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Jedna od najznacajnijih gradevina u Vrscu iz XIX veka. Gradena je po planovima arhitekte Franca Brandajsa u klasicistickom stilu.
Zidarski radovi su bili povereni majstoru Francu Sitnerw iz Oravice. Nalazisse na mestu nekadainje Sraucerove gostionice
tod:1847.do-1852 sluzikao hotel. Od rada je zgrada uglavnom slufila kao skola. Konkordija je 1987, definitivne preflauvlasnibve
HNarodnog muzeja Yisac. U nedostatku sredstava, bila je van upotrebe vife od deset godinai:

Od 1994, zeradaje preuredena u galerijski prostor, a danas je sediste jugoslovenskog likovnog Bijenala mladih.
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alnog 1§ nicim sputavanog subjekavistickog priscupa
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wmetnosti 1 shvatanju gjenog smisla.

{okom devedesetdh u jugoslovenskoj umetnosti se tiho i
bez velikih najava, uporedo sa postmodernistickim
tokovima, obnavljaju odredeni stavovi modernizma.
Jenjavanjem uzbudujude (neojekspresionisticke tenzije,
splasnuo je 1 pomenuti subjektivizam kao 1 interes za
sadria) i ikonografsku predstavu. Subjekeivisticke stavove
samenjuje racionalisticks odnos prema sveru i umernost.
Javljaju se aikonicke tvorevine i u slikarstvu i u skduprur,

najéeice geometrijskog i konstruktivistickog karakeera.

Na Prvom jugoslovenskom bijenalu mladih u Viseu
1994. godine, ta pojava se afirmise na jedan nenametljiv
nadin, nazirudi se ili se jasno afirmidudi u delima tek
nekolicine mladih umetnika, istina, snaznih autorskih
licnosti (Mirjana Dordevié, 11i¢, Vauda, Naskovski,
Milica Luki¢, Mladenovi¢ te grupa mladih vajara
Joksimovié, Petrovid, Apostolovid, Skulec, Apsolutno).

Nova pojava nije odmah prepoznata i prihvadena. To se
najbolje pokamlo na simpozijumu Modernizam poslc
postmodernizma?” priredenom u vieme trajanja prve
bijenalske izlozbe. lako zamiSljen sa ciljem da sagleda
jednu pojavu u zatetku i teorijski proveri i preispita
jednu provokativnu temu ovaj simpozijum je doveo do
izuzetno zuénih, polemickih i nepomirljivih stavova
dveju potpuno suprotstavljenih strana. U naoj umetnos-
ti se tako nastavila tradicija neprihvatanja formalizma i
autorefleksivne zainteresovanosti umetnosti za sopsiveno
bice kao mogudeg nacina umetnicke reakeije. A upravo
se to desavalo: umetnik se posvetio autonomiji umernos-
ti. Umetnik devedesetih se nije, kako se to moglo odeki-
vati, bavio sadriajem 1 sadszinskim povodima koje mu je
tako obilato nudila kriza u kojoj smo Ziveli, nego je insi-
stirao na ontolodkim vrednostima slike 1 skulprure.
Interesujudi se za usko specijalizovane probleme pikru-
ralne povriine i plasticku primarnost forme, on se,
zapravo, bavio osnovnim nacelima likovnog iskaza.
Umetnik se posveuje ,svojoj struci” a kako je to zapisao
Denegri, on se ne konfrontira sistemu nego usred tog
sistemna trazi sebi mesto kao specijalista svoje struke.
Ujedno, takav stav je mogao biti prihvaéen kao svo-
jevisna sugestija ponudena dru$tvu u krizi. Uostalom,
Mena je u svojoj ,Estetskoj ideologiji” pisao o pravu
UMernostl na sopstvenu autonomiju, ne da bi se izolo-
vala, nego da bi ponudila vlastiti model drugim znanji-
ma 1 praksama.

Na Prvom jugoslovenskom bijenalu mladih u Videu,
danas je to potpuno jasno, problem tzv. ,novog modern-

Dava Hlepanoy

Work. The self-centerdiess and interest

in oney own subjec
sty led young Yugoslaw ariisis to define art and artisiic
action as a sori of refuge and escape from the reality, Within
such a miliew, communication between art and sociery com-
pletely ceased, so thar everything essentially bosled down o
thar Olivas, {;;17/('11/()' /)mﬁf)zoz/e’r/‘/[.vz‘ treatise o7 ,,x///{/}"(v
tvism as a personal syndrome in art”. The communication
then came to mean a thin relationship between the sensibil
ities of the artist and the speciator, a mutually forced, ind;-
vidualisiic and absolutely subjectivist approach to art and
is meaning.

However, beside post-modernist currents, certain modernist
ides begun 10 reappear discreerly in the Yugoslav ars of the
1990s. The u,/ezz/eé’mfizg ()f the EXCILING NCO-EXPIessionist ten-
sion pr()//u('m/ a decline (gf‘fZ/f/jc)z:‘[iw:ff’}z, which meant 4
weakening of interest in content and iconographic represen-
59 &
tation. 51//{/6’(‘[[ vist attitudes were g}"/w/zm//}/ re’p/ﬂc‘ed /)y a
rationalistic attitude towards the world and art, so that
non-iconic products, most often of geometric and construc-
tivistic chavicter, //cfng to appear in painting and .\'L'Lt[lf)'
ture.

The phenomenon was unobirusively asserted ar the First
Yugoslav Biennale of the Young, in Viac, in 1994, since it
was discreetly or apenly present in the works of u few young
authors of strong artistic personality (Mirjana Dordevic,
Ivan 1li, Marija Vauda, Zoran Naskovski, Milica Lukit,
Milorad Miadenovié, as well as a group of young sculptors,

such as Zdravko Joksimovic, Dusan Petrovié, Srdan
Apostolovié, Rastislay _kulec, the art group Apsoluno).

The new phenomenon was not immediasely recognized and
accepted, which became evident at the symposium , The
Modernism zzﬁer the Post-modernism?”, held dzw‘irzg the
First biennale. Intended to register a nascent phenomenon
and thus facilitate theoretical verification and reconsidera-
tion of a provocative theme, it gave place to particularly
emotional, polemical and irreconcilable statements of 1wo
completely opposed camps. Thus, the tradition of rejection of
formalism and self-centered veflections on art and its auton-
omy (which was precisely the main feature of the Yugoslav
art during the last couple of years) continued. Contrary to
our expectations, artisis of the 1990s did not deal with the
content abundantly offered by Yugoslav crisis. Instead, they
focused their attention on ontological values of painting and
sculpture. Fascinated by the narrowly specialized problems
of pictorial surface and plastic priority of form, they, in fact,
dealt with the fundamental principles of picrorial expres-
sion. Artists devoted themselves to their , profession”, so that,
as Dr. Denegri has remarked, they did not confront the sys-
tem but only sought their place in it as specialized experts.




Sava Stepanov

izma’ jo tek naznacen 1 oworen. U jednoj postavel
kojom kao da je inventarisano plumlis‘ti(‘im stanje u
umetnostt stvaranoj tokom devedesetih godina, bilo je i
novog formalizma, 1 neokonstrukivizma, 1 obnovljenog
minimalizina, 1 (neo)ekspresionizma, 1 nove figure | nove
apsttaketje, 1 rmejka” konceptualizma, 1 umetnost
akeije 1 performansa... Sve je to, u prepunoj Konkordiji
{i zvan ovog jedinstvenog galerijskog zdanja), odrazavalo
armosferu koja je viadala u tom sasvim specificnom
trenutku jugoslovenske stvarnost: u hermeticki

zatvoreno zemlji, u okruzju opdteg osecanja epohalne

krize 1 skoro egzistencijalne neperspektivaost, pod
snaznim chom zaghudujudih detonacija sa ratiSta, v zemlji
u m;o; je dmuukv;x dostigla 1 pokazala svo] najvisi fiz
< stadijum, bilo je pu(l'cbm) dokazivati sopstvenu
stv &ml chu mod, al je isto tako bilo potrebno, Cuvad”
digniter, dstoru T autnomnost umetnosti kao specificae
delatnosti [judskog duha a njenim ostvarenjima dokazi-

vati smisao zivljenja i postojanja.

Ovogodisnja izlozba je oslobodena potreba za pokazivan-
jem tih 1 akvih ciljeva, Pmuvljcna u jednoy, koliko-
toliko opuStenijoj atmosferi sada ved prevazidenog kul-
minacijskog stadijuma krize, izlozba Drugog bijenala
mladih u Vrcu, sredinom devedesetih, odife redom i
konceptima u kojima se jasno definide racionalizovana
plasticka misao, metaforicka kontemplativaost, poetska i
cksprcsijska smirenost. Najvedi broj izlagaca ovogodisnje
izlozbe je posveden problemima umetnosti i njene
autonomnostl @ ,poruke” su vidljive tek onoliko koliko
je 1 ova umetnost koja je pm?‘vcla i zapamtila postmod-
ernistick subjcktivimiﬁki duh, prel lomljena kroz prizeou

one

umetnikove osedainost 1 individualizima, 1
stavove 1z kojih je mogude prepoznavati odnos prema

sveru 1 VICMEnn i i:(om’c ZIVIMO

Ni ova izlozba u Vidcu svojim pluralistickim sadriajem,
sipurno {ne) moze bitl krunski dokaz jednoj ili drugoj
strani u sporu oko priotiteta postmodernizma i modern-
izima. Radi se o svojevisnom preplety, o uporednoj egzis-
tenciji dvaju shvatanja. Dakle, obnovljeni modernistick)
principi su postali deo ukupnib zbivanja u nasoj likovno]
umetnostl. Ponovo su aktuelizovana pitanja ontologije
umetnickog dela, pitanja jezika i strukture. Naravno,
treba biti oprezan - u svemu tome nema onog ,besa” |
radikalizma primerenog autenti¢nom istorijskom mod-
ernistickom pokretu. Na jedan tihi, ,meki” { sasvim
diskretan nadin, mladi jugoslovenski umetnici pokusava-
ju da svoje delo oslobode svega onoga $to gusl dstotu i
autenticnost plastickog misljenja. Pri tome treba razmisl-
jati da je ta ovovremenska obnova modernistickih nadela
jedna moguda reakeija na one manifestacije u srpskoj

from the 1996 Biennale ar

Oit the other band, a similar artitude could have been

accepted as o legiiimate sugeestion offered o u society in

deep crises. In fuct, Mena wrote in his Esthetic Ideology tha
art has a right 1o autonomy, not in order to fsolate itself.
but to offer its model o other domains of knowledge and

Byt
praciice.

Today, iv is quive clear that ar the First Yugoslav Biennale
in Vidae the problem of the so-called New Modernisim was

/
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inventory of every r/ww that was golng on in the art of the
19905 there were remakes of conceptualism, new formal-
Iswn, the neo-constructivism, the renewed minimalism, the
feo-expressionism, the aew figuigiion, the new abstraction,
the art of action and performance... All thar, in the crowd-
ed house of Concordia (as well as outside of that unique
gallery space) reflecied a specific moment of Vigoslav bistory.
Ina hermetically sealed country where destruction has
veached and expressed irs physical culminarion, in the
ambiance of a general feeling of epochal crisis and exisien-
tial despair, wnder strong reverberations of deafening deto-
narions from war zone, it was necessary fo affirm ones own
ereative power, but it was equally necessary 1o safequard”
the dignity, purity and autonomy of art as a specific practice
of husman spirit and thus prove, through art, thar life was
worth living.

The Biennale of 1996 is relieved from such a burden of

proof- Held in a somewhat more velaxed ambiance of the

post-culmination of Yugostav crisis, the Second Biennale of
the Young looks more cabm and collected and reveals a vatio-

nalized pictorial thought, metaphoric contemplaiion and

poetical calmness of expression. The majority of the arti

Jocused on the problems of art
ble only in so f

as that art, ,educaied” by the post-modernist subjectivist

and ity antonomy while anessages” dare vis

spirit and /’zmzfmm/ /yy artsts ,s‘(w_s’z'/yz'///;y and ing walism,
can (ov wanis) to express siatements ;‘('///xmg to the world

and time in which we live.

The Biennale of 1996, with its pluralist content, cannot
resolve the question of privrity between ihe Modernisim and
Lost-modernism. What we have there, in facy, is rather a
situation of enmeshment and coexistence of these fwo
approaches. Therefore, renewed modernist principles have
become an integral part of Yugoslav plastic arts scene. The
questions of the ontology of art work, of its language and
structure have been reapened. Of course, ,rage” and radical-
ism characteristic of the authentic historical movement of
modernism cannot be found this time. Silently, ,softly” and
discretely, young Yugoslav artists try to eliminate from their
work everything that obscures purity and authenticity of




umetnosti devedesetih godina kojima se (n jednom
njenom medijski favorizovanom 1 potpuno etabliranom
[erilu) bavita nacionalistickom 1 dnevino politickom aneg-

dotikom kao svojevrsnim sobom, svojim subjekdvizmom

i za njega je njegovo stvaraladivo sve manje pribeziste.
On nastoji da svoje autenticno delo nameme drudvu i
drugim praksama poput efikasnog ,recepra” delorvornog
u akruelnom trenutku jo§ uvek trajajuée epohalne krize.
Zhog toga se u ovim devedeserim godinama, aurentién-
im jezikom forme kao neprikosnovenim nosiocem”
imanencije dela, pokuSava, posle postmodernisticke
dominacije relacije umernik-individualni posmarrag,
obnoviti odnos umetnost-dru§evo koji ima sudbinski
nadaj i za samu umetnost all 1 za duhovne vrednosu
drudtva, sveta i vremena u kome Zivimo. Uostalom,
rozda se bad u potrebi za uspostavljanjem nekih novih
odnosa ponajbolje potveduje tekst ,obrazovni karakter
poraza ispisan na jednom od eksponata ovog Drugog
jugoslovenskog bijenala mladih u Viseu, na eksponatu
koji izvanredno lustruje atmosferu posle smuenog i
kataldizmickog vremena za koje bi da verujemo da je

Xle(W}"JU)O Zd nama,

Jessed by a complerely established pare of Serbian are elive

pictorial thinking. Of course, this renaivonce of modernistic

/‘ i
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timents and ideas - it was also the only possible ansiver to

the nationalistic and superficially /m/z'//}wz/ statements pro-

heavily supported by the media. In faci, their ideas repre-
sented i deformation and abuse of anachronic and eclectic
principles. The young artist of today is no longer preocen-
pied by bimlberself, by bisther subjectivism and helshe is less
and less prone 10 see art as a refuge. Helshe strives vo bnpose
bisther art o society, as a ,recipe” which is sisll efficient
within the ongoing epochal crisis. Thar Is why afier the
domination of the post-modernist relationship artisi-ind;-

vidial observer, artists of the 19905 attempr 1o reestablish,
through the authentic language of form as an unguestion-
able ,carrier” of the intmanence of work, the relationship
art-sociery, which is of pivetal importance for art, as well as
for the spivitual values of the sociery, world and time in
which we live. In fact, the need for this re-establishment is
perhaps best illustrazed by the ritle of one of the exhibits in
the Second Yugoslav Biennale of the Young in Visac: ,ihe
Educational Character of the Defear”. This illustrates per-
Sectly well the ambiance afier the dark and cataclysmic time

./(\)r which we want 1o belicve as /7()/'11{{ (/zj/i/xi[(*[]/ behind us,




Jadranka Tolic

INTRO-EKSTRAVERZIJA
UMETNOSTI

Adresat

Da bi se na pravi nadin shvatilo bilo koje umetni¢ka
delo, umetnicka scena, pravac ili epoha, potrebno je
znati iz kojih poriva ono nastaje i kome je upuceno.
Ponckad su poriv 1 adresat tako uzroéno-posiedicno
isprepleteni da je tesko odredid Sta je $ta od ta dva, a
defava se 1 da mogu da se steknu u istom subjeken. U
takvim slucajevima obic¢no izgleda kao da adresat i ne
postojt, ali on, na kraju, moZe da se svede na momente
iz kojih nastaje poriv. Tada se krug kojim protice infor-
macija, umetnicko delo, zatvara, dok drugi prijemnici
ostaju slucajni. U istoriji umetnosti ima mnogo primera
koji mogu da nam pruze ilustraciju toga kako od poriva
i adresata zavise karakteristike umetnickog dela, pre
svega sadrzajne, ali isto tako i formalne, to jest nadini na
koje se neka ideja materijalizuje, odnosno vizualizuje;
naravno podrazumevajudi uticaj ostalih kulturnih @ civie
lizacijskih aspekata. Sto su poriv i adresat jasnije defini-
sani utoliko je umetnicko delo vise programsko i mili-
rantnije, a najcesée i prodiséenije u koncepty, pa samim
tim i u formi (pri emu se pod formalnom
pro¢iséeno$éu ne podrazumeva svodenje na minimalne

likovne elemente).

Duhovno stabilna i harmonizovana vremena neguju
homogenu umetnost, ujednadenu u izrazu, formi,
sadrfaju, kolidini eksperimenta, pa i funkciji. U poli-
ti¢ko, ekonomski, socijzdn() i duhovno kriznim epo-
hama, umetnost nije strogo | centralizovano koncepcijski
dirigovana. Krizne situacije omogudavaju umetnosti da
bude veoma disperzivna, ponovo, kako sadrzajno tako i
formalno, da nastaje iz najrazlicitijih poriva i da bude
upudena na najrazlicitije adrese. Najrecitiji primeri su
umetnosti prelaznih, pa samim tim i kriznih epoha, kao
$to su umetnost 111, XTIV, XVI, XIX , a2 moZemo redi i
XX veka, Kada se centralna ideja vodilja razbije na
mno$tvo manjih ideja nastane svojevrsna haoti¢nost koju
pre svega obelezavaju pokusaji i istrazivanja razlicicih
tema | izraza, a potom stvaranje malih zatvorenih sistema
koji tom svojom zatvoreno$cu teze uspostavljanju reda i
sigurnosti. U ukupnoj heterogenosti pokusaja obi¢no se
izdvoji jedan koji se kao jadi ili potrebniji nametne osta-

INTRO-EXTRAVERSION
OF ART

The Addressee

In order to understand covrectly any work of ars, art scene,
movement or époquie It is necessary 1o know from which
impulse the work siems and 1o whom it is addressed.
Sowmetimes, the impulse and the addvessee are so intimately
interwoven that It is hard to say what is the [I')Z})M/.f(,’ and
what is the addressee, while sometimes the two meet within
one and the same subject. In similar cases, it usually seems
that the addressee does not exist at all, bur, in the last
rl/lzl{w[y, it can be reduced to the constitutive elements ({/ ‘the
impulse. Then, the circuit where circulates an information,
r.e. d work of art, becomes closed, while other receivers
remain accidental. Art history offers many examples illus-
trating the manner in which content and form of 4 work of
art, i.e. its materialization and visualization, are made
dependent on the characteristics of the impulse and the
addressee, which, of course, cannot exclude influences of
other elements of culture and civilization. More the impulse
and the addressee are clearly defined, more a work of art
becomes programmatic and militant, and most frequently,
also clearer in irs concept and form (formal purity” does
not mean here a reduction to the minimal constitutional
elements).

Spiritnally siable, barmonized periods cultivate a uniform
art, which is /:zz)m()gm(?m in expression, f(‘)rm, content, guan-
11ty of experiment and even function. In times of political,
economic, social and spivitual crises, art was usually not sub-
Jecred 1o a rigid, centralized, conceptual control. A situation
of crisis allows art to be very dispersive in its content and
Jorm, so that it can spring from most various impulbses, in
order 1o be sent to various addresses. The most telling exam-
ples are provided by art created in periods of transition and
crists, such as the art of I, XIV, XVI, XIX and even XX cen-
tury. Disintegration of the central, guiding idea usually pro-
duces a chaotic situation marked by experiments and exami-
nations of various themes and ways of expression, as well as
by the creation of small, self-contained systems which, by their
very closeness, atempt to establish a certain order and provide
a sentiment of securizy. The total heterogeneity of experiments
usually creates a situation where one proposal, as stronger or
perhaps more needed, becomes imposed to the others, which




. a 1 obidno znadi prestanak krize i lagano ujed

nacavanje umetnickih ideja.

Zatvaranje

Slom jugoslovenske posleratne drzave 1 ckonomska i kul-
surna ckskomunikacija SR Jugoslavije doneli su sa
sobom niz poraza i uslove bitno razlicite od prethodnih

za krelranje umemnickih koneepelja, Postalo je mogude

ssoatratt kako opsta krizna sicuacija u lokalnim, mikro

{)ﬁx’\'i["ﬁllh{ p()dli yis /JJ\UENH}\[ Ima ved P(?/ILHUN st Oll]l

»je umetnost ogledalo duhovnog stanja i ishod |
odraz mentalnih sklopova, onda je u ovdadnjem shucaju

1no vider kako se miada generacija umetnika,

e
pil | mlada gcmrr;z(tija uopste, p()xtzwihl U namernutim
okohostima, Medu mladim Hudima je, pre svega, iskrslo
pitanje o stepenu odgovornosti koju sami treba da pone-
su, 4 zatim o nadinu na koji ¢e da reaguju na dato,
Pitanje se posmvilo kao klju¢no za formiranje razliciih

sonadanja i strategija. Tesko je bilo verovadi bilo Cemu i
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oiti siguran u bilo Sta, Mno$evo politckih 1 socijalnib

ova 1 planova (koji su se uvek zadrzavalt u sferi

obedan ) audol\xahnll i uzasnih ratnth (()gad;mja,
brath pmmmm politickih licnostl {osim jedne) koje su

siruactu, masmedijskib kampanja, kao 1 niz

ih rekovina iz prethodne dve-tri decenije, stvo-

rill sw isuvise velilar zbrla referirajudih ponuda umet
nikw. Licnl idiosinkrerizam bio je neizberan. Dok u

anju, izjavama i akcljama nisu imali eticku

’11 erou (il je nisu pokazivall) koju poziciju da zavzmu o
|
i

acdnosu na one St th okruZuje, uvek k i
jucu, mladi wmetnicl su u okviru svoje vokacije podlegli
porivy ofuvanja umetnostl uopste, o jest njenth
ontolotkih osnova. Bilo je uz to potrebno zbed one
nacine koje je koristila kvazi-kulturna scena, obojena
Jevazi-istoricizmon, kvazi-tradicionalizmom i nacionaliz-
mom. Znadl, bilo je potrebno izbedi sve Ciste oblike
angazovanog umetnickog dela 1 pronadi suptilnije nacine
za iskazivanje stavova. lzgleda da je okretanje sopstveno
liénosti 1 stvaranje lidnib alegoreza vedini umetnika
gradske
umetnicke scene poslednjih decenija jeste da se klonl

tzgledalo licemerno ili pateriéno (a odlika beo

pateticnosti | otvorenog izraZavanja emocija, u cemu
takode mote da se vidi pokudaj sevaranja drugacijeg
mentaliteta od prosednog), pa je izbor ostao priliéno
suzen. Sveden je na autonomne likovne odrednice, o je
neminovno dovelo do 7;1[\&11‘:111)':1 u jedan samodovoljni i

samorelerentni sistem, to jest do getoizacije.

¢ - e ihe ! ' NP !l . I
wswally signifies the end of @ crisis and the becinning of a

araclual wnormalization” (Foscanlt) of creative ideas.

The Closing

The breakdown of the former Yugoslavia and the econvin;
and caltural escomminication of the Federal Republic of
Yugoslawia produced u series of defeats and creased finda
mentally different conditions of ariistic creation. It became
possible o olserve how the general crisis, when situared
within local, micro, dimensions, obeys luws alreudy known
in history. If art reflecrs spivinal states and mentalivies of
soctety, then it was Interesiing to analyze the attinude taken
// the young ”()//(//1[/(1/2 z)/ artists, dnd 1//( youiyg i ffmm//

One ({/ ‘the ///(0\6\/{1\[ problems was the degree of /'({v/)(}//.»‘///////‘;‘

they had to take, as well as the problem of appropriate reac-

tons to ,big” events. The question turned out 1o be very
imporiant for the formation of various stratecies and
actions. [t wes a time when it was have 1o believe in any-
mltitude of political
and social siatemnents and projecis (which, basically,

body and be sure abous anyihing. 4

remained only pure promises), of paradoxical and terrifying
war events, of swifi changes of key political personalities
(exccept ome who vemained quite siable), of mass-media

campeigns wnd of hetevogeneous paris of the legacy of the art

of the lasi few decades, created a real mess of references
offered to the artist, so that the personal idiosyncretism was
unavoidable. Although in /i//{//'f'[/)z,/,////!‘ ACIIORS, SEALements

‘ Ny
and declarations young artisis did not have (or did nor

show) moral dilemmar about what stance o take (of course,

the critical and negating onel) towards the ongoing tragedy,

within their yvocation” they nevertheless sucesombed to the
instinct of self-pi

preseroe its oniological basis. It was necessary to avoid the

;)
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vation of arl, Le. the

ways used by the quasi-cultural scene, colored by quasi-his-
wricism, quasi-tiaditionalism and nationalism. Therefore,
it was necessary to avosd all pure forms 0/ engaged art

[I/(/r”//(’)' /Zr’lﬁ/ /Zr”lﬂ/ SOFC TROTE S 1/////( 1[’// (}/ ('X/N(‘ ///Q State-

WIERLLS. It SECHS Z/)/Z[ Z/;}e 5{‘{ ('C’?’Z[(f?'(//l(?}'f [l}Ml, credation (}/ /)c’,’?‘—'

sonal allegoreses looked as hypocritical and pathetic to the
majority of artists (one of the main features of Belgrade ari
scene, during the last couple of decades, was avoidance of
pathetics and reluctance to openly express emotions, which
also can be interpreted as an attempt 1o create q mentality
different from the ordinary one), so that the choice
remained rather narrow. Basically, it was reduced 1o

AULOROIOUS AFEISTIC AN 1[7/Jl(//7 /7/(’1//[[7///1’ /)}(}(///((’(/
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ranka Tolic

Napomenimo da su u sve to bili ulkdjudent, i jos uvek su,

zahtevi trzifnog sistema koji takoredi ne postoji, a koji

uvek ima svoje potrebe 1 namede sadriaje.

Za tormiranje jednog vida formalistckih i Cesto apserakenih
tendencija vaznu ulogu ima umemnicka tradicija ovdainjeg
prostora osme 1 devete decenije. Mada je ta nedro starija
umetnost imala svoje jake konceptualisticke i neockspresion-
isticke faze, nadin na koji se pristupala vizuelnom oblikovan-
ju ideja i izboru materijala ostajao je vodedi imperariv,
Uspostavljala se radicija tukavog 1 vestog prikrivanja sadriaja
dok je obrada materijala ¢esto poprimala kvaliere vir-
tuoznosti, U momentu takvih postignudéa desio se polinckim
dogadajima izazvan viemenski rez 1 ostro odvojio ono §to se
u umetnosti desava devedesetih od onoga $to se u njoj

desavalo osamdesetih godina.

Zawvoreni, samoreferentni umetnickl sistem koji je svoja
najizrazitija ispoljavanja imao wkom ranth devedesetih godi-
na sastojao se od kruga ideja  koncepata koji svi svoje
poreklo fmaju u samoj umetnost, $to je zapravo razog da
mu se pripide karakieristika zarvorenostl. Skretanjem prob-

lema sa sadrzaja, 1 u skladu sa tm sa tkonicnost, befanjem
od odavanja subjelctivnih osedaja, suzio se krug elemenata
kojima se operise. Najvecu paznju zadobio je nmetnicki
objekat - njegova forma, volumen i povidine, materijal od
kojeg je satinjen, pikturalnost povriine slike, kolorit, linija,
kompezidija, procédé gradenja objekea. Palalelno s tin, ali
nazalost Cesto u drugom plany, &l su promiglianje objekra u
zavisnostl od vizuelnik arhitektonskih osobina idozbenog
prostora u kojem treba da se pokaze, a zatim 1 pokusaj da
racd bude referentan u odnosu na nieki drugi prechodni vad,

Cesto 1z istorije umetnosti XX veka, U pitanju je najéeide

nadovezivanje na stariji koncepr, njegova prerada il njegovo

Jdovitavanje”. Takvi primert nose u sebi slojevie 1 slogen

sadrzaj, ali on ostaje stropo u okvirima same umetnosti.

Na drugoj strani medalje, u likovnoj kritici, stanje je
slicno. Pazljivom analizom kriticarskih tekstova koji su
objavljivani tokom prve polovine devedeserih, moe se
zakljuciti da se kritidari uglavnom obraéaju jedni drugi-
ma ili samim umernicima. Kritéarski tekst nastaje kao
reakeija na drugl kriticarski tekst koji je opet nastao kao
reakcija na neki tredi, ird. Tumacenje 1 analiza dela, kao i
objagnjavanje upotrebljene terminologije ostaju nedo-
voljni. U najgorim slucajevima polemike poprimaju
neprijatan i neprofesionalan, liéni ton. Osim toga, a $to
je bitnije, kriticke interpretacije ostaju Cvisto vezane za
deskripciju | formalnu analizu dela. Ukratko, porivi i
adresarti ostaju u polju koje se zove umetnost, a pod
njorn se uglavnom implicitno podrazumeva &isto
ontologki nivo umetnosti.

tern. We should also have 10 mention that the process
described above was exposed 1o the pressue of market system
which, so to say, is alinost non-existent but which, neverhe-

less, buts its own desmands and [MPOSEs J1y 0wl Contenls,

Yugostav art of the 19805 and 19905 played an bnportan:
role for the formation of certain formalistic and ofien
abstract tendencies. Although that somewhat older art had
strong conceprualist and neo-expressionisy phises, its most
important features were the way of visualization of ideas
and the choice of appropriate materialy In fact, we can
stare that there was the whole pradition of an astute and
crafty hiding of subject matter, while the treatment of mate
rial zg/iz'f/ atidined a geniiie VIFLHOSIEY, However, the peri-
od of similar achicvements was interrupred by political
events which had produced a sharp discontinuity between

the art of the 19805 and the art of the 1990s.

We can say that the closed, self-referent system had its
moments of glory during the early 1990s. It consisted of ideus
and concepts which stem from the very nature of art, and this
i perhaps a good reason fo estimase it as the cosed one.
Unwillingness 1o profess openty subjective sentiments and the
shift of interest from subject matter to form (as well as the
corresponeding decline of interest in iconic elements) have nar-
rowed the domain of operating clements, while the are object
itself - with irs form, volumes, surface, constitutive material,
pictorial guality of painting, color and procedure of constric-
tion - came into the spoilight. There was abso a parallel pro-

cess of artistic treatment of objects according to the visial and
archisectural characteristics of exhibition sites.

And, fasely,
there was also u provisce of frequent references 1o some previ-
ous works, frequently drawn fom art bistory of the XX centu-
ry. Most frequendy, it was the case of  continuation of an
older concept, iis reformulation, or its Scompletion”. Similar
z)le}'n/?/zty posses a4 z'())?Z/)/z’x and A‘l}‘//l{f[(’&/ Content, w/'//c'/), Fie-
vertheless, remains within the limits of ‘art.

In the other canip, the state of art critique is somewhat simi-
lar. A careful analysis of critical texts published in the carly
19905 offers a conclusion that art crivies mainly spoke 1o other

s o7 artists themselves. A critical texts was provoked by an
another critical text which, in turn, represented a reaction to
the third one, etc. Interpretation and analysis of a work of art,
as well a5 the elucidation of the technical vocabulary used,
remained largely insufficient. In worse cases, critical dialogue
deteriorated into an unpleasant, unprofessional and personal
dispute. But, there was more to it: critical interpretations
remained firmly related 1o the description and formal analysis
of @ work of art. Briefly impubes and addressees remained
strictly within the field called ,are”, by which we generally
mean 4 purely ontological level of ars.




Iskoratenja

Prociscavanje polja umetnosti od svih Lspolinjik” upliva,
ipak se ne moze pripisati samo zbunjenost, strahu
nesigurnosti - introverzijl. Potreba za &istotom nastaje
upravo onda kada haoti¢nost poprimi nepodnodljive
razmere. Drugo, ¢istota, jasna definisanost, profesional-
nost i specijalizovanost jesu ovdalnji opst generacijski
imperativ. Putemn njih je mogude stvoritt sigurnost i red
[ 1zi¢t iz krize, Na 11 Jugoslovenskom likovnom bijenalu
mladih u Yricu pojavilo se vise radova | nacela koncipo-
vanja umetnickog dela koji nude model kririckog sagle-
davanja stvari 1 model refavanja oblika dela u zavisnost

\7([ //d(l/dfO&Z) P I'()bitlﬂ&
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Iz gore pomenute prakse da se objekar oblikuje u skladu
sa vizuelnim 1 arhitekronskim karakteristikama
i’/[w}!mmg prm‘mm a2 najnizem nivou razrade e ideje,
dotlo se do radova koji vise nisu monolitni, ved objeku
razbijeni na niz manjih sastavaih d ‘lm/a koji se postav-
=
fanjem u odgovarajucoj kompoziciji, u prostoru ili ma
jan] J

il poda, sk lapaju u celinu, u jedan rad

povidini zida
(%Lill\"iiﬂ Porel, Ana Grabovid, Srdan Simanovié, Olivera
Mari¢, Biljana Bakaluca). Tin nacinom su pobedene

{m;msx}skc nelagodnosti vezane za transportovanje rado-
va, 1 o je vainije, u rad je ukdjucen prostor, mw))m je i

mapiran. Objekar je poprimio asobine instalacije.

Dok u ovim primerima jo§ uvek nema jasnog ketickog
odnosa prema pravijenju objekia radi objekia kao 1
prema njegovom prozimanju sa izlagackim prostorom, u
nizu radova se razvila nova praksa uldjucivanja u rad
Jkonteksta” pod kojim se podrazumeva i sve ostalo Sto
specifikuje taj prostor: istorija, svrha, kulturna i socijalna
uloga. Misliti o radu na taj nacin znadi uciniti njegovu
poruku i njegov smisao slozenijim, a njegov materijalni i
vizuelni oblik dovesti u uzrono-posledi¢nu vezu sa tim
prostorom. NajreCitiji primeri ove teze su rad Igora
Anti¢a i rad Milorada Mladenovida. Anti¢ polazi od
arhitekeonskih odlika galerije, po pravilu od takozvanih
Jizlaga¢ki zanemarenih” konfiguracija prostora - prozora,
vrata, priklju¢nica, podnih lajsni, nevidljivih volumena
kroz koje se posetioci uobicajeno kre¢u. Njihovim
ponovnim nameftanjem” nudi se kljuc za drugacije
Sitanje prostora, za uvidanje ,druge”, Hnevidljive” strane
postojeteg. Pokuaj da se percepciji otkrije, ogoli,
skriveno, podrzan je i izborom materijala koji je takode
uzrokovan postojedim materijalima u galeriji, a zbog nje-
gove mimikrije novonastala situacija ne ulepiava prostor.
Milorad Mladenovi¢, takode koristedi postojece arhitek-

Jadranka

Transgressions

The purification of the field from all external influences
cannot exclusively be expluined by embarrassinent, fear,
insecurity, briefly, by introversion. The need for /)zz;'/'{;' it
ally appears when chaos becomes unbearable. Besides, puri-
ey, clear definivions, professionalism and specialization are
some of the imperatives of the young Yugoslav generation.
These requirements can ensure the overcoming of the crisis
At the

L in Visac, there

and the creation of a certain order and security.
Second Yugoslav Biennial of Young Artisis
were several works and principles of conceptualization of a
work of are which have offered a model suggesting hotw 1o

. L &S )
critically veflect on the reality and appropriasely shape a
work of art within the limits of « given problem.

On the most fundamental level, the aforementioned praxis
of the shaping of objects according 1o the visual and archi-
rectural features of exhibition sites gave place vo works
which are no longer monolithic, but broken 1o a ser of
smaller ingredienss which are reasembled according 1o a
cortain composition and posied on floors or wall surfaces
(Sanvila Porej, Srdan Simanovié, Ana Grabovic, ( Mivera
Marid and Biliona Bakaluca). Such o procedure resolves the
problems of transportation costs, and, what is more impor-
tant, similar works vepresent an inclusion, conquest and
mapping of space. In fact, they bave acquired characteristics
of an installation.

Although the aforementioned examples do not reveal a clear
eritical attitude towards the making of an 0/9]13(‘! Jor the
suke of the object, or towards their interaction with exhibi-
tion sites, still there was a series of works revealing a new
prasis of inclusion of the ,context” into the work, where by
the ,context” we mean the other specifying elements of the
space (i.e. its history, function and cultural and social role).
Such an approach to a work increases the complexity of its
meanings and messages and brings its material and visual
shape into the causal relationship with space. The most
telling examples for this thesis are provided by works of Igor
Antié and Milovad Miadenovié. Antic is interesied in the
architectural features of galleries, and especially in elements
thas exhibitors usually ,neglect”, such as windows, doors,
power plugs, floor borders and all these invisible volumes
through which the public usually moves. Their , rearrange-
ment” offers a clue for a different perception of space, Jora
detection of the ,other”, ,invisible” dimension of the reality.
The atrempt to offer to perception the hidden, barren side of
the reality is supported by the choice of marerial which
depends on the materials available in galleries. We have 1o

lolic




Jadranka Tolig

tonske elemente, dekonstruiie prostor, njegovu arhitek-
toniku, a u krajnjoj instanci dovodi u pitanje njegovu
funkeiju: intervencijama w obliku crteia il maketa,
Radovi oba umetnika zapravo jesu model, predlog za

drugadije videnje stvart koje nas okruzuju.

Pojam prostora, ali ovog puta prostora” kojim se raspro-
stirve kuloura, jeste Hjmm pojam u radu Dv';m'z
Atanackovida. Negodovanje prema zarvaranju kulure
{umetnosti) u apolitiéne enterijere (muzeje, gdlcri}c?

oljenja plakata po ulicama Yriea,

pokazano je akctjom lepl
a identifikovanje plakata kao umernickoy rada
zamaglieno je podacima od\mm} anim na njemu koji
rajavljuju swmu manifestacijo Bijenala. U sadting, Anud,
Mladenovié i Aran: 1d\<>\| ¢ koriste subvcr'/,iju kao nadin
da prodru v ustaljene konvencije (izlagacke, ali i kal-
turne uopste) i da ih znutra narude. Formalna redenja

njthovih radova variraju od slucaja do stucaja.

1o o i pomenuta rada ukljucuju u sebe izlagacki (kul-
turnt) kontekst, zradi da oni nastaju namenski, za jedan
odredeni prostor i rchfimiu na jedno odredeno vreme.
Stigni po zamishi i kolicini angazmana, ali portativiog
karakeera, jesu skulprure ‘7 dana Apostolovida kmmbmu—
vane sa drugim medijumima i fotografije Aleksandra
Kujudeva, takode kombinonave sa drugim tehnikama. U
odgovarajuem matertjalu, odnosno rehnici, koristedi
aluziju, asocijac 1; , {wumlmz predstavu ili samo nagoves-
tavajudi sadriaj, ironizuju | iskeivljuju pojave koje na
njih ostavljaju udsak - uglavnom pokazujuci njihovu

Iltg({(l’\’!lti SUrant.

Percipiranje spoljasnjih kulrarnih fenomena ostavlja na
ficnost manje il vige duboke tragove, kako pozitivae ko i

ernik mode da vidi sebe,

“ini na koje

pi[;mja 1 koje kontekste da se ukljuci, pa ¢al i kako da se

zastitl od njihovog eventualnog lodeg dejstva, vide se u

radu Uroda Durida i Darka Gajica. Stavlanjem Klasicnog
motiva autoportreta y pejsazno okrufenje i u vezu sa
dmgim prikazanim licnostima {portretima), stvarnim ili
fikeivaim, konceprualnom preradom najr J/hu{ ih eleme-
nata i motva iz klasicne, kao 1 iz umetnost istorijskih
avangardi, Duri¢ pred posmatradem otvara komplikovan
svet osuca}& i licnog iskustva umetnosti u koji i sebe
ukljuduje. Za razli ku od Duri ridevog smitenog | kontempla-
rivnog slikarskog izraza, introspekevoe fotografije Darka
Gajica su znatno Cksprcsivnijc. Na odnos ¢oveka, preciznije
njegovog tela i njegovog olauZenja referiraju i radovi Tanje
Ostojic 1 Dejana Dimiuijevida,

Rad Homeo luminis, vinum homini (Stanide Dautovida,

Viadimira Marune i Slobodana Viléeka) se te¥ko mote

say thar even a minicry of material caniot beautify the
newly creaved situation. Milorud Mladenovi. through his
mterventions in the form of drawings and models, wses
extsting architectural elements in such a way thar be acrial-
Iy deconstriucty space and its architecture and even contests
its functions. Works of both artists offer a suggestion for a

different perception of the surrounding realisy,

Uhe notion of space, and especially the ,space” of culture, is
the /ajy notion contained i works 1{/‘/)&]/‘//// Atanackovic.
He demonstrates his dissatisfaction with the self-enclosure of
culture (art) within /l[[;()//[flyz/ [nteriors (museums or Uzz/——
lertes) by /mf///zu up /m\/('w in the streers of Vidue, The per-

soial i 1//11/1/(lk/ (// e ACELOM 10y //:/\z/m// U 1///{}/
mation pristed on poster which announce the actial exhi-
bition of the Biennial. In fact, Antié, Mladenovic and
Atanackovid use subvession in order 1o penetrase into the
astablished set of exhibitional and cnltural conventions and
wnderimine them from the inside. Formal sohutions of their

1[]./)/'/8 vy /}"/Hr‘[ cise Lo case.

The three aforementioned works, therefore, tnclude the contexr
of gallery (culture), which means that they are made insenrion-
ally, for a certiin space, dnd ay @ reference to a certain time.
Cuate similar in concept and quantity of engagement, but more
adjustable to abmost any exhibition site, are scudptures of Srdan
Apestolovic, combined with other media, as well as /}/;(//()gm/)/m
of Aleksandar Eujuien, which are abio combined with other
rechnigues. In a proper material and with the right technigue,
thiutigh the wse of allusion, nssociation and figure, or thy vugh a
mere bint of subject matier, they depict the negative side of the
phenomena which affect them, so ihar the awibors, i facs,
ridicules and deform them.

Fhe perception of external phenomena leaves more or ler
profound, positive or negative, traces in personality . The

< s o
weys aw artist can see himlherself, dilemmas about the con-
texts helshe has to adhere o, and problems of protection

»//:'/)}H ///(,’ A/)[L\'j/f/}’/(’ /7/[{// ('()H,W/}L[L’//(ﬁ({\' ({/VJZ/,(,/I arn [14[7(0'/,'()}2 are

all presented in works of Uros Duric and Darko Ga i¢. By
putting togedher the classical motives of self-portrait, land-
seape and porsrait of other, real or fietitious, personalities,
as well as by a conceprual reformulation of various elements
and motives Jrom the classical and historical avani-garede
art, Duric offers to the observer o complex world of sensa-
tions and personal experience of the art, in which he also

e

places himself. Unlike Duric's appeased and contempla

expression, introspective photographs of Darko Gajic

are much more expressive. Works of 1 and

Dejan Dimitrijevic also deal with the relationship hetween

humans, or more precisely human body and their environ-

ment.




[asifikovari u okviru uspostavijenih umetnickih disci-
plina (skulprura, slikarstvo, performans, ambijentalni
rad, wnstalacija, konceprualni rad, itd.), jer po samoj svo-
joj prirodi prevazilazi uobicajene kategorijalne okvire
ceorije umetnosti, Naime, tad pretpostavlja naucno
istrazivanje samih autora Siji su rezuladt ukljuceni u
raterijalno oblikovanje rada, Sta vide, rad se razvija i
dus vremenske dimenzije: ukljucivao je i bio otvoren za
dogadaje koji su se zbivali tokom vremena njegove
izrade, tako da je sve ono bitno §to se desSavalo u Zivod-
ma autora bivalo brzo ukljucivano u sam rad. Homo
[umninis, vinum homini predstavlja autenuénl oross-over,
uz 1o, zamistio ga je [ izveo shikovit inZenjersko-umer-
nicki trio koji se sastojao od dva inZenjera elektrotehnike
i jednog graficara, koji su svi tokom kreiranja rada uspeli

da prevazidu sujete koje wobi¢ajeno prate kreativne

licnostl.

Lhe wark Heomo luminis, vinwn bomini (by Stanisa
Dautovic, Viadinir Maruna and Slobodan Vilcet) can
hardly be classified within the esiablished ariistic disciplines
(sculpture, puinting, performance, ambient, installation,
concept art, eic.) since by its very nature, it surpasses the
wsual categorial framework of art theory. Namely, the work
presupposes the scientific research performed by the authors,
the results of which were included invo the material design
of the work. Moreover, the work developed itself also along
the temporal dimension: it included, and was open 1o,
events happening during the time of its construction, so that
everything important happening in life of the authors was
quickly reflected in the work feself. Homo huminis, vinum
homini wis a gemine cross-over, since it was conceived and
executed by a colorful engineering-artisiic trio consisting of
Hwo compuring scientists and one visual artist, who, during
the happening of work, had succeeded in overcoming vani-
ties which wsually accompany creative personalities.

Jadranka Tobo
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DOMINACIHA FORME

Socijalno-institucienalni kontekst

Sistem umetnost koji bi podrzao lokalnu scenu, . bio
operativan u okvirima sada$nje Jugoslavije, jos uvek pos-
toji samo kao pusta Zelja jednog relativno uskog kruga
ljudi. Iza roga, medjutim, stoji Siroka i vilo zamisena
mreza uzioka, Naveséu samo neke od njth: likovne
umetnosti proteklih par decenija (snaZenju socijalne
uloge disidentske inteligencije) bivaju sve vise marginali-
zovane, do granice gotovo potpunog ponidtenja kanala
za vranster produkata iz te sfere u sfecu (Siroke) kuleare:
nikakva dugorocna strategija ulaganja u njihov razvoj se
ni ne pominje; umeticka udruzenja ne nastupaju kao
sindikalne organizacije koje §tite prava pripadnicima
svog ceha, ved 1 dalje deluju u svojstvu ideoloSkih 1
kvazipolitickih institucija 1 oblastl kulture; wiste umet-
nickih dela gotovo i da ne postoji; kritika ima sasvim
zanemarljiv uticaj na formiranje opéteg ukusa i na
drudtveno rangiranje umetnika i dela, a time i na
priviacenje eventualnih sponzora za umetnicki vredne
projekee, itd. Grubljim re¢ima, u drugovu koje je u
tranziciji, (1. vude za sobom rep inflacije i ratnih sukoba,
a tek mu predstoji proces demokratizacije i prelaska na
wzi$nu priviedu), ¢uvajudi pritom kao ideal sliku kvazi-
disidentskog knjitkog intelekrualea, {do koga eventualno
prodire samo narativni sloj likovnog dela), likovna umet-

nost nije stvar od ozbiljnog drutvenog interesa.

Mesto Bijenala na sceni

JScena” se u takvim okolnostima mora odrediti
dvostruko - kao sveukupnost onoga $to se u polju
likovnog odigrava, i kao poseban segment likovae pro-
dukeije, nezavisan od dominantnih dru$tvenih tokova
unutar zemlje i usmeren na produkte koji se mogu veri-
fikovati na medjunarednoj sceni i koji uracunavaju
savremene svetske tokove kao svoju referentncu. Scena u
prvom smishu je preplavljena produkcijom kroz koju
progovara narodska metafizika, likovni misticizam sa ele-
mentima primitivie simbolike astroloskog 1 kvazireli-
gloznog tipa, ili, u boljem slucaju, onom u kojoj
funkcioni¥u matrice ideologki manipulisanog, instru-
mentalnizovanog disidentstva prevedenog u narativiu
likovnu formu. U Sirem druftvenom kontekstu takva

DOMINATION OF FORM

The Social and Institutional Context

A arts system which would support the local seene, ie.,
which would be operational within the boundaries of the
present Yugoslavia, exists siill only as wishful thinking of «
velatively small number of people. Betind this lies an exven-
sive and complex web of causer. To guote just a few: pro-
gresitve marginalisation (sirengthening of the social role of
the dissident intelligentsia) of the visual arts in the past
couple of decades, to the very border of abolition of channels

for transfer of products [rom this sphere into the spheve of

(mass) culture; luck of long=term investment strategies; artis-
tic associations which do not acr as unions which protect the
rights of their members, but still as ideological and quasi-
/1(1/1?2('/1/ iastitutions in culture; p?‘/zmc'xz/hf non-existent art
market; negligible influence of criticism on_forming of gen-
eral taste and on social ranking of artists and works, and
thus on attracting potential sponsers 1o artistically worth-
while projects; ete. To put it more bluntly, in a society in
transition (i.c., one which carries the burden of past infla-
tion and war, and is yet 1o face democratisation and a mar-
ket economy), which preserves as its ideal the image of a
quasi-dissident bookish intellectual (who just might be able
to perceive the narrative aspect of @ visual work of art) visu-

al art is not a thing of serious social interest,

The Biennale’s Place in the Scene

Undler these circumstances, the ,scene” must be defined in
two ways - as the sum total of everything happening in the
field of visual art, and as a special segment of visual pro-
duction, independent of dominant social trends in the coun-
try, and oriented towards products which can be verified on
the international scene and which take contemporary inser-
national currents as their references. In the first meaning,
the scene is flooded with production which articulates popu-
lar metaphysics, visual mysticism with elements of primitive

symbolism of the astrological and quasi-veligious types, ov, at

best, matrices of ideologically manipulated, instrumen-
talised dissidentship translated into narvative visual forms.
In the broader social context, such art gess the most media
promotion and is most profitable, so that the prototype of a
commercial artist need not include knowledge of the lan-
guage of contemporary art or 4 minimum of professional




umetnost je medijski najpromovisanija i tzisno najispla
tivija, tako da protop L’mllrxw:ijnhog umetnika ne
ukdjucuje utemeljenost u jeziku savremene umetnosti |
neki minimum profesionalne etike, Nezavisna scena u
ovakvim uslovima funkcioniSe upravo tvoredi od sire
javnosti donekle izolovan Lsver umetnost”, u okviru
koga se pokuSavaju stvoriti preduslovi za sovaranje sis-
rema koji bi funkcionisao iskljucivo po profesionalnim
kriterijumima. Jugoslovensko likovno bijenale mladih o

J
Videu je rezultat nekih od th pokuaja. Pokrenuro u
it

doba milionske inflacije 1 najzesdih ramih sukoba, za

svega par godina je sevorilo, Cstim entuzijazmom osni-
vaca, 1. bez gotovo tkakve institucionalne podrike, solid-

nu podlogu za sagledavanje | promovisanje produkeie

Lmem l\d i\‘)()d 70 goc [ 4.
e

Profesionalizacija scene i artikulacija dominantne
paradigme

Namede se utisak da se {nezavisna) scena poslednjih god-
ma sve intenzivaije prof

px‘-"[mimnah/ actjl koja nije indukovana zahtevima oriida,

ionalizuje. Naravno, radi se o

bli( ud d& 0no ov dL u DL]\OIH ()/1 1]]1}1](1}‘ \11115111 rne

J
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Mmg okvira koji bi za ovi scenu bio ujedno 1 savremen i

th tan 1 mrpuno ope "JHVJII uz [Kd(?%{ UJ! d()\’(?l

javajuceg usmeravanja tokom Skolovanja na akademija-

oznijih mladjih umernika

ma, naveo je vedi deo ambic

da kao osnovna pravila i standarde na I;Ojimu o

1510
vati svoje IstraZivanje u oblastt umetnosti preuzmu ona
koja su postavljena u drugoj polovini m;mmcsc[in godi-
na, prvenstveno u skulpturl. Takva nacela podrazumeva-

ju paradigmu koja je pre unurarjezicke no kontekstualne

prirode, ¢inedi tenutu produkeiju formalistickom, sa
tendencijom ka u znacenjskom smislu redukovanim
radovima 1 visokom stepenu promifljanja eminentno
likovne problematike. Prevedeno u opisne izraze, to
znadi istrajavanje na problemima forme, materijala, pros-
tora I prostornih reSenja, kao i na maksimalnoj koreke-
nosti izvedbe. Taj proces ima dva bitna aspekea:
1) brisanje tragova

Od paradigme palimpsesta, i umernika po modelu
athemicara, posednika skrivenih formula koje
omogudavaju da se svi nekada izbrisani slojevi Hlikovnog
pisma’ ponovo pojave, a time i radova potpuno zaoku-
plienih igrom stalno iznova otkrivanih tragova, u drugoj

Jrom the ge //(ru//H/////L Within

L g
[Sren ( Hder \//i// z'()//{/z’i'(f% 5

the independent seene fi

tions /nu/w/" iy um{//w i m/// /1/ i /um/' /\‘(J/Lz/c’flj

attemnprs 1o provide preconditions for the (‘f’m[./mz (/j"}z i

The Yugoslaw Yourh Biennale in Visac is the

tem which would function exclusively according 1o py
sional criteria,
result of some of these attemprs. Started ar the time of infla-
tion expressed in millions of percentage points and of the
worst fighting of the wes, in only a couple of years it b
created a solid background for viewing and promoting the
work of artists under 35, achieving this withow practically
any nstitutional suppor, through the sheer enihusiasm of

its founders.
/

Profe

ihe Dominant Paradigm

ssionalisation of the Scene and Articulation of

There is an /7///7?‘(,‘.\\‘/.{)// that the ( /'/'/z,/(‘/w/'/a/f'i/f) scene in the

last few years has been turning professional intensively. Of
course, this is 4 professionalisation which is not induced by
market demands, as there is no serious marker here, but by
the arteinpls /)/ new gener ydtions 1o ()fgz/}11s< the world r*/ art

1 [1,’/171(//5/ [/'}/’ ! M"U?ﬂ/u’ moa J()/H(,er’//[[/ siricter maner, //((,(/7'[/*

tng to its immanent principles. Lack of i theoretical frame-
work which would be contemporary, encompassing and fully
operational for this scene, along with the lack of sarisfa

1cLory
reed

most ambitious young arviists 1o zzz/()/z/ as basic rudes and

orientation ,/L//!///Zg )1/7(/{)//}[g wt //?(! //(,/Z[,/{’}'/H('ﬁ) /U[f’f /(9

standards on which to base their research in art those set in
"
uppose a paradigm which is rather infra-lin-

guistic than contextual in nature, zm//ez'}zg the current pro-

the second half of the Eighties, especially in seulpture. Su

/zf”/r/il‘z'/)/w iz

(/m‘z/zzaz»//;)")/zz./,//}[, with u te ff,z’z'/'/(‘j;’ to works reduced ar the

level of meaning, and in which eminently visyal problems
are carefully thought through. Translated into descriptive

verms, this means persisting in problems of form, marerial,
space and spatial solutions, as well as in maximal correct-

ness in execution. 1 his process huas two ji(glll:/ié‘/lfﬁﬁ aspects:
1) covering one’s racks

In the second balf of the Fighties there was a transition

ﬁ‘()m the /Jzzmdigm 0]])41/1’772/75&(1’, and (/f the artist modelled

afier the alchemss, the keeper of occult formulas which
make possible the reappearance of all formerly erased layers

of the ,visual writing,

and thus of the works completely
occupied with the game of constantly rediscovered traces to
the paradigm of ,message in a bottle”, i.e., to works in

[® <
which the traces are still /65{1'/)/& but in a jzzr subtler wiry,

and mz/y /[7;" those who are able to [/1’52/,'71(@13’/;1 them within
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polovinini osamdesetih se prelazi na paradigmu ,poruke
w boci”, 1j. na radove kod kojih su tragovi jos uvek
Gieljivi, ali na daleko suptilniji nadin, 1 to samo onima
koji su sposabni da ih razaberu unutar formalno postavl-
jenih problema. Nadalje, tokom devedesetih, umetnost
polagano gubl memoriju i postaje sve vie tauroloska. U
okviru dominantne paradigme ne nalazimo vise gotovo
nidra iz stere narativnog. Na sceni, kojom dominiraju
skulpturalni objekd i ambijent], su uglavnom radovi koji
se identifikuju kao zarvorene, atkonicke I nereferentne
forme. Proces brisanja tragova, ijl tezultar su dela tipic-
na za trenutno stanje u segmentu scene koji je obuh-
vacen ovom izloZbom, tako postaje konstitutivan za stan-

dardizovanje formalno intonirane paradigme.
2) uzivanje u formi

Najvedi broj radova sa ovogodisnjeg Bijenala je strikino
estetski usmeren, ali uz indicije da su njihovi estetsla
aspekti ujedno i estericki. Naime, u datom uzorku sve-
denost na neke bazine pikeuralne, plasticke i prostorne
probleme odrafava ujedno i stay umetnika spram tradici-
je i konreksta u kome radi. Taj stav, medjutim, nije refer-
cncij:ﬂnc ved pcrﬁ)rmznivnc primdc, tj ne ulazi u dijalug
sa njiima (cradicijom 1 kontekstom) tako $to ih remarizu-
je, ved tako §to ih stavlja van granica rada, u sferu koja
mu moze biti pridruzena, ali tek dodatno, nakon akra

analize i svodjenja.

Prihvarimo i, pored toga, 1 tezu da odredjena umemnicka
paradigma postoji samo dok se specificna vista uiivanja
vezuje 7a nadine na koji se ona materijalizuje, bicemo nave-
deni na zakljuéak da paradigmu koja se na taj nadin gradi
odlikuje pomeranje mesta uZivanja, od ekspresije ka stvaran-
ju unutar sebe zarvorene forme. Nekadadnje ,uzivanje u
slikanju” ustupilo je svoju energiju svojevisnom ,uZivanju u
formi”, koje, naravno, nosi u sebi 1 odredjenu dozu fetisiz-
ma. Naime, energija koja se nekad slobodno, bez zazora ili
straha, trosila u ekspresivnim ili medijski promiskuitetnim
postupcima, sada biva sabijena u blokove vezane za formu,
materijal ili ¢istu prostornu organizaciju. Uobidajena, t.
»hormalna” umetnicka praksa u ovom segmentu scene
podrazumeva odredjenu vrstu zatvorenosti, otudjenosti i dis-
tanciranosti spram svega Sto te blokove moze udiniti pro-
todnim I pokretjivim.

Anomalije u okviru paradigme 1 mogudi putevi razvoja

Kao umetnicki najjsnazniji se, medjutim, nameéu upra-
vo radovi koji se spram dominantne paradigme odnose

formally planted problems. Furthermore, in the Nineties art
slowly lost its memory and became increasingly tautological
Within the dominant paradigm we find nearly nothing

Srom the spheve of the navarive, The scene, dominated by

sculptinal objects and ambients, mostly offers works which
are identified as closed, a-iconic and non-referential forms.
The process of covering ones tracks, the result of which are
the works typical of the current situation in the segment of
the scene included in this exhibition, thus became of consti-
tutive importance in standardising the formally oriented
paradigm.

2) pleasure in form

The largest number of works from this years Biennale is
strictly aesthetically oriensed, bus with indications thas their
aesthetical aspects are not only aesthetical in appeal, but
also express some attitude towards certain aesthetics.

szu’{u in the givern 3'[77}1/)/{’ the reduction to some basic
pictorial, plastic and spatial problems also reflects the artists’
artitudes towards the tradition and context he 15 working
in. This attitude, however, is not of a referential, bur of a
performative nature, i.c., it does not enter into a dialogue
with this sradition and context by thematising them, but by
putting them outside the borders of the work, in a sphere
which can be joined to it, but only additionally, afier the
act of analysis and recapitulation.

Ifwe also accept the thesis that a cerin artistic paradigm
exists only s0 long as a specific type of pleasure is linked to
the forms in which it is materialised, we shall be led o the
conclusion that the paradigm built in this way is marked by
a shift in the locus of pleasure, from expression to creation
of form enclosed within iiself. The former , pleasure in
painting” has ceded ts energy to a specific ,pleasire in
Sorm”, which naturally conains a ceriain amount of
fetishism. Namely, the energy which was previously freely
expended, without hesitation or fear, in expressive or media-
promiscious procedures, is now condensed into blocks linked
10 form, material or pure spatial organisation. The usual,

or wnormal” artistic practice in this segment of the scene
presupposes a particular type of closing-off, alienation and
distancing from anything that might make those blocks
porous and mobile.

Anomalies Within the Pavadigm and Possible Roads
of Development

The artistically strongest, however, are precisely those works
which relate to the dominant paradigm as anomalies with-




pre kao njene anomalije, no potkrepljujuée instance, |
Lnl\wupaju od ,normalne prakse”. Shodno tome su |
nagrade na ovogodisnjem Bijenalu dodeljene radovima
koji imaju wracunato, ili dak ugradjeno iskusevo koje je
datu paradigmu oformilo, a da istoviemeno pokazuju i
odredjen stepen otklona od njoj imanenmog reduktiviz-
ma, kao 1 videstruke nivoe n;xdﬂmdnj't 0SNOVHOE, anali-
rickim putem tzdvojenog problema. U tom kontekseu
vredi primerima ilustrovat nekoliko akruelnih strategija

za postizanje takvog uinka:

1) Nadogradnja forme putem ukljudivanja vise konota-

tiviih nivoa:

Apostolovi (grand prix Bijenala) ovom prilikor je

izlotio rekontekstualizovane 1 time sasvim transformisane

verzije ved izlaganih radova ,Master Panic” i ,Master

Confliet”, wradjenih u Sarddu 1995, godine, koji sada

nose imena: , Brutal “5'1mplcr Conflict Master” i
JPeculiar Conflict”, pokazujudi pritom Cak dva stupnja
otklona od stz”ikmo shvacene formalne paradigme, ¢ljem
utemeljenju je pre skoro deset godina on sam izuzetno
m1ogo dopm’)m, Naime, prve verzije il skulptura, zla-
gane tokom maja i juna 1995, u galeriji JLada”, su, tem-
atizujudt oruzje (u dxuswu 1 vremenu obeleZenim ramim
sukobima) 1 pomdva;uu se nazivima 1 futuristickim
karakterom izgleda radova, ved uvele konotativie nivoe

kojt probijaju granice ¢istog formalizma. Dodarno

rekontekstualizovanie, njihovim smestanjem u drvene
sanduke snabdevene radunarskim kompake-diskovima sa

simulacijama svih o Celiku ved lizvedenih modela, v prvi

plan postavlja njthov konceprualnt okvir

él‘d Il&.’{)i)bl'ijdﬂ{) KJCII e upravo [IlU] 1;(01;{)1;11'1

posmatraca

IMI'UR»

twra vada, koji se ne mote vetiratt samo kao otelovljena
forma, pa ¢ak ni formarznadenje, ved jedino kao sloZen
splet formalno-likovnth 1 konteksrualno-referencijaloih
komponenti. Njihov dijapazon omogucava da nam se
ovi radovi ulaiu istovremeno kao hladni tehnologk
objeked, zatim replike ubojitog oruzja, simulakrumi
mod, uzasavajude, a istoviemeno i zavodljive igracke, pa
I reprezenti onog segmenta realnosti koji je vezan za SF

filmove i stripove, kao i video 1 racunarske igre.

Rad Tvana Tlida (nagrada Sartida) je, kao i vedina do sada
izlaganih, formalno oganizovana zidna instalacija. Ali uz
birnu razliku, koja njegovu strukeury izvodi iz do sada
prisutne zatvorenosti u okvire striktno geometrijskih |
sasvim nereferentnih patterna. On, naime predstavija
blow-up idensifikacione sheme proizvoda, koja biva pod-
vucena i tekstualnom porukom, $ro ga uvodi u konora-

k/[‘l[lﬁ‘/‘}//ﬁ(' 1’[/]/7(’///'/1}2('6’,\ {l/‘////(’ WOYES, {I/N’z'{//)/ /’/’[H”(MI/[Z('(’

in it rather than as supporiing examples, diverge from the

siormtl pactise”. Consequently, the awards ar this year

Biennale have been given 1o works which bave taken

account, o7 cven incorporated, the experience which i
the /h/mz//;g)//, stmultaneously (/e'/'//m/y/,wm/zq a certain

degree of remove from its fmmanent reductionison, v well s

multiple layers of superstructure of the basic problem iolut
ed in an mm/ tical way, In this context, it would be worth-

./{/,’//C’ 114 /l/l/\/?zlf(’ [ {\u//[/?/w some (7/[ [/71 CHFRERE skvaie WH

Jor achieving this effect.

1) Superstructure of form through inclusion of higher con
notational levels:

This time, Apostolovic (Grand Prix of the Biennale) has

exhibited re-contextualised and thus completely vansformed

versions of his alveady showsn works Master Panic and
Masier Conflicr, /1//)////(()(/ in the Sariid metal-proces

/[/J

combine in 1995, now renamed Brutal Sampler ((////]/z/

Master and Peculiar Conflict. He has shown two levels of
remmove from the serictly wnderstood formal paradiem, 1o the
establishing of which be gave an exceptional contribusion
nearly ten years ago. Namely, the first versions of these
scubptures, shown in May and June 1995 in the Loda
gallery, by thematising weapons (in a society and a time
characierised by war) and playing with the names and
(// COn-

;’l/()//]//'{)}}’,/’// /()1/(’/5 1!’/’//’{'/7 /> wpctire //7(’ //W//(/\ 0[ /’/’7/’ /W///'

i

s, Adeditional recontexiualisation exected by placing

thent in wovden boxer (‘[/l!//),/)f'!/ with conpLputer CDs with

)

simularions of all the mode

already execused in steel fore-

eromds their co
o

piual framework. It is now precisely the
multiconiotational siructure of the works which affects the
observer directly. The work cannor be u(zl/f'{////&r 4 form
entbodied, not cven as form+meaning, but only as a com-

]/)/,/CLX ner [{/j/{}?'l?’[z’l/—Zr’lvﬂlzl/ z,/W/ (‘(//Z/(,’)\’[ZZ{//*7!’/{’?}'(’)"1[/,‘15// (,'(//H/)()”

HERILS. ‘,/'//,)(’['}" 5[///,1// [’}[/Z///(’J’ us ko [/)é‘}'(fé‘/jlfﬁ,’ [/}c{\‘{? Z/(/'[}}‘//L’.‘:' )‘i‘r")ll//[//"
?"1(,'()7/,5'/;)/ as L'()/é/ Zé’('/’”i()/()g’f (,‘/.7,/ ()/?]‘6’(?15, 7‘{,’1[)// £as 0/ V/(,’[/)/l/‘

weapons, simulaca of power, horrifying but seductive 1oy,
) ying /

as representatives of that segment of seality linked 1o SF

‘/1\//71}' AZ}Z[/ comic (/}’()()/CJ', A Z/[‘,///é’() or (‘(H’/'/T/)Zr/,l(’}" g(’//)léi\',

The work of Ivan 1i¢ (Sartid’s award) as most be has
exhibited, is a formally organised wall-mounted installo-
tion. However, it contains an important variation which
removes its structure from the previously wsed enclosure into
,§Zl‘[¢‘[/}/ geometric and quire m}n—z‘(f/i’m’zf/'/l/ patterns.

Namely, it represents a blow-up of a product ident
code, and is underlined by the rexiual message, this enter-
rmatics and mar-

ing the c‘()7:/,H()[zl[ﬂ)??zl/f/k’/&/ linked ro i 2
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tivno polje vezano za informancke i marketinske kodove

L upucuje na isprepletanost vizuelnog 1 znacenjskog.

2) Stvaranje konceprualnog okvira za pikturalne prob-

ICHIC

Uro§ Djurid predstavlja jednog od malobrojnih slikara
koji u ovim generacijskim okvirima pokazuje tzgradjenu
komicpmalnu shemu, strategiju upotrebe tradicije,
1jenog privatizovanja, mmmmcm;ﬂi'/,m’zmm licnih iskus-
tava 1 legitimacije licnih mirova kroz istorijski ponudjene
forme [ shemate. Susvim klasican temaski okvir {porires,
autoportret, pejzaz), whnika (ulje na platny), postupak
(pastozno, koloristicki bogato slikanje) 1 format (najéesce
30x40, 40x50, 40x60 cm) kod njega predstavljaju scenu
na kojoj se odigrava prisvajanje tradicije, a ujedno 1 ima
nentna kritika konceprualno nezasnovanog koriséenja
citata iz istorije umetnosti 1 popularne kulwre. Forma
prisvajanja tradicije na izlozeno; slici pod nazivom Let u
borbu za novu umetnost - uvod u bespriedmerni auton-
omizam” ogleda se kroz uvodjen jc postulara
Maljevicevog poznog slikarstva, Cinedi slozenu strukiuru
koja pokriva mnogostruka, vec od ranije u njegove slike

J
ukljudena referentna polja, vezana za medije popularne
kulture (kao Sto su strip, film, r'nt), kao i za model

ULQHO” 51 1\&1‘:[\&1 .

Proliferacija vizuelnih znacenja u ovom delu biva vodje-
na strogim konceprualnim okvirem, stavljenim u sluzbu
stvaranja umetnost koja bi bila autonomuog spram

wiu?\u(m stickih teorija l'rm vladaju lokalnom scenom,

, 1d{1jé mita

vala licni princip” autora koji s

O S(‘bi Sl()b()(l no MU/.! syim za tu S\lhl pﬁ”()dﬂi m f{)]IUil'

ma iz tradicije likovnih umetnostl.

3) Nadogradnja ambijenta strukeuralnim posmatranjem
prostora:

Rad sa prostorom (a ne u prostoru kao kod ambijental-
nih postavki) su na ovoj smotri na konceprualno veoma
zasnovan nacin primenili gor Anti¢ i Milorad
Mladenovi¢. Polazna tacka koja je zajednicka ovim
umetnicima pociva na sagledavanju celine prostora, sa
svim strukturalnim zakonitostima koje ta konkretna celi-
na poseduje. Oba umetnika zatim prostor dekonstruidu,
menjajudl pjegovu strukturu ,namernim pogresnim
Sitanjer”, s tim $to Andid nalazi kljucne tacke” datog
prostora koje zatim naglafava i povezuje putem neke

keting tiends, and polnting 1o the mingling of the visual
and the meaning-relared.

2) Creating a conceptual framework for the picrorial prob-
femns

Urod Djuric is one of the few artisis in these generational
boundaries who has 4 well-developed conceptual scheme, a
strategy for the wse of tradition and its privatisation, for
monumentalisation of personal experience and /é’g[f/ilhl[/()/[
of personal myths through historically offered forms and
sehemaia, Quite a classical thematic framework (portrait,
J‘L’(/;/)())‘[)l'l/‘/; //z/n/m/pf'), /w[uu'{]z//* (0il on canvas), method
(creating surfaces of grear density of paste rich in colowr),
dimensions (wsually 30640, 40x50, 40x60 cm.) are the
scene on which he both appropriaies tradition and criticizes
the conceptually wnfounded wse of quotations from the his-
wory of art and popular culture. The form of appropriation
of tradition in the ///V/)//I}’(’// painting - entitled Flight Into
The Strugele For a New Are - ///u()////([///// 1o Obyectless
Autonomisim - Is reflecred in the introduction of postulates
of Mulevizchs lue painting. Thus, a complex structure is
created which covers numerous referential fields earlier pre-
sent in Dijuric’s work which are linked to the media of pop-
ular culture (such as comic books, Silm, rockn'roll), as well
as 1o the model of scholarly painting”

The profiferation of visual meanings in this work is guided
by a strict conceptual framework placed in the service of cre-
ating an art which would be wutonomous relative io the
reductionist theories 7414///;1&1 the local scene, and which
would express the ,personal principle” of the author who, in
constructing the myih of himself, freely wses all forms from
the tradition of visual arss which he finds appropriate.

3) Superstructure of ambients through structural observa-
ton of space

Working with space (and not in space, as in the case of
ambiental installations) was applied in this exhibition in a
conceptually very well-founded way by Igor Antid and
Milorad Mladenovié. The common starting point of these
two artists is looking ar the totality of a space, with all the
structural laws this concrete space has. Both artists then pro-
ceed 1o deconstruct the space, changing its siructure by
Sintentional misreading”. Antid finds the ,key points” of the
given space which he then stresses and links through some
material intervention; Mladenovié, on the other band, deals




materiialne intervencije, dok se Mladenovic bavi

}

reprezentacijom prostora 1 nadinima njegovog savlada

vanja putem manipulisanja tor reprezentacijom, §wo s

sve odigrava na optickom il znatenjskom planu, dok je
£

ulopa materijala tu samo utilitarna.

Antidev rad na ovom Bijenalu tematizuje mogucnost
restrukeuracije prostora kvazigeometrijskom mrezom,
koja biva materijalizovana uplitanjem 1500 metara
celicne tice. Ta mreza horizontalno preseca prostor jedne
od FZlatbenih odaja, mapirajudi ga i uspostavljajudi u

njemu nov sistem odnosa. Odricanje od porpune kont-

le procesa njene izrade dovelo je do povecane ulogw

slucajnostt pri grupisanju ¢vorova, a time i do iskliznuda

iz koloseka analitickog prikazivanja strukturalnih zakoni-
tosti nekog prostora u igru kojom se one dekonstruidu,
rvoredi ono §to je Antié nazvao ,zguzvanom perspek-

Hvom’ .

Miadenovica interesuje moguénost izlaganja samog izla-
waikog prostora. Kao $to je kod Djurica prisutna privati-
zacija nasledja razlicicih umetniciih vadicija, vz inkor-
poraciju znacenjskog potencijala kofi ono nosi, kod
Mladenoviéa se radi o privatizaciji prostora celokupne
izlozbe, koji time sluzi kao materijal 7a izvodjenje nje-
govog rada, sa svim znacenjima koje on 1 sve u njernu
idogeno nosi. U sludaju rada sa ovogodiSnjeg Bijenala,

njegovo izvodjenje tece kroz dekonstrukeiju forme i

sacriaja izlagackog prostora. Dekonstrukeija forme izve-
dena je na jednom od zidova velike dvorane, vizuelnim
presblikovanjem uvecanog plana Konkordije, dok je

dekonstruketja sadriaga ostvarena kroz modelovanje ras-

poreda izlozenih radova, u okviry malih ,,pa‘viijmm“
. .

zakadenih na ulozu u svaku prostorju.

Mogudi putevi razvoja

Navedeni primeri, kao i mnog drugi sa ove smotre,
vezani za umetnike koji ovom prilikom nisu nagradjeni,
predstavijaju instance ,funkcionisanja sa punom odgov-
arno$és” u okviru nezavisne scene. lako viada potpuni
raskorak izmedju procesa legitimacije rada u uskom
krugu profesionalne kritike I procesa prepoznavanja i
potvrdjivanja njegovog realnog kulturnog i drutvenog
znadaja (od strane Siroke javnosti, institucija kulture,
wzista...), mnogi mladi umetnici ocigledno izbegavaju
put neposrednog socijalnog angazovanja radi ostvarivanja
odredjenih strateskih pozicija (¥to obiéno ide na dtetu
samog rada), rade¢i radije na utemeljenju u samom
jeziku umetnosti 1 teZedi prvenstveno profesionalnoj afir-

Stevan Vukovic

with represeniation of space and the ways of conguering i
through manipulation of this representation, which all iakes

plice on the oprical or meaning-relased planes, while the

Sunction of material is purely wrilitarian.

Antic's work ar this Biennale thematises the possibilivy of
FESITHCIITING SPACe T 4 quasi-geometric network mater-
alised by weaving 1500 metres of steel wire. This nenwork
horizontally bisects one of the exhibition rovms, mapping it
and establishing a new system of relations within i1,
Abdication from total control of the process of its construc-
tion led to an increased role for accident in the grouping of
the krots, and thus to slips out of the analytical representa-
tion of structural laws of a space inte a game which decoin-
structs them, creating what Antid called a crumpled per-
spective”.

Mladenovic is inerested in the possibility of exhibiting the
exhibition space itself. As privatisation of the herisage of
warious artistic traditions is visible in Djurids work, along
with the incorporation of the potential of meaning which i1
carries, in Mladenovic's case there is a privatisation of the
space of the whole exhibition which thus comes 1o serve as
material for the execution of bis work, with all the mean-
ings which the space itself and everything shown in it carry.
In the case of the work from this year’s Biennale, its execu-
tion vuns through deconstruction of form and contens of the
exhibition space. Deconstruction of form was carvied out on
one of the walls of the large hall through visual veshaping of
an enlarged plan of the Konkordija, while deconstruceion of
content was realised through modelling the disposition of
the works exhibited, in small ,pavilions” fastened 10 the
entrance into each room,

Possible Roads of Development

The above-cited examples, as well as many others from this
show, belonging ro artists who were not awarded prizes, rep-
vesent instances of , functioning with full responsibility”
within the independent scene. Although there is a complese
lack of synchronisation beween ihe process of legitimation
in the small circle of professional criticism and the process oy
recognition and affirmation of real cultural and social vilue
(b the general public, cultural institutions, the market.. ),
many young artists evidently avoid the road of direct social
commitment in order to achieve certain strategic positions
(which usually harms the work), preferring to work on
acquiring a foundation in the language of art inself, and
tending primarily to professional affirmation, which will be

followed by social affirmation only wpon establishment of a




Stevan

Viukovic

maciji, za kojom e tek izgradnjom sistema umernost
slediti 1 socijalna. Kao $to se iz ovih primera moglo vide-
i, strikeno unutarlikovna i unutarjezicka paradigma se
mode veoma uspeino nadograditi 1 udiniti i komunika-
tivaom | referentnom u odnosu na razne kontekste.
Jednom dobro utemeljeni umetnici kasnije sa veGim ste-
penom uspesnosti mogu stvarat polizanrovska i mulu-
konotativna dela. Stoga na trenutnu formalno obojenu
paradigmu, koja kod mladih umetnika preoviadjuje, ne
treba gledad kao na zamrzavanje toka umetnostl |
kanonisanje formalnih vrednost kao jedino pozeljnih,
ved kao na plodno tle sa koga, putem malih wskeivljenja s
Jradikalnih pogresnih Citanja”, proizilazi 1wk Ce proizadi

veliki bro] fzuzetno uspesnih radova.

systent of the arts. As can be seen from the above examples,
a superstructure can be very suceessfully evected om a strivily
ontra-visual and ia-linguistic paradigm, making it com-
miinicative and yeferential yelasive 1o variows contexus.
Artisis who once acquire a good grounding can later create
poly-generic and multi-connotational works with @ greater
degree of success. Therefore, the present formally-tinted para-
dign prevalent among young artists should not be seen as
petrifaction of the currenss of avt and canonisation of for-
mal values as solely desivable, but as fertile ground which,
through small distoriions and radical misreadings”, yields,

sful works.

//H(/ I \fl// 1o .)/[‘('1/(/' SUTRCTOUS VETY SHECES




MOGUCNOST POMAKA OD
FORMALNOG NIVOA RADAY

Jugoslovenska likovna scena sredinom devedesetib pred-
stavlja disperzan prostor nedefinsanih kontura. Na njoj
je primetna teznja svih akeera ka grupisanju u jezicki i
koncepcijski suprotstavljene mikro celine u Cemu se
mogu videti zaceci formiranja jednog jasno profilisanog
umetnickog sistema. Ovakvo povezivanje umetnika

srodnog, ili barem priviemeno bliskog, likovnog izraza
uslovljava interakeija sa ,patronima’ - keiticarima ili teo-
reticarima razlicite vokacije 1 utemeljenja, vezanim za
drjavne ili aleernativne institucije. U sprezi postojecih
kriti¢kih pozicija 1 teoretskih orijentacija, 1 moguénosti,
odnosno nemoguénosti umetnika da se u njih uklope i
adelevatno odgovore, ogleda se | dinamika defavanja na
naso; likovnoj sceni. U ovom trenutku moZe da se izdvo-
i nekoliko takvih grupacija i platformi oko kojih one
pravitiraju:

- Grupacija gije je jezgro okupljeno oko projekata Radija

B 92 kao %o su bili ,,Urbazona”, ,Led art” i izlozbi ,Art
7 P S (g et :

vit” 1, Pogled na zid” (uz uéedce pojedinih umernika

starije generacije, Cak profesora na FLU) u krajnje diver-

gentim likovnim jezicima u osnovi neguje urbani senzi-

bilitet i tematiky vezanu za subkulturne fenomene.

- Umertnici okupljeni projekiom ,, Tendencije
devedesetih, hijatusi modernizma i postmodernizma’
koji je teoretski obrazlozio Misko Suvakovi¢ konstatujuci
da se u aktuelnoj likovnoj produkciji pojedini autori u
svome radu viaéaju na neke od modernistickih paradig-
mi, $to ukazuje da se modernizam i postmodernizam ne
mogu posmatrati kao ostro suprotstavljeni i razdvojeni
entiteti ved se uvek javljaju pmiimanja { preplitanja, u
¢emu treba traziti dokaze za postojanje hijatusa, pukoti-
na u korpusu modernizma, odnosno, postmodernizma.

- Jako uporiste predstavija i Centar za savremenu umet-
nost Fonda za otvoreno drudtvo, &ija je godi$nja izlozba
,Scene pogleda” donela izuzetno profesionalno odraden
autorski projekat sa sjajnom produkcijom kataloga. Na
nivou teorije definisana je problematika pogleda, percep-
cije u vreme ,ckranske paradigme”. Izlozba je, medutim,
pokazala da ma koliko anticipatorska teorija bila, ona
svoj kredibilitet ne moze u potpunosti da potvrdi na
lokalnoj umetni¢koj sceni, 1 da se takav raskorak mozda

IS A SHIFT AWAY FROM THE
FORMAL LEVEL OF WORK
POSSIBLE?

The Yugostav arts scene in the mid-Nineties is a dispersed
space of wndefined consours. The tendency of all parsici-
pants to group in linguistically and conceptually confronted
micro-units is noticeable, and may represeitt the /)eg/)z;zz’ng_y
of formation of a clearly profiled arts system. Such links
among artisis of related, or at least temporarily elose, visual
expression conditions interaction with ,patrons” - critics or
theoreticians of various vocations and groundings, linked 1o
state-sponsored or alternative instituions. The link berween
existing critical positions and theoresical ovientations and
the ability, or inability, of artisis to fit into them and
respond adequarely reflects the dynamics of events on our
arts scene. Ar this moment, it s pox;/fb/a’ to isolate several
groups and the platforms towards which they gravitare.

- The group which has its mucleus around the project of
Radio B 92, such as Urbazona, Led art (Iee Art) and the
Art vrt (Art Garden) and Pogled na zid (A look ar the
wall) exhibitions (with the participation of individual
artists of the older generation, including some professors
From the Academy of Fine Aris), nurtures, in widely diverg-
ing visual languages a basically urban sensibility and
themes linked to subcultural phenomena.

- Artists gathered around the project Tendencies of the
Nineties - Disruptions of Modernism and Postmodernism
which was theoretically explained by Mitko Suvakovié, who
said that in the current arts production some authors are
returning in their work to some of the Modernist para-
digms, which shows that Modernism and Postmodernism
cannot be seen as sharply delimited entities as theve are
always minglings and meshings; that is the reason why we
should search for the existence of disruptions, fissures in the
corpuses of both Modernism and Postmodernism.

- Another strong point is the Centre for Contemporary Arts
of the Open Society Fund. Their annual exhibition The
Gaze Scenes resulted in a highly professional authorial pro-
Ject and a splendidly produced catalogue. On the theoretical
level, it defined the problem of the gaze, of perception in the
time of the ,screen paradigm”. However, the show demon-
strated thar as anticipatory as a theory may be, it cannot
confirm its credibility completely on the local scene, and
that this discrepancy can maybe be explained by the inabili-

Zoran Eric
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Eric

objasnjava nemogudnoscu pojedinth umemika da
kreativno deluju u skladu sa zadatim teoretskim okvi-

rom.

- Najmlada generacija umeentka okupljena oko Galerije
SKC-a, u kojoj 1 dalje preovladuje delovanje u okviru
likovnih radionica, jednodnevnih postavki i prezentacija
rada, uz sve prisutnije eksperimentisanje u likovaom
jeziku instalacija, ambijentalnih radova, interaktivnih
projekata... Takav pristup mladim umewnicima daje slo-
bodu da ucestalim pojavljivanjem i izlaganjem preispita-
ju utemeljenost svojih ideju i da prodiste izraz,

- Mada u kontekstu produkeije koja tezi da izade Iz

pl(?\’ n¢t él[ﬂ h ()(\\ ird lll}t \'ILdll’cl pomena, HilCiOH;ll'

epska, alijas foro-realisticka struja, ili u pastoralnijoj vari-
jantl -, Slikarstvo prizord”, oniricko-fantasticko,
postmedijalno slikarstvo, imala je do skoro snaznu ofici-
jelou podrSku 1 uporiste u Muzeju saviemene umetnost,
k

a0 | POy id inim pli\dllllln ‘hl{Ul]dHlJ

Imajudi u vidu ovakvu konstelaciju, izlozba Drugog
jugoslovenskog likovnog bijenala mladih, fragmentarnim
ali relevantnim presekom produkeije umetnika do 35
godina starosti omoguéuje da se na jednom mestu
sucele, sagledaju i prepoznaju neke od dominantnih twen-
dencija i izdvoje nosioct odredenih pojava, pa i ekspo-
nenti pojedinily pomenutih umetnickih grupacija, struja
Poseban znadaj ove likovne manifestacije odituje se,
medutim, u tome da na adekvatan nadin predstavlja i
promovise generactju mladib umernika kojt tek treba da

udvrsie svoje pozicije na scent.

Ukoliko bi se posmatrajudi tzlozbu, ali i dire, situaciju u
domado) umetnost, fmpr;z,viia jcdna k rajnje wopstena
paralela izmedu likovnih problema kojima se ovdasnji
umetnici bave, sa nekim od akiuelnih tendencija u sveuu,
uodila bi se izvesna specifi¢nost nade scene. Naime,
primecuje se da je i pmcd ved toliko puta naglaSavanog
pluralizma, dakle prisustva raznorodnih likovaih jezika i
razli¢itih umetnickih strategija, u radu nasth umetnika
retko ispo[jcno dirckino rcﬂcktovanje, bilo analiricki,
lriticki, ironicno ili angazovano, odredenih drustvenih
pitanja. Za urvrdivanje razloga ovakvog stanja potrebna
je podrobnija sociologka i socio-psiholotka analiza uslova
u kojima stvaraju i deluju nasi umetnici. Nedostatak
i

informacija i kulturnih kontakara sa svetskim centrima
umetnosti kao | ps[holo ko osecanje depriviranosti,
skudenostl, pa I represije, odrazilo se svakako i na stanje
na nasoj likovnoj sceni. Zbog toga se namede utisak da
nadi umetnici najéedée ne rade in socius, dakle ne reagu-
ju na druevene prilike, niti na svoj marginalizovan

1y of some artists 1o act crearively in accordance with the ser

theoretical framework.

- The youngest genevation of artists is gathered around the
SKC gallery. There, workshops, one-day exhibitions and
presentations and incredasing experimentaiion in the visual
language of installations, ambiental works and interactive
profects prevails. Such an approach provides young artisis
with the freedom to re-evaluare the foundasion of their
ideas through frequent appearances, and to purify their
eXPIssIon.

Although wmworthy of mention in the coniext of produc-
tHon which wishes 1o transcend provinciil Cbovders, the
national-epic, alias photo-realisiic rendency, or, i its pas-
toral variani, the , Painting of Scenes”, ontric-fantastic,
post-medial puinting, /z;//// recently had very strong official
backing and « stronghold in the Museum of M(M/m n Art, s

H’(’// a5 [0 certain /Illl’zlf(‘ ULZ:/{’}ZU

Having in mind this constellation, the exhibition of the
Second Yugoslaw Yourh Biennial, gathering a fragmented
but relevant cross-section of the production of under-35
artists, makes /;m.»////z' the confromiation, viewing and recog-
nition in one place of some dominant tendencies, the identi-

Sfication of the standard-bearers of some phenomena and of

the exponents of some of the above-mentioned groups and
curvents. The special importance of this manifestation is
that it promotes in an adequate way the genevation of

Yyounger artists who ave still to take up /7?‘}71 /}()szl/f//'u" on the

seene.

{ / @ very g(‘/m‘/!/i'j('// I/){/?”{I//{’[ were to be drawn, /57/11/1'7'155 i
mind this exhibition, bur abo the wial sivuation in local
art, between the problems occupying artists here and some of
the curvent tendencies in the world, a ,§/>(’4'/]/i(‘ characteristic
of our scene wonld be evident. Namely, it can be noticed
that in spite of the pluralism stressed so often, the works of
our artists rarely openty reflecs, either analyiically, critically
ironically or commirtedly, certain social questions. To deter-
mine the reasons for this, a more detailed sociological and
socto-psychological analysis of the conditions under which
our arissts work would be needed. The lack of informasion
and of cultural contacts with international centres of art as
well as the psychological feeling of deprivation, confinement,
and even repression certainly have left their mark on our
arts scene. Therefore, the impression that our artists general-
by do not work in socius, that they do not react to social cir-
cumstances nor to their marginalised position, bur mrn to
visual problems immanent to the artistic medium and
material. This having been said, a tendency which is espe-
cially curvent - in this exhibition as well - is to situate these




polotaj, ve¢ se okrecu likovoim problemima imanentnim
samom umernickom mediju i materijalu. Pri tome je
posebno izrazena i na izlozbi primerna tendencija da se
ovi problemi krecu u sferi isto formalnih, plastickih
redenja, a da se umetnici rede lzrazavaju polimortnim
radovima koji podrazumevaju razlicite semanticke nivoe
i§¢itavanja, ili pak, radovima koji prave iskorak iz
odredenog medija. Dakle, umetnici konvencionalno pri-
hvacene medije slikarstva, skulpture, itd., retko shvataju
kao ,klizne” kategorije 1 ne teze njihovom ukrStanju,
preplitanju ili stilskoj heterogenostl. Ovde, medutim
rreba napravitl distinkeiju izmedu eklekdicnog postupka
kombinovanja i citiranja razlicitth tkonografskih, istor-
jskih predlofaka i teznje ka gesamekunstwerku, svo-
istvenih postavangardno] umetnosti 80-tih, 1 konceprual-
no odredene 1 utemeljene strategije analize, rekontekstu-
alizovanja ili dekonstrukeije raznih jezickih (ne nuino
istorijskih) modela, kao 1 lakode ,iskliznuéa” iz medija,
1o jest rada u razli¢itim medijima, sve prisumijih u
umetnosti 90-tih.

{J rom svetlu je primetno da na izlozbi najsveZija, najin-
teresantnija, reSenja daju uprave umetnici koji her-
metiénost nobicajenih formalnih refenja svojestvenih
mediju u kome rade razbijaju uvodenjem konceprualno
novog sadrzaja putem razlicitih jezickih operacija.
Moguénost ovakvog pomaka postoji i moze da se prati u
razlicitim medijima i kroz vide likovnih kategorija kao
§to su: skulptura / objeke, radovi koji reprezentuju pros-
ror {instalacije, ambijenti), 1 slikarstvo:

- U mediju skulprure na jedan mogudi put ukazuju
radovi k()ji mogu da dduju kao nereferencijalni, aikonic-
ki ()bjckth alt ne 2OVOTE Samo plastiékim jczikm'n oblika,
volumena, mase 1 materijala, ved diskretno, uvode ditav
spektar novih mogudih nivoa iitavanja: imanentnom
analizom, problematizovanjem ili ironickim otklonom
od formalizma”, ili nadgradnjom, obogacdenjem formal-
nih kvaliteta dela znacenjskim ili asocijativno-
metaforiénim slojem (Veljko Vujaci¢, Dejan
Dimitrijevi¢). Ovu konstataciju naravno ne treba posma-
trati kao normativan stay pri vrednovanju rada jer je
izvestan broj umetnika krajern 80-tih svojim pristupom,
poznavanjem materijala, njegovih zakonitosti i perfekei-
jom izvedbe, ved postavio visoke standarde u plastickom,
formalnom nivou nereferencijalne skulpture-objekta
{(Dugan Petrovié, Dobrivoje Krgovi¢, Srdan Apostolovic,
Zdravko Joksimovi¢). Pripadnici ovog kruga beogradskih
vajara nametnuli se snaznim Individualnim ostvarenjima,
i postavili ¢vrste temelje paradigme na koju referisu
umetnici sledede generacije. Oni su, medutim, 1 sami
krenuli razliditim linjjama razvoja i otvorili prostor za

problens i the sphere of pur

by forimal, plastic solutions,

with artists /‘;g/}‘z’z/uw/zt[}' expreising themselves in /7(2[}'»70;‘-
phous works which would presuppose different levels of
reading or with works which would take o step onsside o
certain medinm. Artists ravely understnd the accepted
media of painting sculpture, etc. as liding” caregories,
and [/zaj}’ do not tend to mixture, /fz/ug//;zg or 5{1'//:,\’['/'(‘ her-
L’i‘()gf,’wi{y, A distinction should be drawn here, however,
berween the eclectic procedure of combining and quoting
various /'c‘(m()gmp/;/zi', historical models and its tendency
towards a Gesamthkunstwerk characteristic of the post-avant-
gurde art of the Eighties and the concepinally defined and
grounded strategy of analysis, recontextualisation or decon-
struction of various linguistic (not necessartly historical)
models and the ease of slipping our” of the medium, that
is, working in different media, increasingly visible in the
art of the Nineties. In this context, it is noteworthy that the
veshest and most interesting solutions offered at the exhibi-

tion come from precisely those artists who disrupt the her-
meticism of the usual formal solutions typical of the media
they work 1 ihrough introduction of conceptually new con-
tent by way of different linguistic operations. The possibility
of such a shift exisis, and can be followed in various media

and th?‘()z/tg/') parious artstic categories, st b as:

sculpturelobyect, works representing space (installations,
ambienis) and painting.
&

- In the medinm of sculprure, a possible road is pointed 1o
by works which can act as non-referential, a-iconic objects,
but which do not speak solely in the plastic language of
form, volume, mass and material, bur discretely introduce a
whole spectrum of new possibilities of reading: immanent
analysis, problematising , formalism” or ivonically moving
away from it, or through erecting a supersiructure and
enriching the formal gualities of the work through mean-
ing-related or associative-metaphoric levels (Veljko Vijacic,
Dejan Dimitrijevic). This statement should not be maken as
a normative stance in evaluating works, as 4 certain num-
ber of artists in the late Eighties already set high standards
in the plastic, formal level of non-referential sculptures-
objects with their approach, knowledge of maserial and its
laws, and perfection of execution (Dusun Petrovic,
Daobrivoje Krgovid, Srdan Apostolovid, Zdravko
Joksimovié). Members of this circle of Belgrade seulptors
broke through with sirong individual works and laid firm
foundations for the paradigm referred to by artists of the
next generation. However, they themselves then followed
diverging paths of development and opened up space for
new plastic solutions which appeared in some of the phe-
nomena of art of the Nineties,
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nova plasticka refenja, koja se javljaju u mvesniny pojava-

ma u umetnosti 90-tih.

Pasehan primer kojl ukazuje na raslojavanje i profilisanje
tendencija u plastickom izrazu, u okviru plattorme koju
je postavila JNova beogradska skulprura”, kao i na izves-
nu promenu u skulpm i 90-tih u odnosu na kraj 80-tih,
a takode, 1 Hlustruje tezu o mogudnosti pomaka u okviru
“formalistickih” refenja, namede se nova serija Srdana
Apostolovida ,Conflict Art”. Dva rada pod nazivom
Brueal Sampler Conflict Master”™ ,Peculiar Contlict”
{Grand prix Bijenala) svojim prepoznatljivin izgledom

oruzja naizgled koketiraju sa drudtveno-polinckom

steactjom, Oni medutim, ukljuuje vise nivoa dciavan-
jai nmguéih asocijacija, na primer, na futuristicko”
oruzje pripremano za naucno-fantasticni hilm ili steip.
Sam nadin prezentacije, ,ambalaza” i naslov otisnut na
omotu CD-a implicira koriicenje visoke tehnologije u
realizacii rada i simulira digitalno obraden ;md< ili
audio-vizuelni zapis, kojim se otisnuta serija radova
plasira na informaticku mrezu, ili koje prati adekvatna
tehino ili elekironska muzika. Sve ove mogude konotacije
s jedne strane ublazuju eksplicienost bilo kakvog angazo-
vanog stava po pitanju rata, nasilja, a s druge strane
jedan formalno &ist, industrijski precizno obraden pred-
met od Celika obogaduju asocijativino- muafmidqm slo-
jem 1 zavodljivom fikcionalizacijom.

- Drugi mogudi put je transponovanje skulpture - objek-
ta i njegovih plasdckih, formalnih svojstava u sferu dru-
gacije likovne problematike. On se ocituje kroz odnos
prema prostory, hjegovo inkorporizanje u rad 1 prih-
vatanje kao likovne kategorije. Postoji nekoliko mogudih
nivoa savladavanja, teprezentovanja prostora 1 organizo-
vanja rada u njemu:

- U radovima 1ZYesTog broja umetnika na izlozbi, krajnjc
razli¢itog likovnog izraza i mater jjala, uocava se princip
serijalnosti u prcdsta\/l janju | formalni raspored
odredenih elemenata u niz, ili pak, kompozicionu femu
u geometrijskom okviru pravougaonika, kvadrata, ili
trougla (Ana Grabovi¢, Sreten Milarovi¢, Srdan
Simanovi¢, Olivera Mari¢). Ovakav oblik dispozicije
rada jo§ uvek prevashodno istice njegove formalno-plas-
ricke kvalitete uz moguénost uvodenja jo§ nekog
likovnog elementa - boje (Biljana Bakaluca) ili na
primer, optickog efekta (Vesko Gagovic,}, ali ne
ukljucuje u potpunosti prostor kao ravnopravau likovnu
komponentu.

- Slededa instanca je razvijanje elemenata rada u insta-
laciju ili ambijentalnu postavku, kod Ivana [lli¢a odnosno

eLspecial example which poinis so the stratification aned
profiling of tendeicies in plastic expression within the pla-

Jorin determined by ,New Belgrade Sculprre”, as well as ro

a certain change in Nineties sculpiure relative to that of the
Fighties, and which, furiher, also iflustraies the thesis of
/»(m////z} shift informalist” solutions is evidently Srdan
Apostolovics new series Conflics Are. Tiwo works, entitled
Brutal Sampler Conflict Master and Peculiar Conflict
(Grand Prix of the Biennale) seem ro flivt with the socio-
[i>(z/.///'a'z// situation /{1' thelr (*zlj‘i[ y 1'«('(1((\//1/'_\\[1///«' appearince ({f‘
weapons. However, they include more levels of reading and
association, such as | futurist” wedpons prepared for an SF
Jilm or comic book. The very manner of presentation, the

Wpackaging” and title prinied on a CD i /
of advanced technology in realisation of the work, and sim-
wlate digitally processed audio or audio-visual records
through which the /)}‘/'/1[(%/ series of works is />/11(w/ in the
information network, or which is followed by adequare
techno or electronic music. All these possible connotarions on
the one hand sofien the explicitness of any committed stand
towards the war and violence, and, on the other hand,
enrich a formally pure, induserially precisely processed sieel
object with an //550z,'/'z/[/1/4/«)/26[41/)/,/()7“1’('/1/ level and seductive

fictionalisation.

-A second possible way is transposing of sculpture-object and
its /)/m‘lz'(i, ‘/07‘/7211/ characteristics into a x/)/:ufrzf Q/ (j// erent
visual problems. This is seen in the velationship 1o space, to
ifs incorporation into work and its acceprance ds 4 visual

Z/ZJZUHZU,
>

category. There are several possible levels of 7 repre-

senting space and organising work in if.
§ ! §

- In the work of a certain number of featured artists of
extremely different visual expressions and materials, the
/J;”////c:/,j)/(ﬂ (g/}(};'z)[’//ly i1 representation is noticeable, 41/0/2([(
with a formal distribution of elements in a series, or in a
compositional scheme within the geometric framework of
rectangle, square or triangle (Ana Grabovic, Sreren
Milatovié, Srdan Simanovié, Olivera Marié). Such a dispo-
sition of the work still primarily stresses its formal-plastic
qualities, with the possibility of introduction of some other
visual element - colour (Biljana Bakaluca) or, for example,
optical effects (Vesko Gagovic) - but does not filly include

XP&ZL‘E as an E’quﬂl UiXZlLl/ COWZ])OWW’ZZ’.

- The next instance is development of elements of the work
into an installation or ambiental setting, as in the art of
fvan I and Mirjana Dordevié. 1lié uses an already buily,
formally strict language of patterns made up of technologi-
cally precisely processed glass modules to read an advertising
code taken from the context of popular culture, thus giving
his work a new conceptual level. Mirjana Dordevié, on the




Dordevid. P

no strogim jezikom paterna x;is[m‘ﬁmm«" od tehnoloski

Mirjane ri tome Ii¢ ved zgradenim, formal

precizno obradenih modula od stakla is¢itava reklam
!

kod prevzer iz konteksta popularne kulwre, ¢ime svome

radu daje konceptualno novi sloj. Dordevideva, 5 druge

serane, repeticijom jednog obrasca - talasa” dobijenog
prosavijanjenm gume - akcenat stavlja na ambijentalizo-
vanje specificnog izlagackog prostora,

i

Posehan model pruza rad in situ,, instalacije koncipi-

rane u odnosu na videstruke konotacije samog izlagackog
ProsLora. Najbolji primer m"ukmg pristupa pruzaju
radovi teora Antica, koji svojim intervencijama thm\ 2

uhitekronske specificnosti, otkri

va kardis kllm rac

audi prediog za drugacije, iskodeno” percipiranje, |

o

vanje prostora. Njegov rad nazvan | Zguivana pcrspvkii/

predstavlja prostornu instalaciju od isprepletene Zice

1 kojoj interakeija rada i

mjava celu prostoriju u

arhirekronskog okvira, stvara skladno uravnotezen ambi-

jent,

%\’<>m<pfa:;1hai rad Milorada Miadeno

jeb Losary l

opera l(m‘ prostoru kojl reflekrje

aC

. I

e 4,['\'& nivoa - d \{/[\SL l 111 "1( yOE sadizald, 1o
o e

jest same t/[u?bc, i prosmz‘zl - Osnove g;xla rlje. On svojim

Jpaviljonima”, maketama ilozbenog prostora

I
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prostora.

isproporcija U zastupljenosd slikarstva J skulp-

i ovow termina) na izlozbi,

uslovljena je Jum dle s(:witm na H;IS/)] likovno] sceni.

U 90-tim goc

o

ﬂ 1a i i }\JISA(NH il\“? jU mogu Qd

e kao i

tzdvoje samo pojava ,Nove figuraci sojeding
] F g poj
primeri na krilu asocijativne (zna m\m) i radikalne
apstrakeije (monohromnog slikarstva), ili Novog

WT()I ﬂ(’[ «" /q{() 5€ l&d’) m*mc rotva JN)‘A DLULC'\"LI 74 nova,

sveta, refenja, na izlozbi namede rad 7

srana Dimovskog
koji gestualni, apstrakini crtez o boji razvija do ,monu-
mcnmlnov formara i ispituje mogucnost ambijental-
1zacije prostora.

slikarstvo

D i tradicionalna likovna disciplina kakvo je

omogucava uvodenje raznovesnih, slojevitih konceprual-
nih sadrzaja, pokazuje rad Urosa Durica koji na osoben i
autentidan natin pravi pomak u okviru ovog medija
Njegova slika ,Let u borbu za novu umetnost - uvod u

bespredmetnl autonomizam” simbolitki nagovestava

folding rubber - puis the siiess vir

i /”‘;'

g d /n(’r oo

; AP
lar exhibitioin spuce.

Vspecral model is offered by work D sing, inseallutions

concetved in velation to the multiple connoiaiions of the
exhibition space fiself. The best c’\y/r‘izp/l‘ of such an
approach is o be found i the works of lgor Antié, whose

LHEETUeRETO T /’/)//’[[ oul dr ‘//I[H'I:’//'zli (/h’]/’l/t}t‘/"/,\l/‘z'.\‘, //[‘M oLer

seardinal poinis” and offer different, slanted” perceprio
and readings of space. His work entitled Crumpled
Perspective represents o spatial Dnstalluion of knit wive
which fills the whole room lnwhich the nteraction of the
wark and irs avehitectural framework creates a harmoniony

/1' balanced ambicnr,

- The concepeual work of Milorad Mladenovid iv alvo an
operdtion v the exhibition space lielf, reflecting on two
levels - deconstruction of the content, 1., of the exhibition
iself and of the space - the floor plase of the gallery. With
Dbis ,pavilions”. smodels of the exbibition space, placed

fs i each room, he pl

aceording to museological standa

P
the exhibition. In the second part of
floor plais of
Konkordiju to the wall in an architecrnal draving, playing
with formal apects of space.

with their content, f.e.,

/

’/u Lt Um, s :/1//[\/&/‘» i /r//)/////f// version (// //

The huge (//.s‘//)}‘()/)(}?‘//()i./ between the /)/'zf',wz/'z' /)/ /7.//1///51//Q

extiibition is partly conditioned by the ;\‘/‘//z///,//»;'z 0R our arts
Sene, /// /)'//)'//L////////f’ gvents of the Nineties which can be

L ["/(/
&

sovtative (smeaning-ori

sittion, and i

/,’//.//./LZ/ z’.‘&zl’r’/‘/[/)/ onl [//: ///r/’/t‘ ()/ o

esited) and radical abviraciion (monochromatic painiing),

P
//‘/‘()r"//’/f‘/, A L\///»//)// secs dlb b // {\///(///1(}// L

opens roads to new, fresh solutions is the work of X{m/;/

Dimovski, who develops gestural, absiract colour draoing
into monumental” formats and studies the possibilizy of

am /7/(//1111//3’/‘/1(@/ space.

Thar even a traditional a

Lo ; L
'[/)///N” SUCH 48 [/)/l!//l//,/‘g

makes possible ihe introduction of varied, layered concepi-
al content is demonstrated by the work of Uros Purid, who
in a idiosyneratic and authentic way effects a shift in this
d Flight Tuto The Struggle Foi
< atel
jon 1o Objectless Autonomism sym-

medinm, His painting entitl

a New Art - Introds

bolically heralds the transition of established and manifesto-
declared Autonomism ingo its next phase. Durié introduces
Malevitch’s Suprematism in the context of personal fascing

tons !/f'l{/ /’/'Z)'[/?S, 7 /(/‘(()H\[ wets 1, l//ll\ //Z({ //1” ///(‘

painting a field of mixing and crossing of diachronic and

synchronic curents of art, of markers of the historical
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prevodenje ved ustanovljenog i manifestom deldarisanog
JAutonomizma”, u slededu fazu. Duric u kontekst pro-
jekeije licnih fascinacija § mitova uvodi i dekonstruise
Maljevicev suprematizam ¢ime slika postaje polje prepli-
tanja I ukrdtanja dijahronijskih i sinhronijskih tokova
umetnostl, repera istorijske avangarde i likova iz stripa i
sveta popularne kulture. Puridev primer na pravi nacin
ilustruje 1 zaokruZuje ponudenu tezu 0 moguénost pre-
vazilazenja limita koji namedu &isto likovna: slikarska ili
formalno-plasticka refenja svojstvena odredenom medi-
ju, 1 pokazuje da medij predstavlja samo sredstvo za kon-
ceptualizaciju 1 ispoljavanje umetnickih stavova.

avant-garde and comic-book and popular-art characters.
Duric’s example illustrates in precisely the right way the
proposed thesis on the possibility of transcending the limit
offen imposed by purely visual, pictorial or formal-plastic
solutions typical for a given medium, and shows that the
medium represents only a means for the concepiualisation
and expression of artistic atiitudes.




UNIVERZALNOST LOKALNIH
FORMI T SADRZAJA

Definisat akeuelnu umetnicku scenu U ajene protago-
niste konsekventno je konstanenoj zelji za njenim
odredivanjem, objadnjavanjem i ocenjivanjem u okviri-
ma vidih estetickih sistema. Da li je zaista neophodno da
s jedno umernicko delo klasifikuje @ eriketira ili je
dm’ol;no da se prepozna i procita njegova ,unutarnja
nuinost” da bi se ono predstavilo javnosti - pitanje je
koje se namece samo po sebi. Uodavanje iskustventh
pobuda kod umetnika rezultuje sledecom problemati-

Zacijom stavova:

hipoteza - umetnik promi$lja svoju umetnost; on je
individualizator svojih Zelja u umetnickom kruznom

kretanju

teza - umetnik stvara svoju umetnost; ol je autor,
aktivni kreativni &inilac

antiteza - umernik svoju umetnost regenerise iz istorij-
skog nasleda; nedostatak entuzijazma izaziva derivatne

}7(35[11}71(0 i Sl{'u’d(?l}@

Najvazniji aspekt umetnikovog jestva je razmisljanje o
delovanju sopstvenog rada. Formulacijom svog unutar-
njeg iskaza umetnik sebi omogudava $iroko polje diskur-
sa. Preformnulacijom umetnikovog delovanja istoricar
umetnosti (¢j. kritidar) ukazuje na srZ i vaznost ovog cina.
Medusobna komunikacija na relaciji umetnik - kriticar
moguca je u trenucima kada se zanemare primarni krici i
podsticaji ove dve profesije. Kompleksnost ovakvog
odnosa zavisi od razvijenosti procesa konceptualizacije
oba aktera. Umetnik kao autor, kreator 1 produktivac, s
jedne strane, i kritiéar kao interpretator, k konzument 1
reproduktivac, s druge strane, bezuslovno razvijaju dija-
log o sustini. Postavlja se pitanje o kakvoj sustini je rec?

Priroda umetnikovog delovanja najcesi¢e biva okarakreri-
sana kao putovanje u transcedent(al)nost. Ovakav pris-
tup je najbezbolniji za definisanje nepoznatih, neshvat-
liivih ili neprihvatljivih pojava u umetnickom sistemu.
Pribegavanje mistifikovanju i mitologizovanju je siguran
nacin za izbegavanje obaveza prema delovanju, dok lavi-

THE UNIVERSALITY OF LOCAL
FORMS AND SUBJECT
MATTERS

A d(_’ﬁmfrimz ()f/] current artistic scene and its protagonists
s, i ﬁzcl‘, always a consequence of its evaluation and expla-
nation within higher aesthetical systems. What is more
important if we want to present a work of art to the public:
to c‘/zzx,s‘zﬁ/ and label it, or vo recognize it and rvead its ,inter-
nal necessity”? The identification of empirical motives of
artists produces a following set of statements:

the hypothesis - the artist meditates histher are; helshe is an
individualizing instance of histher wishes within a circular

artistic movement.

the thesis - the artist creates histher art; helshe is the author,
active creative agent.

the antithesis - the artist regenerates histher art. from histori-
cal heritage; a lack of enthusiasm provokes some derivative
acts and situations.

The most important aspect of the artisi’s being is reflection
on the effects of bisther work. Through a formulation of
bisther internal expression, the ariist creates Jor himiherself
a wide field of discourse. Through a reformulation of artists
action, art historian (i.e. critic) points out to the core of
such an action and reveals its importance. The mutual com-
munication between the ariist and the critic is made possi-
ble when primal screams” and incentives of those two pro-
fessions are neglected. The complexity of such a relationship
depends on the degree of development of the process of con-
ceptualization of these two agents. The artist as author, cre-
ator and producer, on one side, and the critic, as inter-
preter, consumer and reproducer, on the other, uncondition-
ally develop a dialogue about the essence. The question is:
what essence are we talking abour?

The nature of the artist’s action is most frequently consid-
ered as a journey into the transcendental realm. A similar
approach turns out to be the most harmless one when we
have to define unknown, incomprehensible or unacceptable
phenomena that take place within an artistic system. A
recourse to mystification and mythologization is a sdfe way
to avoid responsibility for action, while 4 labyrinthine

Aleksandra tstela Bjelica
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rintsko kretanje obezbeduje oslobadanje odgovornosti |
umetnika  kriticara kao njegovog vernog pratoca.
Z\{;tks‘im:liimd}um U ¢ l}ulm]m(nmm I uopstavanjem
pojava | postupaka razvijaju se vrlo koherenini stavovi o
neophodnim datostima kao temeljima umernickih
kreactja, Minimalizacijom ¢ raslojavanjem i rasélanji-
vanjem razotkrivaju se i ponistavaju lazno utvrdene vred-

nosti k();(‘ HLM'UQ‘&\H}U andnosl umernic LKE‘ ﬂl()d ]‘1.

Umetnost koja se stvara u okvirima sadainjeg
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¢inoca svakog kreativiiog postupka - nedostatka #
aALYao uslmnw%;mm( ¢ beskrupuloznost u pon: \11111

i

umernika. Razvijanje individualnih likovnil jezika

poetika uslovljeno je ved uevrdenim wrerpretacijskim
modelima. i"\;\/,llt';ms: <>\';1i<\'ih parame u sisiemu

wmnetnickih 1. likovnih vrednost, na izvestan nacin,

, . R .
usporava i Hm\m razvo) 1 razmah maste kod umernika
koji danas stvaraju na ograni¢enom srednjebalkanskom

prostoru. U ovakvim uslovima ne mole se govorit o

kreativino] imaginaciji, ved o pastvnom rrermanu proslih
i ¥
11

i . Cid
iskustava koji neminovno vode u subjekiiving idealizam,

solipsizam 1 konformizam,

7a kreativi
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i postupak jugoslo » umetnickog procesa u

i Jecan oblik po-

eristican je jo

nasanja - prisustvo oprezd izaziva nedoslednost } romis l;

i ‘:Zaim}ié lodiranu :z‘;\,iv 1ot 3;

sadrzajno (ermotivao) osakadena, Sinteticko sh
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1 trenttku rezuleage konorolisanim L’m:mmz U

Jdentiterd” nemine

anje umet-
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percepciju njegovog iskaza. U ovakvon 71‘ismpu nemaogude

je Kasifikovat |
nikovog d«‘lm anja. N na ovom nivow komunikacija na
elaciji umen £ 86 0E MOTe Mz, Jer se ne

uspostaylja imu'zﬁwlj;l, kao bitan element ovog procesa.
[ I R
Umernost na tu Jugoslavije stvaraju | umetnici koji su
JHE

izgubill vaznu karakternu osobinu koja doprinos

delotvornijem konceptu - ublaZavanjom agresionoss
umanjile su se 1 mogucnosti originalnijeg istupanja i
izrazavanja. lzgleda da se prevazilaZenjem modela umet-
nosti kao isticanja kritickog stava suz(b)ilo polje
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kreativne modi umetnika. Problematsko pitanje o kon-
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je radi intiziviranja individualnil stategija 1 obogadiva-

nia vlastitih i ‘<ust wa
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ponsibilivy of both the

artist and the critic, who s hisher falihfid shadow. A max

OPCHICH] €SI Tes x’*/’t‘ f‘:”//‘z’/y//:‘(f/'// ’

dnalization, Lo unification and generalization of wriisiic
phenoimena and acts, produces very coberent statements

abour the neces s ’/(u////é

ving as a basis of artistic cre-
ation. A m//1/'i/‘zz///:[zfimz, i stratification and dismember-
ment, can wicover and anihilate falsely established values

which disturl the harmony of artistic modebs.

Recent Yugoslay art is complesely devoid of one elesenr of
cvery creaiive procedure - the lack of visk produced o certaln
surmoil and wnscrupulossivess [ the wrtists bebuavior.
Development of individual arsisiic languages and poetics s

retative models. A

conditioned by alreacly esublished Dnterg
variery of similar paramerers, wishin the system of wriistic
values, had, in fuct, slowed down ane hindered develop

ment and exubesance of imagination /g/)/;‘//},/.\ who work
vodsy i the Limited inid-Balkans region. Within similur

CLPCHPISEITES 00 cannor speak of @ crealive fnaginarion,
but only of @ passive treatiment of pasi experiences, which

idde

ineultably leads to subjective idealivm, solipsism and con

foriisim.

The varrent creative procedure of Yugoslaw artistic process iy
charucterized by yet another mode of belavior: the presence
of caution camses an Inconsequence in the reflection on art.
Measures taken 1o safequard the identity” inevitably ini-
ate a coded activ // which is (»//1/ red i 115 \/////m/ mdtter

/ ' L in this
smoment, results in @ controlled movement within the sphere

B i .
(// [ 1’!:/[(/1['(‘//‘ r’("/)r’(}(‘!i\'

i f//'///l’r‘l%

mding of

. o
b concepl. //'!//‘(11’/’/’3/( o] ///(’

ate and ne

/
artists 1 ,(//m/;/ by //fr:’)/!'('\ AR appropr STy per-

ceplion of ones own exp such an approach mukes i

tmpossible 3o classify and denominate the narure and char
on this level,

oy . .
compnicarion between the artist and the critic cannot be

acter of the a4

i action, Therefore, puc

established, sinply because there is no interaction, which is
an fmporiant element of this process.

Yugoslaw art has also been creaied by the artists who had

lost an /W/NH'//M/ /é‘/zzzzf'a) which contributes to the creation
of @ more efficient (/)r/((/)/ the tempering of aggressiveness
/?z,’ ]

/Zl?"{[/f[()/’l /ZI’M/ 5’/\'/)7"6’55[()/"1, [t seems //f/lf [/)f’ OUETCOT;

narrowed the possi of @ more original way of dec-
19 of the

Jeleat (g/ﬁ./l;;/ as social critigue has weakened the creative

power of the ar
trolled effects of arti
developed only superficially. The engagement of the artist

The problematic question abour the con-
e action can be approached and

individual

was 7‘(,’/)7'(’55{’(/[ for the sake of intensification o

.&‘/z"/[/(,’(f\//‘(/j (X/‘M,/ 972 1,"/7}’7'!(,’7',/1 /xf//)(‘?li()?'!/// C’X/)




,’*;,1;_1[uhx’;1[1jc aktuelne umemicke produkeije na
jugoslovenskom prostoru mogude je realizovati objek-
gvaom analizom 1 istupanjem na teoretsko - krititkom
platou. Ovakav postupak dobio bi svoy pravi znacaj i
istinsko znadenje kada bi se izvrsio de non praciudican-
do. Medutim, u uslovima u kojima se nada (jugosloven-
ska) umetnost razvija od pocetka poslednje decentje ovog
veka, nije bilo mogude izbedi razlicita umernicka
stanovidta koja su se importovala u preradenom obliku.
Pribvvatanje inostranih jezickih modela, koji su ponikli u
krilu post- i novih modernistickih strujanja, w okviru

Klasicnih likovnih disciplina (slikarstvo, skulprura) izaz-
valo je, s jedne strane, razvo] vilo divergentnih i nespo-
jivih wnetnickih pojava. U isto vieme odvijao se proces
multimedijalizacije, prozimanje razlicitth media se
wtvrdilo kao konstanta umetnickog postupka, §to je
rezulrovalo paradigmatskim uopstavanjem 1 ponitava-
njem autentiénih vrednosti ovog umetnickog ta.
Medutim, proces univerzalizacije ne uspeva uvek da
izbrige okvire lokalne tradicije. Ugledanje na moguénosti
prodlosti je, ipak, mnogo primamljivije od sagledavanja 1
prihvatanja opcja koje sadadnjost pruza. Usled ovakvog
stanja svesti naslucuju se naznake autistiénog ponasanja
wmernika, Zatvaranje u sopstvene strukeure, simprommi
naglafene introspekcije 1 retiracije proizvode dekonstruk-
tvno delovanje. Neangazovanost umetnika u kulturnom,
politickom 1 socijalnom okruzenju rusi idealizovani stav
0 njcgovoj ulozi u realnom sveru. Ipak, ova stanja apatije
i ravnodusnost ne traju dovoljno dugo da bi se porpuno

negirala umetnikova kreativna energija,
: £

Za umetnost koja se razvija u ogranicenom jugosloven-
skom prostoru karakteristicno je ambivalentno ponadan-
je 1 reagovanje njenih stvaralaca 1 interpretatora.
Umetnik toliko snazno tezi da udvrsti pozicije u sistemu
da se ovakvo njegovo istupanje na sceni jedino moze
objasniti potrebom za autoritativaim modelom. Iz tog
razloga razvijaju se situacije u kojima se umetnici okredu
izvangranicnim umetnickim strujanjima, prihvatajuéi s
merom sve ,inovacije” i ,nova iskustva” (koja se mogu
oznaéiti kao evociranje prodlih umetnickih uspomena). §
druge strane, zbog snazne individualizacije jezika 1 pocti-
ka, razvila se atmosfera kojom vlada pluralisticki duh.
Nepostovanje/negiranje heuristickog metoda iniciralo je
nomadisticko kretanje u sferi umetnosti i akcentovalo
odgovornost umetnika za sopstvene postupke.
Demistifikacija ustanovljenih normi je, u ovom slucaju,

proizvela banalne reakcije i redukovane efekee.

U slozenom umetni¢kom zbivanju koje karakrerise
akruelni trenutak jugoslovenskog prostora nije mogude
izvesti globalni zakljucak, uevedid opste mesto 1 oznacitt

A revici of the cavrenr artistic productivn in Yugoshivia
can be vealized throwgh an objective analysis, as well as
through a theoretical and critical approach. A sinilar pro-
cedyre couldd reach it full imporiance and decpest meaning
only if realized de non praeiudicando. However, the com
plete environment of the Yugoslav wrt of the 19905 could
ot /wg/m VATIOUS AVLISTIC positions /'m/w‘m/ it ity re-
processed forms. The acceprance of foreign linguisiic models
which had originated within posi- and new-nodernist cur-
vents produced a development of quite divergent and irrec-
oncilable artisiic phenomena within cassical art disciplines,
such as painting and sculpiure. At the same time, there way
i process of nulti-medialization golng on, so that the cross-
over of vavious media becare established as an obligaiory
element of artistic procedure, which, in turn, produced a
paradigmatic g'e'zzf'fyz//,zz///z)// and annihilation of authentic
values of this artisiic soil. However, the process of wniversal-
zation cannol ahways eradicate local traditions. Turning
ones self to the possibilities of the past s, still, more attrac-
tive than the adoption of options offered by the present. A
similar artistic mentality creates a certaln autistic behavior
of the artis. Self-comainment, acute introspection and
withdvawal produce o deconstructive action. Disengagement
of the argist within the cultural, political and social sphere
destroys the idealized image of histher vole in the real world
Still, this apathy and indifference do not last long enough to
deny completely the artists creative energy.

Art from the limited Yugoslav space is characierized by
ambivalent bebavior and reaction of its creators and inyer-
preters. 1he artist strives so hard 1o sirengthen histher posi-
tion within the system thar bisther aforementionce stance
could only be explained by the craving for an anthorivarian
madel. By the same token, there bappen situations where
artist orjentate themselves toward some extra-artistic cur-
rents and accept uncritically all imnovations” and ,new
experiences” (which also may be seen as evocations of past
artistic memaories). On the other hand, a strong individual-
ization of lunguages and poetics produced a certain pluralis-
tic ambiance. Disrespectldenial of the heuristic method ini-
tiated a nomadistic movement in art and sharpened ithe
problem of the vesponsibility of the arsist for histher own
actions. A demystification of established norms has, in this
case, produced trivial reactions and reduced effects.

A complex artistic scene of the contemporary Yugoslavia does
not lend itself easily to a global conclusion or common
denominator of all movements and actions of arsisis, who
are supposed to be carriers of universal messages. Still, it is
possible to single out some individuals as participants and
catalizators, interpreters and integrals of known/established
or newlimplied phenomena. Such a discontinuity of artistic

Aleksandras Estela Bjelica




Aleksandra Estela Belica
zajednich imenitelj za sva kretanja, ponasanja i delova- stples, movements or tendencies, does not denote the numb
nja umetnika, kao nosioca univerzalnih poruka. Moguce ness of the scene, but, perhaps, reveals a slowed-down reac-
je izdvojiti pojedince kao udesnike 1 katalizatore, kao vion and reluctance to address and face the established artis-
tumace { integrale poznatih/utvrdenth ili vic reality

novih/nasluéenih pojava. Diskontinuiter umetnickih
stilova, pravaca ili tendencija ne znact bezuslovno
obamrlost scene, ved mozda samo usporenu reakeiju i

nezainteresovanost za obracanje ili sueljavanije sa

vazecom umetnickom realnodéu,
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lgor Antic

Zguivana perspektiva, 1990.
fal
instalacija od pletene Zice, © 0,28 mm

830 x 780 x 100cm

The Mashed Perspective, 1996
installation made of woven wire, (0 0.28 em
830 % 780 x 100 cm







Srdan Apostolovi¢
Peculiar Conflict, 1995-6.
celik, drvo, compact disc, 46 X 13 X 8cm

Peculiar Conflict, 1995-6
steel, wood, compact disc, 46 X 13X 8 em

Brutal Sampler Conflict Master, 1995-6.
Celik, drvo, compact disc, 51 X 13 X 15cm

Brutal Sampler Conflict Master, 1995-6
steel, wood, compact disc, 51 X 13X 9 cm




!‘

Stavljanje kulture u predvidene (prostorne) kontekste, enterijere za odvijanje bezazlenih apoliticnih manifestacija, osuduje kulturu na
specifiéan vid pripitomljenog intelektualnog elitizma bliskog potrebama vlasti koja tako ostaje netaknuta od strane kritike, ve¢ okruze-
na | zasticena istorijom. Istorija je ubedljiv, ohrabrujuci faktor, zgodan oslonac neutvrdivih istina, izvor iracionalnih emocija i spas od
sagledavanja stvarnosti. Ona je formula nepresusne manipulacije koja omogucuje identifikaciju naroda sa vrednostima naizgled prois-
teklim iz samog naroda, a zapravo nametnutim radi Cistog komoditeta vlasti. Kultura nije segment drustva vec¢ njegova sustina. U kra-
injoj liniji, osnovni vidovi manifestacije vlasti jesu glupost, indiferentnost i apatija, faktori nerazdvojivi od jedne ¢isto kulturne stvarnos-
ti. Na pokusaj virtualizacije odnosa izmedu Coveka i kulture, na pokusaj institucionalizovanja, izolacije kulture u jedan aspekt drustva
(kakav je, na primer, nacija) potrebno je odgovoriti strategijom kontinuiranog kretanja, izmenom prostora, udaljavanjem od utvrdenih
yrednosti i stereotipnih ubedenja: kretanjem od stanja totalitarne, neznalacke kulture vodene politickim sredstvima vlasti do stanja
politicke kulture u kojem bavljenje politikom podrazumeva opsirno sagledavanje kulture.
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Dejan Atanackovic

(lz)lz)r?zovni karakter poraza, i e
b3
poster 50 X 70cm, tekst

formata A4

Lhe Educational Character of
the Defeat, 1996
poster 50X 70 cm, an A4 text

fotor Dejan Atanackovic
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Plaging culture in predictable spatial contexts, interiors for harmless apolitical manifestations, condemns it to a specific sort of
domesticated intellectualized elitism, close to requirements of authorities that, untouched by critique, remain surrounded and pro-
tected by history. History is convincing, as well as encouraging. It is a suitable support for unverifiable truths, a source of irrational
emotions, a refusal to face reality. Culture is not a segment of society, but its very essence. Besides, the most fundamental mani-
festations of power are stupidity, indifference and apathy which are all factors inseparable from a purely cultural reality. To the attempt
ofVirtualization of the relationship between man and culture, to the attempt of isolation and institutionalization of culture into a-seg-
Ment of society (such as nation), it is necessary to respond with a strategy of continuous movement, by changing environment and
Moving away from established values and stereotyped convictions, which precisely means moving away from conditions of totali-
tarianism and ignorance promoted by political authorities and towards a political culture in which political action implies a global com-
prenension of cultural issues.
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Biljana Bakaluca

Kvadrat, kvadrat, kvadrat, 1996 ‘

drvo, promenljive dimenzije

Square, Square, Square, 1996

wood, various dimensions




Mariela Cveti¢
Duga, 1996.
epruvete, terpentin, voda, 180 X 18 X 2,3cm

The Rainbow, 1996
test tubes, turpentine, water, 1 80X 18 xX2.3 cm

[ am certain of nothing but the holiness of the Heart’s affections and the truch of Imagination”

,Osecaj za vecnost i prijemcivost za ¢udo nosi u sebi samo rano
detinjstvo; zakoni fizike i matematike najcesce se pobrinu da sve
objasne, a razocaranje da ¢uda, u stvari, nema (narocito ne iza
ogledala), veoma brzo bude zaboravljeno. I ceo zivot vise nije
dovoljan da vrati trapavo ugusenu sposobnost prepoznavanja
¢uda i &ula ponovo udini osetljivim za veliku misteriju. Jednom
reden analiticki um, naoruzan suvie velikim i odve¢ ambicioznim
znanjem, da prirodu objasni egzaktnim (?) zakonom, uspeva da
celokupnu poeziju ,kisnog luka na nebu” (fr: Parc-en-ciel, engl:
rainbow, nem: regenbogen) svede na Njutnovu teoriju prelaman-
ja svetlosti na sfernim povrsinama.

Kako rekonstruisati dugu detinjstva, bez mogucnosti da se ne
misli na Njutna; kako se secati, u nozdrvama registrovanog,
lakog isparavanja kisnih kapi obasjanih ne-znam-odakle-sad-
suncem?

Posveéeno Johnu Keatsu, jednom od najvecih engleskih roman-
tidara, ,who drunk Newton’s health and confusion to mathe-

matics” **.

** John Keats by Walter Jackson Bite, Oxford University Press, 1964.

s~ S RS
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*

John Keats to Benjamin Bailey

* Letters of John Keats, London, Oxford University Press, 1954.

Only in early childhood could one be sensitive to eternity and sus-
ceptible to wonder. The laws of physics and mathematics, most
often, succeed in finding an explanation for everything and we
quickly forget disillusionment made by the insight that wonders
(and especially those behind the looking glass), actually, do not
exist. Alas, even the rest of our lives is not sufficient to refresh our
senses and make them sensitive to the grand mystery - we won't last
long enough to restore the clumsily asphyxiated ability to recognize
a wonder. The analytical mind, too knowledgeable and too ambi-
tious, when determined to explain nature by exact laws, succeeds in
reducing the whole poetry of the rainbow [larc en ciel (Fr);
Regenbogen (Gr)] to Newton’s theory of the refraction of light on

spheric surfaces.

How can we, then, reconstruct the rainbow of childhood without
thinking of Newton? How could we remember the subtle rain mist
(recorded once in our nosetrills) lit up by a suddenly and mysteri-
ously appearing Sun?

Dedicated to John Keats, one of the biggest English romantics, ,,who
drunk Newton’s health and confusion to mathematics”
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StaniSa Dautovi¢, Vladimir Maruna i Slobodan Viléek, Homo luminis, vinum homini, 19986 [
|

|

Instalacija: jedan TOSHIBA Lap-Top kompjuter, 384, 4 Mb RAM, SVGA Color LCD; dva HEWLETT PACARD Omni-Book
S P i

kompjutera, 386, Flash ROM Disc, BW VGALCD; jedan CANON SVGA Color V Tl W LCD (Liquid

o X o
Crystal Display); dva TEXAS INSTRUMENTS SR-50A kalkulatora; jedan ‘ ! '::5_ ?&.;_"" laboratorijski |
izvor jednosmernog napona (DC voltage generator), 0V-25V; 5A; jedno industrujsko “‘ ! : napajanjie |
(industrial AC/DC power supplay), AC 220/110V DC 24V, 8A; 60 LED (Light i Emitink :

Diode), 3.5V 10mA, @ 3 mm, Zute (tj. boje ,belog” vina); 60 LED, 3.5V 10mA, J  3mm),
konverter RS§232RS485; tri ADAM modula, Digital Output 4001; C-ART

DEVELOP- -?? = = | MENT razvojni sistem, American Way Project; Plasma clouds: granulity=0.7, slow

cycling (from Fracting Shareware program); dva opticka monomodna vlakna

(monomode % optical fiber), 0.5mm, duzina 0.7m; Flat-cable, 40-tozilni, 100m, beo; dva kovéega, <

o B L 5 A 3 1.2X7x0.6m i 1X0.6X0.4m; dve mat sijalice, 25w; trimetalna stuba, 2 X 4 X 300cmj |
306 litarskih flasa crnog i belog vina; 13 buteljki (12 punih belog vina + jedna prazna); | 70 praznili
vinskih flasa (bele, braon, zelene). Installation; a TOSHIBA lap-top PC, 384, 4 Mb B / RAME 1
SVGA Color LCD (Liquid Crystal Display); two HEWLETT PACARD Omni-Book | \ | computets, i
386, Flash ROM Disc, BW VGA LCD; a CANON SVGA Color LCD; two TEXAS : / ﬁ“il INSTRU—
MENTS SR-50A calculators; a DC voltage generator, 0V-25V, 5A; an industrial . AC/DE

power supply, AC 220/110V ® DC 24V, 8A; 60 LED (Light Emitting Diode), 3.5

10mA, & 3mm, yellow, i.e. the color of white wine; 60 LED, 3.5V, 10mA, @ 3mm, red; a converter

RS232 ® RS485; three \ ADAM modules, Digital Output 4001; a C-ART DEVELOPMENT

OUTPUT development

system, American Way Project; Plasma Clouds: granuity=0.7, slow
two-color cycling (from: Fracting Shareware program); two monoxide optical fibers, 0.5mm

length 0.7m; a Flat-cable (40 X 1), 100m, white; two chests 1.2 X 7 X 0.6m and 1 X 0.6 X 0.4m; two dimmed light-bulbs, 25W; three

=mpty); 70 empty wine bottles (white, brown=and green). Ho’morlumi}nis, vinum homini, 1996.

|
|
|
metal pillars 2 X 4 X 300cm; 36 11 bottles of white and red wine; 13 squat wicker-covered bottles of wine (12 full of white wine plusil ’



Velika apstrakeija, 1996.
panel ploca, emajl, cca 450 X 600cm

The Big Abstraction, 1996

panel board, enamel, cca 450 X 600cm




Zoran Dimovski

Bez naziva # ,Izostravanje”, 1990.
olovka u boji na papiru, 425 + 760 X 210cm

Untitled # Focusing
colored pencil on paper, 425 + 760 X 210cm




Vera Denge

Slika 996, 1996.
kombinovana tehnika, 150 X 120cm

Painting 996, 1996
combined technique, 120 X 150cm




Mirjana Dordevié

Bez naziva, 1996.
guma 200 X 132,7cm

Untitled, 1996
rubber, 200 X 132.7 cm

foto: Vlada Popovi¢
lzvodenje rada omogucio GUMINS, Novi Sad




Uros Durié¢

Let u borbu za novu umetnost
- uvod u bespredmetni autonomizam, 1996.
ulje na platnu, 60 x 40cm

Flight into a fight for a new art
- introduction into the Non-object Autonomism, 1996
oil on canvas, 60 X 40cm
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Vesko Gagovié

Bez naziva, 1996.
staklo, metal, drvo, boja, 6 objekata 27 X 27 X 7cm

Untitled, 1996
glass, metal, wood, paint, 6 objects 27 X 27 X Jcm




Darko Gaiji¢
Bez naziva, 1996.
kolor fotografije, cca 300 X 300cm

Untitled, 1996
color photographs, cca 300 X 300cm




Daniel Glid
Ljubavna slika, 1996.
ulje na platnu, 150 X 130cm

The Love Picture, 1996
oil on canvas 130 X 150cm







1 ‘96 11
s, 19X 55 X 136em




5:1996. ‘

S figurina, 12x3x3cm na povisini 240x60cm

Tush, 1996 =5

35 figurines, cca 3 x 12 x 3 cm, on a surface of 240 x 60cm
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Ivan llié
Bez naziva (PSS 96 PRODUCT), 1996.
staklo, guma, metal, tekst, 200 X 120cm

Untitled (PSS 96/PRODUCT), 1996
glass, rubber, metal, text 200 X 120cm

foto: Vlada Popovi¢
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Nina Koci¢

Comtesse de la Fayettes, 1996.
pudrijera, reprodukciija, transparentni sapun sa patinom

7,5%7,5%2,5cm
Comtesse de la Fayette, 1996

a poudriere, a reproduction, a transparent soap with patina

7.5X7.5X25m

Pogled usana, 1996.
reprodukcija u segmentima, transparentni sapun
6x17%x2,5mi8x11x2,5m

The Gaze of Lips, 1996
a segmented reproduction, a transparent soap.
17 X6 X2.5cm and 11 X 8 X 2.5¢m

foto: Despot Brki¢




Stevan Koji¢
Bez naziva, 1996.
Terakota, 34 X 4 X 3cm 1 23 X 5 X 3cm

Untitled, 1996
terra-cotta, 34 X 4 X 3cm and 23 X 5 X 3cm




Milan Kralj

B. L. Y. Lamenti, 1996.
ulje na platnu, 125 X 200cm

B.LY. Laments, 1996
0il on canvas, 125 X 200cm

Bez naziva, 1996. -
ulje na platnu, 125 x 200cm

Untitled, 1996
0il on canvas, 125 X 200cm




Aleksandar Kujucev
Bez naziva, 1996.
monohromatska fotografija, triptih, 51 X 103cm

Untitled, 1996

a monochromatic /?/mmgm/)/r, a f/‘l])l‘]/t'// 51 X 103cm



Branka Kuzmanovic

Pomeranje {, 1995-6.
pleksiglas, ()glcdal(), guma, folija, R=17,5 % 1,4cm

The Shift I, 1995-6
Plexiglas, sirror, rubbes, foil R=17.5 x 1.4cm

Pomeranje 111, 1995-6.

pleksiglas, ogledalo, guma, folija, R=17 % 1,7cm

The Shifi 111, 1995-6
/)/(:’,x‘ig’/zz.v, mirror, rubber, ‘/(7)/'/ R= 17X 7cm




Mijlica Lagcevic i Vladimir Sojat
4 -

Tyyinkle, twinkle, little star, 1995-9.
video rad, trajanje: 640"

Twinkle, twinkle, little star..., 1995-96

video work, duration: 6'40”




Olivera Marié

Terokanelure, 1995.
Terakota, 12 plocica 12 X
14cm

Terracannelures, 1996
terra-cotta, 12 tiles 12 X 14cm




Dejana Marisan

Mini - mega - mau - mau, 1996.
akril na platnu, 140 x 110cm

Mini - mega - mau - mau, 1996
- acrylic on canvas, 140 X 110cm




Sreten Milatovic
Bez naziva, 1994-5.
terakota, staklo, drvo, olovo, 8 objekata 18 X 25¢m

Untitled, 1994-5
terra-cotta, glass, wood, lead; 8 objects 18 X 25¢m




Mihael Milunovié

‘Istok - zapad, sever - jug, 1996.

platno, drvo, ¢elik, 2 objekta 200 x 50 X 3cm

West - East - North - South, 1996
canvas, wood, steel; 2 objects 200 X 50 X 3em



Tatjana Milutinovié-Vondradek

Kiéna $uma, 1996.

kombinovana tehnika, 15 % 23 X 7em
, The Rainy Forest”, 1996

combined tef/ﬂilic]ue 15x25 X Jom
(mixed media)




Milorad Mladenovié

Paviljon, 1996.
10 maketa: drvo, staklo, papir fluorescentne boje, 20 x 30 X 2,5cm
projektovani crtez na zidu, akrilna boja, grafit cca 120 X 400cm

The Pavilion, 1996
10 models: wood, glass, fluorescent paper 20 X 30 X 2. 5cm
a drawing projected onto the wall, acrylic color, graphite, cca 120 X 400cm







Tanja Ostojié¢

Lic¢ni prostor, 1996.

mermerni prah na podu (500 X 500cm), sopstveno telo -
prisustvo u trajanju od dva sata, Cetiri fotografije na zidu
postavljene po izlasku autora iz prostora, 24 X 30cm

The Personal Space, 1996

marble powder on the floor (500 % 500cm), the author’ body
present during two hours, 4 photographs (24 X 30cm) on the
wall, placed afier the author had left the space

foto: Sasa Gajin
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Dusan Petrov

e,

-

" Sadrzaj, 1996.

drvo, staklo, cca 60X 40 X 20cm

The Content, 1996

e

wood, glass, cca.60°X 40 X 20cm




Sanvila Porej

(Ne)uslovljene, 1996.

kombinovana tehnika na platnu, 113 X 113cm

(Un)conditioned, 1996
combined technique on canvas, 113 X 113cm




Dejan Saric¢
Radijacija, 1996.
grafit, drvo, 60 X 220 X 60cm

Radiation, 1996
graphite, wood, 60 x 220 x 60cm




Srdan Simanovi¢
Celije 1-21, 1996.
livenl aluminijum, 250 X 200cm

Cells 1-21, 1996
cast aluminum, 250 % 200cm




Srdan Stanéié

Bez naziva, 1996.
ulje na platnu, 100 X 130cm

Untitled, 1996
oil on canvas, 100 X 130cm
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Summer Time, 1
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5

kombinovana tehnika na platnu, 1

996

Summer Time, 1
combined technique on canvas, 120 X 80cm
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Vesna Tokin i Jelena Marinkov
Osecanje I'i Osecanje II, 1996.
video rad, trajanje: 2 X 15°

,Feeling I” and ,Feeling II”, 1996

video work, duration: 2 X 15’

foto: Zoran Medo
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+ =, 1996.
kompjuterski crtez, 425 x 425c¢m

+ — 1996

\
|
\
\
\
‘ Dragan Trajkovski
! a computer design, 425 X 425cm




Veliko Vujadic
Duboko more, 1996.
kombinovana tehnika, 80 X 300 X 2cm

Deep Sea, 1996
combined technigue, 80 X 300 X 2cm







Nagrade / Awards

Grand Prix:
Srdan Apostolovi¢

Tri ravnopravne nagrade :
Igor Antié
Uro$ Durié
Milorad Mladenovié

‘Nagrada fabrike SARTID:

Tvan Ili¢







Nebojsa Vilic

JEDNA PRICA U APOTECI
NA STEPENTCAMA

UDISATT-TZDISATT e p(mn\’ku radova tr
makedonske umetnice koja nastoji prici temi prostora u
kojem je postavljena. Ovo je u sklopu recentnih razmish
janja makedonskih umemnika na nekoliko organizovanih
izlozhi v zaduje vl godine koja su vedinom vezana bilo
za obmidljanje prostora (u kojima se radovi postavijaju) |
njegove arhitektoni¢nosti, bilo za njegove prodle price ili
aktuelnog sadrzaja. Tadnije receno, sami se radovi
obmishaju za date specificnosti tog prostora. Sve Cedde
PIISUSIVO PrOSTOINOST 1 poveznosti s njorm u ovim
radovima pomestaju ved etablirane pristupe umernickom
delu na scent. Sa druge strane, unodenje koncepata,
retorcike il naracije omoguduje lociranje ne vide umer
nickog proizvoda, forme, materijala, ve¢ umernickog
htenja, stava, odluke. Pui tome, pristup dtljivosts ne
zalazi u nerazumljive metafizicke kodove, ved jen-

dostavnoj igri prepoznavanja lakih stereotipnih znakova.

UDISATT -TZDISATL je, ustvar, jedna
postavka-prica. Radovi Mirne Arsovske, Violete

Capovske 1 Iskre Dimitrove ovom prilikom vide ne

pakazuju, ved govore o pristupu zivom 1 telu (kao nesio-
2

cem tog Zivog) kroz prostor Apoteke kao specificne
lokacije. ‘Daly’, kao jedan od viSe mogudih specifikuma
ove lokacije podatnib za pricy, je odabran zbog rirma
kojim se ostvaraje. Materijalizacija tog ritma jeste per-
manentno alterniranje fizickosti, sada organizovanog
prostora. Udisaji 1 izdisaji, kao manifestacije daha,
materijalizuju se ulaskom u i izlaskom iz ili kretanjem
kroz prostor. 'lime, ulazak zivog u ramni prostor’
Dimitrove jeste suocavanje sa ‘dahom’ sa kojim se ‘elo’
na podu materijalizuje putem svetlosti; ulazak Zivog u
‘svetli prostor’ Cnpovskc dotice se nezaih i transparent-
nih ‘slika stvaralaca ‘daha’; ulaskom Zivog u ‘tamni pros-
tor’ Arsovske uvodi se u isceljiteljski prostor 1 proces u
kome pijavice gmizu preko dijagnosricimnih pluda.
Isceljeno 7ivo, vradajudi se, 1z ‘tamnog prostora
Arsovske, prelazi u ‘svetli prostor’ Capovske u kome je
zivo napustilo strah, da bi se, konacno, uzlaskom u
‘tamni prostor’ Dimitrove ponovo susreo sa esencijalnim
pitanjem zivota | smrtl. Sa izlaskom iz postavke to isto
Zlvo ostvaruje katarziéni proces kroz l<oji je pro§lo, 1sto

ONE MORE STORY ABOUT
THE PHARMACY ON THE
STATRWAYS

INHALES - EXHALES is an exposition of works by three
Macedonian artisty intending to z//)([)i‘(//l('/’ the theme of the
space b which it s exposed. This issue is in accordance with
the vecent thoughts of the Macedonian ariists presented on
severid exhibitions in the last three year which were connect-
ed either to the concepting of the space (wher the works
were placed) ine its wrchitecturness, whether for its former
stories or actyal content. More precisely, the works them
selves are concepted iccording 1o the specificity of the partic-
ular space. The frequent presence of the spatial and connec-
thons with it in these works of art transit the alveady estub-
lished approaches to the work of wrt on the art scene. On
the other hand, the entering of the conceps, rheroric or nar-
ration, enables location of the artistic will, statement, deci-
sion instead of artistic prochuct, form or material.
Accordingly, the approach towards the reading does not lead

into uinterpretable metaphysical codes, but towards the sim-

ple game of recognizing the light stereotype signs.

INHALES - EXHALES Is, in fact, one exposition-siory.
The works of Mirna Arsovska, Vielets Capovska and Iitra
Dimitrova in this accasion do not present anymore, bui

speak abour the approach to the “alive” and the body (as a
carrier of life) through the spa ce of the Pharmacy as a spe-
cific location. The “breath, as one of several specifities of this
location pliable for a story, is chosen because of the thythm
through which it is achieved. The materialization of that
rhythm is a permanent alternation of the physicality, now
however, of the organized space. Inbales and exhales, as a
777/1/'1/]5351,71[/'{)71 ()/ “the ‘breath’, are 777/1[{’7‘1‘/1//2/7’15{ them selves
with the entering in and exiting from or moving through
the space. Hence, the entrance of the “alive” in Dimitrova’s
dark space’ is encountering of the “breath’ by which the
body on the floor materializes it self with the light; the
entrance of the “alive” in Capovskas ‘bright space’ touches
the soft and transparent ‘tmages of the ‘breath’ creators; the
entrance of the ‘alive” in Arsovska’s dark space means
entering of the process in which ihe leeches are crawling over
the diagnosticated lungs into the healing space. The healed
“alive”, returning back from Arsovskas dark space’ passes to
Capovskds ‘bright space’ in which the “alive” has abandoned
the fear, so that finally, by entering Dimitrovas dark space’




onako kao kada se iz Apoteke izlazi sa veltkom nadom u

ordravljenje,

UDISATT -1ZDISATL je postavka-prica koja
potencira Aporeku kao lokaciju bolnog, 1 zbog toga
nelagodnog, 1 koja kroz daly govort o permanentnom
substituctiom kararzicnim .. u ciklicnom ricou .

(;mmog - S\'C([()g - (Lli’lll\()g - S\l‘(l()‘g - (lllllllﬁg

: / o )
it meets oice mere the essential guestion of life and deach.
By exiriing the exposition the same “alive” achicres the

cathaitic process thiough which i has passed, precisely like

wheit leaving the Phapmacy with a greas bope i bealing.

INHALES - EXHALES s an exposition-stery which
emphasizes the Pharinacyas a location of the painful. wud
becanse of that the uneasy, speaking through the “breath’
about the permanent substivution by the cathartic .. in a
hythin cycle .. of the dark - bright - davk - bright -
durk...
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Pluca - disanje, 1996

Graficki otisak na svili, svetlosni snop

Loungs - bieeding, 1996
Pring on silk, pencil of light vays

Strana 895

Mirna Arsovska

Autobiografija - dijagnoza, 1996

Rendgenski snimak pluca, staklena cinija, voda,

pijavice, neonske cevi, svetlosni snop
Autobiography - Diagnosis, 1996
Xeray photograph of loungs, glass bowl, water,

leeches, neoi tubes, pencil of light rays

Strana 86

Iskra Dimitrova

Thalamos, 1996

Testo, brasne, svetlo, glas

Thalamos, 1996
Dough, flour, light, voice

Strana 87
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ilija Bakic

VALERI MRAKA

Mada se najcesée podrazumeva (i ne zapaza) crno, crna
boja, odsustvo boje, trajni deofpratilac strip creeza, opo-
nent beloj, ume, u rukama majstora, ne samo da obz-
nani svoje postojanje vec i da izbori sopstvenu egzistenci-
ju koja ima posebne zakone 1 pravila. U talvom obrtu
svakodnevni prizori, senke ili cak puke mrlje pocinju da
dive i pulsiraju, didu, grade jedan magijski crni lavidnt u
koji su ugradene athetipske slike. Zradi i tog mraka

mnodtvo nagoveltaja, slutaji.

Cipke senki razapetih oko belina ili gromade crnog u
£ g
sudaru sa svetlom uokviruju svaki pokret, mrzou ga vise

no §to moze “obieni crre?, stezu u nepopustive kandze.

Oko posmarrada klizi niz linije dodira, “lintje loma™ (D.
Pavleov), évrste linije tog fronta, “Crno-bele podele”,
tone i isplivava 1 ponovo tone, sve blize opijenosti igrom
u kojoj sve dotad znano biva oneobiceno i iznova novo,
disto, svere i obedavajuée. U toj zacudnosti i radost
otkrivanja skidanjem vela sa svagdadnjeg, reci t price

bivaju puni znagenja, otezaju od poruka.

Crno nas tada vodi ka novom nivou dozivljaja, ka novoj

osecajnosti.

Multimedijalna izlozba “Crai strip” predstavlja radove
Aleksandra Zografa, Wostoka i Grabovskog, nadolazedeg
talasa novog JU stripa 90-ih, odnosno likovne umetnice
Vesne Tokin.

Aleksandar Zograf - Saga Rakezi¢ (u “civilnom” Flvotu),
prisutan na ovdadnjoj strip sceni ve¢ vise od deceniju,
promovise duh otvorenosti novom u devetoj umetnosti,
Zahvaljujuci svojoj upornosti Rakezié je uspeo da
preskoci ovda$nje tradicionalizme i da zaroni u §iroku
altetnativu svetskog stripa koja kao mreza subkulturne
zavere obavija zemljinu kuglu. U nadolazecoj globalnoj
osecajnosti Rakezicevi stripovi prepoznati su kao auten-
ti¢na viednost. Godine 1994. Pantagraphic Book
objavljuje njegov album “Zivot pod sankcijama”, a od
1996. godine za istog izdavaca (najveceg svetskog
izdavaca alternativnog stripa) crea strip sveske pod
naslovom “Psihonaut”.

THE TONES OF DARKNESS

Although bluck, most frequently, is only assumed (and not
perceived), black color, o7 the absence of coloy, which is a
constant partffollower of comic strips, can, in pmusterly
hands, not only declare but also legitimate its existence
which is justified by its own rieles and laws. Within such a
turnabout, common, everyday scenes, shadmus or even mere
$pots //a)gz'i/ 1o live, /)1//5/1[[‘ and breathe, so that f/:!ei)' all seem
1 construct a magic, black maze where svine areherypal
images lay hidden. Such a dartness irradiates a wealth of
bhints and premonitions.

The laces of shadows embrace white spaces, chunks of black
colliding with light embrace every movement, freeze it more
than an “ordinary” drawing can do, and squeeze it within

merciless claws.

The eve of the observer slides along the line of the contact,
ye o 4 !
(“lines of breakdown” - [D. Pavkov], firm lines of the front,
“black and white division”), dives, resurfaces and dives again,
ever closer to the drunkenness of a play where all well-known

) b
and ordinary becomes strange, renewed, pure, fresh and
promising. Within such an astonishment and joy of discovery
) & Joy o g
made by an unveiling of the ovdinary, words and plots become

/:772/)7’61(1}%/ [é’é/ /))/ 77%’5,)’[[(26’5 (l/Zé/‘/’ il/’[y Q/‘l?’lﬁl}ll‘/lg.

Then, black leads us towards a new level of experience, u
new sensibility.

The multi-medial exhibition “Black comics” presents works
of Aleksandar Zograf, Wostock! Grabovski, as well as works
of a significant part of the coming wave of the new YU
comics of the 19905, together with works of the lady-painser
Vesna Tokin.

Aleksandar Zograf, a.k.a. Sasa Rakezic in “civil life”, has
been present on the YU-comic scene for more than a decade,
during which he promoted a new spirit of openness within
the 9th art. Stubborn as he is, he bypassed the established
traditionalism of the local scene and dived directly into the
wide alternative of world comics, which embraces the globe
much like a network of sub-cultural conspiracy. Within the
coming global sensitivity, Rakezid's comucs have been appre-
ciated as authentic values. In 1994, Phantagraphic books
(the biggest alternative comics publisher in the world) have
published his comic book Life under sanctions, and this year




ALEKSANDAR IOGRAF

NN HEI, 28810 ME
M 618 Tako

> \NEPOVERLjIVO...T]
SUMNIAS U g‘ENf’

__ [ PANAS Cemo
< DA VAM 15PRIGAM
JEDNU LEPU

% PA_DOBRO,ID] |
ZABAVLYAT SE SAM,
~—_BEDN] CRVE!!!

MisLI® DA SMo
GLUPLA T) DA
SI PAMETAN ¢/




Ilija Bakic

Tematski raspon Rakezicevih stripova krece se od prica o
stvarnosti do pri¢a o snovima. Njegov crtez prepoznatljiv

je, ostar, precizan i krt.

Bavljenje stvarnos¢u podrazumeva stripove inspirisane
detinjstvom (u kojima struji dah iskrenog decackog
odusevljenja), alegorije na temu ustrojstva sveta (iz
vizure odraslog), a kulminira ve¢ pomenutim “Zivotom
pod sankcijama” u kome, bavedi se vremenom gradan-
skog rata u Jugoslaviji, autor ubedljivo, bez poli-
tikantskih i nacionalistickih balasta, secira stvarnost
haosa, zapanjujuce vreme sloma epoha u Zivotu jedne
zemlje i obi¢nih ljudi. Visual Report’s (predstavljeni na
izlozbi) objavljeni u americkom magazinu Reflex, nas-
tavak su belezenja svakodnevnog trajanja koje se otkriva
u svoj svojoj fantazmagoriji optere¢enoj mitskim, balas-
tom koleltivno nesvesnog. Crna boja ovih creeza, tek
ponegde izgrebana ziletom, ne bi li se pustilo malo svetla
u mrak, okvir je i lik beznada o kome govori.

Traganja za snovima nose u Rakezi¢evom dosadasnjem
opusu liniju nesputanog, razigranog 1 viSeznacnog.
Stanje hipnagogickog sna (svesnog sna) omogucava mu
da direktno preslikava svoje vizije u kojima se mnostvo
bizarnih likova (junaka crtanih filmova, dinosaurusa,
ozivljenih predmeta) nalazi u fascinatnim situacijama.
Crno ovih stripova (ovog podzanra koga Rakezi¢ hrabro
istrazuje) boja je mistike i tajni, ponekad stra$nih
ponekad punih radosti.

Wostok - Danilo Milogev (u “civilnom” Zivotu) $iroj
strip javnost je poznat od 1992. godine i pojave strip
albuma “Tstina o Jozefu K. i Gregoru Samsi”, nakon
koga slede brojni stripovi objavljeni po publikacijama u
zemlji i svetu. Jedan je od osnivaca strip magazina
“Patagonija” i najaktivnijih stvaralaca u yriackom strip
pokretu. U sopstvenoj reziji objavljuje “Podzemni zurnal
- Krpelj” koji donosi stripove u rasponu od distog ander-
graunda do eksperimenta u mediju. Svoju izuzetnu pro-
duktivnost i $arenilo tematskih usmerenja krije iza bro-
jnih pseudonima koji su (osim Wostok) Mediokritet,
Deda Ilija, Njostok, Dakke,...

Dosadasnji opus mofe se sagledavati kao kretanje u dva
pravea, ka andergraundu i ka groteski.

Andergraund segment najéeiée potpisuje kao
Mediokritet i ¢ine ga moralno subverzivni, cinicni,
raskalagni stripovi na sve zabranjene ili neprili¢ne teme,
od seksa do defekacije i ostalih fizioloskih nuzdi, te zlu-
rado ismejavanje strip konvencija i junaka kakvi su

Mandralk, Rip Kirbi, Zagor, Blek, Teks. Milosev je u

he begun publishing his comics The Psychonaut for the same
house.

Thematically, Rakezic’s stories range from reality-anchored
plots to pure accounts of dreams. His drawing is eastly rec-
ognizable, since it is always sharp, precise and sparse.

Rakezic’s analysis of the reality is well represented in his
comics inspired by childhood (marked by the spirit of gen-
uine, boyish delight), as well as in his reflections about the
order of the world (as seen by an adult). His meditation
reaches its artistic peak in the already mentioned Life under
sanctions. The book deals with the civil war in the former
Yugoslavia, and the author, free of any political or national-
istic burden, vivisects the reality of chaos and offers a con-
vincing portrayal of the breakdown of an era which has
marked life of a country and life of common people. Visual
reports (presented in this exhibition, and published in the
American review Reflex), represent a continued chronic of
everyday life, revealed in all its weirdness and burdened by
mythical content of the collectively unconscious. Black color
of these drawings (only sometimes scratched by a razor-blade
10 let some light in) is both the framework and the face of
the despair of which the author speaks.

The quest of dreams in Rakezic's work has something sponta-
neous, playful and polysemic in it. The state of hypnogogic (con-
scious) sleep allows him to directly translate bis visions where a
multitude of bizarre characters (cartoon heroes, dinosaurs, ani-
mated objects) find themselves placed in improbable, fascinating
situations. The black of these comics (of the sub-genre that
Rakezié boldly explores) is the color of mystique and secress
which are sometimes terrible and sometimes full of joy.

Wostok - a.k.a. Danilo Milosev in “civil life”, has presented
himself to & wider audience in 1992, when he published a
book of comics entitled The truth about Joseph K. and
Gregor Samsa, which was followed by a number of comics
published in Yugoslav and foreign reviews. He is one of the
founders of the Patagonia comic review, and one of the most
active artists within the Visac comic movement. He alone
stands behind The underground daily - Krpelj, which pub-
lishes comics ranging from the pure underground to experi-
ments within the medium. His exceptional productivity and
variety of themes are hidden behind pseudonyms such as
“Mediokritet”, “Deda llija”, “Njostok”, “Dakke”...

Basically, his work could be divided in two categories: the
underground and the grovesque.

The underground segment is most frequently signed by
“Mediokriter”. It is constituted by morally subversive, cyni-
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ovom svom liku stvorio specificnu tkonografiju sacin-
jenu od seksistickih i mazohisuckih pribora, tehnika i

{‘Cfig‘d p<>1nc§;mib sa fenomenima masovie ktlhlll\" I'Uk

muzike, filma, mode, CreeZ u ovakvim stripovima
namerno je grub, primitvan, a crna boja ovde asocira na

&

tabu, na podsvesne Zelje, pobude 1 snove.

Apsurd, teskoba, paradoks odlikuje segment koji uslovno
nazvasmo grotesknim {iako groteske ima t u prethod-
nom segmentu). Za te radove karakeeristican je kul-
tivisanijji stil rada koji svakako svoj razlog ima i u liter-
arnim predloscima kakvi su Frane Katka, Borhes ili
miadi srpski pisac Nabor Devolac (nastavljad tradicije
Katke 1 Harmsa). Prica “Prorezi na Krinki” sa ove izlozbe
dobar je primer za Wostokov postupak. lzbor price (].
Lorraine) dozvoljava auroru da se maksimalno rafinirano
poigrava maskama, zveStacenodéu, tajanstvom atmos-
fere, senkama, znadenjima postupaka, i tako kroz suip
provladi tesku atmosferu usuda. Crno u ovoj prici (i
sli¢nima, odnosne onima koje ismejavaju ljudsku
duhovnu bedu) je potpuno; to je crnost fatalnosti stradne

tajne.

Strlp “Luna” tandema Wostok - Grabowski (Grabow
vidack strip autor sklon kradim radovima bizarnih
tema), predstavljen kao slobodna parafraza proslavljenog
stripa “Prvi [judi na Mesecu” brace Nejgebaur iz 1953,
godine, pojavljuje se kao rad koji ne “li&i” ni na jednog
od svojih tvoraca t]. ni na jedan njthov samostalan rad.
Prica pleni lepriavoséu, poigravanjem nekim od opétib
mesta SF Zanra ali 1 uplivom razgaljujudeg apsurda u
avanturu. Vizuelna atrakiivnost postignuia je
chiaroscuro postupkom koji, uz umednu montazu prizo-
ra 1 tabli, podizava bizarnost defavanja. Sudau svetla i
rame ovde su u funkeiji zadudnosti 1 likovnostl. Croo o

“Luni” je plemenitog kova, namenjeno Culnom ulivanju.

Video rad Vesne Tokin je koloplet pokreta, igri i prepli-
tanja senki, ¢ime se maksimalno povecava tenzija koju
nedefinisani likovi bude kod posmatrada. Utisci zbun-
jenosti, iritiranosti postepeno prerastaju u klaustrofo-
bi¢nu mudninu. Sa nivoa racionalnog tone se ka primal-
nijim emocijama straha 1 nelagodnosti. Croo u ovom
radu egzistira u zaumnim prostorima instiktivnog.

Celokupna postavka izlozbe ¢ije smo elemente pred-
stavili takode nosi svoja znacenja. Odabrani prostor -
podrum, hladnoda i vlaga koji izbijaju iz zidova; rasko-
madani i po zidovima, podu, na i pod peskom, u akvari-
jumu, razbacani stripovi, ekran i ostala video aparatura
kao intervencije u prostoru, odnosno publika koja svo-
jim prisustvom dodatno oblikuje prostor izlozbe, zauzi-

caly wanion cartoons dealing wivh all forbidden or insolent
themes, ranging from sex to defecation and other physiologi-
cal actions, spiced with sardonic devision of cartoon conven-
tions and heroes such as Mandrak, Rip Kirvbey, Zagor, Black
and Téx. The underground Milosev bas created a specific
12'(}/105\77‘1110/,/)/ made of sexist and masochistic elements, rech-
nmiques and ferishisiic objecss, blended with the elements of
matss culture, such as rocknvoll, movies and fashion.
Whstoles drawing in the underground vein is intentionally
coarse and primitive, while black color suggesss taboos,
wnconscions desives, drives and dreans,

Absurd, anciety and paradox shape the segment which could be
labeled as grotesqise, although his underground segiment also
containg some grotesque elements. These works are characterized
by a more sophisticaed siyle, which is explained by a literary
inspiration drawn from Kafka, Borbes or from a young Serbian
writer Nabor Devolac, who, in bis way, consinues the tradition
of Kafkea and Harms. The siory Slits on the mask, presented in
this exhibition, illustrates well Wostocks style of work. The story
fwritien by . Lorraine) gives enough space to the author ro play

with masks, artificiality, mysterious atmospheres, shadows, and

meanings of acts, so that the whole story is enveloped in « heavy
asmosphere of dessiny. In ihis story, as well as in the other ones
deridding human spivitual misery, black is complete - this is the

darlness of fatality and horrible secress.

The comic book Luna was created by Wostock and
Grabowski, an author from Visac who prefers short works
based on bizarre themes. The book represents a free associa-
tion on the famous comic book The first people on the
Moon, creaied by Newgebaver brothers in 1953, Luna does
not bear resemblance 1o the wual siyles of its authors, and
its story is characierized by playfulness, variations on ihe

common /7//1(:(%5 (g/ ‘the SF genre, and ntrodiction ({/ ‘absurd

elemenis in the plot. Visual attractiveness was achizved
through a chiaro-oscuro procedure which, together with an
expert assembling of scenes and tables, supporss the bizarre
element of action. Clashes of light and darkness are used in
order to create the sentiment of wonder and pictorial bean-
ty. The black of Luna is one of aristocratic kind, intended
10 procure sheer sensual pleasure.

The video work of Vesna Tokin is a set of gestures, dance
movements and webs of shadows, which all exacerbate a
high tension that fuzzy chavacters have already created in
observers. Impressions of confusion and irvitation gradually
transform themselves into a claustrophobic nausea. From
the rational level, one slowly drifts towards primal emotions
of fear and discomfort. In Tokin’s work, black inhabits the

sub-rational region afz'mtim‘ts.




ma ga u nasumicno] koreografijis sve je to deo insta-
lacije, umetnickog rada {u postavcl je aktivnu ulogu
imao i slikar Zivko Grozdanid), kompleksnog defavanja
koje otkriva neke nove puteve Istrazivanja, izraZavanja i

prozimanja likovne 1 strip umetnost.

The whole setiing of the exhibition also has its proper
meanings. The ambient chosen (a cold, moist cellar, walls
vozing with humidity: comic strips cut o pieces and dis-
persed over walls, floors, sand spois and fishtanks; a sereen
with cables and other video equipment) represents in /‘L\‘zi//"
an intervention in space, additionatly shaped by the public
which roams around like in limbo - it is all a part of an
installation, a part of a work of art (the setsing was shaped
/{1' painter Zivko Grozdanié, a part of a complex /u(/;/wm'/zg
which reveals some new avensies of research and expression
and some new ways of cooperation between fine aris and

l/’é’ art ({]{l(‘zl?‘/()()fl,\'.










lgor Antic

Milana Simovida 4
21000 Novi Sad

Roden 1962, u Novom Sadu. Dl; slomirao

1988, na Akademiji umetnostl u Novom
Sadu. Stipendista francuske vlade ma Feole
Nationale Supeticure des Beaux-Arts v
Patizu u periodu 1988-90. Godine 1991,
polaznik lnstitut des Hautes Erudes en Arts

Plastiques u Parizu.

Born in 1962, in Novi Sad. Graduated from
the Acadeiny of Fine Aris in Novi Sad. in
1988, Received a scholarship of the French
government for Ecole Nationale Supérieure des
Beaus: Arts in Paris (1988-90). In 1991 he
attended Instivut des Hautes Etudes en Ars

Plastiques ir Paris.

Srdan Apostolovic

Bele Bartoka 2 11211 Borca
Tel: +381 11 724479
Roden 1963, u Beogradu. Diplomirao

1989, na Fakulteru likovnih umetnost u

2 o
Beogradu.

Born in 1963, in Belgrade. ( rraduated from

I

the Academy of Fine Arts in Belgrade,
1989,

Dejan Atanackovié

Luke Vukalovida 7
11000 mwmd

Tel: +381 11 403315

+381 11 893330

Via lzt marmora 36

50121 Firenze, Iml a

ld +39 55 57857

Roden 1969. u Beogradu. )1}71011111&0
1996. na Accademia di belle ard u Firenci.

Born in Belgrade in 1969. Graduated from

Accademia di belle arti, in Flovence, in 1996,

Adresa: Karadordev g 34/

Biljana Bakaluca

Dimitria Tucovida 25

26300 Visac
Tel: +381 13815092

Rodena 1971, u Viscu, Diplomirala 1996,

na Alademiji umetnost u Novom Sadu.

Born in Viiae in 1971 Graduated from ihe
Acadesny of Fine Aves in Novi Seedd, in 1996,

Mariela Cvetidé

080 /c nun
Tel 4381 11 606896

Rodena 1965. u Negotinu, Diplomirala na
Masinskom fakulrens 1 na Fakultetu
likovnily umetnosti u Beogradu 1992,

Magistrirala 1999, na istom fakulteru,

Born in Negotin in 1965, Graduated from the
Belgrade Polytechnic (Deparsment of
Mechanical Fngineering) and ihe Acadeiny of
Fine Arts in Belgrade, in 1992. Took her MA
in the Acacemy in 1965,

Stanisa Dautovid

Puskineva 40/
000 Nm’i Sad
Tel: +381 21 366308

+381 3, 13134

Roden 1964, u Beogradu. Formalno obrazo-
vanje: infenjer elektrotehnike, smer radu-
narska tehnika, Trenuwmo postdiplomac na
Prirodno-marematickom fakultetn v Novom

Sadu, smer Diskretna matematika.

Born in Belgrade, in 1964. Electrical engineer
and computing scientist by formal training.

of
Natural Sciences and Mathematics, in Novi
Sad (the section of Discreer Mathematics).

Presently, a graduate student at the Faculty




Dejan Dimitrijevic

Novoseljanski put 25
26000 Pandevo

Tel: +381 13512035

Roden 1968, u Pancevu, Di p\unum 1990

na Fakaleeru lkovaih umernost u

Beooradu,
Born in Pancevo, in 1968, Graduated from
ihe Academy of Fine Aris in Belgrade, in

[996.

Beogradu. Ma

HL I\K gRin

Born in Belorade in 1966, Graduased

the Academy of Fine Aris in Belgrade, in
1993, Took his MA at the same school, in
1995,

ii(;du a W(»%L u Kikindi. D1

t. na postdiplomskim studijama na

stoj Akademiji.

1 in 1966, Graduated
the Academy of Fine Arts in Novi Sad, in
1990. In 1994, begun her graduate studies in

the same school,

Born in Kibi

Dordevic

Vodovodska 56

HLOOD Beograd

oo Kandic
Moltkestr, 2
D-40477

Rodena 1967, u Beogradu. Diplomirala
1994, na Fakuleetu Hikovnih umernostl o
ng wdu, Od 1994 studira na Umernicko;

Cademiji u Diseldorty

Born in Belgrade, in 1967, Graduated from
/

7,
It

e Acadeny of Fine Arts in Belgrade, in
1994, From 1994 on, studies at the
Diisseldorf

At Avaeleny
Uros Burid

Muatapova 13

11000 Beograd

Tel: 381 11452680

Roden 1964, u Beogradu. Diplomirao

1992, na Fakultetu likovaih umetnost u

Beogradu. Od 1995, na posdiplomskim
£

studijama na istom fakulrers

Bors in Belws i 1964, { from
,

ihe /It‘////()m" of Fine Arts in Belgra

£, iz
1992, 1 1995, he begun C"//(:/Z///h stuelies i

the sanwe school,
Vesko Gagovic

Bulevar Lenjina 93
81000 Podgorica
lel: +381 81 54822

Roden 1963, u Niksidu. Diplomirao 1988.
na Akademiji likovnih umjetnost «
Sargjevu. Magistrirao 1990, na isto)
Akademiji.

Born in Niksié, in 1963, Graduated from the
Academy of Fine Arts in Sarajevo, in 1992,

Took his MA, at the same school, in 1990.




Darko Gajic jvan ilic¢

Dostreja Obradovica 15710 Partizanska 19

26000 Pancevo FLOOD Beograd

Tel: +381 1343324 Tel +381 11 5333982
Roden 1971, u Pandevu. Smdum YV godine ¢fo Kandic

Fakulteta likovinih umernosd u Beogradu

Moltkeser, 2
D-40477 Dusseldorf

Bors in Pancevo. in 1971, Student of the fifth -~ ) o
: o Tl +49 211 46540606

year at the Acadeny of Fine Arvis 1 Belgyade.

Roden 1968, u Beogradt i Od 1989-93 st
Daniel Glid dent Fakulrera likovnih umetnosti v
Beouradu, a od 1994, studira na

) " Umetnickol akademiin v Diseldorfu,
Putntka Gsa |

Bulevar vopvode
000 Beograd Born in Belgrade, in 1968, Studied ar the
Tel: +381 11 651829 Academy of Fine Aris in Belgrade (1989-93).
From 1994 on, siudies at the Diisseldorf Art

Academy.

¥

Roden 1963, u Beogradu. Diplomirao
1990, na Fakulreru likovnih umetnostl u
Beogradu. Magistrirao 1993, godine na

Mina Kocic
istom fakultetu, Nina Kocic

Born in Belgrade. in 1963, Graduated from
’ Vikasovideva 88

the Academy of Fine Arts in Belgrade, in

1990, Took his MA, at the saome school. in Tel 381 11 59554
N el +381 595541
1993,

1100 %wmm

Rodena 1961, u Beogradu. Diplomirala
Gabriel Glid 1992, na Fakulreru likovnih umetnosti u
Beogradu.
Bulevar vojvode Purnika 682
11000 Beograd
Tel w381 11651829

Roden 1966, 1 Beogradu. Diplon
1997, na Fakulrer ul kovnth wumetnostl u

Y

Beogradu. Magistrirao 1994, na stom

fakulteru

Born in Belorade, in 1966, Graduated from
i .

the Academy of Fine Arts in Belgrade, in

1992, Took his MA, at the same school, in Roden 1973, u Kikindi. Student IV, godine

Tel: 4381 230 22789

994, Fakulteta likovnih umetmnosti u Beogradu

B Born in Kikinda, in 1973, Student of the
;Eﬁma Grabovic fourth year at the Academy of Fine Arts in
Belgrade.

Goranska 12

26300 Visac

Tel: +381 13 814545

Rodena 1972, u Vricu. Autodidakt.

2. Self-educated.

Born in Visac, in 19




farodnih heroja 41a/42
11070 Beograd
Tel: +381 11 136621

Roden 1963, 1 Rangunu, Burma.
Diplomirao 1983, na Hunter College (Cin
University of New York) i na Fakulu
fikovnib umetnost u Beogradu 1992,
Magistrirao 1994, na Fakulweru likovaih

umetnost u Beogradu.

Born in 1963, in Rangoon (Burini).
Graduaied from Hinwer Colle »
Unsversizy o i 1984, and from
ihe Acaddemy of Fone Arts in Belgrade, in
1992 Took his MA at the same sehool, in
1994,

(Ciry

Aleksandar Kujucev

Brade Jerkovid 177
1 1000 Bcog;';xd
14381 11472706

(

Roden 1965. u Beogradu. Diplomirao

1990, na Fakuletu primenjenth umetnost i

dizajna u Beogradu.

Born in /fz’/\({m//(u i 1965, (r"z'/z(///z//(f//‘/mm
the Faculty of Design and Applied Ares in
Belprade, in 1990.

Branka Kuzma

Prvomajska 13

11232 Beograd

Tel: +381 11 869868

Rodena 1967. u Parizu. Diplomirala 1994.
na Fakulreru likovnih umetnost

Beogradu. Trenutno na pos[dipmn’lskim
studijama na istom fakuleru.

Born in Paris
Academy of

in 1967. Graduated from the
Arts in Belgrade, in 1994,

Presently, a graduate student ar the same

school.

Milica Lapcevic

Dositejeva 35
TTO00 Beograd
el +381 11 101133

Rodena 1962, u Beogradu, Studiraa na
Y;ll\uhum likovath umernostt u Beogradu i
na Konsthogskolan u Stokholmu. Radi |

S

izlaze pod umewmickim imenom Lilie

Ewgraphovitch.
Born in Belgrade, in 1962, Studied ar the

Acutdesmy of Fine Arts in />’z'/0f'/11/<' aitd at the
by

< pseudoiryin ///f

/\mm/mn, Folan, in Stockhols, Works and

exhibits wunder

Lwgraphoviich’.

Olivera Marié

Balzakov:
21000 Novi Sad
Tel: 4381 21 36060636

Rodena 1960, u Beogradu. Diplomirala
1989, na Akademiji umetnost u Novom

Sadu. Postdiplomac na isto] akademyji.

Born in [)’z’/g;‘z/{/«, in 1960, (;’/'1’14/////[('//‘/M//
the Academy of Fine Arts in Novi Sad, in
1989, Presently, a graduaie siuelent at the
same school.

Jelena

rinkov

fena 1963 u Y Srudi

Born in Vidac, in 1963, Studied philosophy

in Belprade.

ﬁ

Dejana Marisan

Polita Desandic¢a 1/a
21000 N{)\‘i Sad
Tel: 438121 56970

Rodena 1971, u Subotic. {)ipkmlim[a
1996. na Akademiji umetnosti u Novom

Sadu.

Born in Subotica, in 1971, Graduated from
the Academy of Fine Arts in Novi Sad, in
1996.
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Viadimir Maruna

Trg ][\ﬂ»\ 14/5
23000 Zrenjanin
M: F381 23 45490

Stjepana Mitova Ljubide 571
0 Novi Sad
Tel: #3871 21 330848

Roden 1965. u Zrenjaninu. Formalno obra-

sovanje: inzenjer elekerotehnike, smer racu-
narska tehnika.
Boviz in e

HOCr i 1‘1‘7//2/7J!l/f!kq RIS

o -
njainin, i 1965, Electrical engl

g ///i‘//f(!l Iiviidi

1?1\(\%

Sreten Milatovid

Roden 1960, v Mededem. Diplomirao
1992, na Akademiji likovnih umjetnosi u
Sarajevi,

Born in Medede, in 1966, Graduated from

the Academy of Fine Arts in Sarajevo, in
1992,

Roden 1967. u Beogradu. Diplomirao
1992, na Fakultetn likovnih umetnosti u
Beogradu. Magistrirao 1995, na istom
fak uh< tu, Trenutno na postdiplomskim

studijama na Lcole N;umna}c Superieure des

Beaux-Arts u Parizu.

Born in Belgrade, in 1967, Graduased from
the Academy of Fine Arts in Belgrade, in

1992, Took his MA at the sam
1995, Presently, a graduate student ar Ecole

school in

Normale Supéricure des Beaux Arts, in Paris.

Tatiana Milutinovic - Vondracel

Omladinskih brigada 10

0 Hw{g[';ul
Tel w381 11 674631
Rodena 1968, u Zadrw. Diplomirala 1991,
na Fakuleeru likovoih umernosti u
Beogradu, Magistrirake 1993, na istom
Fakuleecu.
Born in Zadar, in 1968, Gracduated from the
Acadesry of Fine Avts in /%’/(Hz’///w I 1991

Took her MA ar the same \1//(1()/ i 1993,

Wilorad Miadsnovid

7

Proleterskib brigada 3
11300 Smederevo
Tel: +381 26 221004
P38 1T 716533
Roden 1966, u Beoo

A 1‘11 i I,c’x\:z

i'il(gil .”L‘WS()]\’U'L!U e

b

onskom fakuleeru o 1
Diplomirao na Fakuleers likovaih vmernost
u !%cogmdu 1994, Trenutno na pu\szdlpinm—
skim studijama na istom fakultern, Od
1996, saradnik u nastavi na AF u Beogradu.
Sorn in Belgrade, in 1966. Satisfied afl course
requirements at the Faculty of Architeciure, in

Belgrade. Graduated from the Acacemy of

Fine Arts in Belgrade, in 1994, Begun his

, P y , s
giadudle studies at e saime school. In 1996

(//{’//1/// [ty
&

g at the | m////*' of Architecture,

as /ﬁ(”/u'/(////g’ dASsIsta .
Tanja Ostojic

Milentija Popovica 17/12
11070 Bmgr;ui
Tel: +381 11 147458

Rodena 1972. u Uficu, Diphmdinﬂ;\, 1995,
na Fakultetu likovnih umetnosti u
Beogradu. Od 1995. na postdiplomskim

studijama na istom fakulteru..

Born in Uzice, in 1972, /?"/zo/zt,zlm/fmm the
Academy of Fine Arts in Belgrade, in 1995. In
1995, she begun graduate studies ar the same

Acadermy.




Dusan Petrovic

Varvarimska 38

11000 Beograd
Tel 381 11 426577

Roden 1962, u Beogradu. Diplomirao
1987, na Fakuleetu likovnih umetnost o
Beogradu. Magistrirao 1992, na istom

fakubetu. Zaposlen na istom fakulteru kao
asistent, odsek vajarsevo.

Born in Belgrade, in 1962, Gradiated from
the Acadeny of Fine Arts [n Belgrade, in
1987, Took his MA ar the same school in

1992 Works ar the same school, as  tenct

assistant in the Departinent (?/‘.\‘(‘1//1/1./1//"('.
Sanvila Porej

Palmotideva 12
11000 Beograd
Tel: 4381 11 3229269

he. Diplomirala

Rodena 1966, u Beograc
1992, na Fakuleetu likovnih umernosd o
Beogradu. Magistrivala 1994, na istom

g ¢

fakulteru.

Born in Belgrade, in 1996. Graduated from
the Acadeny of Fine Arts in Belgrade, in
1992 Took his MA at the same school in
1994,

Dejan Sarié

Crkvena 60
11400 Mladenovac
Tel: 4381 11 8226191

Roden 1966. u Smederevskoj Palanci.
Studirao slikarstvo na Fakulteru likovnih
umetnostt u Beogradu, a od 1990. studira

na Kunstakademie u Diseldortu.

Born in Smederevska Palanka, in 19606.
Completed studies ar the Academy of Fine Arts
in Belgrade, and presently studies ar the
Kunstakademie in Diisseldord.

Srdan Stmanovic

Ledinacka 7

11000 Beograd
Brade Vukotiéa 1
31230 Arilje

el +381 31 891932

Roden 1961, u Yutirmu. Diplomirao 1992,
na Fakaleeru likovnih umetnosti u
Beogradu. Na postdiplomskim studijama na

istom fakultetu.

Born in Vucitrn, in 1966, Graduated from
the Academy of Fine Arts in Belgrade, in
1992, Presently

same school,

a graduaie stident ar the

Srdan Standic

Maksima Gorkog 38
26000 Pancevo

el 4381 1342217

Roden 1972, u Pandevu, Student Fakaliera
primenjenih unetnosti 1 dizajna u

Beogradu.
¢

Born in Pancevo, in 1972, Presently, a student
at the Faculty of Design and Applied Arss, in
Belorade.

Yiadimir %@ﬁ@iz

c/o Kostid
Nemanjina 5
1000 Beograd

Tel: +381 11 101133
Roden 1964, u Beogradu. Zavidio Pakultet
dramskih umetnosti u Beogradu.

Born in Belgrade, in 1994. Graduated from
the Faculty of Drama, in Belgrade.

Petar Sudulié

Blok Save Kovadevica 11,
21460 Vebas
Tel: +381 21 700296

Roden 1970. u Vrbasw. Diplomitac 1996.

na Akademiji umetnosti u Novom Sadu

Born in Vrbas, in 1970. Graduated from the
Academy of Fine Arts in Novi Sad, in 1996,




Yesna Tokin

Drinska 13

26300 Vrsac

Tel: +381 13 835401

Rodena 1969, u Vrscu. Diplomirala 1995
na Akademiji umetnost u Novom Sadu.
Born in Visae, in 1969, Graduared from the

Acadenry of Fine Aty in Novi Sud, i 1995,

Dragan Trajkovski

Mirtjevski venac 4/32

11000 Rcug{‘;id
Tel: 381 11 400562

Roden 1966. u Beogradu. Diplomirao
1996, na Fakulteru likovnih \smcmmti U

Beogradu..

Born in Belgrade, in 1966, Graduated from
the Acadenry of Fine Avis in Belgrade, in
1996.

Slobodan Vildek

0 Novi Sad

B‘m* Brkica 18
211
‘LI jsM 213955

Roden 1963, u Novom Sadu. Diplomirao
1990, na Akademiji

Sadu, eraficki odsek.

s 5

imetnostt u MNovom

Born in Novi Sad, in 1963. Graduared from
the Academy of Fine Arts in Nowi Sad,
Department of Graphics.

Veljko Vujadic

Blagoja Parovica 102a
030 Beograd
Tel: +381 11 2540187

Roden 1969. u Beogradu. Diplomirao
1994. na Fakultetu likovnih umetnosti u
Beogradu. Trenutno na postdiplomskim
studijama na istom fakultetu.

Born in Bc'/g/zzc/e, in 1969, Graduated from
the Academy of Fine Arts in Belgrade, in
1994, Presently, a graduate student at the
same school.

Mirna Arsovska

VarSavska 40
91000 Skopje
Lol 4389 91 258991

Rodena u Skoplju 1967 D'pl ymirala na
Fakultetu likovnih umetnost u Skoplju
1992,

Boirw in Skopje, (Macedonia) in 1967,
(m////h(lx’// //(/r// the Acade iy /1/ Fiie Arts in
Skapje, 1 1992,

Violeta ﬁap@vska

Juri Gagarin 83a, nas. Kozle
91000 Skopje
Tel: +389 91 24224

Rodena u Skoplin 1967, Diplomirala na
Fakultetu Bkovnih umetnosti u Skoplju
odsek grafika, 1991, Seudijsk ?w[ avak 1

Australiji od 1992, Clan DLUM-a od 1994

Born in Skopje (Macedonia), in 1967,
Graduaied from the Acadeny of Fine Aris in
Skapje, Departinent of Graphics, in 1991, In
1992, she effectuated a professional sojourn in
Awstralia. From 1994 on, a member of the

Association of Artisis of Macedonia.

%Hs%ﬂra Dimitrova

h?izm 30

1000 ‘)Impjy

d +389 91 112188
Fax: +389 91 (3 55

Rodena u Skoplju 1965, Diplomirala na
Filozofskom fakuleetu u SLopIJu 987.
Diplomirala na Fakuleetu likovaih umetnos-
ti, odsek skulpeura, u klasi prof. Petra Had?i
Boskova 1990.

Born in Skopje (Macedonia), in 1965,
Graduated from the Faculty of Philosophy in
Skopje, in 1987, In 1990, graduated from the
Academy of Fine Arts in Skapje.




