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FOREWORD

Artists communicate the ideas, beliefs, and
values of the cultures that shaped them through
the medium of art. For these communicative
efforts to be successful, the artist and the viewer
must share some contextual information. Art
is not a universal language, but quite culture-
specific. It is the curator’s job to create conditions
of display that will facilitate communication. It
behooves the curator to take every care that the
cultural, historic, and socio-political contexts of
the artists’ life and work are understood and
considered in the viewer's interpretative process.

At the risk of over-generalizing, the artistic DNA
of contemporary Serbian artists is going to retain
traces of Medieval Art, with all its Byzantine
religious themes and its focus on mystical and
symbolic representations. Similarly, the viewer
might safely assume that Serbian artists are
deeply influenced by their country’s turbulent
history which includes wars, shifting borders,
and political upheavals. This history has left
a mark on these artists” work. Much of the art
presented here can be interpreted as bending
towards explorations of identity, trauma, and
nationalism.



When trying to communicate with an
international audience, the challenges are
even greater for the artist, curator, and viewer
to be in sync. Specific symbols or cultural
references might be unfamiliar to the people
coming from other countries. Curators must find
ways to bridge this gap through interpretive
materials that enhance understanding without
oversimplifying. Our use of a hashtag in the
exhibition title, #SerbialnReallLife, is one more
contemporary method of encouraging viewers
to engage with contemporary Serbia and its
artists.

Finally, it is the task of the catalog FOREWORD to
invite you to experience contemporary Serbian
art in a prepared and receptive frame of mind.
Its other task is to thank the team directly
responsible for the exhibition's content. | am
completely indebted to our curatorial partners
who prepared me to engage with the art of
Serbia in all its diversity, helped me understand
the underlying forces still shaping Serbian
art today, and stay on top of all the logistical
challenges of an international exhibition.

Marija Milosevic is the founder and director of
Art for All Gallery in Belgrade, she has curated
numerous exhibitions locally and internationally.
With a Master's degree in psychology, Marija
integrates a humanistic approach into her
work, emphasizing the emotional and cultural
significance of art. Dedicated to cultural
diplomacy, she strives to connect Serbian
contemporary artists with global audiences,
promoting understanding and collaboration
across borders.

Dr. Vesela Sretenovic, formerly Director of
Contemporary Art Initiatives and Academic
Affairs at The Phillips Collection, is currently
an independent curator and founder of the
Nonalignedart platform. Originally from
Belgrade, Formerly Yugoslavia, now Serbia, she
has been an invaluable project consultant on
many levels and is the author of the catalogue
essay.

Elisabeth Escobar is an American art collector
and philanthropist who, like me, fell in love with
contemporary Serbian art and culture and wants
to share the artistic wealth with an American
audience.

Jessica Ban is an AU graduate student pursuing
an MA in Art History and Museum studies. Her
intellectual and organizational chops have made
this ambitions exhibition more than just a fever
dream.

On behalf of the students, faculty, staff, and
friends of American University, | welcome you to
the rich intellectual and aesthetic tapestry that
is #SerbialnRealLife.


https://urldefense.com/v3/__https:/nonalignedart.com__;!!IaT_gp1N!xptBIG6xTfCDV6ogy944ZAhGfLvZbIC5oobjxZ6r0VVI2GCw6Osyy6XzFR_J-U_ccQ8VjWn5T0JXBbXa5n5PSZErkk_Q$

Op Jack Rasmussen, C. Nicholas
and Carleen B. Keating aupexTtop,

NMPEATOBOP

Mysej amepHUKor YHUBEP3UTETA Y
YmeTHHU4YKoM ueHTpy Katzen,

BawwuHrToH, AL

YMETHULK NYyTEM YMETHOCTU NPEHOCe Uaeje, BepOoBatba U BPEOHOCTU KYNTYPad Koje Cy MX
odnukosane. Ja O1 0OBU KOMYHHUKATUBHW HOMOPH DUNK YCNELWHH, YMETHUK U rneganad,
MOPQjy AENUTU HEKE KOHTEKCTYANHE MHpopMaLMje. YMETHOCT H1je YHMBEP3aiHH je3uK, Beh
CACBUM CrieunpryaH 3a CBaKY KynTypy. locao KycTtoca je Aa CTBOPH YCOBE 30 U3NAraHe
KOju he onaKWaTH KOMYHHUKALM]Y. KycToc je OyXaH Ad BOAW PAYyHO O TOME A0 Ce KYNTYPHH,
MCTOPH|CKH K JPYLUTBEHO-NOMUTHYKH KOHTEKCTH XXMBOTA M PALA YMETHUKA PA3YMEjY U y3MY
y 0031p y npouecy MHTepnpeTauuje rmeagaoua.

Moa pH3nMKOM [0 ce NpeTepaHo reHepanuayje, yMeTHHYkn JHK caBpemMeHnX CPpncKmux
YMETHHKO 300PX0BA TPAroBE CPEeAHOBEKOBHE YMETHOCTH, CO CBUM HEHUM BU3AHTU|CKUM
PENUIMO3HUM TEMAMA U (POKYCOM HO MHUCTHYHE M CMMOOonuyYke npepcrase. CIHMYHO,
rnepanau MoXe ca curypHolwhy npeTnocTaBrTH AA Cy CPMCKHM YMETHULM Mo, AYOOKHUM
yThLajem DypHe MCTOpHje HhHXOBE 3eM/be KOja YKIbyyyje paToBe, MOMEepPaHe rPaHULa U
nonutuuke npespate. OBa UCTOPHjA je OCTABKUAA TPAra y pagy OBMX YMETHHKA. Benuku aeo
YMETHOCTH MPEeACTAB/bEHE OBAE MOXE CE MPOTYMAYUTH KOO HATUHAHE KO UCTPAXKUBAHBHUMA
WMOEHTUTETA, TPAYME U HOLWMOHANTU3MA.

Kapa nokylwasaTte Aa KOMyHULUKUPATE ca MehyHAPOAHOM MydNMKOM, U3030BH Cy jol Behu
30 YMETHHMKA, KYCTOCA M MMeaaoLd KOKO O OMMU CUHHXPOHW30BOHHW. CNeurgpruyHU CUMOONH
WK KYNTYpHE pedepeHLe MOory OUTH HEMO3HATH JbyJUMO KOjW AONA3€E M3 OPYTHX 3eMarba.
KKyctocn mopajy npoHahr HaOYMHE A0 MPEMOCTe OBQj ja3 KPO3 MHTEPMNPETATUBHE MATEpHjane
KOjW MOdOBLLIABAjY PA3YyMeEBAE Oe3 NPeTepaHOor NojeAHOCTAB/bMBARKA. Halla ynoTpeda
XeliTera y HacnoBy nanoxode # SerbialnReallLife je jow jendH caBpemeHH1ju HOYUH aa
NoACTAOKHEMO rnefooLe Aa ce OpYXe ca caBpeMeHOM CPpOHjoM U hEHUM YMETHULIMMA.

KoHauHo, sapaTtak MPEATOBOPA 3a kaTanor je oa Bac NO30Be A0 UCKYCHUTE COBPEeMEHY
CPMCKY YMETHOCT Y NPUMNPEM/BEHOM U MPUjEMUYUBOM pacronoxety. pyru sagatak je
A0 Ce 30XBO/TU TUMY KOjH je AUPEKTHO OArOBOPCH 30 CAAPXA] U3N0X0e. Y NOTNYHOCTH
COM 30XBANOH HOLKMM KYCTOCKMM NMAPTHEPHUMA KOjHU CYy ME MPUNPEMUNU OO Ce DABHUM
ymeTHowhy Cpduje y CBOj heHOj Pa3HONMKOCTH, MOMOIIM MKW A0 PA3YMEM OCHOBHE CHUNe
KOje M JOHAC OOMUKYjy CPMCKY YMETHOCT M A0 OCTOHEM HO BPXY CBHUX TOFMCTUYKHMX H3030BA
mehyHapoaHe nanoxoe:

Mapuja Munowesuh je ocHMBaAYMLO U aupekTopka lfanepuje Art For All y Beorpagay,
KYCTOCHUpONa je DpOjHE U3NOXKDEe Y 3eM/bU U MHOCTPAHCTBY. Ca AUMNIOMOM MATHCTPA
ncuxonoruje, Mapuja y cBoj pan, UHTErpuLle XyMOHUCTUYKHW MPUCTYN, Harnawasajyhu
€MOLMOHANHHN U KYNTYPHU 3HAYA] YMETHOCTH. lMocBeheHd KYNnTypHO] AUMNIOMATH]H,
HOCTOjM 40 NOBEXE CPMNCKE CABPEMEHE YMETHHKE CA FMODANTHOM MYydNMKOM, NPOMOBHLLYHHK
pasymeBarbe U capaitby BOH FPAHULA.

Op Becena CpeteHoBuh, dDUBLLO AHUPEKTOPKA MHULHUjOTUBE COBPEMEHE YMETHOCTH
K akagemckux nocnosa y Konekuuju Phillips, TpeHYTHO je HE3ABUCHA KYCTOCKMHA M
ocHuBauunua nnatgpopme Nonalignedart. Nopexknom M3 beorpana, dusLia Jyrocnasuja,
capa Cpduja, drna je HenpoueHhMBA KOHCYNTAHTKUO HO NPOjEKTUMA HA BULLE HUBOO U
AyTOPKOA je KaTaNoLLKOr eceja.

Ennsadet Eckodap je amepHruKka KONeKLMOHAPKA M PUIAHTPOMNKA KOja ce, KAo H jd,
3a/bYOMNA Yy CaBPEeMEHY CPMNCKY YMETHOCT M KYNTYPY M XeNW AJ YMETHUUYKO doraTtcTeo
Noaeny ca aMepPHUYKOM NMyDdNHKOM.

Llecnka BaH je AMNNOMUPAHU CTYAEHT AMEPHUYKOT YHUBEP3UTETA KOja noxaha mactep
cTyauje Uctoprje YMETHOCTH M MY3€jCKUX CTYAHUjd. FbeHW MHTENeKTYanHU M OPraHU3ALUOHM
NOTE3M YYUHUIHU CY OBY AMOULIMO3HY M3NOXKDY HEYMM BULLE O, OOUYHOT MPO3HMUYABOT CHA.

Y Mme cTyaeHaTa, npodecopd, 0codrba U NpUjaterbd AMEPHYKOT YHUBEP3UTETA, XKENMUM
BAM LODPOOOLUNULY Y DOraTy MHTENEKTYANHY W ecTeTcKy TanucepHjy #SerbialnRealLife.


https://urldefense.com/v3/__https:/nonalignedart.com__;!!IaT_gp1N!xptBIG6xTfCDV6ogy944ZAhGfLvZbIC5oobjxZ6r0VVI2GCw6Osyy6XzFR_J-U_ccQ8VjWn5T0JXBbXa5n5PSZErkk_Q$

Elisabeth Escobar

| first moved to Beograd (Belgrade) in October,
2019. Upon settling in, | immmediately thought, ‘I
can’t wait to explore this fascinating city.” And
explore | did. | dined at excellent restaurants,
savored treats from Burek pastry shops, and
enjoyed meals in new friends’ homes. | relaxed
in wineries and elusive speakeasies, strolled
through parks, and browsed lovely boutique
shops. Yet, the museums, galleries, and
studios of soulful artists still stand out as my
favorite thing to do. Through these encounters,
| discovered the spirit of Beograd to indeed
come alive—a vibrancy | believe this exhibition
authentically conveys.

#SerbialnRealLife shines a vital light on what
is happening in the art world today. This
contemporary exhibit focuses on 12 of Serbia’s
most impressive artists, but there are many,
many more. This is just the beginning of what
| suspect will become America’s new love affair
in the art world, whether it is a person who is
just starting to incorporate art into their life, or
seasoned collectors throughout the globe. | trust
you will have the same experience that | have
had and continue to have. ZIVELI!




A Hedgehog in Belgrade
A poem by Elisabeth Escobar

Ennsadet Eckodap

MpBKW NyT cam ce npecenuna y beorpag y

— My first night in Belgrade
I | walked through a near park oKTodpYy 2019. Mo focerbaBARY, OAMAX CAM
; _F"‘_-. And then I saw a hedgehog nomMHcnnna: ,JeABa Yekam Aa HCTPAXKHUM
= H Though it was very dark OBQj pacuUMHAHTAH rpag.” U nctpaxuna
a "':“l e . il p R A M COM ra, 30MCTa. Beuepana cam y oaiMyHUMm

i L I|-I = )

:"1 ' B t:._!-r’ _ X That little hedgehog balled up pectopaHMma, émnsonq y nocgqcmua:v\a
he w 3 R L And still he looked so sweet W3 mekapd, y Oypeky uy obpourmady
o gl v s ik o e e ek AOMOBMMO HOBHX NpHjaTesna. OnywTana
. } 0 i . For me to have and keep COM Ce Y BUHOPHJOMO U HEYXBAT/BUBUM
- P — kKapuhrvma, weTana NAPKOBHUMA M
-y o | grew to love this country pasrnenana ibynke dyTuke. Mnak, myseju,

On a working visit to Belgrade: Mrs. Brankica Jankovic,
Mrs. Elisabeth Escobar, Mr. Jack Rasmussen,

Mrs. Marija Milosevic, Mr. Kolya Bozovic,

Mr. Vladimir Milanovic, Mrs. Vesela Sretenovic

And all the friends | made
| really can't prepare to leave
For promises way-laid

I hear the ringing church bells
I wander in the grass

| see the people strolling

And smiling as they pass

Harana, crno vino

| absolutely love

The Serbians know how to eat
Tables blessed from above

| tell the taxi driver

How happy | am here

He speaks to me in Serbian
And so, | hold him dear

St. Sava and the market
Are places | do go

| really cannot bear to leave
Because | love them so

But most of all, the people
Have captured full my heart
And to think that it all started

ranepuvje u aTerben CTPACTBEHUX YMETHUKA
W 0arbe Ce MCTHUYY KOO MOja OMHIbEHO
ctBap. Kpo3 oBe cycperte, OTKPpUNA COm
Aa nyx beorpana 3aucrta oXue/basad
YXMBOCT 30 KOjY BEPYjEM Aa je OB U3M10XKOa
AYTEHTUYHO MPEHOCH.

#SerbialnRealLife ocBeT/bOBA YKUBOTHOM
cBeTnowhy OHO LWITO Cce AOHAC AeLWdBa Y
CBEeTYy YMeTHOCTH. CaBpemMeHd U3Moxoda
dhokycrpa ce Ha 12 UMNPECUBHUX CPMCKHUX
YMETHHUKA, AN UX MMA MHOTO, MHOTO
BMwe. OBO je CaOMO Mo4YeTaK OHOora
WTO npeTnocTaB/bam na he nocratu
HOBO AMEpPHYKA byOOBHA BE3d Yy CBETY
YMETHOCTH, DMUMo aa ce pagu 0 0codu Kkoja
TEK NOYMHE A YKIbYYyj€ YMETHOCT Y CBOj

YXMBOT, UITK O MCKYCHHUM KONEKLHUOHAPHUMO
lWHpom cBeTa. Bepyjem pa hete nmatu
MCTO UCKYCTBO KOj€ CaM ja HMONA U UMOM.
XWBEJTN!

With that hedgehog in the park

Studio visit:
Mrs. Elisabeth Escobar,
Mr. Kolya Bozovic




Dr. Vesela Sretenovic

#SerbialnRealLife is a group exhibition
that looks at Serbia’s vital and energetic,
though often marginalized, art scene. It
displays manifold directions and practices
by 12 artists of different generations whose
works have been produced in the last
decade. Considered in cultural terms “off
the beaten path,” the art of this region
has mainly been seen in the shadow of
mainstream Western art tendencies.
Moreover, the artists remained largely
unknown to wider audiences due to
the lack of marketplace and exhibition
opportunities outside the country. Given
this, this exhibition aims to introduce the
present tense of Serbian art and shed light
on its current artistic production.

The exhibiting artists— Kolya Bozovic,
Gabriel Glid, Biljana Dujurdjevic, Dajana
Peric-Douglas, Zdravko Joksimovic,
Nemanja Ladjic, lvana Milev, Jovanka
Mladenovic, Arpad Pulai, Vlad Scepanovic,
Igor Simic, and Nikola Velicki—engage
rich narratives, from mundane, surreal,
imaginary to sociopolitical and absurdist,
and a wide range of media including
painting, sculpture, and digital tech-
nologies. As such, their works align with
global matters of today, namely the
viability of democracy, environmentalism,
and humility. Moreover, they attest that the
paradigm of center and periphery, macro
and micro, is outdated and inept.




For full disclosure, | was born and raised in Belgrade,
Formerly Yugoslavia, and left for graduate studies
while it was still Yugoslavia. So much has changed in
the past 35 years, politically, economically, culturally,
and yet remained the same. Coming to this project
by invitation turned into a personal journey for me,
a double reflection on the national art scene and my
experience of it now. In this respect, | will attempt
to portray Serbian art in the present tense not as
an expert in national art history but as an outsider,
a distanced art historian who is rediscovering
her homeland. Perhaps skewed by nostalgia, this
essay hevertheless aims to provide a clear-sighted
and critical presentation that enables a better
understanding of contemporary art in Serbia.

I will start with a two-folded question-how to
approach Serbian contemporary art, and where
to position it in a larger global context? Clearly,
any art production, Serbian included, reflects
socio-political and economic conditions, not as a
mirror image but as an indication of time, space,
and geopolitical context. Shuddered by the 1990s
civil war that broke down former Yugoslavia with
devastating consequences, political, economic,
and cultural, Serbia (the largest of six republics of
former Yugoslavia) is still torn between the post-
socialist ideals of the old regime (brotherhood and
unity of multi-ethnic society), and the proliferation of
the capitalist liberalism and market economy. In fact,
Serbia is a small, underdeveloped country aspiring
to adapt to the Western standards of living. (not yet
part of the European Union); it oscillates between
preserving its national identity and situating itself
in a larger context of developed societies.

While the art production from the 1990s was mainly directed towards the exploration
of the devastating war, the rise of nationalism, and economic, political, and cultural
isolation, the new century is often referred to as a period of “post-socialist transition”
and the age of globalism”, signaling a gradual opening and revitalization through
international collaborations. This, in turn, reconnected Serbian artists and institutions
with peers abroad, positioning the country in a broader mix of global trends,
ideological (neoliberalism), technological (digital age), and artistic (plurality and
interdisciplinarity). In other words, artwork from the early 2000s onwards by and large
followed the mainstream of global postmodern pluralist tendencies (socially engaged
and participatory, and relational aesthetics and activism), where traditional practices
coexist with new media, and where the established (populist and often nationalist) and
the alternative (experimental and socially relevant) art scenes overlap.

The situation today seems rather tumultuous. With the undersized institutional
infrastructure in place, an insufficient gallery system, no marketplace, and
a practically non-existent collectors-base, as well as a lack of “effective regional
cultural policies that shape “cultural production” public participation, investment, and
international networking, the contemporary art scene looks sporadic yet noteworthy. It
reflects a highly polarized and conflicted post-socialist society seeking new pathways
forward while confronting centralized control of culture in the hands of the ruling
government, along with corruption, inflation, and an uncertain future. In this situation of
instability, artists are left at the mercy of individual support, personal connections, or the
political elite on the top. Despite intrusive circumstances, we find a vital yet largely out-of-sight
art scene with multidirectional pursuits. This is evident in the number of themes that transpired
from the works in #SerbialnRealLife, namely relation to nature and concern for ecology
(Jovanka Mladenovic's three-dimensional paintings); interconnection of public/communal
and individual/private space (Nemanja Ladjic's multi-channel video projection, and Igor
Simic’s videos); on-site intervention (lvana Milev's installation), exploration of sculptural
volume and space (Arpad Pulai, Kolya Bozovic's; portrayal of human conditions (Biljana
Djurdjevic, Dajana Peric-Douglas, and Vladislav Scepanovic); and satirical commentary
on the everyday (Gabriel Glid, Zdravko Joksimovic, and Nikola Velicki).



Ivana Milev's work is process-oriented and
driven by formalist concerns on the one hand
and the architectural setting on the other. This
is apparent in her large-scale, site-responsive
installation Blue Lines, which was created
especially for this exhibition. As the title
indicates, it comprises two blue lines stretching
across the gallery’'s long wall. Made out of
plastic straws cut into small pieces and stitched
together with wire, the piece is meticulously
executed, resulting in a complex system of
repetitive, abstract shapes, infinite sequencing,
and modular patterns. Guided by intuitive body
movements rather than preconceived ideas,
Milev's work is highly laborious, methodical,
and crafty.

In her Blue Lines, she completely transformed
a commonly used household item - a straw -
into an impeccably woven, textile-like structure
reminiscent of the traditional, handmade folk
wardrobe. Once the work is finished in the
artist’'s studio, it takes on a new life when it is
installed in a given space. In truth, it becomes
defined and fully completed by that space; in
other words, Milev's installations of the same
work are never the same. However, their
constant traits remain: a sense of sinuous
movement and a tendency to curve, flow,
spread out and cast shadows.

They are expansive and airy.

Blue Lines, lvana Milev

A quality of spaciousness and craftmanship could also be attributed to The Playground 05,
a sizeable three-dimensional landscape by Jovanka Mladenovic in which she merges the
tradition of oil painting with new digital technologies. Similarly, by blending a sentiment
of romanticism with bio-political and ecological awareness, she creates a vast meta-
scape where the physical and mental systems coexist. The Playground 05 refers to an
abandoned landscape that Mladenovic often visited while growing up, thus bringing
childhood memories. Yet, it is portrayed as desolate, eerie, and unpopulated vast land,
at once earthy and alien.

To evoke these feelings of infinity and remoteness and create a sense of physical and
metaphysical depth, the artist goes beyond pictorial illusionism. Instead of conventional
perspectival rendering of space, she turns to digital printing technologies, creating small
objects in porcelain that look like biomorphic citizens floating in and out of the painting's
surface and entering the surroundings. Hybrids of some sort, these porcelain figurines
could be humanoids or other postapocalyptic inhabitants populating a space where the
material and virtual converge. At once tender, lonely, peaceful, and threatening, The
Playground 05 takes us into the unknown, futuristic, sci-fi territory that could offer both
the apocalypse or paradise, utopian or dystopian worlds. By occupying overlapping
realities, the real and the fictional, Mladenovic’s view of contemporary nature and society
is skeptical yet sprinkled with hope.

The Last Supper by Biljana Djurdjevic embodies another bleak outlook on contemporary
living conditions. This oversized, multi-panel work, painted in different shades of
gray, addresses an overall social malaise triggered by increased conformity and
institutionalization of humans by technology and the media, both globally and locally.
Devoid of human presence, we are confronted with a grim scene featuring a bunk bed,
chairs, and tables; the protagonists seem to have departed the stage, leaving behind
a muted narrative, and unbearable loneliness. Could this image be of a household,
factory, hospital, or prison? Whatever it is, the painting captures a feeling of suppression,
entrapment, discomfort, anxiety, and even fear.

Last Supper, Biljana Djurdjevic




The Last Supper is a postmodern epic tale and a contemporary portrayal of current
social affairs whose effects are chilling. The artist here refers to Foucault's writings from
Discipline and Punish (1975), discussing the historical change of punishment in Western
systems that led to prison with its panopticon structure not only as the dominant form of
surveillance and punishment but also a synonym for other forms of controlling mechanisms
whether ideological, corporate, or educational. Depicted in a robust naturalistic manner
and monochromatic pallet reminiscent of the Dutch 17"-century genre and still life
paintings, The Last Supper carries a weight of silent warnings about the condition of
modern humanity and its loss of compassion and humility.

The mix of biblical narrative with naturalistic rendering referencing the state of modern
humanity—and, in this case, the digital age—is also evident in Vladislav Scepanovic’'s
portrait trilogy Adam and Eve. While the first painting, Adam and Eve, depicts male and
female nudes in frontal positions and a tradition of chiaroscuro oil paintings, the second
one, Adam and Eve #2, portrays the nudes with their backs turned to each other and
the QR code between them, reading “Adam and Eve, biodegradable robots. New Adam
and Eve hybrids between biodegradable robots and self-created machines. Intention,
simulation of immortality.”

In the third part of the trilogy, Adam and Eve: The New Garden of Eden, the nudes face
each other and meet in the new digital paradise. Painted in a muted color palette, the
piece underscores a significant shift from the human-centered world to the virtual world.

This new order of “digital capitalism,” required a new Adam and Eve and a new Garden of
Eden where the life cycles of birth, growth, and death are replaced by endless simulations
of eternity programmed by Al. Essentially, these digital Adam and Eves are a new species
inhabiting a new environment; they are “biodegradable robots and the new paradigm
for the future.”

An entirely different approach to painting, stylistic and thematic, appears in Dajana
Peric-Douglas’ series The Prayers List, a set of small-scale, quiet, and meditative works.
Steered by childhood memories of personal loss caused by a regional war in the 1990s
with especially devastating consequences for the most multi-ethnic republic of Bosnia and
Herzegovina (which, after the 1995 Dayton peace agreement became Republic Srpska)
where the artist grew up. These gentle yet poignant works are tacit passages to feelings
of sorrow and mourning. In effect, Peric-Douglas’ entire practice, including performances,
sculptures, and paintings, chronicles the interlay of personal narratives with the complex
history of her homeland. Using church candles that have been sanctified, she starts by
dripping melted beeswax on a canvas during a single prayer. She finishes the work when
the Prayer, dedicated to a specific family member, is done.

As a result, each visual Prayer differs in color, rhythm, texture, and format depending
on the candle size, the number of candles used, and the meaning and duration of the
Prayer. As the wax drops and bonds onto the canvas, it creates a linear pathway and
density intuitively controlled by the artist’s hand. The candle wick is integral to every piece,
sealing each Prayer and leaving a physical mark of its presence. Tender and silent, Peric-
Douglas’ Prayers are painterly grievances; they embody agony yet release peace. They
testify that endurance in life overcomes the weight of trauma. The artist says, “Prayers
have become my universal language of communication with people, and they are a never-
ending process.”

Prayers List,
Dajana Peric Douglas



The exploration of material, in this instance-
wool-its physical properties and its tactile
and symbolic qualities is also seen in a
group of sculptures by Arpad Pulai. Veiled
with a nuance of phantasy, his Army of Felt
Dreamers pieces and his Arctic Sandwich
Tern represent a fusion of biomorphic,
zoomorphic, and anthropomorphic shapes.
They are all imaginary forms of the human
body, questioning their existence through
other organic life forms. Informed by
memories of the artist’s childhood spent in
a pastoral setting of the family homestead
and surrounded by the regional flora and
fauna, his work has a dreamy and surreal
dimension.

Lingering between mysterious and
creepy, natural and supernatural, Pulai's
hybrid characters seem primordial,
phantasmagoric, and otherworldly. To
paraphrase the artist, surrealism is a defense
mechanism for dreamers, allowing endless
possibilities. Following this maxim, Pulai
creates soft, highly palpable sculptures that
encapsulate the mysteries of both organic
and human worlds. By using biomimetic
principles, that is, by incorporating patterns
found in wildlife into textile design, he
creates a phantasmagoric forest with
bizarre-looking creatures. More specifically,
through a technique of needle felting, Pulai
shapes the wool fibers to create complex
three-dimensional, make-believe forms that
merge fiction and reality, myths and folklore,
humans and chimera.

Arctic Sandwich Tern, Arpad Pulai

By contrast, the work of Kolya Bozovic is grounded
in urban life. Incorporating found materials and
products, he channels the city vibes and traces
of street life into vibrant painterly compositions
and sculptural installations. This is shown in his
Autonomous Forms of the New World, a mix-media,
site-related installation that combines sculpture
and painting with industrial objects. With the large
painting with splashy colors on one wall and metal
tubes, painted in pink and bent in a way to pour out
of its surface, the piece can easily be considered
a three-dimensional, dazzling cityscape that
reflects the fast pace of contemporary life, digital
technology, and consumerism.

Oscillating between expressive qualities of abstraction and motifs from pop art, while
referencing minimalist vocabulary and postmodernist appropriation trends, Bozovic's
practice is embedded in the city infrastructure and its urban culture (Belgrade is a
pulsating city of over 2 million people with highly congested traffic and a large number
of pedestrians). He starts with the commonplace and ordinary things he finds on streets,
such as metal pipes, lighting fixtures, and car parts, only to strip down their functionality
in a readymade manner, transport them into a new pictorial reality, and assign them a
symbolic meaning. At large, the artist's work captures the buzz of urban experience while
celebrating the poetics of the everyday.

The theme of urban life also permeates the works of Nemanja Ladjic and Igor Simic.

Ladjic’s Stroll, a 5-channel video installation with sound, is an immersive environment
made to evoke the experience provided by Virtual Reality. It contains five projections,
based on compiled photo scans stitched together through 3D modeling software, that
simulate walking through city streets or, as the title indicates, strolling. The projections
include randomly connected images of different locations, including Belgrade, Venice,
Vienna, and others.

Ladjic orchestrates here a dizzying and even disorienting environment where pictures are
overlapping and intersecting, alluding not only to memories of visited places that are often
incomplete or faded, but also to today’s world of social networking, digital technologies
and media (mis)information - the unstable, fractured, and paradoxical world. Moreover,
the hypnotic, ambient soundtrack further enhances the sensation of movement and makes
the installation even more fluid and extensible. In this respect, Stroll offers a physical and
mental journey through space and time, which are equally real and imaginary, actual
and virtual.



Simic's work, too, employs new media, focusing mostly on digital film and video games.
However, its foundation is philosophical inquiry and storytelling, exploring questions of
human existence with its inherent contradictions, such as beauty and terror, good and
evil, love and hate, progress and regress. More specifically, Simic’s videos delve into
conflicting relationships between people and technology, such as necessity and addiction,
(mis)trust, surveillance, and manipulation.

Melancholic Drone appears like a video game with an automated voice telling a story
about a military drone out of combat circulating the skies of Belgrade and reflecting on
its pointless navy service (indirectly alluding to the US bombing of Belgrade in 1999). As
the drone develops affection for the city while yearning for freedom from the military, it
becomes aware that operators behave more like machines than humans and that humans
are becoming disposable and programmed like machines. It is the reversibility of human
and machine—emotional, behavioral, intelligent, and technological-that is at stake here.

Don't be Fake is a sing-along tale about life as a simulacrum. The chorus—It’s a thin line
between the real and fake, love and tears, debate and justice, but one thing is real, it's
fear— along with the opening line in the subtitles—Socrates has found a party of radical
sincerity with the slogan, ‘Vote for me, | know that | don’t know anything—emphasizes
the central them of the entire video, our culture of fear, mistrust, hypocrisy, conformism,
and fakeness.

Similarly, The End Times delivers a parody of mainstream news systems, such as the
New York Times, which are supposedly trusted as prestigious sources of information
and symbols of journalistic excellence. By teasing these channels of information, Simic
points to their bogus side. In addition, he caricatures here the corporate economy of so-
called developed countries and their banking systems and the omnipresence of social
networks, while also commenting on inequalities, greed, warfare, and, most importantly,
on the collapse of democracy where nonbiased news and free speech are replaced by
fake news and silencing.

The End Times, Igor Simic

Clye Emo @i

Overall, Simic's works are a satirical commentary on our media-driven world in which
bots and humans, the real and the fake, are interchangeable categories. Playful at heart,
they make us grinch and laugh.

The playfulness and reference to our media culture, precisely to the well-liked children’s
show Peppa Pig, also manifests in Nikola Velicki's works, Muddy Puddle, When Will it
Snow?, and This is My Toy! All part of his larger body of work inspired by this British
animation series starring Peppa, an anthropomorphic female piglet, and her family and
peers. As the artist explains, during the COVID-19 period, being caught at home under
lockdown, he spent a lot of time watching the Peppa episodes with his preschool children
only to realize that the life of adults is not that much different from the life of kids and can
easily be reduced to daily routines such as school or work and basic emotional behaviors
such as laughter, tears, worries, mistakes, and rewards.

Besides portraying ordinary life with humor, what also drew Velicki to Peppa Pig
animation is its visual aspect, characterized by simplicity and cartoonish quality, and
the execution itself, that is, the techniques of stop-motion which create an illusion of
movement. These features corresponded in many ways to the artist’s affinity towards
reductive and, at times, primitive-like forms of drawing. While the Muddy Puddle, made
in linoleum, references Peppa’s constant jumping on muddy puddles, When Will it Snow?
depicts one of her boots on a large scale, cast in rubber and painted with elements from
the animation. This is My Toy! is produced with LED neon and light, and recalls Peppa’s
younger brother, George, who often cries in the series. For Velicki, this group of works
represents a search for individual expression through spontaneous child-like play and
humor. Retelling Peppa’s story allowed the artist to experiment formally with drawing and
printmaking processes while staying committed to his signature style of flatness, broad
strokes, expressive gestures, and cartoonish, comic characters. Direct and raw, intuitive
rather than preconceived, Velicki's work is witty, lighthearted, and fanciful.

A sense of subtle humor and tease, both formal and conceptual, underpins the work of
Gabriel Glid. Undeniably whimsical and often naughty, his sculptures and prints are on
the edge of absurd yet are playful at heart. They explore relationships between common,
utilitarian objects, both vernacular and modern, and people to uncover contradictory
impulses of our contemporary society torn between the consumption of goods and false
ideologies and a desire to break away from them. This is evident in two of Glid's pieces,
Morava (print) and Minimum Wage (sculpture). Morava was a popular brand of Serbian
cigarettes with the highest sales in the Former Yugoslavia until it was discontinued in
2005. The brand was nhamed after one of the largest rivers in Serbia, symbolizing national
heritage. The print portrays a woman in a traditional folk dress and scarf wearing fancy,
red, high-heel shoes. With her crossed legs and a gentle smile, she appears alluring,
sexy, and tempting, just like nicotine itself (Serbia is a heavy-smoking society). On the
other hand, by being detached from the ground, she looks afloat, referencing, as the
artist explains, the famous White Angel fresco from the 13th-century Byzantine monastery
Mileseva in Serbia, considered to be the national angel-guardian and later a universal
messenger of peace.



Morava, Gabriel Glid White Angel, fresco, Mileseva monastery

This twisted entanglement of tradition and modernity is also shown in Minimum Wage, a
disproportionally oversized container mimicking a traditional woven basket used mostly
for grocery shopping, especially in rural areas of Serbia. As an emblem of everyday
life, Minimum Wage points to a “big space and little money,” or to a duality of “stuffed
and empty,” referencing enormous inflations during and after the 1990s and an ongoing
economic situation where money is worthless. It is this discrepancy between possibilities
and desires, expectations and realities, in terms of actual goods but also life's meaning,
that Glid's work brings to the surface.

Zdravko Joksimovic's Art Therapy, a series of sculptural reliefs, also addresses modern
life's fraqgility and well-being of humanity. In this ongoing body of work—circularly shaped
pieces with lead surfaces and application of other tiny utilitarian elements, such as buttons,
pearls, and batteries that the artist associates with medical pills—the artist points to social
malaise caused by external and internal pressures that are beyond one's control and
ability to change. Under such uncertainty and confusion, the only consolation left, in the
artist’s view, is “art therapy.” Joksimovic envisions this art therapy as a holistic endeavor
seeking balance and harmony in life and art. While the completeness in life manifests
itself best in purposeful actions, the entirety of art lies in formal and conceptual problem-
solving, leading to beauty as an aesthetic and an ontological category. Essentially, both
pursuits lead to creating meaningful and enriching experiences.

Art Therapy series, Zdravko Joksimovic

Joksimovic's approach to artmaking is both intuitive and detailed. He is a formalist at
heart and a gestalt-artist who, much like Gestalt psychologists, aims to create “organized
structures in which figure and ground are one.” Indeed, each part of his composition—
such as shape, color, and position of add-on elements— has its own visual identity and
conceptual rationale. The choice of material is also crucial to the artist; in fact, it is his
starting point that triggers the idea, or a “living thing,” as he says, which then dictates
the direction of the work. Color, too, is an important element of his compositions. For
example, he follows the pre-existing colors of discarded objects he incorporates into these
relief-assemblages, such as medical pills, buttons, or batteries, allowing them to guide
and affect the outcome of the piece. However, Joksimovic's whimsical titles, such as—Use
only these batteries; Close to the proudly red color; Lead Energy; Why this way; Against
rudeness everything—complete his works. Often vague and intentionally allusive, they
reveal the artist’s thinking and communicate ambiguous meanings. Here, humor dips into
cynicism and nostalgia into poetry. “Humor is part of my nature and the way I initially joke
with myself, and then | try to make this reality more tolerable,” says the artist. Clearly,
the Art Therapy series is a healing mechanism aspiring for wholeness. Through simple
abstract forms where the sheer materiality of surfaces replaces the narrative, they are
essentially metaphors for wholeness.



In conclusion, and after discussing an array of individual artistic approaches in
#SerbialnReallLife, from personal to politically relevant narratives, to environmentally
driven, and technologically engaged works, | return to the initial set of questions, where
and how to position the Serbian art of today in a larger context; how to draw a parallel
between the economically powerful Western states and the marginalized, sidelined
and practically invisible country of Serbia; and how to acknowledge Serbia’s local
particularities about the current global situation and movements? A useful way to frame
the answers to these questions is through a concept of glocal implying a synthesis of
local and global, where the particularities of a place merge with universalities, where
the homogeneity (center /macro) meets the heterogeneity (periphery/micro). In fact,
looking at Serbia nowadays (the micro), a small country from the Balkans vis-a-vis the
economically powerful West (the macro) and its alliances, it may come as no surprise to
find more similarities than differences. For example, an overall disregard for arts and
culture, lack of government support, the shift from art to entertainment, and increased
politicization of art in support of ruling doctrines and ideologies seem to be their shared
traits. While the dividing lines between the two socio-economic systems and their arts
remain the marketplace and professionalized operating standards or the lack thereof,
other commonalities apply. They include pluralist artistic practices and diverse thematic
orientations, ranging from social commentary and humor. Additionally, political volatility
and a clash of values in ethics and aesthetics are evident in both social orders, late
socialist and high capitalist. However, their manifestations are different, driven by the
particularities of local histories and interests.

Nowadays, Serbia is a hybrid society at the political, social, and cultural crossroads.
Still perceived by many as a backward country in the Balkans, stigmatized by war and
disconnected from progressive Europe, and often dismissed by international cultural
organizations, Serbia remains a fragmented society seeking afresh collective identity and
artistic individuality that is not in opposition. Still, in dialogue with international currents.
The invisibility of Serbian art on the global art scene is not because of less-worthy art but
simply because of its geopolitical and economic position of subjugation, political instability,
and internal disunity. Yet, in the face of adversity and hardship, art sustains, rising above
socio-political and financial conditions. It becomes a necessity for self-expression, self-
preservation, critical reflection, social engagement, and the survival of fundamental
human values. Serbian art in the present tense is a testament to this enduring spirit.

' For further discussion on the period of isolation see, Milena Jokanovi¢, “Selling the Otherness- the Stereotyped Image of
the Balkan in Serbian Art of the Early 2000" in Contemporary Southern Europe, 2024. https://contemporarysee.org/selling-
the-otherness-the-stereotyped-image-of-the-balkan-in-serbian-art-of-the-early-2000s

? Jesa Denegri, Teme Srpske Umetnosti 1950-2000. (Belgrade: Foundacija Kolekcija Trajkovic, 2013) p. 433; and “Symptoms of
Serbian Art Scene After 2000” in Remont Art File #1, p. 10-17. https://www.remont.net/files/Remont%20Art%20Files%201.pdf

® The period after October 5, 2000, when the regime of Slobodan Milosevi¢ fell down marked the end of sanctions imposed
by the West on Serbia; the country opened up, giving artists a chance to participate in international art events. In addition,
many foreign curators, including Rene Block, Harald Szeemann, and Peter Weibel, among others, took an interest in orga
nizing group exhibitions that featured artists from the region. See Jokanovi¢, “Selling the Otherness,” p.147.

4 Two significant institutions in the capital of Belgrade, the National Museum of Art and the Museum of Contemporary Art
(MoCAB) were closed for a long time; the former between 2003-18 and the latter between 2007-17, leaving an intellectual
and artistic vacuum.

* Maja Ciri¢, “Art Through the Lens of Geopolitics: An Interview with Maja Ciri¢,” in WGI World: Geostrategic Insights.https://
www.wgi.world/art-through-the-lens-of-geopolitics-an-interview-with-maja-ciric/

¢ For further discussion on the situation today, see Predrag Cveticanin, “(Ne)razumevanje stanja culture u Srbiji danas.”
Portal za kulturu Jugoistocne Evrope.” http://www.seecult.org/vest/cveticanin-nerazumevanje-stanja-kulture-u-srbiji-danas

7 Vladislav Scepanovi¢, Artist Talk, POMA Museum, Republic of Korea, 2021 https://vladscepanovic.com/poma-museum/
® Quoted in Dajana Peri¢-Douglas’s Artist Statement

° White Angel fresco is one of the finest examples of the Serbian and European medieval art. The fresco depicts an angel
wearing white robes, sitting on a stone and showing the myrrh-bearers the empty tomb of Christ—the place of his resur
rection. The angel’s enigmatic facial expression is often compared to that of Mona Lisa, gazing straight into the observer's
eyes. In 1963, the fresco was sent as a message in the first satellite broadcast signal from Europe to America in 1963. The
same signal was later sent to space as a universal symbol of peace, along with photos of the Great Wall of China and man’s
first steps on the moon. https://www.atlasobscura.com/places/beli-andeo-white-angel

' Quoted in Ivona Fregl, Zdravko Joksimovi¢: Art Therapy. (Belgrade: Galerija Lucida, 2017)

" See Zoran Eri¢, “Beogradska umetnicka scena: od centra do periferije | nazad.” Studije Savremenosti. https://www.studije
savremenosti.org/2018/02/24/beogradska-umetnicka-scena-od-centra-do-periferije-i-nazad-2/

> The concept of Balkanization, as an exotic fictitious construct of the West to describe Serbia as the “other,” primarily in de
rogatory terms, was frequently used in the early 2000s as a way to compare it with the tendencies of the West. See Maja
Ciri¢, The Construction of the Balkans as the Other in Contemporary Art Practices. Remont Art Files #1, p.29 40. https://
www.remont.net/files/Remont%20Art%20Files%201.pdf

3 For further discussion, see Nikola Dedi¢ in ArtMargins, 9/18/2012 https://artmargins.com/nikola-dedic/...Oktobarski
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Ap Becena Cpeterosuh U3 capawmwe nepcneKkTUBe:
nornepn HAO CABPEMEHY
ymMmeTHOCT U3 Cpbduje

NpynHa wnsnoxda #SerbialnReallife npeactasmba
jenaH moryhu nornep Ha CPNCKy COBPEMEHY YMETHOCT
KOja je YyNPKOC CBOjOj €EHEepPruju U BUTANHOCTU 4eCTo
MOPruHANM3oBaHaA. Kpo3 pagoBe ABAHOECT YMETHHUKA
PA3MHUYUTUX FEeHepaumjd, Yhja Ccy Aena HACTana y
nocneamwux AgeceT rogMHaA, M310Xda He npeTeHayje aa
MPUKOKE CBEOOYXBATHY CIIMKY OOAHOALIBUX YMETHUYKHUX
npakck, Beh [a yKaXke Ha Pa3HOBPCHOCT YMETHHUUYKHX
M3pas3a. YIMOBHOM 30MOCTAB/BLEHA Y LWHPHUM CBETCKHUM
OKBHUPWMO, YMETHOCT OBOI NoAHedba je BuheHa y
ceHuM Bnaaadjyhmx sanagHux YyMETHUYKHUX TEHOEHLM|A.
LLTaB1We, YMETHMLUM Cy YEeCTO OCTAjO/IM HEMO3HATH
LWKWPOj NyDNMHLKM YNPABO 3D0r HEJOCTATKA TPXMULLTA M
HemoryhHocTH M3narawa BaH 3emibe. C 003UPOM Ha TO,
OBO U3/10)KDO HOCTOjM A0 AMEPHUYKO] MYyONMLM NPEacTaBH
COAOLWHOCT CPMNCKE YMETHOCTHU U MPHUKAXKE AKTYENHYy
CPMCKY YMETHUYKY NPOAYKLHJY.

YMETHULH U YMETHHULLE 3ACTYM/bEHW HO OBOj U3MTOXOHU —
KKoma boxosuh, fadpuen Mua, bunaHa hyphesuh, JajaHa
MNepuh Aarnac, 3gpasko Jokcumosuh, Hemawa Nahuh,
MBaHa Munes, JoBaHka MnapgeHoBuh, Apnapg Mynau,
Bnagucnas LWhenaHosuh, Urop Cumuh n Hukona Benuuku
- daBe ce WHPOKUM ONCEroM TEMA, O, CBAKHUAALLHHX
HOPATMBA 40 HOAPEANHE, UMOTHHAPHE, COLIMOMONMUTUYKE
M ancypaHe CTPOHEe XXWBOTA, KOje Cy PEeann3oBaHE Yy
PO3NUYUTUM MEOMJUMA Of, CTMKAPCTBA, CKYNNTYype A0
OUTHUTANHUX TEXHOMOIMja. FbMXOBK pafoOBH, Yy CKiany
Ca rMOJANHUM MUTAHUMO OOHAWHKULE, NPEUCTUTY]Y
NO3MLMjYy AEMOKPATH|E, EKONorunje, eMnaTuje U byacke
ersucteHuMje, notephyjyhn Time noa je TOKO3BAHO
NAPAAMIMA LLEHTPA KM NepurdepHje, MUKPO U MOKPOCBETA,
3acTapena U HenoaecHda.



TeKCT NULWem 13 nepcnekTruBe Takopehu cTpaHua — poheHa U ogpacna y beorpaay, anv
OTHLUNG HO nocTaMnnomcke cryauje y CALl 3a Bpeme Jyrocnasuje. TONMKO Tora ce npoMeHH1no
y MPOTeKNUX TpuaeceT neT roguHad, NONMTHYKH, EKOHOMCKH, KYNTYPHO, O HCTOBPEMEHO ce
YMHK A je OCTANO UCTO. Y TOM CMUCIY, PAd HO OBOM MPOJEKTY Ce NPETBOPHO Y NTMYHHU U
npogecHoHanHu ,Bpemennos”. Umajyhu To y Buay, nokywahy aa cpncky YyMeTHOCT AOHAC
He OCTMKAM KOO CTPYYHOK 30 HOLMOHAMHY YMETHOCTH Beh Kao ,,oTyheHa" nctopuuapka
YMETHOCTH KOjd M3HOBA OTKPHBA CBOjY 3€MIbY. MAKO BEPOBATHO HOCK TPAYOK HOCTOSTHjE, OBA|
ecej TeXXHU KPUTUHKOM NMPUCTYNY AAHALWHO] YMETHHUYKO] CLEHH, CO HOAOM A0 MHOCTPAHOj, a
HOPOYMTO AMePHYKOj NydNULUM, omoryhu dorbe pas3yMeBaHE CPMNCKE COBPEMEHE YMETHOCTH.

Ha noueTtky hy nocTaBuTH ABOCTPYKO MUTAHE — KAKO MPHUCTYMHUTH CPMNCKO] COBPEMEHO)]
YMETHOCTH M KAKO j€ MO3ULIMOHUPATH Y LUMPEM KOHTEKCTY? JaCHO je Aa CBAKA YMETHHUYKA
NpPoAyKLUMjd, yKibyuyjyhu 1 CPNCcKy, OAPCHKABA OPYLUTBEHO-MOMUTHYKE U €KOHOMCKE MPHITHKE,
He Kao ornenano, Beh Kao MHAWKALM]Y BPEMEHd, MPOCTOPA U FrEONONUTUYKOT KOHTEKCTA.
MoTpeceHa rpahaHckMm patom 1990-1x KOju je pa3dro Jyrocnasujy y3 KaTacTpodanHe
NONMUTHUUKE, EKOHOMCKE U KynTypHe nocneguue, Cpduja je n game pactpsaHa usmehy
NOCTCOLM|ONMUCTUUKUX MAESONA CTAOPOr PEXMMA W nponudepaumje KOnMTAanMCTUYKor
NUOEPANTU3MA U TPXKHULLHE EKOHOMMUje. Kao mana Hepa3BHjeHa 3eMba KOjad TEXM Aa ce
NPUNArofmM 3anagHOM CTaHAAPAY XMBOTA, CpOMja OCLMNUPA U3Mely OUYBAHC HOLMOHATHOT
MOSHTUTETA M HONOXKEHO CBOra MECTA Y PA3BHUjEHHUMM JPYLUTBUMA.

CnoeeHuja

XpsaTtcka

bocHa 1 XepuerosuHa

LlpHa ropa

CesepHa MakegoHuja

[loK je ymeTHHWUKa npoayKunja 1990-1x druna yrnaBHOM
yCMepEeHa KA MPeucnUTUBaY nocneguua pard,
YCNOHA HOLMOHANM3MO U €KOHOMCKE, MONMUTHYKE
W KYNTypHEe W3onauuje, HOBKM BEK Ce 4YeCTO HA3HWBO
nepuoaom ,MOCTCOLMJONUCTUUKE TPOAH3WLHje" H
,0000M rnodanuMama”, ykasyjyhu Ha nocreneHo
OTBAPOHE M PEBUTANU3ALM]Y KPO3 mehyHapoaHy
capagmy. OBO je, 3ay3BpaT, MOHOBO NOBE3A0 CPrCKe
YMETHHKE U UHCTUTYLM]e CO KONEerama y HHOCTPOHCTBY,
NOCTABBLAjYNU 3EMIBY Y LLUKMPE OKPYXKEHE FMODANHUX
TpeHaoBa: uaeonowkux (Heonudepanuaam),
TexHonowknx (AMIrMTANHO A004) M YMETHUYKHX
(NNypanuTeT M MHTEPAUCLUNNUHAPHOCT). Jpyrum
pevyrma, og novetka 2000. na Hogambe, YrinaBHOM Cy
npaheHe rnodanHe NOCTMOAEPHUCTHUYKE TEHAEHUM|E
(ZpYyLITBEHO OHICYKOBOHO U NAPTULMNOATUBHA YMETHOCT,
PENALMOHO ECTETUKA U OKTUBU3AM), FAE TPAOULMOHANHE
NPAaKce KOersucTupajy cad HOBUM MeOUjMMa U rae ce
etadnupaHe (MONynMCTUYKE U YECTO HOLMOHATUCTHUYKE)
M anTepHATUBHe (eKCNepUMEHTANHE U OPYLUTBEHO
peneBaHTHE) YMETHHUYKE CLeHe npeKknanajy.

CuTyaumja goHac usrnena KpuTuuHo. Ca HeJOBO/bHO PA3BHJEHOM MHCTUTYLLMOHOTHOM
MH(PPACTPYKTYPOM, HE3040BOBABAjYNHM ranepmrjcKMM CUCTEMOM, HEMOCTOjAHEM TPXKHMLLITA
M MPAKTUYHO HernocTojehom 0a30M KONEKLMOHAPd, KOO U HEQOCTATKOM ,eurKkacHe
pervMoHanHe KynTypHe NonuTUKe Koja 0dnunKyje KynTypHY NPOoM3BOAKY", yyewha jaBHOCTH
M MehyHOPOOHOT YMPEXABAHA, COBPEMEHO YMETHUYKA CLLEeHA U3rnena CnopagnyHa, anu
BPeAHa je naxkwe. OHO OA4PCKABA MONAPHU30BAHO M KOH(TUKTHO MOCTCOLWjONMUCTUYKO
JPYLUTBO KOj€e Ca jefHe CTPaHe TPAXKM HOBE MyTeBe Hanpe[, AOK ce ca Apyre CTPaHe Cyo4asd
CO LEHTPONM30BAHOM KOHTPOMOM KyNType Y pykama Bnagadjyhe rapHuType, KOPynunjom,
HMHNauMjom U HenseecHom dyayhHowhy. Y 0BOj CUTYaLMjU HECTODUTHOCTHU, YMETHHLU CY
npenyLwTeHn HO MHUNOCT U HEMUITOCT MHAWBUAYANHO|] NOAPLULH, TUYHUM NO3HAHCTBUMA
WK NONTUTUYKO] €MTUTU HA BPXY. YMPKOC CBUM OBUM OKOMHOCTUMA, HONA3UMO BUTAITHY,
QK HODKONOCT ,,HEBUA/BUBY" YMETHHUUKY CLEHY CO BULLECMEPHHUM TeHAeHUujama. OBaKBE
OKOJTHOCTH C€ OAPOKABAJY KPO3 TEMATHKE M3MTOXEHUX POJOBA: OAHOC NPEMa MPHUPoaHr U
opwura 3a ekonorujy (TPOAMMEH3HOHANHE cnrKke JoBaHke MnageHoBuh); NOBE3aHOCT jaBHOT/
KOMYHQHOT U MHOWBWAYANHOT/MPHUBATHOT NpocTopa (BUAeo-npojekumja Hemame Nahuha
n Uropa Cumuha); npoctopHa MHTepBeHUMja (MBaHa MUNEB), UCTPOXKMBAHE CKYMTYPOTHOT
BONMyMeHad 1 npoctopa (Apnag Mynawu, Komwa Boxxosrh); NPUKA3 er3aucTeHLMjOnHUX CTAbA
(bunaHa byphesuh, JajaHa Mepuh Jarnac v Bnagucnas LLhenaHosuh) 1 catupryHm
KomeHTapu ceakogHesHor (Tadpuen Mua, 3apasko JokcumoBuh M H1uikona Benunukn).



Paa MBaHe Munes je NpoLecHO OPHjEHTHUCOH; Ca jefHe CTpaHe BoheH
je nuTarwnma chopme, a ca fpyre AapXMTEKTOHCKHMM OKPYXXEHEM.
To ce BUOW Y HEHO] NPOCTOPHOj MHCTANAUMjHU [NaBe NUHKje Koja je
OCMMLUIBEHO CMELMJOANTHO 30 OBY M3M10XO0Y. KOO LUITO HACNOB KOXKeE,
CO340HA je oA, ABEejy MNABHX IMHKW|A KOje Ce MPOTEXY NPEKO AyrayKor
3npa ranepuje. HanpaebeHa of NAACTHYHUX COMKHW MCEYEHMX HA
mMmane AenoBe U CMOjJeHMX XHULLOM, MHCTANALM|O je 30CHOBAHA HO
CMIOXXEHOM CUCTEMY AMCTPOKTHHUX OONTMKA M MOAYNOPHKX LWapad. BoheH
MHTYMLMjOM M MOKPETUMO TEeNa Y NPOCTOPY, O HE apriori KOHLEMNUHjaMd,
npouec MeBaHe Munes je N3y3eTHO 30XTEBOH, METOAUYOH U U3 Hherd
NMPOWCXOAHW COBPLUEHO M3BEAEH YMETHUYKHK pas,.

Y cBOjUM MNABUM NUHHUjAMA YMETHMLLA j€ NOTNYHO TPAHChopmMmUcana
CBAKMOALWHKU NpegMeT — cliaMuuLe — Yy DeCnpPeKkopHO UCMNETEHY
CTPYKTYPY HOMMK TEKCTUNY KOjd ACOUMPA HO TPAOWULHOHOMHY,
pPy4YHO paheHy HaOpOoaHY HOL Y. M0 30BpLIETKY Npoueca y aTemney,
YMETHUYKO Aeno A0OMja HOBM XXMBOT KAAO CE€ MOCTABHU Y AATOM
npoctopy. Y CyLUTUHH, TOj NPOCTOp ra ogpelyje n ynotnymwyje; 4pyrim
peyrma, nHcTanaumje uctor pana MeaHe Munes cy yBeKk pasnunyumTe.
MelhyTrm, tbrxoBe CTaNHEe KAPAKTEPHUCTUKE Cy oceha]j CTanHor nokpeTa
W BHUjYrarba, TE€ UTPA CEHKKU, MOTYRHOCTH NPOLIUPEHT U KOHTUHYHUTET.

CNMYOH KBONMMUTET €KCMAaH3Kje U NepPEeKLMOHNUCTUYKE M3PALE MOXE
ce npunucatn 1 Urpanuwty 05, BENMKOM TPOAUMEH3UOHATHOM
nejsaxy JosaHke MnageHoBuh, y Kojem ce cnajajy TPaguLmMja YrbaHOoT
CMUKAPCTBA CA HOBHUM AMIMTANHWUM TexHomnorujama. Mewajyhu
POMOHTHUYAPCKU CEHTUMEHT CA DUOMOMUTUYKOM W EKOMOLLUKOM
ceewhy, yMeTHMLa CTBAPA MeTanej3ck rae PU3nYK1u U1 eMOTHUBHHU
npocTopu Koersnctupajy. Urpanuwte 05 ogHOCH Ce HO HAMYLUTEHHM
npeneo Koju je ymeTHMUa yecto nocehmsBana y AeTurcry, oyaehu
TOKO PaHE YCMOMEHE O OAPACTAkY, ANk U COMOM npegeny. Hacnmkax
KOO MOTMNYHO HAOMYLITEH NpocTop de3 mbyackor Tpara, Urpanuwre 05
MCTOBPEMEHO Aenyje CTBAPHO U HECTBApPHO, oTyheHo 1 cmupyjyhe.

[a dun poyapana ocehaje deckpaja 1 aanuHe u ctBopuna ocehaj hnuanuke 1 metaduanuke
AyOUHe, YMETHHULA HANyLWwTd NAapameTpe Uly3MOHM3MA U YMECTO TPAAULMUOHANHOT
NnepcneKTUBHOI MPUKA3MBOHA NPOCTOPd, okpehe ce TEXHONOTUjU OUTUTANHE WTAaMnNe,
cTBApAjyhHu NpUTOM Mane npegmeTe y NopLenaHy Koju aenyjy kao nedaehm duomopdHu
rpahaHK KOjU HOMYLUTAjY NOBPLUMHY CITMKE M YNa3€e Y OKOMHY cpeanHy. Mmajyhu ceojctea
CBOjEBPCHUX XMOpKHAQ, OBE NopLenaHcke purypuue yHKLHUOHULLY KOO XYMOHOWUAW UMK
JAPYTH NOCTANOKANUATUYHM CTOHOBHHULM KOJjW HOCETBbABOjY MPOCTOP Y KOME CE MATEPH|ASTHO
W BUPTYENHO cnajajy. MICTOBPEMEHO HEXHO, YCAOM/bEHO, MUPHO W NpeTehe, UrpanuiiTe
05 BOAM HAC Y HEMO3HATY, PYTYPHUCTHUKY, HOYYHO(POAHTACTUYHY TEPUTOPH]Y KOjO HYAH M
AMOKAMUMCY M PAj, YTOMHjCKKU U AUCTOMNK|CKH cBeT. Mpeknandjyhu CTBAPHOCT U PUKLH])Y,
nornen MnageHosuheBe HO COALLY NPUPOAY U APYLUTBO j& CKEMTHUYAH, MK UCNYHEH
HOOOM.

Mocnegrwa Beyepa bumaHe hyphesurh npeacrasba jow jeaaH CyMOpPHHW nornepn Ha
AOHALWHbE yCnoBe XMBOTA. OBO NPEAUMEH3UOHUPAHO YMETHHUYKO OEe/0 CACTAB/bEHO U3
BULIE NAHEeNd, OCTMKAHO Y HI/IjCIHCCIMCI CHMBHUX TOHOBQ, NPHU3HNBA OMNLWITY KPHU3Y CABPEMEHOT
APYLUTBA, M3A3BOHY NOBENAHWUM KOH(POPMHU3MOM K MHCTUTYLIUOHANM3CALMJOM YOBEYOHCTBA
nomohy TEXHONOrMWje U MeOmjd, KOKO HA rMODANHOM, TAKO M HO NNOKANTHOM HUBOY. bes Tpara
IbYACKOT NPUCYCTBA, OBAE CMO CYO4YEHH CAO TMYPHOM CLLEHOM UCMYHEHOM MNPA3HHUM CTONOM H
HapehaHUM CTONULAMA KOja Adje YTUCAK Ad CY MPOTArOHHUCTH CULLMAK CA CLUEHE, OCTABDBAjYhH
30 COOOM MPHUTryLLIEH HOPATHUB U HEMOAHOLL/BUBY yCAM/bEHOCT. Buno aa anyaupa Ha
HANYLWTEHO AOMANKHCTBO, UK MOXAA DOMHHWLY UK NPUTBOP, OBA CIIMKA M303WBO HENATOAY,
ocehaj 30podbbEHOCTH, NA YAK M CTPAXA.

YKkpaTko, lMocneghwa Bevepa je NoCTMOLEPHA NPHUYa U COBPEMEHH NMPUKA3 AKTYENTHHUX
ApyLWTBeHWx gorahaja unju cy epextv sactpaiuyjyhu. YmeTH1ua ce oBae nosunea Ha Oykoose
cnvce n3 gena Hapswpatu v kankwasaTu (1975), KOju ce OfHOCE HO UCTOPHjCKE MPOMEHE
HOYUHO KOXKHABAHA Y 3AMAAHUM CUCTEMHUMA U KOj€ YKIby4Yjy 30TBOP CO CBOJOM CTPYKTYPOM
MOHOMTUKYMO KOO AOMWHOHTHOT ODMTMKO HOA3WPAHA M KOXKHABAHO M KOO CHHOHWUMA 30
Apyre odn1MKe KOHTPOMHUX MEXAHW3AMA, OUTO AA CY OHWU MAEOMOLLKE, KOPMOPATHBHE MUK
efyKaTUBHe npupoae. PeannsoBaHd y MOHUPY HATYPATM3MA Y MOHOXPOMOTCKO] MNAneTH,
Koja noaceha Ha XONMAHACKO XAHP CTMKAPCTBO, U MpTBE Npupoae u3 17. Beka, Mocneara
BEYEPA HOCH TUXO YNO30PEHE O CTAHY MOASPHOI YHOBEYAHCTBA KOj€ MONAKO TOHE Y TOTANHY
AEeXYMOHU3ALH]Y.



MeLLaBHUHO BHBNKjCKE TEME U PEANTUCTUYKOT TPETMAHO CTMKE KOja HOC MPEHOCH Y CTahe
MOJEPHOr YOBEYOHCTBA — Y OBOM Cly4djy, AUTUTANHOr J00a — Takohe je eBUAEeHTHA y
Tpunoruju noptpeta Bnagucnaea LLhenaHoerha Agam v EBa. JJok npBad CNMKa AgAMm H
EBO NprKa3yje MyLLKE KU KEHCKE AKTOBE Y (PPOHTONHO] MO3ULIUjHU U Y TPOOULM|HU KjOPOCKYPO
Y/BOHMX CAIMKA, ApYyra cnvka Agam v EBa #2 npurkasyje aktoBe melycoOHO okpeHyTHux neha v
QR kogom uamehy wrx Ha kome ce ounTaea cnegehe: ,Agam v EBa, dropasrpaarem podoTH.
Hoen Agam 1 EBa xnMdpuran dMopasrpagrMBux podoTAd M MALLMHA KOje Cy COMWU HOUYUHUIIH.
Hamepa, cimynaumja decmpTHOCTH.

Y Tpehem pany Tpunoruje - Aoam v EBa y pajckom BPTY OKTOBHM Cy OKPEHYTH j€A0H APYrom
KOKO OM Ce CACTanMW Yy HOBOM OUTMTANHOM pajy. Y NaneTv NpuryLeHnx doja, oBUM paaom
YMETHHWK HATNALLIABA AOHOLL KW 300KPET KO BUPTYENTHOM CBETY Y KOME j€ NMPHCYCTBO YOBEKA
30MEHMNA OUTUTANIHO TEXHOMOTHja.

Mpema pevyrma YMETHUKA, OBAj HOBW MOPEeaaK ,JUrUTATHON KANMUTANK3Ma* 3aXTeBao je
HoBor Agama 1 EBy M HOBM Pajcku BPT rae Cy XXMBOTHH LMKNYyCH pahama, pacta U CMpPTH
30MEHEHU DECKPAjHUM CUMYNALMjAMA KOje NPOrPAMUPA BELUTAYKA MHTENUIEHUH|a. Y
CYLUTUHH, OBM OUTMTANHKM AZCOM W EBO Cy HOBE BPCTE KOje HOCe/baBAjy HOBO OKPYXKEHE; OHM
cy ,OMopasrpagrBu PodOTH U HOBA NAPAAUIMA 30 dyayhHoCT"

CACBUM ApPYrayvmjy CTUACKK U TEMOTCKK MPUCTYN CIUMKAPCTBY jOB/bA Ce Y ceprju MonUTBEH
nucta JajaHe Mepuh Jarnac Kojy YUHKW CKYN TUXUX U MEOWUTATUBHUX AeNa Manor hopmaTa.
PykoBoheHa 0onHUM cehamMMma M3 OEeTUHCTBA ycnen rpahaHCKOr paTa eBefeceTrX M1
TPATUYHKUX NOCNEANLA KOje je OCTAOBMO HA BENMKK DPOj CTOHOBHMKA bocHe 1 XepuerosuHe
roe je YMeTHMUO O4pac/id, OBO CY HEXHO U AUPIbMBA AEeNd KOja HOCe Ca COOOM TYry U
an. Kopuctehu ocBeluTaHe UpkBeHe ceehe, lheH CTBAPANAYKK NPoLEC MOYHUHE YUTAHEM
MONUTBE TOKOM KOje BOCOK ca cBehe kanbe Ha NNAaTHO. Paj ce 3aBpLUGBA KAA je MOMUTBA,
nocseheHa oapeheHoM YNaHy UK NpUjaTeby NOPOAMLIE, OKOHUYOHA.

CBAKM pap, je y CBOjoOj CYLUTUHHW BU3YyENHA MOMTUTBA, U PA3NHKYje Ce MO DOjHU, PUTMY, TEKCTYPH
1 (hOpMaTY Yy 30BUCHOCTH Of, BENIMUMHE U DpOja ynoTpedrbeHnx ceehd, Te 3HaYeHd U TPajara
monuTee. Bocak, nonako kanmbyhu HO NAATHO, CTBAPA NTMHEAPHY NYTAHY W FYCTUHY KOjYy
MHTYHUTUBHO KOHTPOMMLLE YMETHHYKA PyKd. DUTHIDB 30 cBehy je CaCTaBHM Ae0 CBAKOT KOMOAa
jep ocTaBmbaA PU3MYKK TPAT CBOT NPUCYCTBA. MOMUTBEHA NIMCTA U3BHUPE U3 YHYTPALLHE NATHE.
CagpKu 1 AroHWjy 1 MUpP, NPKU Yemy CBEeAOYM A0 XUBOTHOA U3OPK/BUBOCT MPEBA3UIASH
TeXMHY Tpayme. Kako cama ymeTHULA Kapke: ,MonuTBe Cy NOCTaNe MOj YHUBEP3AHH je3HK
KOMYHMKALM]E Ca TbyAUMA U OHE Cy DecKpajaH npouec.”

UcTpaxkMBaAEe MATEPUjanad, Y OBOM Clyydjy BYHE, HEeHWUX (PU3MUYKMX CBOjCTOBA, KAO U
TOKTUTHUX MU CUMOOMUYKMX KBONMTETA, AONA3M A0 U3PAXKAja Yy FPynH CKynnTypa Apnaad
Mynawuja. Kpo3 cnoj OMomophHUX, 300MOPPHUX M AHTPOMOMOPEHHX OONMKA, HETOBA FPyna
poaoBa Bojcka ByYHEHHUX camapa M APKTUYKA MOPCKA YWrpa npeactasnba mehy paHTasmje 1
pPeanHocTU. MUMArMHapHM 0dNM1LM fbyACKOT TeNa ce OBAE MPEUCMHUTY]y KPO3 Apyre OPraHcke
00IMKe XMBOTA. YMETHMKOBO AETUHCTBO NMPOBEAEHO Y MACTOPATHOM OMOWjEHTY NOPOAUYHOT
canawa y BojBoanHKW ca dOratom perMoHanHom hiopom U payHOM, SO je heroBom geny
COHOPCKH AYyX U HOAPEANHY AUMEH3H]Y.

IKako ocunnupajy namehy MUCTEPHUO3HOT U NPENO3HAT/BMBOT, MPUPOAHOT U HATMNPHUPOLHOT,
MynanjeBru XUOPHMAOHWU NMUKOBKW M3rnenajy paHTA3MAropuyHo W HecTBapHo. [a
NapagpPasUpPamo YMETHUKA ,HOAPEANTU3aM j€ O0OPAMOEHN MEXAHU3OM Catbapa KOjH
oTBAPO deckpajHe MoryhHOCTHM Tymayera”. BoheH oBrm cTaBom, MNynau cTBApa M3PaXajHO
TOKTUHE CKYNNTYype Koje 0djeaunyjy TajHe OPraHCKor W mbyackor ceeta. Kopucrehu
OMOMHUMETHYKE NPUHLHKNE, Tj. Npey3umajyhun odnuke na npupone, conope u payHe, v
HHKOpNopHpdjyhr UX y AW3AjH TEKCTHNA, OH CTBAPO KOMOHHWje ODM3UPHKUX CTBOPEHA.
Kopuctehu TexHUKy prnuara Urnom, Nynav odnvkyje ByHeHa BNAKHA A0 DU CTBOPHO
CNOXeHe TPOOUMEH3HWOHANHE hopMme Koje cnajajy prKLMjy U CTBAPHOCT, MUTOBE W (DONKIIOP,
Ibyae u xumepe.



Kao koHTpacTt lMynauy, ymeTHuuka npakca Kome boxosuha
NPOM3Ia3un M3 ypdaHor xuBoTa. MHTerpuwyhu HaheHe maTtepujane
M NPOMW3BOAE, OH TPOHCOPMHULLE BUOPALMjEe U Tparose rpana
Yy CIMUKAPCKY KOMMO3ULUMKjY W CKYNNTypanHe uHctanauuje. OBo
AONA3W 00 M3PAXKAjd Y HEeroBum AYyTOHOMHWM (POpMaMO HOBOT
CBETA, MYNTUMELMW|CKO] MHCTANALM]HU KOja KOMOUWHYje CKynnTypy
M CITMKAPCTBO CO MHAOYCTPHjCKUM 00jeKTUMa. Ca CTMKOM BENHKOT
hopmaTa 1 BUOpHpPajyhm Dojama HO jefHOM 3KAYy U METANHUM
LEeBUMO CAOBHJEHHMM TAKO A0 CE U3MTHMBAjY U3 NOBPLUMHE CIIMKE, OBA]
pan pyHKLUHUOHHULIE KOO TPOAUMEH3IHUOHOMTHKU YPOOHH NEj3CK KOjH
OC/TMKOBO OP3 TEMMNO CABPEMEHOT XMBOTA BOHEH AUTMTANHOM
TEXHOOMMjOM U KOH3YMEPHU3MOM.

Ocuunupajyhn namehy ekcnpecMBHUX KBANUTETA AMCTPAKLH|E
M MOTWMBO MOMN-APTA, CO jeaHe CTpPAHe, M no3uBdjyhu ce Ha
MHWHHUMOMUCTUYKU PEYHUK M MOCTMOAECPHHUCTHYKE TPEeHOoBe
anponpujauuje, ca apyre cTpaHe, boxxosruheBa ymeTHHUKA Npakca
je YTKOHQA y rpafcky HHPACTPYKTYPY M HeroBy ypOaHy KynTypy.
YMETHHUK YrMaBHOM MOYMHbEe Of, CBAKOOHEBHMX OdjekdTa Koje
HONO3K HA YAWLKM, NONYT METANHMX LIeBH, PACBETHMUX TeNd U 4enoBa
ayTomoduna, od du Ux NoTom y Tpaguumju ready-made ocnodoamno
CBAKE (PYHKLUOHATHOCTH U 3TUM NPEHEO0 Y HOBY CITMKOBHY CTBAPHOCT
Ca CUMOONMYKHUM 3HOYEHEM. JegHoM peujy, Boxxoerhes pan emaHupa
MCKYCTBO YPOAHOT YXMBOTA M CNOBH MOETUKY CBAKOOHEBHLIE.
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Weturwa, Hemara Jlahuh

Tema ypOOHOT XXWBOTA MPOBNAYH CE M KPO3 CTBaApanawTeo Hemawe Jlahuha n Uropa
Cumuha. lahuhesa LeTha, 5-KOHONHO AyAWO-BUAEO MMEP3UBHA MHCTONALM|A, KPEHPAHA
je nonyT BUpTyenHe CTBAPHOCTHU A4 OU TUM MyTEM A04APANA UCKYCTBO (hU3HYKOT MPOCTOPA.
LLleTha 0DyxBaTO NpOjeKLnje 30CHOBOHE HO BEMMKOM OPOjy CKEHHPAHMX hoTorpadmja,
NMOTOM CMOjEHMUX KPO3 NPOrpam 3a TPOSUMEH3UOHANHO MOLENOBAHE KOJHU CUMYNTUPO LLETHY
rPAACKHMM ynuuama. MNMpojekunje cy KoMnunauuja gotorpadmja pasnruyrMTrUX NOKALMjd,
yKkibyuyjyhu beorpag, BeHeunjy, bey n gpyre rpanose.

Nahuh oBae opkecTpupa NPOCTOP Y KOME Ce CITUKe
HEMpPecTaHO YKanajy W yKkpwTajy, nposouupajyhu
[E30PHjEHTUCAHOCT, Na YOK U BPTOrnae1uy. TUMe He
€BOLMPA YEeCTO HEMOTNYHe WK U3dneaene ycrnomeHe Ha
noceheHa mecta, Beh NpefoyaBa AOHALLKY AOMUHALM]Y
OPYWTBEHUX MPEXa, AWTMTATHUX TEXHOMOTUjd M
mepujckux (ae3)rmHpopmaumja Koje AoNPUHOCE CITULLM
HEeCTOdMMHOr, NOABOJeHOr U MAPaLOKCAMHOr CBETA. Y3 TO,
XHUMHOTUYKHW, OMOUJEHTANHW 3BYK AOAOTHO HAMALIABA
ocehaj KpeTarwa U YUHK MHCTANAUMjy jol PNyHaHHUjOM
W NPOCTPAHHjOM. Y TOM cmucny, LLeTha Hyau nyToBame
KPO3 MPOCTOp M Bpeme, Koje je NoAjeAHAKO CTBAPHO U
M3MALUTAHO, (PU3HYKO U METAPHUIUYKO.

N Cumurhes pap, je 3aCHOBOH HO HOBMM Meaujuma oyayhu
[0 Ce OH YrNMOBHOM OUBH AUTUTANHWUM (PUIIMOM W BUAEO-
urpama. MehyTum, cpxx yMETHHMKOBE NPAKCE je HapaLuja
oCnomeHa Ha rnosodcke NPodieme U TO HOPOUYMUTO Ha
NUTAHO TbYACKE Er3MCTeHLMje Kojd y cedu Hoce ypoheHe
NPOTHUBPEYHOCTH, KOO LUITO Cy NenoTd W yXac, A0dpo
M 310, TbyOOB M MPXHA, XPADPOCT U CTPAX. TAYHH]e
peyeHo, CimHheBH BUAEO-PAaOBH DaBE C€ KOH(PNMUKTHUM
OAHOCHMMO M3Mmehy byau M TEXHONOrMje, Kao LWTo Cy
30BMCHOCT M HE3OBWCHOCT, MOBEpPEHE U HEMOBEPEHE,
HOA30P YU MOHWNYNALHM]Q.



MenaHXonnMyYHW OPOH Aenyje Kao BUASO-Urpa ca ayTOMATU30BOHUM
rMACOM KOjU KA3Yyje MPUYy O BOJHOM LPOHY KOjHU KPYXXHU HEOOM
Beorpana v pa3amuLuiba O CBOjOj DECMMUCNEHO] BOJHO| CNY>KOU
(anyaunpajyhu Hao HATObombapaosamwe beorpana 1999. roguHe).
IKako ce opoH nonako 3arydrbyje y rpan xynehu oa ce MICTOBPeMeHOo
ocnodoau Bojcke, NoCTadje CBECTOH Aa Ce JbyAWU-0NnepaTepu NOHALLAjY
CBE BULUE KOO MALUMHE O CBE MOHE KAO /byau W 04 JbyAW NOCTAjY
30MEH/BUBH U TUHEAPHK NOMNYT MALLMHA. PeBep3ndunHocT YoBeka
M MOLIWHE — EMOLMOHANHOT, OMXEBHOPANHON, HHTENEKTYCTHOT M
TEXHOMOLLKOT, CYLUTUHA je OBOT BUAeOo-paaa.

He Oyan onupaHT je jow jegHa BHMAEO-MPUYA O XHUBOTY KOO
cumynakpymy. PedpeH - TaHKa je NMHKWja namehy CTBAPHOT M NOXKHOT,
/byOABH M Cy3d, NpABAE M HEMPABAE, O/1U jegHO je clUBAPHO, O je
clupax — 3djefHO ca YBOAHHUM TUTNOBUMA — COKPOAT je NPpOoHALa0o
NAPTH]Yy PALUKANHE UCKPEHOCTH Ca CNIoraHom ,fnacajte 3a meHe,
3HOM [0 HULLTA HEe 3HOM" - HOrNALAaBa MABHY MAejy BMaea, a To je aAa
XHBHMMO Yy KYNTYpPH CTPAXA, HEMOBepeHa, NMuemepjd, KOHPOPMHU3Ma
M NODKK.

CnuyHo Tome, Kpaj Tajmca npeactasiba NApoaujy Ha Bnaaajyhe
cMcTeme MHpopmMaLMja M CBETCKMX BeCTH — Kao wTo je New York
Times - KOjUMd ce BepYje KAo NPECTUXHUM U3BOPUMO HHpopmaLmja
M CUMMOONMMMO HOBHHOPCKE HEMPUCTPACHOCTH U U3BPCHOCTH. Ca
MPOHHUYHUM W SYXOBUTUM MOACMEXOM HO OBE KAHANE UH(POPMHCAHA,
Crvmuh yKasyje HO bMXoBY NepdraHy CTPAHY. Y3 TO, YMETHMK daua
KAOPHUKATYPHHW Mornen Ha KOPMOPATUBHY €KOHOMM]Y TAKO3BAHMX
PO3BHjEHMX 3eMaba U HXOBE DOHKAPCKE CUCTEME M CBEMPUCYTHOCT
APYLWTBEHWX Mpexd, Harnawaedjyhu gpywTBeHe HejeQHAKOCTH,
JbYACKY Moxneny, ancypaHa POTOBAHA M LUTO j€ HAjBCXKHHW]Ee KOnarc
AEMOKPATH]€e rae Cy UCKPEHOCT U Codoaad M3PaXKaABAHO H3DPHUCAHHM
NOXKMMA U NPEeNYyTKUBOKMMA.

Y uyenoctr, CumuheBa gend JOHOCE COTUPUYHE KOMEHTAPE Halle
COAOLLHOCTH Y KOME CY HOXKONOCT POOOTH U IbyAH, MOPON U HEMOPAN
30MEHUNK CBOje No3uLuje. BUcnpeHu n ayxoButv CimrheBu pasoBH
Ce MOWrpaBajy CA HOMO U3A3MBAjyhH UCTOBPEMEHO M CMEX U TOPUHHY.

JlyXOBHUTO MOMUIPOBAHE CA HALLOM MEAMH)-
CKOM KYNTYPOM €BHUAEHTHO je U Y CepHju
panosa Hukone Benuukor. OdjeaunreHa
Hacnosom [llena npace, uena cepuja
jé MHCMHUPHUCAOHAO HALKWPOKO MO3HATOM,
OPHUTAHCKOM OHMMALM|OM Y KOjoj je Boaehu
npoTtaroHucta lMena, aHTponomopdHa
YKEHKO-Mpace, heHa NoOPOoanLIa U APYFApPH.
Tpu pana: bnatwase dapuue; Kana he
cHer? n To je moja urpayka!, Kako YMeTHHK =
odjawmaBa, oeo cy mHoro Behe rpyne
3anoyeTte TOKOM NaHAEeMHUje KOBMA-19 kKaaa
je y nsonaumju kop, kyhe npoBoAHO MHOTO
BpeMeHa npen ekpaHoM rmepajyhu ennsone
Mene ca cBojom oeuLOM NPenLwKoncKor
y3pacTta. Bennuku je Taga cxBaTtuo Aa ce
YXUBOT OAPCCIUX HE PA3MKYje MHOro of,
XMBOTO Aele W Aa Cce NAKO MOXe CBEeCTH
HO CBAKOOHEBHE PYTUHE KOO LUTO CY LLIKONa
MK MOCAO, U OCHOBHE eMOCije | NOHALAHA,
KOO LUTO Cy CMEX, Cy3e, CTpenta, MOYUHbEeHe
rpeLuKe 1 3acnyXXeHe Harpage.

OHo WTo je Benuukor npuByKNo cepuju NMena npace, OCUM LLITO CO XYMOPOM MPUKaA3Yje
ODMYOH XXMBOT, jeCTe hEeH BU3YENHKW ACMNEKT KOjU KAPAKTEPHULLE jeAHOCTABHOCT LPTAYKOT
noTe3d U CaMa TEXHMUKA ,,CTOM-MOYLLHA" KOjJOM ce CTBApa Mnysuja nokpeta. OBe ocodrHe
CY YMHOrome oroBapane YMETHMKOBOM A(pMHUTETY NpemMa NOjeAHOCTUBbEHHUM U MOHEKAL,
NPUMHUTHUBHMM OONUUMMA LpTexa. [lok ce bnaThaee dapuLe, HOMPABbEHE Of, TUHONEYMA,
oAHoCe Ha MNMenrMHOo CTAaNHO CKAKAHE Mo dnaTtkhaBMM dapama, Kaaa he cHer? npukasyje
jeoHY Of, FheHUX YM3AMA Y BENMKOM POPMATY, TUBEHY Of, N'YME U OCITUKAHY €NeMEHTUMA
M3 aHUMauuje. To je Mmoja urpavka! HanpaebeHa je ca LED HeoHom 1 cBeTnom, u noaceha
Ha MNenuvHor mnaher dpata, Llopiia, Koju je 4ecTo ynnakaH y cepuju. 3a Benuukor uena osa
rpyna poaoBa NpeacTasiba NOTPAry 30 MHAWBUOYOTHUM M3PA30M KPO3 CIOHTAHY Aevjy
urpy 1 xymop. lNMpenpuyasame MNMenvHe npruye omoryhuno je ymeTHuKky aa hopmManHo
€KCNEePUMEHTHLLE CA NMPOLLECUMA LIPTAHA M rpadrke, 3a4pXaBajyhn CBOj MTMUYHK PyKOMKMC
NYH J€AHOCTAOBHHWX MTUHHW|A, LUMPOKHUX NOTE3d, EKCNPECUBHUX MECTOBA U KOMHUYHHWX JTUKOBA.
OWPEKTAH U HO HEeKHW HOYHUH NMPHUMHUTHUBOH, HHTYUTHUBOH BULLE HErO0 KOHLUENTYOAOH, pag,
Benuukor Hocn ca codom De30PHMKAH U MOALLTOBHT AyX.



CynTHUNOH XYMOP M LA, KAKO POPMOITHO TOKO M KOHLENTYOHO, Y BENTMKOM MOXY 0Denexasa
ymeTHocT fadpuena Muaa. HeocnopHo hyarbyMBe U BPAronacte, kerose CKynnType M
rpadrke Hoce U 003y ancypad U urpe. YrnaBHOM ce 0aBe OfHOCMMA U3MeDy CBAKOOHEBHMX
npeaMeTa M fbyan KOKO OU OTKPHIKW KOHTPOAUKTOPHE MMMYNCe HALLEr CaBPEeMeHOr A00da,
pasaneTtor M3mehy NOTPOLLUAYKOr APYLUTBO M KBA3MHUAEONOIH|d, KOO W Xerbe Od ce of,
KX OTPrHe. To je eBMaeHTHO y 0da Mmuposa aena - Mopasa (rpaduika) U MUHUManaL,
(ckynnTypa). MopaBa je dMo NonynapaH dpeHA CPNCKMX LMrapeTa ca Hajsehom npoaajom
y duBLLIOj Jyrocnaeuju cee 0o ykuaawa 2005. roguHe; 1oduo je Mme no peur Mopasu U
[yro je CUMOOMM30BAO HALMOHANHO Hacnehe. MpadrKa NPUKA3Yje KEeHY Y TPAAULUOHAHO]
HAPOOHO] XA/bUHHU U MOPAMU U €MTEraHTHUM LPBEHUM LMNEeNnama ca BUCOKOM LUTHUKITOM.
MPEeKPLUTEHUX HOTY M HEXXHOT OCMEXA, OHO AeNnYje U3y3eTHO MPUMAMILHBO, DALL KOO K COM
HUKOTHH. Ca apyre CTpaHe, npeacTasmbajyhu je Kao aa nedamn, yMeTHUK ce NO3uBaA, KAKO
COM KOMKe, HO YyBeHY (hpecky benu aHheo na maHactupa Munewesa 13 13. Beka, Koju ce
CMOTPO HOLUMOHOTHUM OHNHENOM YyBAPEM, O KACHHW]E U YHHUBEP3ATHUM IMACHUKOM MHUPQ.

OBO npennuTame TPAaguuHWje U MOAEPHOCTH je Takohe npucyTHO y MuHumancu,
HECPA3MEPHO BETMKOM KOHTEJHEPY KOjHU OMOHALLIA TPAAWLWOHANHHW MNETEHHU Lerep Koju ce
KOPHWCTHU YIMOBHOM 30 KYMOBHHY HOMHPHMLIA, MOCEOHO Yy PYPAnHUM noapyyjuma Cpduje. Kao
OMOMEeM CBOKOOHEBHOT XXUBOTA, MMHUMAIHA NAOTA YKA3Yje HA ,BENIMKK NPOCTOP U MANO
HOBLIO", UMK HO OYONMTET ,,BETMYMHE U NPA3HMHE"” NO3MBAjyhH Ce HO OFPOMHY UHIALM]Y
TOKOM M HOKOH 1990-1X W TOAALLHbY €KOHOMCKY CHTYALHM]Y Y KOjOj je HOBAL, De3BpeaaH.
To yKasMBameE HA PACKOPAK M3mel)y MOryNHOCTH M Kermbad, O4EeKUBAHA M CTBAPHOCTH, Y
nornegy €KOHOMCKOT CTAHA, ANk U XKUBOTHOT CMWCIA, YAIPABO j€ OHO LUTO YWMHU [MMO0BO
Aeno PeneBaHTHUM.

Neyewe ymeTHowhy 3apaBKka JokcMmoBWha NpencTaBba CEPUjy CKYNMTYPANTHUX
pemeda Koja ce Takohe dABU KPXKHUM CTAHEM COBPEMEHOT XHBOTA U YOBEYOHCTBA.
Y OBOM yrOTPAjHOM LIMKIYCY KOjU 0DYXBATA KPYXKHO ODNMKOBOHE (hOPME CO ONTOBHHUM
MOBPLUMHOMO U NPUMEHY APYTHX, CUTHUX, YTUIUTAPHUX €NeMEeHaTd, KOO LWTO Cy Ayrmag,
ducepH 1 daTtepuje, YMETHUK MPABKH ACOLMjALIMjE HO MEOWULUHCKE NUnyne, yKasyjyhu Tume
HO ApYyLITBEHE doNecTi U Ha HeMOryhHOCT NPOMeHe. Y TOKBOj HEU3BECHOCTH U KOH(PY3HjH,
jeoMHa npeocTana yTexd, NPemMma YMETHUKOBOM MULLIbEY, jecTe nedyere ymeTHoLlhy
JokcMmoBHh OBY NTUKOBHY TEPAMNHjY 3CAMULLBA KOO XONMUCTUUYKK MOAYXBAT KOjU TPOXKH
POBHOTEXY M XAPMOHMjY Y XXMBOTY U YMETHOCTH. [JOK C€ LEeNOBHUTOCT XMBOTA HAjdOombe
MOHUECTYje Y CBPCUCXOAHUM CKTUBHOCTUMA, MOEHTA YMETHOCTH NTEXH Y (POPMATHOM U
KOHLENTYCTHOM PELLaBAbY NPOdNema, YUME Ce TEXH NENOTH KAO eCTETCKOj U OHTONOLLKO)]
KOTEropwju. Y cywTHHH, 0de OenaTHOCTH BoAe KA CTBApPAY Koje odorahyje cmucao ceeTa
M IMYHOT MCKYCTBO.

JokcMimoBHhEB NMPUCTYN YMETHHUYKOM CTBOPOHY
j€ U MHTYMTUBOH W aetanaH. OH je hopmanucTa y
AYWW WU reliTanT YMETHUK KOjH, CTMYHO rewTanT
NMCHUXONO3UMO, MMQA LIb A0 CTBOPH ,OPrOHU30BOHE
CTPYKTYpE Y KOjUMa Cy pMrypa v Tno jegHo". 3amcra,
CBOKHW OE0 Hherose KOMNosuuuje - odnuk, doja u
NONOXAj AOAOTHUX €NEMEHATA — MMO CBOj BU3YEIHHM
MOEHTUTET U KOHLENTYANHO odpasnoxere. M3dop
maTepujana je Takohe npecynoH 30 YMETHUKA; Y
CTBOPM, TO je HEeroBad Mona3Ha Tayka koja nokpehe
naejy, unu K1Bo druhe*, KOKO OH Ka)Ke, KOje MoTOM
AWKTUPa npasal, pand. M doja je BaXKaH enemeHT
HEroBMx KOMMNo3uuujd. Ha npumep, oH Npatu Beh
noctojehe doje opdayeHux npegmeTa Koje yrpahyje
y oBe perbeHe CKNoMNoBe, KOO WTO CY MEAULMHCKE
nunyne, Ayrmag unv datepuje, omoryhasajyhu nm
A0 BOAE AENO W YTUYY HO Hberos ucxod,. Mehytum,
JokcMmoBHheBM BUCNPEHHW HACNOBH, KOO LUTO CY:
TpownTte camo oBe daTtepuje, HapgoxeaTt ropao
upseHe, EHepruja onosa, 3awTo TaKko?, MpoTuB
rpydoctv komnneTupajy werosa gena. Yecrto
HEjaCHW U aNy3MBHH, OHK OTKPHBAjY YMETHUKOBO
PO3MHULLBAKbE WM CAOMWTABAjY ABOCMMCIEHA
3Havewa. OBAe XyMOp ypdma Yy LMHU3AM, O
HOCTANrKja y Noesujy. ,Xymop je Aeo Moje Npupoae
M HOYMHO HO KOjWU C€ Yy MOYEeTKY LUAIUM CaM ca
COOOM, O OHAO MOKYLLABAM A0 Ty CTBAPHOCT YYUHUM
NOOHOL/BUBHUjOM”, KODKE YMETHHK. JaCHO je aa je
cepHja Jleuere ymeTHoLNY MEXAHU3OM NeYera KOoju
TEXM LLeNOBUTOCTH. KpO3 jefHOCTOBHE ANCTPAKTHE
dopme, roe YUCTA MATEPHjANHOCT 3aMeEmYje
HOPATHB, OHE CY Y CYLUTUHU MeTadope 30 LIENHHY.



HakoH KpaTkor npernend MHAMBUAOYOANHUX YMETHUUYKKMX npuctyna y #SerbialnReallLife,
O, NMMYHWUX 0,0 NONMUTUYKHU PENEBOHTHUX HOPATUBA, €KOMOLIKK BONEHUX U TEXHOMOLLKH
OHTODKOBOHWX YMETHUYKKX Aend, Bpahamo ce HO MOYETHA NMUTAHA, HOMME, FAe M KOKO
NO3HLMUOHUPATH COAALLHY CPMNCKY YMETHOCT Y WWHUPEM KOHTEKCTY? KaKko HanpaBHTH
napaneny namehy eKOHOMCKK MONHKX 3ANAAHUX APXKABA U MAPTMHAMTW3O0BOHE M MPAKTUYHO
HeBUA/bMBE 3embe Cpouje U KAKO NPENO3HATH heHE NOKANTHE KAPOKTEPUCTUKE HACMPAM
rModanHUX KpeTara? MoryhHOCT 0AroBopa HA OBO MUTAHA NEXH Y KOHLENTY ,IMOKAnHOr"
KOjW NOAPO3YMEBA CUHTE3Y TOKAHOT W IMODANHOT, FAe ce cneurUyHOCTH NoAHEedba CTaNajy
CA YHUBEP3QTHUM KAPAKTEPUCTUKAMA M rae ce xomoreHocT (LeHTap/makpo) cycpehe ca
xeTeporeHowhy (nepudepnja/Mmnkpo). AKo ce nocmaTtpa gaHaw o Cpouja (MHMKPO), Mana
3emsby Ha bankaHy, Hacnpam ekoHoMckk mohHor 3anaaa (MAKpPo) U HEeroBMx caBesd,
MOX0 HHWje U3HeHahyjyhe aa ce NpoHANa3u BULLE CTMYHOCTH HEro pasnuKka mehy wruma.
Ha npumep, ceeoniite 3anoCcTaB/babe YMETHOCTH U KYNType, HeAOCTATAK NoApLUKe o[,
KYNTYPHUX OPraHM3ALM|a MOA HOANEXHOLWNY ApXaBe, NPEeTBAPAHE YMETHUYKKX aorahaja
Y LWOY-OMU3HMC, KOO W MPETEePaHd NOMUTU3ALMja YMETHOCTH Y MMe nogpLuke Bnaaadjyhum
MAEO0NOrMjaMa M3rMeaa 4a CYy BhUXOBE 30jeAHUYKEe 0CODUHeE. JJoK NMHKWje pa3aBajara
namelhy ABa OPYLUTBEHO-EKOHOMCKO CUCTEMO WU HHUXOBE YMETHOCTH OCTAjY TPXHLUTE U
NpoeCUOHANTU30BAHW ONEPATUBHHW CTAHAAPAHN UK HEJOCTATAK UCTUX, BOXKHO j€ HOMMOCHUTH
W 0OAOTHE 3ajeJHUYKE KAPAKTEPUCTHUKE, HOMME MAYPANUCTUYKE YMETHHUYKE NnpaKkce r
pa3nnyMTE TEMOTCKE OpHjeHTaLuje. [opea Tora, NOAUTUYKA HECTADMNHOCT U KPOX BPEAHOCTH
Yy €TULM U eCTETULIM EBUOEHTHU Cy Y 000 OpYyLITBEHA ypehera, KOCHOCOLHW|ONMUCTUYKOM
M BUCOKOKAMUTATUCTUHKOM. MehyTUM, hHXOBE MOHHUpECTALMje Cy pa3nnyuTe, BoheHe
cneurpUYHOCTUMO TOKANTHE UCTOPHjE U HHTEPECOBAA.

Cpduja je [aHAC XUOPHAHO APYLUTBO HO MOMMTUYKO]j, APYLUTBEHO] U KYNTYPHO] PACKPCHHULM.
MHoru je n garbe JOXHBHABAJY KOO 300CTANY 3eM/by HO BankaHy, CTHIMATU30BAHY PATOM
W yoarbeHy of nporpecvBHe EBpone, Kojy mHore mehyHapoaHe KynTypHE OpraH1Msaumje
yecTto opdauyjy. Cpduja 4aHAC NPeacTaBbA PPArMEHTAPHO APYLUTBO KOje je Y NOTPA3H
30 HOBHUM HOLMOHANHUM UOEHTUTETOM U YMETHUUYKOM MPAKCOM KOja HUjEe Y CYNPOTHOCTH
Beh y cknagy ca mehyHapoaHUM CTpyjama. HEBUABUBOCT CPMCKE YMETHOCTH HA MMODANHO]
YMETHHUUKO] CLLEHM HHje 3D0T heHEe MaHbe YMETHUYKE BPpeaHOCTH, Beh jeaHOoCTaBHO 300r
FEHOT MOTYHUHEHOT MrEOMNONMUTUYKOT U EKOHOMCKOT MOMOXAjd, NOMUTUYKE HECTADUTHOCTH
W YHYTPALWHEr HEjeAUHCTBA. MNaK, CyouyeHa ca TelwKkohama, CNofbHUM K YHYTPALL UM,
YMETHOCT YBEK ONCTAj€ U Y3AHUXKE CE U3HA, APYLUTBEHO-NONMUTUYKHMX U EKOHOMCKHX YCNOBA.
De facto yMEeTHOCT Yy TOKBHMM CHUTYOLMjOMA NOCTOj€ HEOMXOOQHOCT 30 COMOW3PAXKABAE,
CAMOOAPKAE, KPUTUUKO PA3MULLIBAHKE, OPYLUTBEHWU OHIODKMOH M ONCTAHOK OCHOBHMX
IbYACKHX BPpeaHOCTU. CPCKa YMETHOCT JAHAC je CBeA0YOHCTBO OBOI MOCTOJAHOr AyXd.
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#SerbialnRealLife - Breaking Stereotypes

#SerbialnRealLife offers a narrative that encapsulates contemporary Serbia through the
voices and visions of twelve influential Serbian artists: Arpad Pulai, Biljana Djurdjevic,
Dajana Peric Douglas, Gabriel Glid, Igor Simic, lvana Milev, Jovanka Mladenovic, Nikola
Kolya Bozovic, Nikola Velicki, Nemanja Ladjic, Vladislav Scepanovic, and Zdravko Joksimovic.
By blending video, installation, painting, and digital art, the exhibition presents a tapestry
of life where personal memories, societal reflections, and digital experiences converge.
Each artist contributes to a shared yet fragmented story of a modern nation, negotiating
its place between the weight of tradition and the digital landscapes of today. In a world
where art often mirrors societal expectations and cultural stereotypes, this exhibition
serves as a powerful statement of contemporary identity, presenting a diverse array of
artworks that reflect the vibrant and evolving nature of Serbia as a modern European
nation.

This exhibition challenges preconceived notions and offers a fresh perspective on Serbian art
and culture. Each artist contributes to a broader conversation about identity, representation,
and the breaking of stereotypes of being a small Balkan tribe, showcasing the dynamic
and multifaceted nature of contemporary art. Historically, Serbian art has been viewed
through a limited lens, often overshadowed by broader regional narratives or reduced
to simplistic stereotypes. This exhibition seeks to dismantle those preconceived notions
and provide a more nuanced, authentic portrayal of creativity and expression.

#SerbialnRealLife highlights how art can serve as a powerful tool for exploring and
addressing the multifaceted realities of our world. This concept highlights the difference
between virtual representations and the tangible, immediate realities that artists address
in their work. The artworks are rooted in the present moment, engaging with pressing
global issues. Through their creative practices, these artists offer an authentic and
immediate reflection of the world as it is now, challenging viewers to engage with art in
a meaningful and current context.

The title of the exhibition captures the essence of contemporary concerns through the lens
of Serbian artists, who engage with urgent global issues in their work. From the impacts of
global warming to the complexities of religious identity, societal weakness to the celebration
of cultural diversity, each piece in the exhibition reflects a deep engagement with the world
around us. The artists use their creativity to address these issues, providing viewers with
a multifaceted understanding of the challenges and opportunities we face today.
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Reimagining Identity

One of the core themes of this exhibition is
the reimagining of identity. The participating
artists explore what it means to be Serbian
in a global context, delving into personal
and collective experiences that transcend
traditional boundaries. Their works challenge
homogenized views and present a richer,
more complex picture of Serbian identity.
Through various media—including painting,
sculpture and digital art—these artists
integrate themes of heritage and modernity,
offering insights into the lived experiences of
contemporary Serbians.

Gabriel Glid's approach in artistic practice is
a form of storytelling, his vivid and layered
compositions blending realism with surrealistic
undertones. His pieces Morava and Minimum
wage examine the clash between past and
present, where symbols of Serbia’s heritage,
in the form of a willow basket, collide with
modern influences, creating scenes of both
familiarity and tension.

Arpad Pulai explores the hidden layers of
collective memory through his installations. By
distorting familiar landscapes of the human
body, he raises questions about cultural
amnesia, challenging the audience to seek
out fragments of history lost in rapid urban
development and globalization.

Contemporary Reflections on Belief

Religion and belief are another key theme explored in #SerbialnRealLife with artists
examining how faith shapes contemporary identity and experience. The artworks delve
into the complexities of religious belief in the modern world, reflecting on how spirituality
intersects with personal and societal issues. By presenting diverse perspectives on religion,
the exhibition fosters a deeper understanding of how faith continues to influence and
inspire individuals in real-time, highlighting its role in shaping contemporary life.

Dajana Peric Douglas draws from her background in mixed media and installation, crafting
pieces that dissect identity through the lens of familial and cultural heritage. Her work
bridges traditional craft with contemporary commentary, reflecting on how customs and
shared memories anchor Serbian culture in a time of accelerated change.

Biljana Djurdjevic is known for her poignant, often haunting paintings, which delve into
psychological landscapes of vulnerability and strength. Her work in the exhibition captures
intimate, almost cinematic moments that reveal the quiet resilience of the human spirit,
acting as metaphors for Serbia’s own endurance through shifting historical tides. The
focus of her imagery is on cold, institutional settings—bunk beds, tables, and chairs— a
significant shift toward the absence of human figures as a reflection of the increasingly
disembodied nature of contemporary life in the digital era. The rise of Al, the metaverse,
and other digital technologies often emphasize virtual spaces that lack physical human
presence, fostering a sense of detachment from reality. This absence resonates with broader
societal concerns about how Al and virtual environments might further erode tangible
human relationships and physical spaces. It offers a visual commentary on the potential
dehumanization inherent in prioritizing digital constructs over real life engagement.

Vladislav Scepanovic's work is rooted in the exploration of individual and collective resilience.
Known for his intense portraits, Scepanovic focuses on faces and expressions, capturing
the endurance and wisdom accumulated through years of political and social change,
portraying a Serbia that holds its ground in a rapidly evolving world. His interpretation
of Adam and Eve as inhabitants of a virtual Garden of Eden highlights the philosophical
implications of humanity’s dependence on technology. The artwork suggests that as
society increasingly relinquishes its spatial and temporal grounding, the concept of
existence itself transforms. The traditional Garden of Eden—a physical space rich with
life and natural decay—is replaced by an artificial, Al-generated utopia where decay and
death are eliminated. This new “virtual Garden of Eden” symbolizes a technologically
mediated paradise, offering a vision of happiness and security that is sterile and devoid
of the imperfections that define human life. It underscores the profound shifts in our
relationship with reality, where artificial intelligence crafts idealized environments that
may lack authenticity and genuine human connection.
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Real Life VS Digital Representation

“In Real Life” becomes a deliberate reference to the lived,
unfiltered experiences of Serbian people, told through a spectrum
of contemporary voices and media. It emphasizes the authenticity
of personal and collective stories, exploring what it means to
exist in a world where “real life” often intersects with digital
representation.

Igor Simic brings digital art and animation to life with darkly
humorous narratives, often confronting political and social issues.
His contribution here presents a satirical exploration of Serbia's
place in a globalized world, juxtaposing cultural symbols with
images from popular media to challenge perceptions of national
identity in the digital age.

Nemanja Ladjic brings forth a hybrid approach in video art,
juxtaposing the analog with the digital. His works capture the
accelerated pace of life, portraying fragmented identities in a
post-digital world. The viewer is invited to piece together his
dream-like images, reflecting the complex layering of modern
Serbian identity. The layering of analog and digital elements
provides an immersive experience where the observer's perception
becomes a central artistic focus. Ladjic's work also challenges
traditional notions of art by presenting it as a process rather than
a static object, blending physical and digital realities to reflect
contemporary visual culture
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A Call to Action

Several artists in the exhibition tackle the theme of the environment, using their work to
raise awareness and provoke thought about environmental issues. Through evocative
imagery and innovative materials, they explore the consequences of climate change and
its impact on the natural world. Their art serves as both a critique of current practices and
a call to action, urging viewers to consider their role in addressing environmental crises
and fostering sustainability.

Jovanka Mladenovic brings introspection to digital photography and video, focusing on the
profound engagement with the natural environment, addressing both its beauty and its
fragility. Her work involves analogue and digital techniques. Through these, she highlights
the global ecological crisis, raising awareness about the effects of urbanization and state
policies on natural resources. Her projects frequently act as calls to action, emphasizing
the need for ecological consciousness in both art and life.

Ivana Milev's work often explores themes of structure, materiality, and the natural world,
with a focus on the process of creation and its resemblance to natural growth patterns. In
her recent projects, she incorporates materials like recycled plastics and PVC, transforming
them into intricate sculptures that reflect the concept of multiplication and the infinite
interconnectedness of the universe. This creative approach highlights sustainability while
emphasizing the importance of individual components in forming a harmonious whole.
Milev's work conveys the tension between the natural environment and the synthetic,
showcasing how human ingenuity can reshape materials in ways that both honor and
challenge organic forms. Her sculptures and installations often blend industrial and
natural aesthetics, making a statement about our interconnected existence in an evolving
ecological landscape.
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Deconstructing Stereotypes

The artists in this exhibition actively deconstruct stereotypes associated with Serbian
culture. By presenting work that diverges from cliched representations, they invite viewers
to question and reconsider their assumptions. For example, some pieces address historical
and political contexts with a critical eye, while others celebrate the diversity and innovation
within Serbian artistic practices. This approach not only challenges the dominant narratives
but also highlights the individuality and creativity of each artist.

Nikola Kolya Bozovic engages with digital manipulation, altering images to reveal
underlying tensions in Serbia’s social and political fabric. His work often blurs boundaries
between real and altered imagery, symbolizing the fluidity of truth in the digital age, and
questioning how technology influences perception. Bozovic integrates urban materials
like car parts, pipelines, and lighting systems, deconstructing and reassembling them
into sculptures, installations, and paintings. This approach reflects a critique of modern
industrial and urban life while transforming everyday objects into artistic expressions.
Through these creations, he bridges urban narratives with artistic abstraction, inviting
viewers to reconsider their relationship with technology, objects, and the constructed
world around them.

Studio visit: Mrs. Elisabeth Escobar,
Mrs. Vesela Sretenovic, Mrs. Marija Milosevic
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Inviting Conversation

The exhibition also serves as a platform for dialogue between artists and audiences.
By breaking down stereotypes and presenting a more nuanced view of Serbian culture,
#SerbialnRealLife fosters an environment where viewers can engage with art on a deeper
level. It encourages an exchange of ideas and perspectives, inviting audiences to reflect
on their own assumptions and broaden their understanding of Serbian art and culture.

Nikola Velicki's contributions to the exhibition lie in his exploration of folklore and myth
of “Peppa Pig”, the iconic children’s character. Velicki approaches the subject with a mix
of humor and urban primitivism, blending traditional printmaking and experimental
techniques. Familiarity of the motive bridges the gap between childhood innocence and
the broader cultural landscape, emphasizing the fluidity of symbols in contemporary art.

Zdravko Joksimovic creates multimedia installations that blend tactile elements and visual
art to evoke a multisensory experience. His contributions to the exhibition focus on the
dissonance and harmony between nature and technology, embodying Serbia’s tensions
between rural roots and urban growth.

#SerbialnRealLife becomes a space where art converges to create a rich mosaic of per

spectives, encapsulating the lived experiences, dreams, and challenges of contemporary
Serbia. As visitors journey through these individual stories, they engage in a layered
dialogue with a place that is both intensely personal and profoundly universal. The exhi

bition invites the audience not only to withess Serbia’s story but also to recognize echoes
of their own lives within this collective, nuanced narrative. A unifying thread among the
twelve artists is their exploration of identity, memory, and resilience within a rapidly
transforming world. Each artist reflects on what it means to be Serbian today, navigating
the delicate balance between a deeply rooted past and an ever-evolving present shaped
by globalization, digitalization, and social change. Their work grapples with themes of
cultural preservation and innovation, honoring Serbian heritage while critically engaging
with contemporary influences. Whether through painting, digital media, installation, or
video, they each offer a nuanced perspective on the complex relationship between the
individual and the collective. Their art frequently references both personal and collective
memory—capturing intimate, everyday moments that resonate universally, while also
addressing Serbia’s distinct socio-political history.

Moreover, the artists share an interest in the fluidity of truth and identity in the digital era.
Many use multimedia techniques to blur boundaries between what is real and imagined,
personal and public, past and future, inviting viewers to question reality and perception.
Together, their works form a layered narrative that reflects the diverse and resilient spirit
of Serbia—an identity that is at once deeply rooted and constantly evolving.
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Mapuja Munowesuh
Art For All Tanepwuja

#SerbialnRealLife - Pywewe ctepeotuna

#SerbialnRealLife Hyon HapaTHB Koju 00yxBaTA caBpemeHy CpOHjy KpPO3 racoBe U BU3HWje
ABOHOECT YTULIOJHUX CPNCKUX YMETHUKa: Apnaga MNynauvja, bubane byphesuh, JajaHe
Nepuh Qarnac, ladpuena Mmuaa, Uropa Cumunha, UBaHe Munes, JoBaHke MnageHoBuh,
Hukone Kome Boxkosuha, Hukone Benuukor, Hemawe Jlahuha, Bnagucnasa LLihenaHosuha
n 3npaska JokcumoBuha. KOoMOUWHYjyhHu BUOEO, MHCTANALUM|Y, CTUKAPCTBO U OUTHUTONHY
YMETHOCT, M3N0OXKDa NpPeacTaB/ba TAMNUCEPHjY KMBOTA, HO KOjOj Ce Ccnajajy NM4Ha cehara,
APYLUTBEHA PA3MULLIBAHA U AUTUTONHA MCKYCTBA. CBAKHM YMETHHUK OOMPHUHOCH 30j€4HUYKO],
anv PPArMeHTUPAHO] NPUYM O MOAEPHO] HALM|jH, NpoHanasehu cBoje mecTo uamehy TexxuHe
TPAAMLUH|E U OUTUTONTHKUX MEj3CHKA AOHALWbKLE. Y CBETY Y KOME YMETHOCT YECTO OApPCKABA
APYLITBEHO OYEKMBAHA M KYNTYPHE CTEPEOTUNE, OBA U3MOXKOO CITYXH KAO CHCDKOH UCKO3
COBPEMEHOr UOEHTUTETA, NPEenCcTABbAjyhH PA3HONUKY Nenedy YMETHUYKUX AeNnd Koja
OAPOXKABAjY XXWUBY U eBonyrpajyhy npupony Cpduje Koo MoaepHe eBporncKke Haluje.

OBd M3nN0Xda ce dopH ca NpeapacyadmMma U HyAW HOBW MOrNes Ha CPNCKY YMETHOCT U
KynTypy. CBOKHM YMETHUK JOMPUHOCH LUMPEM PA3rOBOPY O MAEHTUTETY, NPEenCcTaB/bA Y
W pa3dujatby CTEPEOTUNA O MONOM DANKAHCKOM MAeMeHRY, NPUKA3Yjyhn OUHAMUYHY M
BMLLECTPYKY NPUPOAY CaBPEMEHE YMETHOCTHU. MCTOPH|CKH rMeaaHo, CPNCKA YMETHOCT
je NOCMATPAHA KPO3 OFPAHUYEHY MPHU3MY, HECTO 3CAMATTbEHY LWWPHUM PETMOHANTHUM
HAPOTUBUMO UMK CBEAEHY HA ynpoLuTeHe ctepeoThne. OBA U3NOXDA HACTOjU Ad pasduje Te
yHanpepn CTBOpeHe naeje U NPyxu BULLIE HUjOHCUPAH, AYTEHTUYHH|U NPUKA3 KPEATUBHOCTH
W M3pasal.

# SerbialnRealLife HarnawaBa To KAKO YMETHOCT MOXE MOCMYXXHUTHU KOO MONHO CPEeACTBO
30 UCTPOXKMBAHE M CYOUOBOHE CO BULLIECTPYKHUM PEAnTHOCTUMA Haler ceeTa. OBaj KOHUenT
HOrMALWABA PA3MMKY U3Mmehy BUPTYENHUX PenpPe3eHTauM|d U OMUIMbUBHUX, HEMOCPEOHUX
CTBAPHOCTH KOJUMO C€ YMETHHLM daBe y CBOM pafy. YMETHUYKA OeNna Cy YKOpPeHheHa y
canaLbem TPpeHyTKy, dbasehu ce ropyhum rnodanHum nutamwrma. Kpo3 cBoje KpeaTuBHe
NpaKce, OBU YMETHHULIM HYAEe AyTEeHTMUYOH M HeMoCcpenaH ofpas3 CBETA KAKAB je caad,
noactnuyhu rmegaoue oa ce dase ymeTHowhy y CMUCNIEHOM M OKTYETHOM KOHTEKCTY.

Hasre M3noxde [o4apaBa CYLUTUHY COBPEMEHKX MUTAHA KPO3 MPHU3MY CPMNCKUX YMETHUKA
KOjWU Ce y CBOM pany daBe aKTyenHWUM rmodanHum temama. Of yTvuajo rnodanHor
30rpeBaka A0 CNIOXEHOCTU PETUIMO3HOT MOEHTUTETA, CTIADOCTH APYLUTBA M CNIOB/bEH
KYNTYpPHE PA3HOMMKOCTH, CBAKHM KOMOL, HO U3/TOXOW O PCHKABO AyOOKO OHIOXXOBOHE Y CBETY
OKO HOC. YMETHHULM KOPKUCTE CBOjY KPEATUBHOCT KAKO OW Ce MO30a0ABHUIM OBUM MUTAHMMA,
npyxajyhu rmegcoumma BULLECTPYKO PA3YMEBOHE M3A30BA U MOIYNHOCTH Ca KOjUMa ce
CYyO4YQBCMO Y OOHALLKBEM APYLUTBY.
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n peucnuTuBadbe HACHTUTETO

JepHa o KIbYYHWX Te€Ma je MPEeuCnUTUBOAbE
MOSHTUTETA. YMETHHLMU KOJU YUECTBY]Y, HCTPOXY]Y
TO LWITA 3HAYMU OUTH CPOMH Yy rMODANHOM KOHTEKCTY,
304y0myjyhu ce y TMUYHA W KONEKTUBHA MCKYCTBA KOja
npesasunase TPAagULHMOHANHE TPaHULE. FbHUXOoBH
paaoBM OCMOPABAjy XOMOr€HM30BAHE norneae u
NpPeAacTaB/bajy dOraTujy, CNOXeHHjy CUKy CPrcKor
naeHTuTeTa. Kpos pasnuunte meguje — yibydyjyhu
CITUKAPCTBO, CKYNMNTYPY U AUTUTANTHY YMETHOCT — OBM
YMETHHULM MPEUCNTYjy Teme Hacneha i MOAepHOCTH,
Hygehu yBua y NPOXMBIbEHA UCKYCTBO CABPEMEHHNX
Cpoa.

Mpuctyn Fadpujena MUaa y YyMETHUYKO] NPAKCH
je odnuK npuvnoBeaard, O HEroBe XWBOMUCHE
M CNnojeBUTe KOMMNO3WLMje cnajajy peannsam
Ca HOAPEANUCTUYKHMM MNPHU3BYLMMO. Hberoswu
pagosu ,MopaBa” U ,MuHUManay” HUCTPAXYjy
CYyKOD NpPOLUNOCTH U CaACdLWHOCTH, TAe Cy CUMdOonu
Hacneha Cpduje, y Buay BpdoBe Kopne, y KONnu3uju
Ca CaBPEMEHUM yTHLajuMa, cTBapdjyhu npusope
NMPUCHOCTH U TEH3H]e.

Apnapg lNynan MCTpaXyje CKpWBEHE CcnojeBe
KONMEeKTUBHOI namhera Kpo3 CBOje MHCTanauuje.
UckpuBbyjyhn nosHaTe nej3arke rbyackor Tena,
MOCTOB/bA MUTAHA O KYNTYPHO] AMHE3H]jH, MoACTUYYhH
NydnuKy Oa TPOXKKU (PparMmeHTe UCTopHje N3rydrbeHe
y Op30M ypOOHOM Pa3BOjy M rMOdANU3ALM|H.

CaBpeMeHd PAa3MHLLBbAO O BEPOBAY

Penurvja n BepoBarA Cy jOL jeAHO K/byYHO TEMO KOja ce MCTpaxkyje y # SerbialnReal
Life ca ymeTHUUMMA KOjU MCMUTYjy TO KAKO BEPU OONUKYj€ CABPEMEHW WAEHTUTET W
MCKYCTBO. YMETHHUYKA AeNa NPOAUPY Y CTOXEHOCT PETUIMO3HOr BEPOBAHA Y COBPEMEHOM
CBETY, UCTPOXKYjYNH KAKO C€ AYXOBHOCT YKPLUTO CA JIMYHWUM WM OPYLUTBEHUM MUTAHUMA.
Mpencrtasmpajyhn pasnvuMte nepcrnekTMBe O PEenuruju, M3noxda noactvye nyore
pa3ymeBare TOrad KOKO BEepa HACTOB/bA AO YTUYE W MHCMMpPULLE NOjednHLE Y PECTHOM
BpeMeHy, Harnawaeajyhu mbeHy ynory y odnuKoBaby COBPEMEHOT XXMBOTA.

HajaHa Mepuh Jarnac upnu MHCNUMPALMWjy U3 CBOT MCKYCTBA Y MELLOBUTUM MEOUUMA M
MHCTaNAUKWjama, cTBapajyhu pagoBe Koju ceLmpajy MOAEHTUTET KPO3 NPU3MY MOPOLAUYHOT
WM KynTypHor Hacneha. tbeH pan noBesyje TPAAWLMOHONHW 30HAT CO COBPEMEHUM
KOMEHTAPHMA, NPOMHMLLIBAjYhH KOKO 0OHYdjH K 3ajegHHYKa ceharba yuBpLUnyjy CPNcKy
KYNTYypYy Y Bpeme ydp3aHUX NpoMeHa.

BubaHa hyphesuh je No3HATA NO CBOjUM AUPIBUBUM, YECTO CADNOCHUM CMKAMA, KOje
304MpPY Y NCUXOMOLLIKE NEj3AKE PAHHBOCTH U CHAre. tbeH pag, Ha U3N0XOHM denexu MHTUMHe,
roTOBO (PUIMCKE TPEHYTKE KOjU OTKPHUBOjY TUXY OTMOPHOCT /byACKOT Ayxd, Aenyjyhu kao
MeTadopa CONCTBEHE M3APXKIBUBOCTH CpdHje KPOo3 MPOMEHbUBE UCTOPHjCcKe NIMMme. DoKyC
FEHHUX CIIUKA j& HO XNOAHUM, HHCTUTYLLMOHONHUM OKPY)XEHHWMA — CTONTIOBUMO M CTONULIAMA —
LUTO je 3HOYAjOH MOMOK KO OACYCTBY JbyACKUX (PUrypa KAo oapasy cBe dectenecHuje npupoae
CABPEMEHOT XXUBOTA Y AUTMTANHO] €PH. YCMOH BELUTAYKE UHTENUIEHUHjE, METABEP3YMA M
APYTHUX OUFUTONHUX TEXHOMOT M| YECTO HAMMALLCBA BUPTYENHE NPOCTOPE KOjUMA HelocTaje
thr3HUKO IbYACKO NPUCYCTBO, NoacTMYyhu ocehaj 0aBOjeHOCTH Of, CTBAPHOCTH. OBO OACYCTBO
pe30Hyje ca WHMPHUM OPYLUTBEHHUM MUTAKHUMA O TOME KAKO BELUTAYKA MHTEMUIEHUH|a U
BMPTYENHA OKPYXXEHA MOTY AOACTHO HAPYLUMTH OMUM/bUBE IbyACKE OOHOCE U PHU3HUKE
npoctope. Hyan BU3yenHU KOMEHTAP O NMOTEHLIM]ANHOj AEXYMUHHU3ALIM]U CBOjCTBEHO] ACBAHY
NPHUOPHUTETA ANUTUTANHUM KOHCTPYKLWjOMO Y OAHOCY HO GHIOXKMCH Y CTBOPHOM XXHBOTY.

Pap Bnogucnasa LUhenaHoBrha je yKOpeheH Y HCTPOXKUBAY MHOWBUOYONHE U KONEKTUBHE
OTMOPHOCTH. MO3HAT NO CBOjUM MHTEH3MBHMM NopTpeTuma, LLihenaHosuh ce cokycupa
HO KLU0 U U3pase nuua, denexenn U3gPXXbUBOCT M MYAPOCT AKYMYTUPAHY TOKOM rOAHHO
NOMUTUUYKMX U APYLUTBEHWX NPOMeEHA, NpHuKa3yjyhu Cpoujy Koja ApXKK CBOjE NO3ULMje Yy CBETY
KOju ce dp30 pa3BHja. OBAKBO Tymayerwe Anama v EBe, Ko CTOHOBHWKA BUPTYyenHor Pajckor
BPTA, HArNALWABA PHUNO30PCKE UMMNIIMKALMjE 3OBUCHOCTH YOBEYOHCTBA O, TEXHOMOTHje.
YMETHHUKO Oeno cyrepuviue Ad, KOKO ce APYLUTBO CBE BULLUE OAPHYE CBOT MPOCTOPHOT U
BPEMEHCKOT yTeMebeta, COM KOHLENT NOCTOjara ce TpaHchopmue. TPaAULHMOHANHH
Pajckn BPT—(H3HUUKHU NPOCTOP DOraT })XMBOTOM M MPUPOLSHUM MPONAf0HEeM—30MEHEH je
BELUTAYKOM YTOMWjOM FrEHEPUCAHOM BELUTAYKOM UHTENUIEHLWJOM Y KOjOj Cy Nnponaadre
M CMPT €TMMHHUCOHKW. OBOj HOBH ,BUPTYENHHU PAjCKK BPT” CUMDONM3Yje TEXHOMOLLKH
nocpenoBaHu paj, Hyaehu Bu3ujy cpehe n CUIrypHOCTH KOjd je CTEPUNHA W NULIEHA
HEeCaBPLUEHOCTH Koje AeprUHHULLY by ACKH XXUBOT. OHO HATNALWABA AyOOKe NPOMEHE Y HaLllem
OAHOCY ca cTBapHowhy, rae BeWTa4YKa MHTENUIeHLMja CTBAPA MOEATM30BOHA OKPYXeHa
KOJUMO MOXAO HEAOCTAje AYTEHTUYHOCT M UCTUHCKA JbyACKA BE3d.
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CTBOPHH YXMBOT HOCMPOAM AUTHTONHOT MPHUKA3d

TEepPMHH ,y CTBOPHOM XXMBOTY" MOCTAj€ NPOMHMLLIBLEHA pehepeHLId Ha
NPOXHBILEH, HEIUMTPHUPAHA UCKYCTBA CPMCKOT HAPOAQ, UCMPHUYAHA KPO3
CMEeKTAp COBPEMEHMX MMACOBA U MeAujd. Harnalaea ce ayTEHTUYHOCT
NUYHKX U KONEKTUBHMX NPUYA, UCTPCOKYjYNH LUTO 3HOYMU MNOCTOjATH Y
CBETY rAe ce ,,CTBAPHH XKMBOT" YECTO YKPLUTA CO AUTUTANHUM MPUKA3OM.

Urop CMmHh OXMB/BABA OWUIUTANHY YMETHOCT WU OHUMOLM|Y
LPHOXYMOPHHUM HAPATUBHUMA, YECTO CyoudBdjyhu ce ca NONMUTUUYKHUM
W OPYLITBEHUM MUTAHMMA. Hberos JONPUHOC oBAE NPEencTaB/bA
CAOTUPHYHO UCTPAXKMBAHE MecTa Cpduje y rmodannu3oBaHOM CBETY,
cynpoTcTaBbdjyhu KynTypHe cMmdone ClMKama U3 nonynapHUX
MeMja KAKO OU OCMOPHO NepLenLmjy HOLMOHAMHOT UOASHTUTETA Y
AUTMTANHOM A00Y.

Hemama Nahuh [OHOCK XMOPUOHK NPUCTYN Y BUOEO-YMETHOCTH,
CynpoTCTAB/bAjyhH OHOMOMHO M OMIMTANHO. Hberosa aena denexe
yOpP3aHM TEMIMO XHUBOTA, NPUKA3YjyhH (hparMmeHTUCOHE MaeHTUTEeTE
y NOCT-OUIrMTANHOM CBETY. [Meaanay je Nno3BaH a0 CACTUBH CBOje
CIIMKE NOMNYT CHOBA, KOj& OAPAXKABA]Y CITOXEHY C0j€BUTOCT MOAEPHOT
CPNCKOr MAEHTUTETA. PACNojaBAKE OHAMOMHUX M OAWUTUTOANTHUX
enemMeHaTa NPYXa MMepP3UBHO MCKYCTBO rAe NepLenLmja NocMaTpaya
nocTaje LeHTPANHK YMETHHYKK pokyc. llahuheso aeno Takohe nosoau
y NUTAHE TPAAULMOHANHE NPeacTaBe 0 YMETHOCTU NPeaCcTaBbAjyhu
je Kao npoLec, a He Kao CTAOTUYHK 00jekaT, cnajajyhun prusnuKky u
AUTMTONHY CTBOPHOCT KOKO OM OAPCHKABAO COBPEMEHY BU3YENHY

KYNTYpYy.
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Mo3uB Ha aKuMHjy

HeKonMKo yMETHUKA HO U3N0XdK DABK ce TEMOM KMBOTHE CpeluHe, KopucTehu cBoj pas,
30 NOAMU3AHE CBECTH U NOACTULIAHE PASMULLIBAHC O MUTAHKKUMO XXHUBOTHE cpeanHe. Kpo3
€BOKATUBHY CITUKY U MHOBATHMBHE MATEPHjANE, OHWU UCTPAXKYjY NocneamLe KNMMATCKUX
NPOMEHO U HBUXOB YTULAj HO CBET NPUPOAE. FbUXOBO YMETHOCT CNYXHU U KAO KPHUTHUKA
TPEHYTHE MPAKCEe U KAO NO3MB HA AKLUHjy, No3nBadjyhu rmegaoue Ad pA3MOTpe CBOjy ynory
Y PeLlaBaby EKOMOLIKUX KPU3A U HEFOBOHY OAPMKHUBOCTH.

JoBaHKa MnageHoBWh YHOCHM MHTPOCNEKUHMjYy Y AUTMTANHY doTorpadujy 1 Buaeo,
hokycrpajyhu ce Ha AydoKy NOBE3CHOCT Ca MPUPOAHUM OKPYXKeHeM, peadryjyhu u Ha
HEroBY NENOoTYy WU HA HEroBY KPXKOCT. FbeH paa, MHTErpvLle OHONOMHE U QUTHTONHE TEXHUKE.
KO3 HHX UCTHYE FMODANHY EKONMOLLKY KPHU3Y, NoanXyhu cBecT o epekTima ypdaHHu3aLmje
W APXABHE NONMUTUKE HO NPUPOAHE pecypce. tbeHH NPOojeKTH YecTo Aenyjy Kao NO3MBH Ha
aKUMjy, Harnawaeajyhu notpedy 30 eKonoLwKOM cBeLlny Y YMETHOCTH W XKHBOTY.

Pan MBaHe Munes 4ecTo UCTPAXKYje TEME CTPYKTYPE, MOTEPHjaHOCTH U MPUPOAHOT CBETA,
Ca hOKYCOM HO MPOLEC CTBAPAHA M HEroBy CIMYHOCT Ca NPHUPOAHMM odpacuuma pacta. Y
CBOJUM HEAOBHUM NPOJEKTUMA, OHA YKIbyUyje MaTepujane nonyT peurKnMpaHe niacTuke 1
MBLL-a, npeTBapajyhu Ux y cnoXeHe CKynnType Koje OAPaXABAjY KOHLENT YMHOXOBAHA H
deckoHa4yHe melycodHe NoBe3aHOCTH YHUBEP3yma. OBAj KPEATUBHM MPMUCTYN HArAALIABA
OLPXXHUBOCT M UCTOBPEMEHO HATNALLIABA BOXHOCT NOjEAUHAYHHUX KOMMOHEHTH Y (DOpPMHUPa Y
XOPMOHHWYHE LenuHe. tbeH pan NpeHocH TeH3Mjy namehy NpUpoaHOr OKPYXera U
CHMHTETHUYKOT, MoKA3YjyhK KAKO fbyACKA FEeHWUjANMHOCT MOXE Aa MPeodnrKyje maTepujane
HO HOYWHE KOjW MOLUTYjY M MPENCnKTYjy opraHcke hopme. tbeHe cKkynnType 1 MHCTanauuje
4eCTo CNajajy MHAYCTPH|CKY U MPUPOLAHY €CTETUKY, U3PCHKABAjY MAEJY O Halem melycodHom
NOCTOjAHY Y €KOMOLLKOM NEj3CKY KOjU Ce Pa3BHja.
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JLeKOHCTPYKLUHja cTepeoTUnad

YMETHHULM HO OBOj U3MOXDOHU OKTUBHO AEKOHCTPYHLLY CTepeoTHne
BE3aHe 30 cpncKky KynTypy. Mpeacrasmnbajyhu pag Koju oactyna og,
KIULLUEUPAHWX NPHUKA3d, NO3KUBAjY FeadoLue Ad NPEeUCnuTajy U NOHOBO
pa3moTpe CBOje NpeTnocTaBke. Ha npumep, HeKka Aend ce KPUTUYKK
daBe MCTOPHJCKUM U MOMUTUYKHMM KOHTEKCTUMA, AOK APYra criaBe
PA3NUYHUTOCT U HHOBATUBHOCT YHYTAP CPMCKUX YMETHHUUKHUX MPAKCH.
OBdj NPUCTYN HE COMO A0 AOBOAM Y NMUTAHE JOMHUHAHTHE HOPATHUBE,
Beh W HArMALWABA MHAWBUAYANHOCT U KPEOTUBHOCT CBAKOT YMETHUKA.

Hukona Koma BoxkoBuh daBM ce AUIMTANHOM MOHWMIYNALW]OM,
Mehajyhu cnvke KaKko dr OTKPHMO OCHOBHE TEH3WjEe Y APYLUTBEHOM
W NONUTUYKOM TKMBY Cpduje. Hberos paa 4ecTto 3amaryje rpaHuue
n3mehy CTBAPHUX U UBMEHEHHUX CITUKA, CUMDONKU3Yjyhu chnyruaHocT
MCTUHE Y OUTMTANTHOM A00Y M NPEencnuTyjyhr To KaKO TEXHONOrMja
yTh4e Ha nepuenuujy. boxoBuh MHTErpuvile ypdaHe matepujane
nonyT 4enoBd OyTOMOOWNA, LEBOBOAO U CUCTEMO OCBET/bEHA,
AeKOHCTpyMwyhn nx n noHoBo ux cactaenajyhu y ckynntype,
WHCTaNnauuje n cnuike. OBaj MPUCTYN OAPCKABA KPUTUKY COBPEMEHOT
MHAYCTPH|CKOT KU YPOAHOT XMBOTA AOK CE CBAKOAHEBHW NpeameTH
npeTBapajy y YMeTHH4YKe M3pase. Kpos ose kpeauuje, oH npemoluhyje
ypdaHe HapaTUBE YMETHHUYKOM ANCTPAKLMjOM, NO3nBajyhr nydonuky
A0 MPEeUCcnUTa CBOj OAHOC NMPEeMd TEXHONONMjHU, OdjeKTUMa M
KOHCTPYHUCAHOM CBETY OKO HHX.
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NMo3uB Ha pasroBop

HU3noxda cnyu 1 Kao nnatopma 3a aujanor usmehy yMeTHUKA W Nydnuke. Pyliemem
CTepeoTHNaA W NPECTAB/bABEM HUjOHCUPAHKWjer MOrNeacd Ha cprcky KynTypy, #SerbialnRealLife
Heryje oKkpyere y KoMme rneaaoLmM Mory aa ce daese ymetHowhy Ha oySrbem HUBOY.
MoacThye pasmeHy Maejd U nepcnekTBd, Nosrueajyhn nydnuky na pasmmcin o ConcTBEHUM
NPETNOCTABKAMO W NPOLLMPKH CBOjE PA3YMEBAHE CPMCKE YMETHOCTH U KYNType.

JonpuHoc Hukone Benuukor M3noxou Nexu y heroBom UCTPAXKUBA Y PONKIoOpa U MUTA O
,flenu npaceTty*, KyATHOM Ae4jem NMKY. Benuuku nprucTyna oBoj TEMH MELLOBHUHOM XyMOPO
W YPOOHOT NOjeaHOCTAB/bUBAA, MeLajyhn TPAOULMOHANHE rpadrKe U eKCnepUMeEHTANHE
TexHuke. MNo3HaBamwe MoTHBA Npemoluhyje ja3 namehy HEBMHOCTH OETUHCTBA W LLUPEer
KYNTYPHOT nej3cka, Harnawasajyhu ¢pnynaHocT cimdona y caBpeMeHOoj YMETHOCTH.

30paBKO JOKCMMOBUNO CTBAPO MYNTUMELW|ANTHE MHCTANALM]E KOje Cnajajy TaKTHUHE
eleMeHTe U BU3yenHe YMETHOCTHU KOKO OW Jo4YapaOo MYNTUCEH30PHO MCKYCTBO. Hheros
[OMNPHHOC U3MOXKOM ce (hOKYCHPO HO HECKIAL U XOPMOHHMjy U3melhy npupone 1 TexHonoruje,
oTenoteopyjyhu TeH3uje Cpduje namehy pypanHmMx KOpeHa 1 ypdaHor pa3Boja.

#SerbialnRealLife noctaje npoctop rae ce yMeTHOCT cnaja KaKo du Kpeupana dorat Mo3amnK
nepcneKkTMBaA, KOju 0OyXBATA MPOXHUBILEHA MCKYCTBA, CHOBE W M3a30Be caBpemeHe Cpduje.
J[lok noceThoLM NyTyjy KPO3 OBE NOjedUHAYHE NpKrYe, YNyLUTAjy Ce Y CNOjEBUTH AMjanor ca
MECTOM KOj€ j& M HHTEH3MBHO NTIMYHO W AyDOKO YHMBEP3aANHO. M3n0X0a no3rBa nydnmKky He
CAMO [0 CBEL04H CPMCKOj MPHYK, BEh 1 A0 Y OBOM KONEKTUBHOM, HUjOHCMPOHOM HOPATUBY
MPEenosHa ofjeKe CONCTBEHMX XMBOTA. Yjeauryjyha HUT Mel)y ABOHAECT YMETHHKO j€ hUXOBO
UCTPCXKMBAHE MAEHTUTETA, NAMhera U OTNOPHOCTH Y CBETY KOjHU Ce DP30 TPAHCOPMHULLE.
CBOKM YMETHUK PA3MMLLBA O TOME LUTA 3HAYU BT CPpOWH AaHaAc, Kpehyhu ce y BennKaTHO]
paBHOTEXM M3Mehy 1yOOKO YKOpereHe NPOLLITOCTH U COALLBOCTH KOjd Ce CTANHO PA3BHjd,
0ONMKOBAHA FMODANU3ALNUOM, AUTUTANU3ALWMJOM U APYLUTBEHUM NPOMEHAMA. HbHXOB pag,
ce OOBHW TEMAMO OYYBAHA KYNTYPE U MHOBALM|d, NoLwTyjyhu cprncko Hacnehe, KPUTUUKK ce
OHradKyjyhr y BE3KW Ca COBPEMEHWUM YTULIOUMA. BUNO KPO3 CIMKAPCTBO, AMTUTANTHE MEAM]e,
MHCTONALM]Y UK BUOEO, CBAKH O, bHUX HYAM HUJOHCUPAHY NEPCNEeKTUBY HA CITOXEH OHOC
n3mehy NojearHLA U KONEeKTUBA. FbUXOBO YMETHOCT Ce YECTO NO3KUBA HA NTIMYHO U KONEKTUBHO
namheme - denexxehn MHTUMHE, CBAKOOHEBHE TPEHYTKE KOjW OfjeKyjy YHUBEP3aHO, NOK
ce Takohe daBe NOCeEdHOM APYLUTBEHO-MOMUTHYKOM UcTopHjom Cpduje.

LLITaBHLLE, yMETHULM Aene HHTepeCcoBabe 30 (hyUAHOCT UCTUHE U MOSHTUTETA Y AUTUTONHO]
epHu. MHOI1 KOPHUCTE MYNTUMEOM|ONHE TEXHUKE KAKO OW 3aMATHIK FPAHULLE H3mehy
CTBOPHOT Y 3AMULLUIBEHOT, TIMYHOT W jOBHOT, MPOLUNOCTH U dyayhHOCTH, no3uBajyhu rmegaoue
A0 MPEenCcnUTajy CTBAPHOCT W nepuenuujy. 3ajeaHo, hHMXOBA AeNd YUHE CNOJEBUT HOPOATHB
KOjHU OO PCXKABA PA3HOBPCTAH U OTNOPAH Ayx CpdHje — MOAEHTUTET KOjHU je UCTOBPEMEHO
lyDOKO YKOPEHEH U KOjH CE CTANTHO PA3BH|d.
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ARPAD PULAI
(b.1986, Srbobran, Vojvodina, Former Yugoslavia
—lives and works in Belgrade, Serbia)

Pulai received a Master of Applied Arts from the
Belgrade University of Arts (Textile Department). He is
teaching there now while pursuing a Doctorate degree
focusing on Biomimetics, that is the biological models
from nature relevant for the development of textile
design.

Pulai’s artistic practice is primarily in the field of textile
art, design, tapestry, and digital illustration. In 2014
he founded the association Cunak with the aim of
reviving manual textile techniques such as weaving,
needle felting, and machine knitting. He is a recipient
of numerous awards for exceptional achievement in
textiles, including the "lva Vrinjanin”; the ULUPUDS
(Association of Applied Arts Artists and Designers of
Serbia); the Grand Prix at the 45th May exhibition; the
"Nagyap ti Kukac P ter;” and most recently the 6th
Triennial of Tapestry of "Atelje 61" award.

Arctic Sandwich Tern, 2021
Wool and needle felting

Apkiiuuka morska yutpa, 2021.
ByHa, munuare urnom

My work consists of a surreal
constellation of zoomorphic,
biomorphic and anthropomorphic
forms. The introspective aspect of the
work creates imaginary forms of the
human body. Boundless questioning

of myself through other forms of life,
identification with their traits, as well as i
recollecting memories of my childhood f ;
give a new, often surreal dimension to )

the work. | aim to present the mysteries :

of both organic and human worlds in the - il
form of soft sculptures realized by using ; e o = "
biomimetic principles, that is by applying . i

tactile and biomimetic qualities based

on recognizable, verifiable, unique, and

specific data to the development of

non-woven structural textile surfaces.

I shape wool fibers using the technique

of needle felting that allows me to realize

complex three-dimensional forms. 3
By extracting certain elements from ;
nature and multiplying them through -
different structural variations, guided

by biomimicry, | attempt to create new

systems for building textile sculptures.

This research in biometrics enables

me to delve into an unexplored artistic

sphere, and to articulate my artistic

imagination more clearly.
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APMAL MYNAK Moj pag ce caclioju og HagpeanHe KoHclienauuje 300MOPPHUX,
(1986, CpdodpaH, BojsoamHa, drsLia duomoppHux u aHlipoliomopghHuUx odnuka. MHIUpoclektiuBHU actiekit gena
Jyrocnaeunja—x1BH U paau y beorpagy, Cpduja) cliBapa umMaltuHapHe hopme rbygckoi tiena. besipaHuyHo TpeuctuliuBare
cebe Kpo3 gpyie obnuke xusotlia, douctioBehuBare ca UXOBUM OCOOUHAMO,
Kao u tpucehamwe Ha gelliubCliBO gajy HOBY, YeCio HOgPEATHY gUMEH3Ujy
Mynau je MarucTpupao NpUMereHe YMETHOCTH geny. Lub mu je ga lpegcliaBum muctiepuje U oplaHCKOT U /bygcKol ceettia
HO YHWBEP3UTETY YMETHOCTH y Beorpagy y 00/1UKy MeKux cKyniiypa peanu3oBaHuUx Kopuwhemem duomumetiuyKux
(oacex 3a Tekctun). TpeHyTHO Npeadje TAMO tpuHuuta, OgHOCHO Up_umeHoi/l maKu_Juntlux u 5uomumemgw<ux I(B_CU'IULUelﬂCI
JOK je HO JOKTOPCKHUM CTyaujama ca hoKyCOM 30CHOBAHUX HA UpelosHaW/puBUM, UPOBEP/BUBUM, JEGUHCWUBEHUM U
HO BUOMMMETHKY, OIHOCHO dHoMOoLLIKE Moaene clieyuguyHUM TOgaUUMA HA PA3BO) H'eleI(GHUX clipyKiypHUX LTleKCmuanx
M3 NPUPOLE PENEBAHTHE 30 PA3BOj TEKCTUHOT tioBpwuHad. ByHeHa BlaKHA g5nu1<y/e/v| WexHUKOM (unuamha Uutslom Koja
AM3ajHa. Mu omolyhaBa ga peanusyjem crioxeHe WpoguMeH3UOoHaIHe hopme.

HM3Bnauehu ogpeheHe enemeHie us lpupoge U yMHOXABAjyhu ux Kpo3
Mynanjeed yMETHHYKA NPAKCA j€ NPBEHCTBEHO pasnuyuitie clupykiliypHe Bapujauuje, BoheH duomumukpujem, GOKywaBam
y 0dnacCTH TEKCTUIHE YMETHOCTH, AW3ajHa, ga Kpeupam Hose cuclieme 30 Kpeupame WeKCWunHUxX ckyniaypa. OBo
Tanucepuje U JUruTanHe unyctpauuje. foomHe uctipa)kusare y dbuomeipuju Mu omMolyhaBa ga 30pPOHUM Yy HEUCTUPAXKEHY
2014, ocHWBO yapyxere HYyHak ca uubem aa yMediHUYKY chepy U ga jacHuje apmiuKynuwem cBojy yMmemHUYKY Mawy.

OXMBM PYYHE TEXHUKE TEKCTHUNCA KOO LUTO CYy TKAHE,
thrnuarbe Urnom U MALLMHCKO NneTere. JodUTHUK
je dpojHMX Harpana 3a U3yseTHA JocTUrHyha
y Tekctuny, mehy Kojuma u ,vBa BpuUrbaHHUHY;
YNYNYAC (Yapyeme YMETHUKA MPUMEHEHHNX
YMETHOCTH W aun3ajHepa Cpduje); Grand Prix Ha
45. majckoj u3noxou; ,Nagyap ti Kukac P ter*
W, HOJHOBHWje, Harpage 6. TpujeHana Tanucepuje
JATene 61"

The Army of Felt Dreamers 4, 2017 The Army of Felt Dreamers 1-3, 2017,
Wool and needle felting ) Wool and needle felting

Bojcka ByHeHux carapa 1-3, 2017.
ByHa, chunuame Urnom

Bojcka ByHeHux carapa 4, 2017.
ByHa, chunLdmbe Urnom



BumaHa bypheerwuh Biljana Djurdjevic
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BILJANA DJURDIJEVIC

(b. 1973, Belgrade, Former Yugoslavia—lives and works in Belgrade, Serbia)

Djurdjevic is best known for her large-scale paintings and animation works.

She holds a Master of Fine Arts from the Faculty of Fine Arts in Belgrade
where she is how a professor of painting. She is often a guest lecturer,
including at the Parsons School of Design, the New School, New York. In
2020, she published a graphic novel, Instrument of Activity, based on her
previous body of work.

She exhibits extensively both nationally and internationally and her solo
exhibitions include the Cultural Center, Museum of Contemporary Art, and
The Salon of the Museum of Contemporary Art, and Goethe Institute, all in
Belgrade; Serbia; Museum of Contemporary Art; Dr Eva Kahan Foundation,
Vienna and Budapest; Braverman Gallery, TelAviv, and Haifa Museum of
Art, Haifa, Israel; Contemporary Art Museet Moderna, Stockholm, Sweden;
and Galerie Davide Gallo, Berlin, Germany, among others. Djurdjevic’'s group
exhibitions include; Belgrade City Museum; ESSL Collection Museum, Austria;
Frissiras Museum, Athens, Greece; Hagaur Museum, Oslo, Norway; Austrian
Cultural Forum, New York; Ascona Museum of Modern Art, Switzerland;
Musee d'art moderne Saint-Etienne, France; Museum of Contemporary Art,
Klagenfurt, Germany; Palazzo delle Arti Napoli, Italy; and Sonoma Valley
Museum of Art, San Francisco, USA. The artist's work is in the permanent
collections of the Albertina Museum, Vienna, Austria; Museet Moderna,
Stocholm, Sweden; Podesta Collection, USA; Museum of Modern Art Belgrade;
Museum Frissiras, Greece; and Austria; Ascona Museum of Modern Art.

Last Supper, 2023-24
Oil on Canvas

lMNocnegwa Beyepa, 2023-24.
Yribe Ha NNaTHY

My work deals with social problems.
Those who condemn and strive to
censor it are usually those who are a
part of the problem. They are verbal
and mental abusers, omnipresent
on social media, where they point

a finger at those who deal with

the problem. They are easy to

spot, floating on the surface of this
wretched world.
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BEU/bAHA BYPHEBWHR Moj pag ce basu gpywiliBEHUM
tpodnemuma. OHU Koju ta ocyhyjy
u texe ga ia ueHsypuuwy, odU4YHO
Cy OHU Koju cy geo tpodnema.
OHu cy BepdasnHU u MeHWanHu

3710cliaB/bAYU, CBygad UpucytHU

(poh. 1973, beorpag, dvBLua Jyrocnasuja—x1BHU 1 pagn y beorpaay, Cpduja)

bypheBuh je HOjNO3HATH]A NO CBOjJUM BENUKHUM
CNMKAMa U aHUmMmauujama. MNoceayje mactep
AWNNIOMY M3 TMKOBHE YMETHOCTH ca dakynTeTta
NUKOBHWX YMeETHOCTH y Beorpapay, roe je capa
npodecop cNUKAPCTBA. YecTo je roct npenasay
Ha cpakynTeTuma, ykbyvyjyhu Parsons School of
Design, The New School, New York. lognHe 2020.
odjasuna je rpadcuukn pomaH, Opyhe aenama,
30CHOBOH HO HEHOM MPETXOAHOM ONyCy.

HO gpywBEHUM MpPexama, lge
ylupy Gpcliom y OHe Koju ce
oase oBUM Upodnemom. Jlako ux
je GpeliosHaliu, kKako dnose 0o
{oBpWUHU OBOT jagHoT cBellia.

Mmana je 3Ha4ajHe HACTyne, KAKo HO HOLHUOHATHOM,
TAKO U HO Mel)yHOPOAHOM HHUBOY, O heHE COMOCTONHE
n3noxode ykmyuyjy KyntypHu ueHTap, Mysej
caBpemeHe yMeTHOCTH, u CanoH Myseja caBpemeHe
YMETHOCTH, KOO U [eTe UHCTHTYT, KOju ce Hanase y
Beorpany; Cpduja; Mysej caBpemeHe YMETHOCTH;
Dr va Kah n Foundation, bey, byaumnewTa;
Braverman Gallery, Ten ABuB, U My3ej yMETHOCTH
y Xaundu, Xanda, U3paen; Mysej caBpemeHe
ymeTHocTM Moderna, Ctokxonm, LBeacka; wu
Galerie Davide Gallo, bepnuH, Hemauka, namehy
octanux. lpynHe nsnoxde hyphesnhese ykbyuyjy:
Mysej rpapa beorpagna; ESSL Collection Museum,
AycTtpuja; Frissiras Museum, ATiHa, Mpuka; Hagaur
Museum, Ocno, HopeeLlKa; AyCTPHJCKHU KYNTYPHH
dopym, by Jopk; Ascona Museum of Modern
Art, Weajuapcka; Mus e d'art moderne Saint-

tienne, ®paHuycka; My3ej caBpemeHe YMETHOCTH,
KnareHnoypt, Hemauka; Palazzo delle Arti Napoli,
UTanuja; n Sonoma Valley Museum of Art, CaH
®paHUKCKO. POooBHU yMeTHULE Ce Hanase y TPajHHUM
Konekuunjama My3seja AndepTuHa, beu, Ayctpuja;
Museet Moderna, Ctokxonm, LLiBeacka; Podesta
Collection, CA; My3ej mooepHe YMETHOCTH,
Beorpan; Museum Frissiras, lpuka; n Ayctpuja;

Ascona Museum of Modern Art, LLisajuapcia. Collection Dr. Eva Kahan
Austria / Hungary

In Cold Blood, 2021
oil on canvas

XnagHokpsBHo, 2021.
YIb€ HO NNATHY
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AajaHa NMepuh OJarnac Dajana Peric Douglas



DAJANA PERIC DOUGLAS
(b. 1995, Bijeljina, Serb Republic
—lives and works in Washington DC)

Peric Douglas was born in the Serb Republic and grew up in
Bosnia and Herzegovina. She holds a Bachelor of Arts from
the Academy of Arts of the University of Banja Luka, and a
Master of Fine Arts from the Corcoran School of the Arts and
Design at The George Washington University in Washington DC
In addition, she earned the professional title of Iconographer
from the Iconography School Odigitria in Bijeljina, Serb
Republic specializing in Byzantine Painting. The artist’'s
practice, incorporates experimental painting, performance, and
conceptual art, and embodies deeply personal experiences in
the context of her native land. Her work has been shown in
solo and group exhibitions through Bosnia, Serbia, Croatia,
Austria, and the USA.
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Guided by numerous personal losses, | began
creating visual diaries called Prayers. They are
created by dripping melted beeswax on canvas
using church candles that have been consecrated.
| use the candle’s light and warmth throughout
the entire duration of the prayer. The wax
adheres to the canvas creating a line of tension
between the line where the wax ends and where
the untouched surface of the canvas begins. Each
drop of wax develops linearly in both vertical and
horizontal directions; shifting from left to right and
from right to left allows me to have an introspective
relationship with time. Each visual prayer differs in
color, wax density, rhythm, and format depending
on the size of the candle, the number of candles
used, and the intention of the prayer. The candle
wick is an integral part of every work, which, like
a seal, marks the completeness of the Prayer and
leaves physical evidence of its presence. Prayers
are essential to my faith and have become my
language of communication with people. For
me, prayer is the highest level of giving; it is a
thread that manifests the most intimate act
of love. Prayers are a process that never ends.

The Prayer List is created as a tribute to individuals
who | never met, or have only faint memories of,
but with whom I feel connected through my family
history and my Nana’s (Grandmother’s) stories. My
Nana and | used to visit the local cemetery to light
candles in remembrance of family members we
had lost. Nana taught me to honor each person by
crossing myself, kissing the candle, and dedicating
it to their soul. Together, Nana and | would list the
names of our deceased relatives and friends and
light multiple candles in one day, mentioning each
name at least twice - once from her perspective and
again from mine. Whenever the multitude of names
became overwhelming, | would light a candle
dedicated to “For All the Dead” to ensure that no
one was forgotten. | have always lit candles for
people, whether in their memory or for the health
of the living. Now, after several years, personal
losses are intertwined with memories of family
losses and that list is expanding and changing.
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OAJAHA TTEPUR OAITIAC
(p. 1995, bujemprHa, Penydnuika Cpncka — XMBKW U pagu y BawmHrtoHy, DC, SAD)

MNepuh Oarnac (Douglas) je poheHa y Penydnuun Cpnckoj, a ogpacnd y bBocHU u
XepuerosuHu. 3aBpPLLMIIA je OCHOBHE CTyAWje HO AKOOEMHU]U YMJETHOCTH YHUBEP3UTETA
y Bama Jlyumn, a mactep cTyguje NMKOBHUX YMETHOCTH Ha pakynTteTy Corcoran School
of the Arts and Design, The George Washington University y BawwuHrtoHny. Mopegp Tora,
CTEeKNA je CTPYYHO 3BAHbe MKOHOMKUCLA Y MKOHOrpadckoj LWKonu Oaurutpuja y bujemsunu,
Penydnuika Cpncka, cMep BU3AHTHJCKO CTUKAPCTBO. YMETHHUUKA NPAKCA, KOjd YKiby4yje

eKCNepPUMEHTATHO CITMKAPCTBO, NePOPMAHC U KOHLENTYAHY YMETHOCT, OfTUYCBA AyOOKO
NMYHA UCKYCTBA Y KOHTEKCTY eHOT poAHOr Kpaja. M3narana je Ha CaMOCTANTHUM W FPYNHUM
nanoxdama wrpom bocHe, Cpduje, XpaaTtcke, Ayctpuje n CAL-a.

Prayers List (41 individual works) 2024 MonuttiseHa nuctta, 2024.
Beeswax on canvas MyenumK BOCAK HA NNATHY
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BoheHa dpojHUM nuuHUM Tyduuuma, doyena cam ga UpasBum
BU3YyeJ/IHe gHeBHUKe Uog Ha3usom Monuluse. Hacluajy iako
wio ce pacwiol/beHU U4venurbu BOCAK yKaua HA U1aWHO y3
tomoh upkBeHux ceseha koje cy ocsewliaHeHe. Kopuciium
cseltinocll u tWolnuHy ceehe Wokom uesnol Wpajara Monulise.
Bocak Gpuara Ha GnaliHo ciiBapajyhu nuHujy Hatieocwiu
uamehy nuHuje tge ce BOCaK 3aBpWABA U ige Uouure HelaKHYWa
tgoBpwuUHa natiHa. CBAKA KAl BOCKA ce pa3Bujd TUHEAPHO U Y
BEpWUKA/THOM U Yy XOpU30oHWAaHOM UpaBuy, Uomepame criesa
HAgecHO u 3gecHa HaneBo omoiyhasBa mu uHipoclieKiuBaH
OgHOC ca BpeMeHoM. CBaKa BU3Yye/ITHO MO/TUIBA ce pa3/uKkyje
tio doju, lycliuHU BOCKA, pulimy u ¢popmatlly y 3aBUCHOCIU
og BenuyuHe ceehe, 6poja ylolipedeHux ceseha u Hamepe
monuiise. @uitiurb 3a ceehy je cacliaBHU geo CBAKOl gesd, Koju
todytu deyaltia o3HaA4YaBa tollitiyHoctu Monultise u octidB/ba
¢husuuku gokas o weHoMm UpucycitiBy. Monuluse cy HeolxogHe
30 Mojy Bepy u toctuarsie Cy Moj je3uk KOMyHuKauuje ca /byguma.
3a MmeHe je MonuliBa HAjBUWU HUBO gaBaA, WO je HUll Koja
uclorbaBa HajuHWUMHUjU YUuH /bybaBu. Monuiise cy lpouec Koju
Cce HUKaga He 3aBpwasa.

MonuitiBeHa nuctlia je HalpaB/beHa Kao Goyacll dojeguHUuuUMa
KOoje HUKaga HUCam cpesa, unu ux ce camo cinado ceham, anu
ca Kojuma ce oceham lioBe3aHO Kpo3 ucliopujy cBoje topoguue
u dpuve moje HaHe (bake). Moja HaHa u ja cmo odunasusne
nokasnHo ipodree ga 3adtanumo ceehe y 3HaK ceharwa Ha YnaHoBe
dopoguue Koje cmo usiydunu. HaHa me je Hayyuna ga Gowyjem
CcBaKy ocody Wwiako wio hy ce tpekpcuiutiu, Gopydbuliu ceehy u
docBeltiuttiu je weHoj gywu. HaHa u ja ducmo 3ajegHo Hadpajane
UMEHQO HaWux XesbeHux pohaka u tpujatierna u 3adanune Buwe
ceeha y jegHom gaHy, GoMuryhu cBaKo ume HajMmare gBa dyta
- jegHoM U3 meHe lepcliekliuse u GoHOBO U3 Moje. Kag iog du
MHoWw@BO UMeHa Tocluano tpesuwe, 3atanuna dux ceehy
docseheHy ,,CBUM MpUIBUMA* KaKO dux oculypasnd ga HUKO He
oyge 3abopas/eH. YBek cam tanuna ceehe 3a /vyge, dusnio y
cloMeH unu 3a 3gpasibe XXuBux. Caga, Goc/ie HeKoMUKO [0gUHQ,
NuYHU Tyduuu ce tpetnuhy ca ceharuma Ha GiopoguyHe Tyoullike
u ta nuclia ce wupu U Merd.




Ffradpumen Funp Gabriel Gild



Morava, 2018
Print on canvas

Mopasa, 2018.
LLitamna Ha naaTHy
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GABRIEL GLID
(b. 1966, Belgrade, Former Yugoslavia
—Ilives and works in Belgrade, Serbia)

Glid is a Serbian sculptor, graphic artist, and teacher who entered the art scene in
the 1990s. He earned a Master of Fine Arts degree from the Faculty of Fine Arts in
Belgrade where he is now professor of sculpture and drawing. He has exhibited
works in numerous group and solo shows, both nationally and internationally,
including in Belgrade, Pancevo, Novi Sad, Kikinda, all in Serbia, and in Thessaloniki,
Greece; Bratislava, Slovakia; Amsterdam, Netherlands; Moscow, Russia, Paris,
France, and Singapore, among others. He is a recipient of several prestigious
awards in Serbia, most notably The Association of Fine Artists of Serbia (ULUS)
award in 1993, and the Politika’s Vladislav Ribnikar award for best exhibition in 2018.
Glid's work is in the important public and private collections in Serbia, including
the Museum of Contemporary Art; the National Museum; Belgrade City Museum;
Zepter Museum; and Yettel Collection (formerly Telenor), all in Belgrade.

HOMEOAPATHY home — O — apathy
true false
healing lethargy
remedy harm
corrosion
banal — extraordinary

minimum — maximum

rejuvenation

RIVER OF LIFE




FTABPUEN NN,
(p- 1966, beorpan, dvBLa JyrocnaBuja—xnWBK U paaur y beorpany, Cpouja)

mupa je cpncku Bajap, rpaduryap M Npodecop KOojH je HO YMETHUYKY CLIEeHY CTynro 1990-umx.
Maructpupao je Ha DaKynTeTy TMKOBHUX YMETHOCTH y beorpany rae je cana npodecop
BOjCAPCTBA W LpTexd. M3narao je Ha DPOjHUM FPYNHUM U COMOCTANTHUM H3NOXOAMA, KAKO
Y 3€M/bU TAKO W'Y MHOCTPAHCTBY, YKibyuyjyhu y Beorpaay, Maxyesy, Hosom Caay, KUKMHAH,
cBe y Cpduju 1 ConyHy, Mpuka; BpaTtucnasa, CnoBauka; AMcTepaam, XonaHauja; Mocksad,
Pycuja, Napuna, ®paHuycka 1 CUHranyp, uamehy octanux. JOOUTHHUK je BULLIE NPECTHUKHUX
Harpana y Cpduju, mehy Kojuma cy Harpage Yapyxerwa NTMKOBHUX yMmeTHHKa Cpduje (YTYC)
1993. roauHe v NonuTukuHe Harpaae Bnagucnas PUdHUKAp 30 HOjOorby M3noxoy 2018.
MWOOBH PAJOBKM HONA3E CE Y 3HAYA]HUM jOBHUM M MPUBATHUM Konekuujama y Cpdujm,
yKribyuyjyhu Mysej caBpemeHe ymeTHoCTH; HapoaoHu my3ej; Mysej rpaga beorpaaa; Myse;j
Zepter; v Yettel konekumja (dvsn TeneHop), cee y beorpaay.

XOMEOATIATHUIA xome — O — anaTtwuja
MCTUHUTO — NODKHO
ncuemnerwe — netapruja
nek — wreTa
KOpO3uja — nogmnahueame

OaHanHO — M3BAHPEOHO

MHHHUMYM — MOKCUMYM PEKA XXNBOTA

Morava, 2018
Print on canvas

Mopasa, 2018.
LLTamna Ha nnaTHy

MOR AVA

Minimum Wage, 2023
Red Willow Basket

Munumanay, 2023.
Kopna op, upBeHe Bpde




Mrop Cummuh Igor Simic
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IGOR SIMIC
(b. 1988, Belgrade, Former Yugoslavia — lives and
works between Belgrade, Serbia and New York, USA)

Simi¢ graduated from Columbia University in New York
with a double-major in Film Studies and Philosophy.
His short films were screened at numerous film
festivals such as the Edinburgh International Film
Festival. He received a number of awards, including
the 1st Prize at Loop Barcelona; and has exhibited at
Kunsthalle Mainz, UIm Museum, Palazzo Strozzi in
Florence, The Art Institute of Chicago, and other art
institutions. Simi¢ co-founded the gaming company
Demagog Studio, where he now serves as the
creative director and CEO. The Studio created Golf
Club: Wasteland (now Golf Club: Nostalgia) that was
featured by Apple in 2018 and shown at Manifesta 14,
as well as The Cub, which premiered at the Tribeca
Film Festival 2022 and Highwater for Netflix in 2023.

My work deals with contemporary human
progress, its beauty and terror. | work in
new media, primarily digital film and video
games, but the basis remains storytelling.
This allows me to explore human-technology
relations with their underlying societal and
personal contradictions. In my practice, I've
embraced these contradictions: disparate
works, such as games and drawings, exist in
online and physical contexts; I've co-founded
a gaming company with employees and
collaborators, while also participating in the
art market; a single work can occupy space
in the flooded mass market of digital content
and the rarified realm of museums and art
biennials. With an attitude of melancholic
humor, | am learning to breathe in the
Content Ocean, while attempting to create
Oxygen for others.



Nrop CUMHR
(p. 1988, Beorpaa, d1BLLA JyrocnaB1ja — XXHBH U POAM
Ha penauuju beorpaga, Cpduja 1 bbyjopk, CAL)

The End Times, 2020 Kpaj Tajmca, 2020.

Video with sound, 5 min 18 sec Buaeo ca 3ByKom, 5 MuH. 18 cek.

Cumuh je gunnomupao cpunmcke cTtyguje M
thrnozodujy Ha YHHBep3uTeTy Konymduja (Columbia
University) y bbyjopKy. tberosu KpaTku prnmosH
NPHKA3AHKW CY HO DPOjHUM hHUNMCKUM thecTUBaNMMA
nonyt MehyHapogHor cdunmckor cectusana y
EnnHOypry. Jodu1o je HU3 Harpaad, ykbyuyjyhu 1.

Harpaay Ha Loop Barcelona; v nanarao je y Kunsthalle
Mainz, My3ejy Ynma, Palazzo Strozzi y ®upeHum,
The Art Institute of Chicago 1 gpyrum ymeTHUYKHUM
MHCTUTYLMjaMa. CUMHD je CyOCHUBAY KOMIMAHMje 3a
BMAeo-urpe Demagog Studio, roe je cana KpeaTuBHH
AUPEKTOP U U3BPLLHK anpekTop. CTyauo je Kpenpao
Golf Club: Wasteland (capa Golf Club: Nostalgia)
Kojy je Apple npeacrasro 2018. M NPUKA3AHA je Ha
Manifesta 14, kao 1 The Cub, Koju je npemujepHO
NPHUKA30H Ha punmckom cpectusany Tribeca Film
Festival 2022. n Highwater 3a Netflix 2023..
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Moj pag ce baBu caBpemMeHUM /bygCKUM HATpelikoM, HeloBOM 1elioliomM U Y AdcoM. Pagum

y HOBUM Megujuma, Gpe ceela y guiutiaiHOM ¢(husiMy U BUgeo-ulpama, asu OCHOBA ocllaje

i .'_-_I dputioBegare. OBo Mu omolyhaBa ga uctipaxxum ogHoce usmehy /bygu u exHonoluje
! €A HUXOBUM OCHOBHUM gpyWwiBEHUM U JTUYHUM KOHUWpaguKuyujama. Y cBojoj tpakcu,
tpuxBaliuo cam oBe KOHWipaguKuuje: pasnuyuiia gesa, Kao wilo cy ulpe u ypluexu,

focltioje y OHNAjH U Yy hu3uyKom KoHiekciiy; OCHOBAOO caM KOMUAHUjy 3a ulpe ca

3aldocieHUMa U capagHuUyuUmMa, a takohe cam yuyecliBOBAO HA WpXKUW MY yMeliHoCcU;

JegHo gesno Moxke 3ay3settu dpociiop Ha Upel1aB/beHOM MACOBHOM WPXXUWY guiutiaiHOT

cagp)kaja u paputlieliHoM uapcliBy mMy3eja u ymewHuU4Ykux dujeHana. Ca ciiaBom

MEeJTIaHXO/TUYHOT XyMOopa , YYUM ga yguweM OKeaH cagpxxajd, gok UOKYyWaBaM ga CliBOpPUM

‘ KUCEOHUK 3a gpyie.
SING ALONG NEWS ‘

TITS AND THE ECONOMY ARE FAKE (POXN

SOCRATES HAS FOUMDED THE PARTY OF RADICAL SIMCERITY WITH THE SLOGAN [F/08 [0Y &




UBaHao Munes Ivana Milev



IIVANA MILEV
(b. 1987, Belgrade, Former Yugoslavia - lives and works
in Belgrade, Serbia)

Milev holds a Master of Fine Arts and a Doctorate
from the Faculty of Fine Arts in Belgrade, (Sculpture
Department). Currently, she is a professor in a High
School for Arts, jewelry department. Her works have
been exhibited in more than fifty solo and over a hundred
group exhibitions. She is a recipient of numerous art
awards and is a member of the Association of Serbian
Visual Artists (ULUS). In 2013 she was a resident-scholar
at the Kulturamt Dusseldorf art residency in Germany,
and in 2019, she attended the Cite internationale
des arts residency in Paris, France. Her works are in
the collection of the Zepter Museum, the Courtyard
Marriott Hotel; Belgrade Cooperative; and the Phillip
Morris Collection, all in Serbia, and in numerous private
collections in Serbia, Monaco, France, Italy, Germany,
Greece, and the USA.

You don’t start from nothing, you always
start with a space in which forms are
created and structures are built, which
then evolve and develop. The border
between imagining and creating is rather
undefined and is constantly intertwined.
The elements, through ceaseless
repetitions and accumulations, line up and
vary until they create a whole. Every single
element incorporated into the sculpture
is equally significant; the absence of one
or more elements would destroy their co

relations resulting in a different artistic
direction. By means of sensitivity to the
structure of things, to the relationships
that are established between units, and
to their arrangements, | find a balance
between the elements and the final form.
Multiplication gives it a special charm. It
speaks of the fact that the whole world, the
universe, is composed of many building
units and cells. Everything is infinite, and
the process of multiplication persists. The
ends and means of art and nature are
logically different, but they are equally
powerful. When harmony and unity
are achieved through a combination of
materials and space, real and imaginary
forms, the process of art creation has
come to an end. Yet, its meanings and
interpretations are open to change.
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MBAHA MHJIEB
(p. 1987, beorpag, duBwa Jyrocnasuja —
XHMBH U pagm y beorpaay, Cpduja)

Munes je marucTpupana u goKTopypana
Ha DAKyNTeTy NUKOBHWUX YMETHOCTH Y
Beorpaay, (oacek BajapcTBo). TPEHYTHO je
npocpecopra y Cpearoj YMETHUYKO] LLIKOIH,
CMep HAKMT. FbeHn pagoBH Cy U3MATOHW HO
BMLUE Of neaeceT CAMOCTANTHUX U MPeKo
CTO TPYMHWUX M3NOXKOKU. JOOMTHHUUA je
OPOJHUX YMETHUUYKHX HArPaALa U YTAHWLO
je YapyXemwa NTUKOBHUX YMETHUKO
Cpouje (YNIYC). lognHe 2013, duna je
CTOMHO CTUNEHAUCTKHUHA HO YMETHHYKO)]
pe3npeHurjn Kulturamt Dusseldorf y
Hemaukoj, a 2019. roognHe noxahana je
pe3naeHunjy Cit internationale des arts
y Mapusy, ®paHuycka. bbeHu pagosn ce
Hanase y konekuuju Myseja Zepter, xotena
Courtyard Marriott; Beorpanckoj 3agpy3H;
n konekuuju Phillips Morris, cee y Cponjn,
My OPOjHHUM MPUBATHUM KONMEKLMUjOMO Y
Cpdunjn, MoHaky, ®paHuyckoj, UTtanujm,
Hemaukoj, Npukoj n CAL-y.

Blue Lines, 2024

Plastic straws and wire
lnase nuHuje, 2024.
MpocTopHa HHCTaNALM|d,
NAACTUYHE CIAMKE M XKHLA




JoBaHKAa MnapeHoBHh Jovanka Mladenovic



JOVANKA MLADENOVIC
(b. 1979, Belgrade, Former Yugoslavia
— lives and works in Belgrade, Serbia)

Mladenovic holds both her Master of Fine Arts and
Doctorate from the Faculty of Fine Arts in Belgrade.
She received a grant from Ecole nationale superieure
des Beaux-Arts in Paris, and for several years worked
as a lecturer and coordinator of EKOplan Workshops
held at International conferences in Berlin, Germany,
Aurillac, France, and Belgrade. She is a member of
ULUS (Association of Fine Artists of Serbia), and
ULUPUDS (Association of Applied Arts, Artists and
Designers of Serbia, as well as a member of the
environmental organization EKOplan. Mladenovic
participated in numerous national and international
exhibitions and artists’ residencies and workshops,
including ones in Belgrade, Paris, New York, Los
Angeles, Beijing, Barcelona, Munich, and Helsinki.
She is a recipient of significant art awards, and her
work is in numerous private and public art collections
in Serbia and abroad.

Studio visit: Mrs. Vesela Sretenovic, Mrs. Jovanka Mladenovic,
Mrs. Marija Milosevic, Mr. Jack Rasmussen

My work is based on researching the consequences of the computer revolution on visual
culture and society at large. Systematically keeping daily notes and graphs from both
browsing the web and observing the real environment, | create an archive of sketches
and texts as a template for my work. During this process, the private and public aspects
of life are canceled resulting in a visual language of symbols. Adopting the term techno-
organic and defining it as the human preparation for the age of post-humanity, my work
integrates objects that contain technological structure and nature itself (landscape), hence
mapping the lifespan of organic and social worlds.

The work Playground 05 merges digital and material reality, alluding to post-apocalyptic
narrative. It combines traditional painting techniques (oil and acrylic on canvas) with
modern technologies (3D printing) to create visual illusions. The work’s 3-dimensional
structure—diptych with objects —follows the principle of digital display in sequences,
i.e., pixels that create a frame. The Playground 05 refers to an abandoned, unnamed
landscape in western Bosnia, which | visited in my early childhood, evoking personal
memories of growing up and playing. Here, a network of pixels, digital errors, glitches,
and 3-D modeled shapes enable me to create the work with clear surfaces that emanates
spatial illusionism. | strive to pierce into nature not only as an artistic conquest of the
landscape, nor as a template for a painting, but as a confrontation with space and time,
as well as the violent attack of civilization on the natural environment.




JOBAHKA MJTAJEHOBHR
(p. 1979, Beorpap, buelwa Jyrocnasuja

— XXWBMU W paau y Beorpany, Cpduja)

MnapeHoBuWh je marucTpupana M AoKTopUpana
HaO DaAKynTeTy NMKOBHUX YMETHOCTH Yy beorpany.
Noduna je Harpaay ox Ecole Nationale Superieure
des Beaux-Arts y MNapu3y, 0 HEKOTMKO rogMHA
pagunna je Kao npeaasayrud U KOOpOAUHATOPKO
EKONNaH paanoHULO OOPKAHUX HO MeNYHOPOOHHUM
KoHpepeHuunjama y bepnuHy, Hemaukoj, Opujaky,
®dpaHuycKkoj 1 Beorpaay. YnaH je YNIYC-a (Yapyxera
NUKOBHHUX ymMeTHWKa Cpduje) n YNYNYAC-a
(Yapyxemna NpUMeneHUX YMETHOCTH, YMETHUKA
W gusajHepa Cpduje), Kao W YNaH eKonoLlKe
opraHusauurje EKOnnaH. MnageHosuh je yyecTBo-
BASIO HO OPOjHMUM gomMahuM U MehHyHAPOAHWUM
M3NOXKOOMA U YMETHHUUYKUM pe3ufeHuMjama u
pPaAMoHULAMA, YKIbYUHyjyhu oHe y Beorpaay, Mapuay,
Hbyjopky, Jloc AHhenecy, NMekunHry, bapcenoHu,
MuHXEHY U XencHHKHjy. JOOUTHHULA je 3HAYOjHHUX
YMETHUYKHUX HATPaAAd, O hEeHW PALOBH CE HaMA3e
y OPOjHMUM MPHUBATHHUM M jOBHUM YMETHUYUKHUM
Konekumjama y Cpduju U y HHOCTPOHCTBY.

Playground 05, 2024
Oil and acrylic on canvas with 3-D objects

Hipanuwdite 05, 2024.
Yrbe u akpun Ha nnatHy ca 3-[, odjekTrma

Moj pag ce 3acHUBA HO UCWIPAXKUBAY
tocreguua KomUjyiepcke pesosyuuje
HA BU3YEJIHY Kynuiypy u gpywiiBo y
uenuHu. Cuctdematicku Bogehu gHeBHe
oenewke u IpaguKoHe, KaKo TpuIuKOM
Upeltnegama Beda, Wako u GocMmalipara
ClUBApPHOI OKpYI)Kerbd, Kpeupadm adpxuBy
CKUUQ U UekclioBd KAo wWad/oH 3d CBOj
pag. Tokom oBol tpouecd, tUpusalliHu U
JaBHU actexitiu xusolia ce ToHUWasayjy,
wio pe3ynwiupa BU3ye/THUM je3UKOM
cumbdona. YcBajajyhu WepmuH WexHo-
OplaHCKU U geguHuwyhu Ta Kao /bygcky
dpulpemy 3a godba Gocli-xymaHocwiu
Moj pag uHWielpuwe odjexilie Koju
cagpxe WexHonowKy clupykiypy u camy
dpupogy (dejsaxx), oiyga matupajyhu
JKUBOWHU BeK opladHCKOTl U gpywiBeHU
cBel.

Pag Playground 05 cliaja guiutianHy u
matuepujanHy cluBapHoc, anygupajyhu
Ha GocluatokanudWu4vyHU HaApatius.
KombuHyje WpaguuuoHanHe WexHuKe
cnukara (y/pe u akpuna Ha G7aHy)
ca mogepHuUM exHonotujama (3D
waamda) 3a cliBapawe BU3YETHUX
unysuja. ThroguMeH3UOHaTHA clupyKitypa
gena guldiux ca objekwiuma —
Upadiu GpuHUUU gututianHot lpukasa
y CeKBEeHUAaMda, OgGHOCHO UuKcerne Koju
ctusapajy oksup. Playground 05 ogHocu
ce Ha HalywieHU, HeUMEHOBAHU Uej3aXK
y 3allagHoj bocHu, Koju cam Gocetiuna
y paHom gelliuwcliBy, esouyupajyhu
UYHa cehamwa Ha ogpaciarwe u uipy.
OBge, mMpexxa uukcend, guiuliaaHux
ipewaka, ipewaxka u 3D mogennoBaHUX
obnuka mu omolyhaBa ga Kpeupam pag
€A jaCHUM UOBPWUHAMA KOju emutlyjy
UpociopHU uny3uoHU3am. Hactuojum
ga lpogpem y lipupogy He caMo KAo
yMellHUYKO OCBajare Uefj3axka, HuUtuu
Kao Upegnoxak 3a cauky, seh kao
cyoyaBame ca Upocliopom U BpeMEHOM,
KOO U Hacu/iHU Hallag yusuausauuje Ha
UpUpPOgHO OKpPYIKEHE.
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Hunkona Koma bBoxoBuh Nikola Kolya Bozovic



NIKOLA KOLYA BOZOVIC
(b. 1975, Belgrade, Former Yugoslavia
— lives and works in Belgrade, Serbia)

Bozovic holds a Master of Mural Painting
from the Faculty of Applied Arts in
Belgrade and has been teaching at the
same institution for years. He is a member
of ULUS (The Association of Fine Artists
of Serbia), and a recipient of prestigious
awards, including the Pollock-Krasner
grant. He participated in many group and
individual exhibitions in the country and
abroad. In 2018, he directed Yoko Ono's
project One day ..., in Novi Sad, Serbia.
Bozovic's works are in several national
and international collections, including the
RADIX collection in Belgrade, BORUSAN
collection in Istanbul, City of Belgrade
Museum and Wiener Stadtische art
collection in Belgrade.

Throughout the last ten years |
have been developing an artistic
language based on my observations
of contemporary urban society. By
dismantling and rearranging fragments
of ordinary objects related to the
modern city life such as automobile
parts, diver’s pipelines, and lighting
systems, | create sculptures, paintings
and installations, mixing ready-made,
appropriation and neo-modernist
aesthetics. These works have a clear
yet distant affiliation with architecture
and industrial design incorporating the
city infrastructure, and the physical and
digital means of communication.

Autonomous Forms of the New World
Mixed-media, neon installation

CamoytipaBHe ¢popme HoBOI cBellia
MPOCTOPHA MHCTANALM]A, METAS, HEOH

Their startling forms and vibrant colours
conceal the complex semantic systems
they embody. On the edge of abstraction
my paintings and sculptures aim to reveal
a subtle and enigmatic relationship with
reality. For me, they are objects-signs that
transport complex narratives of urban
experience through time and space.
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HWUKOJ1A KOJbA BOXXOBWHR
(p. 1975, beorpaa, dusLLa Jyrocnaeuja — XKBKW U pagun y beorpaay, Cpouja)

BoxxoBWh je MArucTprpao 3MaHO CIUKAPCTBO HO DAKYNTETY NPUMEHEHHX YMETHOCTH Y
Beorpoay v rogMHamMa Npeaaje Ha UCToj yCTaHoBW. YnaH je YITYC-a (YapyXerwa MTUKOBHUX
ymMeTHUKa Cpduje), BOOUTHHK je NPEeCTMXHUX Harpaad, mehy Kojuma je u Harpaaa Pollock-
Krasner-a. Y4ecTBOBOO je HO MHOTMM FPYMHUM U COMOCTONTHUM M3N0XOAMA Y 3€MIbH U
HMHOCTpaHCTBY. loanHe 2018, pexxnpao je npojexat Joko OHo JenaH AaH... y Hosom Caay,
Cpbduja. boxxoBrheBa aena Hanase ce y HEKONMKo AoMahmx 1 mehyHOpOaHMX KoneKkuuja,
yKibyuyjyhu konekunjy RADIX y Beorpaay, 3d0Mpky BORUSAN y Uctandyny, Mysej rpaaa
Beorpana n Wiener St dtische ymetHuuky 3dupky y Beorpaay.

[Mocnegrux gecelll lOgQUHA PA3BUjAM YMEWHUYKU je3UK 3aCHOBAH HO MOjUM 3aUKaHbUMA
0 caBpemeHoMm ypbaHom gpywiuBy. Pactiasmpajyhu u tpeypehyjyhu genoBe oduyHux
objekallia Be3aHUX 34 CABpPeMeHU [pagcKku »uBolll, KOO wilio cy ayiomodusicku
geJsloBU, POHUMAYKU UEeBOBOgU U cucliemu ocselli/berba, cluBApam cKyndype, ciuke u
uHctUanayuje, mewajyhu tottioBy, alipolipujauujcky U HEOMOgepPHUCIUYKY eclietiuKy.
OBU pagoBuU UMQjy JaCHY, anu ganeKy UoBe3aHOC ca apxXulieKkiliypom U UHgYCPUjCKUM
gusajHoMm Koju odyxBallia IpagcKy UHhpaclipyKypy, pusuyka u guiutiasHa cpegcitisa
KoMyHuKkauuje. Fbuxose 3aliaryjyhe hopme u use doje UpuKpuBajy CIOXKEeHe ceMaHiuYKe
cuctueme Koje olienoiBopyjy. Ha usuyu alctipakuuje moje cnuke u ckyntiype umajy 3a
uub ga ollikpujy cydiunaH u 3aioHellidH 0OgHOC ca cluBapHowhy. 3a meHe cy o objeKkitiu

3HAKOBU Koju lipeHoce croxeHe Hapaluse ypdaHOTl UCKycliBa KpO3 BpemMe U dpociiop.

Plastic Division, 2024
Oil and acrylic on canvas

YIbe 1 aKpHn HA NNATHY



Hukona BenvukHwu Nikola Velicki



My works in this exhibition are part of
a larger series inspired by the British
preschool animated series called Peppa
NIKOLA VELICKI Pig, an anthropomorphic female piglet,
(b. 1983, Nis, Former Yugoslavia as well as her family and peers portrayed

— lives and works in Belgrade, Serbia) as other animals. During Covid-19, | spent
a lot of time at home with my children

trying to work while watching TV. The
Velicki received his Master of Fine Arts, Peppa Pig series became the family’s : it e
as well as his Doctorate from the Faculty favorite. Seeing the animation’s episodes ‘' MEAR |

of Fine Arts in Belgrade. He teaches there over and over, | found a lot of similarities A Y '

now in the graphic arts department. His between the everyday life  happiness,
works have been shown in humerous bewilderment, confusion, worries and
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group and solo exhibitions in Serbia and laughter  of children and adults, and that W th 1*: ¥ | . - ;.
abroad. He is the recipient of three national became my inspiration. rPIY L N o ﬁﬂ.
awardgrades in the field of graphic arts. .':JJ W :i:: g,-" '-'é 'y "IL; -
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My previous work drew mostly from .':,L‘; F‘H bl 3 8 | Y El
prehistorical drawings and folk art. For i “|:E:'1 3 ?*-Hh.. ”'ﬁ“" ~ f i
that reason, simplicity and a certain f EI!,"- IH"E;-;,
primitiveness of the Peppa Pig animation nh.!-,' fﬁf.ﬂ?r_ﬂ.! E;I d B S | o
appealed to me, and | tried to merge its :"-'i,.] Y '-..” f:,‘ 9
cartoonish qualities as well as humor with ,|5' 1% i
my drawings. | selected certain scenes of _f‘!lj'. 4
interest and translated them with a broad *'I vy
brush into large format drawings, which q b
then gained a new look and expression. L
Considering that Peppa often jumps on When il it enoms 2099
muddy puddles and her boots are shown Linoleum plate
in the foreground, I decided to make one Kaga he crer? 2022
big puddle in linoleum and one big boot NuHoneym

painted with elements from the animation.
The lower part of the boot is embossed,
also with a motif from this series, which
could leave a mark in muddy ponds. The
boot is made of rubber and painted with
acrylic. Peppa’s younger brother, George,
often cries in the series or, in slang terms,
“cries crocodile tears”, so | made him in a
large format and gave special importance
to his tears. The work is done in led neon
and the light is animated so that George is
constantly crying. For me this body of work
is a search for visual expression through
intuitive child-like play and humor.




This is my toy! 2022
Animated LED neon

To je moja uipauka! 2022.
JIE[l HEOH OHUMHUPAHO MHCTaNALKja
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HWKONA BEJTULIKK
(p. 1983, Huw, dvBLa Jyrocnasuja
— XXWBMU W paau y Beorpany, Cpouja)

BenuukuM je MarucTprupao NMKOBHE YMETHOCTH M
JOKTOPHUPAO HO DAKYNTETY NTMKOBHUX YMETHOCTH
y Beorpagy. Tamo cana npendje HA oaceky
30 rpagurky. Hherosr pagoBu U3NATOHKU Cy HO
BPOjHMUM rPYMHUM U COMOCTANTHUM U3NOXDAMa
y CpdHjn 1 MHOCTPAHCTBY. JJODUTHUK je TpH
HAUMOHAMHE Harpage y odnactu rpaduie.

Moju pagoBu Ha 0OBOj U3/10)KOU
geo cy Behe cepuje UHcUupucaHe
OpuliaHCKOM UpPeguwKONCKOM
OHUMUPAHOM cepujomMm og HO3UBOM
Meda dpace, aHWUpPoUoMOPpHOM
JXeHKOM UpacellioM, KAO U HEeHOM
lopoguuom U Bpwhwauyuma
lipukasadHUM KAo gpyle KuBoliue.
Tokom eldiugemuje Bupyca Kosug-19,
lipoBoguo cam gocllia BpemMeHd Kog
Kyhe ca ceojom geuom tiokywasajyhu
ga pagum gok tnegam TB. Cepuja
lMela Gpace Uocwiana je oMu/beHd
y topoguuu. Megajyhu eliuzoge
aHuUMauuje U3HOBA U U3HOBJ,
lipoHawao cam MHoOIO ciuvYHocWu
usmehy cBAKOgHEBHOI uBolid -
cpehe, KoHpy3uje, 30yweHoclu,
dputa u cmexa - geue u ogpacux, u
tto je toctuasio Moja UHcUUpauuja.

Moj GpeltixogHu pag upleo je uHCUUpauujy ytilaBHOM U3 Upaucliopujckux upluexa
U HapogHe ymeliHociu. 3601 Wola cy mMu ce cBUgesa jegHOCWAaBHOC U U3BEeCHa
dpumutiusHocli aHUMauuje lNede dpacetia, U JOKywWao cam ga cliojum weHe upluayke
KBanutlielie KAO U XyMOp ca CBojumM upiiexuma. Ogadpao cam ogpeheHe uHlliepecaHliHe
CUeHe U WUpOoKoM yeliKuuom ux tpeBeo y upiliexxe BesuKkol popmallia, Koju cy doliom
gobunu HoBu uslneg u uspas. C odb3upom Ha Wo ga lelia yecio ckaye Gio dnallikaBUM
JIOKBAMA U gad Cy joj y UpBOM U/IGHY UPUKA3AHE YU3Me, 0g/ly4uo CamM ga HalpaBum
JegHy Benuky noKBUuy y TUHONEYMY U jegHY BE/IUKY YU3MY OC/TUKAHY eleMeHIluUuMa U3
aHumayuje. [Jowu geo yuame je peved, wakohe ca moliuBom U3 oBe cepuje, Koju du moiao
octuasutiu Wpatl y mybeBulium dapama. Yusma je Halipas/beHa og lyme u opapdaHa
akpunom. lNeduH mnahu dpall [lopy yeclio dnaye y cepujama unu, XaploHCKU peyYeHo,
,POHU KpoKkogursicke cy3e”, ta cam la HalpaBuo y Be/IuKom opmailly u gao docedaH
3Hauaj BheloBUM cy3ama. PagoBu cy ypaheHu y neg HeOHy u cBellisio je AHUMUPAHO WAKO
ga llopy HelipectuaHo Unaye. 3a MeHe je 0BO geJsio olipala 3a BUSYETHUM U3PA30M KpPO3
UHWmYUUBHY geyujy utpy u Xymop.
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Hemawa Nahuh Nemanja Ladjic



NEMANJA LADIJIC Ly Wi
(b. 1984, Belgrade, Former Yugoslavia — lives and works in Belgrade, Serbia) e s
P 3 - -l"""-.l-—.—..
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Ladjic holds a Master of Fine Arts degree from el R '-;_:_g,i_-;_;;. - " : E : I |

the Faculty of Fine Arts in Belgrade (Sculpture
Department). He attended the Transmedia
program at Sint Lukas University, Brussels,
and is currently pursuing his Doctorate at oy, "2 ; A
the Faculty of Fine Arts in Belgrade. He had J

numerous solo and group exhibitions in

Serbia and abroad. His works are in several

contemporary art collections in Serbia. In his

video installations he primarily uses archival

materials and examines the impact of modern

means of communication on our perception

and creation of historical narratives.

If the future of computing is in the three dimensional AR and
VR environments, then its every aspect has to be transformed
into 3D form. When we scroll through Feed or Facebook Wall
in its current state, vertical movement is based on natural
direction of reading printed text. So, reading the text from the
top of the page downwards is a basis of endless scrolling through
chronologically sorted posts. If this system gets transformed into
a 3D environment, my assumption is that a main movement will
be horizontal - walking direction. Therefore, the Street might
become the new Wall with a new notion of moving, or even
traveling through an endless array of content other people
decided to share with you. In that context, the Street, which is
usually a public space, becomes a metaphor for the environment
in which common content is shared. The way we present
ourselves on a street is almost the same as on social media-we
show the facade. In the video installation Stroll, the environment
is mainly made of photo scans because they are the simplest
way to record or recreate scenes in 3D. Photo scans are also
often an ironic result of their initial purpose because they look
more like empty shells of objects. They are like facades without
actual content, something that only has an exterior or a surface
as a mean of communication. The endless array of information
shown in an archive (like a Facebook Wall is) is inspired by The
Library of Babel by Borges. The internet itself is the only human
creation that has gotten very close to idea of The Library of Babel.
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HEMAMA JTABWR
(p. 1984, Beorpap, dvBLia Jyrocnasuja
— XXWBM W panu y Beorpany, Cpdouja)

Nahuh je marucTtap NMKOBHUX YMETHOCTH HA
DaKynTeTy NMKOBHUX YMETHOCTH Yy beorpany
(oacek BajapctBo). Moxahao je nporpam
Transmedia Ha YHuBep3uTeTy Sint Lukas
y Bpuceny, a TpeHyTHO je HO AOKTOPCKHUM
CTYAWjaMO Ha DAKYATETY TMKOBHHUX YMETHOCTH Y
Beorpany. UMao je dpojHe camocTanHe v rpynHe
na3noxode y Cpd1ju MU MHOCTPAHCTBY. Hberosu
POOOBH HOMO3€ Ce Yy HEeKOMTMKO KOMeKLHja
caBpemeHe yMeTHOCTH Yy Cpduju. Y cBOjUM
BMOEO0-UHCTANALMjAMA MPBEHCTBEHO KOPMUCTH
OPXHMBCKY rpahy K UCNUTyje yTHULdj] COBPEMEHMX
CPEACTaBA KOMYHHUKALMjE HO HALLY NepLuenuujy
M CTBAPOHE UCTOPH|CKMX HOPOTHUBA.

AKo je dygyhHocll payyHapcliBa y WpogumeH3uoHanHOM AR u VR okpyxemy, oHga ce
CBAKU weloB acliekili Mopa tipaHcgopmucaitiu y 3D obnuk. Kaga ckponyjemo kpo3s Feed
unu Facebook 3ug y nweioBom tipeHyWHOM cliamy, BepUUKA/IHO Kpelidwe ce 3aCHUBA
Ha UpupogHOM UpaBuy Yulliara wiiamiaHol Wekctua. Jakne, yuliawe WeKkclia og Bpxa
clUpaHUUE HOHUXE je OCHOBA OEeCKOHAYHOT UCama KPO3 XPOHOMOWKU cCopliupaHe
toctuoBe. AKo ce oBaj cuctiem ipaHcgpopmuwe y 3D okpyeme, moja tpeliioclUaBKa
je ga he tnaBHuU Tokpell dulliu XOpPU3oHWAIHU - cMep xogara. Citiola du Ynuua motnia
doctiatiu HoBU 3Ug ca HOBOM UgejoM Kpellidrwad, unu Yak UyoBamaA KPO3 deCKPajHU HU3
cagpixaja Koju cy gpyiu /bygu ogny4dunu ga tiogesne ca Bama. Y oM KoHWeKcwy, ynuua,
Koja je Hajuewhe jaBHu Tpociiop, locliaje melliaghopa 30 OKPYIKeHE Yy KOMe ce genu
3ajegHuUYKU cagpxkaj. HayuH Ha Koju ce lpegcliaB/bamMo HA yAuuU je CKOpo ucltiu Kao Ha
gpywiiBEHUM Mpexama Toka3dyjemo hacagy. Y Bugeo-uHcuanayuju LLletira, oKpyKerne
ce yllaBHOM caclioju 0g cKeHupamwa gotiolpadguja, jep Cy OHU HajjegHOCABHUjuU
HOYUH CHUMORA UNU pekpeauuje cueHa y 3D-y. CkeHupamwe ¢gpoliolpacpuja je tiakohe
yecllio UPOHUYAH pe3yniuall huxoBe UpBodUIHE HOMEHe, jep BUwe u4ve Ha Gpa3He
wKosbke odjekattia. OHU cy Kao hacage de3 clBAPHOI cagpKaja, Hew o Wiio UMA CAMO
cliorbawrocl unu UoBPWUHY KAO cpegciiBO KOMyHUKauuje. beckpajHoc

HU3a uHopmauuja Tpuka3aHux y apxusu (Kao wilo je Facebook

3ug) UHclupucaHa je BaBunoHckom dudbnuoliekom og bopxeca.

Cam uHWiepHell je jeguHa /bygCcKa WBOPEBUHA KOja ce BeoMa
dpudnuxuna ugeju BaBunoHcke dubnuoiiekxe.



Bnaapuvwcnas Viadislav
WlhenaHnoBuh Scepanovic



VLADISLAV SCEPANOVIC
(b. 1971, Cetinje, Former Yugoslavia, now Montenegro —
lives and works in Belgrade, Serbia)

Scepanovic graduated from the Faculty of Fine Arts in
Cetinje in 1994, and completed his postgraduate studies
at the Faculty of Applied Arts in Belgrade. He received
his doctorate in Art Theory and Media in 2009 at the
Interdisciplinary Doctoral Studies of the University of
Arts in Belgrade. From 2013-2014, he was acting director
of the Museum of Contemporary Art in Belgrade. He was
the president of the Board of Directors of the 55th October
Salon during the 2013/2014 season. He represented Serbia
at the 57th Venice Biennale, as an artist in the “Enclave”
project, in 2017. He works as a professor in the subject
of drawing and painting at the Faculty of Applied Arts in
Belgrade. He is also a professor of Art Theory at the PGD
Studies of the Faculty of Applied Arts in Belgrade and at
the Interdisciplinary PhD Studies of the University of Arts in
Belgrade, where he works as an exhibitor, theoretician, art
event organizer and art lecturer. He has been a participant
in several round tables on art theory. He has published
texts and one book on the theory and philosophy of art in
important scientific journals and is a significant publisher.
He had over 30 individual and several group exhibitions
in Paris, Tokyo, New York, Venice, Houston, Hoboken,
Podgorica, Budva, Belgrade, Banja Luka, Osijek, Novi Sad,
and GroZnjan. Since 2023, Scepanovic works as director of
Conteporarz Museum Podgorica * MSUCG.

Adam and Eve, 2020
Oil on Canvas

Agam u EBa, 2020.
Yribe Ha NNaTHY




BNAOWCIIAB LLUREMAHOBHHR
(p. 1971, Letnme, dusLia Jyrocnasuja, cana LipHa Mopa
— XXWBMU W paau y Beorpagy, Cpduja)

LWhenaHosuh je gunnomupao Ha GAKYNTETY MUKOBHUX
YMETHOCTH Ha LeTumy 1994. rognHe, a NocTaUnNIoMcKe
CTyAuje 30BpLUro Ha DAKYNTETY MPUMEHEHUX YMETHOCTH
y beorpany. JokTopHpao je Teopujy YMETHOCTHU U
meauje 2009. roguHe HA MHTEpAUCUUNAUHAPHUM
AOKTOPCKHUM CTyAUjOMO YHUBEP3UTETA YMETHOCTH Y
Beorpany. Opn 2013-2014 du10 je BpLUMNAL, AYXXHOCTH
Anpektopa Myseja caBpemeHe YMETHOCTH Y beorpaay.
Buo je npeacenHuk YnpasHor ogdopa 55. OkTodapckor
canoHa y cesoHu 2013/2014. Npeactasmbao je Cpdujy Ha
57. BEHeLMjOHCKOM OHjeHany, Ko YMETHHUK Y NPOojeKTy
.EHKnaea*, 2017. Pagu kao npodecop HO NpegmeTty
LUpTake W cnukamwe Ha DAKYNTETY NMPUMEHEHHUX
ymeTHocTH y beorpaay. Takohe je npodecop Teopuje
yMeTHOCTH Ha NI ctyamjama QakynTeTa NPUMeHEeHUX
yMeTHOCTH Yy beorpaay n Ha MHTEPANCLUUNITUHAPHHUM
AOKTOPCKHUM CTyAHjaMda YHUBEP3UTETA YMETHOCTH
y beorpagay, roe pagu Kao vsnarad, teopervyap,
OPraHU3aTOP YMETHHUYKUX MOHUGECTALMjd U NpeaaBay
YMETHOCTH. BHO je y4YecHHUK BULLE OKPYrIMX CTONOBA
M3 Teopuje yMmeTHOCTU. ODjaBHO je TEKCTOBE MU jeHY
KUYy O TEOPHjH U hUNO30IHjHU YMETHOCTH Y 3HAYA]HUM
HOYYHUM Yaconucuma. Mmao je npeko 30 CaMOCTONHHX
W BULLIE FPYMHKUX U3NOXOH Yy Mapuay, Tokujy, Hbyjopky,
BeHeumjn, XjyctoHy, XodbokeHny, Noaropuun, byansu,
Beorpagay, bara Iyum, Ocnjexy, Hosom Caay, MpoXKHaHYy.
Op 2023. WhenaHoBuh paau kao gupektop Myseja
caBpemeHe yMeTHOCTH y Moaropuum * MCYLIT.
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Adam and Eve in the Garden of Eden, 2021
Oil on Canvas

Agam u Esa y pajckom Bpiuy, 2021.
Yibe Ha NNaTHY

YmeliHoclu BUgUM Kao Uocriegwe
dome cnodoge y Hawem cBelly. Buwe
Huje molyhe ogylipeliu ce 1J1000/1HOj
goMuHauuju WexHonowke dapaguime
Kojy tpatiu gutuasiHu Kadulianu3am
U aniopuliamMcko pasmMuwW/bdme.
HMHgyclipujcku mogepHU3am ce clioluo
y Komiujyliepcku toclimMogepHU3am u
ciiBapa wiemesbe HOBOI cBellia Koju je cBe
onuwku - ceeia 6e3 /bygu. Y Wom cmucny,
y ueHWipanHoj do3uuyuju, Ha MOjuM
HOjHOBUjUM cuKama tojassbyjy ce , - AGam
u EBa. Ha cnuuu Agam u EBa cy mywkapau, U
JKeHa oKpeHytiu nehuma jegaH gpytiom u QR
Kog usmehy wux. Cee je ypaheHo aHaNoIHO,
KnacuyHomM WEexXHUKOM yrbe Ha UnatiHy, anu
je ciuka uHliepakwiuBHa. QR Kog ce moxke
dpouulialtiu ca yuayem u cnuka tocdiaje
UHlepakWuBHA Yy HOBOM BUpUWYye/THOM
csely. lNMopyka je atconyWHO KpUWUYHA
U oliBApPA HEKOTUKO HUBOA pPa3yMeBaHbd
ceellia oko Hac. TexHosoluja je doctuasna
yCr10B oUCAHKA U be3 Hhe CMO UCK/byYeHU
u3 gpywiBa, ogHOCHO 6e3 e ce ocehamo
ustyb/beHo. Tako usmereHe OKOMHOCWU Y
KOjUMQ XXUBUMO, HECIUAHAK TPpOCUOPHUX U
BpemMeHCKuUxX KoopguHallia, 3dBUCHOCW og
tiexHosoluje, pesyniiupajy dojaBoM HOBOI
yoBeKa HA UCWOPUjCKOj CUeHU, OGHOCHO
dojaBom HoBoi Agama u Ee. Takobhe,
HOBO BUPUIYE/IHO OKPYXXeHe [eHepuUcaHo
BewWayKom UHUeTuieHuujom y KOME Hema
cMmpltuu u dpoldagamwa, Beh BupiiyenHe
cpehe u culypHocttu, docliaje HoBU Pajcku
Bpw. OBaj Pajcku Bpl ce caclioju og
owdipux uBuua SUHAPHUX KOMOUHAUUja,
tpoipamupaHux og cllipaHe dpoipamepa
U Bewliayke uHenuteHyuje, a XusoliHuU
uuknyc pohema, pacwia u cMpiliu 3aMeHEH
je docluojarem cumynauuje BeYyHocu.
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3opaBko JokcumoBHuh Zdravko Joksimovic



ZDRAVKO JOKSIMOVIC
(B.1960, Buce, Former Yugoslavia, now Montenegro
— lives and works in Belgrade, Serbia)

Joksimovic holds a Master of Fine Arts and a Doctorate from the
Faculty of Fine Arts in Belgrade, where he has been teaching
in the Sculpture Department since 1992. His exhibition roster
includes more than fifty solo shows in Serbia and abroad, and
numerous group exhibitions throughout Europe (Bratislava,
Warsaw, Lisbon, Strasbourg, Paris, Budapest, Moscow,
Amsterdam, and Zagreb, among others). He also works in
public art, nationally and internationally; he created sculptures
Demfer-F for forest in Blair Atholl, Scotland, and Quick Healing
in Ohtawara, Japan. Joksimovic's works are in important public
and private collections in Serbia (the Museum of Contemporary
Art, Museum of the City of Belgrade, and Zepter Museum, all in
Belgrade), as well as in several museums and private collections
abroad (Montenegro, Spain, Bosnia and Herzegovina, Israel,
Holland, England, Scotland, Austria, Switzerland, and Bulgaria).
He participated in several international symposia in Japan,
Scotland, Austria, Spain, Croatia, and Bosnia and Herzegovina,
and is the winner of several major awards in the field of fine
arts in Serbia.

| often think of sculpture as a living organism, which looks logical and well
proportioned to the eye, but if you look closely you will see a lot of flaws
and imperfections. Yet, these “flaws”, surprisingly, do not interfere nor affect
one’s experience of the whole. On the contrary, they only contribute to the
organism'’s the liveliness and persuasiveness.

| belive that many artists, including myself, seek to strip the experiential reality
to its bare essentials. My sculptural series, Healing with Art, certainly follows
that principle. Within each circular, led-based surface, which vary from piece
to piece, there is a certain number of square or rectangular incisions. In these
mechanically made incisions, | place tiny, mundane yet precious objects-
buttons, pearls, Christmas decorations, batteries, gums—that in my mind
symbolize medical pills. Once these little objects are named as medicinal,
their identity is established as such. Yet, when encased within a circular form,
they become metaphors for balance, harmony, and the wholness we strive for
in life. No need for elaborate narratives. The socialization of art, or “healing
with art” does not have to be forced. It's good when it happens when it suits
the art.... unwanted consequences, so far, have not been recorded.




30PABKO JOKCMMOBHHR
(p. 1960, byue, dusa Jyrocnasuja, cana LipHa Mopa
— XXWBM W pagu y beorpany, Cpdouja)

JokcmoBHh je MArucTprUpPao KM JOKTOPHPao Ha DakynTeTy
NMKOBHWX YMETHOCTH Y beorpaay, rae npeaaje Ha oacexy
30 KynTypy o, 1992. roouHe. Hberos U3noxxdeHu cnucak
0dyxBaTO BHULUE O NefeceT COMOCTAMHUX U3MTOXKDU Y
CpOHjH M HHOCTPOHCTBY, KOO U DPOjHE FPyMNHE U3MoXKDe
wupom EBpone (bpatucnasa, Bapwasa, JIMcadoH,
Ctpasdyp, MNapus, bygumnewTa, MockBa, AMCTepadm
n 3arped, namehy octanux). Takohe paau y jaBHOj
YMETHOCTH, HO HALLMOHOHOM U MehyHOPOAHOM HUBOY;
Kpeupao je ckynntype Demfer-$ as a Forest y Blair
Atholl-y, LkoTcka, n Quick Healing y OxTasapwu, JanaH.
JokcMmoBHheBa gena Hanase ce y 3HAYAjHUM JOBHUM M
NPUBATHUM Konekuujama y Cpduju (Mysej caBpemeHe
ymeTHocTH, My3ej rpaaa beorpaga v Lentep mysej,
cBW y beorpaay), kao v y Bue my3eja U NPUBATHHX
Konekuuja y nHoctpaHctey (LpHa lopa, LLinaHuja, BocHa
n XepuerosuHa, M3paen, Xonanguja, Enrnecka, LLkoTcka,
AycTphja, LBajuapcka U Byrapcka). YuectBoBao je Ha
BMLUE MeNYHOPOAHMX CUMNO3KMjyMda Yy Janary, LLIKoTckoj,
AycTpmjn, LLINaHKWju, XpBATCKOj M BOCHW K XepLEeroB1HH, a
[ODOUTHUK je BULLIE BENUKUX HArPOAd U3 ODNACTHU TMKOBHE
yMeTHOCTH y CpOHju.

Yecllio pasmuwbam o ckynaypu
KOO O YXUBOM OpPIaHU3MY, KOju OKY
u3inega 10TUYHO U UpPOTOPUUOHAIIHO,
anu ako dosbe Uotnegaiie Bugeheiue
MHOIO MAOHO U HecaBpuweHoclu.
Hidak, oBe ,maHe", usHeHahyjyhe,
He omeluajy HUtiu yiu4vy Ha Heyuju
goXXuB/bAj uenuHe. Halipolius, camo
golipuHoce oplaHU3MY KuBOCU U
ybegpuBocliu.

Bepyjem ga mHolu ymelliHuuu,
yK/pyuyjyhu u meHe, Haclioje ga
UcKkyclliBeHy cliBapHocl otosie go
HEHUX HOJOCHOBHUjuX efiemMeHalla.
Moj Bajapcku cepujan, Jleuemwe
ymeliHowhy, cBakako ciegu waj
UpuHuud. YHyWadp cBAKe KpYXXHe
UoBpWUHEe 3aCHOBAHE HA n1egy, Koja
BApUpA O0g KomMaga go Komaga,
doctioju ogpeheHu bpoj kBagpatiHUX
unu dpaBoylaoHuUx ypesa. Y ose,
MexaHuU4yKku Halipas/beHe pe3ose,
ctuas/bam cuhywHe, CBOKOgHEBHE,
anu gpaitoueHe lpegmellue - gyimag,
oucepe, boxxuhHe yKkpace, dbatuepuje,
)KBAKE — KOjUu Yy MOM YMYy cUMbOONU3Yjy
mMeguuuHcke tunyne. JegHom Kaga
ce oBU Manu objekliu HA30BY
nexkoBuium, HUxoB ugeHWutiell ce
Kao akas ywBphyje. Mlak, kaga
Cy YKIOU/bEHU Y KPYXKHU 0ONUK, OHU
docttuajy metiaghope 30 paBHOWENKY,
XAPMOHUJYy U uesoBUuliocli KOjoj
tieXxxumo y xupoily. Hema tolipede
30 enadopupaHUM HapaiuBUMA.
Couyujanusauyuja ymetuHocliu,
OgHOCHO ,neyerwe ymewiHowhy"
He mopa duliu hopcupaHa. Jodpo
je Kag ce gecu kag ymewiHocwiu
goJsiuKkyje....Hexe/peHe locieguue,
go caga, Hucy 3adenexeHe.

\-‘.ft 4 s Use only these
batteries! 2023
Lead, batteries

Tpowutte camo
ose bdalliepuje! 2023.
onoso, dbatepuje

Against
L ; :__ rudeness, 2023
i Wood

lMpotius
Tpybocttiu, 2023.
Opso

Close to the proudly
red color, 2023
Lead, buttons

Ha goxsait topgo
N . upseHe, 2023.
w " b OnoBo, oyrmag,

L]
LA LN
L]

Lead Energy, 2022
Lead, batteries
Mr. Nenad Kostic collection

EHepluja onosa, 2022.
Onoso, dbaTepuje
Konekuwja I HeHapa Koctuha



#SERBIAInReallLife

Zdravko Joksimovic

Art Therapy series:

Use only these batteries! 2023
Lead, batteries

20,47 x 20,86 x 1,18 in

Close to the proudly red color, 2023
Lead, buttons
22,44 x 22,44 x 1,77 in

Lead Energy, 2022
Lead, batteries
20,07 x 20,07 x 1,57 in

Against rudeness, 2023
Wood
d.- 23,62 in

Why this way? 2021
Wood, lead, rubber, canvas, acrylic
33,07 x 35,43 x 1,57 in

Arpad Pulai

The Army of Felt Dreamers, 1-4, 2017
Wool and needle felting
12,59x11,81x15,74 in;
10,23x12,59%10,23 in;
13,38x19,68x16,53 in;
18,89x19,68x35,43 in

Artic Sandwich Tern, 2021
Wool and needle felting
18,11 x 24,8 x 51,18 in

Vladislav Scepanovic

Adam and Eve, 2020
QOil on Canvas
70,86 x 70,86 in

Adam and Eve in the Garden of Eden,
2021

QOil on Canvas

82,67 x 66,92 in

Adam and Eve 2, 2020
Oil on canvas
82,67 x 66,92 in

Igor Simic

Melancholic Drone, 2016
Video with sound, 7 min

Don't be Fake, 2023
Video with sound, 3 min 30 sec

The End Times, 2020
Video with sound, 5 min 18 sec

Nemanja Ladjic

Stroll, 2022
5 Channel video projection with
sound, 10 min loop

Biljana Djurdjevic

Last Supper, 2023-24

Oil on Canvas

Four panels, from left to right:
100,39 x 43,30 in; 98,42 x 76,77 in;
100,39 x 43,3 in; 100,39 x 57,08 in

Gabriel Glid

Minimum Wage, 2023
Red Willow
92,9 x 33,46 x 19,68 in

Morava, 2018
Print on canvas,
57,08 x 57,08 in

Jovanka Mladenovic

Playground 05, 2024

Oil and acrylic on canvas
with 3-D objects

78,74 x 157,48 in

EXHIBITION CHECKLIST

Nikola Kolya Bozovic

Autonomous Forms of

the New World 11, 2025
Site-specific, mix-media installation
dimensions variable

Ivana Milev

Blue Lines, 2024
Plastic straws and wire
334,64 x 23,62 in
200,78 x 15,74 in

Nikola Velicki

Muddy Puddle, 2022
Rubber
55,11 x 45,27 x 23,62 in

When will it snow? 2022
Linoleum plate
86,61 x59,05in

This is my toy! 2022
Animated LED neon
66,92 x 64,96 in

Dajana Peric Douglas

Prayers List (41 individual works)
2024

Beeswax on canvas

10 x 7,5 in each work, overall: 61 x 40 in

#SERBIAInReallLife

3apasko Jokcumosuh

Jleuerbe ymeiHowhy:

Tpowudtie camo ose daliepuje! 2023.

Onogo, datepuje 52 x 53 x 3 um

Ha goxsaiu topgo upseHe, 2023.
Onos.o, gyrmapg, 57 x 57 x 4,5 um

EHepiuja onosa, 2022.
Onogo, datepuje 51 x 51 x 4 um

Mpotuus tpydocitu, 2023.
OpBo, P- 60 um

3auwito tako??, 2021.
[lpBO, ONIOBO, F'YMd, NNATHO, OKPHN
84 x90 x4 um

Apnag lNMynau

Bojcka ByHeHuUx carwapa, 1-4, 2017.
ByHa, dmnuare urnom

32x30 x40 um; 26 x 32 x 26 um; 34 x
50 x 42 ym; 48 x 50 x 90 um

Apkitiuuka morska uuipa, 2021.
ByHa, chunuame urnom
46 x 63 x 130 um

Bnaaucnas Whenanosuh

Agam u EBa, 2020.
Yr.e Ha NnaTHy
180 x 180 um

Agam u EBa y pajckom Bpiuy, 2021.
Yrbe Ha NNaTHy,
210 x 170 um

Agam u EBa 2, 2020.
Yribe Ha NNaTHy
210 x 170um

HUrop Cumuh

MenaHxonuyHu gpoH, 2016
Buaeo ca 3ByKom, 7 MHH.

He éygu ¢onupaHid, 2023
Bupeo ca 3ByKkom, 3 muH. 30 cek.

Kpaj Tajmca, 2020.
Buaeo ca 3ByKkom, 5 MuH. 18 cek.

Hemama Nlahuh

Uleluwa, 2022.
5. KOHAMOHA BUAEO NMPojeKuuja ca
3BYKOM

BumbaHa hyphesuh

MNocnegwa Beuepa, 2023.-24.

Yrbe Ha NNaTHy

YeTupu naxena, cnesa HOOECHO:
255 x 110 um; 250 x 195 um; 255 x 110
um; 255 x 145 um

Ffadpujen Mup,

MuHumanau, 2023.
LipBeHa Bpda 236 x 85 x 50 um

Mopasa, 2018.
LWtamna Ha nnaTHy 145 X 145 um

JoBaHka MnaaeHosuh

Hipanuwite 05, 2024.

Yribe U aKpun HA NNATHY ca 3-/
odjekTma

200 x 400 um

NMNCTA N3NTOXEHUX PAOOBA

Hukona Korba boxoeuh

CamoyiipasHe hopme

HoBot ceelua I, 2024.
MpocTopHa uHCTanauuja, metan,
HEOH, OKPH1 HA NAATHY

255 x 200 x 255 um

HUBaHa Munes

Mnase nuHuje, 2024.
MpocTopHa UHCTaNauuja,
NNACTUYHE CNOMKE W XKHULQA
850 x 60 um

510 x 40 um

Hukona Benvuku

Bnatirase dapuue, 2022.
M'yma 140 x 115 x 60 um

Kaga he cHel? 2022.
NnHoneym 220 x 150 um

To je moja utpauxa! 2022.
JIE[L HEOH AHMUMHPAHO UHCTaNALKja
170 x 165 ym

AajaHa MNepuh Darnac

MonutuseHa nuctua, 2024.
Bocak Ha nnaTtHy

25,4 um x 19,05 um,
nojeauHaYHu pag,
yKynHo: 154 x 101 um
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MocedHa 3axBanHoCcT My3ejy amMepryKor YHUBEP3HUTETA
y KatseH Aptc LieHTpy, BawmHrton AL,
30 HHUXOBY BEMUKOAYLLHY NOAPLUKY OBOM MPOjeKTY.

MocedHa 3axBANHOCT AUpeKTopy Lleky PACMyCCEHY M HEroBOM TUMY:
Hedopa XaHCenMaH, NoMONHHUK ArpeKTopad

beTtx bpurxt, cekpetap

KeBWH PyHWOH, npenapaTtop

KpuctrH E. Xayapg, cneumjanicta 3a MApKEeTHHT U NydnukaLmje
BpuTaHK Nlectep, meHaliep 3a forahaje 1 ycnyre 3a nocetyoue
MaTtpuumra EnsrHe-Toky, meHalep 3a gorafhaje y ranepuju

Llecuka BaH OUANOMHUPAHK CTYAEHT AMEpPHUYKOT YHUBEP3UTETA
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MocedHa 30XBANHOCT HO NOAPLLLIM

MuHucpaTcTBo KynType Penydnuke Cpduje

MHHUCTAPCTBO CNOMBbHUX NocnoBa Penydnuke Cpduje

Air Serbia

lMoBepeHHK 3a 3aWTUTy pasHonpasHocTH LOGO MINISTARSTVA KULTURE
TEMPLE V&H CONSULTING

MpBK NyT 0BjaB/LEHO Y BE3M CA U3M0XKOOM

#SerbialnRealLife 8. hedpyap - 18. maj 2025.

Mysej amepHryKor yHuBep3uTeTad

Yy YMETHUYKOM UeHTpY KaTseH

BacxuHrTon, AL

Obdjasunu y jaHyapy 2025. Ffanepwja Art For All 1 My3ej amepHuKor yHHUBep3uTeTd
Fanepwuja Art For All, Kpama MNeTtpa 4a, beorpag, Cpduja
Marija.artforall@gmail.com

www.artforallgallery.com

My3sej amepuryKor yHuBep3uTeTa y KataeH ApTc LieHTpy
4400 Massachusetts Avenue, NW Washington, DC 20016
musem@american.edu
www.american.edu/cas/museum

Kyctoc Llek PacmyceH

[On3ajH katanora ®unun LLonH

YpenHuk Mapuja Munowesuh

MpeBsop, 1 kopekTypa Adep U Map

CBa aena bydasHolwhy YMETHUKA OCHMM OKO HWje Apyraynje Ha3HAYeHoO.
Cse poTorpadgmje rbydasHoLwhy yMeTHHKA
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