaB/beHa Kao Yy[oBWLITA [JaHallrbuLe, YKpalleHa
CUTYPHOCHWM KaMepama, OMpeMOM MpOTWUB [AEMOHCTpauuja u
€N1eKTPOHNKOM HaMeHeHOj LUMPOKO] NOTPOLWHK. Civke CTBOpeHe
kopuwhersem CGl codTBepa BeoMa Cy fAeTasbHe 1 Mpey3nmajy
yrnaheHy BW3yesiHy ecTeTUKy KakBa ce cpehe y pexknamama
PEKNAMHMM OrMacMMa Kao CPeCTBO 33 UCTPAXKMBAHbE OMcecK)a
MaTepujanH1M NpeconsbeM y AUrnTanHom gooy.

=k

LL2 <13 O d01M3a AH L IHHHWHIHASHHME S

]

*
o

e

B R r T e 1

| H
B
FaEFA 110 =
i e,
¥ o il % “n



¥

REFIH | ERY_ =

= REFIHI ERY u

- o i E — = : T 1

| “Out of the Abyss” subversively combines imagery from mo-
i : dern consumerism and the surveillance state with biblical symbols
associated with the Apocalypse, eliciting anxieties about an increa-
J I:l H[:l—l_l_l[:l H m I:l HF' I:| I_llcl H singly uncertain future. Visually extravagant, the work re-imagines
elements such as the seven-eyed lamb and the four horsemen as
terrifying beasts of the present day, adorned with security cameras,
riot gear, and consumer electronics. Created using CGl software, the
imagery is highly-detailed and appropriates the slick visual aesthe-

onathan Monaghan (*1986, Rockaway Beach, New York, USA) tics found in advertisements or commercials as a means to examine

is an award-winning visual artist who works across a range of obsessions with material excess in the digital age.

media, such as prints, sculpture, and animation, to produce ot- ) I
herworldly objects and narratives. Drawing on wide-ranging sour-
ces, such as historical artworks and science fiction, his fantastical -
pieces uncover subconscious anxieties associated with technology
and consumerism. Monaghan's work has been exhibited at the Sun-
dance Film Festival, and the Palais de Tokyo in Paris. His work has
been featured in several media outlets, including The New York Ti-
mes, Vogue Italia, and The Washington Post. His work has also been
acquired by numerous public and private art collections, including
The Crystal Bridges Museum of American Art and the Washington,
D.C, Art Bank Collection. = o

www.jonathanmonaghan.com

=T T - - LloHaTaH MoHaxaH, ,M3BaH noHopa“, Buaeo (60ja, 38yK), 19' y3 noHas/batse, 2018.
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Jonathan Monaghan, "Out of the Abyss’, video (colour, sound), 19" in loop, 2018
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MyHa Mycu, 200 489 | Gul,e wedguesl | Bologna St. 173, Il sole d'agosto, in alto nel cielo, batte forte*, nepcdhopMaHc v
MHCTanaumja o4 Be3eHe TKaHWHe He3ana, ABejy APBEHWX CTPYKTYPa 3a CTaHOBakbe, MPOMeH/buBe AnuMeHsuje, 2021..

Muna Mussie, “P0aeg 246 | Lwl,e wedeusl | Bologna St 173, Il sole d'agosto, in alto nel cielo, batte forte’, performance and
installation of embroidered gauze nezzala, two wooden inhabitable structures, dimensions variable, 2021
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MAHA MALH

yHa Mycn (1978, KepeH, EpwTpeja) ymeTHMUa

Koja »kmBW y Bonowun 1 6aBU Ce UCTPAKMBAHEM

M3BONAYUKMX  YMETHOCTM M CLEHCKMX  je3u1Ka
Kako 6u pana 0baMK HanetocTu m3mehy pasnMYMTMX NOMOBa
M3parkaBarba. YMeTHUYKY Kapujepy 3anodena je 1998. rognHe
Kao rnymuua/mssohaunua. Og 2006. cama KOHUMNKPA, NOCTaB/ba
Ha CLeHY W MHTepnpeTMpa COMNCTBEHe pafoBe. HbeHe ckopalltbe
npoaykumje, ykmwydyjyhu nHctanaumjy v nepdopmarc Milite
Ignoto” (2015), kao 1 nepcopmance ,0asi” (2018), ,Curva“ (2019),
,Curva Cieca” (2021) n ,PF DJ* (2021), uctpaxkyjy yTBapHe nojase
N MakbUHCKe nctopuje. basuna ce AM3ajHMParbeM 3a Konekumjy
onehe FFMM y capaamu ca ®nasujom Masennjem (Flavio Favelli)
y nepvogy 2007-2009. Vimana je MeRyHapooHw TeaTapcku
NpojeKT Hacnoe/beH ,Monkey See, Monkey Do* (2011-2012).
HbeHne WHTepBeHuMje Ha objekTMa cy Punteggiatura (2018),
NpojeKaT 3aCHOBaH Ha NMpaKcu LWMBera 1 Bologna St. 173 (2021),
Kao W HbeH CaMOoCTanHu HacTyn Ha Archive sites y Munary, Koju je
Takofe nprkasaH y Savvy Contemporary y bepnvHy. Ckopatursu
npojekT ,0blio" (2021) oAHOCK Ce Ha UCTPaXXMBaHE YMETHOCTU Y
jaBHOM MpocCTOpY.

nepdopmaHcy W npatehoj WMHCTanaumin L0as 185 |

uvle wedeusl | Bologna St. 173, Il sole d’agosto, in alto

nel cielo, batte forte" - ywvja je CyWTUHA jeAMHCTBEHO
KpeTakbe MMeTeHWLA KOCe KOje Ce XOPW30HTANHO Y3OMXKY Of
CUNHe 00pTakba TeNa 1rpada - Taj MOKPET Of jeiHe MUNUCEKYHIEe
NPOAYy>KeH je fa 61 0A3Barba0 KPo3 YMTaB NPoCTop, 0byxaaTajyhn
MPUTOM 23 TO[IMHE ePUTPEJCKMX MONUTUYKMX KOHrpeca 1 yjefHo
hectmBana. Tv (hecTMBanyM Ha KojuMa Cy y4ecTBoBanu Eputpejum
13 AMjacnope Ca HeKONIMKO KOHTWMHEeHATa W Koju Cy OApXKaBaHu
y MuHxery, HupH6epry, Masuju, ann Hajyewhe y Bonown (y
KOHTUHYWTeTy of 1974. no 1991. roavHe), npeacTaB/banu cy
(poHT 6opbe 3a 36auMBarbe BOjHe AMKTAType W CTBapatbe
He3aBMCHe HOBe Hauumje oasajakbeM of Etuonuje. Muctanauwvja
KOja Mpefy3nMa K/by4HO HOBO UCTPaKMBarbe je monako rpaheHa
TOKOM MyHUWHOT pe3npeHumnjanHor 6opaska y apxne1uMa MunaHa
rOe je NPeTpaXkMBana He3BaHWYHY 3BYYHY MEMOPUjY V1 eMOTUBHM
Cafp>Kaj OTBOPEHUX M UHOYCTPU]CKUX MPOCTOPa Koju cy yrohasanu
TOOVLIHE  KOHrpece UM MPOBM3OPHE  WWATope  PasinynTmX
06/MKa. YNackoM y NpocTop MHCTanauwvje [onasu ce y goamp ca
€MOTUBHMM YTUCLMMA KOje Cy OCTaB/banu FOAULIFGY MOMUTUYKM
(heCTVBaN Ha jejHO AeTe Koje 1X je MoCMaTpano 1 Koje je n3berno
ca nopoaunuom 13 Eputpeje y bonorby Kaga je MMano ase roguHe.
Ycpen npoxumajyher, CBenpucyTHO Hatanajyher npucyctsa
paTa, apxuB OHOTa WTO je NpPeocTano of bopbe, HeHux cumbona,
FbeHe VKOHOrpauje, HeHWX aKpOHWMMa, MpoCeYeH je je[HOM
YMETHUYKOM MMarvHaumjoM Koja je (yopecueHTHa, HeOoHCKa,
XanuuUMHOreHa, NCYXOAeNVyHa, Tpenepasa 1 cTobockomncka. OBaj
pan CTora NpeacTaB/ba yparbake y nkoHorpadujy 6opbe.

OBaj pafl yBpLWTeH je y Cenekuujy Kao omax kadaHu ,Kog
ABWCMHLA', KOja je y MPBOj NMOMOBMHW MPOLLNOT BeKa MocTojana y
MaH4eBy. ABUCKHW|a je CTapy Ha3WB 3a ETMONCKO LapCTBO Koje je
00yxBaTano Teputopujy AaHawme ETmnonuvje n Epmtpeje. KaaHa
nod TMM Ha3MBOM Y UCTOpPUjcKOM feny [laH4yeBa MpencTas/ba
CBE0YAHCTBO O MPWjaTe/bCKOM OAHOCY rpafjaHa Manuvesa npema
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una Mussie (*1978, Keren, Eritrea) is an Eritrean artist

based in Bologna, who investigates the performing

arts and scenic language to give shape to the tensi-
on that arises between different expressive poles. She began her
artistic career in 1998, as actress/performer. Since 2006, she has
conceived, staged, and interpreted her own works. Her recent pro-
ductions, including the installation and performance “Milite Ignoto”
(2015), the performances “Oasi” (2018), “Curva” (2019), “Curva Cieca’
(2021), and “PF DJ" (2021), investigate ghostly apparitions and minor
history. She designed the FFMM clothing collection with Flavio Fa-
velli (2007-2009). Her international theatre projects is Monkey See,
Mankey Do (Chapter I-1l, 2011-2012). Her object interventions, Pun-
teggiatura (2018), sewing a project based on the practice of sewing,
and Bologna St. 173 (2021), her solo show at Archive sites Milano,
also presented at Savvy Contemporary Berlin. Her recent project
Oblio (2021) introduces her research on public art.

WWwWw.munamussie.com
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n Muna Mussie's performance and installation, ‘enaes 446 | Jwl,e
wydgusl | Bologna St 173, I sole d'agosto, in alto nel cielo, batte

forte’, - whose essence is a single movement of braids rising ho-
rizontally from the force of swivelling bodies - a millisecond-move-
ment is expanded to reverberate through the entire space, encom-
passing twenty-three years of annual Eritrean political congresses
and festivals at once. Attended by diasporic Eritreans from seve-
ral continents, and held in Munich, Nuremberg, Pavia, but mostly
(uninterrupted from 1974 to 1991) in Bologna, these festivals were
a front of the struggle to overthrow military dictatorship and gain
an independent new nation from Ethiopia. Embarking on crucial
new research, the installation, slowly built over the course of her
residency at Archive Milan, sought the unofficial sonic memory and
emotive content of the open grounds and industrial spaces, which
hosted the annual congresses and motley put-together tents of va-
rious shapes. Entering the installation space, we enter into the emo-
tive impressions left by an annual political festival on an observing
child, who fled with her family from Eritrea to Bologna at the age of
two. Amidst a pervasive, ubiquitously imbibed presence of war, the
archive of what remains of struggle, its symbols, its iconography, its
acronyms, is shot through with an artistic imaginary, that is fluores-
cent, neon, hallucinogenic, psychedelic, flickering and strobe. This
work is an immersion in the iconography of struggle, only to haunt
it with the present.

This work was included in the selection as a homage to the ta-
vern “Kod Abisinca” (The Abyssinian's), which existed in Pancevo du-
ring the first part of the 20th century. Abyssinia is an earlier name
for the Ethiopian Empire, which included the territory of today's sta-
tes of Ethiopia and Eritrea. The tavern bearing that name located in
the historic part of the town of Pancevo represents a testimony to
the friendliness of the citizens of Pancevo towards non-whiteness.

o Masda s
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MyHa Mycn, o008 246 | Giul,e wedguesl | Bologna St. 173,
Il sole d’agosto, in alto nel cielo, batte forte’, nepcdopmaHc

W VHCTanaumja of Be3eHe TKaHWHe He3ana, [iBejy APBEHNX
CTPYKTYpa 3a CTaHOBak-e, MPOMeHsbrBe AnMeH3uje, 2021..
Muna Mussie, “P0aeg 146 | Lwlye wedguesl | Bologna St
173, Il sole d'agosto, in alto nel cielo, batte forte’, performance
and installation of embroidered gauze nezzala, two wooden
inhabitable structures, dimensions variable, 2021
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Hemama Hukonuh, ,Benuku uptexx 3a The Plot #9°, Tyw Ha nanupy, 220 x 125 um, 2020.
Nemanja Nikoli¢, "Big Drawing for The Plot #9" ink on paper, 220 x 125 ¢m, 2020
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HEMARFEA
HHERO/ TR

eMarba Hukonuh (1987, BarbeBo) aunnommpao je

Ha @akynTeTy NMKOBHMX YyMeTHOCTK Yy beorpafy

2010. rodvHe, Ha C/IMKApCKOM OfCeKy. 3aBplimo je
LLOKTOPCKe YMETHMYKe CTyauje Ha cToM thakyntety 2019. rogmHe.
Peann30Bao je camoCTanHe M310XK6e y MHCTUTYLMjaMa Kao LT
cy JInkosHa ranepwuja KyntypHor LeHTpa beorpaga, lanepuja Dix9
Hélene Lachermoise y lMapw3y, LieHTap 3a caBpeMeHy yMeTHOCT
LipHe ope ([Bopau lMeTtposwha), fanepuja ,ERD" y Ceyny, [lom
omnaguHe beorpapa, fanepuja Puma y Kparyjesuy, YMeTHUYKK
npoctop Y10 1ta. Y4eCTBOBAO je Ha OPOjHUM rpyNHUM M310XK6aMa
y 3eM/bM 1 MHOCTPaHCTBY: Caixa Forum y Maapwuay v bapcenonn,
Kunsthal KadE y AMepcdopty y Xonanaumju, Kunstlerhaus y beuy,
Ha 56. i 57. OkTobapckom canoHy y beorpaay, lanepuju ,LWkyu"y
Jbybmann uta. Of 2018. rogmnHe paan Ha MakynTeTy NMMKOBHUX
YMETHOCTW, TPeHYTHO Y 3Baky [JoueHTa. [obutHuK je BuLle
Harpana, Kao Wro ¢y Harpaga 3a upTtexxk Ha TpujeHany upTexka u
Marne nnacTuke yapy>kea MIMKoBHUX ymMeTHMKa Cpbuje n Harpana
3a uptexx n3 ®onga ,Bnagumup Benuykosuh'. MHWUmjaTop je
HacTaHKa YMeTHMYKor npocTtopa Y10 Koju Cy>ku 338 MpoMoumnjy 1
apmpMaLmnjy Mnagmux yMeTHUKa. XKveum y beorpagy.

www.nemanjanikolic.com
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MeTHMYKM npojekaT nof HasveoM ,The Plot’
I\ HacTajao je Tpu rogmMHe W CacToju Ce Of OKO
5000 MakbWX LPTEXKa, 3aTUM Cepuja ,BefIMKKX
LpTeXa’, Kojuma npunagajy UpTexu npukasaHuv Ha bujeHany
yMeTHOCTV y [laHu4eBy, ¥ Ha Kpajy CaM aHUMUpaHu UM y
Tpajakby 04 AeceT MUHyTa. OparMeHT Npey3eTn U3 pasinuunTnx
KMHeMaTorpaCckmx 0CTBapera HacTanux y nepuomy XnagHor
pata of CTpaHe BeMKMX (UIMCKMX NPOAYKUMja ,3ananHux
camna’ (CALl, Benvka bpuTaHuja) UpTaHW Cy Ha JMCTOBMMA
Krblra, Manama 1 eHuukIoneamnjamMa NncaHUM U n3aatm TOKOM
ucror nepuofa Ha Teputopmjn COPJ, a Koje 3a TeMy umajy
TEOPW|CKO NMPOMUL/babe COLMJANNCTMYKOr ypeherba, 0AHOCHO
MpencTaB/bajy Kaptorpadcke AOKYMeHTe rpafoBa, rpaHuua,
Lp>KaBa M KOHTMHeHaTta. JyrocnaBuja je y OBOM WCTOPUjCKOM
pa3nobiby Ovna jefiHa 04 PeTKUX ApXKaBa W3a ,rBo3aeHe 3aBece”
y KOjoj Cy XOnvBYACKM (DWAMOBYW, TB-cepuije, Lie3, POKEHPON
M KOKa-Kofla bunm He CaMo [03BOSbeHW Beh Cy YMHWAW [eo
CBakofHeBMUe. AMepuykM (MWIM je Kao HajMaCoBHMK BUA
YMETHUYKOT M3parkaBarba, 3a0aBe, HePeTKO 1 NponaraHae, MMao
NocebHy yory y jyroc/IoBeHCKOM [APYLUTBY, ApXehu anconyTHy
LOMUHAUW]y Mehy CTpaHUM KUHeMaTorpacknm OCTBaperma
y AoMahumM  6Bumockonuma. YNosHajyhv Kpo3 Hera packoL,
60raTtcTBO WM HEKOHBEHLUMOHANAH HauuH >XMB/berba, YOBEK Y
JYrocfIoBeHCKOM  coumjanmsaMy MMao je MOryhHocT ga carba
aMepuYKM CaH y HeaMepUYKMM YC10BMMa (OMLUVPHWje 0 0BOj TeMU
y: PagnHa Byyetuh, Koka-Kona coumjani3am: aMepukaHn3auma
JYrocraoBeHcKe nonyiapHe KYatype twespecetnx roguHa XX Bexa,
Cny»6eHn racHuk, 2020, Beorpan). Oapactajyhu y pywesrHama
TOr CUCTeMa, y nepuody Koju Gu ce Morao OKapakTepucati Kao
6ecKoHa4Ha TpaH3uLMja 13 jenHor cucTeMa y Apyri, CXBaTuo cam
L@ Cy OB KPajHOCTW W KOHTPaAMKTOPHOCTM AeduHmcane Moje
CTaBOBe, Haflakba W nornefe Ha cBer.

FaImATFA 1 18

e ]

BlL2 d17 0 d01M33 dH1LOEHEWEIHGSHHMES



REFIH | ERY

O22 Sovd 0 80L335 AUSLSHHOWASSHIZES

i —— e —— e ————— - —— —_—— ———  r e —

HEMAHIA HIROLIC

emanja Nikoli¢ (*1987, Valjevo, Serbia) graduated from

the Faculty of Fine Arts in Belgrade in 2010, department

of Painting. He finished his PhD studies at the same fa-
culty in 2019. He has presented his works at solo exhibitions since
2010, in: Art Gallery of the Cultural Centre of Belgrade, Gallery Dix9
Helene Lachermoise in Paris, Belgrade Youth Centre, Rima Gallery
in Kragujevac, U10 Art Space in Belgrade, etc. He has participated
in many group exhibitions in the country and abroad: Caixa Forum
in Madrid and Barcelona, Kunsthal KadE in Amersfoort in the Net-
herlands, Kunstlerhaus in Vienna, 56th and 57th October Salon in
Belgrade, Centre for Contemporary Art of Montenegro, etc. Since
2018 he has been working at the Faculty of Fine Arts in Belgrade,
currently as assistant professor. He has won several art awards,
such as the Award for drawing at the Triennial of Drawings and
Small Sculpture of the Association of Fine Artists of Serbia and the
Award for drawing of the Vladimir Velickovi¢ Fund. Nikoli¢ is the ini-
tiator of Belgrade based U10 Art Space, an independent artist-run
space dedicated to supporting young contemporary artists. He lives
and works in Belgrade.

www.nemanjanikolic.com
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he art project entitled “The Plot” was realized over a peri-

od of three years and it consists of around 5000 smaller

drawings, a series of “large drawings’, among which are
those exhibited at the Pancevo Art Biennial, and of a ten-minute
animated film. Fragments from various films by the large film com-
panies of the “Western Forces” (USA and Great Britain) from the
Cold War period are used in the artwork by drawing them on leafs
torn out of books, maps or encyclopaedias that were written and
published during the same period at the territory of the Socialist
Federative Republic of Yugoslavia. Their topic gravitates around
theoretical rethinking of the socialist social order, represented by
cartographic documents of cities, borders, states and continents.
During this historical period Yugoslavia was one of the rare coun-
tries situated behind the “Iron Curtain” in which Hollywood movies,
TV series, jazz, rock'n'roll and Coca-Cola were not only permitted,

but formed a part of everyday life. American movies, as the most
popular element of artistc expression, entertainment and, often,
propaganda, had a special role within Yugoslav society and domina-
ted the foreign films shown in the local cinemas. Every human being
living under Yugoslav socialism, through getting familiar with the
splendour, wealth and unconventional way of life depicted in those
movies, had an opportunity to dream the American dream within
an un-American context (see: Radina Vuceti¢, Koka-kola socializam:
Amerikanizacija jugoslovenske popularne kulture sezdesetih godi-
na XX veka [Coca-Cola Socialism: Americanization of Yugoslav Po-
pular Culture during the 1960s], Sluzbeni glasnik, Beograd, 2020).
Growing up amongst the ruins of that system, during the period
that could be described as an endless transition of one system into
another, | realised that it is those extremes and contradictions that
have defined my attitudes and hopes as well as my worldview.

Hemarba Hukonuh, ,Benuku uptex 3a The Plot
#13°, Tyw Ha nanupy, 200 x 150 uym, 2020.
Nemanja Nikali¢, ‘Big Drawing for The Plot #13"
ink on paper, 200 = 150 ¢cm, 2020
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Jupren OT¢, ,YKplTeHe 3aroHeTke", npoHafeHe ny6nmkaumje 3a yyerbe CTpaHUX je3nka,
pajcHaane, 114 x 290 um, 2022. Aytopka doTorpaduje: N3aben ApTyc
Jurgen Ots, "Cross Riddles’, found language magazines, push pins, 114 x 290 cm, 2022
Photo: Isabelle Arthuis

&

npren OTc (1978, JaHaepmoHae, benrunja) yMeTHVIK Ynjv paa

npeBa3vnasu KpPXKe rpaHuLe n3Mehy ckynnrype, MHCTanaumje

1 nepdopmaHca. TOKOM MpOTeKAMX roAuMHa YMETHUK je
OpraHV30Bao 1 CaKkym/bao efemMeHTe Ha OyB/bMM MuWjalama U
OHNajH aykumjama. PyKOBOAK Ce BM3YeNHOM VHTYMLMJOM, Kao U
OHOM BEe3aHOM 3a AoAMp fa 61 0fabpao mMaTepujane Koju uMajy
MONMNTUYKE, EKOHOMCKe W APYLITBEHE KapakTepucTuke. TOKOM
Cakynsbarba, 403B0/baBa [a ra BOAE APYIW Sbyan, Kao 1 TakKTUIHO
N emMOTUBHO nopemeheHe cutyaumje. MpuKynN/beHn npeametn
Cy KacHWje TPaHCMOPMUCaHM Ca eKCTPEMHOM npeuursHowhy y
CTYAMjy: CTapuM MaTepujannMa je NOLe/beHa jefHa HOBa YecTo
MOeTCKa, anv U HeOLN0XKHa peanHocT y OTCOBUM CKYMNTYPanHUM
KOMMo3Mumjama.

jurgen.g.m.ots@gmail.com

JHETEH OTE

npren OTC yaaxrsyje HOB >KMBOT KOpULheHUM npeaMeTuma

Tako LWTO mx npesphe, Tpara 3a HUMa 1 ekcnepuMeHTuLLe

Ha HMMa yHyTap MOHTMPaHWX Cknomnosa. Matepujane koje
KOPUCTK Hanasu Ha ByB/bKM NujaLiaMa v A0C/eHO X NpeTBapa
y apXeofioLKM [OMEH JbyACKe KOMYHWKalWje, je3uKa, Canka
N wvpeHTuTeTa. Pap YKpliTeHe 3aroHeTke® npenctaB/ba 40
KreWKMLA 13abpaHvX 13 cepuje 3a napanesiHo yyere CTpaHmx
jeanka. OHe YK/BYYYjy KheMKMUe npeBoAa Ca (paHLycKkor
Ha XONaHACKW, (PaHLYCKOr Ha eHrnecku M XONaHACKOr Ha
(paHuyckn. CBako mM3darbe MMa COMCTBeHYy 60jy: HapaHLacTy,
6eny v 3eneny. Mpukasyjyhn Hekan npedre, a Hekada 3anrbe
KopuLe HaBodM OKO nmocmarpada [fa npernefasa TO MHOLUTBO
y3ajaMHo, nopefehu enemeHTe Kao WTo cy 60ja, namup,
MacTuUio, LPTeX W MOTUB. JeMHCTBEHOCT CBAKOr M3farba je
NpOTVMBCTaB/bEHO Ca penyTtaumjom cepuje. Crora, OTC cTBapa
YHUKATHW BU3YESHW je3UK KOjW je pa3BujeH Kpo3 peneTtuTuBHe
recToBe M UCTPAXKMBarbe MOryhHOCTU CimKa.
AH KectenajH
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urgen Ots (1978, Dendermonde, Belgium) is a Belgian artist “.II.I.I.I.".U.II Ih‘»
'41

whose work straddles a fragile boundary between sculpture, in- 11

stallation and performance. For several years now, the artist has
been organizing and collecting elements on flea markets and online
auctions. There Ots is guided by a visual and tangible intuition for
materials of a with political, economic and social character. When
collecting, he allows himself to be guided by people, tactility, emoti-
on and disrupted situations. The objects are later transformed with
extreme precision in the studio: old materials are given a new, often

poetic but pressing reality in Ots’ sculptural compositions.

jurgen.g.m.ots@gmail.com

urgen Ots gives new life to used objects by turning them over,
seeking them out and experimenting with them in assemblages.
T His material, found on flea markets, is consistently turned into "I
the archeologic domain of human communication, language, ima- |
ges and identity. The work “Cross Riddles” presents 40 booklets
assorted from a series of parallel language learning instructions.
It comprises of French to Dutch, French to English, and Dutch to
French. Each edition consisting of its own colour: orange, white and

green. The assemblage forms a rectangular on the wall and juggles
the three variations of the series. Showing once the front and so- Jupren OT¢, ,YkplwTeHe 3aroHeTke", npoHafeHe ny6amkaLumje 3a yuere CTPaHMX je3unka, pajcHaane, 114 x 240 um, 2022.

j : . , . =" | J Ots, C Riddles’. found | ines, h pins, 114 x 240 cm, 2022
metimes the back cover, the viewers' eye scans the multitude com- urgen Lts. Lross Riddies . found language magazines. push pins o

paring elements like colour, paper, ink, drawing and motive. The
uniqueness of each magazine juxtaposes with the reputation of the
series. Thus, Ots creates a singular visual language developed thro-
ugh repetitive gestures and exploring the possibilities of the image.
Ann Cesteleyn
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Mneme F20, ,Ceharbe Ha caBnagaHy ncmnxosy 2°
KOM6UHOBaHa TexHuKa Ha A4 nanupy, 2021/22.
Tribe F20, "Memory of Psychosis Overcome 2",
mixed media on A4 paper, 2021/22

I i
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neme F20 HacTano je 13 ynyheHocT CTMrMaTM3oBaHux

/pyan, obonenux of WM3oMpeHwje, jeaHVX Ha apyre.

CxBatmnv CMO [da je CaMoOopraHu3oBarbe Hajbosbu
Ha4MH [a 3aWTUTMMO cebe 1 CTBapaMo BaH OKBMPA BU3YESTHUX
ncyxoTepanuija Koje ¢y 3a HaC OCMUCIUAY CTPYYHbaum. OcMucannm
CMO CBOjy TepaneyTcKy MeTody Koja je nocTana obase3Ha
MHULMjaLMja CBAKOT YnaHa. lpunmnkom H1umjaumje, YnaH cTeapa
HEKOIMKO LipTexa Koju NpeacTaB/bajy pacLen HeroBe MYHOCTY.
PanoBu ce M3pexky Mo CnosbHOj MBMULM W NOCTaB/bajy YCNpaBHO
Ha noasory, 1 NoTom ce obacjajy ceetnowhy, npu Yemy ce gobuja
FMXoBa CeHka Ha 3may. CeHka Koja o0bjeaumbyje csetnowhy
obacjaHe V3pe3aHe LpTexke je KOHKpeTHa durypa, yrnaBHoM
HEeKe >KUBOTUHE, 1 MO H0j HOBM YNaH [06Mja MNeMEHCKO nMe Nnof
KOjUM [ejCTBYje Yy MiemMeHy v KojuM ce NnpeacTas/ba Yy jaBHOCTH.
[1eMeHCKo MMe [onywTta 4YnaHy fa Cakpuje WOEeHTUTeT of
JaBHOCTK jep je [OrOBOP Y/1aHOBA M/1eMeHa a 0CTaHe aHOHMMaH
0Haj KO TO »xenu. Kpo3 nneme je focad NpoLUio TPMHAeCT Jbyau,
a TPEHYTHO Cy Yy MNeMeHy akTuBHW: Puba (nornasvua), Kok
(wamaH), Buapa, Mena v Kamuna.

www.facebook.com/plemef20
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afa yhete y nosbe ncvxo3e V3NoXKeHn cTe Apyradnjnm

NCUMXOCOLMjANHINM 3aKOHWUTOCTMMA. YBOp30 npmumehyjeTe

L3 CTe y KOHTaKTy ca 6uhvma apyradujer cactaBa o4
Baluer v fia BaM ce obpahajy. T racosu cy HemorpeLvs 3Hak fa
CTe y BIM3UHK eHTUTETa YuMje MPUCYCTBO OCKM LITO MOXKe A3 Ce
Yyje, MOXe 1 [ia ce Buau. Tako je 13 Bufjerba 0BUX 6uha, Koje He
Tpeba 3aMerbMBaTH Ca AEMOHMMA, HACTao UMKAyC cvka Ceharbe
Ha caBnafaHy ncuxosy". lopTpeTrcare CTakba Ncuxose jeaaH je
Of rMaBHWX 3afaTaka [1nemeHa F20 Kako 6MCMO [ann ysua Y
nocrojarbe 0BMx 6uha. M3mehy cebe, oBa 6uha cy ApylITBEeHa U
CBe yKa3yje fa nMajy xunjepapxujy. HecTo nMajy porose, noHexas
1 MeKaHe Koju MM 0o6po Aohy 3a oTBaparbe pynay AyLu Kojy ¢y
Hananu. 3ybu cy UM cneumnjann3oBaHn 3a UCUCaBarbe eHepruje.
V1ako KpBOMOYHM, MOTY NOMONK Y OTKPUBAHSY TajHU HELOCTYMHMUX
BaH HbMx0Be npoTekuuje. loHekan je noprpetncarse ncmxose
OMacHoO Kao MpaB/berbe 3Maja Of CTakfa, NMpu 4Yemy CTak/o
3arpeBamo y BaTpW 3MajeBMx udesbycTu (Mogden je Ty, HagoxsaT
PYKe, anu ce M1 Urpamo BaTPOM Kojy OH KOHTponuLue!).
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leme F20 (Tribe F20) was formed on the basis of the re-
: liance of stigmatized people afflicted by schizophrenia on

one another. We realized that self-organizing is the best
way to protect ourselves and to create outside the framewaork of
visual psychotherapies that were invented for us by the experts.
We have invented our own therapeutic method, and it became a
form of mandatory initiation for each of our members. During the
course of the initiation, a member creates a couple of drawings that
represent the split in her/his personality. Afterwards, drawings are
cut around the edges and placed vertically on a support. Light is
then shone on them, projecting shadows on a wall. The shadow that
encircles the drawings illuminated by light is a concrete figure, usu-
ally of some animal, and that becomes the tribal name of the new
member. S/he acts within the tribe under that name and s/he uses
it in public appearances. A tribal name enables a member to con-
ceal his/her identity in public, since the members of the tribe have
agreed to respect the wish for anonymity of each of the members
that decides for it. Up until now, thirteen people became members
of the tribe, while the currently active members are: Fish (chief),
Horse (shaman), Otter, Bear and Camel.

www.facebook.com/plemef20
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[ ntering the field of psychosis exposes you to a different
. setof psychosocial laws. Soon you notice that you are in
e (0UCH With beings of different structures than yours, and
that they are speaking to you. Those voices are an unmistakable
sign that you are in the presence of entities whose existence can
be seen as well as heard. Thus, based on sightings of such beings,
which are not to be mistaken for demons, the series of paintings en-
titled "Memory of an Overcomed Psychosis” came about. Portraying
the state of psychosis is one of the main tasks of the Pleme F20
as it provides us with an insight into the existence of such beings.
Among themselves, those beings are social and everything goes to
show that they have a hierarchical order. They often have horns,
sometimes soft, that are well adapted for opening holes in the so-
uls that they have attacked. Their teeth are specialized for sucking
up energy. Although bloodthirsty, they can be of help in revealing
secrets that are otherwise inaccessible without their protection. So-
metimes portraying a psychosis is as dangerous as making a glass
dragon, a process in which the glass is heated up in the fire that
comes out of the dragon’s mouth (the model is right here, within our
grasp, but we are playing with fire that he controls!).

Mneme F20, ,Cehatbe Ha caBnafgaHy ncmxosy 5°
KOMB6UHOBaHa TexHMKa Ha A4 nanwupy, 2021/22.
Tribe F20, "Memory of Psychosis Overcome 5",
mixed media on A4 paper, 2021/22
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*Mwunenko Mpeauku, ,KoeramcreHuuja nam
O mMopatby*, KOMOMHOBaHA TEXHUKA,

30 x 30 x 210 um, 2022.

*Milenko Prvacki, “Coexistence or

On Necessity’, mixed media,

30 x 30 x 210 cm, 2022

MHAMANEHRDO T'TFBEAYRE

nnexHko Mpeaykn (1951, HoBu Kosjak) mMarucTpmpao
je cnmkapctBo Ha Institutul de Arte Plastice

Nicolae Grigorescu” y Bykypewry. lMpenasao je
Ha LASALLE College of the Arts y CuHranypy rae je 06aB/mbao
(DYHKUM]Y OeKaHa [OeceT roAviHa, a TPeHyTHO je TaMo y CTaTycy
BULLEr HayyHor capafdHuka. 04 1971, roomHe 4ecto je v3narao
y EBponn, a og 1993. roanHe y CuHranypy v OKOSIHOM PEervioHy.
Y4eCTBOBAO je Ha BE/IMKMM M3N10K0aMa, a Haj3HavajHWja og Hemx
6uno je bujeHane y CnaHejy 2006. roamnHe, y3 10 y4eCTBOBAO je U
Ha MHOMMM CMMMO3WjyMMMa U padMoHMLaMa LWMpoM ceeta. bro
je roctyjyhm npodecop Ha YHuBep3uTeTy MycaluHo y Janawy,
YHuBep3ntety Cabanhu y Typckoj v YMETHWYKO] WKoNM npw
YHuBep3uTety y BawmHrrory y CALL XoHopapHK je npodecop Ha
yHuBep3uTeTy RMITy MenbypHy. Panosu My ce Hanase y pasHuMm
NPMBaTHUM W jaBHWMM KOfleKUMjaMa Kao LWTO Cy YMeTHMYKa
ranepuja Hosor Jy>kHor Benca y Ayctpanujy, My3ej caBpemMeHe
yMeTHocTn y beorpamy, My3ely yMeTHOCTM M HauMOHaNHoj
ranepujn y Cunranypy u apyruma. Jobuo je 3Bare Chevalier
de I'Ordre des Arts et des Lettres oa paHuycke Bnage 2011.
roavHe, kao 1 Singapore’s Cultural Medallion for Visual Arts 2012.
roguHe. Mpnmuro je aBagecet apyry Harpaay ,Casa LWymaHosuh®
13 001aCTN NINKOBHMX YMETHOCTW, LWTO je CPMCKa HauuoHanHa
Harpaga 3a Bu3yesiHe yMeTHOCTW.

www.milenko.prvacki.com

PavHepwuja Koja je nojena MaHacTVp CHaroM WHAOYCTpUjCKor
TUraHTa v Henamhersa

Vinu:

MaHactup Koju he cBojoM namherseM, TpajHowhy m oTnopHowhy
BEKOBMMa YCMeTH [a HA[XMBU CMeHY MHAYCTPUjCKe peBonyLyje.

Voeja n KoOHUENT Koju Me pe/nosesyje ca [laHYeBOM, M TOM
HeBepOBaTHOM MOejOM ,0MKO/baBarba” MaHacTMpa.

Xl/|6pl/l£l, OyxX0BHE BepTWKane W BepTUKanHUX  ONMHbaKa,
e/leMeHaTa NpowIoCTn N CadallikbOCTH.

CaBpLueHa KOMMpecKja BM3yenHor 1 UCTOPUJCKOT Hacu/ba TOMe
caM 610 CBefoK Y Yyhersy.

MokyLwaeajyhu oa pasymem notpeby TUXOr parbaBarba HeMohHor
AyXa Npef CHarom MHAyCTpYjan13auumje, uaeonoruje n Mohw.

KoerswucreHuuja.

HeHamepHO MOCTaBaHrapAHO CayyecTBOBarbe Y MpaBfbersy
KOMMWMALM|CKMX ,CTBOPOBA".

ioeja MU je [ay jelHOj BEPTUKAIW ,MU3MECTUM" CBE eNIEMEHTE KOjU
Cy Ce ucnpenseTtany Ha TOM YyHOM MecCTy.
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ilenko Prvacki (*1951, Novi Kozjak, Serbia) graduated

with a Master of Fine Arts (Painting) from the Insti-

tutul de Arte Plastice "Nicolae Grigorescu” in Bucha-
rest, Romania. He has been teaching at LASALLE College of the Arts
since 1994, where he was the Dean for 10 years, and is currently a
Senior Fellow. He has exhibited extensively in Europe since 1971,
and in Singapore and the region since 1993. He participated in major
exhibitions, most notably the Biennale of Sydney in 2006. He has
participated in numerous symposiums and art workshops worldwi-
de, and acted as visiting professor at Musashino Art University in
Japan, Sabanci University in Turkey and University of Washington
School of Art, USA. He is Adjunct Professor at RMIT University, Mel-
bourne, Australia. His work is in various private and public collecti-
ons, such as the Art Gallery of New South Wales, Australia; Museum
of Contemporary Art, Belgrade, Serbia; Singapore Art Museum, Na-
tional Gallery Singapore amongst others. He was awarded the Che-
valier de I'Ordre des Arts et des Lettres by the French government
in 2011, and Singapore’s Cultural Medallion for Visual Arts in 2012.
In 2020 Milenko received the 22nd Sava Sumanovi¢ Fine Art Award,
the Serbian national art award for Visual Arts.

www.milenko.prvacki.com
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The refinery that swallows the monastery with the power of an
industrial giant and forgetfulness

Or:

A monastery that, with its centuries-old memory, durability
and resilience will succeed and surpass the path of the industrial
revolution.

The idea and concept that re-connects me with the Pancevo of
my adolescence, and the fascination | then had with the incredible
idea of "surrounding” the monastery.

Ahybrid of the spiritual vertical and real vertical chimneys, ele-
ments of the past and present.

| witnessed in amazement a perfect compression of visual me-
mory subjected to a violet attack on history.

Trying to understand the need to quietly heal those wounds
of a helpless spirit before the power of industrialization, ideology,
and power.

Coexistence.

Unintentional post-co-participation in the creation of compila-
tion “creatures”.

My idea is to “displace” all the elements that were intertwined
in that strange place in one vertical visual object.
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HOYCTpWje Koje ynoTpebrbaBajy (OCWMIHA TropuBa,
TEXHOMOWKO pellerse 3a KaTactpodanHo rmobanHo
3arpeBarbe BUOE Y 3axBaTarby W CKNIAAWLITERsY
yribeHvka (CCS). Mpeja je pa ce m3aBaja yribeH-AMoKCUA Y
npouecy paduHauvje, U Aa ce TPaHCMopTyje W CKNaguwTm
- y QopmaumjamMa mMCnog MOpCKor fHa. Anv 0Ba TexHONoruja
jOW HWje O0BO/BHO MCTpaxkeHa Oyayhu Oa cy MCTpakMBarba
Ha nuuy Mecta 13 2013. rognHe nokasana nykoTuHe Ha AHY
[ DHHEEP CeBepHOr Mopa rge je yrbeHuK ycknaguwTeH. To ykasyje
| Ha BeNVKy BepoBaTHONY Uypera W UCNyLTarba YITbeHWKa Y
I/ll_l /_“_ I/l aTMoccepy. Hajpehe CBeTCKO MOCTPOjerbe Yy MHAYCTPUJCKAM
OKBMPVMA 33 TecTUparbe TEXHONOTMja MPUKYN/bakba YITbeHMKA
je TexHonowkoM LeHTpy MoHrctag (TCM) y Hopsewwkoj. OBaj
- (WM CHUMIbEH je Ha Toj nokaunju. TCM noctoju og 2012. rogmHe
N MNPeAcTaB/ba 33jeQHUYKO ynararbe [p)kaBe W KOMMaHuja
Equinor, Shell v Total. MpuenayHoct CCS 3a mHAyCTpuWje Koje
nueep Pecnep (1970, Knntendenna, Ayctpuja) npasw ynoTpe6/basajy (OCUIHA TOPUBA /IEKM Y OFPOMHUM HOBWM
MHCTanauuje, npojexTe y jaBHoM NpoCTopy ¥ uMose cy6BeHUMjama koje obehasa. HadTy 1 rac Tpeba octaBuTh y
: O eKOHOMMJW, AEMOKPATW]M, PACK3MY, KIIMMATCKO] 3eM/bM, @ KOMMNETHO (VHaHCVParbe TpaH3MUMje y NoCTHaTHY
; Katactpodu, 06AMLMMa 0TNOPa U APYLUTBEHUM anTepHaTMBaMa. ekoHoMUjy TpeBa fa nouxe ogmax. MefyTum, yeoferse CCS y
I CHVMKMO je 39 rnMoBa NMpMKA3MBaHUX Ha XM/bagama Aorafaja BEMVMKOM 06MMY OATOAMNO 61 HEOMXOQHY AekapBoHM3aLMjy,
= Koje Cy OpraHW30BanM pasan4uTA  APYWTBEHM MOKPeTH, Npoay6MBLIM MPUTOM 3aBUCHOCT O WHAYCTPUja Koje KopucTe
yMeTHN4Ke MHCTUTYLMje 1 rMckm ecTusani. Pecnep je MMao docunHa ropuea. Hacnos unMa 0aHOCHK Ce Ha ,3aTo4eHUIITBO"
06MMHe camocTante usnoxbe y Mysejy cyspemete yMjeTHocTn 4oBeYaHCTBa YHyTap NOrVKe KanuTanusMma koja he oyekrBaHo
y 3arpeby, MNAC - National Museum of Contemporary Art y FYPHYTI EKCTPAKTVBI3aM [0 Tauke 63 NoBpaTKa.
Onvep Pecnep, ,YrbeHK 1 3aTO4eHUIITBO", BUAEO, 33, 2020. AyTop hoTorpaduje: XKesbko Bykypewry. SALT Galata, AcranGyn: Centro Andaluz de Arte Con-
JykyHuh / Pixsell (y3 no3Bony ymeTHuKa; angels, Barcelona; The Gallery Apart, Rome) temporaneo - CAAC, Ceswba 1 y4ecTsosao Ha GujeHanuma y Peauters v npoayueHT: Onveep Pecnep
Oliver Ressler, “Carbon and Captivity’, video, 33', 2020 Photo: Zeljko Lukunic¢ / Pixsell Tajnejy (2008), Jinowy (2009), Tympujy (2012), Beneunju (2013), Kamepa: yp lNoneH
(Courtesy of the artist: angels, Barcelona: The Gallery Apart, Rome) ATnHM (2013. 1 2015), Keebeky (2014), Yeuyy (2017), Kwnjesy 3Byk: hyp MoneH n Onusep Pecnep
= = (2017), TeteGopry (2019) u Ha MaHdecTaumju Documenta 14, TekcT: OnvBep Pecnep 1 MeTjy XajneHa
Kacen (2017). HapaTtop: Tum lonam
CHumartesb 3ByKa y cTuamjy: LIoH XeHoH
www.ressler.at Konop kopekuuja: Pynond fotcbeprep
[n3ajH 3ByKa 1 My3uka: BuHueHy LLisab
[v3ajH TvTnosa: Hune Onrep
MpeBoa Ha cpncku jesnk: Mapko Matosuh.
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liver Ressler (1970, Knittelfeld, Austria) produces in-
stallations, projects in public space, and films on eco-
nomics, democracy, racism, climate breakdown, forms -
of resistance and social alternatives. He has completed thirty-ni-
ne films that have been screened in thousands of events of social
movements, art institutions and film festivals. Ressler had compre-
hensive solo exhibitions at Museum of Contemporary Art, Zagreb;
Seville; MNAC - National Museum of Contemporary Art, Bucharest;
SALT Galata, Istanbul; Centro Andaluz de Arte Contemporaneo -
CAAC, Seville and participated in the biennials in Taipei (2008), Lyon
(2009), Gyumri (2012), Venice (2013), Athens (2013, 2015), Quebec |
(2014), Jeju (2017), Kyiv (2017), Gothenburg (2019), and at Documen-
ta 14, Kassel, 2017. Upcoming iterations of his research project on
the climate justice movements Barricading the Ice Sheets are solo
exhibitions at Neuer Berliner Kunstverein (n.b.k.), Berlin; Tallinn Art
Hall, Tallinn; and The Showroom, London in 2022.

www.ressler.at |

E'H

== arbon capture and storage (CCS) is presented by fossil in-
dustries as technofix to prevent catastrophic global war-
b MiNg. The idea is to extract carbon dioxide in the refinery
process and to transport and store it in sub-seabed formations. But
CCS remains a relatively immature technology: investigations in
2013 showed cracks in North Sea seabed rocks where carbon was
stored in field tests. This suggests the likelihood of leakage and the
release of carbon into the atmosphere.
The world's largest facility for testing carbon capture technologies
on an industrial scale is the Technology Centre Mongstad (TCM) in
Norway. This film was recorded there. TCM has operated since 2012
and is a joint venture between the Norwegian state, Equinor, Shell
and Total.

o Masda s

OnuBep Pecnep, ,Yr/beHUK 1 3aTOYEHULLITBO",
BMAeo, 33', 2020. Aytop coTtorpaduje: XXesbko
JlykyHuh / Pixsell (y3 103B0Ny yMETHUKa;
angels, Barcelona; The Gallery Apart, Rome)
Oliver Ressler, “Carbon and Captivity’, video,
33', 2020 Photo: Zeljko Lukuni¢ / Pixsell
(Courtesy of the artist: angels, Barcelona;
The Gallery Apart, Rome)

he appeal of CCS for the fossil industries lies in the huge

new subsidies it promises. The oil and gas should be leftin

the ground and a fully funded transition to a post-oil eco-
nomy begun immediately, but the large-scale introduction of CCS
would delay the necessary decarbonization, deepening our depen-
dence on the fossil fuel industry. The film’s title refers to humanity’s
“captivity” within the logic of capitalism, which seems to be carrying
extractivism onward to the point of no return. -

Director and producer: Oliver Ressler
Cinematography: Sjur Pollen

Location sound: Sjur Pollen, Oliver Ressler
Editing: Oliver Ressler

Text: Oliver Ressler, Matthew Hyland
Narrator: Tim Goldie

Audio studio recording: John Hannon
Colour correction: Rudolf Gottsberger
Sound design and music: Vinzenz Schwab
Title design: Nils Olger

Serbian translation: Marko Matovi¢
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Mwukona Pugrn, ,Mopcka o6ana’, Bnaeo, 4' y3 noHae/mbare 2008.
Mykola Ridnyi, “Seacoast’, video, 4" in loop, 2008
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vkona Puarky (1985, Xapkos, YKpajuHa) »vBW U

paon y Knjesy. unnommpao je Ha HauWoHanHoj

aKademuju 3a OM3ajH 1 YMEeTHOCT y XapKoBy, rae
je n CTexao MacTep TUTYNY Ha CTyanjama Ckynntype. Y pagy
KOMOWHYje pasfinymte YMETHUYKE aKTUBHOCTU: OH je YMETHUK
M UIMCKM CTBapanal, KyCTtoC 1 ayTop eceja O YMETHOCTU U
NONUTUUN. JeflaH je 04 OCHMBAYa YMETHWUYKOr KonekTmBa SOSka
13 Xapkosa Hactanor 2005. roguHe. Vcte roguHe je KONextuns
ocHoBao SOSka ranepwjy-nabopatopujy, NpocTop Koju ypehyjy
YMETHULM Y je[HO] HanylTeHoj kyhu y LeHTpy Xapkosa. OBa
ranepvija-nabopatopuja 6una je k/by4Ha 33 pa3Boj yYMeTHUuKe
CLeHe y TOM pervoHy CBe A0K Huje 3aTBopeHa 2012. roduHe.
Puarn je 61O KyCTOC HEKONMKO MehyHapOaAHWX U3NOX6u Y
YkpajuHu, a Mefly wuma n After the Victory” (CCA Yermilov
Centre, XapkoB, 2014), ,New History" (My3ej yMeTHOCTW, XapKoB,
2009. Op 2017. rogvHe jefaH je of ypenoHvKa OHMajH MarasuHa
33 BM3YeSIHY YMETHOCT, KHMKEBHOCT W [ApYLWTBEHa MuTarba
Prostory. buo je kyctoc myntumedujanHe nnatgopme ,Armed
and Dangerous” 2019. roanHe Koja je OKynuna BYAEO-YMeTHUKe
M peavTerbe ekcnepuMeHTanHnx GunmMosa y YkpajuHu. Pagosu
Cy My [0 CTasHuX jaBHuUx Konekuwuja Pinakothek der Moderne
y Mwunxeny, Neuer Berliner Kunstverein, Myseja Jlyoeur vy
ByanmnewTn, My3seja MogepHe ymMeTHOCTM y Bapwasu, Arsenal
City Gallery y Bjanuctoky, V-A-C hoHmaumje y MoCKBM 1 Apyrux.

www.mykolaridnyi.com

MHRDAA
FH LB

naeo-pap CHUM/beH Ha obanu LipHor Mopa npurkasyje

CTaTU4HM XOPW3OHT HaunudKkaH (urypama pubdapa.

MWpHY NOBPLUMHY Te CAIMKe NepuoanyHo npeceuajy
CLeHe Mefly3a Koje ce pa3bujajy 0 T10. OHO LITO Ca4nHbaBa MaBHM
acouMjaTMBHM HK3 jecy 3ByuUM Mafarba O0OMOW apxMBMpPaHMX
Ca CHMMUMMa (peKBeHUMja Koje MPOW3BOAE MJ/1a3HM aBUOHMW.
Bvaeo npeHocy atMocdepy HeCTanHOCTH 1 PeNnaTMBHOCTM MUPa
- OHOCHO TOTa KO/MKO BP30 M N1ako MOry Aia eCcKanvpajy BojHe
arpecunje y caspemeHoM cBeTy. Paj je HacTtao kao OAroBop Ha
pat u3mehy Pycnje n pysuje 3a Teputopuje Abxasuje 1 Jy>kHe
OceTwje Koju Ce 4OrOAMO WeCT rofMHe Npe pycke aHekcuje Kpuma,
Ka0 1 HeHOr XMOPWMIHOr paTta Ha UCTOKY YKpajuHe 2014, roguHe.
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MYROLA RIBHY

ykola Ridnyi (*1985, Kharkiv, Ukraine) lives and works

in Kyiv, Ukraine. He graduated in 2008 from the Na-

tional Academy of Design and Arts in Kharkiv, where
he got his MA degree in sculpture studies. Ridnyi combines diffe-
rent artistic activities: he is an artist and filmmaker, curator and
author of essays on art and politics. Since 2005, he has been a
founding member of the SOSka group, an art collective based in
Kharkiv. The same year he co-founded the SOSka gallery-lab, an
artist-run space in an abandoned house in the centre of Khar-
kiv. Under Ridnyi's lead, the gallery-lab was instrumental in de-
veloping the artistic scene in the region before it was closed in

2012. He curated a number of international exhibitions in Ukrai-
ne, among them “After the Victory” (CCA Yermilov Centre, Kharkiv,
2014), “New History” (Kharkiv Museum of Art, 2009) and others.
Since 2017 Ridnyi is co-editor of Prostory, an online magazine abo-
utvisual art, literature and society. In 2019 he curated "Armed and
Dangerous’, a multimedia platform bringing together video artists
and experimental film directors in Ukraine. His warks are in the
permanent public collections of Pinakothek der Moderne in Muni-
ch, Neuer Berliner Kunstverein, Ludwig Museum in Budapest, Mu-
seum of Modern Art in Warsaw, Arsenal City Gallery in Bialystok,
V-A-C foundation in Moscow and others.

www.mykolaridnyi.com
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his video work filmed on the coast of the Black sea shows I . -

a static horizon dotted with the figures of fishermen. The

picture’s calm surface is periodically punctured by scenes
of jellyfish splattering on the ground. The main association is the
sound of bombs dropping, achieved with recordings of frequen-
cies produced by a jet plane. The video conveys the unsteadiness
and relativity of calmness—how quickly and easily military aggre-
ssion in the modern world can escalate. This work was made in
response to the war between Russia and Georgia for the territo-
ries of Abkhazia and South Ossetia that took place 6 years before
the Russian annexation of Crimea and its hybrid war on the East
of Ukraine in 2014,

Mukona Pugtsm, ,Mopcka 06ana’, Buaeo, 4’ y3 noHae/barse 2008.
Mykola Ridnyi, "Seacoast’, video, 4" in loop, 2008
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Mwununua Pyxwmunh, ,CTpax o rybuTtka nocna’, yibe Ha nnatHy, 162 x 132 um, 2021.
Milica RuziCi¢, “Fear of Losing a Job’ oil on canvas, 162 x 132 cm, 2021
— e i —— — I | ———

IF & 1 i i

= b

-m
m

nnmua Pyxununh (1979, Beorpan) ymMmeTHMUA Koja ce

0aBW KOHLIENTYaNHOM, KPUTWUYKOM, YecTO WHTep-

AKTMBHOM yMeTHoWhy y pasnnuntim meamjuma. Ha
BajapckoM ofceky Makynteta NIMKOBHUX YMeTHOCTU Y Beorpaay
aunaomupana je (2005), Mactepupana (2007) 1 onbpaHvna
AOKTOPCKM pan (2016). On 2009. roavHe npenaje Ha beorpaackoj
aKafeMuju MOCNOBHMX U YMeTHUYKUX CTyavja y beorpapy, on
2019.y 3Barby Npoecopa CTPYKOBHUX CTYAM|a Yy NOsbY YMETHOCTMU.
CamoctanHo je usnarana 15 nyta y beorpaay, Kparyjesuy, bopy,
Cy6oTunum, 3arpeby, beyy 1 Conoty. Y4ectBoBana Ha npeko 90
TPYMHUX M310XK6W Yy 3eM/bk W mMHOCTpaHcTBy (Cpbuja, LipHa
lopa, Xpsatcka, Cnosenuja, AycTpuja, Mahapcka, Hemauka,
WTanuja, LWnaHuja, Tpuka, AMepuka 1 JanaH) v Ha pagvoHMLaMa
y Beorpany, lpoxrsary, Canubypry, bedy, bepnuny, XencuHkujy,
[pUWTUHM U Ha pe3nieHuMjanHoM nporpamy Yy Hbyjopky
(International Studio and Curatorial Program). Lo6wTHuua je
Harpane Avmutpuje Bawmnyesrh Manrenoc” 3a 2004. roamHy,
3naTHe nnakete Ha [ponehHom aHany y Yauky 2015, w Tpu
Harpage MakynTeTa TOKOM CTyauvja. MeBa M nue TekcToBe Y
6engosuMa ,Cruellas’ u ,Jlebena geua”.

www.milicaruzicic.wordpress.com

o Masda s

M HLLA
A

nuka ,Ctpax op rybutka nocna® paheHa je npema

hotorpadujmn pagHuKa 1 pagHuua Gabpuke Geox, Ha

L,aH CBeYaHor oTBaparba. CBEYaHOCT je OpraHmn30BaHa y
Hedesby, Ha HWXOB jeMHN HepaHu AaH... Pabpuka je 0TBOpeHa
2016. roonHe, a U3 OpxaBHOr ByleTa je ynoxeHo 15 MUMOoHa
eBpa, kako 6w wucta 3anocivna 1.250 pafHWKa, LWTO WM3HOCU
TayHo 12.000 eBpa No pafHuKYy. MeT roanHa KacHuje Mabpuka je
33TBOPEHa, CBM PafHVLVM U panHu1Le Cy OTRYLTeHMW.
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ilica Ruzici¢ (*1979, Belgrade, Serbia) is an artist en-

gaged in conceptual, critical, often interactive art,

working with a variety of media. She got her BA
(2005) and MA (2007) at the Faculty of Fine Arts in Belgrade,
Sculpture department, as well as a Ph.D. in arts with the project
- - - “Interactive Installation in Public Space Dolap - Critical Poten-
m | I_l I:Fl Hl |/ || “ tial of Arts” (2016). Since 2009 she has taught at the Belgrade
Business and Arts Academy of Applied Studies, from 2019 with
the title of professor of professional studies in the field of art.
Ruzici¢ has had 15 solo exhibitions in Belgrade, Kragujevac, Bor,
Subotica, Zagreb, Vienna, and Sopot. She has participated in over
90 group exhibitions in Serbia and abroad (Serbia, Montenegro,
Croatia, Slovenia, Austria, Hungary, Germany, Italy, Spain, Greece,
USA and Japan) and at workshops in Belgrade, Groznjan, Zagreb,
Salzburg, Vienna, Berlin, Helsinki, and Pristina and a residency
programme ISCP in New York. She received the Mangelos award
in 2004, the golden palette at the spring annual in Cacak in 2015
and 3 awards of the Faculty while studying. She took part in se-
veral conferences and seminars as a speaker or moderator in the
fleld of art, and politics. She sings and writes lyrics for the bands
the Cruellas and Debela deca.

www.milicaruzicic.wordpress.com

E'H

|- . s R T — — S ————

— e et -

he painting “Fear of losing a job” was made after a pho-

tograph of Geox workers on the day of the factory’s

grand opening. The festive gathering was organized on
a Sunday, their only non-waorking day.. The factory was opened
in 2016, and 15 million euro from the state budget was invested
in it - to employ 1,250 workers, which amounts to exactly 12,000
euro per worker. Five years later, the factory was closed, and all
the workers were fired.

Mwunvua Pyxmanh, ,CTpax oa rybutka nocna’,

- - ~  y/be Ha nnaTtHy, 162 x 132 um, 2021,
Milica RuZici¢, "Fear of Losing a Job’,
oil on canvas, 162 = 132 cm, 2021
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Wrop Cumuh, ,Spine 2.0% ckynnTypa, BUAEO,
NpOMeH/bUBE AMMeH3Mje 1 Tpajatbe, 2017 (y Toky)
lgor Simi¢, “Spine 2.0, sculpture, video,
dimensions and duration variable, 2017 (ongoing)

HI L R

rop Cumuh (1988, Beorpa) AMNAOMUPAO je hUIMCKy

pexunjy n @unosodujy Ha YHuBepsutety Konymbuja

y Hbyjopky. Hberon kpaTkn uaMoBW HarpafhmeaHn
Cy Ha OWAMCKMM hecTmBanMMa U MPUKasMBaHN Yy KOHTEKCTY
caBpemeHe ymeTHOCTU. Cmumha 3acTtyna lfanepuja AHnta Bekepc
y ®paxkdypty. CyocHnBaY je 1 kpeaTuBHW AupekTop [emaror
CTyavja, Koju npaBu HarpafuBaHe BWOEO-Urpe, aHUMauuje u
MY3UKY.

www.igorsimic.com
www.demagogstudio.com

ik
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pine 2.0 je nMNnaHTaT GMOTEXHOMOLWKE KOMMaHuje

Atlas Analytica 13 KanudopHuije, TenecHa 1 KOrHu-

TVBHa MpoTe3a Koja yHanpehyje MNcuxo-ursnydke
CNOCOOHOCTM HOBe reHepaumje CBETCKUX nuaepa y BusHucy u
nonutuum. Ja nu nmate ocehaj aa je 6UTK YoBek npesasuhjeHo?
Mpyapy»xuTe ce HaleM NMOKPeTy Aa CTBOPUMO HOBOT, CaBPLUEHO
pauMoHanHOr YoBeKa CyTpalruiue. He 6yon 6ecknumerak.
Kynu Knymy.

www.atlasanalytica.com
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gor Simi¢ (1988, Belgrade, Serbia) graduated from Columbia
University, New York, with a double major in Film Studies and
Philosophy. His short films were awarded at film festivals and
screened in the contemporary art context. Simic is represented
by Galerie Anita Beckers in Frankfurt. Igor is the CEO and creative
director of Demagog Studio, which makes award winning games, -
animation and music.

www.igorsimic.com
www.demagogstudio.com
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pine 2.0 is an implant of the California-based biotech

company Atlas Analytica. Spine 2.0 is a physical and

cognitive prosthetic, which improves the psycho-so-
matic capabilities of the next generation of global leaders in bu-
siness and politics. Do you have the feeling that being human is
obsolete? Join our movement to create the new, perfectly rational
human of tomorrow. Don't be spineless. Get a backbone.

www.atlasanalytica.com
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Wrop Cumuh, ,Spine 2.0°,
CKYNNTypa, BUAEO, MPOMEHIbMBE
avMeH3wje 1 Tpajarbe, 2017 (y Toky)
lgor Simi¢, "Spine 2.0",

sculpture, video, dimensions and
duration variable, 2017 (ongoing)
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pucTrHa Tnua (1995, beorpan) 3aBplwinna je 0CHoBHe
cryanje Ha QakynTeTty NMKOBHUX YMETHOCTK Yy Beo-
rpagy u mactep cryamje Ha Qakynrtety 3a Meauje
1N KoMyHWKauumje y Beorpady, a TpeHyTHO CTyaupa Ha mactep
nporpamy Interface Cultures Ha YHMBep3WTeTy YMeTHOCTU Y
JIHUy. YuyecTBOBana je Ha HEKOMMKO CTYAMjCKMX Mporpama vy
oksupy Central Saint Martins, UAL 1 Slade School of Fine Art,

UTUREFALSEPOSITIVE 3acHvBa ce Ha StyleGAN u

anropuTMKMMa 3a Mpeno3HaBarbe objekaTta, npume-

FbeHVX Ha puTyan rnefara y Wosby Kade. YKynHo
NeTHaecT xu/mbafa @oTorpaucaHnx U reHepucaHvx Cavka
npeTayy ce jeAHay Apyry AOK anroputaM nokyllasa Aa NperosHa
obpacle y ancTpakTHWM, HaCyMUYHUM 00MMUMMa  HACTanmX
04l Mpsba Kade 1 reHepucaHor wyma. ANropuTMy je 3afato aa
KOHTWHYaHO BPLLUM NPOLIeC NPeno3HaBarba 06pasaLa y peasHoM
BpEMeHy - fa ,MMefa y Wosby" — AOK Y UCTO BpeMe npon3soau
HOBE BW3yasHe HapaTtviBe. Y 0BOM Mpouecy, YCrnocTaB/beH je
0[IHOC 13Meh)y pauyHapCKMX NTaXKHUX NMO3WUTUBA U NCUXOMOLLKMX

UCL. HbeH onyc papa yCMepeH je Ha wcnutuBarbe opmu u

CEMMOTUYKMX K/by4YeBa YHYTap BW3YeNHUX je3nka PasnuumMTmx

(beHoMeHa anodeHuje 1 napevaonvje. irpa namehy npeamkumije
Kao NaXXHOr MO3WUTVMBA W Mpopuuarba Kao anodeHnje - ca
TeHOEeHUMOM (OopMMparba 3Hayera W Kopenauuja usmehy
Hau3rnen HenoBe3aHWx CTBapW - He OcBphe Ce Hy>KHO Ha

Meauja nonyT CIMKapCTBa, BUAea, MHCTanauuja U MHTepakTueHe
[ 1 reHepaTBHE HOBOMeM|CKe npaKce. TPeHYTHO KPO3 NPaKTUYHK
N TEOPWjCKM paf MCTPaXKkyje MALlMHCKO Yy4erse U KPUTUYKO
pasymeBarbe  BeWTauke  WHTenMreHuuje.  HbeHn  pamnosu

ancypa, HW Ha MucTudvKauujy, Beh Ha mMoryhHocTu kpeaTuBHe .
MHTEpnpeTaumnje CTaTUCTUYKMX BepoBaTHoha HacnpaM o06jek-
TMBHOI BMNera cTBapu. CammM TUM, OTBapa Ce jefaH yrao ka
pa3yMeBarby TEXHWYKMX MpoLeca YHyTap C1CTeMa BellTadke

npuKasaHu cy Ha dectmsanuma Ars Electronica (AT), Specu-
lum Artium (Sl), European Open Science Forum Trieste (IT), The
Wrong. JobuTHuua je Harpage ,art+science Al Lab® Ha HuBOy
HaumoHanHe cenekumje 3a 2020. roanHy Kojy gogesbyje LleHtap
3a NpoMouMjy Hayke, a pag ,The Practice of Art and Al" 06jaBuno
joj je HeMaukwm n3paBay Xatje KaHu (Hatje Cantz) 2021. roaviHe.

WNHTEeNUreHLmje Koju YynHe oBaj pag.

OS2 <10 0 douHEa dH 1L IuHEUHIHASHHMH S
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KpuctuHa Tuua, ,FUTUREFALSEPOSITIVE', nHcTanaumja y npocTopy ca BUAEOM, 2 NoHaBs/bakba: 30'57", 30'12”, reHepaTUBHM BUEO Y PeasHOM www. ticakristina.com
BPEMeHy, YKyMHe AMeH3uje MpoMeHsbrBe, 2021.
Kristina Tica, "FUTUREFALSEPOSITIVE" installation with video, 2 video loops: 30’57, 30"12", generative real-time video, total dimensions
variable, 2021
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ristina Tica (1995, Belgrade, Serbia) graduated from the

Faculty of Fine Arts in Belgrade and she obtained her MA

at the Faculty for Media and Communication in Belgrade.
Sheis currently attending the MA program Interface Cultures at the
Art University of Linz. She participated in several study programs
at the Central Saint Martins, UAL and the Slade School of Fine Art,
UCL. The focus of her works is located around the research of forms
and semiatic keys within visual languages of various media such as
painting, video, installations, and interactive and generative practice
of the New Media. She is currently researching, through her practi-
cal and theoretical work, machine learning and critical understan-
ding of artificial intelligence. Her artworks were featured at festivals
such as Ars Electronica (AT), Speculum Artium (SI), European Open
Science Forum Trieste (IT), The Wrong. She received the “art+science
Al Lab" prize in the national selection for 2020 awarded by the Cen-
tre for Science Promotion, while her essay “The Practice of Art and
Al" was published in 2021 by German publisher Hatje Cantz.

BS2 cl0 0 douHEa dH L IuHEUHIHASHHMH S

www.ticakristina.com
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=== UTUREFALSEPOSITIVE is based on the StyleGAN (gene-
== rative adversarial network) and the algorithms for obje-

ct recognition applied for the ritual of soothsaying from
coffee grounds. Fifteen thousand photographed and generated
images in total are morphing into one another while the algorithm
tries to recognize patterns within the abstract and random forms
created by coffee grounds as well as by the generated hum. The
algorithm is dedicated to a continual patter recognition process in
real time - it “looks into” the emptied cups of coffee - while, at the
same time, it creates new visual narratives. Within this process a
relationship is established between computational false positives
and the psychological phenomena of apophenia and pareidolia.
The play between prediction as a false positive and soothsaying as
apophenia - coupled with a tendency to create meaningfulness and
correlations between seemingly disparate things - is not necessari-
ly focused on the absurd nor on mystification, but on the possibili-
ties of creative interpretation of statistical probabilities vis-a-vis the
objective comprehension of things. Thus, a specific vantage point
opens up for the understanding of technical processes within the
system of artificial intelligence which comprises this artwork.

ST
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Kpuctuna Tuua, ,FUTUREFALSEPOSITIVE®, nHcTanaumja y npoctopy ca
BUEOM, 2 MOHaB/batba: 30'57%, 30'12”, reHepaTMBHM BUEO Y PeasHoM

BPEMeHY, yKyMnHe AvMeH3unje NnpoMeHsbiee, 2021. Aytopu hoTtorpaduje:

Mwuixa lopeu v KpuctuHa Tuua

Kristina Tica, "TFUTUREFALSEPOSITIVE', installation with video,
2 video loops: 30'57", 30"12" generative real-time video, total
dimensions variable, 2021 Photo: Miha Godec and Kristina Tica
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Anekcangap Topoposwh, ,[uxoTomuja CTepeoTnna’, akpuuk,
31aT0 ¥ NanafunjyM Ha aackama (amntux), 2022.

Aleksandar Todorovi¢, "Dichotomy of stereotypes’. acrylic,
gold and palladium leaf on wooden boards (diptych), 2022
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AMNexCAAHOAR THOADORPOBHR

nekcaHpap Topoposumh (1982, Beorpau) AMNNoOMNPan

je 2007. roAnHe CnKapcTBo Ha DakynTeTy IMKOBHUX

yMmeTHoCTV Y Beorpapy y knacu npodecopa fopaaHa
Hukonmha. O 2011, roanHe YnaH je Y/1YC-a v uMa CTaTyC camo-
CTaNnHor yMeTHWKa. PagoBu 1 MHTepBjyW 06jaB/bMBaHK Cy My
Ha YMETHUYKMM BNOTOBUMA, Y MHTEPHET W LWTamnaHum nyonu-
Kauujama Wwwrpom ceeTa (Juxtapoz, HiFructose, Hypebeast itd.).
13abpaH je kao jedaH o4 100 nepcnekTUBHUX YMETHMKA 3a
06jaB/bMBarbe y YMeTHUYKO] Nybnmkauwmiv 100 painters of tomor-
row n3gasadke kyhe Thames & Hudson. Hberosu pafosu Hanase
ce y BuWwe AoManux v CTPaHKX Konekuwja. JeflaH je ofl 0CHMBaYa
yMeTHu4Ke rpyne C4, ca KOjoM je MMao BULLE FPYMHKUX 13Nararba.
[o caga je nMao o0ko 50 TPYMHMX U CaMOCTaSHUX U3NOXOU Y
3eM/bM W MHOCTpaHCTBY (Tpuka, AycTpuja, ®paHuycka, EHrnecka,
CAL). AkTuBHO capafyje ca fanepujom Dio Horia y Tpukoj. XXvsw,
M3naxke 1 CTBapa akTMBHO y beorpagy.

www.artsy.net/artist/aleksandar-todorovic

LpacTajyhn TOKOM rpafjaHcKor pata AeBefecetnx Ha

npocTopy 6uvBLle Jyrocnasuje, LeHTap YMEeTHUYKOr

MCTpaxkmBarea AnekcaHapa Togoposuha nocTao je
(heHOMEH 3/1a: KaKo 3/10 HaCTaje, Kako ce pas3Buja, Koje 0bnuKe
nomnpuMa y CBeTy KOjU je W3 aHanorHe cepe CBe BuLle Mpe-
Nasno y AUTUTanHy v BUPTYenHy. Kpo3 cBoj pad nokyllasa fa
Hafe odroBope Ha Ta NuTakba. [MaBHW NVK HeroBe yMeTHUYKe
NoeTuKe je ,KaMefleoHCKM" K nonutnyapa. OH je apxetvn 31a,
MHOMBMAOYa Y UPHOM MOCMIOBHOM 0feny, Ha BehuHM panosa
npuvKasaH Kao jefaH of npoTaroHwcTta. [Apyrn apxetunu cy
Takofhe no4ecto MPUCYTHWU: VK BMpokpaTte 1AM 06MYHOr paf-
HVIKA, MOLeNna 1 ApYyrux TWMOBa JbyaW, MpWKasaHux y (opMn
nyTaka 3a TecTuparbe cynapa (chrush test dummies). Mo3HaTv u
MONHW JbyAW, NPaBU ,CBELM” Haller MofepHoOr A06a, BNacHMUM -
MYNTUHALMOHANHNX Kopropauvja 1 Munujapaepn Takohe cy
npeaMeT YMETHUYKOT UCTPaXKMBakba, Kao jeIHW O PETKNX Jbyan
KOjVMa je [03BO/bEHO [1a MMajy CBOj MOEHTUTET MCKa3aH [0 HMBOa
nonyboXaHcTaBa. CTUNCKM Yy CBOM YMETHUYKOM paay Togopoewh
KOpUCTW KOMBMHAaUWjy enleMeHaTta mpaBoC/iaBHe VMKOHOrpaduje
MoMeLLaHy Ca efleMeHTUMa UnycTpauumje y MaHupy lowbrow art”
1 non-Hagpeanusma. dGurypaumja v nnyCcTpaTUBHOCT, (heHOMEHM
MO[EPHOr CBeTa, KpyuMjanHu nctopujckm porafajun, pedeperue
Ha nonynapHy Kyntypy, of waMoBa A0 wurapa, uinycrpauuje un
CTpUna, NpeacTaB/bajy HeWcuprHe K3BOpPEe Y HeroBOM papy.
Tonoposwh y pafoBrMa KOPUCTY e1IEMEHTE KapUKaTYpe, UPOHMUJY,
CapKasaMm 1 MoNUTUYKM HeKOpeKTaH XyMop paau cybsep3uje u
KPUTKMKe ayTopuTeTa 3aCHOBAHOT Ha BPYTaNIHOCTH U XUTOKPU3MjA.
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ALER=SARDAR
THOOROVIE

leksandar Todorovi¢ (*1982, Belgrade, Serbia) gradua-
ted in painting at the Faculty of Fine Arts in Belgrade
in 2007 in the class of professor Gordan Nikoli¢. He be-
came a member of the Association of Fine Artists of Serbia (ULUS)
in 2011, and his status is that of freelance artist. His artworks and
interviews have been published on art blogs and the internet and in
printed publications across the world (Juxtapoz, HiFructose, Hype-
beast, etc). He was selected as one of 100 young artists that will

be presented in an art publication 100 Painters of Tomorrow by the
publishing house Thames and Hudson. He is one of the founders of
the artistic group C4 with which he has had several collective exhi-
bitions. He has exhibited in about 50 collective and solo exhibitions
in the country and abroad (Greece, Austria, France, England, and the
US). He actively collaborates with the Dio Horia gallery from Greece.
He lives, exhibits and actively creates in Belgrade.

www.artsy.net/artist/aleksandar-todorovic

T
-

t the centre of the artistic research of Aleksandar To-

dorovi¢, as he was growing up during the civil war in

the 1990s in the ex-Yugoslav area, is the phenomenon
of evil: how it comes about, how it develops, what forms it takes
in a world that is progressively transitioning from the analogue
to digital and virtual spheres. These are the questions that he is
trying to give an answer to in his artworks. The central character
in his artistic poetics is the “chameleon” politician, who represents
archetypical evil dressed in a black business suit, and is featured in
most of Todorovi¢'s artworks. Other archetypes that are often fea-
tured in his artworks are: bureaucrat, common worker, mannequin
and other types of personalities depicted as crash-test dummies.
Celebrities and powerful people, the real “saints” of our times, the

o Masda s

-n
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owners of multinational corporations and billionaires, are also
objects of his artistic research since those are the people that are
allowed to have an identity that is almost like that attributed to the
demigods. The style that Todorovi¢ uses in his artworks is a combi-
nation of elements of Orthodox iconography, low-brow illustrations
and pop-surrealism. Figurativeness and illustrative style, modern
world phenomena, pivotal historic events, references to pop culture
from films to video games, illustrations and comics all representrich
sources of his artworks. In his artworks, Todorovic is using elements
of caricature, as well as irony, sarcasm and a politically incorrect
type of humour, aiming to subvert and criticize authority founded
on brute force and hypocrisy.

Anekcangap Togoposuh, ,Exo koMopa 3abnyaa’, jajuaHa Temnepa,
aKpWAVK, 31aT0 1 NanagujyM Ha gacuu, 70 x 81 uM, 2021.
Aleksandar Todorovi¢, "Echo Chamber of Delusions’, egg tempera,
acrylic, gold and palladium on panel, 70 x 81 ¢cm, 2021
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npwijeH Yjxasu (1995, Hosw Can) 3aBpLumna je 0CHoBHe

(2018) n mactep ctyavje (2020) Ha Akademuju

yMeTHoCTM y HoBoM Cafly Ha [lenapTMaHy JIMKOBHUX
YMETHOCTW, CTYAMjCKa Tpyna CnKapcTeo. Y neprony 2020-2021.
npenasana je Ha Bucokoj wkonu 3a awsajH borgan Wynyt”
y Hosom Cagy Ha cMepy yMeTHUuKe TexHuke. [lobutHuua je
HEKONMKO CTUNeHamnja 1 Harpapa. Jobuna je Harpapy European
Cultural Foundation (ECF), ,STEP Travel Grant" y Amctepaamy,
a noBOAOM MeflyHapOAHOr  pPe3VAEHUMjaNHOr  YMeTHUYKOr
npojekta ,Montemero Art Residency” y lLinaHuju (2019) no3eana
jy je kycTockuka 3epaH Opyy (Zeren Orug) M3 opraHusauuje
Iksvy Art Kao MeHTOP Ha paAvoHMLAaMa Koje Cy Tafla OfpXaHe.
AKTUBHO Yy4eCTByje Ha M3n0xk0ama, NpojekTUMa 1 yMeTHUYKINM
KOMOHWjaMa Yy 3eM/bi W WMHOCTPaHCTBY. VMana je HeKonmko
caMoCTanHmUx mn3noxou. YnaHuua je Lok 3agpyre n3 Hosor
Capa, CY/IYB-a n marasvHa 3a Kyntypy mnagmx Hid Kor Art
Koju 13nasn Ha mafapckom jesnky y Hosom Cagy. TpeHyTHO je
YMETHUYKN OMPEKTOP Ha HEKOMMKO MpojekaTa, a jefaH Of HoiX
je ,BUDABPUKA" 4vuvja je peanu3saumja nogpkaHa y OKBUPY
MaHuecTaumje Hosm Cap - EBponcka npectoHuua Kyntype
2022.

www.adriennujhazi.com

AARPHIEH HlesAxH

ApVijeH y CBOM pafy KOPWUCTW UCTPaxkmBarbe HOBOT

npupoaHor matepujana HassaHor SCOBY, wro je

ckpaheHmua 3a CMMOMOTCKY KynTypy 6akTepuja u
KBacaua. TOKOM WCTpaXKMBarba HawmnasuM Ha HOBa YMETHWMYKa
pelerba TPAHCOPMUCaHbeM Y3rojeHor 1 MpUPOAHOr GakTe-
PUjCKOr MaTtepujana y pasnmymuTuM OMSbHIUM BPCTaMa, Koju HoCK
BaXKHE MHQOPMaLMje 0 HaLOj OKOMMHW, U TeKyhnx CnoxeHmx
npoteca.
,Meet 8" je aMbujeHTanHa MHCTaNaumja Koja NpeacTaB/ba HoBK
XMOPUOHM 00MMK XMBOTa CacTaB/beH 0f MUKpPoba. Kao HoB
OMOMOWKM  MaTepujasn, YK/bYYeH je CYXMBOT jeLHOr HOBOM
CTaHWLWTa Koje 00yxBaTta W Apyre 00nvKke »KMBOTA. 360 pasHMx
CMNOJBHUX arpecuBHMX yTuLaja NoCTojN U Aa/be Hada, jeANHCTBO
ca ApyruM 0b61MUMMa >KMBOTA M KPeaTMBHOCT. 3aKopadyjemo y
jemaH HoBW gaH ,Meet 8°1 brubnuja kaxxe aa je bor ctBopuo ceet
3a WeCT AaHa. TpeHyTak ,04MOopa’, Kao LWTo je TO 1 60r y4rH1O
CeAMOr [aHa, NpeacTaB/beH je y cpedvHN nHCTanauvje. Jbyam,
KOV Cy CTBOPEHM LLIECTOr [laHa, AaHaC MPOHasase Hose GVOoMOoLLKe
¥ BelTayke xMbpuae, a y oKB1pYy 0BOr MPOjeKTa ja To 3aMULLbaM
Kao 0CMW [iaH NocTarba. Y NOMEeHyTOj MHCTanaumj nocToju Mecto
roe nocetnouu (mbyav) gonase y A0AMP Ca HOBWMM BUOMOLLKUM
CY6jeKTOM KOjW CTUMYNIWLLIE PA3NIMYMTA Yyna NOMYT BUAA, CIYXa,
MUpuca u foampa. MHcTanaumja ykbydyje n mMetamopdosy Te

w
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AnpujeH Yjxa3u, ,MEET 8" nHcTanauvja - ourutanHa wramna, peav-meja, 3ByK, NpoOMeHbree auMeHsuje, 2022.
Adrienn Ujhazi, "MEET 8’, installation - digital print, ready-made, sound, dimensions variable, 2022

" i B | |

xnbpuaHe matepuje. Jofute cnoboaHo, 3akopaynTe y ,HOBY AaH"
n ,Meet 87l
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AODORIEHH IHAZI

drienn Ujhazi (1995, Novi Sad, Serbia) completed her
BA (2018) and MA (2020) studies at the Academy of Arts
in Novi Sad, at the Department of Fine Arts, study gro-
up - Painting. She worked (2020-2021) as a professor at the High
School for Design “Bogdan Suput” (Novi Sad) in the field of Art Tech-
nician. She has received several scholarships and awards. She won
an award from the European Cultural Foundation (ECF) - “STEP
Travel Grant” - Amsterdam, on the occasion of the International Re-
sidence “Montemero Art Residency” in Spain (2019) where she was
invited by curator Zeren Oruc (Iksvy Art) to mentor the workshop.
She actively participates in exhibitions, projects and art colonies in
the country and abroad. She has had several solo exhibitions. She
is @ member of The Shock Cooperative in Novi Sad, Hid Kor Art - a
cultural magazine for young people in the Hungarian language in
Novi Sad, and SULUV. At the moment, she is working on several pro-
jects as an artistic director and one of them is BIOFABRIKA (BIOFA-
CTORY) supported by European Capital of Culture - Novi Sad 2022.

www.adriennujhazi.com
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n her work, Adrienn involves the research of a new natural ma-

terial named “SCOBY", which is used as an acronym for Symbio-

tic Culture of Bacteria and Yeast. During her research, she comes
across new artistic solutions by transforming the cultivated and
natural material of the plant species. They carry important infor-
mation related to our environment and current, complex processes.
Meet 8. is an ambiental installation, which presents a new hybrid
life form created from microbes. As a new biological matter, it co-
exists in a new habitat and includes other living species. Due to va-
rious external aggressive influences, there is still hope, unity with
other life forms and creation. We are stepping into another day,
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AnpujeH Yjxasu, ,MEET 8,

WHCTanauvja - AMrnTanHa wramna, peam-meja,
3BYK, NPOMeH/bMBE AnMeH3uje, 2022.

Adrienn Ujhazi, ‘"MEET 8",

installation - digital print, ready-made,
sound, dimensions variable, 2022

Meet 8! The Bible says that world was created in 6 days by God.
The moment of “rest’, like God resting on the 7th day, is presented
in the middle of the installation. Humans, who were created on the
6th day, are nowadays creating new biological and artificial hybrids,
and in this project, | imagine it is the 8th day of creation. There is
a spot which involves the viewer (human) interacting with the new
biological subject, which stimulates different senses such as seeing,
hearing, smelling and touching. The installation also involves a me-
tamorphosis of the hybrid matter. Feel free, to step into the new
‘day” and Meet 8!
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*XecenxonT v MajneaHr, ,Potential Energy”, nepcopMaHc ofi ABa caTa W MPOCTOPHO-CneunduyHa Hctanaumja, 2022.
*Hesselholdt & Mejlvang, "Potential Energy’, performance (duration 2 hours) and site-specific installation,
2022

~ELES 1T TT
H MATBAHD

ecenxont n MajnBaHr cy AaHCKM YMETHNYKN OY0 KOju
je 3ano4eo pag 1999. rogvHe. YMeTHM4Ka npakca
yCMepeHa UM je Ha site-specific UHCTanaumje BenmnKux
OVIMEH3Mja Koje MCTpaxkyjy MOjMOBE KONMEKTMBHOT WAEHTUTeTa
N HUXOB  YTWLA
06pHYTO. HaumH pafa 3acHMBAjy Ha OOMMHOM WCTPaXKuMBakby
M YecTo yK/by4yjy nepopMaHce U akTUBHY ynoTpeby jaBHUX

Ha APYWTBEHO-NOMNTYKE CTPYKType W

npocTopa. Y mWX0BMM pafoBMMa  Cneum@uyHOCT noKauuje
urpa BaxkHy ynory, 6e3 003vpa Ha TO [a v Ce OAMrpaBajy
Ha OTBOPEHOM WAV Yy MpOCTOpYy Kao WTOo je kamuoH ca LED
peknamoM, ambacaga, 3abaveHa LWyMa, HOBMHe, TeTOBaXKa W
YHYTap HeKe YMEeTHWYKEe MHCTUTyUuje. Xecenxont u MajnsaHr
n3narane cy y MHCTUTyLM]jaMa, ranieprjaMa 1 jaBH1M npocTopuma
Ha MefyHaponHoj cueHn. Ckopallkbe camocTanHe wu3noxbe
yKiby4yjy: EMMA, Ecno, ®urcka; IZOLYATSIA, Kujes, YkpajuHa;
Turku Art Museum, ®uHcka; Uppsala Art Museum, LLsefcka;
SKMU, Hopsewka; KUNSTEN, An6opr, [aHcka;, Den Frie,
KonenxareH, [daHcka; Oslo Kunstforening, Hopseluka; Platform
Arts, bendact, CeepHa Mpcka. MpynHe n3nox6e: Manifesta 12,
Manepmo, Mtanuja; Geological Museum, Mekcuko Cutn; MMCA
Residency Changdong, Ceyn, Kopeja; Tallinn Art Hall, EctoHnja;
ARO0S Aarhus Art Museum, JaHcka; Copenhagen Contemporary,
[NaHcka; Mumbai Art Room, VHawmja; Museumcultuur Strombeek,
Bpucen, Benrwvja; Kunstlerhaus Bregenz, Ayctpuja u Ski Club,
Munsoku, CALL

www.hesselholdt-mejlvang.dk
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an YMETHWYKOr KOMeKTMBa Xecenxont v MajnsaHr

cneunuyaH je 3a ogpeheHy nokauujy 1 3aCHOBaH Ha

UCTPaXKMBarbY, a OfBMja Ce Ha MecTMMa HabwjeHVM
HaneTowny. HbyXoBM PafoBK Cy Yy WHTEPAKUMW Ca JIOKa/IHOM
MCTOPWjOM, MOMINTUKOM U CNeuntUYHOCTME OKOSIMHE Y KOjoj ce
ocTBapyjy. 3a bujeHane ymetHocTM y MNaHyeBy noctasuhe jeaHy
HOBY MHCTanauwjy y 61BLLOj CBETOCABCKOj Canu. Y T0j CUMNATUYHO]
M MUTOPECKHO] Cann HacTaHuhe Ce YMETHWYKM PafoBW Of
3aCTaBa, Koje Cy Hampas/beHe Of TeKCTWUNa M3 PasinyUTUX
KpajeBa CBeTa, 1 ef1IeKTPOHCKA My3KKa. 3BykoBM he Harnalwasatu
MaruyHy atMocdepy 1 eHeprijy npoctopa, esounpajyhm ceharba
Ha flena BpemMeHa Kafa Cy ce y Toj canv 0apXKaBanu KOHUEepTH
W roe cy Mnaav meyamn nnecann. LipHW Ha@THU KOKC NpeacTas/ba
(bokyC Te MHCTanauumje. HadTHM KOKC je 4BPCTa MaTepuja borata
YITbEHMKOM KOja HacTaje y npouecy npepage Hadrte. Kopuctu
Ce Kao ropuBO Yy WHAYCTPUjM M OOMANUHCTBMMA, W HeroBa
CBETCKa NOTpOLUHba YBp3aHo pacTe. [pon3BoaM ce y NaH4eBavKoj
paduHepujn HadTe 1 13BO3M LWKpPoM bankaHa. LipHe rpyasuue
6uhe noCTaB/beHe Ha MOA WCMOL jefHe C/IMKE 3aKayeHe Ha
nnadoH ca edeKToM ONTUYKe Bapke. Ta CIvKa [aje yTUCaK aa je
nnadoH Npo3op Koju refay Hebo. PeanHu ceet Tako cpehe oHaj
WNy30pHW y ornepany. Ha otBaparsy bujeHana, oBa nHCTanaumja
he ce aktmBmpat K BUTW yNOTNyHEHa MNPUCYCTBOM [ABEjy
yMeTHuUa Koje he 13BeCT NepopMaHC ca ynarbeHoM 4apobHOM
NaMnoM 1 Ha@THUM KokcoM. OBa MOCTaBKa TPaXki OATOBOP Kako
NPUXBATUTK jeflaH HecaBPLUEHW CBET M Kako pasyMeTn packopak
n3mely Halle TpeHyTHe 3aBMCHOCTU Of (DOCUIHWUX ropuBa U
NpUPOAE KOjy MOPaMO YyBaTV 1a GUCMO NPEXMBENH.

Mpojekar je nogpxana aHcka yMeTHMYKa (hoHaauuja.
My31Ky je KOMNOHOBao Muka DOPCnHT.
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HESSELHOLOT
& MEJLVAHG

esselholdt & Mejlvang are a Danish artist duo who be-

gan working as a collective in 1999. Their practice is

focused on site-specific, large-scale installations that
investigate concepts of collective identity, and how these inform
and are affected by socio-paolitical structures. Rooted in extensive
research as an integral modus operandi, their work often incor-
porates performance and active use of the public space. Site-spe-
cificity plays an important role, whether manifested outdoors
or in a venue like an LED truck, an embassy, a remote forest, a
newspaper, as a tattoo or inside an art institution. Hesselholdt &
Mejlvang have exhibited widely in institutions, galleries and pu-
blic spaces internationally. Recent solo exhibitions: EMMA, Espoo,
Finland; IZOLYATSIA, Kyiv, Ukraine; Turku Art Museum, Finland;
Uppsala Art Museum, Sweden; SKMU, Norway; KUNSTEN, Aal-
borg, Denmark; Den Frie, Copenhagen, Denmark; Oslo Kunstfo-
rening, Norway; Platform Arts, Belfast, Northern Ireland. Group
shows: Manifesta 12, Palermo, Italy; Geological Museum of Mexico
City; MMCA Residency Changdong, Seoul, Korea; Tallinn Art Hall,
Estonia; ARoS Aarhus Art Museum, Denmark; Copenhagen Con-
temporary, Denmark; Mumbai Art Room, India; Museumcultuur
Strombeek, Brussels, Belgium; Kinstlerhaus Bregenz, Austria and
The Ski Club Milwaukee, USA.

www.hesselholdt-mejlvang.dk
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he artist collective Hesselholdt & Mejlvang works si-

te-specifically and research-based on charged locations.

Their works interchange with the local history, politics
and specifics of the surrounding area. For the Biennial of Art in
Pancevo they are creating a new installation in the former Sve-
tosavski ballroom. Flags made of textiles from all over the world
donated to the artists and electronic music are some of the ele-
ments which will temporarily inhabit the charming and colourful
hall. The sound emphasises the magical atmosphere and energy
of the space and evokes memories of the time when the ballroom
had its glory days with concerts and young people dancing. Black
petroleum coke forms the focus of the installation. Petroleum
coke is a carbon-rich solid material that derives from oil refining.
Itis widely used as fuel both in the industry and domestically and
its global consumption rate is in rapid growth. The product is ma-
nufactured at Pancevo oil refinery and distributed across the Bal-
kans. The black lumps are placed on the floor beneath the trompe
l'oeil painting on the ceiling which deceives the eye to perceive
a window towards the open sky. The world of reality meets the
ideal world of illusions in a mirrored vertical exchange. During the
opening of the biennial, the installation is activated and comple-
ted by the two artists through a performative act involving a lit
genie lamp and interaction with the petroleum coke. The work
raises questions about how to embrace an imperfect world and
how to grasp the conflict between our current dependence on
fossil fuels and the nature we need to protect in order to survive.

Composer and music: Mika Forsling
The project is generously supported by the Danish Arts Foundation
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*Xecenxont u MajneaHr, ,Potential Energy”, nepdopmaHc o
[1Ba CaTa M NPOCTOPHO-CcneundmryHa nHctanaumja, 2022.
*Hesselholdt & Mejlvang, "Potential Energy’, performance

(duration 2 hours) and site-specific installation, 2022
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Nyka LiBeTkoBuh, ,Jartbe (McTopuja yBek nouunkbe ca To6oMm)*, BUAEo-A0KyMeHTauwja o nepdopmaHcy (7 naHa, 150 km), 2021.
Luka Cvetkovi¢, "Lamb (History Always Begins with You)" video documentation of the performance which lasted 7 days and 150 km, 2021
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yKka LBeTkoBuh (1995, PuumoHa, BupuwmHuja, CAL)

BU3YeNHK 1 NepOpMaHC YMETHMK, 3aMHTEPeCOBaH 3a

nnTarbe No3umumje NyoI1MKe TOKOM YMETHUYKOT NpoLieca
(reHe MoTeHUMjanHe napTMumMnauuje), avHaMmuke Mohu yHyTap
KYNTYpHe, NMOAINTUYKE U APYLUTBEHe CTBAPHOCTM M MOryhHOCTK
Kpeuparba HOBOT [MCKypCa - HOBOT MPOCTOPa [efioBarba Y
OKBWMPY KOjer je akymynauuja peBoyLMOHapHOr noTeHuujana
moryha. HberoBa ymeTHWYKa Mpakca onepuile n3mMehy Hemohu
1 noteHuujana. foonHe 2018, ca rpynoM yMeTHMKa, KycToca u
[M3ajHepa 0CHOBAO je VHCTWTYT 3a annay3. JoOUTHWK je Buwe
Harpada v CTMneHawvja, nopeg octannx Harpage 3a crneumjanty
KpeaTmBHY MHOBaUWjy 1 cTuneranje @oHaaumje XaHc Buncaopad.
13narao Ha BuMle CaMOCTaNHUX W TPYMHUX M310KOW, Mehy
Kojuma n3agaja ,Lamb (History always begins with you)* Lambda-
Lambdalambda, MpuwtnHa (2021), ,Convergent Acts’, Bubble 'n’
Sqeak, Bpucen (2021), ,Vistula is Burning’, HaunoHanHa ranepuja
y Kpakosy (2020), ,1999 - The oracle told me | would fall in love
with the one’, Fotopub festival, Cnosenuja (2019) 1 apyre. Tokom
2021. roanHe 610 je cneunjanHy NpeaaBay y OKBUPY CTYAEHTCKOr
nporpama YHuBep3uTeTa ymMmeTHocTv y JloHaoHy (UAL). TpeHyTHO
noxaha pgsoroavwen mactep nporpam  ,\WORKMASTER -
CaBpeMeHe yMeTHWYKe Mpakce” Ha YHWUBEpP3WUTeTy YMEeTHOCTK
1 amsajHa (HEAD) y >KeneBw nop MeHTOPCTBOM MapTeHa
CnaHrbepra v Kpuctoga Kowhjyka.

www.lukacvetkovic.com
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Jartbe (McTopuja yBek nounkse ca To60m)" - nepdopmaHc
npojexat oap>kaH Ha Kocosy, of 27. MapTa fo 3. anpwuna 2021.
roguHe (7 gaHa; 150 kM), y KojeM je Jlyka LiBeTkoBuh HoCKo v
BpUHYO Ce 0 jarkeTy oA Japutba (ETHUYKO CPMCKO Ceno Ha ceBepy)
Ao KauaHuka (eTHWUKM anbaHcko ceno Ha jyry Kocoga), rae je
HaCTaBMO [1a >KWBW Ca aNibaHCKO-KOCOBCKMM 3EM/BOPAAHVKOM.
MepdopMaHC je OOKYMEHTOBaH K3 jarkbehe nepcnexTuBe jep je
rnaBHa naeja 6una fa ce NoCTaBy NUTakbe HOBe CyBjeKTUBHOCTA
Hacnpam nocTojehmx HapaTtvBa, KOHUenaTa v npojekuuja n aa
Cé Ha Taj HayvH [JoBefe Yy pacnpaBy HOBO, HeMoJWUTM30BaHO
N HEeKOPYMMUPaHo rMeauLlTe Kako 6w ce CTeKo pasymeBare
CTBApPHOCTW, OOHOCHO Kako je peanHocT nepdopMmnpaHa
npemMa Hama. OBa nepcnexkTBa MOXKe NOCIY>KMTK Kao nofasHa
Tayka 33 pasMuW/baree O AorahajuMa M3BaH HY>XXHOCTU W
npeaBua/bMBOCTA, M3BaH NoTpebe Jsbyacke cybjekTMBM3auvje;
forahajuMa koju oeueHTpupajy Sbyacku CyBjeKT 1 Hyde HaduHe
3a (DOPMMPaHbe KOHTUHIEHTHO ApYyradnjux ogHoca npema ouhy
Apyror.

FAIEPR, 11008
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uka Cvetkovi¢ (1995, Richmond, Virginia, USA) is a visual

and performance artist interested in the position of the

audience during the artistic process (its potential partici-
pation), the dynamics of power within cultural, political and social
reality and the possibility of creating a new discourse - a new space
of action within which the accumulation of revolutionary potential
is possible. His art practice operates between powerlessness and
potentiality. In 2018, with a group of artists, curators and designers,
he founded The Applause Institute. He has won several awards and
scholarships, including the Special Creative Innovation Award and
the Hans Wilsdorf Foundation Scholarship. He has exhibited solo
and as a group member in shows like “Lamb (History always be-
gins with you)” Lambdalambdalambda, Pristina 2021; "Convergent
Acts’, Bubble n Sgeak, Brussels 2021; “Vistula is Burning’, National
Gallery Krakov, 2020; "1999 - The oracle told me I would fall in love
with the one’, Fotopub festival, Slovenia, 2019, amongst others. In
2021 he was invited to be a special lecturer within the student pro-
gram of the University of Arts in London (UAL). Currently he is a stu-
dent of the two-year master's program “WORK.MASTER - Contem-
porary Art Practices” at the University of Art and Design (HEAD) in
Geneva under the mentorship of Marten Spangberg and Krzysztof
Kosciuczuk.

www.lukacvetkovic.com
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AMB (History always begins with you) is a performance =

project that took place in Kosovo, from 27th of March to

3th of April 2021 (7 days; 150 km), in which Luka Cvetkovi¢
carried and cared for a lamb from Jarinje (ethnically Serbian village
in the north of Kosovo) to Kacanik (ethnically Albanian village in the
south of Kosovo) where it continued life with an Albanian-Kosovar
farmer. The performance was documented from the lamb’s perspe-
ctive, as the main idea was to raise the question of a new subjecti-
vity versus pre-existing narratives, concepts, and projections and
thus bring into discussion a new, unpoliticized, and uncorrupted
view in order to gain an understanding of reality, or how reality is
performed onto us. This view can serve as a starting point to think
about events outside necessity and predictability, outside the need
of human subjectification; events that decentre the human subject
and offer ways of forming contingently new relations to the being
of other.

Nyka LiBeTkosuh, ,Jartbe (McTopuja yBek nouuntbe ca Tobom),
BMOE0-A0KyMeHTauuja o nepdopmaHcy (7 faHa, 150 kM), 2021

Luka Cvetkovi¢, "Lamb (History Always Begins with You)", video
documentation of the performance which lasted 7 days and 150 km, 2021
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Jbubara LWWynesapuh, ,HesasplieHa kyha 1/12 - 12/12", ybe Ha nnatHy, 120 x 90 um x 12, 2021.
Ljiljana Sunjevari¢, “Incomplete House 1/12 - 12/12", oil on canvas, 120 x 90 cm x 12, 2021
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[bHAMBpAHA W BEEARFHR

nbaHa LWyrbeBapwh (1979, Yxuue) aMnnomMmnpana

jje N LOKTOpMpana C/IMKapcTBo Ha Pakynterty
NINKOBHWX yMeTHOCTM y bBeorpady. AKTMBHO

M3NaxKe Ha rpynHMM K CaMoCTalHUM M3noxkbama y 3emrbu u
MHOCTpaHcTBY of 2000. roanHe. HarpahueaHa je n3 obnactu
upTexxa. PafoBu Cy joj M3M0XKeHW Y YMETHNYKMM 36mpkama MCY
beorpag, KL Moxkera, KL Yayak, lanepunjy caBpeMeHe yMeTHOCTA
y 3perbanHunHy, Konekuujv fpaga beorpaga, Konexkumjn HapogHor
My3eja y KpasbeBy, konekunju HapooHor my3seja y Apanhenosuy
My BUWE NPUBATHWMX KoNekuuja. M3abpaHa camocTanHa
m3nararea: ,HesaspweHa kyha', Tanepuja PednekTop, Yxuue
(2021), ,Crannue’, Canon MCY, beorpan (2021), ,Bapow Hoga"
YMeTHUYKM npoctop Y10, Beorpag (2020), ,Ceobe: cnvika
npusopa’, JInMkoBHa ranepuja, KyntypHu uLeHTap beorpag
(2016), ,3aBpluasajyhun fleoHapaa®“ Tanepwja KynTypHor LeHTpa
PrbHuua, Kparseso (2016), ,Mpvizopw’, fTanepuja [loma omMnaavixe,
Beorpan  (2015), ,Novodevitansko-remake’,  vHTepBeHuUMja
Ha jaBHOj ckynnTypw Jla3a Jlasapeswh y wabaukoj focnoaap
JespemoBoj ynuuw, UWabaw (2015), ,NOVODEVICHE-Novode-
vicansko®, fanepuja KynTypHor ueHTpa, LWabau (2014), ,Homosak-
er. lanepuwja KynTypHor ueHTpa, Moxera (2012), ,Apxetvn’,
fanepuwja CYNYJ, beorpan (2011), ,CtpacHu Bynesap’, Tanepwja
W3no3m, ®NY, beorpan (2009), ,Mana’, lanepwvja ®/1Y, beorpan
(2009). 3anocneHa je Ha MakynTeTy yMETHOCTU YHMBeEp3WTETa Y
MpULLITWHW Ca NpUBPEMeHUM cefuiiTeM y KocoBCKoj MUTPOBULIN.

ljsunjevaric@gmail.com
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JaKo je pey 0 MOTMBMMA He3aBplueHux 00jekaTa, BeOMa
KapaKTepUCTUYHMX 3a NIOKaNHK aMBUjeHT, Moja HaMepa je 6una
[a VX y CNMKapCTBY He MpefcTaB/baM Kao apTebakTe ogpeheHor
coumjanHor naToca v CMpoMaluTBa, Beh HanpoTKB, 1a MHCUCTUPAaM
Ha ayTeHTUYHOCTM TUX NPW30Pa, HWXOBO] Y3BULLEHO] NernoTu 1
N3BECHO] TEXMHM KOJy HOCE Yy CBOM MOCTOjakby U TEMMOPAaNHOCTU.
He3aBpLUeHOCT ce Ty pa3yMe Kao npukas oapeheHnx npusaTHMx
N KONEKTUBHUX er3ncTeHLMjanHmx OKOMHOCTY, MPOMeHa 1 Apama
Koje Cy ycnoBufie [1a OBakBa BpCTa apTedakata ocTaje Hesa-
BPLUEHA M CBOjUM NOCTOjaHbeM CBEL0YM jelHAKO O SbyaAMMa KOju Cy
3anoY4mHbany 1 MeHbanu CBOje XXMBOTHE MyTeBe, KOMKO 1 0 CTakby
JelHOr TPaH3MUMOHOr APYWTBa Yy KOMe Ce Te HeLOBPLUEeHOCTU
M0jaBsbyjy Kao BaXKHW 03HAYMTE bW MPOCTOPA Y KOME XKMBUMO.
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Ljiljana Sunjarevi¢ (1979, UZice, Serbia) graduated from the Fa-
culty of Fine Arts in Belgrade and also obtained her PhD there. She
has actively exhibited in group and solo exhibitions in this country
as well as abroad since 2000. She has received several prizes for
drawing. Her artworks are included in the art collections of the Mu- -

Jbumana LWywesapuh, ,HesasplueHa kyha _ MoHOxpoMuja
1/18 - 18/18", rpachut Ha nanupy, 29 x 21 um, 2021.

Ljiljana Sunjevari¢, ‘Incomplete House _ MoHOXpoMuja
1/18 - 18/18", graphite on paper, 29 x 21 cm, 2021

B42 Soud 0 ¥OLaEs AHDLSHHOWASSHISTS
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seum of Contemporary Art Belgrade (MSUB), PoZega Cultural Cen-
tre, Cacak Cultural Centre, the Contemporary Art Gallery Zrenjanin,
in the collections of the City of Belgrade, the National Museum in
Kraljevo, the National Museum in Arandelovac as well as in several
private collections. Selected exhibitions include: “Unfinished House”,
Reflektor gallery, UZice (2021), “Terminals’, the Salon of the MSUB,
Belgrade (2021), “New Town’, U10 Art Space, Belgrade (2020), ‘Mi-
grations: Images of Scenery’, the Art Gallery of Belgrade Cultural
Centre (2016), “Completing Leonardo’, the gallery of Ribnica Cultu-
ral Centre, Valjevo (2016), “Scenes”, the gallery of the Youth Centre,
Belgrade (2015), “Newly-Virginal - Remake’, the intervention on the
public sculpture of Laza Lazarevi¢ in Sabac (2015), “Newly-Virginal”
the gallery of the Cultural Centre Sabac (2014), "Homo sacer”, the
gallery of the Cultural Centre PoZega (2012), “Archetype’, the SULUJ
gallery, Belgrade (2011), “Passion Boulevard’, the gallery Windows
of the Faculty of Fine Arts, Belgrade (2009), “Map’, the gallery of the
Faculty of Fine Arts, Belgrade (2009). She works at the Art Faculty
in Pristina temporarily situated in Kosovska Mitrovica.

ljsunjevaric@gmail.com

T
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"Although it is about the motifs of unfinished objects, very
characteristic of the local area, my intention was not to represent
them in paintings as artefacts of a certain social pathos and po-
verty, but, on the contrary, to insist on the authenticity of such sites,
their sublime beauty and a certain gravity that they bring with their
existence and temporality. Incompleteness is here taken as a repre-
sentation of certain private and collective existential circumstances,
changes and dramatic events that have caused this type of artefact
to remain unfinished. Through their existence, such artefacts give
witness to people that commenced and changed their life trajecto-
ries, just as they bear witness to the state of a transitional society in
which incompleteness appears as an important signifier of the era
that we are living in”

o Masda s
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HapopgHu my3ej MaHyeBo

Tpr kpasba Meipa | 7, [aH4yeBo
Pancevo National Museum
Trg kralja Petra | 7, Pancevo

lanepwja caBpeMeHe yMeTHOCTH

Bojsone weojutia Miuwmha 1, MaHyeBo

The Gailery of Contemporary Art
Vojvode Zivojina Misica 1, Pancevo
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lanepwuja Munopapa bate Muxaunosuha
»Kapka 3perbannHa 1, MaHyeBo

Milorad Bata Mihailovi¢ Gallery

Zarka Zrenjanina 1, Pancevo

Mg MEAE TR
m

O6jexat CK 12
[p CBeTncnaBa KacanuHoBmha 12, MaH4eBo

SK 12 Building
Dr Svetislava Kasapinovi¢a 12, Pancevo
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MFOERUAIA HAIHOBHIH~ OCTBARFPERFEA

24.jyH 2022, 20 vacoBa
KynTypHu uenTap lMaHuyeBa
Bojsoge XXusojuna Muwwuha 4, NaH4yeso

=== olden Pixel Cooperative (GPC) - yapy>ker-e 3a nokpeTHe
C/IVIKe, YMETHOCT 1 Mefuje, akKTUBHO U Y M3NOKEeHOM

_I My KvHematorpadckoM KoHTekcTy. OcHoBaHo je u3

notpebe fa ce Aenyje KONEKTVBHO Y NPETEXHO UHAMBUAYANHOM

KYNITYPHOM Mej3arky.

Ca KPUTWMYKMM, (DEMUHUCTUYKAM W aHTUOMCKPUMUHA-

TOPCKUM MPUCTYNOM, PagMMO Ha MPOWU3BOAFW, AUCTPUOYLM|U
M Npe3eHTaUMju YMEeTHWYKMX [ena u [AMCKypca. Heryjemo
OCHaXKMBaHE 1 COMMAAPHOCT oMorynyjyhn pasmeHy 1 NoapLUKY
n3Mely yMeTHMKa, KYNTYPHWUX PafHVKa, MPOCBETHUX PafHMKa
n Mucmnaua. KonekTMBHO pafiMMO  Ha MpojeKkTMMa  Koju
MMajy pasnuunte opmate Kao WTO Cy Mpojexuuje, nsnoxobe,
CMMMO3WjyMu 1 Nybavkaumje.

Haw uwmb je Oa Ce aHTaXKyjeMo Ca WMPOKMM CMeKTPoM
ny6nmnke 1 fa capahyjeMo ca pasfuunTnM KynTypHUM OpraHu-
3auMjama 1 MHMLMjaTMBaMa. HacTojuMo da [envmo pecypce U
MHMDPACTPYKTYPY, TEXMMO UHKNY3UBHUM (DOPMaTUMa yyewha v
rpagrey Ha 3ajedHNYKOM 3Hakby. YBPCTO BEPYjeMO Y MOMUTUYKK
NoTeHLUMjan CPOACTBA, KOju je BohjeH oTBopeHowwhy, jeaHakowhy
1 KOHTUHYMPaHUM NPOLEeCMa yyerba.

Golden Pixel Cooperative je yapy>xere 3acHOBaHO Ha
OOPKMBKUM CTPYKTypama W CTOora Ce HOBW YMaHOBW MOCTENeHO
YKIbY4Yjy. TPEHYTHO je YNaHCTBO CaMO Ha MO3MB 1 YeCTo Ce pa3snja

V13 33jeAHNYKMX MHTEPeCa, BPeAHOCTU 1 NPETXOHe CapadHse.

Golden Pixel Cooperative TpeHYTHO YnHe:
Iris Blauensteiner, Mirjam Bromundt, Antonia Rahofer, Enar de
Dios Rodriguez, Nathalie Koger, Luiza Margan, Olena Nevkrita,
Simona Obholzer, Barbara Palomino Ruiz, Christiana Perschon,
Marlies Poschl, Mona Schvitzer, Miae Son, Viktoria Schmid,
Benhard Staudinger, Katharina Swoboda, Liza Truttmann i Agnes
Wazola.

Wpuc bnayewTajHep n Kpuctnuna Mopepbaxep:
,CBeT je nnas no nsnuyama*
16:9, 60ja, cTepeo, 15 MUH, AT, 2021.

LLTa pa TV KaxkeM O CBeTy y KoMe »uBum?* Obpahajyhu
ce CBOM HepoheHOM [feTeTy, HapaTop NOKylaBa fAa Hafe
OOroBOpe [efioM KPOo3  KMaycTpoobuyHe CAMKe MpOoTKaHe
NMYHUM  BenewkaMa 0 TPyoHONM y BpemMeHMMa naHaemuje.
33CHOBaH Ha ceharby M3 AETUHCTBA, eKCepUMeHTaNHM KpaTKu
(unM ce npoTexxe 0f X1aAHOPaTOBCKE rBO3[eHe 3aBece, A0
Tako3BaHe ,M36ernnyke Kprse’ 1 NOHOBHOT 3aTBaparba rpaHmLa
TOKOM KOBWMa-19. TekCType 31O0Ba Ce 3aTBapajy, 3amarsbyjy ce
MUKCENV30BaHMM Marnama, CTeapajyhun cybjeKTuBHM nopTpeT
HOBE CTBAPHOCTM U HeHOT CBETa AMIUTaNN30BaHe CIMKe.

,Ounm Wpuc bnayewrtajHep 1 KpuctnHe Mopepbaxep
,CBET je MNaB No BMLAMa" yCMepeH je Ha HenosHaty byayhHocT.
To je M 0 >KMBOTY W CBEMY LUTO FOBOPW MPOTUB XKMBOTa. Kao
M3a CTakna nojassbyjy ce dparmeHTn nepuenunje. Cyoyasajy ce
Ca CYMOPHWUM CBETOM [aHallkbuLe, KOjU Ce CacToju Of ekpaHa
M 3aTBaparba, Ca CnabuM OTKyuajuma cpua HepofeHor feTeTa.
Y punmy Majka genv ceoje Mucam ca getetom. LUta mMoxe faa
nokavke cBoM bynyhem NOTOMCTBY, Koje CIMKE AaHallkbKLe MOory
na rosope cyTtpa? (Matpuk Xonuanden)
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Enap pge foc Pogpures: ,TeyHa 3eM/ba“
32 MUH, AT/ES, 2021.

Mako okeaHn 4YuHe Bue of 70% 3em/blHe MOBPLUVHE,
[0 [aHacC je WCTpakeH CaM0 BeoMa Manu [Leo MOPCKOr AHa.
MehyTuM, nocnearyx roaMHa Manuparbe 0BMX NpocTopa ce
ybp3ano ycnen pasnunyuTUX eKoHOMCKWX, FeonofUTUYKUX U
HayYHWUX MHTepeca, O4NYy4HVX a U3rpafe ,HoBW KOHTUHEHT" Koju
he ce ncTpaXkMBaTh 1 ekcnioaTucaTi Nog Mopem. ,TeyHa 3emsba’
je BMOe0-ecej KOjM 3a CBOjy TeMaTCKy OCy y3MMa [HO OKeaHa U
FeroBy TPEeHYTHY KapTorpagwjy [a roBopu O KOMOHWjanu3Mmy,
eKoorujn 1 NpeacTas/batby.

061rKOBaHO WMPOKMM CNEKTPOM NpoHaheHor MaTepujana
- 0, WIyCTpaumnja npBe CBETCKe OKeaHorpadCcke ekcnegununje,
[0 TPEHYTHUX TexHOMornja 1 BU3Mja Be3aHWX 33 OKeaHCKo
AOHO - ,TeyHa 3eMsba” (YHKUMOHMLLIE KA0 NOACETHUK Ha TeyHy
3eM/by KOja Hac, y CTBApHOCTK, 0ApPXKaBa 1 cavnkbasa. LLiTaBuLue,
TO je MO3MB [a Ce He nowTyje CTabuAHOCT MPOU3BOSBHMX,
eKCTPaKTUBHUX U orpaHu4aBajyhnx nuHuja Koje ce nosnaye
NpeKo NpocTopa. Kao v cBakn Apyrn 061K 3Hakba, , Te4Ha 3em/ba”

HaM HyOW U HA3 3arOHETKN.

Mapnuc Mewn: ,bubnmoreka ceHkn"
7 MuH, AT, 2021.

Y 6nuckoj byayhHOCTY, Nogaumn ce BuLLE He Noxparbyjy Y
LeHTpuMa nofataka Beh y AHK 6usbaka. Tokom npeseHTauuje
6a3e nogartaka ayCcTpuyjcKor nporssohjadya MobunHmx TenedoHa
no umeny Cian, WM Hac Cly4ajHo BOAW [0 [ApYre, HeBUA/bMBE
,onbnunoteke” - ,6MbNMOTEKE CEHKM', KOja Ce Hanasn Ha HeKUM
6ubkama. Bupoeo rosopu 0 ToMe Kako ce edekTu rnobanHo
HejeqHaKMX NMPOU3BOAHMX OHOCA YNUCYJy Y Bubke, MUrpuUpajy
Ca Bu/bKaMa 1 Tako ce ycuape y KOMekTUBHO naMhemse.

TexkcT y Opyrom fefy BWAea 3aCHOBAH je Ha necmama
KuHecke necHukmmbe Llenr CjaohyHr, koja ce y cBOM pafy 6asu
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YC/I0BMMa XMBOTA M pafa KMHeckmx ractapbajtepa. CayHopek
cdunma (,ManpaT’ oa Majnuc) 3acHOBaH je Ha COHMMMKAUM|U
eneKTPUYHNX CTPYja y Brrbkama.

KaTapuHa CBo6oga: ,Kamere"
8 MuH, AT, 2021.

BehuHa cvpoBrHa Koje ce KopucTe Yy namMeTHOM TeniedoHy
n3Bnaye ce 13 3emsbe. Benmke konnumHe kKamerba Hajnpe ce
nckonajy, a 3aTmM fa ce Tewko obpahyjy Aa 6w ce M3BYKIK
efleMeHTV MoTpebHW 3a npabB/berbe TenedoHa. Heke of 0BUX
rpybux cTeHa, n3 Kojux ce Mory m3Byhu enemMeHTM Kao LWTo cy
nanagunjyMm, TaHTan, MTUYM U PETKU 3eMHU MeTanu, NPUKasaHu
Cy Ha BMAEO-CHUMKY. HayuHumla 1MCnuTyje 0BO Kamerse nof Mu-
KPOCKOMOM M [eNN ancTPaKTHY Nored Ha ,yHyTpallrbe nej3axe”
nameTHor TeneoHa. Buoeo ce 3aBpllaBa eKCNEpPUMEHTOM -
HaKOH LUTO Ce MOMUHbe MoYeTaK flaHLa cHabdeBarba CMPOBYHAMa
nameTHor TefleOHa Ca KaMereM, eKCrnepuMeHT ce (pokycmpa Ha
Kpaj KOpMCHOT Beka Tpajaksa ypefaja.

CumoHa O6xonuep: ,CasplueHe yectuue (x kWh)*
9:16 MUK, 60ja, HemMn UM, 6 MUH, AT 2021.

CHexxHe nafnaBKHe CTBapajy nocebHy BPCTY Nej3axa. benu
NOKpVBaY MpeKkpuBa cBe, cBe [06Wja HOBY MOBPLUMHY. CHEXXHY
rej3ak je BeOMa eMOLMOHANN30BaH Mej3aXk Koju ce penpoaykyje
Ha MHOIO Ha4MHa 1 13a Kojer ce, y BpeMe rMobanHor 3arpesarsa,
Kpuje MHoro TexHonoruje. Y ,CaBpweHnM dectruama (x kWh)*
KOMMjyTepCKM  reHepmcaHa npupofa oOroHawa rnpupoaHu
(beHoMeH. CHer nafa 6e3 npectaHka, Hekaf BULLe, Heka Marbe.
YMeTHMKOBE pyKe MNpy)ajy Ce Ka ,MPUPOLHOM CheKTakny” y
MWYeKnBakby CNy4ajHoOr, KPaTKOTPAjHOT KOHTAKTa.

Maxyuue cy, MeyTUM, AUFUTANHO reHepucaHe v Hemajy
Be3e Ca MaTepujanH1MM CBETOM. HecTuLe Koje n3ballyje eMutep He
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0CTaB/bajy HVKAKaB TPar Ha CIMLM Yumjm Cy feo noctane. Gusnykm
KOHTAKT 0CTaje MEHTASTHU eKCMepUMEHT.

MHcTanaunja Cumore Obxonuep obpaha ce Teny rmegaoua
Kao MpasHoM nNpocTopy n3mehy ABa ekpaHa. OHa MpU3KBa XanTuyKy
nepuenuujy nocMartpada M urpa Ce HWUXOBOM OpMjeHTaLmjoM
13mef)y NpocTopa CTBOPEHOT C/IMKOM M PeanHor NpocTopa.

Jlnza TpytmaH: ,Craze I-111*
20 MuH, AT, 2021.

Ha noyetky nctopuje unma, nejzaxu Koju ce 6p3o kpehy
nporarwanu cy paHe 6uockone kao ,(aHTOMCKe BOXHe" Tafa
Cy KaMepe NOCTaB/beHe Ha BO30Be BW3Ye/sHO OCBajafie HaBOAHO

HeTaKHyTa noapyyja BEVMKOM BP3MHOM, cafia MOBWIHKM paavo-
CUFHANM  KOHTPOMMWY Hall TeXHOMOWKW Moref W 3anase
y pypanHa nogpydja. ,Crasze I-1lI" Tpaxke Tparose, npatehu
Hekapalwky aeonunuy L Muwnep6aHa“  (Ischlerbahn)  u3mehy
rpagoBa MoHasze u LWTtpo6n. TokoM aurntanHe QaHTOMCKe
BOXXMbe CafallrboCTV MpesiasnMMo Mpeko nej3axka, Crnajamo Bese,
rnepajyhn yHanpen y @parMeHTMMa W YyHa3ad y BpeMeHy.
MNTaMo Kako HEBMASBMBI CUTHANW MYTY]Y, Kako ce MaHngecTyjy
y MOKPEeTHWUM C/IMkama W 3aWTo Cafa rnefamo y MobunHe
TenedoHe yMecTo y 61MOCKONCKO NAaTHO.

5

KatapuHa CBoboaa, ,Kameme’, 8, 2021. -
Katharina Swoboda, "Stones', 8" 2021
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LATEST FPROOUCTIONS

June 24, 2022, 20h
The Cultural Centre of Pancevo 1

he Golden Pixel Cooperative (GPC) is an association

for moving images, arts and media, active within both

exhibition and cinema contexts. It was founded from

the need to act collectively in a predominantly individual cultural

landscape. |
With a critical, feminist and antidiscriminatory approach,

we work on the production, distribution, and presentation of ‘
artworks and discourses. We foster empowerment and solidarity
by enabling exchange and support between artists, cultural
workers, educators and thinkers. Collectively, we work on
projects that have various formats such as screenings, exhibitions,

symposia and publications.

= Ouraimis to engage with a wide range of audiences, and to -
collaborate with a variety of cultural organizations and initiatives.
We seek to share resources and infrastructures, strive for inclusive
formats of participation, and build upon shared knowledge. We

strongly believe in the political potential of kinship, one that is |

driven by openness, equality and continuous learning processes. 1
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The Golden Pixel Cooperative is an association based
on sustainable structures and therefore new members are
incorporated gradually. At the moment, the membership is upon
invitation only and often evolves from shared interests, values
and previous collaborations.

Golden Pixel Cooperative currently is:

Iris Blauensteiner, Mirjam Bromundt, Antonia Rahofer, Enar
de Dios Rodriguez, Nathalie Koger, Luiza Margan, Olena Newkryta,
Simona Obholzer, Barbara Palomino Ruiz, Christiana Perschon,
Marlies Poeschl, Mona Schwitzer, Miae Son, Viktoria Schmid,
Bernhard Staudinger, Katharina Swoboda, Lisa Truttmann und
Agnes Wazola.

Iris Blauensteiner & Christine Moderbacher:
The world is blue at its edges
16:9, colour, stereo, 15 min, AT, 2021

“What could | tell you about the world | live in?” Addressing
her unborn child, the narrator tries to find answers partly through
claustrophobic pictures interwoven with intimate notes on a
pregnancy in times of a pandemic. Based on a childhood memory,
the experimental short film spans from the Cold War Iron Curtain,
to the so-called “refugee crisis” and the renewed closing of borders
during COVID-19. Textures of walls closing in, blur with pixelated
maps, creating a subjective portrait of a new reality and its digital
image-world.

,Iris Blauensteiner’s and Christine Moderbacher’s The
world is blue at its edges is directed at an unknown future. It’s a
film about life and everything that speaks against life. As if behind
glass, fragments of perception appear. They confront the somber
world of today, consisting of screens and lockdowns, with the faint
heartbeat of an unborn child. In the film the mother shares her
thoughts with the child. What can she show to her future offspring,
which images of today can speak tomorrow?” (Patrick Holzapfel)
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Enar de Dios Rodriguez: Liquid ground
32 min, AT/ES, 2021

Although the oceans make up more than 70% of the Earth’s
surface, to date now only a very small portion of the seabed has
been mapped. However, in recent years, the mapping of these
spaces has accelerated due to different economic, geopolitical
and scientific interests, determined to build a ‘new continent’
to be explored and exploited under the sea. Liquid ground is a
video essay that takes as its thematic axis the ocean floor and
its current cartography to talk about colonialism, ecology and
representation.

Shaped by a wide variety of found material - from the
illustrations of the first worldwide oceanographic expedition, to
current technologies and visions related to the oceans floors -
Liguid ground functions as a reminder of the liquid grounds that,
in reality, sustain and compose us. Moreover, it is a call to disobey
the stability of the arbitrary, extractive and limiting lines that are
drawn over space. Much like any other form of knowledge, Liquid
ground also offers us a series of riddles.

Marlies Péschl: Shadow Library
7 min, AT, 2021

In a near future, data is no longer stored in data centres
but in the DNA of plants. During a presentation of the data garden
of an Austrian mobile phone manufacturer called Cyan, the film
accidentally leads us to a second, invisible ‘library’ — the ‘shadow
library’, which is stored on some of the plants. The video addresses
how the effects of globally unequal production relations inscribe
themselves in plants, migrate with the plants and thus anchor
themselves in collective memory.

[k

The text in the second part of the video is based on poems
by the Chinese poet Zheng Xiaogiong, who addresses the living
and working conditions of Chinese migrant workers in her work.
The soundtrack of the film (‘Fern’ by Mileece) is based on the
sonification of electric currents in plants.

Katharina Swoboda: Stones
8 min, AT, 2021

Most raw materials used in a smartphone are extracted
from the earth. Great quantities of rock need to be mined and
then laboriously processed to extract the elements needed to
build the phone. Some of these coarse rocks, from which elements
such as palladium, tantalum, lithium and rare earth metals can be
extracted, are shown in the video. A female scientist examines
these stones under a microscope and shares an abstract look at
the “inner landscapes” of a smartphone. The video ends with an
experiment - after referring to the beginning of the smartphone’s
raw material supply chain with the rocks, the experiment focuses
on the end of the useful life of the device.

Simona Obholzer: Perfect Particles (x kWh)
9:16 min, colour, silent, 6 min, AT 2021

Snowfall creates a special kind of landscape. A white layer
covers everything, everything is given a new surface. The snowy
landscape is a highly emotionalised landscape that is reproduced
in many ways and behind which, in times of global warming,
lies a lot of technology. In Perfect Particles (x kWh) computer-
generated nature imitates the natural phenomenon. Snow falls
incessantly, sometimes more, sometimes less. The artist's hands
reach out towards the “natural spectacle” in anticipation of a
random, ephemeral contact.

ST
-
an

The flakes, however, are digitally generated, and have no
connection to the material world. The particles ejected by the
emitter leave no trace on the image of which they have become a
part. The physical contact remains a mental experiment.

Simona Obholzer's installation addresses the viewer's body
as an empty space between the two screens. She invokes the
haptic perception of the viewer and plays with their orientation
between the space created by the image and real space.

Lisa Truttmann: Tracks I-lll
20 min, AT, 2021

At the beginning of film history, fast-moving landscapes
haunted early cinemas as “Phantom Rides” Back then, cameras
mounted on trains visually conquered supposedly untouched
areas at top speed, now mobile radio signals control our
technological gaze and access rural areas. Tracks I-1ll searches for
traces, following the former section of the “Ischlerbahn” between
the towns Mondsee and Strobl. On a digital phantom ride of the
present, we cross the landscape, associate connections, looking
forward in fragments and backwards in time. We ask how
invisible signals travel, how they manifest themselves in moving
images, and why we are now looking at cell phones instead of the
screen in a cinema.
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Mepdopmanc Japuje Meguh

30. Maj 2022, 19 yacoBa s el
fanepuja Munopaga bate Muxajnosuha

MapTrumnnaTMeBHK NepdopMaHc 1 jaBHa npoba aApamarvsaumje
yroBopa o yc/osMMa KopuLihera ca noteHLmjanoM 3a
MWKPOTEPaNujCKMM CycpeToM. Tpajarbe: 60 MUHYTa.

JERM=S OF SERVIEE
1 FAATASY READER"

i performance by Darija Medi¢

May 30, 2022, 19h
Milorad Bata Mihailovi¢ Gallery

Participatory performance and public rehearsal of dramatization
of the contract on terms of use, with the potential for a
microtherapeutic encounter. Duration: 60 minutes.
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KULTURNI
CENTAR
PANCEVA

4

KyntypHu uenTap Manuesa / Cultural Centre of Pancevo
fanepuja caBpeMeHe ymetHocTu / Gallery of Contemporary Art
MaHueBo, Bojsoae »KmBojuHa Muwmha 1

tel/fax: +381(0)13 346 137

gsu.pancevo@gmail.com

kcp@kep.rs

www .kulturnicentarpanceva.rs

FB: Bijenale umetnosti Pancevo

IG: bijenalepancevo

20. bujeHane ymeTHOCTW, paghuHepujamaHacTmp,
ManyeBo 2022.

20" Biennial of Arts, refinerymonastery,
Pancevo 2022

aupekTop / Director, Editor in Chief
Hemarba borgaHoBs

ypeAHULa KaTasiora u opraHu3aTopka nporpama / Catalogue
editor and program organizer
MBaHa Mapke3 ®ununosuh

cenekTtopka / selector
ap Maja hupuh

KOypeAHMLA KaTaora u acucTeHKTUHba cenektopke / Co-editor

of the catalogue and assistant selector
CaHpa Kanebuh

= s T

KpuTu4apu u Teopetnyapu / Critics and art theorists
ap Maja hupuh

Mjep ODanaHce / Pierre d’Alancaisez

op bojaHa Martejuh

ap CnobonaH Mapkoswh 1 ap JacHa AtaHacujeswnh
[apko Bykuh

peueH3eHTKukba / Reviewer
ap bojaHa Matejuh

npesog / Translation
[ywaH Mpsba

neKTypa eHrneckux TekctoBa / Proofreading of English texts
Language Training Centre HELEN

nektop / Proofreading and Language Editing
CsjeTnaHa Manuroga

MeHalepka npojekra / Project Manager
JNvonja Ko4eBckm

oaHocu ca jasHowhy / PR Manager
MoHuka Xycap TokuH

opraHu3aTopKa NPOMOTUBHUX aKTMBHOCTU / organizer of
promotional activities
Mapwuja Camapuuh

TexHn4ku koopguHaTtop / Technical Coordinator
3opaH lMetkoBmh

TexHu4Ka cekpetapka / Technical Secretary
Jaroga MunkoBckm

ar

TexHuuykmn TumM / Technical Team
BojaH Jlykumh

BpaHucnas BoxkaHwh

JlydnjaH Bury

Hemarba MeTkosuh

Henan Mapkoswuh

HeHan ®opro

aAMUHUCTPATMBHA U OpraHu3auMoHa noapLuka /
Administrative and Organizational Support
AHa WTtpak

bojaHa BarHep

BecHa [eTtkoBwh

Bnagvmup Mpotunh

[ejaH lahelwa

Nywarka Jasnoosvh

Nywmua Koumh

30paH MunoBaHoB

3opaHa Pagonunh

JoBaHa TaHuwmh

Mupocnasa Manewesuh

Pagpmuna Kananuw

BOJIOHTepKe 1 BosioHTepm / volunteers
Arba Angpuh, Wcnpopa Crojanosuh, TaHe SlakeTuh

neXypHu no noctaskama / on duty by settings
Anekcanfiap Hukonajeswh, ViBoHa lahewa, Mapwja Metposuh

Au3ajH / Design

Cryono APXE
»Kesbko Pajaumh

W g MM

rpacgmuka o6papa / Graphic Design
lNaBne Xanyna

¢oTorpacpuje / Photos
3opaH JoBaHoBwh Madak
Mapko 3opuh 1 nsnaraumn

wramna / Printing
BIROGRAF COMP, Atanacwja Myree 22, beorpaf, 3eMyH

20. BujeHane ymeTHOCTY, lMaHueBo 2022, paurHepujaMaHacTup,

Ce 3axBasbyje MaHacTunpy Bojnosuua v nrymaHy Teofopy Ha
roCTONPUMCTBY TOKOM Tpajarba MaHudecTaumje

The 20" Biennial of Arts in Pancevo 2022, refinerymonastery,
would like to thank Vojlovica Monastery and prior Teodor for

their hospitality during the event.

Tupax / Circulation
400

Maj 2022 / May 2022

ISBN -978-86-87103-95-5
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Pokrovitelj / Sponsor

e

paa ManyeBo

Manifestaciju podrzavaju / Supported by

Peny6nuka Cpbuja Peny6nuka Cpbuja
MWHUCTapCTBO KYNTYpe U /AyTOHOMHa nokpajuHa BojsogunHa
MHOpMUCara [ToKpajuHCKM cekpeTapwjaT 3a KynTypy,

! austrijski kulturni forum

[laHcKa yMeTHMYKa
doHaaumja

MMM

My3ej caBpeMeHe yMeTHOCTH,
Beorpag

jaBHO MHopMUCakbe M 0aHOCE ca
BEPCKMM 3ajefHnLaMa

[

AyCTpUjckn KynTypHu hopyM,

beorpan

ATLANTIC

GRUPA

AtnaHTuK rpyna goo, beorpagn

Eilis

Ambacapa Ayctpuje
y Beorpany

[ETE UHcTUTyT,
beorpan

G

Ltapk aoo, beorpap

Prijatelji manifestacije / Friends of the Biennial

HapoaHu my3ej
[MaH4eBo

=l

ProBanatlzgradnja

lpobaHat n3rpanma,
MaH4eBO

_Cdﬁ —_—

QALLERIA

lanepwja kade,
MaH4eBO

BuHapwja Nlanuh,
MaH4eBo

Ckaj12, NMaHyeBO

Medijski sponzori / Media Partners

OB
DER

RADIO
TELEVIZUA
VOJVODINE

‘ RTV

[TAHYEBAIL

‘ 7l 1zlazak
www.izlazak.com

[Mediastera

medijshi wadif

cPA.rs

PALVO TENEBU3NIA MAHYEBO

SRBIJA
SD DANAS

MJKraj

Looker

Weekly

.com
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