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YMETHOCT Y OKPYHEHY
FMOBAJIHE HECUT'YPHOCTMU:
YMETHOCT / KPUTUKA / NOJIUTUKA

ARTIST AND GLC
ART / CRITICIS



HECUI'YPHOCT JE BJ1ATA PEY

[paro mMu je LITO MMaM NPUIIMKY Aa Ha CUMMO3MjyMy y OKBUPY [lyHaBCKux aujasiora roBOPUM O
YMETHOCTH 1 NonuTHLM y foba HecurypHocTu. HecurypHocT je Beoma 6nara pey 3a noctojehy
cutyaumjy. Cpeactsa jaBHor MHPopmMUcara Beh ayro KopucTe ped ,Kpr3a’ U ja menum aa Ty
pey cavyBam. Jep ako nornegamo NopeKno peyn Kpuaa, suaehemo aa oHa A0Nnasun U3 rpyKor
je3nKa, OAHOCHO NOTHYE Of, FPYKe peyn Krinein — WTO 3Ha4YU ,NPecyauTn u oanyuntu”. Peujy
KpW3a ce MMeHyje KapaKTepuCTUYaH Nepuos, y KojeM ce Cyo4aBaMo Ca M3a30BOM Aa CyAMMO
n opnydyjemo. HeonxonHo je MHCUCTMPATH KoL, JbyAW M3 pa3HWX npodecuja Aa cyae v oany-
4yjy, Aa Tako nomepajy ctBapu Hanpeg. [osvnBam Bac ga cxsatute Ty Be3y namehy rnobanHe
HECUIyPHOCTH U YMETHOCTH, jep YMETHOCT je ¢paKTop Koju TOM MoMeparsy Hanpeg Aaje CBOj
AOMNpUHOC. YMETHOCT je 6una BaxkHa 3a YOBEYAHCTBO M Mpe pafakba HauMoHanHe ApHase.
OHa je 6una uspas mwyackor 6uha. OHa HOCK NOPYKY O TOMe Kako BuaMMo ceeT. M To je jeaHa
BEOMa BamHa Nnopykxa.

Y faHauwr0j EBponu KOpUCTUMO HEKe Nlene peyn Kojuma NoKyLaBamo Aa CXBaTMMO yiory pas-
nuuntocTH. EBpona je McToBpeMeHo jeaMHCTBEHA M pa3HoBpcHa. A To je jako fobpa ¢opmyna.
Mnak, paHac ce Moxe BUAETU Aa MMaMo noTelKoha ca jeAMHCTBOM, a M ca pasHoBpCHOLLHY.
Beowma je TelwKo NpuxBaTUTH PA3HOBPCHOCT jep je CBaKo yBepeH Aa je heroso Buljerse EBpo-
ne jeamHo ncnpasHo. OHO WTO TPaXWM Of, BAaC, KA0 YMETHUKA aHramoBaHWX Y KynTypH, jecte
Aa ce 6opuTe 3a NnpyxeaTarbe pa3HOBPCHOCTH. Ha npumep, pa3HOBPCHOCT pa3HMX eBPOMCKUX
KyX1Hba NpefcTaB/ba BeJIMKO 60raTcTBO: GpaHLyCcKa, UTanmnjaHCKa Uik GankaHCcKa Kyxumba cy
npoussoa Kyntype. Hag 61 cBeT nocTtojao camo y jeaHOM 06MKy, Kaga 6UCMO 3aHeMapuIv
LpYre Kyxvtse 1 yKyce u jenn camo npoussone McDonalds-a, To 61 6uno yxacHo. 3a Ty pas-
HOBPCHOCT MOpaMo ce 6GOPUTH Ha ABa HauYMHa, Tako WTo hemo, NpBo, pasBujaTM Pa3HONMKOCT,
a Apyro, TaKko wTo hemo pasHOBPCHOCT NPUXBATUTU. M TO je rmaBHW NONUTUYKK M3a30B. A 13
TOr cBeTa jeAMHCTBA M Pa3HOBPCHOCTH pafja ce M3a30B capafhe W HauMHa pellaBakba KOH-
¢énukTa. HoHdNKKT je 3amncTa HeonxodaH. lNocebaH acneKT cagpaH y HacnoBy CUMNO3MjyMa
jecte rnobanusauuja. Npobnem je y Tome wrto BehnHa Hac He cxBaTta Aa je rnobann3oBaHu
cseT Beh noctao peanHocT. OHO WTO MOpamMo Aa ypaAuMO je Aa HanpaBUMMO CUCTEM KaKo 6u
Ce HocWnK ca TUM cBeToM. Takofie MUCIMM Ja MopaMo pa3BujaTv eMnaTujy npema apyruma.
TewkKo je npuxBaTUTH Aa TU APYry NOCTOje M TELKO WX je cxBaTUTU. He camo pehn n npuxea-
TUTK Aa OpYyry NOCTOje HEro pasBuTH eMnaTHjy, pasyMeTu LiTa OHM 3HaYe W Koja je HHXoBa
nopyka. To je M1CHja yMETHOCTH.

Y HacnoBy MaHudecTaLuje y YMjeM Ce OKPW/bY OApHaBa 0Baj CUMMNO3WjyM MOMUHE Ce UMe
HyHaga. [lyHaB je 3ancTta pepak npumep. To je Apyra no ay*uHu pekay Eesponu, nocne Bonre.
Anv pasHoBpcHocT Kojy cpehemo ayx [lyHaBa Beha je op oHe Kojy Hyau Bonra. Y MNoayHasmy
nmamo 14 apmasa, C MHOIO Pa3fiMiMTMX j€3MKa, PA3HOBPCHKUX KYNTypHUX M3pasa u 6oraTe
nctopwuje. Ja nonasnm n3 Beva. M ce U3y3eTHO NOHOCKMMO HaLLIOM KynTypoMm. Ann TO Huje nc-
K/by4YMBO ayCTpHjCKa KynTypa jep je nponcTekna na noctojehe mewasmHe. CBY HalLK 3HaYajHM
KOMMO3MTOPH, MUCLIU, YMETHULM NPUNA[ANU Cy Pa3NUunMTUM KynTypama. JlonprMHoC ymeTHoC-
TW NONUTULIM je OrpOMaH, Npuxeatanu ra M1 unm He. Mucnum ga o Tome mMoxeTe C MOHOCOM
roBOpMTHU jep yTuuyeTe Ha cBeT. Byayhu aa ce HM3 rogmHa 6aBUM nonuMTrKoMm, mory pehu aa
NMONMTHMKa yBEK KacKa 3a gorahajuma.



INSECURITY IS A FRIENDLY WORD

I am happy to be here to speak about art and politics in the times
of global insecurity. Insecurity is a very friendly word for the situ-
ation. | think the word crisis has been used in the media for a
long time. | want to save the word crisis. If you look at the origin

of this word, it's coming from Greek language; it is coming from
the word krinein - to judge and to decide. A crisis is time when
we are challenged to judge and to decide. It is necessary to urge
everybody in different professions to judge and to decide, and to 4P Epxapa bycex
. . . Dr. Erhard Busek

move the things forward. | am asking you to understand this glo-
bal insecurity connection with arts because arts is a contributing 2% Arererja

Wien, Austria
factor. Art was important for the human kind before the nation
state was born. Art was an expression of the human being. It is a

message of how we perceive the world. Art is a very important message.

In today’s Europe we have some nice words, under which we are trying to understand the role
of differences. Europe is unity and variety. It's a very nice formula. But you can see we have
difficulties with unity, and we have difficulties with variety. To accept varieties is a big problem
because everybody is convinced that thier way of looking at Europe is the only right one. One
thing | am asking you as artists engaged in cultural life is that you fight for the acceptance of
variety. If you look at the variety of different European kitchens, | think it is very rich, France or
Italy, or the Balkans, it is a cultural product. If we had the world in one shape, like McDonalds, it
would be horrible. We have to fight for this variety two fold, first to develop the variety and then
to accept the variety. And this is the main political challenge. And out of this word of unity and
variety stands the challenge of cooperation and of handling the conflict. Conflict is quite neces-
sary. The special aspect here in the title is globalization. The problem is that most of us don't
understand that globalized world already exists. What we have to do is to develop a system to
handle it. | also think we need to develop a feeling for the other. The difficulty is to accept that the
others exist and to understand them. Not only to say there are others, but to develop empathy, to
understand what they mean and what their message is. That's the mission of arts.

You have the Danube in the title. Danube is really a rare example. It is the second longest river
in Europe. The longest is the Volga. But the variety along the river Danube is quite bigger than
the Volga. | think we have 14 states in the Danube basin, with a lot of different languages, a lot
of cultural expressions and a rich history. | come from Vienna. We are extremely proud of the
culture there. But it is not a culture of Austria. It is a result of existing mixtures. All the important
composers, writers, artists, belong to different cultures. The contribution of arts to politics,
accepted or not, is a tremendous one. | think you can be proud to mention it because you are
influencing the world. As a politician for a very long time, | may say politics is always behind the
development.

What's important with cooperation along the river Danube is that in the 20th century a lot of hor-
rible things happened. | don’t want to blame the two countries | am mentioning now, but it was a



OHo wTo je BalHO Kaga ce pagu O NoAyHaBCKOj capadtbu je He 3abopaeuTh da cy ce y 20.
BEKy Aecunie MHOre cTpallHe cTBapu. He xenvm na okpuBibyjem OBe 3emibe Koje hy capa
nomMeHyTH, anv hy o Tome roBopuTH jep caM CBOjeBpeMEHO LOXMBEO npasu LWOK. EBponcka
KOMKCH]ja MM je MOBepuna 3ajaTakK Aa ojayam capaahy uamehy PymyHuje n Byrapcke. [lyHas
4MHK rpanHuuy usamehy Te aBe 3emibe. Peka He 6u Tpebano pa pasapaja Beh aa cnaja, anu
PymyHcKka Bnaga Mu je pekna pa He xenu capaphy: ,Mopate cxBatntu aa je lyHas jow yBek
rpaHuua ¢ OTomaHckum LapcTeomM”. OHKM Cy TO NpeBaswLLIM, anu jol yBEK MMa MHOro Tora
Ha YyeMy ce Mopa paauTu. Mmam HeKkux MCKycTaBa M Mo nutamy capaphe uamehly Cpbuje 1
XpBaTcKke. AMEpPUKaAHLM Cy Me NOCTaBWIW pajy yCrnocTaB/barba T€ capalhe HaKoH NoTnu-
cvBana [lejtoHcKor cnopasyma. CTejT aenapTMEHT MW je 3anpaBo NOBEepWO ABa 3ajartka.
MpBo na o6e3bennm NoTnMcHBare cnopasyma O TpaHCnopTy pobe NMpeKko HOBOCTBOPEHMX
rpaHuua, a Apyro Aa Crpeyrm Uarpaghby BEMKUX NOrPaHUYHUX KOHTPONHMX NyHKTOBa. Hrcam
ycneo. Y Jyrocnaeuju HMKada HUCY nocTtojane rpaHuue, HW y Xab36ypLIKoj MOHAPXUjU HU Y
OTomaHCKOM LiapcTBy, @ OHU Cy Carpagunim BesIMKK NorpaHuiHu NyHKT. MMamo 1 nHave Tew-
koha pa npesasufiemo rpanuue. Ca xanowhy mopam pehu ga v Moja 3emsba y ToMe 34yLWHO
yyecTByje, npaBumo HoBe orpaze. Cmatpam aa je To TotanHa rnynoct. Hajeeha orpaaa koja je
WKaga nopaurHyTa je KMHecKM 3up, Koju HUMKaza Huje onpaepao cepxy. [a HU Te orpane Koje
ouwemo Hehe onpaspatu cBpxy. Mopa ce CTBOpPUTH BULLE padyMeBarba, TO je BeoMa BaKHO y
CBeTy YMEeTHOCTHU. YMETHOCT je M3y3eTHO 3HayajHa 3aTo LUTO M3pamasa passimKe.

Y cBeTy yMeTHOCTH NocToje WrpoKe MoryhHocTH pasymeBara. Myauuu, Ha npumep, He Tpeba
npesoaA. JeaHa of, MOjUX AyHKHOCTU y chepu ymMeTHOCTH je aa npeacenasam Oa6opom Omna-
LVHCKor opkecTpa [ycTas Manep, y kojem cBupajy mnaau reyau. OHu gonase U3 oko 28 apka-
Ba U ja ¢ pagowhy oanasvm Ha rbrxoBe npobe jep oHW HeMajy npobnema Aa ce pasymejy 3aTo
LITO je My3MKa je3M1K, My3u1Ka je jefaH je3uK. Minu ceupate 4o6py My3uKy, Unu je He ceBuparte. Tu
MnagM fbyau roBope passivimTe je3nKe, afiv CBaKOM je jaCHO a JiM je HeLTO OACBUPAaHO Kako
Basba. Mucnum na ce oBae BuAnW Beoma No3uTMBHA ynora yMeTHOCTH. JeaaH op, unreesa Epcre
¢poHaaumje je fa YKIbYYMMO U Apyre BPCTE YyMETHOCTH, CIIMKAPCTBO Ha NPUMEP, jep MPeKo 13-
nox6u MoxemMo Aa yHanpeaMmo pasymeBarse. Hnkana Hehy 3abopaBuTu jeaHy n3nomxby Koja
ce ogHocwuna Ha ®eHe. OHO WTO je OHa NOKpeHyna 61O je HOBW HauYMH rNefarba Ha TePET Koju
CYy MeHe HocuIe y cosjeTCKoM cucTemMy. Mucnmm aa je oHa ogpanaBana HMxoBo ocnoboherse,
anu c Apyre cTpaHe W TEXaK TepeT Koju Cy Mopane Aa Hoce.

Moja cnepeha HanomeHa vae y cacsvm apyrom npasuy. [puvnagam reHepaumjm Koja je cee
Ao capa 6una Beoma cpehHa. PofjeH cam 3a Bpeme dpyror cBeTcKor parta, BUAEO CaM KaKo
M1 6ombapayjy 3emrby, MOpasv CMO Aa Hay4YMMO MOMMTUKY CaKMBOTA, Y YeMy CMO JOCaf M
ycnesanu. [NocTtanun cmo jeaHa of HajboraTujnx 3emarsa Espone. Mocne yjeammena Espone,
nmanu cmo ocehaj Aa je cTBopeH cuctem Koju he 06e36eanTh BeUnTH Mup y EBponu.

Anu, can vmam ocehaj ga Taj MMPOBHM Mpojekat Bulle He nocToju. Mmamo pocta patosa,
Kpunm y YKpajuHu, patoBu y eBporncKkom cyceacTsy, nutarse nsbernunua y Cvpuju u Jlnbuju, na
YaK aKo rnegare gasbe M WKpom ceeta. M3rnepa My Kao ga cMo Ha noyeTky Tpeher cBeTcKor
pata. To Huje paT KaKkBu cy 6Mnn cBeTCKK paToBK y XX Beky. [MpBH CBETCKM paT je nponsBsena
Aeknapauuja Pparse Jocuda, apyrv je 61o nocneanLa KOHKpeTHe cTpaTtervje Xutnepa Koju je
KOPMCTHO NPUIKMKe 3a OCBajakba TepuTopHja Apyrux semaa. Caga M1 ce YMHU fa pa3Bujamo
CBETCKM paT Koju Ce yBnayu y Halwa gpywTtsa nyTeM TepOPUCTUYKKUX Hanapa. JegHor gaHa
MMamo Hanaf Ha Mene3HWYKoj cTanuumM y Maapuay, cnegeher faHa y NnoA3eMHO] enesHULM



real shock for me. | had a job on behalf of European Commission to create a closer cooperation
between Romania and Bulgaria. The Danube is the border between the two countries. So far,
a river should not divide, the river should connect. The Romanian government said to me they
didn't want to cooperate: “ You have to understand the Danube is still a border of the Ottoman
Empire”. | think they overcame it, but there is still a lot to do. | have some experience concerning
Serbian and Croatian cooperation. | was posted after the Dayton agreement by the Americans. |
had two jobs State Department proposed for me. First to get an agreement about the transport
of goods over the newly created borders and the second job was not to build huge borders con-
trol. | failed to do it. There has never been a border in Yugoslavia, in Habsburg monarchy or the
Ottoman Empire. They built up a huge border station. We have difficulties to overcome those
borders. | regret to say so, but also my country is very much involved in this, we are rebuilding
the fences. | think this is a total nonsense. The biggest fence ever built up was the Chinese wall.
And it never worked. These fences we are building will also not work. We have to create more
mutual understanding. And this is very important in the world of arts.

Art is extremely important because it expresses differences. In the field of arts, there are broad
possibilities of understanding. For example, music needs no translation. One of my jobs in arts
is chairing the Gustav Mahler Youth Orchestra. There we have young people playing music.
Now it's around 28 states from which they are coming and | am happy to go to the rehearsals
because they have no difficulties understanding each other. Because music is a language, it's
one language. You either play good music or you don't. These young people are speaking differ-
ent languages, but everybody understands whether it was played the right way. And | think here
you can see a very positive role of arts. Amongst the goals in the Erste foundation, we are trying
to bring together other art, painting and so on, because with exhibitions we can develop more
understanding. | will never forget one painting exhibition focusing on women. And what started
as very new was the view of the burden of the women in the Soviet system. | think this expressed
liberation but on the other hand it showed heavy burden which they had to carry.

My last remark is going into very difficult direction. | belong to a generation which was very
happy until now. | was born during WWII, | saw my country bombed, we had to regain political
way of living together, which we have managed to do so far. We've become one of the richest
countries in Europe. After European unification, we had the feeling there was a system created
where there would be everlasting peace in Europe.But | feel that this peace project no longer
exists. We are getting a lot of wars, Crimea in Ukraine, wars in the neighborhoods of Europe,
what's happening with refugees question, in Syria, in Libya, and even if you are looking further
on at the globe, | feel it might be the beginning of the third world war. It is not the world wars
we know. The first was created by declaration of emperor Franz Joseph, the second one was a
specific strategy of Hitler using opportunities to conquer. Now | think we are developing a world
war which is creeping into our societies with terrorist attacks. One day we have an attack in
Madrid at the railway station, next day we have it in a subway in London, another day we have it
in Paris in a concert hall, etc. And those who are doing it create insecurity. | think insecurity is
a very friendly word for the fear which is created here. | think the level of fear has never been so
high as it is now.



y JloHpoHy, oHAa y KoHLepTHO] ABopanu y MNapunay uta. OHK Koju To pape cTBapajy Hecuryp-
HocT. Mucnum fa je HecurypHocT Beoma 6nara pey 3a cTpax Koju ce oBae cteapa. Mucnum
[a HMKaf 00 caja HUCMO MMasv TONMKY KONMYKMHY cTpaxa.

MonuTtnyapu Tpame BULLe HOBLIA 3a MNOJIMLM|CKE W BOjHE CHare 1 Tako fAarbe, afiv TO He pelua-
Ba npo6nem. Mopamo ce 60p1TH 3a BULLE padyMeBatrba, 32 CMaree HaneTocTH U Telukoha
nameny pasnuuntux rpyna. A 3a yMeTHOCT je M3y3eTHO BakHO Aa npeHece oBy nopyky. Hauum-
OHasHa ApKaBa Yy K0joj CMO oApaciiv rybu 3Hauaj jep je cafa cBe rnobannsoBaHo 1 He 3aBUCH
BMLLE CamMo of, HaunoHanHe gpxase. [lakne, B ymMeTHMLM 0baBrbaTe jefaH BakaH Nocao v He
nuTajTe Ko he Bam pehn ,xBana". Cmatpam fa To MopaTe pafauTH Kao cBojy obaBesy, MHaye
Hehe 6uTH ycnexa. [Ja 3ak/by4nM, MHOrO BaM XBana WTo NpeHocuTe Ty nopyKy. Moxaa Hemate
OrpOMHY My6NIMKY, aniv CBe Y MMBOTY je Ca4ynHbeHO OA Manvx Komaga. HectuTam Bam Ha Ballem
papy. 3HajTe Aa AONPUHOCUTE MUPY U MeflycoBHOM pasymeBarby, Aa Npeno3Hajete CyLITUH-
cke npob6neme. To je ynora yMeTHOCTH U yMETHUKA, U OHa AePUHUTUBHO CNYHKW HOBEYAHCTBY.

Epxapga, ByceK (1941) je yrnefHu nonutuyap, ApHaBHUK, UCTpamusad, npodecop 1 npeaa-
Ba4 Ha 6pojHuM yHuBepauTeTuma y EBponn n CALL. CTtyaupao je npaBo Ha YHMBEp3WUTETY y
Beuy (1958-1963). Buo je MMHMUCTAp 3a HayKy W UCTPaMmMBarbe, MMHUCTap 3a 06pasoBarbe,
BuLeKaHuenap Peny6nvke AycTpuje, cneuujanHy NnpeacTaBHUK ayCTpUjCKe Bnage 3a npoLm-
pere EBponcke yHuje, cneunjanHu koopamHatop [lakTa 3a cTabuniHocT jyronctoqyHe EBpone,
a o6aBrbao 1 apyre 3HavajHe pyHKUMje y AycTpuju n y mehlyHapoaHoj 3ajeaHuLM. Y akTyenHom
TpeHyTRy, nameRy octanor, [p. Bycek je npeacenHnk CasetopasHor onbopa EPCTE ¢oHaa-
umje, npeacenHuk Mucrutyta 3a pernoH [yHasa v yeHTpanHe Esporne y Beuy , koopanHaTop
Ununumjatuse 3a capagrby y jyromctoyHoj EBponu, npeacepaHuk beykor ekoHoMcKor popyma.
3a cBoj pagd pobuo je 6pojHe Harpaae. Hueu y Beuy.




Politicians are asking more money for policemen and more money for military forces and so on,
but this does not solve the problem. We have to fight for more mutual understanding, to reduce
tensions and difficulties between different groups. And delivering this message is extremely
important for art. The nation state in which we grew up is losing importance because everything
is globalized now and not only depending on the nation state. So, you are doing an important
job. Don't ask who is saying thanks to artists. | think you have to do it as an obligation, otherwise
it does not really work. So many thanks for doing this, for giving this message. Maybe it is not
a huge audience, but | think everything is built up of small stones. My congratulations for what
you are doing. PLease know that you are contributing to peace and mutual understanding, that
you are recognizing real problems. That is the role of artists and arts. And it is definitely serving
the mankind.

Erhard Busek (1941) is a renowned politician, researcher, professor and lecturer at many
universities in Europe and USA. Dr. Busek studied Law at the University of Vienna (1958-1963).
He was the Minister for Science and Research, Minister for Education, Vice-Chancellor of the
Republic of Austria, Special Representative of the Austrian Government for the Enlargement of
the European Union and Special Coordinator of the Stability Pact for Southeastern Europe. Now
he is among other positions Chairman of the Advisory Board of ERSTE Foundation, Chairman
of the Institute for Danube Region and Central Europe in Vienna, Coordinator of the Southeast
European Cooperative Initiative, President of the Vienna Economic Forum. Dr. Busek has been
honored for his work with a multitude of awards. He lives in Vienna.




oA CMPTU YMETHOCTU 10 AHTAPKTUYKOIr UBA30BA

YBOZHM OKBMP M KOHCTaTauuje, 3anpaBo HamMeHa Haller CMMNo3ujyma yTepheHa je y M3HUMHO
3aHUMIBUBO] LWWMPHHK. Y AaHaLlH0] CUTYyaLMjH, Of, OHOT CBAKOAHEBHOI MOSIMTUYKOI KOHTEKCTA,
HECUIYpPHOCTH y BORery MONMTUKE Y BNACTUTOM HaLMOHAIHOM MPOCTOPY, KOja ce CBECHO
3aK/bydyje Yy HeKoj npeauMMeH3UOoHWpaHoj rnobanHoj obMmHOCTM npeenapasajyher Heonwu-
6epanHor KanuTanuMama, Bulle Ce YOriTe He MOCTaBsba MUTare O MOCTOojary M AeNoBarby
ymeTHoCcTH. Mako ce Aeo ymeTHOCTH, noapasymeBajyhn cBe obnuKke BU3yanHe YMETHOCTH,
Beh Oyro Hanasun ygasbeH of, eKCTPeMHUX 065MKa KanuTanuama: pagu ce Aaksie O CBETCKO)
TPHHHULKW YMETHOCTH, KOja HEMWUHOBHO HaArpahyje oHy YMEeTHOCT Koja MaK 3Hayn caMo HauuH
HMBOTA, HEHY €CTETCKy MOR, ycrioBe 3a reH HacTaHak. CajMoBM yMETHOCTM LIMPOM cBeTa
CKyrnJbajy, BpeAHyjy W Npenpofajy yMeTHWYKe pajoBe, a Npu TOMe Cy CaBpeMeHWU YMeTHW-
LY Kao NPBOGHUTHM CTBapPaoLM UCKIbY4YEHHW, OAHOCHO Ca ranepHujCKMM KOHTPaKTUMa Be3aHu y
CBOjWM 3acHOBarbMMa. 3HauM Aa M YMETHUK Kao MojefuHal, Aenv UCTY CyABUHY, Kojy CBU MU
ocehamo, To jecCT, Aa AaHac Huje BUWe NoTpebaH CTBAPHU M LENOBUT YOBEK Ca MOPEKIIOM M
MHTErpuTETOM, Ca BNIAaCTUTUM EKOHOMCKWM W KYNTypHUM noTpebama.

Y oBOM MOM pasmuibaky 0 CyAOMHM [aHallkbe YMEeTHOCTM MOoKyLahy yrno30puTH Ha HeKe
UnkbeHuLe 1 poraharba, Na U Ha KOHCTaTalMje camMmMx yMeTHMKA O TOME KaZa 3anpasBo HacTyna
Kpaj YMETHOCTH, Npe CaMOor HanylTaka C/IMKe Y NPOTEKN0] UCTOPHjU. A NCTO TaKo peuy je U
0 HOBOAOOHOM AMrUTasHOM CBETY, Y KOjeM Ce poguna Apyra YMeTHOCT, OHa Koja Huje camo
»PEHCK", HETO je Ha CBOj HA4YMH YCNOB/bEHA Y CBOM MOCTOjaky U pa3Bojy, a UCTO TaKOo U Y CBOjOj
NponasHoOCTHU.

lMpe roavHy paHa, noyeTKkoMm OKTOOpa 3arpebayky Mysej caBpemeHe yMETHOCTM je opra-
HM30Bao KpaTak ABOAHEBHM CMMNO3Hj oA Hasueom Crimka 6e3 kpaja. MeRly octanvuma, HacTy-
nane cy v ABe NpeAcTaBHULE MNafe reHepaluje, UCTopuuapke ymeTHocTH 3 CrnoseHuje, Ap
MeTtja MpadeHayep v op Haha Mamyw, nHaye hepka no3HaTor cnoBeHa4yKor ancTpPakTHOr CNu-
kapa [ycTtaBa. Y yBogy npencrtaBibarba CaBpeMeHe XpBaTCKe CLEeHe ca noapyyja ClMkapcTaa
Konera 3aeHko Pyc, ayroroamwmsu kyctoc MoaepHe ranepuje u no3HaT Kputuyap, Habpojuo
je HeKe YnHbeHuLe:

,Cam HasuB Tpujyme ciamkapctsa, nanoxbe ogpkane y ,Caum lanepuju” y JlonpoHy 2005.
roguHe, roBopu cam 3a cebe. Y ecejy Pittura or Painting? — 3anpaBo npearoBopy Koju ce
je opHOCHO Ha U3nowby op, PaycuxeHbepra o Mypakamuja 1964—-2008, oppaHy y cknony
nefdecetor BeHeuujaHckor 6ujeHana 2003. roguHe — ®PpaHuyecko BoHamu Huje ce ycTpy-
yaBao [a Kame KaKko uanomba ,NpeAcTaBrba Befvyarbe CMKAPCTBA, apXeTuna yMjeTHOCTH',
ofaBarbe NovyacTu CIuLM, ,MajLM CBUX YMjeTHOCTHU" 1 noeHTupa: ,Cnunkarbe je jow yBujek ny-
Takbe, HalIMK Ha Jyxa y anejama cyBpemMeHe ymjeTHoCcTU. MeRyTrM, HaBUKKM CMO ce Aa ChuKy
npuxsahamo Kao MpTBy. CBe cMo TO Beh Uynu paHuje: CIMKapCTBO je Y KPU3H, CIIMKapCTBO Ce
Bpaha, CMKapCTBO je HecTano, CiMKapcTBo ce Bpatuno. Cnvkarbe je cnobogHa MeTa Ha Kojy
je Bo3BorbeHo nyuaTt. Ho, npu Tome je CNMKapCTBO NPEXMBjENO U CTEKNO je cHary.”

AKo je BjepoBaTH jefHOM YBOOAHOM KOMeHTapy 4aconuca ApT npec, TemaTcku nocseheHom
ClMKapvMa 3acTyrn/beHUMa Ha NoMeHyToj uanowbu Cher peintre, y cyBpeMeHoj dpaHLyCKoj
YMJETHOCTH — BMLIE Hero urhe Ha 3anapy — CNMKapcTBO Ce Hawso y Hajay6rbeM nporow-
cTBy. Hekn nosjecHMYapu ymjeTHOCTH, aKTyaslHW 3aroBOPHULM W BpaHUTesbW CIMKapCTBa,
TOF MaHMHCKOT M 3J10rnacHor Meauja 1 xaHpa y Aoba npeBnacTy KoHLenTyanHe yMjeTHOCTH,



FROM DEATH OF ART TO CHALLENGE
OF ANTARCTICA

The introductory framework and statements, actually the pur-
pose of our symposium is envisaged to cover most interesting
scope. Today's situation, from the everyday political context to
the uncertainty of any political pursuit within our own national

space, deliberately decided in some oversized global expanse

of prevailing neoliberal capitalism, no longer poses questions
AnexcaHaep bacuH
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on the existence and function of art. Although part of the art, Aleksander Bassin

including all forms of visual art, has never been as close as now
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to the extreme form of capitalism: this is about the global capi- Ljubliana, Slovenia

talistic market of art, which inevitably upgrades that art, which in

turn means only a way of life, its aesthetic power, conditions for

its creation. Art fairs around the world collect, evaluate and re-sell works of art, in the process
of which contemporary artists as original creators are excluded, bound by gallery contracts.
This means that artist as an individual also shares our fate, namely that today a real, whole man
with his origins and integrity, his own economic and cultural needs, is no longer needed. While
discussing the fate of today’s art | will try to draw your attention to some facts and events, and
statements by the artists themselves, about when art begins and ends, before the actual aban-
donment of the image in half-passed history. And also about the digital world of the new age, in
which a new form of art was born, one that is not only “fancy”, but in its own way conditioned in
its existence and development, as well as its transience.

A year ago, at the beginning of the October, the Zagreb Museum of Contemporary Art organ-
ized a short, two-day symposium entitled “A Picture With No End". Among others, there were
two representatives of young generation, two historians Dr. Petja Grafenauer and Dr. Nada
Gnamus, daughter of a renowned Slovenian abstract painter Gustav. In the introduction on
contemporary Croatian scene in the field of painting, this is how Zdenko Rus, a longtime curator
of the Modern Gallery and well-known critic, stated some facts:

“The very name of the “Triumph of Painting” exhibition, held at the Saatchi Gallery in London in
2005, speaks for itself. In the essay “Pittura or Painting?” — actually a foreword for the exhibition
“From Rauschenberg to Murakami, 1964-2003", held as part of the 50th Venice Biennale 2003
— Francesco Bonami did not hesitate to say that the exhibition “represented the glorification of
painting, the archetype of art”, honoring the painting, “the mother of all art” and pointed out:
“Painting is still a ghost-like wandering in the alleys of contemporary art. However, we are used
to accepting painting as dead. We heard it all before: painting is in crisis, painting is coming
back, painting is gone, painting is back. Painting is a free target to be shot at. Still, through all
this, painting survived and gained strength. "If we are to believe the introduction commentary
of the Art Press magazine, thematically dedicated to artists represented in the exhibition “Cher
Peintre”, in modern French art — more than anywhere else in the West — painting has found
itself in the deepest exile. Some art historians, current advocates and defenders of painting -



npucjehajy ce [lokymente X'y Haceny, ogpwane 1997. noa uHrepeHumjom Katepune Jasua,
Kaf je CNMKapCTBO roTOBO NOCBE MUMOWREHO, NPOTjepaHo, Kako HekM Kamy. BnagasmHa KoH-
LenTyasnHe YMjeTHOCTU MPOAYKMUNA CE M NOCMje KoHLEeNnTyanHe yMjeTHOCTH."

Y cBojoj Kiuau [ocne Kpaja ymetHoctu (After the End of Art, 1997), Kojy umHe usabpaHa
npepasarsa Ha TeMy Kpaja ymeTHocTH, Beh y 60-Tum roanHama npowsnor ctoneha, amepuyku
dunosod u kputmuap Aptyp L. OJanto (1924-2013) napasmo je CBOje MULLILEH:E, Y3 NOries
Ha Bopxonose bpusio KyTuje, N3NOKEHE Kao CKynnType y ranepwujn ,Stable” Ha MenxeTHy
1964. roguHe. Tapa je [laHTo noctaBno nNuTarse, Aa M NoCTOjM MKaKBa pasnnka uamehy Tmx
GEpwnno Kytujay ranepuju n oHWX y cynepmapKeTy, 3Hauu namehy yMeTHOCTH U peanHocTu. A
cam Bopxon Kawe pa Hema pasnuke mehly CTUNOBMMA, aKO CU jeaHNyT YMETHWK ancTpakTHOr
€KCMpecrMoHn3ma, nocne nonapTucT unn peannct. CaMmMm TUM YMHbeHULama 1 usjaBama, no
[aHToy je yTeMerbeH Kpaj yMETHOCTH, Kpaj HEKE NPUYE ¥ UCTOPUjU YMETHOCTHU Kpo3 cToneha:
[OpeyYeHo je ocnobohere of KOHPNMKaTa Kojuma ce Huje Mmorno nobehu. Y3 To je JaHto
Ha cnefehn HauyMH 3aBPLUMO CBOje pa3mul/barbe O ABa HayMHa Aa Cce NMOCTUrHe crnobona.
Muwreersa je Aa je jeAaH HauYMH eNMMKUHaLMja, aKo He Npunaga HYU jeAHOM KOHKPETHOM yMeT-
HUYKOM MaHMdecTy. Y NOAMTUYKOM CMUCAY TO je CIIMYHO OBNKMKY eTHUYKor ynwhera. Lintm-
pam: ,Jlpyrn Ha4MH je HapaBHO 3ajeAHWYKM KMBOT 6e3 noTpebe no ynwhemy, 3Ha4YM Oa He
641 6uno pasnuke, 6uno ga cu Tytcu, XyTy... [NuTame je, kKakBa cn ocoba. MopanHa KpuTHKa
npexunsehe y 4O6KU MyNnTUKYNTYypanMamMa, OHaKo Kao YMETHUYKA KPUTHKA NPEeXMBIbaBa Bpeme
nnypanuama’.

Y npogayxeTtky JaHTo HaBoau pda je MameBuueB LipHu KBagpar, 3a camor aytopa 640 ,Be-
cerbe, HOBa YMETHOCT", a 3a KpuTHyape cynpemaTtvama (Koju je TOM CIMKOM MporiaieH M
KOja je BUCKINA Kao HEeKa MKOHAa M3HAa YMPIIOT YMETHUKA Ha OApPY) OHa je 03HaYuna Apyru Kpaj
YMETHOCTH.

Mraye, JaHTo ynosopasa Aa CIMKAPCTBO U MOC/E M3Pas3uTUX TEOPETCKUX MpUMepa CMPTH
YMETHOCTW HMBMW [asbe jefaH HOBM, BP/IO aKTUBaH HMBOT. 3aT0 GUX XTEO Y NPOAYHKETKY MOr
nanarakba yrno3opuTH Ha U3jaBe NO3HATOr CaBpeMeHOor HemauKkor cnvkapa AHcenva Kudepa,
UMjUM caM Ce BESIMKWM ApBope3nma AMBKO Y 6eukoj AnGepTUHM TOKOM NMPOTEKIMX HEKOSTIMKO
MeceLM, a Yvje cam pas3roBope OBOr JbeTa YMTao y Kinan Knayca Jepmyua, Koju Ux je C KM
BOAMO HEKONMKO roamHa. Kudep npeunsHo dopmynuile CBOj OAHOC Npema NPUpPoaU, Koju je y
CYLTHHW HApPaBHO CaCcBMM APyKumju o4 peumnmo Oyepeposor (twera Kudep Hasmsa 360r Tora
xuneppeanuctom!), ¢ 063MpomM Aa Npupoaa Huje Buwe besasneHa, seh je yHUwWTEHa M no-
BpeheHa, jep ce y H0j KOHCTAHTHO Buje 60j ca JbyACKMM KOHCTPYKLMjaMa, TO jecT rpaheBuHa-
ma. KoHceKkBeHLe Tor 60ja Cy pyLleBMHE, KOje OCTajy, M NPeACTaB/bajy jeAHY O KOHCTaHTHMX
Tema y KndepoBoj yMETHOCTU U CpH HErOBOI OyXOBHOI OAHOCA Ca UCTOPUjOM, KPO3 paTHe
pylumnadke KatacTpode. 3a Knedpepa ymeTHUK je M faHac ,Be4UTH TparunaL, Koju HUKaga He
MOCTUIrHe OHO LWITO *enu. YBeK ce Kpehe oKo KpaTtepa, u ako My npuhe cysuie 6n13y, ynasa
y rera nonyt Emnenokneca.”

Mpen Kpaj mor pedepaTa xTE0 BUX CE KOHLEHTPUCATH jOLL HA OBOBPEMEHCKY AUrUTANHY YMET-
HocT. Y pasroBopuma oKo uanoxbe Koja he ce oasujaTi TOKOM cenTembpa y cknony 6ujeHana
y Kpamby, a Kojy npunpemam ca Takopehu NpBMM CNOBEHCKUM OAUIMUTANIHUM YMETHUKOM Teom
Cnunepom, bopmHUpano ce HeroBo MuL/bere, jefaH ctaB y BepbanHom o6nuKy, Kojer ae-
NUMHYHO LUuTUpPaM: ,YMeTHOCT he 6MTH yBeK OHaKBa, KakBu he BUTU YMEeTHULM, a YMETHULM



this infamous minority media and genre in the era of conceptual art dominance - look back at
Document X in Kassel, held in 1997 under the authority of Catherine David, when painting was
almost entirely bypassed and exiled, as some like to say. The rule of conceptual art outlived the
conceptual art itself.” In his book “After the End of Art, 1997", consisting of selected lectures
where the end of art back in the early 60s of the last century is discussed, American philosopher
and critic Arthur C. Danto (1924-2013) expressed his views on Warhol's Brillo boxes, displayed
as sculptures in the Stable Gallery on Manhattan in 1964, asking whether there was any dif-
ference between the Brillo boxes in the gallery and the ones found in supermarkets, or in other
words, between art and reality. And, as Warhol himself said, there is no difference between
styles, if at certain point you are an abstract expressionism artist, and then pop-artist or realist.
These facts and statements signified the end of art for Danton, the end of a story in the history
of art throughout centuries: the end of conflicts which could not be escaped. With that in mind,
Danto concluded that there are two ways to achieve this kind of freedom. In his opinion, one way
is elimination, if it does not belong to any particular artistic manifesto, which, in political terms,
is similar to a form of ethnic cleansing. | quote: “The other way is, of course, to live together,
without the need for cleansing, which means there would be no difference, whether you are a
Tutsi or a Hutu. The question is, what kind of a person you are. Moral criticism will survive the
era of multiculturalism, the way art criticism survived the era of pluralism”.Moreover, Danto refers
to Malevich’s “Black Square” (which for the author himself was a “joy, new art”) for the critics of
Suprematism, which was introduced by that very painting, and hanging like an icon above the
deceased artist on his funeral. It, once again, marked the end of art.

Danto warns, however, that in spite of striking theoretical examples of the death of art, painting
still lives a new, very active life. | would, therefore, like to continue my presentation by drawing
your attention to the statements of the famous contemporary German painter Anselm Kiefer,
whose large woodcarvings we had the opportunity to admire in recent months in Vienna's A/-
bertina, and to his conversations, which | read about this summer in Klaus Dermutz’ book, who
had many conversations with him in the period of several years. Kiefer, by example, precisely
formulates his relationship with nature, which is in essence completely different from, say, Duer-
er's (because of which, Kiefer calls him a hyper-realist!), considering that nature is no longer
innocent, it has been destroyed, insulted, because wars are constantly waged in it with human
constructions, i.e. buildings. The consequences of that war are ruins that remain, representing
one of the constant themes of Kiefer's art, the core of his spiritual relationship, all the way to
history through war's disastrous destruction. For Kiefer, the artist is still “and eternal seeker. He
never achieves what he wants. He always moves around the crater, and if he ever gets too close,
he falls in it like Empedocles.”

Before | end my paper, | would like to concentrate a bit on the new-age digital art. While dis-
cussing issues related to an exhibition which will take place in September as part of the Bien-
nale in Kranj, and which I'm currently preparing with the, so to say, first Slovenian digital artist,
Teo Spiller, he formulated his opinion, verbally, and | will now quote it in part: “Art will always be
like artists, and artists will always be like the society. What the society will be like in the future,
we can only guess... "The first premise of the 215 century art is that it should not be avant-garde.
Popular culture transfers political correctness from the U.S.A. worldwide. Provocativeness is



OHaKBM, kaKkBo he 6T gpywTeo...". A KakBo he 6MTK ApPYyLWTBO y 6yayhHOCTM — faHac MOeMOo
camo HarahaTu.

[MpBa npetnocTtaBka ymeTHocTh 21. cToneha je aa Buwe Hehe HUTK aBaHrapgHa. [MNonynapHa
KynTypa NPEeHOCH MONMUTUYKY KopeKkTHocT u3 CjeaurbeHnx Amepuukux [pxasa no uenome
cBeTy. Tpamu ce NPOBOKATMBHOCT, UMNaK paauje y LUPKYCAHTCKOM CNOrY HEro Yy CMWUCIY nome-
pakba MUCaoHWX aTpaKkTopa. [pywTBeHn aHraxkmaH he ce paguje OAHOCUTH Ha YCKO OrpaHu-
YeHe nojase W rpyne Hero Ha nNuTama erancTeHumje sehmMHckor ctaHoBHMwTBa. Ca nponawhy
cpeptbe Knace BpatiT heMo ce CUIypHO y HEKaKBKW HOBM CpedM Bek, kag he Bucoka ymet-
HOCT CNy*KWTW caMo ManiobpojHUM K1 HajboraTujum.

HoBu meauju yjeoHo ymarsyjy ecteTcke cTaHaapae M omoryhaBajy HEKakBy HOBY, ,CBe-je-[03-
BosbeHy” kynTypy. Beh Ham je npelwuno y HaBKKy, Aa BM3yanHe eneMeHTe cBe Yyelwhe KOMMNOHU-
pajy came malwuHe, Hajyewhe no auKTaTy PpyHKUMOHanHocTH. [la 61 cnnka 6una npuxsahena,
Huje B1Le NoTpebHO Aa je narpaheHa No CTPOrnMM NpaBMIMMa U KaHOHMMa.

McTto Tako cBakome je moryhe ga ca HEKOJIMKO KIIMKOBa Ha KOMMjyTepy cTBapa Hajpasnv-
4MTHje NMKOBE M [a UX Yy TOM MOMEHTY AUCTpUbynpa rnobanHoj jaBHocTu. lMowTo ce paam o
nHbnauunjn npoaykata, BaxHuje je Aa je of came rojaBe JIMKa 3HAYajHWUjM CaM HaYMH HeHe
avctpubyumje. OBae npeysnma rnasHy ynory cama npuya. BpegHocTt cnvum nnu apyrom Kyn-
TYPHOM eHTUTeTy 06e36efjyje HeHa BUPanHOCT, TO jeCT 3aMHTEPECOBAHOCT KOPUCHUKA Aa je
Wwasby farbe NPeKOo CBOjUX COLMjaIHUX MPEKa.

Y3 10 ce nocTaB/ba U NUTake WTa jol he yMETHUYKK CUCTEM NOHYAUTH GombapanpaHoj ny6-
nnumM, oAHoCcHo Ha wTa he Ta ny6nuka jow npuctatu, wra he xtetn ga npumun. Cymrbam, Haume,
Aahe cama aypa yMeTHOCTH, KOja A0Na3Kn M3 KNacH4YHOr nanoxbeHor npoctopa, 6UTH A0BOSb-
Ha Ja NpuUBYyYe MIM NaK Aa 3aMHTepecyje He3anHTepecHpaHy, HEYPOTHUYHY U HOBOCTH HKerbHY
ny6nury. Opny4yjyhy ynory oaurpat he BepoBaTHO M KOHLENT ,AeMOKPaTUYHOCTH", ¥ KOjoj ce
rnokasyje aa je ,o6po oHo WTo oarosapa sehunHu. HajepoBaTHWjW 06NMK Aa NPEKUBU TO, LUTO
je AaHac yMEeTHOCTHU CUCTEM, JECT HEKaKaB art entertainment cmejy ce 3aHeMapUTH HU NOTpe-
6a 3a epuracHoLwhy, Kojy y CBe Nope APYLUTBEHOr }MMBOTA yrypaBa eKOHOMCKa Nlorvka. YuHu
MW Ce CKOpPO cUrypHo, aa he ymeTHUuM y 6yayRHOCTH YMHUTK ,HELUTO KOPUCHO", HMP. NTIEYUTH
/byAe apT-Tepanujom unv npupehuBat pagmoHuLe 3a NOACTULAHE KPeaTUBHOCTHU KOg, Me-
HalMeHTa, a He camo CTBapaTH ClMKe Koje Hehe BULLIE HUKOra MHTEpPECcoBaTH.

Y Benukoj mepwu peanuaunpatn he ce n Bopxonoso npopoyaHcTBo, Aa he y 6yayhHocTh cBako
61T cnaBaH 15 MuHyTa, N BeyjcoB KOHLENT Aa CBaKo Moxe 6UTK KpeaTUBaH MHAMBUAYaAN-
HU YMETHMUK.

YmbepTo EKO je HepaBHO npen CMPT peKao fAa je MHTepHeT o4 ceocKe bByaane CTBOPMO HO-
cvoua nctiHe. Moxaa ce Ko oBOr BenMKor HTenekTyanaua 20. ctoneha paau o Henpuxsa-
Takby HOBE peasiHoCTH, UK Ce, UNakK, 3aucta Bpahamo y HeKakBO HOBO POOOBNACHULITBO, FAe
je jaBHOCT BMLUE CKJIOHA NI0BY Ha BELUTHLLE HEFO KOHCTPYKTUBHO] jaBHO] AebaTh.

Buno kako 6uno, yan he yBek nmatu notpeby 3a KpeaTUBHUM M3paraBarbeM, anu 1o he 61tu
YBEK TaKo Kakse byay ApyLUTBEHE, MUCAOHE M TEXHOMOLLIKe MOryRHOCTH OKO HoMX.

M Ha Kpajy 61X 3aK/by4yno: HeAaBHO caM nyTeM MehyHapoaHe eneKTPOHCKe nowTe e-¢JiKc
nobuo obaselwTerse o [MpBoM BujeHany Ha AHTapKTUKY, TOM NOCNEAHOM, jOL YBEK Clo6oa-
HOM TEPUTOPHjOM Halle 3eMasbCKe Kyrne. KoHKypc, Kojem y yno3un komecapa Ha 4Yeny cToju



sought, but rather in a circus slogan than in the terms of shifting mental attractors. Social en-
gagement will relate more to narrowly limited occurrences and groups than to existential ques-
tions of the majority population. With the collapse of the middle class, we will certainly return to
some kind of new Middle Ages, where sublime art will serve only the richest few.

New media also lower aesthetic standards and enable some kind of new “all-is-permitted” cul-
ture. It has become normal that machines themselves compose visual elements, preferably by
functionality demand. It is no longer necessary for the painting to be universally accepted, it is
no longer necessary for it to be made according to strict rules and canons.

Also, it is possible for everyone to create most diverse characters with a few clicks on the
computer and distribute them to the general public at the same moment. Because it's the mat-
ter of product inflation, the appearance of the character is not as important as the manner
of his distribution. This is where the story itself takes the lead role. The value of an image or
other cultural entity is determined by its virality, that is the degree of users’ interest in sharing it
through their social networks.Additionally, the question is what, in addition to these characters,
messages and sounds will be offered to the bombarded audience by the art system, that is,
what will the audience agree to receive. In fact, | doubt that the aura of art which comes from
classical exhibition space will be sufficient to attract, on the one side, the uninterested, and on
the other the neurotic, news craved audience. A decisive role will probably be played by the
concept of “democracy”, where what is good is what the majority wants. The most likely form to
survive the art system of today is some kind of ARTentainment. The need for efficiency should
not be ignored, as it is forced into all aspects of social life by economic logic. It seems nearly
certain that the artists of the future will be doing “something useful”, for example, healing people
with art-therapy or organizing workshops for encouraging creativity in management, and not
just creating paintings, which nobody will be interested in.Warhol's prophecy that in the future
everyone would be famous for 15 minutes will mostly come true, as well as Beuys concept that
any creative individual can be an artist.Shortly before his death, Umberto Eco said that social
media have uplifted a village idiot to the status of truth bearer. This great 20'" century intellectual
might have been unable simply to accept the new reality, or we might be all going back to some
new form of slavery, where the public is more likely to go out for a witch hunt than engage in
constructive public debate.

Be as it may, people will always have the need for creative expression: “but it will always be
decided by the social, cognitive and technological conditions around them.”

In conclusion, by way of international e-mail e-flux | received a notification for the 1st Biennale
in Antarctica, the last free territory of our terrestrial globe. The competition has Aleksandar Pon-
omareyv as its commissioner, a group of various experts and an international board, which Marina
Abramovi¢ is a part of, and it will be open until the beginning of October. It is intended only for
artists up to the age of 35. A special jury, amongst whom is the renowned international curator
Hans Ulrich Obrist, will choose at most 15 art projects, feasible on Ice and water, but only the
winner will be able to implement his project, that is, he will be invited with a preselected group
of artists, amongst whom | only know of Tomas Sareceno, on a trip by a special boat, headed



AnexcaHgap [MoHomapeB ca rpynomM pasnmMunTux cTpydraka u ca mefiyHapogHum 6opaom, y
Kojemy ce Hanasu 1 MapuHa Abpamosuh, Tpaje L0 noYeTKa oBor oKkTObpa, Baxehn camo 3a
yMeTHWKe [0 Hajsuwe 35 roauHa. MNocebaH ¥1pH, y KoMe ce Hanasu U no3HaTh MefyHapoaHH
Kyctoc XaHc Ynpux O6pucT, nsabpat he Hajue 15 ymeTHMUKMX npojekarta, Koju ce mMory
M3BOAMTHU y NeAy W BoOM, ann camo nobegHWK nobuja moryhHoOCT peanunsaluje, OAHOCHO —
6uhe nossaH ca Beh oapeheHom rpynom ymeTHWKa, Mefy Kojuma My je nosHaT camo Tomac
CapakeHo, Ha nyToBahe nocebHWM 6poaom, Koju Kpehe npema AHTapKTUKY 13 Tujepe den
®yero. NoHomapes nHave obehasa fa he cBux 15 nsabpaHux NpojekTa 6UTU NPEACTaBbEHO
Ha BeHeuujaHckom 6ujeHany 2017. y noce6HOM NaBUIbOHY.

M3a3oB 3a mnage ymeTHuKe, Hema wral Ja 6ux NMYHO 3aeneo Aa peanu3auujy Tor noben-
HWYKOI MPOojeKTa y CBOjoj N03HaToj LpHO-6en0j doTorpadujmu CHMMA, M TaKo JoAa jeAHO OA Mno-
clefrbux Nnornae/ba CBOM BefIM4aHCTBEHOM HMMBOTHOM onycy, 6pasunckun ymetHnk CebacTum-
ao Canrapo. Tako 6u, Ha Taj HauYWH, HAAOMYHWO CAaCBUM HOB OAHOC YMETHUKA NMpema Y1CTOj
NMPUPOAM, O KOjOj HEKH jOLL YBEK Cakbajy.

Anexcanpep BacuH (1938) je My3ejcKkM caBeTHUK, anperTop MpasacKor Myaeja yMeTHOCTH
y Jby6rbanun, 1989-2009, kao v notnpeacenHuk AIKA 1994-2006. Ocum Tora, BacuH je 61o
jyrocnoseHckun komecap lMpsor mehyHapogHor TpujeHana y Hby Oenxujy 1968. roauHe, jyro-
CJIOBEHCKM 3aMeHMK Komecapa Ha BeHeuujaHckom 6ujeHany 1976, 1981. u 1984, komecap
CnoBeHuje Ha BeHeuunjaHckom 6ujeHany 2007. u 2009. roguHe, kyctoc Cnosenuje Ha Buje-
Hany y Cao lMaony 1994. n 2002. rognHe. AyTop je MHOIMX IMKOBHWUX MOHOrpaduja o cnose-
HayKoj caBpemMeHoj ymeTHOCTH. HuBn y JbybrbaHu.




for Antarctica from Tierra del Fuego. Ponomarev also promises that all the 15 selected projects
will be presented in a special pavilion at the Venice Biennale 2017.

A challenge for young artists, indeed! | personally would wish the realization of the winning
project to be recorded on a famous black and white photograph by the Brazilian artist Sebastiao
Salgado and added as one of the last chapters of his magnificent life opus, thus complementing
an entirely new relationship of the artist to pure nature, of which some of us still dream.

Aleksander Bassin (1938). He was a museum councillor, director of the City Art Museum
in Ljubljana (1989-2009) and a vicepresident of AICA International (1994-2006). Additionally,
Bassin was Yugoslav Commissioner for the First International Triennial in New Delhi 1968, Yu-
goslav Deputy Commissioner for Venice Biennial in 1976, 1981 and 1984, Slovenian Commis-
sioner for Venice Biennial in 2007 and 2009, Slovenian curator for Sao Paolo Biennial in 1994
and 2002. He is the author of many art monographies on Slovenian contemporary art. Bassin
lives in Ljubljana.
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HECUI'YPHOCT JE NPOAYKTUBHA

Moja ocHoBHa Te3a je Aa je rnobanHa HECUIYPHOCT MPOAYKTUBHUW|a O rnobanHe ,CUrypHocTH”
KOjy CY Y NOjedAVHUM AYyrrM UCTOPUCKUM pasfobrbMma HameTane ctabunHe JoMUHaLM|e Be-
NMKKUX CUNa Ha CBETCKOM MnaHy U cTabuiHe HauMoHanHe AecnoThje y hUXOBUM YHYTpaLlHUM
okBMpuMma. Moxaa je Taj Moj cTaB NoBe3aH U ca YMHeHWULIOM Aa ce Beh roToBo nona Beka
npodecroHanHo 6aB1M NUcarbeM 0 EKOHOMCKWM TOKOBWMa U O EKOHOMCKO] UCTOPUjHU, Te Aa
cam npucTanuua nubepanHux, na U HeonnbepanHUx KOHLLemNLMja 3a opraHn3aLumjy npuspesa-
HOT }MBOTA, KAKO Ha YHyTpallkeM, TaKo U Ha rnobanHom nnaHy. 360r Tora ce U NUTaMm Mory
N yorLITe HeLTO CyBMCIIO M LUKPe NpuxBaTbneo pehu Ha 3afaTy TeMy oBe cecuje [lyHaBCKuMX
pasroBopa: YMETHUK y OKpyerby rinobasiHe HECHMIypHOCTU — yMETHOCT, KPUTHUKA, MOSTUTHKA.

AKo ce ,HeCHrypHOCT" HEKOr BpeMeHa CXBaTu Kao nocrieauua pyllerba HeKor ,cTapor nopet-
Ka" unu Kao ,crnom Bnagajyhux naeja’, oHa ce Beh 36or Tora He moxe ocyhuBaTh, jep Hema
Tora wTo Hehe nponactu, ako camo no cebu Huje oapxmBo. NpomeHa je BeuuTa, Tpeba nu
TO yonwTe AokasuBati. Maga ce He MOry NOTLEHUTU HU MULLIIbEHA [la CBET HE MAE HYMHO
Ka nporpecy (M nopea ycnyTHUX nmocpTarba), TO JeCT Aa HW NMPOMacT CBETA HWUje UCKIby4eHa,
“cTOpHja Hac unak oxpabpyje. Jep, y NoCnearbux AeceT xumbaaa roamHa (KonmmKko oTnpunuke
MOMEMO KOMIMKO-TOSIMKO ia CMO3HaMO CyABMHY Haller poAa), MOXe Ce MpUMeTUTH aa je 6opba
3a OMNCTaHaK /byAM Ha Halloj NiaHeTU Ha4enHo onaKllaHa 1 Aa je, LWTOo je 6UTHO 3a Hally Temy,
AOWNO A0 ,AeMoKpaTusaumje nykcysa” (BnagaH [ecHuua) — WTo je4HOCTABHO 3HaYM Aa je
aowno po ,rnobanvsaumje” yMeETHOCTH U HayKe. Ty rnobanusauujy yMETHOCTH HWje M3a3Bao
HEKH ,XONMBYACKHW Tepop” WKW HEKa Apyra ,CBeTCKa 3aBepa’, HEro YnMrbeHULa fa y cBeTy Mno-
6€efyjy oHu Koju Haj6orbe KopucTe naejy cnobope. OHu cy y cBEMY 6WUM YCMELLHU]U O, OHWX
KOju Cy ce 3anaranuv 3a uaejy jeAHaKoCTH.

Camo pa mano nojacHMM OBy Mocnefmy TBPAHY O ,AEMOKpatu3alujv nykcysa’, To jecT
€/IMTHE YMETHOCTH. AKO KMBUMO Y HECUT'YPHOM ,€NTEKTPOHCKOM BEKY”, jeANHO LITO MY HUKO He
MOMe OCMOPHTH je TO fAa Uy BEANHU LUBUNIN3ALM|CKUX 3aBUTH Y CBETY, Y3 HEKOJIMKO TEXHUYKUX
rmomarana, CBaku YOBEK MOXe ,MpUCycTBOBaTH” KoHLepTUMa HoyjopluKke ¢punxapmoHHje mnm
6aneTcknm npemujepama y Bosbuwoj teatpy y Mocksw, ,06unasutn” BputaHckn mysej nnm
napucku JlyBp, neratu ce Ha KuHeckn 3up, nnu rmepatn ¢unmose EjseHwTajHa n Xuukoka
nta. A Kag To BUAMUTE, HEe MOXe BaM HWKO y cenly npoaasatu por 3a ceehy. MicToBpemeHo, Taj
4YOBEK CaMo MPEKO jeAHOr Manor TeXHUYKor ypehaja, Moxe NoHyaAUTH CBETY U CBOjy YMETHOCT,
cBoje Bufjerbe cBeTa. HapaBHo, TO peTKo ycneBa 1 fo6poO je LWTo peTKo ycrnesa. YMETHOCT Ha
LYY POK MMa CypOBHWje U CTPOKE KpUTepujyme o 6uno Kor TpxuwTa. To je cpeha, jep Aa je
Apyraduje, HUKO HUWTa He 61 paamno, Hero 61 CBM UCTPaKMBaKM CBOjy €CTETUKY, CBOjEe eMO-
uuje n ¢pycTpaumje, U CBaKo 61 yKMBaO y ,CBOjOj YMETHOCTH", Tpaehn 3a by NpuaHare y
»CBOjOj Haumju".

Kapg je pey o ,aKkTyerIHUM HECUIYPHOCTUMA" Y KOjUMa Ce JbyAM Ha NAaHEeTU OneT, YriaBHOM,
36M1jajy OKO KONEKTUBHMX, MPETERHO ,HaLMOHANHWUX UAeja”, WTO 3aKOHWTO BOAM Ka ,HEeoHa-
uM3my” ca CBUM HEroBMM CTpaxoTama, YyMETHWULM, KOjU Cy Mo AePpUHULM|U peBONyLUOHAPH,
Hy*HO he ce cynpoTCTaBWUTU TOM LMBUIM3aLMjcKoM hopcokaky. [JaHalwa HeCUrypHOCT, No
MOM MULLIbEHY, BPSIO jaCHO pa3fBaja ,AeKopaTUBHY YMETHOCT” of, OHe Koja MocTaBiba Kpu-
TUYKa NUTaka M ocnobaha mncao camoyHuwTaBajyhe uHepuuje. To WTO je Nnocnenmux aeue-
HWja cBeT 6MO 3acyT U MUIMOHUMA NMPUMepaKa ,YMEeTHUYKOr LWKapTa', u3asmBa M nsassahe
»KPEaTUBHY AeCTpyKuM]y" 3aTeueHor ,yMeTHUYKOr nopeTka” (aa napadpasupam U3 eKoHOMM|e
yyBeHy XajeKoBy peyeHuLy).



INSECURITY IS PRODUCTIVE

My basic thesis is that global insecurity is more productive than
the global “security” which, over long periods in history, managed
to impose the stable domination of the great powers internation-
ally, as well as stable national despotism internally. My attitude
perhaps stems from the fact that, for nearly half a century, my
profession has been to write about economic trends and eco-
nomic history, as well as that | have been a supporter of liberal
and even neo-liberal concepts of the organization of economy,
both on a local and global scale. This, however, makes me won-  fumutpuje boapos
der if | can have anything meaningful and generally acceptable to  Dimitrije Boarov
say on the topic of this session of the Danube Dialogues: Artist Hoam Cag, Cpowa

and Global Insecurity — Art/Criticism/Politics. Novi Sad, Serbia

If the “insecurity” of a time is perceived as a result of the destruc-

tion of an “old order” or “the collapse of the ruling ideas”, it already cannot be judged, because
there is nothing that will not collapse if unsustainable by itself. Change is eternal, and | guess
this statement needs no proof at all. Although we should not underestimate the views that the
world is not necessarily on the path to progress (despite stumbling along the way), in other
words, the end of the world is still an option, the history still seems encouraging. For the last
ten thousand years (for which we can say that we more or less know the fate of our species),
it is obvious that the struggle for human survival on this planet has been generally made easier
and that, which is important for our topic, there has been a “democratization of luxury “(Vladan
Desnica) - which simply means that there has been a “globalization” of art and science. This glo-
balization of art has not been caused by some “Hollywood terror” or another “world conspiracy”
but the fact that those who best use the idea of freedom are winning the world. They have been
more successful in everything than those who advocate the idea of equality.

Just to clarify a little this last statement about the “democratization of luxury,” i.e. of an elite art.
If we live in an insecure “electronic century”, the only thing that cannot be denied is that even in
the most remote spot of the civilized world, everybody with a few technical aids can “attend” the
New York Philharmonic concerts or ballet premieres at the Bolshoi Theatre in Moscow, “visit”
the British Museum or the Louvre Paris, climb the Great Wall of China or watch movies by Ei-
senstein and Hitchcock, etc. And when you can do that, no one in the village could sell you pig in
a poke. At the same time, that man using only this small technical device, can also offer the world
his art, his view of the world. Of course, luckily, this rarely works. In the long term, art has much
more severe and strict criteria than any market. Fortunately so, because if it were otherwise,
nobody would work, we would all be studying our own aesthetics, emotions and frustrations,
and enjoy “our art”, seeking approval of “our nations”.

When it comes to “current insecurities”, people of this planet again mostly gather around joint,
mainly “national ideas”, which by default lead to “neo-Nazism” with all its horrors. On the other
hand, artists, who are revolutionaries by definition, will no doubt resist this civilization impasse.
Today's insecurity, in my opinion, makes a very clear distinction between “decorative art” and art
that raises critical questions and frees our thoughts of self-destructive inertia. The fact that, in
recent decades, the world was covered with millions of copies of “artistic trash” which is caus-
ing and will continue to cause “creative destruction” of existing “artistic order” (to paraphrase
the famous sentence by Hayek in the field of economics).
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HecurypHoCT je TelKo HOCUTU M NOOHOCKUTM — TELLKO je noAHoce U Hajsehu KanuTanucTu, a
MHOrO je rope yMeTHULWMA, KOju Cy 4eCTo 360r e Ha MBMLUK rnaau. MehyTum, kag nornepate
6uorpaduje n Hanarnes etTabnupaHnx U HABOOHO ,CUIYPHUX" BENIMKMUX YMETHWUKA, TAKO MOMeTe
YOUMTK [a MX je yNpaBO HECUMIYPHOCT CTaslHO FOHMNA Aa CTBapajy CBOj CBET M NMOHeKas, 13a
cebe ocTase Aena HenponasHe BpegHocTw. [pounTajte, Ha npumep, BapHcosy 6uorpadujy
Omutpuja WocTakoeuua (,LLym Bpemena” , Beorpag, 2016), na hete BuaeTh wra je cee My-
UMIIO M YUHWIO HECHIYPHUM OBOI HaBOAHO ,ABOPCKOr yMeTHWKA" W npefcedHuka CaBesa
Komnosutopa Pycke depepaumije.

He ycyhyjem ce oBae fa ay6rbe yhem y nutatse o4HOCA YMETHOCTH M TPHMLLTA, TO jeCT rMaBHe
MHCTUTYLM]jE ,HECUTYPHOCTK", ann Mopam ga npumeTnmM Aa je Koa Hac y Cpbuju yropereHa
nnyauja ga apywTBo UK ApKaBa Mory 6pvHyTH 3a pasBoj YMETHOCTU Y BOOUTH 036UIbHY Kyn-
TYPHY NONUTUKY Koja he nomaraTtu npasy ymeTHocT. [pobnewm je jeaHocTaBaH, TPHULWTE CBa-
KOr JaHa cBaKoM npouasoay 06e36efiyje MunnoHe ,KpuTHyapa’, a yMeTHUUKa KPUTHKA, Koja je
0BOjeHa Of, TPHKULLTA, NMOAJIONKHA je JbYACKMM cnabocTvmMa U MONUTUYKUM MaHunynauujama.
360r Tora, nocne M3BeCHOr BpeMeHa, [01a3u A0 6aHKPOTCTBA YMETHUYKE KPUTHKE, KaZa oHa
Ko, nybnuke narybu kpeamnbunutet. To ce ynpao goroguno Cpbuju.

McTuHa, Ha apyroj ctpanu, Cpbuja je jeaHa of neT HajcpoMaLLHKjuX 3emarba y EBponu — u
OHa caMa Hema 036MIbHO U LUIMPOKO TPHKULLTE HU 3a jeflaH NPOM3BOA, Na HU 32 OHAaj YMETHUYKe
HapaBeu. 360r Tora je ynpaeo Ao6pogowna rnobanusaumja — Maga oHa Hamehe TelwKy yTak-
MuLLY.

Y Hosom Capy, 31. aBrycta 2016. roamHe

OumuTtpuje BoapoB (1946). dunnomupao je Ha lpasHom dakyntety y Hosom Capy
1970. roguHe. MNMpodecroHanHy HOBUHAPCKY Kapujepy noyeo je y 6eorpafCcKoM HeaerbHUKY
,EKOHOMCKa nonutuka" 1971. roguHe, a 3aTum je HactaBuno y PTB Hoeu Cag. JepaH je og
AeceT HoBMHapa-oCHWBava 6eorpaacKkor HeperbHuKa ,Bpeme” 1990. roaunHe. Mamehy 1996.
n 1998. rognHe 6MO je 3aMeHWK rnaBHor ypedHuka ,Halwe 6op6e” y Beorpapy. On 2006. no
2012. ropunHe npefasao je Ha Ofceky 3a }kypHanucTury Punosodcekor parkynteta y Hosom
Cagy. O6jaBuo je BULIE NYGIMLMCTUYKUX KHbMIa M jOLL HEKOIMKO KHeWra y KoayTopcTay. Muswu
y Hosom Capy




Insecurity is hard to handle and endure - even the biggest capitalists find it difficult to tolerate,
and it is much worse for artists, who are often on the brink of starvation because of it. However,
when you look at the biographies even of seemingly established and supposedly “secure” great
artists, you can easily see that nothing but insecurity had been the constant gear pushing them
to create their own world and sometimes leave behind artworks of imperishable value. Read, for
example, Barns biography of Dmitri Shostakovich (“The sound of the times”, Belgrade, 2016),
and you will see all that was bothering and making insecure this alleged “court artist” and the
president of the Union of Composers of the Russian Federation.

| dare not venture here into the deeper question of relationship between art and the market, ar-
guably the main institution of “insecurity” but | must admit that here, in Serbia, there is a deeply
rooted illusion that society or the state can take care of art development and pursue serious cul-
tural policy that will help true art. The problem is simple: every day, the market provides millions
of “critics” for every product, while art criticism, which is separated from the market, is subject to
human weaknesses and political manipulation. Therefore, after some time, there is a bankruptcy
of artistic criticism when critics lose credibility with the audience. It just happened to Serbia.

Serbia, on the other hand, is one of the five poorest countries in Europe - and it has no serious
and wide market for any product, including art. Therefore, we might as well welcome globaliza-
tion - although it imposes a tough game.

In Novi Sad, 31 August 2016

Dimitrije Boarov (1946). He graduated from the Faculty of Law in Novi Sad in 1970. His pro-
fessional career in journalism began in the Belgrade weekly “Ekonomska politika” in 1971 and
then continued in RTV Novi Sad. He was one of the founding journalists of the Belgrade weekly
“Vreme” in 1990. Between 1996 and 1998 he was deputy chief editor of “Nasa Borba”" maga-
zine in Belgrade. From 2006 to 2012 he taught at the Department of Journalism at the Faculty
of Philosophy in Novi Sad. He has published several non-fiction books and co-authored several
books. Boarov lives in Novi Sad.
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KAPAKTEPUCTHUHKE NPBE MNOJIOBUHE XX
U NPBE AEUEHUIE XXI BEKA

lMocsetyjem Genu AypaHuwjy, 3a weros 85. poheHgaH

Hawme n rocnogo!

Hehete My 3amepuTH, aKo Ha NOYETKY CBOI M3narara o cTBapHO ropyhoj Temu — 3awwTo je
BNajana v LWTO jol YBEeK Bnaja HECUIypHOCT Y NPaKTUYHO CBUM ApPYLWTBMMA KOja Hac OKPY-
Hyjy, Na Tako M Mehly yMeTHULMMA — NOYHEM Ca CACBUM JIMYHWUM , LOKUBIbajeM".

Buna je 1o roguHa 1975, kaga me je Kapoms (Kapno) Baparsu (Baranyi Karoly, 1894-1978)
noseao y cBoj atesbe y HosBom Capy y Bpuiaykoj ynuum, Kako 61 MU HaroBecTvo Aa npunpe-
Ma peTPOCMeKTUBHY M3510%0y CBOjMX CKynnTypa nosofom 55. rognwmuue Bajapckor paaa.
3Hao je fAa cam BpbalaHuH, a OH cBojeBpeMeHO BpbaLlkM rMMHasujanad, Y1Tao je Moje eceje
M YnaHke o, 6e3 cymre Haj3HauvajHWjeM CRMKapy celecHje cBora BpeMeHa, Joxedy lMexaHy
(Pechan Jozsef, 1975-1922), a oH caMm je NO4YETKOM ABaAECETHUX FOAMHA y4Mo Koa 1 o MNexa-
Ha, a 'y TOM aTerbey je nM4yHo ynoaHao v Peperua Mehewnja (Medgyessy Ferenc, 1881-1958),
jenHor op, HajyrnepHujux ckynntopa Mahapcke, Koju je Ha Bpbawkom rpobrby 1924. rognHe
MCKnecao 1 AaHac noctojehn Haarpo6HU CMOMEHUK, CBOM NpHjaTesby CrivKapy.

3Hauu, MaKko MNad KHMKEBHUK M HOBMHAP, BaXKWO CaM Y HEKY PYKY 3a YOBEKa Of, NOBepeH-a,
He camo Hemy, Beh 1 HeroBoj cyrnpysu, Hama cBrmMa fo06po 3HaHOj kepamuyapku 3nati Map-
Kos Baparsu (1906-1986). To NO3HAHCTBO Ce MPETBOPUIIO PENaTUBHO GP30 Y HEKY BPCTY
npvjatesbcTBa M3Mehy MNapor Kib KEeBHUKA U CTapux YyMeTHMKa. [oBopuM O npujaTerbcTsy,
jep cy ce OHM jefHOr paHa — npefd cmpT Kaporsba, Kaga cy M1 1 MoBepunv Leny Many npurkasa
M KPUTHKa HKUXOBKX M3MoKOM namehy aBa pata, U To padu o6jaBrbUBaba, Ka0 U HEKONMKO
pafdHWX CBe3aKa, WTO caM W y4uHuo y vaconucy , Hid * 1978. roamHe — ncnpuyanu npuuy,
Koja, Buaehe Te, KopecnoHaMpa ca TeMOM AaHallker pa3rosopa.

1938. rognHe Hapom Baparu napahyje 1 Ha KOHKypcy Ao6uja npey Harpagdy 3a csor ,Uka-
pa“, ckynnType n3paheHe 3a 3arpany Joma Ba3ayxonnoBcTBa y 3emyHy, anu kako cam Kaporms
nuwe y cBojoj ayTobrorpaduju, Kao npunagHuKk osae Beh MarMHCKe Hauwuje, HUKaKo He 6u
nMMao waHce, Beh je KOHKYPCHO Aeno noTnucana keroea cynpyra, nod nceygoHMmom 3nata
Cpnkurba. 3nata Mapkos, kako 1Bpau hophe Josuh y katanory 3a nanox6y y lanepuju Matm-
ue cpncke y Hosom Cagy v y JlnkosHom cycpety y Cy6otmum 1980. roamHe, fa ,0Ba CRynnTy-
pa nocegyje camo U3BecHe 065MKe Koje MOry Aa ce npunuwy capagHvwTey 3nate Mapkos®,
M roguHy paHa paxuje, kaga Kaposs nobuja Harpagy 3a cBoj pag 3a u3pagy ckynntype Lapa
Aywana 3a notpebe CrynwTtnHe kpamesnHe CXC, kpab Tomucnas gobpoHamepHo ynyhyje
Cynpyx*HUWKe Aa ce 3narta noTnuLle Kao ayTop, jep ce 3Ha Aa je y Benukom paty Hapom 61o
BOJHVK jeflHe apyre BOjCKe.

[a Tum ancypauma Hema Kpaja, roBopu 1 nopatak Aa je 1939. rogmHe 3natn Mapkos nose-
peHa n3papa ABa perbeda Ha 3rpaav MHCTUTYyTa 3a NnorbonpuBpenHa UCTPaKUBarba y YnLm
Makcuma lopkor y HoBom Capy. O nnacTMyHMM KBanuTeTMMa M Nakoj BajapCKoj pyLM TUX
CKYNnTypa v faHac ce Moxemo yBepuTu. Anv gonase rogmHe nocne 1941. 1 Aok joj je My 61o
Ha PPOHTY, OHa je ,JbybasHO" 3amMorbeHa Aa yMecTo CBOI MMeHa yKielle uMe cBor cynpyra. A



ON THE SIMILARITY OF THE
CHARACTERISTICS OF THE FIRST HALF
OF THE 20™ CENTURY AND THE FIRST
DECADE OF THE 215" CENTURY

Dedicated to Bela Duranci on his 85th birthday.

Ladies and gentlemen,

hese bopaatu
At the beginning of my presentation on this live issue on why  Bordis Gyéz6

there was and still is insecurity in virtually all societies around us, )
Hosu Capa, Cp6uja
including artists, | hope you will not mind if | start by sharing a  Novi Sad, Serbia

completely presonal experience.

It was in 1975 when Karoly Baranyi (1894-1978) invited me to his studio at Vr§acka street, in
Novi Sad, to let me know that he is preparing a retrospective exhibition of his sculptures on the
occasion of the 55" anniversary of his sculptural work. Knowing that | hail from Vrbas, where
he too attended high school, he read my essays and articles on, without any doubt, the most
important Art Nouveau painter of his time, Jozsef Pechan (1875-1922). He himself was taught by
Pechan in the early twenties. It was in that studio that he met Ferenc Medgyessy (1881-1958),
one of the most prominent Hungarian sculptors, who carved, for his friend the painter, the still
existing tombstone in Vrbas cemetery.

Although | was a young writer and journalist, both he and his wife, the well-known ceramist
Zlata Markov-Baranyi (1906-1986), had confidence in me. This acquaintance relatively quickly
developed into a friendship between this young author and the old artists. | consider it a friend-
ship because one day, just before Karoly's death, they had entrusted me with an entire map of
reviews and critiques of their exhibitions held between the two wars, as well as several note-
books, hoping that | would publish them, which | did in the “Hid" magazine in 1978. At that time,
they told me a story which, as you will see, is quite relevant for he topic of today's discussion.

In 1938, Karoly Baranyi won the first prize at a competition for his sculpture of “Icarus”, made
for the aviation centre building in Zemun. However, according to Karoly’s autobiography, being
member of a minority group meant that he would have had no chance of getting the sculpture
installed, so it was signed by his wife, under a pseudonym Zlata the Serb. In the catalogues of
the Matica Srpka Gallery exhibition in Novi Sad and the subsequent Fine Arts Festival in Sub-
otica in 1980, Dorde Jovi¢ said that “this sculpture has only some forms that can be attributed to
Zlata Markov.” A year before, when Karoly received an award for his sculpture of Emperor Dusan
made for the Parliament of the Kingdom of Serbs, Croats and Slovenes, king Tomislav, in good
faith, advised the married couple that the work should be signed by Zlata as the author because
it was known that Karoly was a soldier of the opposing army in the Big War.

We see that there is no end to these absurdities from fact that in 1939 Zlata Markov was en-
trusted with making two reliefs on the building of the institute for agricultural research in Maksim
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MOLUTO je TO y HEKY PYKY 1 Hapeherse, OHa ce NOBUHYje 3axTeBy, a oHaa nocne 1945. onet ce
nocTaesbajy cTanuu, Aa 61 ce BpaTMo cTapu NoTnunc, 3naTuH.

Mpuyy o TMM porahajuma — Koja MU je MOCNy*Kuna U 3a OKYMEHTapHY HOBeNy — 3aBPLUWU CY
TWUMe, Aa Cy Nocne cBera Tora oAJly4vnu Aa ce Bulle He NOTMMCYjy NyHHM MmeHom Beh camo
ca b. K., ogHocHo B. M. 3. .1 tako cmo cturnu onet y Espony, rae cmo vHadve v 6unu Beh og
paHuje”, cehanu cy ce Bapamujesu, wWTo noTBphHyje M cama YnrbeHuua Aa cy ca MsaHom Taba-
Kosuhem (1898-1977) seh oceojunu Mpang Mpw (Grand Prix) Ha CeeTcKoj nanom6u y Mapuay
1937. roguHe 3a 4eTUpU BeNMKa Kepamuyka Tabnoa. M Tako murx ABOje CTUHKY Kpajem wesae-
ceTux 1 noyeTkoM cegamaeceTux y Bpucen, MNMapus, ByanmnewTty, MuHxeH, Mocksy, Tagalursm
NewuHrpap, Pury, TanuH, Kujes...

Huwra cpehuuju Huje 6uo Hu Metap Oobposuh (1890-1942), koju je Kao pohern [Meuyjay
(Mahapcka), Koju je oa 1911. roamHe Beh npunagao asaHrapaHoj rpynu Jlajowa Kawaxa
(Kassék Lajos, 1887-1967) u capahusao y werosom uaconucy ,Tett* (cpn. akumja), umju je
jenaH 6poj 1915. rognHe 3abparseH ynpaBo 36or [Jo6posuheBe ekcnpecuBHe unycTpauuje
,Onnakuneama Xpucra“. Ja tpareauja 6yae jow Beha 3a mera, Kao jefaH o Boha Tako3BaHe
,nponeTepcke pesonyuuje”, y Kojoj ce oa 1919. roamnHe 3anarao 3a 0hoOpMIbEHE CPMCKO-
mahapcke penybnuke ca ceauwTem y ledyjy, 6uBa ocyheH Ha cmpT, anv ycnesa pa ce npe-
6aun y Beorpag, roe caspeBa 1 Kao ogiMyaH CrIMKap U Kao BPCHW Neaaror Ha akafeMuju.

A mornu 61 cMo ce no3saTu 1 Ha npumep Munana Korwosuha (1898-1998), kome ayro roguHa
NonMTUYapH, Na KU HEKE KoJlere U KpUTUYapKu HUCY MOMK ,0NpPoCcTUTHU® WTo je 1942. rognHe
npvpeauo Benuky, u y EBponckum pasmepama nprmeheHy sHavajHy nanoxoy y ByanmnewwTy,
WITO ra je roaMHama Kolutano npujema y unaHcteo Cpncke akafemuje Hayke U ymeTHocTH. O
TUM YMETHUYKO-NOSIMTUYKUM Pa3MUMOUIaKEHMMA UCLPMHE MHPOPMaLMje CMO ynpaBo He-
AaBHO f06unu y kiemam Case CtenaHosa (1951) ,YmetHocT 6e3 rpanvua’ (Hoen Cap, 2014)
y cTyamjn ,Munan Horosuh: nctopuja jegHe nanoxbe”.

Mehy moryhnm MHOro6pojHUM CAMYHUM NpUMepUMa UCTUYe ce jol jeaHa CyabuHa, U TO
BPCHOTI NECHWKa U NPEBOAMOLLA BULLE Of, CTO KHbMra jyroCOBEHCKMX ayTopa Ha Mafjapcku je-
auk. Pagu ce o cyabunmn 3ontana Yyke (Csuka Zoltan, 1901-1984), Koju je poheH y BojsohaH-
cKkom ceny lNnaHauwTe, anu je CBOj NPEBOAMIAYKM OMYC UCMObMO NpBeHcTBeHo y Mahapckoj,
roe je nocne Opyror ceeTckor pata 6o n cekpetap MahapcKo-jyrocnoBeHCKor ApywTea
npujatersctea. OH je nHadve Beh 1946. roguHe, U To Kao NPBH, NPEBEO Ha CTPaHKW je3UK poMaH
e Angpuha ,Ha dpuHun hynpuja“. Taj npeBoa yMTa HEMayKkun M3pasady, Koju ra oHAa NPeBoAM
M Ha CBOj je3M1K, U TaKo pomMaH Kpehe Ha nyT no cnaee — Hob6enose Harpage. Ho, oH nocne
packuaa ca Mupopmbrpoom 1950. roanHe 6mBa ocyhieH Ha 16 roanHa pobuje, 3601 KreMKeB-
HMX BE3a Ca jyrOC/I0BEHCKMM MUCLMMA U U3haBaqynma.

Huje nn panac nomano Beh v TyxaH, a MOXAa U TParMKoMUYaH Cryyaj Haller yBaxkeHor npmja-
Tesba Bene Hypanuuja (1931), Koju, naxko Huje Mahap, npoydasajyhu BojsoRaHcKo cnvkap-
CTBO, BajapCTBO W apxuTeKkTypy — a pagehun y MehyonwTuHcKoM 3aBody 3a 3awTUTy Cno-
MeHuKka KkynType Cy6oTtuue — opraHuayjyhn uanowxby ,JIMkoBHo cTBapanawTBo Mahapa y
BojsoanHn 1830-1930" nonasu Ao 3akbyyka Aa 61 y Cy6oTuum Tpebano nocTaBuTH CTanHy
nocTtaBKy BojsohjaHCKe MaRapcke NMKoBHe yMeTHOCTW. Bea 063upa wTo AypaHum 3anucyje
fa 64 KOHLeNT ferioBama ranepuje 6M0 yCMeEpeH Ha MCTpaxkvBare nojaTaKa, eBUAEeHTU-
pame U Npurynibake aena ymeTH1Ka, KOjVI Cy Ty uBenu, genosanu, nnu 61 Be3aHK 3a 0BO
noaHebsbe, M Aa HEH LW/b HWje M3aBajarbe jeAHO Of, ApYyrvx Beh MCKasuBare 3ajeAHULITBA,
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Gorki street in Novi Sad. Even today we admire the plastic qualities and craftsmanship of these
sculptures. After 1941, while her husband was on the front line, she was “kindly” requested to
engrave the name of her husband, instead of hers. Since this was the order of some kind, she
complied. However, after 1945, the stand with Zlata's signature was brought back. The story
of these events, which | used for a documentary novel, ended with their decision not to sign
their full names any more, but only their initials B.K. or B.M.Z. “And so we came back to Europe
where we had been before”, recalled the Baranys, as evidenced by the fact they had already
won the Grand Prix at the World Exhibition in Paris in 1937 Paris together with Ivan Tabakovi¢
(1898-1977) for four big ceramic tableaux. And so in late 60s and early 70s the two of them trav-
elled to Brussels, Paris, Budapest, Munich, Moscow, the then Leningrad, Riga, Tallinn, Kiev, etc.

The story of Petar Dobrovic (1890-1842) was not much happier. He was born in Pécs (Hungary),
and as of 1911 he was already a member of the Kassak Lajos (1887-1967) avant-garde group,
with whom he collaborated in his magazine “Tet” (Action). One of the issues of the magazine in
1915 was banned because of Dobrovi¢'s expressive illustration “Mourning of Christ”. To make
his story even more tragic, he was sentenced to death as a one of the leaders of the so-called
“proletarian revolution” in which he in 1919 advocated the establishment of a Serbo-Hungarian
republic, with headquarters in Pécs. However, he managed to flee to Belgrade, subsequently
maturing into an excellent painter and outstanding academy teacher.

We should perhaps also mention the case of Milan Konjovic (1898-1993) where for many,
many years politicians, and even some of our colleagues and critics, could not “forgive” him for
staging a very significant exhibition in Budapest in 1942, which attracted attention throughout
Europe. This was the reason why he was later denied membership to the Serbian Academy of
Sciences and Arts. We have only recently learned more about these artistic and political disa-
greements in the book by Sava Stepanov (1951) “Art Without Borders” (Novi Sad, 2014), in the
study “Milan Konjovi¢: The History of an Exibition”.

Among many other possible similar examples, | singled out a skilled poet and translator of over
a hundred books by Yugoslav authors into Hungarian who had a similar fate. His name is Zoltan
Csuka (1901-1984), born in the Vojvodina village of Plandidte, who worked as translator mainly
in Hungary, where he was employed as the secretary of the Hungarian-Yugoslav Friendship
Society after World War Il. In 1946, he was the first to translate the novel by Ivo Andric “The
Bridge on the Drina” into a foreign language. One German publisher read it, translated it into
German and the rest is history - it won the Nobel Prize. After the break with the Cominform
in 1950, Csuka was sentenced to 16 years in prison because of his literary connections to
Yugoslav writers and publishers. Isn't the case of our respected friend Bela Duranci (1931)
just a bit sad, or even tragicomic today, because he studied Vojvodina's paintings, statuary
and architecture, while working in the Inter-municipal Institute for Protection of Cultural Monu-
ments in Subotica, not as a Hungarian? While organizing the exhibition “Fine Art Creativity of
Hungarians in Vojvodina, 1830-1930", he came to the conclusion that a permanent exhibition
of Hungarian fine art in Vojvodina should be set up in Subotica. Although Duranci explained the
concept of the “Gallery” activity, and wrote that it would focus on data research, recording and
collecting of works of all artists who lived, worked or were in other ways connected with this
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1974. ra npornawasajy (MONUTUYKHM) ,HeNoJo6HUM" 1 Ayro roauHa je 3abparbuBaH Heros ca-
MOCTasnHu pag, a Aa He rOBOPMMO [a AeLeHUjaMa HeroBe KkbHre 0 CIMKapumMa, Kao WTo cy
Beh cnomeryTn Jowed MexaH, satum Enape daparo (Farago Endre, 1929-1986), Munueoje
Hukonajesuh (1912-1988), Bena ®apkaw (Farkas Béla, 1894—1941), satum moHorpadcka
fena o BojsofjaHCKo| ceLecujcKoj apxuTekTypu 1983. unu geojesnynHa ,Hahbara n Bojsoha-
HW" 1996. roguHe nanase y Hopocaackom ,Popymy*, wrto 3Haum: BaH CyboTuue.

Csu oBM NpuMepH cy ca Haller AyHaBCKOr W MOAYHAaBCKOr MOApyyja, U Te Kako Be3aHW 3a
TeMy OBOI caBeToBama: [lyHaBCKM OWjano3n — YMETHOCT, HECUIYPHOCT, NONUTUKA... Anu ce
Aa 3aK/by4UTHU fa Cy HECUIYPHOCTW MPBEHCTBEHO reHepanvn3oBaHe Ha HauuoHanHoj 6asu.
Hapounto pacnanom AycTpo-yrapcke MOHapxuje n cTBapaHheM HOBMUX APHAaBHWX rpaHuLa y
CPeAHENCTOYHOM PErnOHY, HaLMOHANMHK NPO6aeMU Cy MaKCUMAIIHO 3a0WTPEHU U OCETIbUBH.

OBM NpUMepH — a 3aTo CaM WX Ta4HO Ha3HAYMO — rOBOPE O TOME, KaKO Ce MOr/o, U TO He
TaKko AAaBHO, MOA, PEXUMOM AMKTAType OfpMHaBaTM M YMETHUUYKM CTBapanavyku pap, Kako je
YMETHOCT Morna, ¥ 6una nogpeheHa nonntuum U ngeonoruju. Npumepe 6UcmMo Mornun Ha-
6pajaTv U U3 ApYyrux o6nactTi ymMeTHOCTH, CeTUMO ce camo 3abpaHe ¢unmosa Hennmupa
Hunuuka (1940) unm Kpomsa Buueka (Vicsek Karoly, 1941), nosopuiwHux npeacrasa, na u
MOHEKMX UBNOKOU M KrbMKEeBHUX Aena. M Kaga cMo MMcnvnu fa cBe To Npunaza, 1M je Besa-
HO NMPBEHCTBEHO 3a NPBY MOMOBUHY NPOLMIOF BEKA, MOPasiivi CMO Ce CYOUMTH Ca YNHEHULIOM
Aa H1 Ha no4veTky XXI Beka HMCMO 6e36eaHu|M, Aa M cada NONUTUKA YHOCU HECUTYPHOCT M
mefly ctBapaoue v meRy uHcTuTyumje. Caga HUCY TONMKO 3abpaHe y NUTarby, anu je U aare
cBe ucnonutnaosaHo. [MoyeBlLn 04 MMeHOBaHa PyKOBOAMNaLA KYNTYPHUX yCTaHOBa, A0oAeNa
YMETHWYKKX Harpaaa, npucycTea Ha MeflyHapoaHuM nsnoxkbama, pecTrBannma, cajMoBUMA,
na v My3M4KUM TakMUYEHUMA.

Crapu, anv yrkoperbeHn pednekcu W gaHac page, jep ce u capa cpehemo ca npumepvma
[ila Ce Ha NPBO MECTO CTaB/ba TaKO3BaHa MAEOSOLWKA NPETNOCcTaBKa yMecTo BPEAHOCHMUX. M
ynpaso 360r Tora ce MHOrO LUTOLWTA W3 YMETHUYKOr aCrneKTa JOBOAM Y CYyMHbY, jep Ce CUCTEM
BPELHOCTM MHOIO NnyTa ,Mepu1" NOMIUMTUYKUM, & TEK NOCIIE ECTETCKUM aplimMHuma. Cee To yTuye
W Ha Je3WK KpUTHUYapa, 13 jeAHOCTABHOr Pa3fiora WTO Cy M MOPASHU MPUHLUIU KPUTUYKO-pe-
LleH3uWjcKor roBopa Takohe noapeheHn AHEBHO-MOMUTUYKMM 36MBaHbMMa, OAHOCHO MOSNIUTULM.
A pa He rOoBOPMMO KOMMKO MOJSIMTMKA MMa yTuLaja NPUIIMKOM OLieHMBaka Ha KOHKYPCHUMAa,
Aoaenuv potauuja, cyenHaHcupara ogpefieHnx AenaTtHocTH. ..

3Hauu ,penoBu" HeKkapaltbe OTBOPEHE OMKTAType W JaHac Cy Ty, CaMO MoXAa Yy Gnawem
061Ky WK BULLE ,yNaKoBaHe", Na je 1 AaHallrbK cTBapanal, nucal, NeCHWK, CIMKap, PeXu-
Cep... y CTaslHOj, YaK U er3UCTEHLMjaIHOj HECUIYPHOCTH, aKO Ce NakK W HEXOTHLLE CTano HEKO-
Me Ha Kyrb. A KaMOsiM M3 MOLITOBaHa YMETHUYKMX €060, UMK APYrUX €CTETCKUX U ETUYKUX
nobyna.

Hapa rosoprmo o Tome, KaKo Aa yMeTHWK npesasuije Ty HECUIYPHOCT, YBEK C€ CETUM JIMHHMUX
cycpeta ca HOanunom Kuwom (1935-1989). Tpeba 3Hatv Aa cMo MM, Kao Mspasauka Kyha
,2Popym*, 06jaBMNM NpaKTUYHO CBa HEroBa Aefla y npeBoay Ha mafjapcKu jesuK, a cycpeTtu
C UM Ccy 61K 1 NoTpebHU paaun NpoBepe HeKWx nojmosa. He jegHom of kux Tema je 6una
KOMYHM3aM W CTaJbMHW3aM, Kao MOTUBM Y HEFOBUM pOoMaHuMa, ecejuma. A oH je roBopvo Aa
Kao nucauy HHUKapg Hehe 6uTH CBeAOK MK nocpeaHWK 3a NOJIMTUYKE U UOeOoNIoWKe NopyKe.
Cwmartpao je na homo esteticus Moxe fa ONCTaHe CaMo aKo CTBapa YMETHUYKO Aero, Koje je Nno
CBOj NPUPOAM M CBEAOYEHE U UTPa, a Ha Taj HAYMH MOMKe BUTH M MONUTMKa U NnoeTuKa. HacTa-



area, and that its goal was not separation but expression of togetherness, it was of no use. In
1974 he was declared politically unfit and his independent work was banned for many years,
not to mention that, for decades, his books about painters such as the abovementioned Jozef
Pehan, Endre Farago (1929-1986), Milivoje Nikolajevic (1912-1988), Bela Farkas (1894-1941),
even a monograph on Vojvodina Art Nouveau architecture in 1983, or the bilingual “Nadjbanja
and the Vojvodinians” in 1996 were published in the “Forum” publishing house in Novi Sad,
which means: out of Subotica.

All of these examples come from the Danube region and they are related to this year’s topic
of the Danube Dialogues — art, insecurity, politics, criticism...We can even conclude that the
insecurity is generated primarily on national basis. Particularly after the dissolution of the Aus-
tro-Hungarian monarchy and the creation of new state borders in the Mideast region, national
problems became more pronounced and sensitive.

These examples — and this is why | picked them - indicate that not so long ago it was possible
to keep artistic creative work under the regime of dictatorship and that art was subordinate to
politics and ideology. We could list examples in other art fields such as the ban on the movies by
Zelimir Zilnik (1940) or Karoly Viscek (1940), theatre plays, exhibitions, and literary works. And
just as we thought that this belongs to the first half of the last century we had to face the fact
that even at the beginning of the 21st century we are still not safe, that even now politics brings
insecurity among creators and institutions. There are no bans, but everything is still politicized,
starting from the appointment of directors in cultural institutions, giving art awards, presence at
international exhibitions, festivals, fairs and even music competitions.

Old, deeply rooted reflexes are still at work, because even today we have situations where the
so-called ideological presumption has priority over artistic value. This is why there is much
to be doubted from the artistic point of view, because the value system against which art is
“measured” is often based on standards that are first of all political and only then by artistic.
All this affects the language of critics, for the simple reason that their moral principles are also
affected by daily politics. Not to mention its influence when evaluating tenders, giving grants,
co-financing of certain activities, etc.

“Remains” of the former open dictatorship are, therefore, still present today, perhaps in a more
permissive or a less obvious form, placing the creator, writer, poet, painter, director in a situation
of constant existential insecurity, because you have to think what would happen if you uninten-
tionally stepped on someone’s toes, not to mention out of respect for artistic freedom or other
aesthetic or ethical considerations.

Whenever we talk about how to overcome this insecurity, | always remember my personal en-
counters with Danilo Kig (1935-1989). You should know that we, the “Forum” publishing house,
published almost all of his works in Hungarian translation. These meetings with him were, there-
fore, also necessary for the purposes of checking some of the terms. Very often, we discussed
communism and Stalinism as motifs of his novels and essays. He used to say that, as a writer, he
would never be a medium for political or ideological messages. He believed that homo esteticus
can survive only if he creates a work of art that has a dual nature, that is both a testimony and a



B/bajyhn terosy mucao, 3afaTak yMeTHUKa CBMX BPCTA je pasfBajarbe, OABajate Y HheroBom
cnyyajy homo poeticusa op, homo politicusa, jep yMETHOCT je YMETHOCT, a NOSMTHUKA je NONTUTH-
Ka. [JloovpHWX Tayaka CBako Aa MMa, anu ako 0Ba 3aAha NoAWrHe ,AMPUreHTCKY nanuuy” oa-
Max Jonasu 40 HECUIYPHOCTH, jep CEe KOCH Ca ECTETCKUM U eTUYKMM HOpMama ¥aHpa, paguno
Ce O CIIMKapCTBY, My3ULIM, KFUKEBHOCTH, GUIMY, MO30PULITY... YMETHOCT joLll jeAHO Bpeme
Hehe MohK pa cnpeyun paToBe, TEpOpM3aM, EHEPIreTCKY MMM KIIMMATCKY Kpu3y, anun he nojava-
TW OATOBOPHOCT CBaKor homo esteticusa npen, caMrM CO60M, a TUME M Mpema CBeTY Y LieSIMHU.

A nowTo cam OBy KpaTKy CTyAM]y NOCBETUO nCTopHuyapy ymeTHocTn Benu [lypaHumjy, Ha Kpajy
Aa uMTHpam, Kako oH napadpasupajyhu Keneta Knapka (Kennet Clark, 1903-1983) Tepam, aa
LMBUIM30BaHM YOBEK MOpa ocehaTu Aa npunaza HEKOM NPOCTOPY U BPEMEHY 1 ja Ce CBECHO
yBeK Hapa Heuemy y 6yayhHocTH, a fa ce ctanHo ocephe y NnpownocT. YHMMO N U MU HewTo
apyro?

hese Bopaaw (1948) je KrbMMEBHMWK, NYBNULKCT W n3aasad. unnommpao je, a noToM 1 ma-
ructpupao Ha Oaceky 3a Mafapcku je3uK 1 KibnkeBHOCT Punosodpckor pakynteta y Hosom
Capy. Op 1971. roanHe HoBWHap je KynTypHe pybpuke aHeBHor nucTa ,Mafap Co”, on 1976.
no 1986. roonHe ypeAHWK HOBOCAACKOI KhMKEBHOI Yaconuca “Xua", a noToM AWPEeKTop M
rnaBHW ypeaHuK uapasadke kyhe ,Popym”. o 2013. rogmHe 6u0 je y jeAHOM MaHAaTy AW-
pekTop ,Popym XonauHr” kopnopauuje n aupextop Uspasave kyhe ,Mahap Co"-a. [locan je
06jaBMO feceTaK Kibura, Tpy poMaHa, 4eTpu 36UpKe ecea v ABe yMeTHWYKe MoHorpaduje (ca
Benom [dypaHuujem). AyTop je 3a cBoje panose HarpahuBaH NPeCTUKHUM KibMKEBHWUM Harpa-
fama. YnaH je je dpywTBa KrbmweBHUKa BojsoamHe og 1992. roanHe 1 CaBesa KbUKEBHUKA
Mahapcke og 1996. rogunHe. Husu y Hosom Capy.




game, thus being able to be both politics and poetics. To elaborate on his idea, the mission of all
artists is to separate, in his case too, to separate homo poeticus from homo politicus, because
art is art, and politics is politics. There are similarities, of course, but if the latter lifts the “baton”
it immediately leads to insecurity, clashing with the aesthetic and ethical standards of the genre,
regardless of whether we deal with painting, music, literature, film, theatre, etc. At this point, the
art will not be able to prevent wars, terrorism, energy or climate crises for some time to come,
but it will intensify the feeling of responsibility of each homo esteticus to himself, and thus to the
world as a whole.

And as | have dedicated this short study to art historian Bela Duranci, allow me at the end to
quote him, paraphrasing the words of Kenneth Clark, that civilized man has to have this feeling
of belonging to certain place and time, to always hope for something in the future and constantly
look back to the past. Do we do any different?

Deze Bordas (1948) is a writer, publicist, publisher. He graduated, and later on got his Mas-
ter's Degree at the Department of Hungarian Language and Literature, Faculty of Philosophy
in Novi Sad. Since 1971, he was a journalist at ,Magyar Szo" newspaper. From 1976 to 1986,
he was editor of the Novi Sad literary magazie “Hid" and afterwards director and chief editor
of the publishing house ,Forum*. Until 2013 he was a director of ,Forum Holding“ corporation
and director of ,Magyar Szo". He has published ten books, three novels, four essays and two
art monographs (with Bela Duranci). He has received many prestigious literary awards. He is a
member of the Association of Writers of Vojvodina since 1992, as well as the Hungarian Writ-
ers’ Association since 1996. He lives in Novi Sad.




MUCAL Y OKPYHEHWY NOBAJTHE HECUI'YPHOCTU UJTHU
BE3AOMHOCTH

Pagwnje 6vx roBopro o ,HECHIYPHOCTH y TEKCTY", TOM MO3HATOM, CTPYKTYpPanMCTUYKOM Ae-
¢HuHMCary cTBapanayke HenarogHoOCTW, HECWUIYpHOCTH, CTpaxa, na U Hemohu. YMeTHuLM,
yorwTe, a MMCLM HapOYMUTO, YECTO FOBOPE O CBOM €r3vcTeHLMjanMsmy, ,06a4eHoCTH y cBeT”,
0 cB0j0j cyabuHu. Morscku necHuk u ecejuct Agam 3arajescku (Adam Zagajewski), y Krsuam
[Jsa rpaga, npumeTHo je: ,HeKkapa cMO HUBENK y CBETY Kao NYTHULM, KOjU Cly4ajHO JocneBajy
Ha cleHe Hacusba, CMpPTH, 6uTaka. JeaHn 3aTBapajy ouu, ApPyru NoKylaBajy Aa yTekHy, Tpehu
npotecTyjy. Bunu cMo ApyKumMjU, OfHEKYA CMO [0NAa3KNK, 310 HAC je YYAMN0, HUCMO cxBaTasu
nathy. Capa ce cBe NPOMEHMIIO: MOCTaNM CMO MCTOPU]CKU.” AN NECHMK He Kenu Aa npuxea-
" TO 36numaBarbe, 6pucarbe ,rpaHuue Mamelly MCKycTBa M HeMCKycTBa': ,BulLE BOSMM Aa
6yneM Nnya, HEro UCTOPH|CKM, BULLE BOMMM Aa Byaem CMelaH Hero obuyaH, BuLIe BONWM Aa
He 3HaM HMWLWTa Hero ga cee pasymem.” Jep, ,necMe gonase U3 gpyror ceeTa’, U He Kene Aa
ce ca peanHum nopege. Yax v y nosHatom rpaay (Kpakosy, y Koju ce HelaBHO BpaTHo), OH Ce
ocehao ,Kao NyTHUK KOjU je [0CMeOo y MECTO Koje yrpoxaBa vyaosuwTe, MuHoTayp”. 3awTto?
Jep Huje ,HEeBWHU NYTHUK" 1 HUje ,pAowao HMOTKyAA". U ja cam 61O 3apaeH ToTanMTapHOM
6oneluhy, anu KaKo cam NPUCNEeo M3 NPOBUHLM|E, U3 HALITABUNA AETUHCTBA, BUO CaM y CTakby
Aa NpUMeTUM Ty 4ydHYy atmocdepy OnacHOCTH, HECUIYPHOCTH, KanuTynauuje”. Y HacTaBky
eceja ob6jalrbaBa Taj oceha,.

[MocToju, HecymrKBO, y HeCcKnagy, ako He W y CTaslHOj CYynpOTCTaB/bEHOCTH, KOA CBaKor
MeCHWKa HEeroB yHyTpallbHi CBET U CBET KOjU ra OKpysyje. MaKko 1 peanHu ceeT uma ynnus
Ha nMcarbe, MNakK, Kako To Bepyje 3arajeBCcKH, ,yHyTpallkK CBeT” je ,anconyTHO KparbeBCTBO
noesuje" u ,Mma cBOjcTBO Aa je Hem3pasus”. [ecHWK ce ,cnyxu nogsanama’, ,npasu ce Kao Aa
Ce BeoMa MHTepecyje 3a cnorbalukby ctBapHocT”. ,[loeauja nokylwasa aa npesapu CTBAPHOCT,
npasu ce Kao ga 6puHe teHe 6pure. Knuma caydyecHuuku rnaBom. O, oneTt 3eM/bOTPEC, Kake.
O, oneTt HenpaBga. OneT nonnasa, pesonyuuja.”

[MeCHWYKM ,UnHM3aM", UK HeN3BeRHa MPOHMja, TO je CNacoHOCHa AMCTaHLLA KOjOM Ce WTUTe
o[, HenmocpeaHor cyaapa ca cteapHowhy. Heko To npeno3Haje M Kao CTOMLM3aM a HEKO TO
CMelUTa y KaTteropwujy nacueHe natwe. ,CuTyaluja cBaKor yMeTHUKA je nocebHa, cTanHo uMa
nocna ¢ OnwToM yrpoxeHowhy, y OA4HOCY Ha Kojy N1yHe Apame 6refe — Uy KrbUKEBHOCTH U
BaH kb€, YaK W y npaBoM XMBOTY. JInyHe Tpareaumje cy Heme, a onwTa gpama je npuyanqua”
(onet 3arajesckm).

Mnak, nocne ceera, 4ak 1 ,Nocne CMaKa cBeTa’, KaKo rnacu jefaH of eceja, ,Tpeba *KuBeTu
OHaKO KaKo ce 1 npe wuBeno. HapasHo, namTuTh wra ce goroauno u wta he ce poroamtn. U
nopegn, Tora, ¥1BeTH Kako ce xueeno. Mhn y ayre wetke. NocmaTpat 3anasak cyHua. Yeex
BepoBath y Bbora. Yutatu noeaujy. MNMucatn ctuxose. Cnywartn mysury. lMomaratn apyrvuma.
CwmeTtat TupaHuma. PagoBatu ce sby6aBu n cTpaxoBath of, cMpTH. Kao v yBek.”

Muwyhu, cBojeBpemeHo, 0 necHUuMMa XX BeKa, KOjU Cy NpOTepaHu ca CBOjWUX OrHbMLLTA, U3
CBOjUX AOMOBA, yMECTO TePMHHA ,HECUIYPHOCT", yBEO cam TepMuH ,6eagomHocT” (Buaetu
mojy MMoetury 6esgomHocTu, Hoeu Cap, 2014). Be3LoMHOCT ce MOKE KOHKPETU30BAaTH KPO3
pasnuunte 065IMKe CK1Tarba, M3rHaHCcTaBa, nyToBarba W xogoyalha. Mputom, cBaka of HaBe-
LEHUX KOHKpeTu3aluuja Aaje 6€340MHOCTHU MO HEKY HOBY OCOGEHOCT, aliv Kaj MMaMo Ha ymy
KHHWKEBHOCT, OHAA Cy CBE OHE Y CyLUTUHW BnuncKe:

,DE3A0MHOCT je nocTasna He caMoO OCHOBA 3a NPEXMBIbaBaHbe — UK, APYrvM peynmMa — eKc-
NMepUMEHT eMUrPaHTCKE KHbMMEBHOCTH, HEro Takohe — HYMHUM eNleMEHTOM HeHe MoeTUKe.
Moaurna ce po paHra HajsamHujer (y CMUCY: HajnaKLe BUABMBON) TONOGCA TE KibMKEBHOCTH”
(Eyrenmjyw Yannejesnu / Eugeniusz CzaplejewiczZXHakas u Konuko jacaH he 6utv nuk 6e3-
[AOMHOI MECHWKA, 3aBMCH O[], heroBOr [OXM1BIbaja CONCTBEHE EMUIPAHTCKE CyAGHUHE U ynore,
Kojy npumMa Ha cebe, Unu Koja My ce Aaje, WTo, MOTOM, Heroea noeauja ,He camo ga cafpku’,
Hero v ,penpeseHTyje; joll BULIE — MoAenyje U MpojeKTyje. TOMOC y4n Kako y emurpaLmjm
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WRITER, GLOBAL INSECURITY AND
HOMELESSNESS

I'd rather talk about “insecurity in the text”, that well known, struc-
turalist definition of creative discomfort, insecurity, fear, and even
impotence. Artists, in general, and writers, in particular, often talk
about their existentialism, about being “thrown into the world,”
about their fate. Polish poet and essayist Adam Zagajewski, in
his book Two Cities, remarked: “We used to live in the world
as travelers who accidentally come across scenes of violence,
death, battle. Some would close their eyes, others would try to 3opar bepuh
escape, the third to protest. We used to be different, we used Zoran Perié¢
to come from somewhere, evil came as a surprise, we did not
understand suffering. Now, everything has changed: we have
become ancient.” But the poet does not want to accept this
“bonding”, deleting “boundaries between experience and inex-
perience”: “I'd rather be mad than ancient, funny than ordinary, I'd rather know nothing then
understand everything”. Because, “songs come from another world”, and do not want to be
compared with the real one. Even in the city he knew well (Krakow, where he recently returned),
he felt “like a traveler who came into the town threatened by Minotaur.” Why? Because he is not
an “innocent passenger” and did not “come out of nowhere.” “| was infected with the totalitar-
ian disease, but being a country boy, coming from the nothingness of childhood, | was able to
observe the strange atmosphere of danger, insecurity, capitulation”. In the essay, he goes on to
elaborate on the feeling.

Hosu Cag, Cp6uja
Novi Sad, Serbia

In every poet there is, no doubt inconsistent, if not in constant opposition, the inner world and
the world around him. Although the real world also influences his writing, Zagajewski believes
that the “inner world” is still an “absolute kingdom of poetry” “with the property of being in-
expressible.” The poet “uses pranks” and “pretends to be very interested in external reality”:
“Poetry is trying to trick reality, acting like it cares about its worries. It nods complicity. Oh, an
earthquake again, it says. Oh, another injustice yet. Another flood, another revolution.

“Poetic “cynicism"” or inevitable irony, it is a salutary distance protecting against direct collision
with reality. Some see it as a kind of stoicism while others place it in the category of passive
suffering. “The situation of each artist is specific, constantly dealing with general vulnerability,
against which all personal dramas fade - both in literature and beyond, even in real life. Personal
tragedies are silent, general drama is a talker” (again Zagajewski).

Yet, after all, even “after the end of the world" as one of his essays is called, one should “live
as he lived before. Of course, remember what happened and what will happen. And in spite
of that all, live as you once lived. Go for a long walk. Watch the sunset. Always believe in God.
Read poetry. Write verses. Listen to music. Help others. Bother tyrants. Rejoice in love and fear
death. As always.”

Writing at one point about the poets of the 20th century, who were expelled from their homes, |
instead of “insecurity” introduced the term “homelessness” (See my Poetics of Homelessness,
Novi Sad, 2014). Homelessness can be exemplified through various forms of wandering, exile,
travel and pilgrimage. At the same time, each of the above exemplifications gives homelessness
a new character, but if we have literature in mind, they are all essentially similar:Homelessness
has become not only the basis for survival - or, in other words - an experiment of emigre litera-
ture, but also a necessary element of its poetics. It rose to the rank of the most important (mean-
ing, most visible) theme, i.e. topos of that literature.” (Eugeniusz Czaplejewicz). What and how
clear will the character of that homeless poet be depends on the experience of his own emigrant



61TM emurpant.” Taj TOoNoc je npeysvMmaH of, pOMaHTM4Yapa, KOHTUHYWpPaH, anu 1 pasBujaH,
y MOTOHUM eMurpaumjamMa, Kako OHMM M3 BpeMeHa MoJepHe, MOTOM OHUM Ca PasinyuTUM
aBaHrapAHWM noeTuKama, 0 CaBPEMEHUX HEO W TOCT NoeTuKa (HeocuMBoIMama, HeopoMaH-
TM3Ma, OAHOCHO: NOCTaBaHrapAe, NOCTMOAEPHE, U TOMe CNMYHO). M3 jefiHe y Apyry NOETHKY,
anv v 13 jeaHor BpeMeHCKOr nepuoga y aApyru, 6e340MHOCT je Mersana cBoje obpuce, anu He
W canapxaj.

CmecTnT ce y CTHX, MOTOM Yy MecMy, Nna y NoeTuKy, CiefoM NpeTxohHe NpeTnocTaBKe, 3Hauu
nosHaeaTu cebe, CBOje BPeAHOCTHU M NOPEAUTH UX ca APYrMMa, y CBETY KOjU Hac OKpPYHyje,
peanaH Wnu Ha TO HalnuK, Kao U y OHOM HOBOCTBOPEHOM, MeTapn3NYKO-MeTadOPUUKOM, KOju
je ynpaBo Haj6nukKn 6€340MHOCTH, er3UCTEHLM]K H3MeTR Y, KOjoM NyTyjy MUCIH, a Koja ce He
fa obyxBaTUTU U U3MepUTU. EKC nnu neteputopujanHocT, CTanHO NoMepare y HUBOTHOM
npocTopy, 6e3 noTpe6e Aa ce OH MEPH MM yBamasa, TeK 3ayauma (Mcnyrasa) — Haj6osbe Ka-
pakTepuwe metadopa Homana. Homag je, no Oenesy (Gilles Deleuze), saporbeH y concTeeHy
MCTOpPUjy, U CaMO U3 Te MepcneKkTUBe npoleryje bypaH kinesis xusota. OTyna, Mucao Huje
Teopema, Beh npobnem, Koju, A0CNEeBWM A0 MULLIbEHA NocTaje aorahaj: ,Ae30praHunayje uc-
LpTaHW NpocTop polis Ha cTBap BapujabunHor xopu3oHTa nomos.” MNputom ce HOMaa, OHaj
Koju Uckopadyje, nokpehe Ha cneunduryaH HaunH. Hberosa mapLipyTa HMKada HWje KoHavHa,
HWje TMHKWja 03HaYeHa Taykama, Hero je cMucao ynpaeo y Tom u3mehy Tavaka. lMocneauua je
NMPOMeHa, HECTa/IHOCT W BULLE3HA4YHOCT Moryher nokpeTa u ¢ M nosesaHe mucan. Camum
TUM ,HOMAJ, Ce HaNla3n Ha HMYWjoj 3eMIbUM, CaZia HEO3HAYEHOj, NOLWTO je cBaku cneaehu Homaz
KOjW MAe TparoBMMa CBOjUX MPETXOAHMKA CTBapa HEKaKo 'HaHOBO': PeKOHCTPYMLWYhK 1 penH-
TepnpeTtupajyhu cmmcao hytarba u ognaseher 3Hadensa, Koje noHMwWwTaBa cnegehu nHTepnpe-
tatop” (Hdenes).

MyToBare HOMaAa KOHCTUTYMLIE YUTAB CUCTEM, AMHAMUYHWUX U HEBWUASbMBUX praoma (dp.
rhizome), Koje ce MOry 03HauMTH W Kao intermezzo. Hemajy cBOj noyeTak, HUTU UM Ce BUAM
Kpaj. Pu3omu cy nosuumoHunpaHu mehy cywtvHama, WwWto uM ,Aonywta MoryhHOCT noBesu-
Barba EKOHOMMW]je U CeMaHTUKe, JbybaBu 1 nNpasa, ¢pnnosoduje 1 MUTONOrKje, y y3ajaMHOM Au-
OHW3MjCKOM CnJeTy UHTepnpeTaumja.” Y TMM y3ajaMHUM Be3ama, BUASbMBE CYy XETEPOreHOCTH,
cBa rnonasuiwTa v NpMBpEMeHa CTajanuiuTa, Koja Tako rpaje CBOjeBPCHY KapTorpadujy, CMU-
Cao 1 3HayeHe.

Huje, HapaBHO, cBakM 6€30,0MHUK, Na HU EMUrPAHTCKKW NECHUK, HOMaA, Maja je BPJio YecTo
npvHyheH aa npumMersyje CMYHy cTpaTterujy, ako He u ¢punos3oodmjy. M3 Tora moxemo nasectm
M NoeTUKYy 6e340MHOCTH, jep y XvjepapxrM30BaHOj NoAen NpocTopa 1 nojasa, CBeT KojeM Npu-
nagajy 6e340MHULM Hanasu ce y onosuumju (M3HyTpa npema crosba), NpeacTasiba pasiunKky 1
[OMyHY HeroBux NocTynara, Npaso Ha APYyrocT U NocTojare.

3opaH hepuh (1960) je aunnomupao Ha Punosodcrom paryntety y Hosom Cagy, rpyna 3a
jyrocnoBeHcKe v cBeTCKy KibueBHOCT (1983). Ha nctom daryntety je marnctpupao, noxafao
NOCTAMMNOMCKE CTYAMje U3 KOMMNapaTUBHE KHMKEBHOCTH, a NMOTOM U AoKTopupao. buo je
rMaBHW U OOrOBOPHW YPEAHUK KibMmeBHOT nucTa To jecT, ypeOHWK KynTypHe pybpuke y [nacy
omnaamnHe, ypeAHUK maHndecTauumja marasmHa Cras, NOTOM rMaBHW U OAFOBOPHWU YPEAHMWK
yaconuca [oma. Buo je ypeaHuk nspaBayke genatHoct HyntypHor ueHtpa Hosor Capa.
Buo je amperTop 1 apamartypr MNozopuwTa mnagux y Hosom Cagpy. MNMpenasao je Ha YHuBep-
autety y Jlofly (Mosbcka), notom Ha YHueepauteTy y Barba Jlyuu (Akagemuja ymjetHocTv u du-
nosodcku darynteT). Opxao je npenasarsa, kao roctyjyhu npepnasay. Banpeahu je npodecop
Ha Akagemuju ymjeTHocTH y Bamsa Jlyun, Ha cTyamjckom nporpamy ApaMcKux ymjeTHocTH. Bro
je nomohHuKk anpekTopa CTepujuHor No3opja W rmaBHU U OAFOBOPHU YPEeAHWK Yyaconuca 3a
nosopuwHy ymetHocT Cuyena. Capa je Bplumnau, AyxHocTh ynpasHuka Cprnckor HapogHor
nosopuwray Hosom Cagy. Ocvm HayuHor paaa, yvewha Ha HayYHWM KOHepeHLmMjama 1 06ja-
B/bMBarba Hay4yHWUX CTyAMja M MOHOrpaduja, 6aBM Ce KrbMMEBHUM W NPEBOAMMNAYKMM PafOM.
Muwe noeaujy, eceje 1 Kputuke. MNMpeBeo je 6pojHe Krbure, Noesujy 1 npoasy. HHreun y Hosom
Capy




fate, and the role he takes or is given to him, which his poetry then “not only contains”, but also
“represents and even more - shapes and projects. The topos learns how to be an emigrant in
exile." The topos was taken from Romanticism, continued and developed in subsequent emigra-
tion, both those from the period of modernism, through those with various avant-garde poetics
to the contemporary neo- and post-poetics (neo-Symbolism, neo-romanticism, i.e. post-avant-
garde, post-modernism, and the like). From one poetics to another, but also from one period to
another, homelessness changed its contours, but never its content.

To fit oneself into a verse, then into song and into poetry, by analogy with the previous assump-
tion, means to know oneself, one’s values and compare them with others in the world around us,
realistic or similar to it, and in that newly created, metaphysical and metaphorical world that is
closest to homelessness, the in between existence through which one’s thoughts travel, which
cannot be encompassed and measured. Ex- or de-territoriality, permanent shift in a living space
without having to measure or appreciate it, but only to occupy or fill it - is best characterizes by
the metaphor of nomads. According to Deleuze (Gilles Deleuze), nomad is immersed in his own
history, and only from that perspective it estimates the turbulent kinesis of life. Hence, thought is
not a theorem, but a problem, which, upon reaching the mind, becomes an event: “it disorgan-
izes the plotted polis space into the variable nomos horizon." At the same time, nomad, the one
who steps out, moves in a specific way. His itinerary is never final, not a dot-marked line, the
sense is found precisely in between the points. The result is change, volatility and ambiguity of
possible movement and related thoughts. Therefore, ‘nomad is on the no man’s land, the land
non-designated, since each subsequent nomad following in the steps of his predecessors cre-
ates something ‘from the scratch’: reconstructing and reinterpreting the meaning of silence and
outgoing meanings, which are only to be reversed by next interpretation” (Deleuze).

Nomad travel constitutes the entire system of dynamic and invisible rhizomes (fr. Rhizome), which
can be also labeled as an intermezzo. They have no beginning, nor do we see the end. Rhizomes
are positioned among the essences, which “enables them to link economy and semantics, love
and law, philosophy and mythology in a Dionysian combination of interpretations.” In these in-
terrelations, we see heterogeneity, all starting points and temporary stopovers, forming a kind
of cartography, purpose and meaning.Of course, not every homeless, or even emigre poet, is
a nomad, although he is often forced to implement similar strategy, if not philosophy. From this
we can extrapolate the poetry of homelessness, because in a hierarchical division of space and
phenomena, the world to which the homeless belong is in opposition (from inside out), making a
difference and supplementing its postulates, the right to otherness and to existence.

Zoran Deri¢ (1960). He graduated from the Faculty of Philosophy at the University of Novi Sad,
Department of Yugoslav and World Literature (1983). Obtained his Master's degree at the same
university. Moreover, he attended postgraduate studies in comparative literature (PhD degree).
He was chief editor of the literary magazine ,To jest"; the editor of culture column of ,Glas om-
ladine" magazine; the editor of events column in ,Stav‘ magazine, as well as the chief editor of
,Polje" magazine. He was also the editor of the publishing activities of the Cultural Center of
Novi Sad. Deri¢ was a director and dramatist at the Youth Theatre in Novi Sad. He taught at
the University of Lodz (Poland), then at the University of Banja Luka (Academy of Arts and the
Faculty of Philosophy). He held numerous lectures as a visiting lecturer. He was an associate
professor at the Academy of Art in Banja Luka, at the Dramatic Art Department. He was assist-
ant director of Sterija’s pozorje and chief editor of the theatrical art scene magazine. Today he
is the acting manager of the Serbian National Theatre in Novi Sad. In addition to scientific work,
he participated in scientific conferences and publication of scientific studies and monographs,
Deri¢ writes and translates too. He writes poetry, essays and critics. He lives in Novi Sad.




YMETHOCT Y PACLIENY
U3MEBY MOTUBALMIE U PEAKLUUIE

MoTtpakute Ha [yrnny Temy rnobanHa HecurypHocT U npoHahu hete cnepehe: ,Kpetarse mur-
paHaTta npeko rpaHvua Bnuckor nctoka, EBpone n CA[l nsassaHo paTom, KIMMaTcKe nNpo-
MeHe 1 eKoHoMCKa Kpu3a“. CnopoBM OKO rpaHuLLa, NPUPOAHUX PECypca U ETHUYKE U BEPCKe
HanmeToCTH Koje XpaHe Tepopu3aM M MOACTUYY HaromunaBare BojHMX cHara. W ycnoH HuHe
n ytruaj Pycuje, op YkpajuHe oo Cupuje, aebunHuwyhn cy 3HauUM OBUX HECUIYPHUX BpEMEHA.
Y mehyBpemeny, Mare cune Koje umajy cnabujy BojHy moh oxpabpeHe cy MoryhHocTHMa Koje
npyxa cajéep paTtosarse. LLIta cnegn? Ko cy Bohe Koje mory na oxuvBe npuspeae, npesasuhy
Hecyrnacuue 1 ogHeryjy mup? 1[lyro cam Mmana cymke OKO Ha3uBa ,YMETHOCT/YMETHULM Y
OKpYyHehy rnobanHe HecurypHocTH”; 61O je TaKo ambuBaneHTaH, Tako CYLUTUHCKK BaaH, a
TaKkofe TaKo y TpeHay. CxogHo ToMe, Moja Npe3eHTaLuja, Kao YMETHUKA M Kao KycToca, Be3a-
Ha 3a BULIE U3N0K6KM ¥y 0BOj 0611aCTH TeH3Mje M3Mehy MoTMBaLMje U peaKLuuje, mahe Beoma
NMYaH NPMUCTYN, y3 MHOMO ,MO%Aa" M C OCBPTOM Ha 06e TauKe rneguuwTa.

YMeTHUK cTBapa cBoje Aeno. 3a kera cy cTBaparbe YMEeTHOCTH, HEeroB KMUBOT U Herosa npo-
decuja jegHo, Hema paspBajarba, CaMo pasnunymMTe MOryhHOCTM apTuKynauwuje, Ha npumep
CITMKapCTBO, MHCTanaLuje, TEKCT, GUIM, My3nKa MM neppopmMaHc. YMETHUK paau noa, npu-
HyZoMm, 6e3 063vpa Ha TO rAe WK y KaKBMM OKOJIHOCTUMA #u1BKW. Moxe fa cTBapa Ha cro6oam
WK y 3aTBOPY, MOXKe a paju jaBHO UIIW y TajHOCTH.

YMeTHULM Koju paae y pasHiM AUCLMNNMHAMa paje Ha BeoMa pasnnymTe HauymHe, a, HapaBHo,
¥ 3a pasnuunTy ny6nuky (Ha NpUMep, apxuTeKTe Cy AaHac CBe BULUE MPUCYTHE Y NMPOjeKTo-
Batby M PasBOojy CMELUTajHUX KanauuTeTa 3a uabernumue). 360r KOMMNIEKCHOCTH TeMe, OrpaHu-
uuhy cBoje KOMeHTape Ha 0611acTi BU3yenHe YMETHOCTU 1 nepdopmaHca.

YMeTHUUM Cy, reHepasiHo, Nako npujeMymBa U BeoMa ceH3uTuBHa burha 1 YecTo ce noHaluajy
Kao cemamorpadu gorahaja y gpywtey. OHM MOKAa YECTO MPBU OCETE HEMMUPE Y APYLITBY
M CBETY W UMajy cnocobHocT aa ux u3pase. Ctora ce unHM ga cy npegoppeheHn oa ceojum
Aenvma Aajy ApyLUTBY OArOBOPE Ha NUTara M CyMHbe, jep U OHM cCaMKn Mopajy Aa NoAHOCE OBaj
CBeT Y Ja ra npowecyupajy.

Y BehuHu cnyyajeBa, yMETHOCT je cnobofHa U H1je HamereHa oapefheHoj cBpcH, rmeaanal je
cnobofaH Aa foaa CBOje MCKYCTBO M eMOoLMje, KpUTHYap je cnoboaaH Aa Aa CBOjy NPOLLEHY, a
ncTopu4ap yMeTHOCTH Aa npaeu pedepeHLe.

»[TONUTUYKM aHramoBaHW yMETHULM" MMajy cacBuUM apyrayujy motueaumjy. OHun ce 6aBe mno-
NIMTUKOM W TPEHYTHWM JorafarMma U CBUM Temama Koje cy 6WUTHe 3a ApPyLITBO, Kao WTO je
4YOBEKOBA OKOJIMHA, TEPOPM3aM, KIIMMATCKe NpomMeHe. HbMXoB IMYHM MK KONEKTUBHU MOTHB
je Aa cMecTa CKpeHy Maxmy rnefanaua v ApylTBa Ha akTyenHe pgorafaje u fa posedy 4O
NpoMeHa, MOXAa M Aa y4nHe CBET 60/bUM MECTOM.

MehyTtum, npoueryje ce pa je camo 1% yMETHOCTM MOSMIUTUYKM aHramoBaHa YMETHOCT
WK YMETHUYKM MOSIMTUYKKM aKTUBKM3aM, Kao WTo je To cnyyaj ca Guerrilla Art Action Group,
FEMMEN wnwv Pussy Riot, Koju cy AMpeKTHa peaKuuja Ha NOAUTURY unu ApywTeo. 2080 3Ha4M
na npeoctanux 99% cTtBapa y aTesbey MM Ha OTBOPEHOM, WTO He 3Ha4YM Aa je OBa YMETHOCT
anonmTMYHa MK 4a HUje MOTMBMCAHA HU MOMMTUKOM HW ApylwTBoM. [puKasvBarbe 1K Ko-
puwherbe 04MrNeaHo Nenmx MOTUBA Y YMETHOCTH, YaK M LBETHUX MOTUBA, MOXe nmaTh Behu
MONUTHYKKM 3Hauyaj jep cy oppeheHe BpcTe uBeha MK HAYMHKM Ha KOje je OHO MPUKa3uBaHO
4yecTo KopuwheHn of cTpaHe Bnagapa, Kao M pesonyLMoHapa.



ART CAUGHT BETWEEN
MOTIVATION AND REACTION

Artists And Global Insecurity Google the topic global insecu-
rity and you will find the following: The current flow of migrants
across borders in the Middle East, Europe, and the US, is fuelled
by war, a changing climate, and economic despair. Disputes
over boundaries, natural resources, and ethnic and religious ten-
sions are invigorating terrorism and incenting military build-up.
The rise of China and the influence of Russia from Ukraine to
Syria are both defining signs of these uneasy times. Meanwhile, ~Pern#a Xensur-LLmmt
smaller powers lacking in military might, are emboldened by the ~Regina Hellwig-Schmid
possibilities presented by cyber warfare. What's coming? Who  perenceypr, Hemauna

are the leaders who can vitalize economies, settle differences, Regensburg, Germany

and nurture peace? For a long time, | had misgivings about the

title ‘art/artists and global insecurity’; it was so ambivalent, so sweeping, and so very trendy too.
And so, as an artist and curator, my presentation of a number of exhibitions of art in this field of
tension inbetween motivation and reaction will be the very personal approach, with many ‘per-
haps's’ and much seeing both sides.

The artist creates his work. For him the creation of art, his life and his profession are one, there is
no separation, only various possibilities of articulation, for example painting, installations, texts,
films, music or performing. The artist works from compulsion — irrespective of where or under
what circumstances he is living. He can work in freedom or in prison, he can work in public or
in secret. Artists working in various disciplines work in very differing ways and also, of course,
for differing audiences (for example architects are at present increasingly involved in designing
and developing living accommodation for refugees). Because of the complexity of the subject, |
intend to confine my remarks to the fields of the visual arts and performance.

Artists are generally very receptive and sensitive beings and so often act as seismographs for
social developments. They are perhaps often the first to sense the rumblings in society and
in the world and have the ability to portray these. In this way they seem predestined with their
works to provide society with answers to questions and doubts, since they themselves have to
endure this world and process it.In most cases art is free and not earmarked for specific pur-
poses, the viewer is free to add his own personal experiences and emotions, the critic free to
make evaluations and the art historian to create references.

'Political artists’ are driven by a completely different motivation. They work with politics and
current events and all topics which are relevant to society such as the environment, terrorism,
climate change. Their personal or collective motivation is to draw the immediate attention of the
viewer and of society to events that are happening and to bring about change, perhaps even to
make the world a better place.

However, it is estimated that only 1% of art is political art or artistic political activism, such as
Guerrilla Art ActionGroup, FEMEN or Pussy Riot who are performing as a direct reaction on
politics or society. This would mean: the remaining 99% are creating art in a studio or open air,
which does not imply that this art is apolitical or that it is neither politically nor socially motivated.
The depiction or use of apparently beautiful motives in art, even floral still life motives can have
a higher political meaning, since in particular flowers or their portrayal have often been instru-
mentalized by rulers and also by revolutionaries.



Mahapcku ymeTHrYKK nap JlopuHu, Bopcoc je oBo npeamBHO mnyctposao y ceom geny ,Je-
3uk useha” (2014). Bena pyxa je cMM60N NOKpeTa OTNOpPa HALMOHAN-COLMjanUamy, LpBEHH
KapaHdun je LBET NeBnyapa, MMMo3a je LiBeT MeflyHapoAHOr NMoKpeTa *KeHa, Aok je CeBepHa
Hopeja ycBojuna 6eroHujy kao cumbon HaunoHanHe Mohu.

Ceham ce gena Munete Mpoaarosuha ,Jlentupmn” (2001). MNMpeansHu NenTMpK Ha Ymjoj nenoj
MOBPLUMHHM, aKO Mak/bMBO rnefare, MOKeTe NPUMETUTH HACITMKaHe HajoKPYyTHWje aorahaje M3
LpeBHE UCTOpHje. YIKac ynakoBaH y NenoTy W Hajy3BULLEHU]y ecTeTUKY. Moje Mywbetse je aa
je 0BO BUCOKO nonuTtuaoBaHa ymeTHocT. OBAe y Urpy ynasu jeaaH cy6Bep3nBHW MOMEHaT, Mo-
HeKkap, Wwyhsajyhn ce Ha CKOPO MYyYKM HauuH, fa 61 OHAA 3acTao y rpy M Nocnao HensbekHy,
jacHy nopyKy rnegaody.

Benuku 6poj ymeTHUKa paau Ha oBaj HauuH, Aajyhm oarosope Ha rnobasHy HECUIYpPHOCT U Te-
popv3am. Y cBakoMm cry4ajy, Tako 6ap paae CBM OHM YMETHULIM Koje CaM yrno3Hana TOKOM Ay-
ror Hu3a rogvHa [JoHymeHta pectnana y PereHc6ypry. CoumrononmTmyKka nopyKa Kojy warby
ymeTHuuM [loHymeHTe je BeoMa jacHO MCKa3aHa Kpo3 nanoxby ¢otorpaduja ,14x14 — JTnunu
cTaBoBM”, KOje CMO NpuKasanu oeae, y Hosom Cany 2014. roguHe, y Mysejy caBpemeHe ymeT-
HOCTH.

Takohe 6ux wenena aa cnomeHem MnapgeHa MusaHosuha M3 BocHe u XepuerosuHe U He-
roB npojexar ,Ja cnymum ymetHocTH” (2006/2007). OH ce ocnoboano ceoje BojHe CryHbe u
patoBama y Harbanyykoj KacapHH, Koja je KacHWje nocTana erosa akagemuja ymetHoctu. U
TO HEroBO JIMYHO MCKYCTBO M Ta NpoMeHa unu, 6ore pehu, faBarbe HOBe CBpXe TOj 3rpaau
NPWUCYTHO je y 0BOM YMeTHWYKOM Aeny. Morna 6u1x joln focTa Tora Aa cTaByMM Ha OBY JIUCTY, anuv
6vx cafa wenena fa nocBeTUM May refaoLly.

M3 mMor ncKycTBa, NoceTUOLM U3NoKOU carneaBajy v AOKMBIbABAjy pasHa yMeTHWYKa Aena,
6u1na oHa NoNIUTUYKA UM NOTNYHO HEMONMUTUYKA, NOTNYHO paanuunTo. Takohe je TayHO fa Aena
ca NoSIUTUYKUM MOTUBMMA, MM [ieNa KOHTEKCTyaslHO 3aCHOBaHa Ha HEKOM MOSIMTUYKOM [,0-
rahajy rnefaoum Mory cxsaTMTW Kao NMOTMYHO arnosIMTUYHa.

OBo je no6pa cTBap 3a Moja ,MoKAa", MOj ambrBareHTaH ogHoC 1 Mojy y6eheHocT fa je cae
Yy YMETHOCTK BeoMa CybjeKTUBHO.

[MTo MOM MHLWIbErY, peanHoCT U MawTa Mory Beoma cpehHo napanenHo Aa KoersaucTupajy y
KpeaTMBHOM CBETY a fa Ce HMKaAa He CpeTHy. Y UCTO BpeMe, fbyAu MOry Aa AoXMBe crnac u/
WK yTeXy, Kao 1 CTPax W yKac nopg yTuuajeM HajpassiMinThjux Aena, na YaKk u us UcTor gena.

YMeTHUYKa fena cy cTBapaHa y cBUM A06uMma, y Ao6a Mrpa 1 NpocrnepuTeTa, Kao 1y cMpo-
MalLUTBY, paTy, Tepopy U rnobanHoj HeCUrypHOCTU. YBEK Cy NMOoCTojann YMETHULM Koju Cy ce
XBaTanu y KolTal, ca TeWK1UM Temama NnomnyT para, Kao LWTO Cy Y UCTO BpeMe NocTojanu ymeT-
HULM KOjW CYy Ce KOHLEHTPKUCaNM CaMo Ha NpUKasuBake J1enor.

MocTaBrba ce NUTakbe WTa HaM BULLE MPYHKA yTeXy y TEWKUM BPEMEHUMA, NMOSIUTUYKK aHramo-
BaHW YMETHULM U aKTUBUCTH, OHKW KOjW Hac Bombapayjy MCTUHOM, UIIM OHW YMETHULM KOjU HacC
pa3mase, a MoHeKan, 1 yrbyrbKajy ,ienotom”?

Ko 3Ha, ja 3anpaBo HeMaM 0roBOp Ha TO NUTakLE.

He MOry Aa oaAroBOopvM Ha nUTake Aa n je o4 9/11 61no BULWE NONUTUYKM MOTUBMCAHMX
YMETHUYKMUX aena v ga nm cy yMeTHmMUmM BuLlLe pearoBasauv Ha noiMTu4Ke p,orahaje, Tepop u par.

Ja camo nmam ocehaj na jecy!

TpHuwTE YMETHOCTH FOBOPU APYrvM JE3UKOM U Y HeMy je anconyTHo Moryhe yTBpAMTH Aa cy
HacTane MHore umuTaumje potorpaduja. Crnvke rbyam Koju cy ce bauanu ca 3arpagay nnaMmeHy



The Hungarian artist pair LORINC BORSOS illustrated this magnificently in their work ‘Lan-
guage of Flowers’ (2014). The white rose of the resistance movement against national social-
ism, the red carnation, the flower of the left-wing, the mimosa is the flower of the international
womens ‘movement and North Korea has adopted the begonia as symbol of national power.

| can remember Mileta Prodanovic’s work ‘Butterflies’ (2001). Wonderful butterflies on whose
beautiful surface when one looked closely were depicted the most cruel events of ancient his-
tory. Horror was packaged in beauty and the highest aesthetics. In my opinion this is highly
political art.

Here is a subversive moment coming into play, sometimes tiptoeing-in in an almost tantalizing
manner and then remaining stuck in the throat, in order to provide an inimitably clear message
for the viewer.

A large number of artists work in this manner, giving answers to global insecurity and terrorism.
Certainly all those artists | have met in the many years of the donumenta festival in Regensburg.
The sociopolitical statement being made by the donumenta artists was made very clear in the
photo exhibition ‘14 x 14 — Personal views' which we showed here in Novi Sad in 2014 in the
Museum of Contemporary Art’.

| would also like to mention Mladen Miljanovic from Bosnia & Herzegovina with his project ‘|
serve art’ 2006/2007. He absolved his military and war service in the barracks in Banja Luka
which later became its academy of art. Both this personal process and also the alteration or
better the repurposing of the building have been dealt with in this work of art.

| could continue the list for ever, but | would like to now focus on the viewer.

My experience of visitors to exhibitions is that their viewing and their art experience of various
works, whether political or total unpolitical, are as differentiated as the works themselves. It is
also true that works which are politically motivated or are contextually based on a political event
may also be interpreted completely apolitically by the viewer.

This is a good thing for my ‘perhaps’s’ and my ambivalence and for my conviction that in art
everything is very subjective.

In my view, reality and imagination can quite happily co-exist in the creative world on a parallel
without ever converging. At the same time, people can experience salvation and/or consolation
as well as fear and terror from the most differing or even from the same portrayal.

Works of art have been created in all times, both in peace and prosperity as well as in poverty,
war, terror and global insecurity. There have always been artists who have grappled visually with
difficult and cruel subjects such as war, just as at the same time there have been artist who have
concentrated completely on the portrayal of beauty.

The question perhaps arises as to what is more likely to give us consolation in difficult times, the
political artists and activists, those who bombard us with truths, or those artists who spoil us or
sometimes even lull us with ‘beauty’?

Who knows, | do not really have the answer.

| cannot answer the question as to whether since 9/11 there have been more politically moti-
vated works of art and whether artists have reacted increasingly to political developments, terror
and war.

| have only felt that this is so!
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nnu pasopeHor CeeTcKor TproBuHcKor LeHTpa. Mnu An Bensew, Koju je cBOjUM TeNOM NpuKa-
320 MPTBOI Ae4aKa, KaKo JIeKM Ha MNamK, MLeM OKpeHYTUM NpemMa nocmaTpasy.

Kapa rnepanau, nobpo nornena HeKO YMETHUYKO A0 OHO ra moxe ycpehutu, nako he nu-
Tarbe eCTeTUKe YBEK 0CTaTM OTBOPEHO jep je YKYC jedHa cybjeKT1MBHa cTBap.

YMeTHUYKa aena U YMeTHWULM Cy Y OAJIMYHO] NO3ULMIU Aa HEKe [OHEKIe TellKe TeMe yYuHe
naklle CXBaT/bMBMM M Aa ibyAumMa omoryhe npucTyn pasnuyMTuM Taykama rreauwta v pas-
NWYUTOM 3Hahy. Ha Taj HauMH, yMETHOCT YeCTO MOXe Aa NOMOrHe Jbyanma Aa 6ore pasymejy
CBETCKY Kp13y, a MOXAa 1 Aa je nakuwe npesasuhy.

McKkpeHo ce Hagam da He MOCTOjM HULWITA WTO CBET M Aorahaje MOXe Aa YYMHU NaKle pas-
YM/BUBKUM Hero fobpa ymeTHOCT, 6€3 063Mpa Ha KOHKPETHY AMCLMMNIUHY, MOPEKNIOo, 3BOp, 6e3
063K1pa Ha TO KO je HeH ayTop, KOr je OH Nosia U HaUMOHANHOCTH. YMETHOCT MOe Aa Y4MHKU Aa
3acTaHeMo Ha TPeHyTak, y*nBamo y cpehu 1 pasymeBarby, anv oHa HMUKaga Hehe BUTH y cTarby
Aa 3aycTaBu ToK gorahaja.

Kako je Cysan CoHrtar jeaHom pekna: ,YMETHOCT je MCKYCTBO, @ He OAroBOp Ha nuTakse”.

Peruna Xensur LUMHT je ymeTHML, KypaTop. Paau ca pasnvuntum megumjuma: MHcTanauuje,
ClMKarbe, LpTame, neppopmanc. Op 1986. roanHe yuectsoBana je Ha 6pojHUM CaMOCTaSTHUM
nanoxbama: Hemauka, Benruja, MNomscka, Cpbuja, LLBajuapcka, Upcka, CAL, OaHcka, Ayc-
Tpuja 1 Byrpacka. HbeHn papnoBu ce Hanase y MHOTMM jaBHWM M MPUBATHUM KOMeKLMjama.
Op 1992. 6vna je UHULMJATOP M KypaTOp MHOMMX MHTEPHALMOHAMNMX KYNTYPHMUX NpojeKaTa,
crneuujann3oBaHuxX 3a AyHaBCKKW pernoH: 2000 Pax Danubiana, UHTEpHALMOHANHA YMETHUYKH
1 M1poBHK npojekart, 2001-2003. MHTepHaLMOHanHa KOHpepeHLMja O YMETHOCTHU U KYNTypH
PereHcbypr/Beorpaa, 2003-2012 Donumenta — UHTepHaLMoHanHu ¢pecTrBan yMETHOCTH U
KynType noayHaBcKor pernoHa y PereHcbypry vta. [Jo6uTHULA je BPOjHUX NpU3Hara W Ha-
rpaga. Hueu u paaun y PereHc6ypry, Hemauka.




The art market however, speaks another language and there it is absolutely possibe to deter-
mine that very many gimmicky photographs have originated. Pictures of people who have thrown
themselves from burning towers or from the devasted Ground Zero. Or Ai Wei Wei as he imi-
tated with his body the dead boy on the beach only with his face towards the viewer.

The viewer who takes a good look at art can certainly achieve happiness by it although the
guestion of aesthetics will always remain open as taste will always be subjective.

Works of art and artists are in an excellent position to make somewhat difficult contexts under-
standable and to enable people to have access to different points of view and knowledge. In this
way art can often help people to understand world crisis better and perhaps to overcome them.

| sincerely hope that there is nothing which can make the world and events easier for us to
understand better than good art, whatever discipline, origin, source, by whoever it has been
created, their gender or nationality. Art can make it possible to stop for a moment, to enjoy hap-
piness and understanding, but it will never be able to stop the course of events.

As Susan Sonntag once said: ,Art is an experience, not the answer to a question®.

Regina Hellwig Schmidt is an artist and a curator. She works with various media: installation,
painting, drawing, performance. Since 1986, she has participated in numerous solo exhibi-
tions: Germany, Belgium, Poland, Serbia, Switzerland, Ireland, the USA, Denmark, Austria, and
Bulgaria. Her works have been exhibited in many public and private collections. Since 1992
she was the initiator and curator of many international cultural projects specialized in the Dan-
ube region: 200 pax Danubiana, international art and peace project, 2001-2003 International
Conference on Arts and culture Regensburg / Belgrade, 2003-2012 donumenta - International
Festival of Arts and Culture of the Danube region in Regensburg, etc. She has received numer-
ous honors and awards. She lives in Regensburg (Germany).
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JABHA YMETHOCT, MEMOPHUIA
U UAEHTUTET Y CABPEMEHUM OPYLUTBUMA: CJTYHAI
TEMULLBAPA

JaBHa ymeTHOCT MMa Hekux cneunduryHocTH y nopefery ¢ ymeTHowhy yumja je HameHa fa 6yne
u3naraHa v fa joj ce AVBMMO y 3aTBOPEHOM MPOCTOPY, Y ranepujama, My3sejuma 1au npusar-
HWM 36MpKama. JaBHa yMeTHOCT ce cTBapa Aa 6u 6una npucTtynayHa ceuma. HbeHo cTBapatbe,
npoayKLumja v NocTaB/barbe UCTOBPEMEHO 3aBUCE O/, MHOMMX APYriX GaKkTopa, a He Of, HheHor
ctBapaoua. bynyhu aa ce jaBHa ymMeTHOCT nocTassba Ha MECTY yKpLUTara NyTeBa yMETHUKa,
Hapyuunaua, opraHa Koju ynpaesbajy jaBHUM NPOCTOPOM, LUIMPE JaBHOCTU UTA., HEHO Npoyya-
Bake Nomaxe Ja ce cxsaTe MHOTM BaHW acrneKTW ApyLITBa Yy LefiMHK y oapeheHoM BpeMeH-
CKOM nepuogy.

Y TeKcTy Koju cneau, HepaBHa TpaHcdopmaLuuja y AOMEHY jaBHE YMETHOCTU Yy jedHOM Of
Haj3Ha4ajHUjUX PYMYHCKWX rpagoBa — TemuwBsapy — 6uhe yKpaTKO pa3amoTpeHa, Npu Yyemy
hemo rpy6o ynopeautu aBa BpeMeHCKa nepuoga: nocnefre ABe AeleHnje KOMyHUCTUYKOr
pemxuma u epy noctkomyHuama.! Kacuuje he ce dopmynmcartm ocHosHa xunotesa.

3a Bpeme ayTopuTapHor pexunma y PymyHuju 70-ux u 80-ux roguHa npoLwinor Beka, 3ax-
Basbyjyhn KNnacuyHoj LeHsypu u ayToueHsypwl? y o6nacti KynType, pekpeaTMsHa W aexKopa-
TMBHA $yHKLMja jaBHE YMETHOCTH 3aMeHKUNa je MEMOPUjanHy WU MAEONOLWKY GYHKLM]Y YMETHUY-
Knx gena m3 50-mx n 60-ux ropmHa. MemopujanHa npMpoaa jaBHe YMETHOCTH Yy NOCNeAHHUM
AeLeHnjama CoLMjanIMCTUYKOr pexnma 3HaTHO je n3bnepena v yctynuna Mecto HeyTpasHHu|oj,
YMEepEeHW|jo] MAEOOLWKO] NOPYyLM Koja je HOCUNa MakW MOMMTUYKK Haboj. YMeTHOCT 3anpa-
BO MOCTaje Henoys3paH MHCTPYMEHT OApHaBaka Wiysuje cnobope, Kao U ¢yHKLMOHMCAHA
ApywTsa. Ha npumep, Heka ymeTHHYKa Aena cTBopeHa y Temuwsapy 70-ux 1 80-mx rogunHa
NPOLUIOr BEKa yBOAE TEME Kao LITO Cy ,MajYnHCTBO” Unn ,mMnapoct’. Te Teme, Maga He HYyKHO
MAEONOLLKe, UNaK cy ofobpasanu na Yyak M NOACTULANN NMOUTUYKM MORHULM KaKo 61 ce Ko-
pUCTUNE Y KYNTYPHO] MPOAYKLUMJU — GUNMY, My3HLK, BU3YeNnHO] ymeTHOCTK. [1pema Tome, npes,
Kpaj COLMjanMCTUUKOr PEXUMa, CroMeHHLM (y Wwrpem cMUcny) nonpumajy nefaroLwky, anu 1
€CTEeTCKY ynory jep 1M je HaMeHa 6vna ga ynenuwajy cvBe COLMjaMCTUYKe rpajoBe CTporor
narnepa. MNowTo je BenrvKkK 6poj KX BMO NOCTABILEH MO NapKOBMMA OTBOPEHUM 3a jJaBHOCT,
HMXOBa MOpPYKa je Guna marbe ayTopuTaTMBHA, a BULIE cpaayHa v npujatHa. MNowTo ce Tv jaBHM
YMETHUYKM 06jEKTH MOry carfefaTv M3 pasnniyuTMX NepCreKTUBa U MOLWTO HUCY BUIKM OYmr-
nefHO NoBe3aHW ca KOMYHUCTUYKOM UAEONOrMjoM, OHU ce nocne 1989. 6e3 nKkakaux Npobrne-
Ma 3aZpKaBajy y jaBHUM MPOCTOPUMA.

Mocne pesonyuuje, y PymyHuju, Kao 1 y ApyrMMm nocTCOUMjANTMCTUYKUM 3eMibama, MHOMM
rpafaoBM NOABPrHYTM Cy MPOLECY MaTtepujanHor U CUMBONIMYHON peansajHupara, nocebHo
NPOMEHOM MMeHa ynuLa, YKnarkarem crioMeHrKa noceeheHnx oa6a4eHoM perunmMy 1num npo-
MeHOM QYHKLMje 3rpaja Koje Cy y BesiMKoj Mepu cumbonusoBane npespeHy npownoct. Ho-
puctehn ,MaAeHTUTET", MMaBHW KOHLENT APYLWITBEHUX HayKa U3 nocneamux aeleruja 20. BeKa,
yp6aHa nonutuka 90-ux je, Moxe ce pehu, yrnaBHOM npeacTaB/bana Hanop Aa ce KOHCTPyM-

[1] Hekw on nctpamunBaukmx peayntata Koju Cy 0BAe U3romeHu o6jaBrbenm cy y ,Public Art in Post-Socialist Romania. The Cases
of Bucharest and Timisoara " (,JaBHa ymeTHOCT y noctcouujanuctnikoj Pymyuju. Cnyyajesu Bykypewta u Temuwwsapa”) y MKusor
ymjeTHocTH, 6p. 94, 2014, n ,Public Art Between Past and Future " (,JaBHa ymeTHoCT namelly npownoctu n 6yayhHoctn”) y A. Nasea
(yp.), Arts, Society and Politics in (Post) Socialism, Temuwsap, WUT Publishing House , 2015.

[2] Muknow Xapactu, Koju je ONMPHO NUCAa0 O CTaTyCy yMETHUKA 38 BPEME COLMJanUCTUYKOT PEXMMA, TBPAM [a j€ YMETHUK 610
npuBunerosaH ceBe 40K Ce HeroB papj yKknanao y OKBUpe 3BaHN4YHEe wu,eonorwje uaa je ueHsypa nomajana CBe Mare BUa/bMuBa Kako
jy je 3amerbmBana aytoueHaypa (Xapactu, 1989).
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PUBLIC ART, MEMORY, AND IDENTITY
IN CONTEMPORARY SOCIETIES. THE
CASE OF TIMISOARA

Public art has some particularities, compared to the art meant
to be exhibited and appreciated indoors, in galleries, museums
or private collections. Public art is created to be accessible to

everyone. In the same time, its creation, production, and place-
ment depend on many other factors than its creator. Because

AHgpea Jlazea
Andreea Lazea

public art is placed at the junction of the artist, the commissioner,

the administrators of public space, the general public and so on,
Temuwsap, PymyHuja

studying it helps grasping important aspects of the whole society  7;,coara Romania

during a certain period of time.

In the following, the recent transformation in the field of public art in one of the most important
Romanian cities — Timisoara — will be briefly discussed and two periods of time will be broadly
compared: the last two decades of the communist regime and the post-communist era. The
main hypothesis will be subsequently framed. During the authoritarian regime of Romania in
the 1970s and 1980s, based on both classical censorship and self-censorship in the field of
culture, the re-creational and decorative function of public art substitutes the memorial and
ideological function of previous artworks of the 1950s and 1960s. The memorial dimension of
the public art during the last decades of the socialist regime has much faded in favour of a more
neutral message, moderate and less politically charged. Art became an instrument of maintain-
ing the illusion of freedom, a precarious one in fact, and the functionality of the society. For
example, some artworks created in Timisoara in the 1970s and 1980s introduced themes such
as ‘motherhood’ or ‘youth’. These subjects, while not necessarily ideological, were nevertheless
agreed and even encouraged by the political power to be used in the cultural production — cin-
ema, music, visual arts. Therefore, during the late socialist regime, monuments accomplished a
pedagogical role (in a general sense) and an aesthetic one, as they were also meant to embel-
lish the austere, grey socialist city. Due to the fact that many of them were installed in public
parks, their message was less authoritative, but somewhat cordial and agreeable. Therefore,
because many of the public art objects from that period could be understood and interpreted
from different perspectives and were not manifestly linked to the communist ideology, they re-
mained standing without any inconvenience after 1989.

In the aftermath of the Revolution, in Romania as well as in the other post-socialist countries,
most of the cities have been subject of a material and symbolic redesigning process, particu-
larly by means of change of street names, removal of monuments dedicated to the disavowed
regime or refunctionalization of highly symbolic buildings associated with the disdained past.
Employing a chief concept from the social sciences during the last decades of the 20th century,
‘identity’, it can be stated that urban policy in the 1990s was mostly an effort to construct or
reconstruct a collective identity, and commissioning public art was one of its most visible and
significant vehicles. Removing statues, monuments, memorials that commemorate or celebrate
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e MU PEKOHCTPYMLLE KONEKTUBHU MAEHTUTET, a jaBHa YMETHOCT No HapyLbu 6una je jenaH
0, HeroBUX HajBUASBUBH]UX M HAj3HAYAJHU]UX MHCTPYMeHaTa.

YKnarbarbe ctatya, CoMeHMKa M MemMopujana nocTaB/beHWUX ¥ 3Hak ceharba nnun y cnasy co-
LMjannCTUYKKX Nnaepa, aorahaja v BpeAHOCTH, CBaKaKo je NpeAcTaB/basio rect oadaumBarba
MpPCKe npownocTh. MIcTo TaKo, jaBHe Win NpMBaTHE MHCTUTYLM|E TPaMkuie Cy Aa UM Ce M0 Ha-
pyL6u n3pane HoBa yMeTHUYKa dena noceeheHa HOBUM MNKM CTapyUM NTMYHOCTMMA, Aorahajuma
n ngejama. Y TemuwBapy je, uamehy 1990. n 2000, ocamHaecT cnomeHnka noceeheHo 3Ha-
4ajHUM JIMYHOCTUMA WK HE3HAHMM jyHaLMMa fOKasHe Y HaLMOHAJIHE NPOLIOCTH, UCTaKHY-
TUM y 061aCTH HayKe, KHbUKEBHOCTH, YMETHOCTH MK NonuTHKe — nucuuma (@parso HontaH,
KoncTanTuH OuaroHosuum JNora, Kapmen Cunea), nonutuikum nuaHoctuma (Aspam Marky,
W. U. Bpatnany, kpams DepauHara, KopHenuy Konocy, EmaHyun YHrypeany), nHmersepvma
n npoHanasaunma (Aypen Baprnasan, Ctedan HapacaH, HopHenny Muknocu, XeHpu Ho-
aHga, Tpajan Jlopun Canarean, leopre Jleaxy, Momnununy Hukonay), KoneKTMBHUM xepojuma
(Cnomenuk penoprosarnuma y Baparany, Memopwujan nocseheH aHTUKOMYHUCTUYKOM OTMOPY
y Banaty, CnomeHuk HapoaHum xepojuma 1941-1945). AM61uMje Be3aHe 3a CNOMEHUKe Ha-
cTaBune cy aa xuse 1 nocne 2000, na ce y TemuwBapy Ha pa3H1MM jaBHUM MECTHMMA M0jaBUIO
HEKOJIMKO ApYyrux crnomeHuka (yrnaeHom cy To 6une 6ucte). Ha npumep, on 2009. no 2015. y
“Aneju BenvkaHa” y LleHTpanHom napky noctas/beHe cy 4ak 24 6poH3aHe 6ucTe.

MN360p NMYHOCTH KojuMa cy nocBeheHn CroMeHMLM OTKpMBaA fa je jaBHa yMEeTHOCT y 90-um
n nocne 2000. roaunHe, yrnaBHOM HOCUNA NevaTt JIOKaHOr U pernoHanHor cehana. BehuHa
CMOMEHUKa CNaBHUM NIMYHOCTUMA W3 FapHUTYpE PerMoHanHo 3HayajHuX nojeauHala nocra-
B/beHa je Ha MecTMMa TECHO NoBe3aHWM Ca HUXOBUM NPOdECUOHANHUM W MPUBATHUM HUBO-
TOM, Ha MPUMEP, UCTIPE, HUXOBKX LOMOBA UM MHCTUTYLM]a Y Kojuma cy paaunu. [Npema Tome,
nocne 1989, ApylITBO je NOKYyLIano Aa ce NOHOBO MOBEXe ca 3aHemapeHoM npownowhy, Aa
nospatu cehara, noHoc 1 ocehaj concTBeHoCTH, ocehaj naeHTUTETA.

Mapa npuxsatam aa (Pe)KOHCTPYKLUM|a MAEHTUTETA NPeaCcTaB/ba yobuyajeHn noayxsaT HaKoH
Ayre AVKTaType, TBPAMM Aa je CHaXaH 3a0KpeT npema npoLiocTH Y OMEHY jaBHE yMETHOC-
TW Takohe MoKyLwaj Aa ce CMarbh KONEKTUBHA aHKCMO3HOCT Be3aHa 3a capallhocT W 6yayh-
HocT. [la 6ux pa3suna oBy xunoTeady, no3sahy ce Ha Majkna PayteH6epra, aHTpononora Koju
ce npeTexHo 6aBu Temama Hacneha u 6aBrberba Hacnehem, Kao 1 Ha HeroBy TeOpHjy aa je
npesuwe Hacneha 3Hak KonekTMBHe aHKcMo3HocT. M. PayteHbepr ynyhyje Ha Bnagumupa
JaHkeneswha, Koju y peny ,Llrréversible et la nostalgie " (,HenoepaTHo u HocTanruja”), s
1974. roaunHe, TBPAM Aa je PEKOHCTPYKLMja MPOLWNOCTM cumnTom ocehaja rybuTKa, Koju ce He-
MWHOBHO jaBJba MPUIIMKOM Cyo4yaBarba C HEMoBpaTHOM NpupoAoM BpemeHa. LLlTasuwe, kako
nokasyje M. PayteHbepr, rnobanvnsauuja Hamehe 1 jegaH gogaTHy cTpax — cTpax o4 rybuTra
npeHTuTeTa, ocehaja npMnNagHoOCTH AaToj 3ajeAHUUN. Y TUM yCNoBMMa, AaHallHe MHTEH3UBHO
6aB/bere HacneheM je peaKumja Ha caBpeMeHy CUTyaLMjy, MOKyLa] Aa Ce 04yBa W KOHCOMK-
Ayje yrpomeHu KonekTueHu naentutet (Payten6epr, 2003).

Bpahajyhu ce y coepy jaBHe ymeTHOCTH 1 nopeherba criomeHuKka y TemuwBapy npe 1 nocne
1989, MOXeMO eKCTpanonuMpaTv OBaj apryMeHT U carnefati HeroBy jaky MeMopHjanHy au-
MEH3Mjy U3 NepcrneKTUBe HEeM3BECHOCTU M aHKCUO3HOCTU Koje, MoxeMo pehun, KapaKkTepu-
wy PymyHujy nocne 1989. Cyouenn ¢ HeoapeheHom u agsocmucneHom 6ynyhHowhy Koja ce
HaaBuWna Hag Hac novyeTkoM 90-mx K nocne wux, byayhHowhy y 4mnjoj je no3aanHKU eKOHOM-
CKa KpK3a, CcTpax o4, TepopM3Ma, KOMMIIMKOBaHW MefyHapoAHM OAHOCH Yy PEFMOHY UTA., jaBHA
YMETHOCT HacTOju a CMarbh aHKCUO3HOCT. YKOTB/baBareM HecTabunHe cafallboCTH Y YBp-
CTO T/10 MPOLLUMOCTH, CNIOMEHWULIM MOTY AOMPUHETH KONEKTUBHOM Haropy ApyLITBa Aa NOTUCHE
HEeM3BECHOCTH M KpeHe Hanped. Mnu aa ctoju y mecTy...



socialist leaders, events and values was, of course, a gesture of denouncing a hated past. Also,
new artworks dedicated to new or old figures, events or ideas were commissioned by public or
private institutions. In Timisoara, between 1990 and 2000, eighteen monuments are devoted to
important figures or anonymous heroes of the local and national past, relevant to the scientific,
literary, artistic, or political field — writers (Franyo Zoltan, Constantin Diaconovici Loga, Carmen
Sylva), political figures (Avram lancu, I.C. Bratianu, King Ferdinand, Corneliu Coposu, Emanuil
Ungureanu), engineers and inventors (Aurel Barglazan, Stefan Naddsan, Corneliu Miklosi, Henri
Coand4, Traian Lorin Salagean, Gheorghe Leahu, Pompiliu Nicolau), collective heroes (Monu-
ment of the Deportees in Baragan, Memorial of Anticommunist Resistance in Banat, Monument
of the National Heroes 1941-1945). The memorial ambition continued after 2000 and several
other monuments, generally busts, materialized in various public spaces in Timisoara. For in-
stance, from 2009 to 2015 the “Alley of great figures” in the Central Park gathered not less than
24 bronze busts.

The breadth of the significance of monumentalized figures reveals that public art in the 1990s
and 2000s carries mainly a local or regional memory. Most of the celebrated figures form a suite
of regional important persons, whose monuments are installed in places strongly related to their
professional or personal life, such as in front of their homes or work institutions. Therefore, after
1989 the society tried to reconnect itself to a neglected past, started to remember, to re-gain
its pride and sense of itself, its identity.

While accepting that identity (re)construction is a commonplace undertaking after a long period
of dictatorship, | will further argue that the intense recourse to the past in public artworks is
also an attempt to reduce collective anxieties about the present and the future. To develop this
hypothesis, | will follow Michel Rautenberg, an anthropologist working mainly on the themes of
heritage and heritagization and his theory regarding the excess of heritage as a sign of collective
anxieties. M. Rautenberg refers to Vladimir Jankelevitch who argues in his book “LIrréversible et
la nostalgie” that the reconstructions of the past are symptoms of the feeling of loss, which is in-
evitable when facing the irreversible nature of time. Moreover, as M. Rautenberg demonstrates,
the globalization adds an additional fear — that of losing our identity, our sense of belonging to a
given community. In these circumstances, the intense heritagization of today is a reaction to the
modern condition, by preserving or consolidating a threatened collective identity (Rautenberg,
2003). Returning to the field of public art and to the comparison between pre and post-1989
monuments in Timisoara, we can extrapolate the argument and approach its strong memorial
dimension in relation with the uncertainty and anxiety that arguably characterized the post-1989
Romania. In the face of an indeterminate, ambiguous looming future at the beginning of the
1990s and later, on the backdrop of economical crisis, fear of terrorism, challenging interna-
tional relations in the region and so on, public art strives to relieve anxieties. By anchoring the
unstable present in the firm ground of the past, monuments try to contribute to the collective
attempt of the society to repress uncertainties and to move forward. Or to stand still....

Turning to works of art that do not belong to the public field, but also appeal to the past, such as
paintings and collages of Romanian artists Adrian Ghenie and Tara von Neudorf among others,
the same hypothesis can be advanced. It seems like a similar unease with the present brings
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Ocephyhu ce Ha ymMeTHWYKa Aena Koja HUCY y jaBHOM AOMEHY, aiu Cy UCTO Be3aHa 3a npo-
LUSIOCT, Kao WTO cy, M3MeRy oCcTanumx, CIMKe 1 Konamm pyMyHCKUX ymeTHWKa AgpuaHa leHrea um
Tape BoH Heynopd, Momxemo M3HeTH UCTY xnnoTesy. YnHu ce fa ncTta HenarogHoCT y 04HOCY
Ha cafalikboCT HAaBOAM HEKe YMETHUKe [a Ge Y CBOjMM AennmMa 3HavajHo okpehy TpaymaTCKoj
MPOLNOCTH, C MPOHHWOM MNIM Ha BeoMa 036uibaH HaunH. OHM ce No3uBajy Ha NIMYHOCTH U
norahjaje M3 NPOLLIIOCTH KOjU CYy Y BENIMKO] MEPU YTULLANIM MM OAPEANNN CaAaLLHOCT Y KOjoj
MMBMMO U KaKkBY BUAMMO, AONPUHOCERN HALLIMM aKTyeNIHUM aHKGMO3HOCTMMA W CTPaxoBMUMa.

Ha pesnmupam, Mako jaBHa yMETHOCT CTasIHO XBaslM NMPOLIOCT, APYrY YMETHUYKKU MPUCTYMK
[0BOLE Y NMUTare U hby M kbeHe nocneguue. [a 6u ogrosopuna Ha M3a3oBe cafallrbOCTH,
YMETHOCT Ce MOe ONpeAennTh 3a cyoyaBare ca npownowhy v heHrM gyxoBrma.
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some artists to extensively refer to a traumatic past in their works, ironically or in a very serious
way. They invoke past persons and events that highly influenced or determined the present such
as we live it and perceive it, contributing to our current anxieties and fears.

To summarize, while public art recurrently praises the past, other artistic approaches are instead
questioning it and its consequences. In order to face the challenges of the present, art can
choose to confront the past and its ghosts.
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APXUBCHKA NIPO3HULA HA NMPUMEPY CAPAOBE MY3EJA
UCTOPMUIE JYTOCNABUIE U CABPEMEHUX YMETHUKA

- NPOWOCT KAO CUTI'YPHO YTOYULUTE UJIK HOBO
NMONNIASULLUTE?

AmbuBaneHTHa npupoda apxua 6e3 Kora namherbe HWje Moryhe n 6e3 Kora je namhere
jeamHo moryhe cBe Buwe npuenaun ymeTHuKe. Hakr Oepuaa (Jacques Derruda) je nekoHCTpy-
ncao maejy apxusa nokasyjyhu y Kojoj je Mepu oHa HeoABOjuBa OA, NOAUTUYKE MOhKU K xere-
MOHMWje AprKaBe, Kao LWTO je naeja jaBHUX My3eja Heo4BOjMBa Of, NerMTumu3aumje naeonoruje
Ha BNacTW, OAHOCHO APKAaBHUX M HALMOHANHMX MONMTUYKKUX LuibeBa. Moxkgaa cnyyaj Myseja
nctopwuje Jyrocnaeuje YMHM NnocebHMM 6aLl TO WTO Herosa NonynapHoOcT U noceheHocT H1Cy
NPOU3BOL ApHaBHE KYNTypHe NonuTuke, seh je gowna onosno (bottom-up), a He opraHnsosa-
HO oA, cTpaHe ApraBe. bal To WTO KOHTpPOne HUje 6uUIO, jep oBakaB My3ej HUje 61O y POKyCy
envTe Ha BNacTW, na Tako Huje 6MNo HU cenekuunje MHPopmMaumja, nogataka M aptTedaKara,
CTBOPMIIO je jeAaH HOB nNpocTop cnobopae 3a My3sej Koju je ocHoBaH 6e3 jacHe naeje. BaxHo je
camo 6MNO PELNTH Ce HEMOKEIbHOM COLMjaNMCTUYKON U JyrOCIOBEHCKOr Hacneha — Kao WTo
je HenoxerbHO 61no 1 Hacnehe aHTUdawmn3ma Koje je bawTnHWo Myasej pesonyuuje, a Koje ce
y Hajsehoj mepu TMLano HapoaHoocno6oamnayke 6opbe y [lpyrom CBETCKOM paTty 13 Koje je
couujanncTuyka Jyrocnaeuja Hactana, passoja HomyHucTMuke naptuje Jyrocnaewje u pan-
HWYKOI NMOKpeTa — W FYPHYTK ra nog Tenux, Tj. y jeaaH Tapa HenoceheH 1 ckopo 3abopasrbeH
my3ej. Tpebano je 3aTpTh ceharbe, M3bpucatu unm 6ap M3amMeHUTH UcTopujy [pyror ceeTcKor
parta v ycTynuTi MecTo peBu3njn nctopuje. Tako Jyrocnasuja 3BaHUYHO NocTaje objeKart McTo-
puje ocHuBareMm Myaeja nctopmje Jyrocnasuje 1996. rogmHe, Yime ce NOTUCKYje Yy NPOLIOCT
6e3 MoryhHOCTM fa ce jyroCrioBEHCKO MCKYCTBO yrpagu y nonutury 6yayhHocTu, Tj. y npo-
uec obnunKkoBara nocTjyrocnoBeHckux gpywrtasa. OcHuBare My3seja HenocTojehe apxase,
cBera neTt rogMHa HaKOH HEHOTr pacnaja y Hajkpeasujem paty y EBponu y apyroj nonosuHm
ABafEeCeTOr BeKa, 610 je MCKIbYYMBO MOJIMTUYKKM YKMH, HUKAKO NocrieauLa NpoMULLIIbaka Hiu
KYNTypHe MONMTMKe, a NoHajMare *e/be 3a My3eanusauujoMm Jyrocnasuje v coLMjanmcTmy-
Kor Hacneha. Anun NOTUCHYTK cafpiaj Herae mopa ekcnnoaupatm! M ekcnnoampao je Kpos
pasnnunTe YMETHUYKE MpaKkce — yMeTHULE, YMETHUKE W YMETHUYKe rpyne HacTane Hajyelwhe,
anun He HYXHO, Ha TepuTopUju BuBLLEe JyrocnaBuje HaKoH beHOr pacnaga — Koje pedneKkTyjy
jyrOCNOBEHCKY MW MOCT]yrOCNOBEHCKY TPAH3ULIMOHY PEanHOCT.

Tesa Tepuja CmuTa, TeopeTryapa U UCTOpHUYapa yMETHOCTH, KOjU Mojam ,CaBpemMeHa ymeT-
HocT" ynoTpebrbaBa Kao 03HaKy 3a YMETHOCT y Bpeme rnobannama, TpaHsuumje 1 EKOHOMGC-
Ke Kpu3e Ha NoYeTKy HOBOI BEKA, Ka0 U CaBpeMeHe Teopuje caBpeMeHe YMETHOCTH Koje Cy
npelunie ca KoHuenaTta UCTopHje YMETHOCTH Ha KOHLENTe CTyAuja KynType U NoIuTUKe, cMa-
Tpajyhu Aa caBpemMeHa yMETHOCT BMLIE HEMA OAHOC NMpemMa UCTOPUjU U UCTOPHjU YMETHOCTH
Beh npema KynTypanHMM KOHTEKCTMMa W reorpadCKUM cuTyauumjama, notephyjy npakcy My-
3eja ucTopuje Jyrocnaeuje y 4MjuM KoneKkuujama CBe BULLE YMETHWKA TPaku nonasuiuTe 3a
cBoOje pafoBe, UcTpaxyjyhu meflypenaumje ymeTHoCTH M ApywTBa. Y Bpeme rnobanHe TpaH3u-
LMje, y CBETY Y KOME He NMOCTOojU cTabunaH ApPYLITBEHH, KYNTYPHU, Na HA YMETHUYKK NOPEAaK,
3a passfiMKy 04, ApPYrux CoLMjanncTUYKMX 3eMarba HakoH napa BepnuHckor anaa, Jyrocnasuja,
Tj. HbEHE ApPMKABE HACNEeAHULE Y MOCTKOMYHUCTUYKY TPaH3uWLM]y yna3e HaKoH KpBaBor para,
YMMe Cy AOLATHO YCNOMHEHW OAHOCH YMETHOCTH M NMONIUTHUKE, KAO M YMETHOCTH W APYLUTBA.

Y nonapusoBaHoMm ApywTsy, onpeaenut ce 3a CPPJ kao nporpecuBHy, aHTWHaLMOHa-
NIMCTUYRY, aHTUALLMCTHYKY, KOCMOMONIMTCKY APMKaBy, HACYNMPOT HALMOHAMCTUYKMUM, 3a0CTa-
MMM, peTpPorpagH1M, TPAAULMOHAIHMM W NaTpujapxaiHuM ApyLWTBMMA ApKaBa HacnedH1La,



ARCHIVE FEVER IN THE CASE OF
COOPERATION OF THE MUSEUM

OF YUGOSLAYV HISTORY AND
CONTEMPORARY ARTISTS - PAST AS
A SAFE HAVEN OR A NEW STARTING
POINT?

"Tfs R .
Ambivalent nature of the archive, without which the memory [‘i, p
would not be possible and without which the memory is only
possible, increasingly attracts artists. Jacques Derruda decon- AHa na"’"”h
structed the idea of the archive, showing the extent to which Ana Fanic
it is inseparable from the political power and hegemony of the  seorpag, cpeuja
state, just as the idea of public museums is inseparable from Belgrade, Serbia
legitimizing the ruling ideology, i.e. state and national political
goals. What perhaps makes the case of the Museum of Yugoslav History really special is that its
popularity and number of visitors are not the product of state cultural policy. Instead, they came
from the bottom (bottom-up) and not organized by the state. This museum was not the focus
of the elite in power, so there was no selection of information, data and artifacts, but this very
situation where there was no control created a new space of freedom for the Museum which
was established without a clear concept. The important thing was to get rid of any unwanted
socialist and Yugoslav legacy, as well as any undesirable legacy of anti-fascism, inherited by the
Museum of the Revolution, which was mostly concerned with the national liberation struggle in
the Second World War, from which the socialist Yugoslavia was created, the development of
the Communist Party of Yugoslavia and the labor movement, and to sweep it under the rug, that
is put it in an then unvisited and almost forgotten museum. The idea was to suppress memory,
delete or at least edit the Second World War history and give way to a revision of history. Thus,
by founding the Museum of Yugoslav History in 1996 Yugoslavia officially became an object
of history, pushed into the past without giving us any opportunity to incorporate the Yugoslav
experience in the policies of the future, i.e. the process of creating the post-Yugoslav societies.
The establishment of the museum of a non-existent country only five years after its dissolution in
the bloodiest war in Europe in the second half of the 20 century was an exclusively political act,
not the result of reflection or cultural policy, let alone a desire for musealization Yugoslavia and
its socialist heritage. But the suppress contents must eventually explode! And it did, through
different artistic practice, female and male artists, and art groups, established mostly, but not
always, in the territory of the former Yugoslavia after its disintegration, reflecting the Yugoslav
and post-Yugoslav transitional reality.

The thesis Terry Smith, theorists and art historians, who uses the notion of “contemporary art” to
refer to art at the time of globalization, transition and economic crisis at the beginning of the new
century, and modern theories of contemporary art which moved from the concepts of art history
to the concepts of cultural studies and politics, considering that contemporary art does not have
a relationship with history and art history any more, but with cultural contexts and geographical
situations, confirmed the practice of the Museum of Yugoslav History whose collections are
including an increasing number of artists looking for a starting point for their work by exploring
the interrelationships of art and society. At a time of global transition in a world in which there
is no stable social, cultural, or even artistic order, unlike other socialist countries after the fall of
the Berlin Wall, Yugoslavia, i.e. its successor states enter the post-communist transition after a
bloody war, further compounding the relations of art and politics, and the art and society.



3Ha4M oA6aLnTM NOMMKY HaLMOHaNM3Ma, paTa U eTHUYKOr Ynwhersa, unm kako npodecop To-
nop Rymuh kame: ,Hyha useha nma apyraumju cmmucao 1980. n 2010. Ca npoToKkom BpemeHa
nocTana je BULWe3HayHa U NMPOMEHHO j0j Ce XxereMoHu cmucao... O6uhn Kyhy useha 1980-ux
3HauMIo je AeMoHCTpUpaTH nojanHocT noctojehem pexnmy CHJ, a gaHac je noceta UcTom
MeCTy BMLUE NPOTECT NPOTMB aKTyeNHOr pexunma.”

YMETHWULM KPO3 pasnuunTe yMeTHW4YKe npuctyne (MOMUTHUKA Y YMETHOCTH, MOMMTUYKE, aKTH-
BUCTHYKA, KPUTHYKA M CyBBEP3MBHA YMETHOCT) MCKaayjy CBOj aKTUBHM M KPUTHYKK CTaB npema
ApywTBy y KOMe *uBe. PasnuumTe nepcneKkTvBe Cy BUABMBE M Y LUMPOKOM PaCMoOHy Tema
Kojuma ce 6aBe peKOHTeKcTyanuayjyhu 3ajedHnuKy npownocTt. HeKknu ymMeTHULM AEeKOHCTPY-
vy 3BaHW4Hy uctopuorpadujy, nonyt MyntumenumjanHor ueHTtpa ,Jlea apT” Koju je HacTao
1993. n no paHac Tpaje naBoaehn NPoBOKaTUBHE, CyOBEP3NBHE U YBEK MOJIMTUYKK aKTyeNlHe
YMETHWYKe MHTEpPBEHLMje, 3amp3aBajyhin yMeTHOCT Kako 61 HeowTeheHa AoYeKana Heka HoBa
BPEeMeHa Koja Ha oBe NpocTope HUKako Aa cturHy, Cphan Bemosuh nokymeHTyje 1990-Te y
Beorpagay v cTBapa uMTaB jefaH apxuB KOjU OCNMKaBa AyX NoAesbeHOr rpaja y cneunpuyHom
KOHTEKCTY BpemeHa. AnekcaHapa [lomaHoBuh y cBOM ¢punmy npatu 6ypHYy UCTOPHjy MHTEPHET
LOMEHa .yU 4u1joj No3afuHu ce oaurpasa pacnag Jyrocnasuje. [lpyr1 yMeTHULM NOACTAKHYTH
“Mnyncuma Koje npoHanase y nuuHom ceharsy (Bpanko CraHojesuh nonaau of mecra Koje of,
LeTUHCTBA MMefa ca TeTKUHE Tepace Y 3BOPHUKY, Ha KOMe je HeKada cTajao HaTnuc ,MuBuno
TuTo" pyrayak 40 meTapa, Koju je TOKOM paTHUX AeBeAeCeTHX 3anyLTEH U YHULLTEH, U Ha Hera
noctas/ba TpMHaecT 6enux Kpyroea Koju Ha BpajeBom nucmy sHave ,TUTO", kao crmbon,
WMPpPY, CKPMUBEHY NMOPYKY, aHTUCTIOMEHWK 3a OHE KOjU BUAE, anv He pasyMejy U He noBeayjy,
3a OHe KOojM Koju Mopajy f.a noTpame OAroBope, anu Hajnpe Aa 3anuTajy camu cebe: LLita cam
padvo y paTy, a WTa y MUMpY KOju My je NnpeTxoamo? 3Haverbe oCTaje UCTO, CaMo je MUCMO
apyraduje. MUcmo Koje He NoaHaje HauuoHanM3aM 1 BepoucnosecT), unu oceharsy (TaTjaHa
Munowesuh Kpo3 MHCTanaumje 1 LpTexe y HanywTeHoj pabpuum ,Hosun gom”, kao crumbony
TOTasHe NPONacT W pacnaja POMaHTM30BaHOr naeana Hekaga MmohHe ApxaBse) No3vBajy Ha
LAPYLITBEHW OMjanior KPO3 MpUKas NMYHe W/MNK NMOpPOoAMYHE Mpuye Koja MocTaje napagurma
jeaHor BpemeHa v jeaHor npoctopa. Munuua Pakuh ce 6aBm nonutMkama poaHvx MOEHTUTETA
W NPeACTAaBOM MEHEe HeKaga M caja. TpaH3uLlMjy NPocTopa W NPOMEHE HMXOBOM 3HaYeHa,
KpO3 ofgHoOce mpucycTBa W oacyctBa npevcnutyje ymetHuua Coouja Cuneua ceojum ¢o-
Torpadujama Hekapawre TutoBe peanaeHumje Ha Bpronnma na cepuje Tuxum otoum, BpujyHu
— Cobe, nok Penara Momak (Pexuparse riymaua / pexuparbe ysjeperba) y CBOjUM pafoBuma
oTBapa NpPoCTOp 3a KOHCTPyWCarbe HOBMX HapaTuBa, oay3vmajyhv UM npumapHoO 3Haderse U
Hyaehu HoBO.

Yurasa jeaHa reHepaumja caspemerunx ymetHuka (Mapujan Lipranuh, Maptuna Monuh, Bopuc
LigjetaHosuh, Jaeua Mamskosuh, JaceHko Pacon, lopaHka Matuh, HaHeTt BaHrenn n MHoru
ApYry) 3a rofasHy TauKky CBOjUX PafoBa y3uMa UHAYCTPU|CKE MNej3ame WM MOAEPHUCTUYKA
apXMTEKTOHCKa ocTBapera uarpafeHa y nepuoay couujanmama. OHU COLMjANTUCTUYKK MO-
AlepHM3am BUAe Kao BpedHo Hacnehe M CBOjUM YMETHUYKMM pafoBMMa Kefe Aa apXUTEKTOH-
CKa oCTBapehba, Koja Cy Hekaaa buna Kiby4HU eneMeHTH caBpeMeHe UCTOpUje apXMTEKType
TuTtoBe Jyrocnasuje, a n3rybuna cy ¢oyHKLMOHANHOCT y NOCTCOLMjAJIMCTUHKO] CaAaLliHOCTH,
BpaTte y ®unBoT. Kpo3 cBoje pagoBe MOKyllaBajy Aa UM MpYyHe jol jeAHy MPUIIMKY 3a UHTe-
pakuujy ca cTBapHowhy M NOKPeHy jaBHY pacnpaBy O HMXOBO| AarbHO] CYABUHU. TuMe MH-
LYCTPU|CKM Nej3ax, Koj1 je HeKaZ cMaTpaH UCKIbYYMBO MOEONOLWKM NOA0O6HUM MOTUBOM, anu
He0BOSbHO YMETHUYKMM 3a MPUKa3nBake, caja NnocTaje nomesbaH MOTUB U MECTO OABHjara
pafrbe PeLeHTHUX YMETHUYKUX pafoBa.

CBe BULLE YMETHUYKKNX pafioBa HacTaje Kao pe3ynTaTt akTMBHOT Aujanora ca Mysejom uctopuje
Jyrocnasuje (MWJ), mysejckom 3rpafioM M MPOCTOPOM M MHOBATMBHOI MPUCTYNa My3€jCKOj



In a polarized society, to opt for Yugoslavia as a progressive, anti-nationalist, anti-fascist, cos-
mopolitan state as opposed to the nationalist, backward, retrograde, traditional and patriarchal
societies of successor states is to reject the logic of nationalism, war and ethnic cleansing, or
as Professor Todor Kulji¢ puts its the “House of Flowers has different meanings in 1980 and
2010. With the passage of time, it has become ambiguous and changed its hegemonic sense ...
touring the House of Flowers in the 1980s was to demonstrate loyalty to the current communist
regime, while today’s visit to the same place is more of a protest against the current regime.”

Using different artistic approaches (politics in art, political, activist, critical and subversive art),
artists express their active and critical attitude towards the society in which they live. Differ-
ent perspectives are visible in a wide range of topics dealt with by re-contextualizing common
past. Some artists deconstruct official historiography, such as the Multimedia LED ART Center,
created in 1993, performing to this day provocative, subversive and always politically live ar-
tistic interventions by freezing art to help it welcome undamaged some new times which never
seem to arrive to these areas. Srdan Veljovic documents the 1990s in Belgrade creating an
entire archive that reflects the spirit of the divided city in a specific context of time. Aleksandra
Domanovi¢ in her film follows the turbulent history of the internet .yu domain, in the background
of which the disintegration of Yugoslavia takes place. Other artists, encouraged by impulses
form their personal memory (e.g. Branko Stanojevic starts from a place he has been watching
from his childhood from his aunt’s terrace in Zvornik, where once stood the inscription “Long
live Tito” 40 meters long, which during the war of the 1990s was neglected and destroyed, and
places on it 13 white circles spelling TITO in Braille, as a symbol, a code, a hidden message,
an anti-memorial for those who see but do not understand and do not connect, for those who
need to seek answers, but firstly ask themselves: What was | doing in war, and what in peace
that preceded it? The meaning remains the same, only letters are different, the letters that do
not recognize nationalism and religion) or feeling (e.g. Tatjana Milosevic through her installations
and drawings in the abandoned factory of “Novi Dom" as a symbol of the total collapse and
disintegration of the romanticized ideals of the once powerful country) call for social dialogue
through the presentation of personal and/or family stories that become a paradigm of a time
and a space. Milica Rakic deals with policies of gender identity and the idea of a woman now
and in the past. Area transition and the change of its meaning through the relationships of pres-
ence and absence have been explored by the artist Sofia Silvia in her photos of Tito's former
residence on Brioni through the series Pacific Islands Brioni - The Rooms, while Renata Poljak
(Directing Actors / Directing Beliefs) in her works opens up space for constructing new narra-
tives while depriving them of primary meaning, and offering new one.

A whole generation of contemporary artists (Marijan Crtali¢, Martina Grlic, Boris Cvjetanovic,
David Maljkovic, Jasenko Brine, Goranka Matic, Zanet Vangeli and many others) take as a start-
ing point in their work industrial landscapes or modernist architectural works built in the period
of socialism. They see socialist modernism as valuable heritage and in their works of art en-
deavor to bring back to life architectural works which had once been the key elements of mod-
ern architectural history of Tito's Yugoslavia, but have lost their functionality in the post-socialist
present. Through their work, they are trying to give them one more chance to interact with reality
and initiate a public debate on their future fate. Therefore, the industrial landscape once consid-
ered a purely ideological motive, but not artistic enough to display, is now becoming a desirable
motive and venue of recent art works.

More artwork is created as a result of an active dialogue with the Museum, the museum building
and space, and innovative approach to the museum'’s collection with which to communicate. The
aforementioned work of Aleksandra Domanovi¢ “From yu to Me" (2013-14) is directly connected
with the Museum fund and was created in response to the first digital acquisition and virtual



KONEKLUMjK ca KojoM KoMyHuumpajy. [TomeHyTn pan Anexkcanape Jomanosuh From yu to me
(2013-14) y anpekTHO| je Beau ca doHgom MUJ 1 HacTao je Kao peakuuja Ha NPBYy AUrUTaHY
aKBM3MLM]Y U NPBU BUPTYESTHW EKCMOHAT Yy KoneKuujn — aomeH .yu. AHapej heprosuh cBojum
panom 88 pyma 3a [lpyra Tuta, koju je 2010. Ha TpuaeceToroguwrmLy cmptu Jocuna Bposa
TuTa, HaKoH obunacka CBMX BUBLLKX jyrOCIOBEHCKUX penybnnKa, 61Mo Heperby AaHa U3NOKeEH
Ha camoMm rpoby 1 3aTWM je TpajHO noxparbeH y n1MKoBHoj 36upum MWJ, cnaja aBa pasnunuuTa
nepvopaa CBOI HMBOTa — OApPacTake Y COLMjannaMy M paTHU Nepuoa, AeBefeceTux, Kaja je
pyxa y capajeBCKOM }KaproHy 3Hauyuna oTMcak rpaHate Ha acoanTty. PoTtorpaduje Tix ,pyxa’,
oKX 88 Ha BeHLy Of, ¥uue, cMMBorMyaH cy enuror CBux oHWX 88 pyxa u ApsBopeaa caheHux
Kao ycnomeHa Ha apyra TuTa, Koju je ympo y 88. roanHu wunsota. Mapta JosaHoswuh je cBojy
CKynnTypy oA npoBuaHe peauHe /bybas Cpeha HcTuHa, Koja acoumpa Ha Haarpo6HW cnome-
HWK HenocTojeho] ApHKaBK ca UCMMCaHUM BPEAHOCTMMA KOje CY, MaKo Ce Hauarmep He Mory
LOBECTH y NMUTake, Ca HECTaHKOM 3eMJbe caxparbeHe, noknoHuna Mysejy o Kagja cToju y
6n13mHKn Hyhe ueha y Kojoj je TBopaL, Te Apwase caxpareH. Hosa akBusmumnja MUJ tako
cTBapa CrnoHy M3meRy NpoLwWwnocTH U cafallboCTH U Ha Haj60/bKW HauYMH No3KBa NOCEeTUOLE Ha
NPOMULLIbaHE U MPEUCTTMTUBAE NIUYHE U KONIEKTUBHE UCTopUje. TpaHCcnapeHTaH 1 naraH Ma-
Tepwujan je y ono3uumju yobryajeHoj npeacTaBi CIOMEHUYKE CKYNNTYpe UK TpaauuMoHanHor
nojma penpeseHTaTMBHOCTU. HacTana je kKao peakuuja Ha npBy noceTy ymeTHuLe Myaejy 2011,
roAvHe y ApYLWITBY CBOra Aefie U HOBMX CasHarba O JIMYHO] UCTOPUjU M UCTOopUjM Jyrocnasuije,
Kada ce Kof he paha cneuunduryaH naTpMoTMaam npema 3emsby 1 KynTypu a He npema Apa-
BM, jep je ApmaBsa 3a JoBaHoBWheBy penatmMBaH nojam Koju cumbonuiLe ynpaBo TpaHCNapeHT-
HOCT CTUNM30BaHe pPenpPoayKLMje HaArpo6HOr COMEHHKa.

[leo NpuMBNaYHOCTM apxuBa MOMeE Ce 06jaCHWUTH HesboM 3a (MHTUMHMM) KOHTaKTOM C npes-
MeTMMa KOjU Cy CBeAOLM NMPOLUIOCTM M HAZAOM y CMo3HaBare W pasymeBare Te MPOLLIO-
ctu. Papow AHToHWjeBWh Tako npasu cBojy cKynnTypy HameH ca Meceua, no y3opKy npasor
nyHapHor KameHa Koju ce dysa y MWJ. Meneo je pa ce 6aB1M 065IMKOM — HMYera, O4HOCHO
06JIMKOM KOjW HeMa HMKaKBYy NMPeACTaBHOCT, OCUM LITO NpeacTaB/ba cebe, Tako Aa He MOoke
[.a UCnpMYa HUKaKBY MPUYy OCMM MpuUYy 0 cBOM 06nuKy. TakaB 06nMK je ancTpaKumja cam no
cebu, a 3anpaBo je ICTOBPEMEHO W YMcTa peanHocT. Tparajyhv 3a HeKMM napyeHLeTOM MaTe-
pujana Koju Ham COMCTBEHWM M3rneAoM He 61 NPUBYKAO Namhby, aliv KOjU MMa AOKYMeHTap-
HOCT Ha Kojoj 6u ce narpaguna npuya, cycpehe ce ca My3ejCKMM NpPeAMEeTOM HenpoLeH1Be
BPELHOCTH U yNpPaBo Ta KOHTPAAUKTOPHOCT (peasHoCT — ancTpaKkuumja) je OHO LWITO YyMETHUKa
MOTUBMLIE Aa CE€ OBMM OBSIMKOM M KameHoMm 6aBu. JacmuHa Linbwuu, 3a npojekat Crumnpaym
(Koju ce 6aBM UCTPaKMBArbEM KaKO YMETHOCT M apXMTEKTypa MOry Aa NOCIYHE Kao CPeaCTBO
Mohu cBaKkor nonuTuukor ypehersa) npasu koname oa potorpadmja us apxmsa nMuHUX GoTo-
rpada Jocuna Bposa Tuta, Koje KOMBUHYje ca popmama npey3eTUM U3 HaLpTa 3a MOHYMEH-
Te v naBusboHe 3a [MpBy KoHbepeHuujy HecBpcTaHux y Beorpaay 1961. roanHe, ynme cnaja
noetury TutoBux doTorpada 1 HUXOBUX MMArMHAPHKUX Mej3axKa W apxuTeKaTta uYuju 3ajaTaK
je 610 fa oeKopwLy rpaf 3a NoNUTUYRY MaHudbecTauujy. Apxue poTto-cnyxbe Opererba 3a
wramny KabuHeTa Jocuna Bposa TuTa nocnyuo je Kao oCHOBa M 3a UCTPaXUBarLe Koje je
pesyntupano mefyHaponHom manowbom Travelling Communiqué (oppwaHom 2014. roamHe y
MW)J), koja npeuncnutyje moryhHOCT ,npodysaBara’ TpeHyTKa ocHuBarba [MokpeTa HecBpcTa-
HWX 4O APYLWITBEHWX OKONTHOCTKU AaHawwuue. HapeaHe roaunHe, nanoxba llnameHu nosapa-
BM, KOja ce 6aBW NPOMULLIbaHEM COLMjANTMCTHYKe Jyrocnasuje Kpo3 penpe3eHTaTUBHY CIIUKY
AeTUHCTBA, Kao NonasuTe YMEeTHUYKOr UCTpakMBarba y3vmMa jefaH apyru aeo apxusa MAJ
— poTorpadcre anbyme Koje cy npeaceaHUKy TUTY NOKNarane WKose, NMOHWPCKEe opraHM3a-
uuje 1 apyre gedje yctaHose.

Mysej nctopuje Jyrocnasuje HactaBrhe npaKcy oTBaparba CBOjUX KOMeEKLMja U NporpamMa Ka
CaBpeMEHO] YMETHUYKO] MPOAYKLUMH, Y Ln/by NouMpara U KOHTEKCTyanunaauuje YMeTHUYKMX



exhibit in the collection - the .yu domain. Andrej Perkovic, in his work “88 Roses for Comrade
Tito", which was, after touring all the former Yugoslav republics, exhibited for a week in 2010 on
Tito's grave on the occasion of the thirtieth anniversary of his death and then permanently stored
in the fine arts collection of the Museum, connects two different periods of his life - growing up
in socialism and the war period of the 1990s when a “rose” in Sarajevo jargon meant the print of
a grenade on the asphalt. Photos of these “roses”, all 88 of them on the ring of wire, are a sym-
bolic epilogue of all the 88 roses and trees planted in the memory of Tito who died at the age of
88. Marta Jovanovi¢ donated to the Museum her sculpture of transparent resin “Love Happiness
Truth”, resembling a tombstone to the non-existent state with the inscribed values it stood for,
which although apparently beyond questioning had also been buried with the country, because
the Museum is located near the House of Flowers where the creator of that country was buried.
New acquisitions of the Museum thus create a link between the past and the present, and in the
best way invite visitors to reflect and explore our personal and collective histories. The transpar-
ent and lightweight material is in opposition to the usual memorial sculptures or the traditional
concept of representativeness. Created in 2011, in response to the artist’s first visit to the Mu-
seum in the company of her grandfather and her new knowledge of the personal and Yugoslav
history at which point she started feeling special kind of patriotism towards the country and its
culture rather than towards the state, because the state for Jovanovic is a relative term, symbol-
ized by the transparency of the stylized tombstone reproduction.

Part of the archive's appeal can be explained by the desire for (intimate) contact with the ob-
jects, witnesses to the past, and the hope of learning about that past and understanding it. For
example, Rados Antonijevic makes his sculpture “Stone from the Moon” after the real lunar rock
sample kept in the Museum. He wanted to work on the shape of nothing, that is a shape that
presents nothing but itself so that it cannot tell any story other than that of its form. This form is
an abstraction by itself, and at the same time pure reality. Searching for some tiny piece of ma-
terial that would not attract attention by its appearance, but still have a documentary quality on
which to build a story, the artist came across an invaluable museum item, the contradictory qual-
ity of which (reality versus abstraction) motivated him to start working with this form and stone.
In her project “Spielraum” (which examines how art and architecture can be used as the means
of power in any political system), Jasmina Cibic makes collages of photographs from the ar-
chives of Tito's personal photographers, and combines them with forms taken from the drafts of
monuments and pavilions for the 15t Conference of the Non-Aligned Countries held in Belgrade
in 1961, thus merging the poetics of Tito's photographers and their imaginary landscapes with
that of architects whose tasked with decorating the city for a political event. The Photo Archive
of the Press Service of Tito's Cabinet also served as a basis for research that resulted in the
international exhibition “Travelling Communiqué” (held in 2014 at the Museum), which examines
the possibility of “prolonging” the moment of establishing the Non-Aligned Movement to the
social circumstances of today. The following year, the exhibition “Flame Greetings”, reflecting
on socialist Yugoslavia through the representative image of childhood, takes as a starting point
of artistic research other items from the Museum archive - photo albums donated to President
Tito by schools, pioneer organizations and other children’s institutions.

The Museum of Yugoslav History will continue the practice of opening its collections and pro-
grams to contemporary artistic production in order to locate and contextualize artistic practice
that deals with Yugoslav history and collective memory, but also with painful topics still insuf-
ficiently explored in our society and historiography, such as the wars of the 1990s and their
consequences, the process of disintegration of Yugoslavia and the transformation from a com-
munist to a capitalist form of society, selective memory and memory constructing. The relation-
ship of artists - our contemporaries - and the region towards the common and recent history can
serve as a starting point for the establishment and development of intercultural dialogue in the



npakKcu Koje ce 6aBe TemMamMa jyroc/ioBEHCKE UCTOPHje, KONeKTUBHOr ceharba, anu 1y Hallem
APYLITBY W UCTOpUOrpadmju joll yBEK HEAOBO/LHO 0bpahieHnM 1 6onHMM Temama, nonyT pa-
ToBa 1990-Mx 1 HMXOBMX NOCNeauLa, NpoLeca Ae3nHTerpaumje Jyrocnasuje 1 npeobpamaja
M3 KOMYHUCTUYKOT Yy KanuTanMCcTUYKK OBNIMK APYLITBA, CeneKkTuBHOr ceharba M KOHCTpyHncama
ceharba. OfHOC yMETHMKA — HaLLUMX CaBPEeMEHWKa — U PernoHa npema 3ajeAHUYKO] U peLleHT-
HOj UCTOPUjMU MOME MOCNYHUTK Kao NonasuLLTe 3a yCNocTaB/bake U Pa3BOj MHTEPKYNTypan-
Hor Aujanora Ha npocTtopy 6uBLie Jyrocnasuje, jayarbe pervoHasnHe KynTypHe capajhe M
noacTULare MOBGUITHOCTU YMETHUKA M KyNTYPHUX pafgHUKa Ha OBUM TEPUTOPUjUMA, YUMeE Ce
ycrnocTaBsba jeflaH HOB OLHOC MpeMa KynTypHUM, UCTOPHJCKUM W MOMUTUYKUM pEHOMEHUMA U
nojaBama u3 3ajeiHUYKe UCTOPM|e, KOjU BOAW KPUTHUUKO] peBaNiopM3aLmjm NPOLIOCTH.

Axa MaHnh (1978) je BUIWA KyCTOCKMIbA U UCTOpHYapKa ymeTHocTH. Op 2005. roauHe, pagu
Kao KyCTOCKMHa N1KoBHe 36upke My3seja uctopmje Jyrocnaeuje y Beorpaay. Op maja 2008.
A0 jyHa 2013. roguHe unaHuua je YnpaBHor og6opa Myseja uctopuje Jyrocnaeuje. Og, jyHa
2018. roanHe npeacenHuua je YnpaeHor og6opa Myseja Hukone Tecne. AyTtopKa je 1 Koay-
TOpKa GPOjHUX U3NOKOK ca Temama U3 ucTopuje n nonynapHe kyntype CHPJ. Kyctockuma
je mefhyHapogHe nyTyjyhe nsnoxbe Espona. Jyronctok — Sabenexera ceharba y opraHusa-
umju Nete nHCTUTYTa Kao npeacTaBHuua Cpbuje. JobuTHMLA je GpOjHMX NPpU3HaHau Harpaaa.
Moapyuyje HweHor nocebHOr MHTEpeca Cy: KyNnTypa W YMEeTHOCT y CoUMjanucThyKoj Jyrocna-
BMjM, NONMUTUUKe NpaKce (NOCT)jyroCNoBEHCKe YMETHOCTU U CaBpPeMeHa YMETHUUYKA NPOAYK-
uuja, Kyntypa cehara 1 uarpagha KonekTueHor cehara Ha Jyrocnaswjy, jaBHW CMIOMEHULN U
HMXOBA yNiora y MatepujannaaLmnjm KonektueHor ceharba, yMEeTHOCT Kao CPeACTBO KOHCTPYMU-
carba (Hap)HaumoHanHor naeHtuteTa. HMusu y Hosom Cagy.




former Yugoslavia, strengthening regional cultural cooperation and encouraging the mobility of
artists and cultural workers in these territories, thus establishing a new attitude toward cultural,
historical and political phenomena and developments from the joint history that lead to the criti-
cal revaluation of the past.

Ana Panic (1978) is a senior curator and art historian. Since 2005, she works as a curator
of the art collection at the Museum of Yugoslav History in Belgrade. From May 2008 to June
2013, she was a member of the Board of Directors at the Museum of Yugoslav History. Since
2013, she is a president of the Management Board at the Museum of Nikola Tesla. She is the
author and co-author of numerous exhibitions with themes from history and popular culture of
the SFRY and curator of the international traveling exhibition Europe. She has won numerous
awards. Her areas of special interest relate to culture and arts in socialist Yugoslavia, the po-
litical practices of (post) Yugoslav art and contemporary art production, as well as culture of
memory and the build up of collective memory about Yugoslavia, public monuments and their
role in the materialization of collective memory, and art as a mean of building up national identity.
She lives in Novi Sad.




MY3EJ U YMETHMUK.
HEKAAQ U CAQ

Tema oBor paaa, Koju aHanuaupa ogHoc lanepuje MaTuue cpricke M yMETHWKA Yy BDEMEHCKOM
pacnoHy of CKOpO ABa BeKa, Nomasno je HeyobuuajeHa 3a CKyn Koju ce 6aBu caBpeMeHWM
TPEHYTKOM Y MECTOM YMETHWKA Yy OKpYHKerby rnobanHe HeCUrypHocTu. Anu, Kao HEKO Ko Ae-
LleHWjamMa paau y jeAHOM Of, HajcTapujux 1 HajboraTnjux ymeTHUYKMxX My3eja y Cp6buju, Bepyjem
[ ce y NpoLnocTH Hanase 6pojHK A06pU K oK MPUMEPH OAHOCA YCTaHOBA NpemMa yMeTHU-
LMMa, KOju MOy 6UTH MHAMKATUBHM 3a pellaBakbe Npobriema y caBpeMeHOM TPEHYTKY.

HEKAL

Mysej, naHac lNanepuja Matuue cpncke ocHoBaHa je paneke 1847. roanHe y ByoumnewTtn y
okBMpYy MaTuLe cpricke, HajcTapujer CPMCKOT KFbUKEBHOT, Hay4YHOT KU KynTypHor apywTsa. Og,
caMux noyetaka Herosana je 651M3aK OAHOC ca CaBpPeMeHWM YMETHULMMA Ha HEKOSIMKO Hauu-
Ha: nopyy6rHama nopTpeTa 3Ha4ajHMX MaTUYUHUX YACHWKA, OTKYNOM ClIMKa U CTUMEHANPatbEM
MNagux cnukapa U3 3aayROuHCKUX poHA0BA TOKOM HMXOBKX cTyauja y Byaumnewtn n Beuy.
Tako je MaTuua cpncka HapyynBana NnopTpeTe CBOjUX YaCHMKA Ko CrivKkapa, nonyT AKceHTHja
Mapogawvha u Josara Nonosuha, kynosana cnuke v rpadure og Crese Togoposuha u Hosaka
PapoHuha, a ognasak Ha ctyauje y Beu omoryhuna Ypouwy lMpeawnhy, MNaju JosaHosuhy, Mu-
naHy MunyTtuHosuhy, Jocnoy Pantu, CteBany Anekcuhy, Munany Bopojesuhy, AnekcaHapy
Cekynuhy, Hukonn Muxajnosuhy, Cnasky Bopranuhy, Boju TpuoyHosuhy 1 Bacu MNomopuiuuy.

Bunu cy cBe To Mopenv BeanBara ymMeTHUKa 3a pag Myaeja Matuue cpncke koju je og, 1847.
no 1933. genoeao y okBupy Matuue cpncke, Hajnpe y ByaumnewTtu, a on 1864. rogunHe y
Hosom Capy, 6e3 nocTojarba cTasHe NocTaBKe OTBOPEHE 3a jJaBHOCT W y3 CaMO NOBPEMEHO
npupehmBarbe 3n0K6M.

Jow jepaH mMogen ykibyunBara yMeTHWKa y pad Matuue cpncke 6M0 je U HKUXOBO aHramo-
Bakbe Ha NMocioBMMa pecTaypaLuje yMeTHUYKKX Aena v ypehera nanoxbeHunx npoctopuja. Ha
MocroBvMMa OApHKaBara U ,MonpaBKe” YMETHUUYKUX CruKa paaunu cy: AkceHtnje Mapoauh,
Munenro Lllep6aH 1 Baca MNomopuiiau, a rnaBHW caBeToAaBsal, M OLleHMBaY peann3oBaHKx
nocnosa 6uo je Ypouw [Npeauh, cee ao 1960. roanHe Kapa je Ta cnyxb6a npopecroHanmso-
BaHa. Munenko LLep6aH n MBaH Tabakosuh yyecTBoBanu cy y AOHOLWEHY OAJNYKa OKO npe-
cerberba y HOBY 3rpaay Uy ypehery nanoxbeHunx cana Myseja 1946.

Onpepnemnserse Matuue cprncke Ka caBpeMeHO] YyMETHOCTH BUAJBUBO je W Yy OANyuM Aa ce Mno-
BoAOM obenexaBara CTOrogumHUe ocHMBara Matuue cpncke 1927. roaunHe, nopep M3-
Jioxbe cTapor cprickor cnukapcTsa y BojsoamnHm nctum nosopom oap*u VI jyrocnoseHcka
yMeTHMYKa M310xba, Kao Beh TpaguLMoHanHa cMOTpa CaBpeMeHWx cTBapasnala ca jy*HoCno-
BEHCKMX npocTopa. Tume je MaTuua cpricka nokasana CBoje onpeAe/betse Aa ce napasnenHo
6aBuW U3yyaBarbeEM U M3Narakbem CTapor U caBpemeHor cnnkapcTaa. OpraHusauujy nsnoxte
npenyctuna je cnukapy Muxajny lNMeTpoBy, Koju je ypaamo v AnsajH KaTanora a ypefuBauku
onbop unHunm cy: Baca MNomopwuwal, UeaH Tabakoswh, lNojummnp Koc n Kapno Mujuh. Buna je
TO BENMKa ¢eLuTa caBpeMeHe YMETHOCTH Ha Kojoj je 6uno nanoxeHo 480 paposa of 115 ns-
narava. [peacTaBunu cy ce YnaHoBW AeBET yMeTHUUKKX rpyna: Jlana n O6nuk n3 Beorpaaa,
Napa, Hesasuchu, MNposrbeTHn canoH u Yapyxere rpapuyap us 3arpeba, Casa v JpywTso
CNOBEHCKMX yMETHUKa 13 JbybrbaHe 1 Yapymere TMKOBHUX yMeTHUKa M3 CapajeBa M yMeTHH-
LM BaH rpyna u3 uene Apxase.

OrBaparem Myaseja 3a jaBHocT 1933. roguHe oTBOpMIe cy ce MOryhHOCTHM M 3a HOBe Mofene
capagre. My3ej je, y3 cTanHy nocTaBKy nocTtaBrbeHy y 3rpaan Mapwuje Tpangaoun, noyeo ga
npvpehyje noBpemeHe nanoxbe. Mo oanyum Mysejckor oabopa roguilre Cy opraHnM3oBaHe
ABe U3noxbe: jeaHa ctapujer, a Apyra caBpeMeHor cinkapcTtea. Tako cy y nepuogy og 1933.



MUSEUM AND ARTIST.
PAST AND PRESENT

The topic of this paper, which analyzes the relationship of the
Gallery of Matica Srpska and artists in a time span of almost two
centuries, is a bit unusual for a gathering dealing with the present
moment and the place of artist in global insecurity. However, as a
person who has been working in one of the oldest and richest art
museums in Serbia for decades, | believe that, in the past, there
were numerous examples of good and bad institutional attitudes

toward artists that may be useful for solving present problems. Ap Twjara
lNanxosmesuh Byrapckxmn
PAST Dr Tijana

The Museum, i.e. today's Gallery of Matica Srpska, was founded ~Falkovjjevic Bugarski

in 1847 in Budapest as part of Matica Srpska, the oldest Ser-  Hogy Can, Coowja

bian literary, scientific and cultural society. From its very begin-  Novi Sad, Serbia

nings, it developed a close relationship with contemporary artists

in several ways: by commissioning portraits of its important officials, purchasing paintings and
offering young artists scholarships from endowment funds for their studies in Budapest and
Vienna. For example, Matica Srpska commissioned portraits of its officials from painters such as
Aksentije Marodi¢ and Jovan Popovi¢, bought paintings and graphics from Steva Todorovi¢ and
Novak Radoni¢, and enabled Uro$ Predi¢, Paja Jovanové¢, Milan Milutinovié, Joseph Falt, Stevan
Aleksi¢, Milan Borojevié, Aleksandar Sekuli¢, Nikola Mihajlovié, Slavko Vorkapi¢, Voja Trifunovi¢
and Vasa Pomori$ac to study in Vienna.

These were the models of binding artists to the Museum of Matica Srpska, which from 1847 to
1933 operated as part of the Matica Srpska, first in Budapest and since 1864 in Novi Sad, with
no permanent exhibitions open to the public and only with occasional temporary exhibitions.

Another model of the inclusion of artists in the work of Matica Srpska was their engagement in
the restoration of artworks and the decoration of exhibition rooms. Aksentije Marodi¢, Milenko
Serban and Vasa Pomorisac worked on the maintenance and “corrections” of paintings. Until
1960, the main advisor and evaluator of their work was Uro$ Predi¢. This function has been
professionalized since 1960. Milenko Serban and Ivan Tabakovié¢ took part in decision-making
on the relocation to a new building and the organization of the exhibition hall of the Museum in
1946.

The contemporary art orientation of Matica Srpska was already evident from the decision to
commemorate the centenary of its establishment in 1927 by organizing the 6th Yugoslav Artistic
Exhibition, a traditional festival of contemporary artists from the south Slav area, as well as the
Exhibition of Old Serbian Paintings in Vojvodina. This decision showed the Matica's commit-
ment to engage in the study and in the presentation of both old and contemporary paintings.
Painter Mihailo Petrov was entrusted with the organization of the exhibition. He also designed
its catalog, while Vasa Pomori$ac, lvan Tabakovi¢, Gojimir Kos and Karlo Miji¢ became mem-
bers of the editorial board. It was a great festival of contemporary art, displaying 480 works by
115 exhibitors. The members of the following nine artistic groups were represented: Lada and
Shape from Belgrade, Lada, Independent, Spring Salon and the Association of Graphic Artists
from Zagreb, Sava and the Association of Slovenian Artists from Ljubljana and the Association
of Fine Artists from Sarajevo, as well as individual artists from all over the country.
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£o 1941. usnowbe umanu: Boja TpudyHosuh (1934), Munan Korsosuh (1936), MeTtap Oobpo-
suh (1937), Ctesan BoaHapos v Muxajno Munosanosuh (1938). MpupeheHe cy 1 ase rpynHe
nsnox6e: Manoxba paposa HoBocaacKkux cnnkapa: Caee Mnuha, Bope Hoctuha, AnekcaH-
npa Kympuha n Munenka Lep6ana (1935) u Uanoxba caBpemeHe BojBohaHCKe yMETHOCTH
1939. rogunHe. CBM HaBeAeHW ayTopu Cy NOCHE M3NOKOe MOKNaranu HEKO Of, U3NOKEHMX
nena, a Matuua ce yBeK Tpyauna v fia HEKO AeSi0 OTKYMU Of ayTopa.

3anarkeHa je 1 ynora ymeTHUKa y opraHusauunoHom pagy Myseja. OcHuarbem Mysejckor oa-
6opa 1933. roguHe y rbera cy nopep MaTUYMHMUX HYaCHUKA YLWAW M YMETHULM. 3a novyacHor
unaHa n3abpaH je Ypouw lMNpeauh, a yckopo My ce npuapyxuo Bajap hophe JosaHosuh. O6oju-
ua cy nopen UctakHyTux pyHKuMja y Mysejckom opbopy aonpuHoc pagy MaTtuue panu u Kao
BeNMKK obpoTeopH, 36or 6pojHMX NOoKNoHeHKnx aena Mysejy MaTuue cpncke.

OpHoc Myseja npema ymeTHUUMMA BUOJBUB je M y 3axTeBy Koju je Myaej ynytvo 1933. roam-
He Oa HoBooTBopeHoM My3sejy ycTyne no jeaHo cBoje Aeno: No3uBy cy ce odassann MunaH
HoroBuh, Munenko LLepbaH v Metap Jobposuh. Mnak, npotecT ycnen Tor no3uvea Huje 13-
octao. Munenko LepbaH je y jeaHOM owTpoM NUCMY CKpeHyo namry aa Mysej ymecto pga
Kyryje CNMKe M TaKo MOACTUYE CaBpPEMEHEe YMETHWKE Cafa TPamu of, HMX Aa My MOKfarbajy
cBoja gena. Minak, Tom npunukom noknoHwo je aeno lMoptper cynpyre, Koje je U AaHac Aeo
CTaJlHe NOoCTaBKe CPrCKe yMeTHOCTH npse nonosuHe 20. BeKa.

BpemeHom cy y ¢opmu noknoHa y Myaej noyena ga cTuy Aena caBpemMeHux aytopa. Topop
Manojnosuh je 1936. roanHe noknonuo cnury Case LLlymaHosuha, [lesojka ca kpyarom n3
1929. rogumHe. [lena caBpemMeHe yMETHOCTH MPUKYNIbEHA Y OKBUPY NMPUBATHUX KOMeKuuja Aa-
posuma Takohe cy nocTtana aeo Myaeja. [lenoBe CBOjUX KONEKLMja NOKIOHUIM CYy TOM Nepu-
opy konekumnoHapw Joua Byjuh 1 Munow Bokwat.

Cutyaumja ce 3HaTHO npomeHuna nocne Hpyror ceeTckor pata. Ha yeno Myseja KpaTko je
610 nmeHoBaH Munenko LLlepbaH, a 3atum Munueoj Hukonajesuh Koju ce Ha ToM MecTy 3a-
Apwao cee go 1979. roguHe. Munueoj Hukonajesuh, n cam ymeTHUK, BUTHO je CBOjMM onpe-
ferberbrMa yTULAO Ha OTKYMHY MOMUTUKY y nocnepatHom nepuogy. O Tome je y ToM nepuoay
oanyymBao ofbop Matuue cprncke Ha npeanor Komucuje 3a oTkyn Manepuje MaTtuue cprncke.
Buo je To HajcjajHWju neproa y OTKyMHOj nonuTMuK. HoBo ApywTBEeHO ypehere Ha TpHULTe je
n3baunno Bennkn 6poj cnvka ctapujer ,6ypmyackor” CNMKapcTBa, a ApHaBa, Koja je KOHaYHO
¢unHaHcupana pap Manepuje, HoBYaHO je noapaBana MHOrobpojHe oTKyne. 3a cBera HeKonm-
KO rofivHa, OTKYMNJbeH je TONWKKM 6poj Aena Aa ce ¢oHA Manepuje yasocTpyuwmo.

MHTepecaHTHO je NpaTUTK OOHOC LieHe YMETHUUYKMX [ena cTapujer U akTyenHor nepuona.
[ena “cTopujcKUX CriMKapa “Mana cy roToBO MCTe LieHe Kao W Aena caBpemeHuka. OTKyn
[lefia caBpeMeHMX ClnKapa 0ABMjao Ce Ha HEKOMIMKO HauyuHa: KPOo3 NOHyAe YMETHUKa, OTKymne
ca M3M0K6M U OTKYMHE Harpaae Ha nojeAMHUM jyrocrioBEHCKMM MaHudecTauujama (MehyHa-
poaHoj u3nox6u rpadure y Jbybrbanu, BujeHany rpadure y Sarpeby, jyornapHum nsnoxbama
CIMKAPCKMX M YMETHUYKMX KONOHW]a).

MaBpwHK opbop Matuue cpncke je Beh 50-ux rognHa ogyctao of, OAslyyMBaka O LeHama
OTKyna caBpeMeHWx yMeTHUKa, TBpaehu fa Ty Hema noTpebe pacnpasrbaTti 0 BUCHHM U3HOCA,
jep je oH Beh npunnKom m3narara AeduHUcaH. TUMe je OANyKe O OTKyny Aena caBpeMeHMX
cTBapanaua aoHocuna Homucuja 3a otkyn npu Manepuju Matuue cpncke.

TakBa oTkynHa nonutuka lManepuje Matuue cpncke 3agpana ce cee Ao 1965. rogunHe, Kapa
je AoHeTa oanyka o ocHMBatby [anepuje caBpemMeHe JIMKOBHE YMETHOCTH, a LieflokynaH ¢GoHA,
20. BeKa MpUKYr/beH nof KpoeBoM MaTuue cprcke ycTynibeH je 1969. roanMHe 0BOj HOBOOGC-
HoBaHO] MHCTUTYLM|W. HoBum CtatyTom lanepuje MaTtuue cpncke u3 1970. roanHe penokpyr
HEHOI paja orpaHuWyeH je Ha nepuop of 18. oo Kpaja 19. BeKa, a lanepuja caBpemeHe NUKOB-
He YMeTHOCTHM npey3ena je 6pury o AenvmMa MMKoBHe yMeTHOCTH M3 20. Beka. Taksa cuTyauuja
3appxana ce Ao 1992. roanHe Kapa je no opnyum YnpasHor onbopa 36upka 20. Beka Bpahe-
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The opening of the Museum to the public in 1933 also opened up opportunities for new models
of cooperation. With a permanent exhibition set in the building of Marija Trandafil, the Museum
began organizing temporary exhibitions. Following the decision of the Museum Board, two ex-
hibitions were organized every year: one displaying older artworks and the other contemporary
art. In the period from 1933 to 1941, the exhibitions of the following artists were organized: Voja
Trifunovi¢ (1934), Milan Konjovi¢ (1936), Petar Dobrovi¢ (1937), Stevan Bodnarov and Mihajlo
Milovanovi¢ (1938). Two group exhibitions were also staged, namely: Exhibition of Works by
Artists from Novi Sad (Sava Ipi¢, Bora Kosti¢, Aleksandar Kumri¢ and Milenko Serban) in 1935,
and the Exhibition of Contemporary Art of Vojvodina in 1939. After the exhibition, all listed au-
thors donated some of the exhibited art. The Matica Srpska too always tried to purchase works
from the authors.

The role of artists in the organization of the Museum is also noteworthy. The Museum Board
was established in 1933, and in addition to distinguished officials of the Matica Srpska, it also
included artists. Uros Predi¢ was elected honorary member, and was soon joined by sculptor
Dorde Jovanovi¢. In addition to important functions in the Museum Board, both contributed to
the work of the Matica Srpska as its great benefactors, donating numerous works to its Museum.

The attitude of the Museum towards artists was also visible in 1933, when the Museum re-
quested artists to give one of their works to the newly opened museum: Milan Konjovi¢, Milenko
Serban and Petar Dobrovi¢ responded to the call. However, there were also protests. In a
sharp-worded letter, Milenko Serban protested to the Museum that, instead of buying paintings
and supporting contemporary artists in their endeavors, it asked them to donate their works.
Nevertheless, he did donate a portrait of his wife, which is now part of the permanent exhibition
of Serbian art in the first half of the 20th century.

Over time, the works of contemporary authors began to arrive to the Museum in the form of
gifts. In 1936, Todor Manojlovi¢ donated a picture Sava Sumanovi¢ “Girl With a Jug” painted in
1929. Contemporary art from private collections was also given to the Museum. For example,
collectors Joca Vuji¢ and Milos Boksan donated parts of their collections in this period. The
situation changed significantly after the Second World War. Milenko Serban had been briefly
appointed head of the Museum, and was succeeded by Milivoj Nikolajevi¢ who kept this posi-
tion until 1979. An artist himself, Milivoj Nikolajevi¢ considerably influenced purchasing policy in
the postwar period. At that time, it was the Board of Matica Srpska that decided on purchase
issues at the proposal of the Commission of the Gallery of Matica Srpska. It was the brightest
period of its acquisition strategy. The new social system put on the market a large number of
older “bourgeois” paintings, and the state that was finally funding the work of the Gallery finan-
cially supported numerous purchases. In only a few years, the Gallery bought so many works
that its stock doubled.

It is interesting to compare the ratio of artwork prices of older and current periods. Artworks of
older painters have had almost the same price as the artworks of contemporaries. The purchase
of contemporary works of art took place in several ways: artist offers, exhibition purchases and
purchase prizes at some Yugoslav events, e.g. International Exhibition of Graphics in Ljubljana,
Graphics Biennial in Zagreb, Jubilee Exhibition of Painting and Art Colonies.

Back in the 50s, the Executive Committee of Matica Srpska abandoned the policy of deciding
on the purchase prices of contemporary artworks, arguing that they were already defined during
exhibitions. After that, the Purchase Commission of the Matica Srpska Gallery was in charge of
the purchase of works of contemporary artists for a long time.

Such acquisition policy of the Matica Srpska Gallery remained in place until 1965, when the
decision was made to establish the Gallery of Contemporary Art. In 1969, the entire 20th cen-
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Ha lanepwuju, a oTBOpeHa cTanHa nocTaBKa npse nosnosuHe 20. Beka y HoBodopmupaHoj Canu
Ha gpyrom cnpaTy. HewTo KacHuje, noBoaom obenexaBama jybuneja 150 rogmHa ocH1Bara
Matuue cpncke, oTBopeHa je usnoxba/noctaBka CaBpeMeHe 36MpPKe y Npu3emrby 3rpaje.
HaBepeHum akTUBHOCTMMA, ymeTHOCT 20. BeKa je 1 onepaTtuBHO BpaheHa y AenaTHocT [ane-
puje Matuue cpncke.

Y6p30 je No4eo 1 OTKYN Aena caBpeMeHUX yMETHUKA, anu y Bplo CKPOMHOM obumy, 36or no-
LWMX PUHAHCHJCKMUX MPUNMKA YCIIeA, TELLKUX UCTOPH|CKUX FOAMHA.

PapnoBu caBpemMeHWX yMEeTHUKa PeTKO Cy OTKyn/bMBaHW, a npupehrsaHe cy camo uanoxbe
yMeTHWKa Koju cy [anepuju noknoHunu pgena — TakoaaHe [MoknoH-36upke. Y nepuopy on
1994. po 2015. roguHe npupeheHe cy nanoxe cnedehux papopasaua: Jenene n CrojaHa
Tpymuha, JoBaHe v Munane Bukuuku, Bnapumupa Boroanosuha, Case Crojkoea, lNMaena
Bnecwuha, MBanke AumnH, Onre u Jparana Merkosuha, EmnHe Yamo Jlop6ek, ApaHke u MNeTpa
Mojaka, Bpaue Bonudauwuja, MuneHe Jedtrh Huuese Koctuh, Pyxuue Bebe lMasnoeuh u
Mapwue Pagojuuh, MNeTtpa hypurha n Bepe 3apuh. Manoxb6ama MoknoH-36MpKK, caBpeMeHH
YMETHWLIM Cy Ce BpaTWUnn y nanowbeHy n napasadky aenatHocT lanepuje MaTuue cpncke, a
¢doHp je Ha Taj HaunH yBehaBaH HMXOBUM pafoBUMa.

CAL

Y okBupy obenexaBarba Meceua dpaHkopoHuje 2011. rognHe 3ano4eTo je yKibyyMBare ca-
BPEMEHUX YMETHUKa y nporpamcke aktueHocT Manepuje. Cnukap Munan Kewers npupeavo
je y norosopy ca lanepujom nsnowby Lipremu nz JlyBpa n M3Now1o CBOje LpTeme HacTa-
ne npepj, AenviMa BesiMKaHa eBPOrCKe YMETHOCTH, U3 KONMEKLMje OBOI BENIMKOr My3eja U TaKo
npenneo ABe My3ejCcKe ycTaHOBe M ABe Kyntype. Tokom 2013. roauHe, y okBupy mnanoxbe
Casa lllymaHosuh n TajHa noa Kyrosiom, nossaH je Urop AHTuh, MynTumeamjanHm yMeTHUK
Koju paau y MNapusy pa Hanpasu ymeTHWYKKM dunm o LlymaHosuheBom wuBoTy y MNapuay, a
nocebHO 0 aHramoBarby Ha OCnuKaBaky cTyba y Kadey fSla Kynon na MoHnapHacy. Bunu cy
TO NPBU NPUMEPH YKIbYYMBatba CaBPEMEHUX YMETHHWKa Yy NporpamMcKe akTMBHocTH lanepuje
Matuue cpricke, anun ca CTanHUM MHCUCTUPaHEeM Ha NoBe3uBakby Ca OCHOBHOM AenaTHouwhy
ycTaHoBe, a To je Hacnehe. TpaguumnoHanHe maHndecTaLmje M NO3HATU YMETHULM A06UNK Cy
y TaKBMM NporpamMMma HOBE W CaBpeEMEHe UHTeprpeTauuje.

Hajseha HoBMHa yBeaeHa je 2014. roamnHe Kajpa je NOKPEHYT LMKAYC ,Tpaauumja U caBpeme-
Ho cTBapanawTBo”. Naeja je 6una ga ce y nporpaMcKom KoHuenTy anepuje nokpeHe jegHa
nanoxba roguwre Koja he npeacTaBUTM HEKOr Of, CaBpPeMeHMUX ayTopa, aju Kpo3 Besy ca
Hacnefem ogHocHo Konekuwujom Manepuje MaTuue cpncke. Y centembpy 2014. roguHe oap-
waHa je usnoxba lMpasHrHe, y OKBUPY Koje ce ayTop 6aBuo 3rpagom lanepuje Matuue cpncke
y nepuvoay reHe ,npasHuHe”, rogMHama namehy 1939. n 1954. Kapa cy ce y Hoj Hanasune
cnyx6e maflapcKux okynaumoHux cHara, Yabe n OsHe. YMeTHWYKMM AncKypcom, Urop AHTuh
WNyCTPOBAaO je Taj nepuop usnarakemM ofabpaHux yMeTHUYKKX Aena, potorpaduja u AOKyme-
HaTa, EMMTOBarbEM YMETHUYKO-AOKYMEHTapHOr ¢unma ca usjaBama, OL4HOCHO WCMOBECTUMA
caBpeMeHM1Ka Koju cy 6opaBunu unu paamnu y Tom npoctopy. lNopen nsnoxbe v npatehe ny6-
nuKaumje ca yBogHum TekcTom [danuna BykcaHosuha, ypeaHvka eauumje, lanepwja je nspana
many gururpaduja Uropa AHtruha HacTannx TOKOM npunpeme nanoxbe. YBOAHM TEKCT y Manu
Hanucana je Mnaja TeopeTnyapka ymetHocti Corba JaHKOB.

Opyrv npojekat ycneguo je 2015. rogunHe y Buay roctoBarsa uanowbe DATES — aytopa Pa-
AeHKka Munaka v PomaHa Yparseka, a y npoaykumju Myseja caBpemeHe ymeTHocTH y Barsany-
ur. OBM ymMeTHULM cnajarbeM ABa pafa Koju y pasiiMuMTUM JIMKOBHUM TEXHWKaMa MHTEpPNpeTH-
pajy ABa pasnuyuTa gorahaja U3 npownocTk cTeapajy 3ajeaHnYkM paa,. Osa nanoxba je HaKoH
Hosor Capa npukasaHa v y Beorpagay, 3arpe6y, Coduju...

Tokom 2016. rogrHe HUCMO MNaHWpanu M3nowby y oKBMPY Tor LMKnyca, 6yayhu oa cmo ce
Hapanu o6HOBKM pacaze M 3aTBOPEHOCTU 3a Ny6nMKy TOKOM Apyre nornosuHe roguHe. Mnak,



tury stock of Matica Srpska was given to this newly formed institution. In 1970, the new Statute
of the Matica Srpska Gallery limited the scope of its activity to the period from the 18th to the
late 19th century. The Gallery of Contemporary Art took over the fine art from the 20th century.
This situation lasted until 1992, when the Board of Directors decided to return the 20th century
collection to the Gallery and opened a permanent exhibition of the first half of the 20th century in
the newly created hall on the second floor. A little later, on the occasion of the 150th anniversary
of the establishment of Matica Srpska, a contemporary collection exhibition was set up on the
ground floor. These activities brought back the 20th century art to the Gallery of Matica Srpska
on operational level.

Soon the acquisition of contemporary artworks began, but on a very small scale due to bad
financial situation in that harsh historical period.

Works by contemporary artists were rarely purchased and only the exhibitions of gallery artists
who donated their works were staged - the so-called gift collections. In the period from 1994 to
2015, the exhibitions of the following donors were organized: Jelena and Stojan Trumi¢, Jovana
and Milana Bikicki, Vladimir Bogdanovi¢, Sava Stojkov, Pavle Blesi¢, lvanka Acin, Olga and Dra-
gan lvkovi¢, Emina Camo Lorbek, Aranka and Peter Mojak, Braca Bonifaci, Milena Jefti¢, Niceva
Kosti¢, Ruzi¢a Beba Pavlovi¢ and Marica Radojci¢, Petar Curgi¢ and Vera Zari¢. Gift collection
exhibitions brought the contemporary artists back into the exhibition and publishing focus of the
Gallery of Matica Srpska and increased its stock.

PRESENT

The celebration of the Month of Francophonie in 2011 initiated the inclusion of contemporary
artists in the Gallery program activities. In agreement with the Gallery, the painter Milan Keselj
prepared the exhibition “Drawings From the Louvre” and displayed drawings inspired by the
works of great European artists from the collection of this great museum, thus fusing the two
museums and two cultures. In 2013, in the framework of the exhibition “Sava Sumanovi¢ and
the Secret Under the Dome”, Igor Anti¢, a multimedia artist who works in Paris, was invited to
make a film about Sumanovié¢'s artistic life in Paris, and in particular his efforts to paint a pillar in
the café La Cupola in Montparnasse. These were the first inclusions of contemporary artists in
the program activities of the Gallery of Matica Srpska, with the continued insistence on linking
them to the institution’s primary focus - the heritage. Traditional events and famous artists were
given a new and contemporary interpretation through such programs.

The biggest change was introduced in 2014, when the cycle “Tradition and Contemporary Art”
was launched. The idea was to include an annual exhibition in the Gallery program that would
showcase some of the contemporary authors through the link with the heritage - that is, with the
collection of the Matica Srpska Gallery. In September 2014, the exhibition entitled “Emptiness”
was staged, where the author dealt with the building of the Gallery of Matica Srpska between
1939 and 1954, during the years of its “emptiness”, when it housed Hungarian occupation
forces, State Security Administration (UDBA) and Department of National Security (OZNA).
Through artistic discourse, Igor Anti¢ illustrated this period by displaying selected artworks,
photographs and documents, showing an artistic and documentary film with statements or con-
fessions of contemporaries who lived or worked in this building. In addition to the exhibition and
the accompanying publication with the introduction by Danilo Vuksanovic, editor of the edition,
the Gallery issued a map of Igor Antic digigraphies created during the preparation of the exhibi-
tion. The introductory text to the map was written by a young art theorist Sonja Jankov.

The second project followed in 2015 in the form of guest exhibition DATES, presenting works
by Radenko Milak and Romano Uranjek, and produced by the Museum of Contemporary Art of
Banja Luka. By combining two works in different fine art techniques to interpret two different
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6ynyhn na ce oee roguHe obenewasa 190. rogmHa of ocHuBara MaTuue cpncke noacta-
KM CMO CaBpeMeHe yMeTHWKe [a HanpaBe pajoBe Ha TEMY KOLIHWLE, Kao cumbona Matu-
ue cpncke. OpasBanu cy ce: 3opaH lpmaw, Munow ByjHoswh, Maja EpaemanuH, Oanujen
Babwuh, KpuctnHa Puctuh, HuHa Topoposuh, Bnagumup BorpaHosuh, Onueepa Bppapuh,
Oparan Crojkos, MNpenpar Ysenau, Mana Yaku, MNasne Josanosuh, Patommp Kynuh, Oparan
Baptyna, Jenena bypuh, Buwra Hukonuh, Muneta MNpopaHosuh, Jlazap Mapkosuh, Urop
Antuh, [paran Matuh, lapko hophesuh n [aHuno BykcaHoeuh. HaBeaeHe pagose mano-
wuhemo npunnkom obenexasara [laHa Manepuje Matuue cpncke 2017. roauHe, Koju hie 6UTH
nocseheH npomoumjn YmeTHuuke 361pKe Matuue cpncke. Hamepa Ham je fa 0BOM aKLMjoM
MOHOBO MOKPEHEMO YMETHUKe Aa ce yKibyde y paa MaTuue cpricke v keeHe Manepuje Uy eHoj
KONEeKLMjK oCcTaBe Tpar 0 CBOjUM YMETHUYKMM NPOMULLIbaHbMMa Ha TEMY HajcTapujer CprcKor
KYNTYPHOT, KHUKEBHOI M HAYyYHOT ApYyLITBA.

3a Hac je To jeaaH moryhu mofen ycnocTtaBibatba capajhe ca CaBpeMEHUM CTBapaoLumMa.
Kpos peanusauujy nsnoxbe, wramnaree npatehe nybnunkauuje 1 NpoayKLM)y OAHOCHO OTKyN
[ena, ®envMMo Ja MpyXWMO MOLPLUKY akTepMMa akTyesiHe YMETHUYKE MPaKCce U MOKaKeMo
na Mysej Hema camo yTemerbere y NPOLUNOCTU HEro U y caBpeMeHoM TpeHyTHy. Bepyjemo
Aa My3ejcKe ycTaHoBe MMajy obaBe3y Aa NOACTUYY CaBpeMEeHY YMEeTHUYKY MPOAYKUM)y pe-
anuM3aunjoM akTMBHKWX Nporpama, Kpo3 oTBaparke CBOjMX pecypca: KoNeKuuje, CTpyYHaKa M
3rpaje v Aa Ha Taj HauuWH CTaBsbajy caBpemMeHe yMeTHWKe y aujanor ca npotnowhy, 0o4HOGHO
6aluTUHOM KOjy YyBajy. TaKo aKTUBHO ¥K1Be 06e CTpaHe — KoseKLMja Koja y AenMma caBpeme-
HMX cTBapanaua 6vBa penHTeprpeTMpaHa y MOAEPHUM TEXHMKama W TexHonorujama anu u
aKTyenu3auujom Tema, a caBpeMeHo cTBapanawTeo Ao6uja npocTop Aa 6yae npe3eHToBaHO
Y KNacKM4yHKUM NPOCTOpPMMa Ca pPasBHjeHOM Ny6IMKOM M CTabUNHUM PEHOMEOM.

Ha T0j yno3n myseja, 6e3 063upa Ha HMx0B TUN, Tpeba paanTh y UMby cTBapara borser u
OTBOPEHM|er OKpYyHerba 3a CaBpeMeHe YMETHWKe Y BpeMeHUMa rnobanHe HECUIypPHOCTH.

Op Tujana MankoemeBuh Byrapcku (1975) je aunnomupana u maructpupana Ha ®uno-
3o¢ckom ¢aryntety y Beorpaay, Ha Katenopu 3a uctopujy ymetHoctu. [JokTopupana je Ha
Oanceky 3a myseonorujy kog npod. ap Henapa Papguha. Ha nctpamunsaykom nosmwy 6aBu ce
npoyyaBarem HaLuoHanHe ymeTHocTH 20. BeKa, MMTarbMMa HauMoHaNHOr MOEHTUTETA U MY-
3eonoruje. Og 2001. 3anocneHa je y lanepuju Matuue cpncke, a og 2010. roguHe je uMeHoBa-
Ha Ha MecTo ynpaBHHWKa. AHrax)oBaHa je Ha Kpeupatby NPOrpamMcKe M U3[aBayKe 4eNaTHOCTH
lanepwuje 1 peanusauuju eaykatMBHUX nporpama 3a geuy. Peannsosana je 6pojHe nanox6be 1
06jaBuna HEKOMMKO KHbKra, Katanora U TEKCTOBA y CTPYYHMM Yaconucuma. YyectsoBana je y
pagy CTPYYHWX CKYNnoBa 1 pafiuoHMLA Y 3EM/bW M MHOCTPaHCTBY Be3aHWX 3a 06nacT My3ejcKor
MeHalLMeHTa, MapKeTUHra, eaykaTMBHUX nporpama. Ynad je Operbersa 3a IMKOBHY yMeET-
HocT Matuue cpncke, YnpaeHor onb6opa Matuue cprcke 1 HauMoHanHux komuteTta ICOM-a
(International Committee of Museum) n AICA (International Association of Art Critics). AKTWBHO
ydecTsyje y pagy ICTOP-a (International committee for the training of personel) . "ueu n pagm
y Hosom Cagpy.




past events, these artists created a joint work. After Novi Sad, this exhibition was displayed in
Belgrade, Zagreb, Sofia, etc.

During 2016, we planned no exhibitions in the framework of this cycle as we had hoped to
restore the facade and close to the public during the second half of the year. However, since
this year marks 190th anniversary of the founding of Matica Srpska, we invited contemporary
artists to create works of art inspired by a bee hive, as a symbol of Matica Srpska. The follow-
ing responded: Zoran Grmas, Milo$ Vujnovi¢, Maja Erdeljanin, Danijel Babi¢, Kristina Ristic,
Nin Todorovi¢, Vladimir Bogdanovi¢, Olivera Brdari¢, Dragan Stojkov, Predrag Uzelac, Gala
Chucky, Pavle Jovanovi¢, Ratomir Kuli¢, Dragan Bartholomew, Jelena Duri¢, Cherry Nikoli¢, Mile
Prodanovi¢, Lazar Markovi¢, Igor Anti¢, Dragan Mati¢, Darko Dordevi¢ and Danilo Vuksanovic.
Their works will be exhibited during the celebration of the Day of the Gallery of Matica Srpska in
2017, which will be dedicated to the promotion of the Matica Srpska Art Collection. We intend
to re-stimulate artists to become involved in the work of the Matica Srpska and its Gallery, leav-
ing traces of their artistic reflection in its collection and focusing on the oldest Serbian cultural,
literary and scientific society.

For us, this is a possible model of establishing cooperation with contemporary artists. Through
the realization of exhibitions, printing of accompanying publications and production, as well as
the acquisition of artwork, we want to provide support to stakeholders of current art and show
that the Museum is not only focused on the past, but also on the present. We believe that mu-
seum institutions have an obligation to encourage contemporary artistic production through the
implementation of active programs and by opening its resources, namely its collection, experts
and building, thus engaging contemporary artists into a dialogue with the past and the heritage
they keep. This would benefit both sides — the collection, which in the works of contemporary
artists gets reinterpreted not only in modern techniques and technologies but also in the actu-
alization of themes, and the contemporary art, which gets an opportunity to be presented in a
traditional exhibition space with developed audience and stable reputation.

This aspect of the museum role, regardless of museum type, should be focused on and devel-
oped further in order to create a better and more open environment for contemporary artists in
times of global insecurity.

Dr Tijana Palkovljevi¢ Bugarski (Novi Sad, 1975). Graduated from the Faculty of Philosophy
in Belgrade, at the department of art history. She obtained her PhD at the department of
museology. In the field of research she studies national art of the 20th century, issues of national
identity and museology. Since 2001 she has been employed at Matica Srpska Gallery, and
since 2010 she has been appointed as a director. She has been engaged in the development
of program and publishing activities at the Matica Srpska Gallery and implementation of
educational programs for children. She organized numerous exhibitions and published several
books, catalogues and articles in professional journals. She has participated in professional
conferences and workshops in Serbia and abroad related to the field of museum management,
marketing, educational programs. She is a member of art department of Matica Srpska, National
Committee of ICOM (International Committee of Museum) and AICA (International Association
of Art Critics). Actively participates in the work ICTOP (International committee for the training
of personnel). She lives and works in Novi Sad.
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ATABU3AM U ABAHIAPOA
Y PAHOM ABALAECET NPBOM CTOJIERY

Mucnwn rnobanHo, aesnyj n1oKaaHoO — TaKo je rnacuo 3abopasrbeHU CrioraH M3 Hekux caga Beh
AaBHWX, PEKNO 61 Ce MAMNMYHMX BpEMeHa noyeTaka noctMoaepHe enoxe. Mnobanvsauumja je
y MeflyBpeMeHy NpunnyHo y3Hanpenosana, JIOKaaHo je y NoBnayery Yak vy chepu Typuama:
Ha NMPUMOPCKMM AecTuHauujama Koje nocehyjy cBe Behun Kpy3epu Tewko je npoHahu 6uno
LTa JIOKaNHO — CBU CY CYBEHWPU YrNIaBHOM NPOM3BEAEHHU Y a3WjCKO-NaLUPUUKO] PErUju U TEK
oBraw nNpe6ojeHn NOKaNTHUM TOHOM.

Ycxuhere NoBoAOM HecTaHKa GIOKOBCKe Nnoerie cBeTa Tpajano je KpaTKo — Ha TPeHyTaK ce
nosepoBasno ga he rnobasnHa onacHoOCT, 0OfiMdYeHa y HyKeapHWM apceHannma Koju TpuaeceT
nyTa MOry YHULWTUTK CBET nonako HecTtaTu. Bpeme Koje je Tekno, mehyTnm, ogHeno je MHo-
re Tpyu3Me — rokasasio ce Ja ca HanpeTKOM TEeXHOJoruja YoBeK, NapafoKcasiHo, NocTaje
CBE pahM1BHjH, a y NONMTHLM, Ball Kao M y YMETHOCTHU ,BefWKa Npuya’ pasnomuna ce y Hen-
pebpojuBO MHOLWTBO Manux. Hekana jeAMHCTBEHA ONACHOCT Of, 6IOKOBCKOM CyKob6a W HyKIe-
apHe KaTaknin3me, pa3nomMmuia ce y MHOWTBO KanuiiapHAUX onacHOCTH KOje Cy NOTOM no4ene
Aa cteapajy mpexy. OHa je npeKkpwuna Lieo CBeT ca YBOPULUTMMA YNPaBO Ha OHWUM MeCTUMa Koja
Cy Ce TpaauLMWOHanHo cmaTpana 6esbenHvma.

Y Kkmu3n ,Moje nytoBare HykneapHom usuuom* Bunujem J. MNepu, matematmuap v Hekapa-
WHK ceKkpeTap 3a HauuoHanHy onbpaHy CAJl, 3akrbyyyje Aa je paHac onacHOCT Of, HEKe Bp-
CTe HyKneapHe KatacTpode faneko Beha Ho Ha BpxyHLUy XnagHor paTta, a fa je sehuHa rbyam
HaNpOCTO HeCBECHA Te YNHEHHULIE. ..

HecwurypHocT Kojy cafa npeno3HajeMo Kao rnobanHn ¢eHOMeEH Ce Ko, Hac NpBo OceTuna 10-
KasHO: MpeTnocneAtbe rognHe NpoLLor MUeHujyma, 3a Bpeme TakodsaHe HATO uHTepBeH-
Luje, Ha HaLloj TepUTOPHjK HUCY McnpobaBaHe caMo HOBE TEXHOMOMMje paToBama, Ha NpUMep
»MBNUNINYHK" NPOjEKTUNIN Cca rPadUTHUM BIIAKHMMA KOjU HEYYJHO YKMAA]Y ENEeKTPUYHY eHeprujy
noKanHoMm ctaHosHUWTBY (ycnyT caropesajyhu KaHueporeHe Matepuje M3 TpaHchopmaTtopa),
Beh 1 3axBath y obnacti nonuTuKe Koju he, npaBunom npecepaHa, Bpno 6p3o 6UTH Npu-
MEHEHW LIMPOM CBeTa. 3a MHBa3uWje BULLE HANpPOCTO HWje noTpebaH KoHceH3yc, HuTH CaseT
6e36enHOCTH...

HepnaBHO ce ,KaTtanory Hecrnokoja“ npuK/byYMo U cTpax oa Moryher ocunama EBponcke
3ajegHuLe: pe3ynTaT HegaBHor pedpepeHayma 3a u3nasak Benvke Bputanuje ns 3ajegHuue
YrMaBHOM je NepuMnupaH Kao Niog MpaLHoHaTHOCTH HUKKX (M OCMPOMALLEHWX) CTaHOBHUKA
OcTtpBa. CKNOHOCT TWX /byAM, Kao M LUIMPOM CBeTa AporupaHux Tabnomauma, Aa AoHecy on-
NYKY y KpajrbOj KOHCEKBEHLIM LITETHY MO HMX jedHa je Aomaha ucTopuyapKka — y3 HU3 orpasa,
na,. KaKo je peKkna, NoMasno Wy Wwanu — ynopeauna je ca noHawarem 3anagHobankaHaua 1
HUXOBMX €N1Ta y Bpeme paTtoBa 3a jyrocnoBeHcKo Hacnehe. MecTa wanv Hema — To WTO je
oHa narosopwuna HaH Boapujap je Hanmcao 1 To npe Bule oA ABafdeceT roavHa. JeaaH og
HeroBux nocneakux TekctoBa objaBrbeH y ,Jlubepacuony” 7. jaHyapa 1993. rognHe Mmao
je Hacnos ,He wanute Capajeso, wanute cebe" (Hacnos je Npesoa eHrnecKke sepauje — y
opuruHany je Pas de pitié pour Sarajevo). MNopen npencnutMBarba MopasnHe nosuuuje 6poj-
HWX M Pa3HOBPCHMWX XyMaHWTapaLa, boapujap ce cynpoTcTaBMo yBpeReHOM MULLIbEHY Aa je
AVB/baYyKo rpaHatuparse oncegHytor CapajeBa Heka BpcTa aTaBM3ma, MPUMUTUBHOT MieMeH-
CKOr cyKkoba KapaKTepMCTUYHOT 3a HeKa AaBHa cypoBa BpemeHa. Moxaa Huje Ha oameT ce-
TUTKW Ce OHOra LITO je OH HanWcao npe BULLEe Of ABajeceT roguHa: ,Haxe ce: ako 4OMyCTUMO
To wro ce aewana y Capajesy, n Hac he To Kaa-Taa cyctuhun. Anv mu cmo Beh noTnyHo y Tome.
Cge eBporcke 3emibe cy y ¢asu eTHuyKor ynwhersa. To je Ta npaBa EBpona Koja ce Tmxo
rpaau y ceHuM napnameHara, a heHo yaapHo Korrse je Cpbuja... LLita mucnute 360r yera je
Jle MNeH HecTao ca NonUTHYKe CLUeHe? 3aTo WTO Ce CPH HeroBux naeja MHeuUNTpupanay cee
MOMUTUYKE KpyroBe... HWje Bule notpebaHr Jle lMeH, jep oH je nobeano, He NMOAUTUYKK, HErO
BMpasHo, y MeHTanutetTuma."

Onako Kako ce Boppujaposa npeasuijarba nocnearux roanHa ocTBapyjy y 4OMeHy NoMTHKe,
TaKo ce 1 pafoBM pycKe ymeTHUYKe rpyne AES+F ns umknyca ,Micnamcku npojexat”, Hactanu
oTnpunuKe y Ucto speme, oa 1996. rogmHe, faHac yKasyjy kKao HeKka BpCTa BU3YesHOr Npo-



ATAVISM AND AVANT-GARDE
IN THE EARLY TWENTY-FIRST CENTURY

Think globally, act locally — was the slogan of now long forgot-
ten, you could say, idyllic times of the early postmodern era. Glo-
balization, meanwhile, had advanced quite a lot, “the local” sis on
the decline even in the sphere of tourism: on coastal destination
visited by increasingly larger cruisers, it is difficult to find any-
thing local — all the souvenirs are produced mainly in the Asia-
Pacific region and only slightly painted with local colors. The
exhilaration after the disappearance of the world blocs lasted  AMunera Mponarosut
only briefly — for a moment we believed that the global danger,  pjjleta Prodanovi¢
embodied in nuclear weapons that could destroy the world thirty
times over, would slowly disappear. However, as time went on,
many truisms went with it - it turned out that with technological
advancements, man — paradoxically, became more vulnerable,
and in politics, as in art ,“the big story” fell apart into innumerable small ones. What was once
single risk of bloc confrontations and nuclear cataclysm fell apart into a multitude of dangers
which started to create a network, covering the whole world with hubs, in places which were
traditionally considered safe.

Beorpaa, Cpbuja
Belgrade, Serbia

In his book “My Journey at the Nuclear Brink” William J. Perry, mathematician and former U.S.
Secretary of Defense, concludes that: today the danger of some sort of a nuclear catastrophe
is greater than it was the height of the Cold War, and most people are blissfully unaware of this
danger.”

The insecurity now recognized as a global phenomenon, was first felt in our region locally: the
penultimate year of the last millennium, during the so-called NATO intervention here, was not
only used to test out new warfare technology, for example the “Idyllic” missiles with graphite
fibers that stealthily phase out electricity for the local population (burning in the process carci-
nogenic substances from transformer stations), but also actions in the field of politics which will,
by the rule of precedence, quickly be applied worldwide. For invasions, neither a consensus nor
the U.N. Security Council are any longer necessary.

Recently, the “catalogue of unrest” added a new item to its list - the fear of possible dropout of
the European Union: The result of the recent UK referendum to leave the Community was mostly
perceived as a product of irrationality from the lower-class (impoverished) inhabitants of the
Island. The tendency of British people, as well as the rest of the world drugged by tabloids, to
make a decision that is ultimately detrimental was jokingly compared by one of local historians to
the behavior of the Western-Balkans and their elite during the wars for Yugoslav heritage. This
is not even funny — what she said had been written by Jean Baudrillard over twenty years ago.
The title of one of his last essays, published in the “Libération” on 7 January 1993, read “Do not
Pity Sarajevo, Pity Yourselves” (translation of the English version, originally “Pas de pitié pour
Sarajevo”). In addition to questioning the moral position of a number of different humanitarians,
Baudrillard opposed the popular belief that the savage shelling of the besieged Sarajevo was
some sort of atavism, a primitive tribal conflict typical of some ancient violent times. Perhaps
it is useful to remember what he wrote more than twenty years ago: “It is said: if we allow it to
happen in Sarajevo, it will happen to us too, sooner or later”. But we are already knee-deep in
it. All European countries are in the process of ethnic cleansing. This is the real Europe, which
is being quietly built in the shadow of parliaments, and its piercing spear is Serbia. Why do you
think Le Pen disappeared from the political scene? Because the core of his ideas had infiltrated
all political circles. Le Pen is no longer necessary, because he won, not politically, but virally, in
mentalities."Just as, in the field of politics, Baudrillard's predictions came true in recent years,
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poyaHcTBa. Ha TM pagoBrma y Meaujy KoMMjyTepcKun MoamdburoBaHe/KonaxunpaHe ¢oTorpa-
¢uje yrnaBHOM Npeno3HaT/bUBUX BedyTa cBeTckux npecTonuua (LeHtpan napk y Hbyjopky,
Lipsenu Tpr y Mockeu, Beorpag, Lipkea Ceetor lNMeTpa y Pumy, 3rapuwita u ucnammsoBaHm
rpaposun Amepuike 1 Espone, Kun cnoboae ca peperiom...). Y yacy Kapa cy HacTajana Ta gena
pycKe CKynuHe 6una cy TeK BM3yenu3aluja cTpaxoBa Of, Haje3ge Apyror, AaHac nocsne no-
HoB/beHMX Hanaga y MNapuay, kammoHa y Huum 1 6e36poj Apyrux TEPOPUCTUYKKUX Hanaza, T1
pafoBW MMajy MOHELLTO Apyrayvje 3HaYekse.

HecwurypHocT, cTpax 1 ranonvpajyha HejeJHaKOCT CBaKaKo Cy TEMe MHTepeCcOoBarba yMEeTHUKa
Koju CTBapajy y OBOM 4acy. Y TOM CMUCIy [aHallke BpeMe yMEeTHULMMA Npyxa rotoBo 6ec-
KpajHe noacTtvuaje. Anv Ty NPOAYKLM])Y YMHU HEBUASBMBOM rnobanHa paBHOAYLWHOCT, y6p-
3arbe cBeTa, OHO Masno npeocTasne nybnvKke U jow Mare KOMMeTeHTHe, NyuuaHe u xpabpe
KpuTuKe. MNMapanenHo ca ybp3arem HacTynuna je 1 cBeomnwTa NOBPLUHOCT.

HKao na jegHa rnobanHa anepuenuumja Npoxnma Leny CLEeHy, YMETHUYKY W MUBOTHY NoAjeaHa-
KO: MM BUOMMO peKe 04ajHMX JbyAM KOjM MOKylaBajy Aa npebpoae Mopa MU MPOBYKY Ce KPO3
CBe COonupaHuje Hanpas/beHe rpaHuyHe Hapujepe, 3MaoBe, cy3asle — noctoju Beh n unTasa
61bnMoTEKA MK, Ta4yHHje, BUOEOTEKa pafdoBa Koju, KopucTehun ce je3MKOM AOKyMeHTapHOr
bunma, npuKasyjy pexke Jbyau W U3rybrbeHy Aely, MexaHW3MW BESTMKMX CBETCKMX M3NOMKOM
6p30 cy ancopboBany 1 OBy NPOAYKLM]Y, ann je UCTO TaKo YMreHuua ga ce sehmHa Tux pa-
AoBa 3anpaso 6aBu nocneguuama. Kao v yBek — y Toj HenperneaHoj npoaykumju — sehu neo
pafoBa Koju he HacTaTh 6uhe LWym NpoMXeT CeH3auMoHANM3MOM, Na YaKk W naTeTukom. Anu,
ncTo Tako, moryhe je nahe ce npoHahu ymeTHUK Koju he cBeobyxBaTHY Tpareaujy MUrpaHTcKe
nonynauuje U ogHoc ,6ene EBpone” npema Ho0j nponpaTuth pagoBuma Koju hie octaTv Kao
He3ameHMBU 3HAKOBU eroxe.

Mano Ko je, y CylITUHW, NPUMETHO Aa PaTOBM KOjU Ce AaHac BOAE Ha PasfiMiyMTUM reorpad-
CKMM WKpHHama npecTajy Aa byay paToBu 3a HadTy M NONAKo ce nNpeTBapajy y NPBU CBETCKHM
paT 3a BoAy W 610 6K pen Aa yMEeTHULM — KOju Barbaa UMajy nasekbaHy MHTYUUM)y U Moryh-
HOCT [a CBOjUM MOrNefoM W je3MKOM TpaHCLeHAWpajy AHEeBHOMONMUTUYKe dorafjaje — npsu
CKpeHYy namy Ha To.

[pywTBeHe Mpexe M OHO WTO 6M Ce MOrno HaseaTW ,0pPrMjoM KOMyHUKauuje" ydynHune cy
[a BaraH Ae0 NpoayKuuje, na 1 y BU3yerIHUM YMETHOCTUMA, NMOCTaHe MHCTaHT BuAbKB. Cee
yewhe me, 6apem Aeo Te npoayKuuje, noaceha Ha KNacuyHy cueHy 3 XepLorosor pymejKa
MypHayoBor knacuka ,Hocdepaty”: nyTHWUK Ha Tpry manor Hemaykor rpaguha 3atuye obuna-
Ty ro3by v Hapog Koju urpa 1 neea. OHo WTo n3a3uBa Yyherse, anu 1 jesy, jecy nauoBu Koju
npeKkpvBajy Leo TPr 1 Mneky ce no ctosioBuma. Ha nutare o cMUcny TOr CrieKTaKna nyTHUK
fo6uja 0ArOBOpP — Kyra je, CBWM CMO 3apameHu, na CMo oA 1y4vnn Aa ce jow jeaHOM npoBsece-
NIMMO Npe Ho WTo ympemo. Benunke nanoxbe nocnearunx roanHa, HAPOUYMUTO OHE Koje OKYMNIbajy
NPOAYKUMjy U3 y3aBpenux Aenosa ceeta, cBe Yyewhe noacehajy Ha Ty cueHy n3 XepLorosor
dunnma.

Muneta MNMpopaHoBuh (1959) je cTyaMpao apxuTekTypy W cnukapcTeo. 3asplwmo je Pa-
KyNTeT NIMKOBHKWX yMeTHOCTH y Beorpany 1983. roanHe 1 Ha UcToM dakynTeTy MarMcTpupao
1985. roguHe. Cneunjanunampao je y Jlongony, Ha Royal College of Arts 1989-90. 2009. ro-
AvHe, Ha DJTY y Beorpaay ctekao 3Bake AOKTOpa JIMKOBHUX ymeTHoCTH. Of 1990. paaum Kao
aCMCTEHT, AOLEHT U MOTOM BaHpeaHu npodecop Ha PaKkynTeTy NMMKOBHWUX yMeTHOCTH y Beo-
rpaay. Manarao je (op 1980. roauHe) Ha BULLE CAMOCTATHUX U FPYMHUX U3N0K6K y Jyrocnasmju
'y Buwwe eBponckux rpagosa (Pum, Tubunren, Tynys, KapracoH, Bereuuja, Bey, Mpau, Mpar,
Perenc6ypr, Kujes). loanne 1986. nanarao je Ha BujeHany y BeHeumju, y jyrocrnoseHcKkom na-
BusboHy. Of 1983. o6jaBrbyje Npo3y, eCEjUCTUUKE TEKCTOBE M3 061aCTU BM3YENTHUX YMETHOC
™ 1 ny6nuumcTury. Buo je unaH pepakumje yaconuca ,Beorpaacku kpyr” n ,New Moment”
(4aconuc 3a BusyenHe meauje). Jeaan op ocHueada ,dopyma nucaua” (1999). LobuTHuK je
HEKONIMKO Harpaja 13 061acTi KHMKEBHOCTH U TMKOBHE YMETHOCTH. YyecTBoBao Ha Mehy-
HapOAHOM Mporpamy 3a nucue npu Yuusepautety Ajosa Cutwuja, Ajosa, CAL (2001). Husu
y Beorpagay.




so the works of the Russian art group AES-F, specifically their cycle “Islamic Project”, created
around the same time (1996) seem a kind of today’s visual prophecy. In the medium of compu-
ter-modified/collaged photographs of mostly recognizable world capital vedutas (Central Park
in NY, Red Square in Moscow, Belgrade, St. Peter's Church in Rome, the burned remains and
Islamized cities of America and Europe, the Statue of Liberty with a hijab. At the time the group
created these works, they were merely a visualization of fears of an invasion of something dif-
ferent. Today, however, after repeated attacks in Paris, the truck in Nice and countless other
terroristic attacks, these works have a somewhat different meaning.

Insecurity, fear and rampant inequality are certainly topics of interest to artists at this moment. In
that respect, present times offer practically endless incentives. But this production is rendered
invisible by global indifference, the acceleration of the world with little remaining audience and
even less competent, lucid and brave criticism. With the acceleration came general superficial-

ity.

A single global apperception seems to permeate the scene, artistic and living alike: we see
rivers of desperate people trying to cross the seas and sneak through sturdy border barriers,
walls, tear gas — there is a whole library, or more precisely, video library of works which, using
the language of documentaries, show rivers of people and lost children; mechanisms of major
international exhibitions quickly absorb this production, but it is also a fact that most of these
works actually deal with consequences. As always, in that vast production, most of the works
will be infused with sensationalism, even pathos. But, maybe the artist will emerge whose works
will powerfully depict the overwhelming tragedy of migrant population and the attitude of “white
Europe” towards them, becoming an irreplaceable sign of the times.Few, in fact, notice that
wars waged on different geographic locations today cease to be wars for oil and gradually
transform into the First World War for Water. Therefore, it is high time that artists — who, | guess,
have trained intuition and ability to (using their vista and language) transcend the daily political
events — and be the first to blow the whistle.Social networks and what could be called “an orgy
of communication” have made an important part of the production, in visual art too, instantly vis-
ible. More and more often, at least a part of that production reminds me of the classical scene
from the Herzog's remake of Murnau's classic “Nosferatu”: a traveler comes across a copious
feast on the square of a small German town, with people dancing and singing. What causes
wonder, as well as chills, are rats covering the whole square and climbing the tables. When
he asked about the meaning of this, the traveler got the following reply — It's plague, we are all
infected, so we decided to have one last celebration before we die. Recent major exhibitions,
especially those featuring artworks from hotspots of the world, often remind me of that scene
from Herzog's movie.

Mileta Prodanovi¢ (1959) studied architecture and painting. Graduated from the Faculty of
Fine Arts in Belgrade in 1983 and obtained his master's degree at the same faculty in 1985.
Specialized in London, at the Royal College of Arts in 1989-90. Additionaly, at the Faculty of
Fine Arts in Belgrade he got his PhD degree in Fine Arts. Since 1990 he worked as an assistant
lecturer and then professor at the Faculty of Fine Arts in Belgrade. Since 1980 he had many
solo and group exhibitions in Yugoslavia and in numerous European cities (Rome, Tubingen,
Toulouse, Carcassonne, Venice, Vienna, Graz, Prague, Regensburg, Kiev). In 1986 he exhibited
at the Venice Biennale, in the Yugoslav pavilion. Since 1983 he published prose, and essays
in the field of visual arts and journalism. He was a member of the editorial board of magazines
“Beogradski krug” and “New Moment” (journal for visual media). One of the founders of the
Forum of Writers (1999). He has won several awards in the field of literature and fine arts. He
participated in the International program for writers at the University of lowa City, lowa, USA
(2001). He lives in Belgrade.
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HEU3BECHOCT,
KAO rAPAHUMUIA BYAYRHOCTHU

,PaToBK Cy caja npuU3opu U 3ByUM U3 AHeBHOr 6opasKa. MHpopmaumje o pe-
lwaBarbUMa Herge, HasuBajy ce 'BecTuma’, nojaBe KOH$nMKTa U Hacumba — 'If it
bleeds, it leads’, nyHe Tabnonae 1 Hacnose ABaAeCceTYETBOPOHACOBHUX MHPOP-
MaTWBHUX Nporpama — ndasusajyhu peakuuje caoceharba, rHesa, y3byhera nnm
opob6paBarba, ca CBaKOM HOBOM Hecpehom Koja ce nomarssa.”

CycaHn CoHrar, Regarding the pain of others

HecTtabunHoCT Koja HacTaje MHTEH3MBHUPareM CyKob6a M MPOLWMPEHUM MO/bEM KOHQIMKTA,
nocTaB/ba OYEKMBarba O/, YMETHUKA U HeroBy peakuujy. CtaTyc ymeTHUKa popmupa ce y ne-
pvopy peHecaHce y MTanunju — kafja YoBeK NocTaje Hocunay, rpahaHCKUX BpiivHa M Kaja ce
Tpara 3a o6nMKoBaHeM uAaeanHor YoBeka. lNojaBrbyjy ce KoNeKuMoHapH, MeLeHe, NaTpoHK
YMETHOCTH W HayKe; popMUpajy Ce MaeanHu y30py M YOBEK TEXM Aa Ce pa3Buja Ka yHWBep-
3anHuWM BpeaHocTuma — utan. Uomo universale. ,lUTo je BMWe uMBunM3saLmja nparmMaTmyHa
W MaTepwujanMcTHUKa, TO Ce BULIE KynTypa Mo3uBa fAa WCMYyHWU eMOLMOHAHE U MCHUXONOLKe
notpebe C Kojuma oBa He MOXe Aa M3ahe Ha Kpaj, Te TaKo CBe BULIE A0Ma3u A0 y3ajaMHOr
aHTaroHvama. OHo wTo 61 Tpebano Aa NPEHOCH YyHUBEpP3aliHe BpeAHOCTH y oapeheHa foba u
MecTa Ha Kpajy ce arpecuBHO okpehe NpoTuBs wmx. KynTypa je noTMCHyTa M pearyje 0CBETHWUY-
kn.” I Tepu UrnToH y TekcTy MeTtaduanka y goba repoprama pasbe pasmarpa cnoco6HOCTH
pa3BujeHOr APYLUTBA M M3pawaBa CyMiby y MoryhHOCT MynTUKRynTypanHocTu. Honanc yHusep-
3a/IHMX BPeAHOCTH AellaBa ce yNpaBo y BpEMEHY Kaaa Cy /byAcKa NpaBa M crobofe HajBulue
rapaHToBaHe W npoknamoBaHe. MoBpwHocT Kojy NrnToH yoyaBa y Tymadery M nepuenLmjm
MYNTURYNTYPanHOCTH, HaBOAM Ha OCET/BUBOCTHM EMOKPATCKOT APYLITBEHOI CUCTEMA — KOjU je
ocrnobofeH KynType Kao jeAnHCTBEHOr, YyHU$HUKoBaHOr ob6pacLia U Koju TEXK yTonMjcKoM ¢op-
MUparby 3ajefHUYKOT, MyNTUETHUYKOr KynTypHor npocTopa.! Ynpaso Ha penauujama mehy-
CoGHOr HenoaHaBaha U MrHopucaka cnelndUYHOCTH KynTypa, jaB/bajy ce moryhHocTH 3a
cTBaparbe NoBpLUHON, 6aHaIHOT, EMOTUBHOI HEpa3yMeBatba, CTpaxa M MaHunynauuje. JHeeHe
BECTH KOje MPUMamMo HUCY JOBOJbHE M PENIEBAHTHE KaKo GU Ce cxBaTua CyLuTUHA KOHGIMKTA
nnu nopekno cykoba. MHbopmaumje cy yecto ,6eCKOpUCHE M TOKCHYHE", a ,HOBUHAPCTBO je
Mom/Ja Hajpeha Kyra ca KojoM ce [aHaC Cyo4aBamMO — KaKO CBET MoCTaje CBe CNOXEHWU U
CMOMEHM]H, HALLW MO3IOBM Ce CBe BULLE M BULIE HABMKaBajy Ha nojeaHocTassbuBara™.B! [pa-
MaTMYHOCT BpeMeHa Y Kojoj ce ,peanHoCcT HaroMunaea” Nperno3Haje ce U Kao HEMUHOBHOCT
ypyluaBarba CBaKor MORHOI MOIMTUYKOT CMCTEMA KOjU CE HAMETHYO U KOjU KYNTYPHO WM BOJHO
nomuHupa. OTnop npema KoHueHTpauuju mohu je usBectaH u ovekmBaH. MaH Boapujap y
Texkcty Jyx Tepopusma nyKoTuHy (Mpiby) y CaBpLUEHOM CUCTEMY MPerosHaje Kao BUPYC —
,Kao Aa cBaKkuW anapat AOMWHaLMe NTy4n BNacTUTH aHTUOMUCNO3UTHUB, pepMeHT BNacTUTOr Mo-
HULWTEHA, NPOTMB Te FOTOBO ayTOMaTCKe peBep3auje BNacTUTe CUIIe, CUCTEM HE MOKE HULITA.
A Tepopwv3am je yoapHu Tanac Te Tuxe peeusuje.” OHo wTo je nopaxasajyhe jecte unrbeHuLa
[a je Tepopu3aM NocTao TONMKO APYLITBEHO MHTErPUCaH, FOTOBO HEBUAJBMB A3 MOKe GUTH
ceypa. ObpayyHaBa ce ca NMOTMYHO HEBMHUM XpTBama, a KpTBe cy o6ocTpaHe. Tepopusam
n3asusa onwTth cTpax. CTpax napanuie, 3aTBapa, M3jefHaqyaBa v onpashasa arpecujy.

[1]1 Tepu UrntoH, y TekcTy: Metaguanka y noba repopusma.

[2] Muwen Yen6ek, y uHtpesjyy 3a yaconuc Revue des deux mondes: ,Tepopuaam v MUIUTaHTM3aM Cy HauMH coumjanuaaumje.
BepoBaTHo je Nneno npoxvBeTH 3ajefH1uKe TPEHYTKe, y36yarbrBe TpeHyTke NpoTue nonuumje... Mmatn ocehaj aa cte 3ajeaHo npotvs ceux”

[8] Hacum Tane6, y Texcty: Journalism may be the greatest plague we face today.
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INSECURITY AS
A GUARANTEE OF FUTURE

“Wars are now also living room sights and sounds. Infor-
mation about what is happening elsewhere, called ‘news’,
features conflict and violence — ‘If it bleeds, it leads’ runs
the venerable guideline of tabloids and twenty-four-hour
headline news shows — to which the response is com-
passion, or indignation, or titil-lation, or approval, as each
misery heaves into view".

‘ ) Kcernuja Camapumja
Susan Sontag, Regarding the Pain of Others Ksenija Samardzija

The instability resulting from the intensification of conflict and its  5eorpas, Coouja

expanded field, sets expectations before the artist and provokes  Belgrade, Serbia

his reaction. The status of artists was formed in the period of

the Renaissance in ltaly - when man became the bearer of civic virtues, and when endeavors
to create an ideal man were made. Collectors, benefactors, patrons of the arts and sciences
followed; perfect role models were formed and man tried to evolve towards universal values
- ital. uomo universale. “The more pragmatic and materialistic civilization becomes, the more
culture is summoned to fulfill the emotional and psychological needs that it cannot handle - and
the more, therefore, the two fall into mutual antagonism. What is meant to mediate universal
values to particular times and places ends up turning aggressively against them. Culture is the
repressed that returns with a vengeance.” ! Terry Eagleton further discusses the abilities of
developed societies and expresses doubts about multiculturalism. The collapse of universal val-
ues occurs precisely at a time when human rights and freedoms are most decidedly proclaimed
and guaranteed. The superficiality that Eagleton observes in the interpretation and perception
of multiculturalism points to the sensitivity of democratic social system - which is free from cul-
ture as a single, unified pattern and which strives for the utopian creation of a joint, multiethnic
cultural space.? It is exactly because of not knowing each other and ignoring specificities of
other cultures, that opportunities arise for creating a superficial, banal, emotional misunder-
standing, fear and manipulation. Daily news we receive is not enough or sufficiently relevant to
enable us to understand the essence or the origin of a conflict. Information is often “useless
and toxic” while “journalism may be the greatest plague we face today - as the world becomes
more complex and more complicated, and our brains get more and more used to the simplifica-
tion".The drama of the time in which “reality accumulates” is also seen as an inevitable collapse
of every powerful political system that is imposed, and that culturally and militarily dominates.
Resistance to the concentration of power is likely and expected. In the Spirit of Terrorism, Jean
Baudrillard sees a fracture (hatred) in a perfect system as a virus - ‘as though every machinery
of domination secreted its own counter-apparatus, the agent of its own disappearance. Against
that form of almost automatic reversion of its own power, the system can do nothing. And ter-
rorism is the shock wave of this silent reversion.” The fact that terrorism has become so socially
integrated, almost so invisible that it can be everywhere is devastating. It®! targets completely
innocent victims, with casualties on both sides. Terrorism causes general fear. The fear that
paralyzes, closes, equalizes and justifies aggression.What is different now compared to the
previous experiences of destruction and threats, is a lack of clear stronghold. After World War

[1] Terry Eagleton, essay: Metaphysics in a Time of Terrorism. In his essay Metaphysics in a Time of Terrorism

[2] Michel Houellebecq, interview for Revue des Deux Mondes: “Terrorism and militancy are a way of socialization. It's probably nice
to live moments together, exciting moments against the police...Have a sense of being together against all.”

[8] Nassim Taleb,text: Journalism May be the Greatest Plague We Face Today.



OHo wrTo je capa Apyrayuje, y O4HOCY Ha NPETX0AHa UCKYCTBa pasaparba U NPeTHH, jecTe He-
AocTaTtak jacHor ynopuiuta. YMeTHoCT HakoH [lpyror cBeTcKor pata, nopaweHa 6pytanHowhy
n 6ecmucnoM, y atMochepr aTOMCKUX NPEeTHM U HEM3BECHOCTH Mcxoda XnaaHor paTa, joLu
YBEK je MMmana NnpunuKy Aa 3acTyna MaeonoLKe nnn ¢dunos3odcKe nosuLmje U MHTENEKTyanHe
ctaBoBe. Par je nponsseo HecnyheHa pasaparba: MacoBHa ybMUCTBa, NCUXOMOLLKE eKCrnepwm-
MEHTe Haj, JbyAMMa, KOHLLEHTpaLIMOHe norope, ynotpeby HyKkneapHoOr opy:ja, Buaeo n ¢poto-
rpadcro LOKyMeHTOBaH€e 3104MHa 1 Ap. ErancreHunjannaam y nocnepaTtHoj yMETHOCTHU KPO3
eHpopMen 1 ancTpakTHO CIIMKAPCTBO NPeno3Haje ayTOHOMMW]y U3rybrbeHOr YoBeKa, Herose
aroHuje, CTpaxoBe M NMCUX03€e anv WU CTBapanadyky BOJbY, Harnalasa cam aKT, YMH CTBaparba
Kao MHTepnpeTauujy cnoboae n ayteHTMYHocTU. M3nox6om New Images of Man y Mysejy mo-
AepHe ymetHocTu y Hbyjopry 1959. roaounHe, pagosuma hakometuja, BejkoHa n e KyHuHra
YOBEK Ce MOHMWLITaBa, AEKOHCTPYHLLE; ,FYOU CBOjy XyMaHOCT W nocTtaje cTeap Mefly cTBapuma
Koje nponasoau”. ¥ CeaKa yMETHOCT je AOHEKNE M NMOMIMTUYKA, Y CMUCIY A4 je jaBHa U Aa ce
oOBMja U pasmaTpa y jaBHOCTU. YMETHOCT je JaHac y eKCnaH3uju — BeSIMKU My3eju caBpe-
MeHe YMEeTHOCTM Ce CTpaTellKkn oTBapajy U 06e36ehyjy npocnepuTeT YMTaBUM KpajeBrMa M
pervjama. CajMoBM akTyenHe yMETHOCTM Ce AellaBajy y NPoCTOpUMAa Y KOjMMa NPEeTX0AHO Huje
MocTOojasnio pasBujeHO TPHULLTE; U3 FOAMHE Y FOOMHY Ce NoceTe CajMOBMMa U My3ejuMa 3HaTHO
yBehasajy. YMeTHUK MOXAa BULLE HErO MKaJa 3acnyyje noTnyHo nosepere’® n pasymesarse.
Op, y3BuLWeEHOr MAegana peHecaHce Koju Texu npornopuujama v Npupoau, A0 pa3opeHor u
MOHWKEHOr YOBeKa NnocsiepaTtHe YyMETHOCTH, YMETHUK Ce [JlaHac CyoyaBa ca TPEHYTKOM y KoMe
ce cama MUCTWHA [OBOAM y NWUTame, jep ,CTBApPHOCT je HECTBAapHO CTBapHa W y UCTO Bpeme
HenoaHoLWBLUBO onunbMBea”.[o!

[4] Mol Tunuy, ua katanora uanombe New Images of Man, MOMA,1959.

[5] Munan Muwwih, ns Texkcta Mcrura Huje 6utra (Monutuka, 29. 8. 2016): Jlame ce cBe 6e304HM]e, TaKO Aa HEKW TeopeTnyapy seh
roBOpe 0 ,MOCTYUHEHUYHO] epH”: Aa Beh HUBUMO y CBETY Y KOjEM je MCTMHA — HELUTO LUTO je HECMOPHO [OKa3MBO— CBE Marbe GUTHA...
MonuTHuKa UCTHHA je AOAYLLE yBEK CYBJEKTUBHA, MONUTHKA j€ YBEK HEKO TyMaderse CTBApHOCTH U (yrnaBHOM HEMoysAaHo) NPojeKToBare
6ynyhHOCTH 3apaj OCBajara M OuyBarsa BNAcTH, anu je CBe OuMrnefH1je Aa Ce AeMOKpaTHja cyoyasa C HOBUM NPOGIEMOM: Kako
PasNMKOBATH YNHEHULIE Of, UBMULLILOTHHA."

[6] Mumup Mpyjuh dneka, y emucuju Lnwmmw, Pagno B92.

KceHunja Camapuymja je aunnomupana 2007. roomHe Ha YHuBepauteTy y Beorpaay, ®Puno-
30¢CcKM darynTeT, rpyna 3a UCTOPHjy YMETHOCTH, AUMIIOMCKH paj, Ha TeMy ApxuTeKTypa ae-
moKpatuje y geny ®penka Jlojg Pajra. Op 2009. roanHe paiu Kao CTPyYHM capafdHUK — Kyc-
Toc y Kyhu nerara y Beorpagay.




I, defeated by its brutality and absurdity, in an atmosphere of atomic threats and uncertainty
of the Cold War outcome, art still had the opportunity to uphold ideological or philosophical
positions and intellectual views. The war produced unimaginable devastation: mass murder,
psychological experiments on human beings, concentration camps, use of nuclear weapons,
video and photographic documentation of crimes, etc. Through informel and abstract painting,
Existentialism in post-war art recognized the autonomy of lost man, his agony, fear and psycho-
ses but also his creative will, and it emphasized the act itself, the act of creation as an interpreta-
tion of freedom and authenticity. Through the exhibition New Images of Man at the Museum of
Modern Art in New York in 1959, and through the works of Giacometti, Bacon and de Kooning,
man is annulled, deconstructed: “he loses his humanity and becomes a thing among the things
he produces.”¥!"All art is to some extent political, in the sense that it is public, and that it takes
place and is discussed in public. Art is now in expansion - large museums of contemporary art
are strategically opening, thus ensuring prosperity to entire areas and regions. Exhibitions of
contemporary art take place on the premises where no developed market previously flourished;
every year visits to exhibitions and museums significantly increase. An artist, perhaps more than
ever, deserves full trust®® and understanding. From the lofty ideals of the Renaissance, striving
for proportions and nature, to the devastated and humiliated man of post-war art, the artist of
today is facing a moment in which the truth itself is called into question because “reality is un-
realistically unreal and at the same time unbearably tangible.

[4] Paul Tillich, Iz katloga izlozbe New Images of Man, MOMA,1959.

[5] Milan Misi¢; text The Truth is Not Important (Politika, 29.08) “We lie more and more impudently, so much so that some theorists
are already talking about ‘ex post facto era’: that we already live in the world where the truth — something that is demonstrably indisput-
able — is becoming less and less important... The political truth is admittedly always subjective, politics is always an interpretation of
reality and (mostly unreliable) projection of the future for the sake of conquest and power preservation, yet it is becoming increasingly
clear that democracy is facing a new problem, namely: how to distinguish fact from fiction.”

[6] Mimir Gruji¢ Fleka, Sismis radio show, Radio B92.

Ksenija Samardzija graduated of the Faculty of Philosophy in Belgrade (2007), at the depart-
ment of History of Art and her thesis was ,Frank Lloyd Wright and architecture of democracy”.
Since 2009 she has been a curator at the Heritage House in Belgrade.




TEXHOJIOLWWKA YMETHOCT
U YMPEHEHU CBET
TEXHOJIOLWWKUX CJITUKA

CaBpemeHa Teopuja yMETHOCTH je Beh yTBpAMNa: CIMKapCTBO, Y OBUM MOYETHUM roguMHamMa
XXI BeKa, BuLWwe HUje BoAehH BU3YENTHH j€3UK Y YMETHOCTH. Y TaKkBy NO3WLM]Y YMETHUYKA CITMKA
je mocnena 3axsasbyjyhu ToKoBMMa jefHe, cafa Beh AyroTpajHe TpaH3uWLMje Koja ce oABHja
yHyTap 6uha yMeTHOCTH — 0f, KNNaCHUYHKUX Ka HOBUM TEXHOMOLWKUM Meaunjuma. Taj npolec je 3a-
noyeT Herae CPeAVHOM AeBeAeCeTHX, a AUKTUPaH je pa3BojeM MHTepHeTa W APYrux Aurutan-
HMUX CUCTEeMa M Mpexa... MaKo je npomeHa peBonyLMOHapPHA, OHA HUKAKO HUje HEOYEeKM1BaHa.
Taj npouec je nornyaH, NpUxBaT/bKUB U MPUMEPEH je CTaky CaBpPeMeHOr CBeTa.

Moacetuhy: 1 panuje cy ce aelwasanu ,ynaaun” HOBUX MeAMja y CIIMKAPCTBO U Y TOKOBE aKTy-
enHe ymeTtHocT. Kapa je asrycta 1839. rogune Harep y MNapusy obHaponosao oTkpuhe ¢o-
Torpaduje 1 Kapa je 0b6pasnomeH CUCTEM ,MaLLIMHCKE CIIMKe", KOjoM Ce OCTBapyjy CaBpLUEHO
Npeun3HU NpM3opun peanHocTH, ¢paHuycku cnurap Non [denapouw je n3pexkao cBojy MHOroO
nyTa uuMTMpaHny pedenuuy: ,Opn AaHac je cnvkapcteo mpTeo!” MNonynapHocT Te MHoro nyta
LuUTUMpaHe msjaBe je npousuna 36or weHe notore becmucneHocTw. Jep, To anapMaHTHO
npeasuhame ce, faKkaKo, HWje ocTBapmno jep je potorpaduja ybp3o npuxeaheHa Kao HOBU Ha-
4uH BUMhera 1 carnenasarba CBETa, Kao ,HOBM Nornen” Koju je yTMLao Ha CIMKapCTBO U KOju je
KOPWUroBao HEroBy CIIMKOBHO-NIMKOBHY CTPYKTYpy. Y BU3yenHoM cmucny doTorpaduja je no-
Morna CnMKapcTBy Aa Cno3Ha NpobnematuKy CBETNOCTH, LTO j& M3MEHWUIIO OAHOC npema 60ju
M KonopuTy, 6all Kao LITO je HaMeTHyNa TeMy MOLEPHOr CBETa — Ha YeMy Cy HapPO4YMTO MHCHUC-
TUPanM UMNPECUOHUCTH, MOKAA M NPBU BEJIMKW PEBONYLIMOHAPH Y UCTOPU]U CIIMKApPCTBA...

Buno je konebarba 1 MOBOAOM NOTOH:E MojaBe $puIMa, a NOroToBO Tenesuauje u euaea. Ho,
yBEK Cy Te MHOBauuje ,MnojayaBane” ymeTHOCT — Aonajyhv HoBa cpencTBa 3a afeKBaTHMje
carrniefaBarbe M MHTEPNpPeTHpare CBeTa M BPEMEHA Y KOjeM Cy YMETHULIM KWUBESIM U Aeno-
Bann. NoyeTKoM cefampeceTvx rogvHa ABafeceTor BeKa TW HeKajalrW ,HOBWM Meduju”
(boTorpaduja, dbunm, Tenesusmja, BULEO) KOHAYHO Cy, KAKO CE TO Taja FOBOPUIO YLK Y
ranepuje U Myseje”, Te ce of Taja cMaTpajy BanMaHWM CaMOCTalHUM MeAujUMa Y TOKOBU-
Ma caBpeMeHe YMeTHOCTWU. YMeTHOCT ce, Aakne, pasyfjvBana anv u TexHuunsmpana, nosako
je rybuna BnacTMTM OpPeosl U3Yy3eTHOCTH, jep Ce MaKCUMMASIHO MPUBAMMMNIA HUBOTY U CBa-
KOAHEBHUM HHUBOTHUM CI/ITyaLI,VIjaMa. ConcTeeHun AUTHUTET OHa je 3ajpHaBalia NpBeHCTBEHO
CBOjOM MOAEPHUCTUYKOM NMPUPOAOM, KOjOM je, KaKo je To roBopuo Punmbept MeHa, jenaH og
Haj3HaYajHWjUX TeopeTMyapa MOLEPHU3MA, ,cadyBasa CNOCOBHOCT Aa ce U3fBoj1, He Aa 6u
ocTBapua eKCKIy3uBHY 3acebHoCT, Hero Aa 6u 6una npumep APYrvM 3HakbMma W Apyrum
npakcama...” TakBa ymeTHOCT je 6puHyna o Bnactutom 6uhy, oHa ce npema cebu ogHocuna
aHaNMTUYKK, PALMOHANTUCTUYKM U NMPOrPECUCTUYKH, a HeHO AejCTBO je 610 3acHOBaHO Ha
YBPCTOM YyBepery fa je YMETHOCT JaHac jeAuHa, Mada MOXAa W YTOMUCTUYKA cHara, Koja
cBeTy oApKasa Hady 6yaHOM 1 06e36efyje MCTUHCKE XyMaHUCTHUYKE BPEAHOCTH.

JaHawrbn HOBM MeAMjU KOjU Cy MPEMPEKUNN YATaBY 3eMasbCKy KYrny, NPBEHCTBEHO CY
€/IeKTPOHCKO-AUIUTaNHOr nopekna. YMETHUK Koju NpeTeHayje Aa ce 6aBu TUM U TaKBUM Me-
AM|CKMM CpeAcTBMMa, MOpa MMaTW y BUAY Aa je Taj MeAuj Aeo jegHor rnobanHor cuctema
Koju ce popMUpao Ha MHTepecy U 3a NoTpebe BENMKMX Koprnopauuja U KpyMnHOr W NpUMBaTHOr
Kanutana Koju gaHac Bnaga cesetom. Ceojum MohHMM cpeacTBrMMa rnobanHe Mpere OHWU Ma-
HWUNYNKLLY — MPBEHCTBEHO ynpaBibatbeM HbOpMaLMjama, anuv U NnepMaHeHTHUM HacTojarbuma
Aa ce peasiHu U BUPTYenHK CcBeT usjeaHade. Taga ce rybe o6prcu peanHOCTH, CTBapH NocTajy
Mahbe jacHe, CTBapajy ce NoABOjEHOCTH Of, KOjWX je HajybojuTHja NoABOjEHOCT HOBEKOBE CBEC-



TECHNOLOGICAL ART AND
NETWORKED WORLD OF
TECHNOLOGICAL PICTURES

It is a fact universally established in modern art theory that paint-
ing in early 21st century is no longer the leading visual language
of art. Artistic image found itself in this situation due to the long-
term transition trends taking place within the very being of art
- from classical to new technological media. This process began
in mid-nineties, and was dictated by the development of Internet
and other digital systems and networks. Although revolutionary,
the change was by no means unexpected. This process is logical,

acceptable and suitable to the conditions of the modern world. Hosw Cag, Cp6mja
Novi Sad, Serbia

CaBa CrenaHos
Sava Stepanov

Let me remind you: “invasions” of new media into the realm of

painting and current art trends took place in the past as well.

When, in August 1839 in Paris, Dager announced the discovery of photography and when the
system of “mechanical images” producing perfectly precise pictures of reality was explained,
French painter Paul Delaroche made his frequently quoted statement: “From today, painting is
dead!” The popularity of this famous statement stems from its subsequent meaninglessness
because this alarming prediction, of course, had never materialized as photography quickly be-
came accepted as a new way of seeing and perceiving the world, as a “new look” that influenced
painting and corrected its pictorial, fine art structure. Photography visually helped painting to
understand the problem of light which changed the attitude towards color and coloring, just as
it imposed light as the major topic of the modern world — on which Impressionists particularly
insisted, being perhaps the first great revolutionaries in the history of painting.

The subsequent appearance of film, and especially television and video, also gave rise to con-
siderable debate. And yet, thus far, innovations have always “intensified” art — adding new
means of adequately evaluating and interpreting the world and time in which the artists lived and
worked. In the early 70s of the 20th century, these former “new media” (photography, film, tel-
evision, video), finally “entered galleries and museums”, as we used to say, and have been ever
since considered valid independent media in contemporary art. Art, therefore, became more
varied but also more technical, slowly losing its own aura of excellence, growing ever closer to
life and its everyday situations. It preserved dignity primarily because of its modernist nature,
which is how, in the words of one of the most important theorists of Modernism Filiberto Menna,
it managed to “preserve the ability to isolate itself, without achieving exclusive separateness, but
becoming an example to other fields of knowledge and practice”. Such art took care of its own
being, treating itself analytically, rationally and in a manner mindful of its own progress, its effect
being based on the firm belief that art today is the only, although perhaps utopian, force which
holds the world’'s hope awake and provides true humanist values.

Today's new media that traverse the entire globe are primarily of electronic and digital origins.
An artist who aspires to deal with such media must bear in mind that they are part of a global
system based on the interests and needs of large corporations and big private capital that domi-
nates the world today. They manipulate through the powerful means of global network - primarily
by managing information but also through permanent efforts to equalize the real and the virtual
worlds. This leads to the loss of the contours of reality, things become less clear, creating the
dichotomy the most lethal of which is the ambivalence of human consciousness, human ability
to be a sovereign individual in the real world. The consequences are devastating and among the



TH, FbEroBKX CNocobHOCTHM Aa byae cyBepeH nojeauHal, y peanHom ceeTy... [locneaumue cy no-
ry6He, a jefHa O BUAJLMBU|WX je OHa KOjy je HepaBHo objasuo ,Popbc” aa cBera HEWTO Make
op, 400 myom nocepnyje Beha 6oratcTBa U KONMYKMHY HOBLLA oA, ocTanor aena ceetal To, ocnm
YMHbeHWLLEe O HEBEPOBATHOM Mperpynucamy Kanvrtana, HajybeasbmMeuje yKasyje Ha YnrbeHuLy
[ cy ce U3rybunu paHuju noysfgaHu KpUTepUjyMu, Te Aa Cy Ce NMOKPEHYNN HajHEOHEKUBaHK]K
npouecu ca HeussecHoM 6yayhHouwhy.

LLiTa je 3apaTak faHalwHe TEXHONOWKE YMETHOCTH? AKO YMETHOCT joll yBEK CMaTpamo, Ma-
Kap 1 NOCNeAH1M, U3BOPULLTEM ECTETCKUX, OYXOBHUX, MHTENIEKTyasIHUX, MOPaTHUX 1 ETUYKMX
BPEAHOCTH, OHAA je YMETHUK Koju ce 6aBu AUrMTarHOM YMETHUYKOM MPaKCcoM, CKOpo obaBe-
3aH fa byne onpesaH M NoxesbHO cnocobaH Aa U3HeApPHW HOBO MELM|CKO noAynuparke Bra-
CTWUTE MMUCAH... Jep, CTapo je UCKYCTBO Aa Kopuwhere HOBE TEXHONOMM|e YBEK NMOYMHEMO ca
yBepereM aa he Ham oHa omMoryhnTh KOHTpOIy, a 3aBpLIaBaMo TUME 4a CMO KOHTPOJIUCAHU.
Ha To Hac je Tako cyrecTMBHO yno30paBao jol TOKOM LIe34eCeTHX, flaHaC PeaKTyenmM3oBaHu
Mapwan MaknyaH Koju je TBpAMO: ,MeaH] je nopyKa", Te ,...Aa Cy MEAWjU NMPOAYHKELM HALLIMX
yyna Koju Membajyhv ce, pagukanHo TpaHCHOPMULLY Hally OKOJIMHY M YTHYY Ha CBe WTO pa-
AvMo. JeoHoM peujy — Merbajy Hac.” YnpaBo 360r Tora, AaHallkbM YMEeTHUK je obaBesaH Ha
TEMEesbHO NPOMULLIbarbEe U KOHTPONMCare Meauja Kojum ce 6aBu M U3paxasa, Yyak je obase-
3aH Aa ce yHyTap MORHOr €NneKTPOHCKOr workneta noHaiuia nofpusadky, cy6Bep3vBHO, YaK
M OECTPYKTUMBHO — KaKko 6 nNpeBnafao unu, 6ap Ha TpeHyTak, NpeBapuo rnobanHyu MaHuny-
NaLMjCKM CUCTEM M TaKo Ham omoryhno JoKMBIBLA) LMUCTE” IbyAcKe nopyke. Jep, camo Tako
KOHLMMMpaHa yMeTHUYKa MMcao jecTe cnocobHa Aa npesasufje akTyenHoO ,OKpYHKeHe Hecu-
rypHOCTK"; CaMO BUCOKO CBECTaH, padyMaH W MHTENEKTYasTHO CynepruopaH yMeTHUK je y CTaky
Aa cxBaTu 06pKrcCe HOBOI CBETCKOI MEAM|CKOr MOPEeTKa, Te Aa rMoGanHO yMPEKEHOM CBeTY Ha-
MeTHe XyMaHWUCTUYKe BPEAHOCTH, CTaBoBe U uaeje. [yTeBu A0 TaKBMX pesynTaTta HUCY jeAHOC-
TaBHW, OHU [LaKaKo MOTY Y MOpPajy 6UTK Pa3UuUTH, anu LUILEBKU Ce HE CMejy M3HeBepHTH. Jep,
y NPOTMBHOM, MOKe HaM Ce AeCUTH [a YaK He ByAeMO CBeCHU NpoMeHa Koje HaMm ce AellaBsajy,
a Koje he TemerbHO NpoMeHWUTH Halwe 6uhe, Hall CBET, YKYMHW CMUCAO0 W CYLUTUHY HUB/bEHA.

CaBa CrtenaHoB (1951). Ctyaupao Ha Dunosodckom daryntety y Beorpapy. Paguo je y
Fanepuju Matuue cpncke (1971-1979), ®oto ranepuju (1979-1993), LlenTpy 3a Bu3yenHy kyn-
Typy 3natHo oxo (1993-2011) u 3aeoay 3a kyntypy BojsoauHe (2011-2014) y Hosom Capy.
O6jaBu1o je TEKCTOBE, KtbUre U MOHOrpaduje 0 BojBOfjaHCKO] U CPNCKO] yMETHOCTH, MOCTABUO
6pojHe ayTOpCKe M3NoKbe, BUO YMETHUUKU OUPEKTOP HEKONTMKO MHTEPHALMOHANHWUX U3NOKOHM
n manndecTtaumja (bankan aprt, lNMeppopmaHC, BujeHane mnaamx y Bpuuy, MHtepHauunonan-
HU decTUBan yMeTHUYKKUX 3acTaBa, PecTuBan caBpeMeHe YMETHOCTU JyHaBCcKu Aunjanosm).
[o6uTHUK je BUWeE Harpaga. ueu u paaun y Hosom Capy.




more visible ones one piece of information recently published by Forbes stands out, namely that
less than 400 people own more wealth and money than the rest of the world! This, in addition to
the remarkable reshuffling of capital, most compellingly points to the fact that previous reliable
criteria have been lost, and that the most unexpected processes with an uncertain future have
been set in motion.

What then is the task of today’s technological art? If we still consider art even the last source
of aesthetic, spiritual, intellectual, moral and ethical values, then the artist engaged in digital art
practice is almost obliged to be careful and preferably able to spawn new media support for his
own thoughts. The reason for this is that old experience tells us that the use of new technologies
always starts with the belief that it will enable us to exercise control whereas we ultimately end
up being controlled. Of this we were so suggestively warned way back in the 60s by Marshall
McLuhan, who recently regained popularity and who argued that “medium is the message”, and
that “media are the extensions of our senses that change and radically transform our environ-
ment, affecting everything we do. In a word — they change us.” For this very reason, today’s artist
is obliged to thoroughly consider and control the media he works with and through which he ex-
presses himself, to work subversively, even destructively, within the mighty electron network - in
order to overcome or, at least for a moment, deceive the global system of manipulation, enabling
us to experience a “pure” human message. For only the artistic thought conceived in this manner
will be able to overcome the current “environment of insecurity”; only highly conscious, reason-
able and intellectually superior artist will be able to grasp the contours of the new world media
order and impose human values, attitudes and ideas onto the globally networked world. Roads
to such results are not easy, they of course can and should be different, but the objectives must
not be thwarted. Otherwise, we might find ourselves in a situation that we are not even aware of
the changes happening to us yet fundamentally changing our very being, our world, the overall
meaning and the essence of life.

Sava Stepanov (1951). Studied at the Faculty of Philosophy in Belgrade. He worked at Matica
Srpska Gallery (1971-1979), Photo gallery (1979-1993), Centre for Visual Culture “Zlatno Oko”
(1998-2011) and the Institute for Culture of Vojvodina (2011-2014) in Novi Sad. He published
articles, books and monographs on Vojvodina and the Serbian art about numerous artists, was
artistic director of several international exhibitions and events (Balkan art, PerformaNS, Bien-
nial of Youth in Vrsac, International Artistic Flags festival, Festival of contemporary art Danube
Dialogues). He received numerous awards. He lives in Novi Sad.




NMPOrHAHA YMETHOCT

Mpe nBapecet ocam roauHa, Herge 1988. roanHe, NOCyMHa0 cam a HelTo Huje y peay: Aa
cmo ce 3arnunbunu y 20. Beky. Ca Kpatkum pomaHom Benmka Cpearo-MCTMYHO-eBPOrCKa
rosba cryna y nuKapcku pomar (1998) NoKylwao cam fa y MPOHUYHOM KOHTEKCTY MPeaouunm
eydopujy TpaHauumje. MaBHKU jyHaLM pomaHa, OAHOCHO TpaH3wWLMje, Xprie ca jefHe NOCTMO-
LepHe rosbe Ha Apyry, AaKIe, caMm KMBOT je 3aMereH AUKTaTypoM peTopuke. [ocne Bennkux
Petopuukux 036K, pexehn jeaHn Ha apyre, pasy3faHy NpoTaroHUCTH jypuajy oA 3upa Ao
3vpa u mawyhu 3actasama pasmehy ce cBojuM HaunoHanHKUM oceharbuma. YuecHnum Benuke
lo36e ce Hagmehy y ToMe, KO MMa AyKe Konsbe Ha KojeM ce Bujopu 3actasa. Cnuka 6yayh-
HOCTHU Cce npeTBapa y BENuKy ,ro36y" npownoctu. Y cBOM AOKYMEHTapHOM, UK €CEjJUCTUYKOM
pomaHy Excreputopujym na 2000. roanHe, CyouMBLUK Ce ca NMYHOM npoLunowhy, npefoymo
caM Kyaa Boau eypopuyHa peTopuKa pogorsybala Koju, Butnajyhu HaunoHanHWM 3actasama,
jype on 3vpa no 3unaa. Hajkpahe pedeHo: jype y HenosHaty npouwnocT. [Nog yTuuajem 6ankaH-
CHKMWX paToBa TeLMO CaM Ce TUME [a je CBEe TO CaMo noKanHu (Cprckum) npobnem, og Tafa cam
MOpao yBMAETHU Aa TO HUje Ta4yHO, U3 AaHa Y AaH CMO CBEAOLM KaKko, BUTNajyhn HauMOoHaNHUM
3acTaBama, jypu of, 3upa Ao 3vpa umtaBa Mcrtouna Espona. M oBa nowact ce wupw, Kao
3apasa, faHac je Beh nocerna py6ose 3anagHe EBpone. EKCTpeMMcTH Cy CBe rmacHuju 1 3a
npoceyHe rpahaHe cee npusnadyHuju. EBponcke Haumje Beh xMBe y nepMaHEHTHO] CTpenksH,
faHac ce nnalle muvrpaHara, cytpa he ce nnawwTti jeAHW of, APYrMx — C TOM passiMkom, Aa
BuLWe Hehe caMo OTKpUBaHE W ENMMUHUCAHE OBOI MUIIM OHOM M3BOPULLTA CTpaxa GUTH LW,
Beh wuperse rnobanHe ctpentse. Y ABe peuun: He Wwupu cTpax npeteha onacHocT, Beh cTpax
LIMPU OMNACHOCT.

Taj nMkapcKK pomaH je npepaHo HanWcaH, Kaf je 06jaB/beH jol YBeK je Bnagana nocTTpaH3u-
uroHa eydopuja v saHoc (Mamypnyk) ctuuarsa unaHcTea y Esponckoj yHuju. CamosanosomsHo
cMo cnaBunu Kpaj 20. Beka. Bunun cmo yBeperu aa je Taj 20. Bek, Koju je noyeo 1918. rogmHe
M OKOHYaH pylerem BepnunHcKor 3upa — 61Mo Beoma Kpatak. Y Toj M1neHujymcKoj atmocdepu
0CTao cam ONTMMMUCTA, HACAaM XTeO fa KBapuM cnaerbe, paauje cam Telwno cebe ga cam, eTo,
CBOjWM NMTEpPapHUM paHTasujama AoMyCTUO NPeKoMepHy cnobody. Moxkaa cam norpeLmo, v
moxaa hemo ycneTu fa ce 3ancta oTcHemo og, 20. Beka? Npempa cmo ce og 20. Beka onpo-
CTHMITM KaKo TO NMPUCTOJHOCT Hanamke, na yak v nomneaHo — 20. BeK HWje XTEO Aa HaC HamnycTH.

Y MeHM cy ce HenpecTaHo cykobrbaBana ABa ja: JOK Ce MOje MHTENEKTyasHo ja NpenycTUno
MyCTONOBHUM NlyTarbimMa y 6yayhHOCTH, MOje CnncaTesbCKo ja je MyKy My4uno, jep ce joLl yBeK
Hanasuno y uBpcToM 3arpsbajy 20. Beka. [lok cam y cBOjUM ecejuma, YnaHuuma pasrnabao o
Lonacky 1 o 6purama jegHor Apyrauujer, cnobofHujer CBeTa, yNpKoc CBUM MOjUM pe3epBamMa
cam unak seposao ga hy y jeaHom HoBom pa3aobiby, To jecT y 21. BeKy, Kao NPO3HKM nucall
nohu [0 3aK/byyKa Koju he memaHTOBaTM Moje MHTenekTyanHe xunoTtese. Hao nucau, nakne,
60sbe CaM 0CETHO MHTEHLMje ByayhHOCTH, Hero Kao MHTeneKTyanau,.

C jeaHnM cBojuM ja xpnvo cam y 21. BeK, a ¢ ApyrMm cam octao 3apobibeHuk 20. Beka. Bpe-
MEHOM MM je MoCTajano CBe jacHUje, Aa HUje ped camo O CybjeKTUBHWUM yTucuMMma, Beh o eB-
POMCKOj, NPeBacX0AHO MyYHO] CPeAH0-UCTOYHO-EBPONCKO] CUTyaLMju. PervoH je 3actao Ha
jeAHO] MPTBOj TauKkK, HWje y cTary Aa ce oTUcHe of 20. BeKa, W Huje cnyyajHo wTo he Ha
noyeTky 21. Beka peTporpafHa HocTanruja, esounpajyhn Tpuaecete roguHe, noctatu cee
3nocnyTHuja. N kpusa EBponcke yHuje roBopu o Tome aa ce EBpona konpua y 20. Beky.

Barprajyhu ce namehy asa munenunjyma, n3rybunm cmo oHo ,BpemMe cafalme” Koje nogceha
Ha lpaHg Xoten Am6uc Pobepta Mycuna. Hawa je capaluoCcT HanuK Ha ambuc naHap, Kojer
nebanmo 1 TpaknMo npasal, Koju BoAW Ka byayhHocTu. HHMBMMO y CTpaxoBMMa W CTpenta-



THE EXPELLED ART

Some 28 years ago, sometime in 1988, | had a feeling that some-
thing was wrong: that we got stuck in the 20th century. With
the short novel Big Central and Eastern European Feast Enters
Picaresque Novel | tried to present the euphoria of transition iron-
ically. The main characters of the novel, i.e. transition, are rushing
from one post modern feast to another one, so the life itself is
replaced by the dictatorship of rhetoric. After the big rhetorical
feasts, angry at each other, the wild protagonists start running

Jlacno Beren
from one wall to another, waving flags and bragging about their  / 45/ Vege/

national feelings. The contestants of the Big Feast are competing

. . Hosu Capg, Cpbuja
to see who has a longer spear waving a flag. The picture of the  noyi Sad Serbia

future changes into a big feast of the past. In his documentary or

essayistic novel Exteritorium from 2000, he confronted his own

past and predicted where the euphoric rhetoric of patriots who, waving national flags run from
one wall to another, will take us. Briefly: into an uknown past. Under the influence of the Bal-
kan wars, | tried to console myself that it was all a local (Serbian) problem, but | realized soon
enough that it wasn't true, day by day we are witnessing the whole of Estern Europe waving
national flags, running from one wall to another. And this plague keeps spreading, like a disease,
today it reached borders of Western Europe. Extremists are louder than ever and increasingly
appealing to ordinary citizens. European nations already live in permanent anxiety. Today they
are afraid of migrants, tomorrow they will be afraid of each others — however, the revealing and
eliminating this or that source of fear will not be the aim any more, but the spreading of global
anxiety. In two words: it is not danger that spreads fear, it is fear that spreads danger.

That picaresque novel was written too soon. When published, the post-transitional euphoria still
ruled together with the enthusiasm (hangover) of getting into the European Union. We eagerly
celebrated the end of the 20th century. We were convinced that the 20th century that began in
1918 and ended by the fall of the Berlin wall — was very short. In the new milenium atmosphere, |
remained optimistic, | didn't want to spoil the celebration, consoling myself that | allowed myself
too much freedom with my literal fantasies. Maybe I've made a mistake, maybe we will be able
to push ourselves away from the 20th century? Althouh we decently sad goodbye to the 20th
century — the 20th century didn't want to leave us.

There have always been two parts inside of me: while my intellectual part indulged into adventur-
ous wanderings in the future, my literary part was suffering because it was still firmly entrenched
in the 20th century. While in my articles and essays | spoke about the arrival and problems of
another, freer world, despite all my reservations, | really believed that |, as a prosaist, will in this
new era, i.e. 21st century, come to a conclusion that will confute my intellectual hypotheses. As
a writer, | felt what the future had in store better than as an intellectual.

With one part | rushed into the 21st century, but with the other one | remained a prisoner of the
20th century. In time, everything became more clear to me and | am not talking here only about
subjective impressions, but about the European, especially the Central-Eastern-European situ-
ation. The region is stuck, it cannot move on and it is not by accident that, at the beginning of



Ma, jep CMO casHanu fa CMO 3aKkacHunu Ha 6yayhHocT. Haw HauuH uBOTa, Hawe ocehane
MMBOTA, EKOHOMM]a, TEXHOJIOLLKO OKpYyHere ocyhyjy Hac Ha 6yayhHOCT n Hamehy Ham Takse
NpoMeHe Koje HACMO y cTary Aa npaTvmo. MoagepHMsauujcke peBonyumje NpoxaMpy CBOjY
neuy. Tume wTto cy ce oTyRunm opf, Hac, WTO Cy NYCTUM Halle pyKe, LUTO Cy Hac NpeTeKu,
TUME LUTO ¥MBE CBOje CaMOCTasIHE HMBOTE — HUCMO BULLE y CTakby HW Aa NPaTUMO Kyaa Uy, Ka
yemy cTpeme. Bes Komnaca, TelwKo je oapeanTH Npaeal, Hanpeaakx nogceha Ha po6oTa Kojum
HMKO He ynpaBsba. Bulle He yTMyeMo Ha npoLiece Koje CMO MW MOKPEHYNH, NPOLLECE C KojuMa
CMO Ce HeKa/, Tako noHocunu. [IpoMeHe cy TaKo #eCTOKe U TaKo ce 6p30 cnpoBofe, Aa BULLE
HUCMO y CTaky HU Aa X CeH3npHKyjemo. Y 0BOj He3aBUAHO] CUTYaLMjM MOKEMO Aa CXBAaTUMO
camo TO, A& CMO NPWKOBaHK 3a jefHy HEMOMUYHY Tauky. Hao 3aroBopHu1UM HanpeTKa, cypsanu
CMO ce y HeroBy 3amKy. ByayhHocT 6exun, cnacasa ce oA, Hac, AOK CMO MU CBE HECUTYPHHjU
y NpoLetbKBakby Halle NMo3uLiMje: HUCMO CUTYPHU FTAE CMO, HUTU CMO CUIYPHU FAE HaMm je Me-
cTo. Huje cnyyajHO WTO CMO NOPEKNN KyNTypy yTonuje, jep y ceHumM oHe byayhHOCTHM Koja Ham
M3mMuYe, TauHuje, Koja HacToju Aa Ham noberHe — 6Mno 6u ancypaHoO 6MNO WTa NNaHMpaTH.

Y TOM KOHTEKCTY YaK W NPOLUNOCT NomnpurMa arnoKanuMnTUuKK KapakTep. [mobanusam Huje cag,
6aHyo y Halle }KWBOTe, NMOACETMO BMX Aa Ce YlyHAao jol npe CTO roAuHa, anu Aa TeK caj
cXxBaTamo KaKBe je CTpallHe AMMeH3uje nonpumuo. Hu nutarbe murpaHara Huje nojaBa Ho-
BWjer Jatyma, caMo LITO je oBOra nyTa pesyntupana KpusHom cutyauujoM. EBpona je jow npe
HEKONMKO BeKoBa ,06aBMNa" CBOje KpBaBe BepCKe paToBe KOjux ce Hepaao cehamo, npemaa
CYy OHM NPOjeKTOBasIM YHULITEHE HaluWX KynTypa. Ml KopeHu Tepopuama cy cTapu, Gamo LWTo
flaHac TepopHu3aM reHepulie cBakoAHeBHY cTpenty. CBe OHO y Yemy AaHac Npeno3HajeMo
LEeMOHCKe LpTe, jecTe npoayKT 20. Beka. HUCMO TONMKO HEBMHM KONTMKO MUCIIMMO Aa jeCMo.
Ca 3num cmo ce Beh AaBHO crnpujaTesbunu, TETOWKAW CMO ra y HeapWmMa, MOMUCIIMMO Camo
Ha HauuM3aMm UK Ha cTarbiHM3am. HapasHo, papo 3abopaBrbamMo CBOje rpexoBe, LUTO NoKasyje
W jayarbe aHTMCeMUTU3Ma, Byfierbe HaUMCTUUKKX naeonoruja. Hu Halwa kceHodobH]a HUje Ho-
BOI 4aTyma, caMo Ce cap, jaB/ba y HOBOj ambanaku. Pasnunka ce ounTyje camo y TomMe LWTO CMO
y NpouwioCTv ymenun aa nosy4emMo rpaHuvue 3na, CMEeCTUNU ra 'y paumoHanHe OKBUpe, 6mnu cy
y CTarby Aa pasMuLLbaMO y KOHTPanyHKTUMA, jep Cy NOCTOojasii KOHTPanyHKTH, AOK Cy AaHac
W Tepopu3sam, 1 rnobanusam — 6e3obanHn. MogepHu3aumja ce otena oA, Hac, otyfuna ce u
MMBU CBOj CAMOCTAIIHW HMUBOT, HAC je 0CTaBua Ha Leanny: BefIMKU LMBUIM3ALIU|CKU LOMETH,
LMBHUIIM3ALIM|CKE TEKOBMHE CYy BaH Halle KoHTpone. HacpHyne cy Ha Hac oHe cune Koje cMo
MW, LOK CMO 6WnK Tako HaaMmeHu, camu cTBopunn. Cag je npunvKa fa ce ¢ kbrmMa Cyoummo.

Y 0BOj cHTyaLMj1, NHLLEHO] BpEMEHa cafalliHer, NPOrHaaM CMO YMETHOCT U Kb KeBHOCT. [la-
Hac He moxemo pehu ga BnacT nporarba yMETHOCT M KrbHUHEBHOCT, Kao LUTO Ce TO Y UCTOPUjH
W Te KaKko AeluaBano, Beh ux rypay nsonawujy, UCKIbyuyje Ux 13 jaBHe chepe, LUTO 3HaYM fa cy
KyNTypa, YMETHOCT U KHMKEBHOCT NocTasne npusBatHa cTBap. YBpeheHn yMeTHUK, CKpajHyTa
KHMKEBHOCT, C BpEMeHa Ha Bpeme Ce NoBnave y eraun, NOMMCIMMO CaMo Ha TeopHje O Kynama
of, cnoHoBaye. Cap, MeflyThM, yMETHOCT BereTupa y npucunHom nporoHcTsy. OcTBapeHa je
cTapa esba, yMETHOCT je nocTana ayTOHOMHa M caj, ce Konpua y jeAHOM LIMHOBCKOM BaKyMy.
Huje npeocTtano HuwTa ocum camohe ayToHoMuje. Tokom ncTopuje 6€36poj nyTa Cy YnHbeHM
036U1/bHM MOKYLLAJW fa Ce KHUKEBHOCT M yMeTHOCT yhyTKajy: 6une cy 3abparmMBaHe, NPUMO-
paBaHe Ha Konabopauujy, 6une cy u KopymnuMpaHe, a TOTaNIMTaPHU pexMMKU Cy nNpuberasanu
M eKCTPEMHUM CPEeACTBUMA Kaj, Cy NPETUNIM Ody3MMareM NIMYHE eranucTeHLmje, a HepeTKo cy
Te npeThe U ocTBapunu. [porHaHa cy 6una aena, KamhaBaHu Cy 61K ayTOPH, aliM HE W KibK-
HEBHOCT 1 ymeTHocT. MeRiyTnm, cap, ce ynpaso To foraha. OamepeHa vM je y OBOM BpeMEHyY
HajepmKacHMja Ka3Ha: y cnoboamM YMETHOCT U KHbMKEBHOCT BULLE HUCY NOTpebHe.



the 21st century, the retrograde nostalgia of the 1930s becomes all the more evil. The European
Union crisis also talks about the fact that Europe is floundering in the 20th century.

Staggering between two millenniums, we lost that ,present time" that Robert Musil's Grand
Hotel Abyss reminds us of. Our present resembles abyss we hover above, looking for direction
that leads to the future. We live in fear and anxiety, because we found out we were late for the
future. Our way of life, our feeling of life, economy, technological environment, they all lead us to
the future and impose changes we are not ready to follow. Modernising revolutions are devour
their children. Because they left us, let go of our hand, outrun us, livez their own lives — we are no
longer able to see where they are going and what their aims are. Without a compass, it is hard
to determine direction, progress is like a robot that nobody controls. We no longer influence
processes we set in motion, the processes we were proud of. Changes are harsh and fast and
we are not capable of controlling them. In this unenviable situation, we realize that we are nailed
to an immobile spot. Dedicated to progress we stumbled in its trap. The future is running from us
while, trying to save itself, as we become increasingly uncertain in estimating our own situation:
we are not sure where we are, nor we know our place. It is not by accident that we denied the
culture of utopia, because in the shadow of the future that is trying to run away from us-it would
be silly to plan anything at all.

In that context, even the past has an apocalyptic character. Globalization is not a new thing, it
first appeared 100 years ago, but we understand how bad it is only now. This is not the first
time that migrants appeared, only this time the situation is critical. Europe was in several bloody
religious wars that we don't want to remember and they were aimed at destroying our cultures.
Roots of terrorism are also old, it just has an everyday presence today. Everything evil today is
the product of the 20th century. We are not as innocent as we think. We made friends with the
Evil a long time ago, nurtured it in our bosom, think about nazism and stalinism. Of course, we
easily forget our sins as shown by the strengthening of anti-Semitism and awakening of nazi
ideology. Xenophobia is not a new phenomenon either, it just appears in a different shape. The
difference is that in the past we knew how to control the Evil, put it in rational framework. We
were able to contemplate counterpoints because counterpoints existed, while now we have
boundless terrorism and globalisation. Modernization now is out of control, it lives an independ-
ent life, it left us stranded: major civilizational achievements and heritage are out of control. We
have been attacked by forces that we, in our arrogance, once created. Now, is the chance to
face them.

In this situation, stripped of present time, we exiled art and literature. Today we cannot say that
the government persecutes art and literature, as it happened too often in the past. Instead, it
pushes them into isolation, which means that art and literature have become a private thing.
From time to time, offended artist and sidelined literature do retreat into exile, just think about
the theories of ivory towers. Today, however, art vegetates in a forced exile. Art has become
autonomous and is now floundering in one giant vacuum. The only thing left is the loneliness
of autonomy. In the past, many serious attempts were made to kill art and literature; they were
forbidden, forced to cooperate, they were also corrupted, and totlitarian regimes were using
extreme measures threatening to kill, which they sometimes did. Artists and their works were
punished and exiled, but literature and art never. But, this is exactly what is happening now. They
were given the harshest sentence of the time: art and literature are noot needed in freedom.
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MomxeMo nn uckopayunTh M3 osor nporoHcTtea? Ha nu he ymeTHOCT 6UTH y cTarby Aa OTKpUje
0TeTo, NpoHeBepeHo cajallrbe Bpeme? Moxe nv fAa ce BpaTu y jaBHM MMBOT, a Aa Npy TOM
He CTaBM Ha KOLKy CBOjy ayToHOMM]y? Mucnum ga 61 Tpebano yhu y HoBY NyCTONOBUHY puU-
3MKa Koja aKkTyenuayje jeaHy lombpoBuyeBy Mucao: BuaesLM 6ecnomohHOCT Hacnpam cTBap-
HOCTM, KOHCTaATOBAO je Aa ,0Haj KO BeXn oA CTBAPHOCTH, Taj HUrAe Hehe HavhK Ha ocnoHal,
n noctahe urpayxa enemenara“. Mmajyhu 1o y Buay, mopamo 6e3 oanararba Aa pasoTkpuje-
mo 20. BeK, ga 6ucmo ce WTO Npe 0cnoboaunam HeroBor CMPTOHOCHON 3arpsbaja M CTUCKa.
Y TOM CMMCNy caM M YYMHWO jeAaH MOKYyLWaj C jeAHOM pPOMaHeCKHOM Tpunoruvjom. Kao wrto
npvmehyjem, 1 eBpONCKK pomaH cBe jacHuje ckpehe Ha oBaj nyT: cTaB/ba Ha KaHTap 20. Bek.
CaspeBa crnosHaja no Kojoj Mopamo fa ce BpaTMMO Ha NMonpuLLTe CBOjWx 3abyaa Kako 6UcMo
MOrnu ga ce npobujemo n3 Bakyma. Mopamo 13HoBa Aa ¢opMynMLIEMO Hally NMPOLLIOCT, Aa
61CMO MPeno3Hasv 1 NPoHAaLLNKM CapahocT. He GeXMMO O, CTBAPHOCTH, jep BULLE HEMaMO
Kyda Aa 6emxunmo. [NprxBaTMBLLK jefaH HOBKM MOCTKIACHYHKW AWCKYPC, YMECTO Aa OCTAHEMO Y
BaKyMy YMCTE YMETHOCTH, MPEYCMEPUMO Ce Y couujanHy chepy, MaKap W Mo LieHy HeLTo OK-
pteHe ayToHoMMje. Hevera ce mopamo oppehu, na 6rucmo oncranu.

(npeseo Apnaa Buuko)

Nacno Beren / Végel Laszl6 (1941) je npo3Hu v gpaMcku nucal, ecejucta v kputuuap. Cry-
Avpao je mahapCKM je3uK 1 KrbMweBHOCT Ha HoBocaackom 1 ¢dunosodujy Ha 6eorpaackom
yHuBepauTeTy. BM1o je HOBMHap, unaH pedakumje HoBocaacKux yaconuca ,Uj Symposion” u
. loma", Te 3arpebaykor ,lponora”; rnaBHM ypeaHWK HoBOcaAcke TpubuHe mnaaux; ypea-
HUK Cy6OTHEr KyNTypHOTr fofatka nucta ,Mahap Co” (1971-1980); apamarypr TB Hosu Cag
(1980, otnywrteH 19929; cTanHW MO30OPULWHK KpuTHyap nucTa ,llonuTuka’; KoopauHaTtop
HoBOCazCKe KaHuenapuje ®oHaa 3a oTeopeHo ApywTso (1994-2002). YnaH OpywTsa Krbu-
weBHuKa BojsoauHe, dpywrea nene kisumesHoctv (Byaumnewra), Cpnckor MN.E.H. ueHtpa u
CaBe3sa HoBWHapa Mafapcke. [JoGUTHWK je BpOjHUX Harpaaa v Npu3aHarba.




Can we get out of this exile? Will art be able to detect our abducted and embezzled present?
Can it return to public life, without putting at risk its autonomy? | think we should embark onto
a new risky adventure actualizing a Gombrovitch's thought: seeing our powerlessness against
our reality, he said that “he who flees from reality, he will never find support, becoming the toy
of elements.” With that in mind, we must expose the 20th century without delay in order to free
ourselves as soon as possible from his deadly embrace and grip. In this sense, | made an at-
tempt with a Romanesque trilogy. | see that the European novel increasingly goes in this direc-
tion: reevaluating the whole 20th century. More and more we realize that we must go back to
our fallacies so that we can break out of a vacuum. We must re-formulate our past in order to
identify and find the present. DWe must not run away from reality, because we have nowhere
to run. Accepting new post-classical discourse, rather than remain in the vacuum for pure art,
let us redirect into social sphere, even at the cost of slightly lesser autonomy. We must give up
something in order to survive.

(Translated by: Arpad Vicko)

Végel Laszl6 (1941) is a writer, playwrighter, essayist and critic. He studied Hungarian lan-
guage and literature at the University of Novi Sad and philosophy at the University of Belgrade.
He was a journalist, a member of the editorial board of the magazines ,Uj Symposion* and ,Pol-
ja“ in Novi Sad and ,Prologue” in Zagreb; chief editor of the Novi Sad Youth Forum; Saturday’s
cultural editor of the addition of ,Magyar Szo* (1971-1980); dramatist at TV Novi Sad (1980);
permanent theater critic at ,Politika“ newspaper, coordinator of the Novi Sad office of the Fund
for an Open Society (1994-2002). Member of the Association of Writers of Vojvodina, the As-
sociation of Fine literature (Budapest), Serbian PEN Center and the Association of Journalists
of Hungary. He has received numerous awards and recognitions. He lives in Novi Sad.
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AJI1 BABA & MARX CO.
KAMAUTAJTIU3AM U UCJIAM - CABE3SHULLUTBO 3A 21. BEK

HuBrmo y 6ypHUM BpemMeHWMa, TEPOPUCTUYKM HanaaM, 6ombalim camoybuue, BOjHU Nyy y
Typckoj, Bperaut, nyboka kKpusa EBponcke yHuje, ApylUTBEHE HANeTOCTHU pasHUX BPCTa, He-
6pojeHe romune fbyau y 6eKCTBY M TEXHOMOMMja KOMYHUMKauMje Koja omoryhasa aa cee oBe 6y-
pHe npomeHe Takopehu Kpos live stream-oBe npaTumo, foxkMBMMO. [NocTasrba ce nuTare Aa
nv je moryhe y oBakB1M BpEMEHMMa MUPHE CBECTH MOCBETUTU Hall MOr/es, IenoM, yMeTHUY-
KOM, ECTETCKOM LOXMBIbajy. 3ap yrora yMeTHOCTH He 61 ynpaBo 6una: ako Beh He 3aHeMeTH,
oHpa 6apem auhK CBOj rnac 1 Ha NOMIUTHUYKOM MOJbY, yMelaTh ce y 36uBarba, M3auhu cebe
MPEKO CBOjUX OMLUTE MO3HATHUX YNOra U yKa3aTh Ha HEMPUXBaT/bMBA CTakba, ycnose? 3ap He 6u
6una ynora yMeTHOCTH y 0BUM BypHUM BpeMeHWMa Aa ca CBOjUM aKuujama pa3byau, ymecTto
oboxaBarba nenor? Manoxba JemujeHa XupcTa, oBux gaHa y Hosom Capy, unu npoTvsak-
LMja NoKasnHUX YMETHUKA, WTa je YMETHUYKM NOoTnyHuje, afekBaTHuje? Benukn nowTtosanal,
cpncke kyntype leTe je roBopuo Aa je y 6ypHum, ybp3aHuM BpeMeHMMa CBPCUCXOLHO KNarba-
Tv ce Behux rpafioBa NoLWTO KPU3e HAjUHTEH3UBHUjE KyIIMUMHUPAjY ynpaBo y teuma.l!

YnpaBo je AnopHo, npe oTnpunnke nona Beka 1967, 610 y CNMYHO] AUNEMMU, ¥ BpEMe ofpHKa-
Bakba CTYAEHTCKUX MpOTecTa MPOTUB PeakLMOHAPHOr ApMaBHOr anapara, ApPyLWTBEHOr ec-
TabnuwMmeHTa, NPOTUB KanuTanMama, pata, MMnepu1jannama, NpoT1B NOTPOLLAYKOr APYLUTBA.
ALOpHO, Kao rmaBHW MUCTUNAL, HEOMAPKCUCTHUYKe PpaHKPypTCKe WKone, 610 je npen nu-
TakeM [a Ny Aa NpuxBaTu 3axTeBe CTydeHaTta — ,MpoTecTaHaTa’ v Aa He OfpHKW CBOje npe-
nasamne ,O knacuumnamy leteose Ndurenuje”. AnopHo je Taj 3axTeB 046MO, NOLITO j€ Y FeMy
BMAEO M Hanagj, Ha UHTerpuTeT cBoje NMYHocTH. [a nn 61 6uno 6orbe fa je cBOje NpenaBare
OLJIOKMO M MOBUHYO ce 3axTeBWMa cTydeHaTa? Kag ymMeTHOCT v AMCKYpC OKo He Tpeba no-
BUHOBATHU AHEBHWUM NOJIUTUYKKUM HaANeToCcTumMa, HOHd)J'IVIKTVIMa, TemMamMma 1y TomMm Cnyqajy HYHXHO
3aHeMapuTH eHY ECTETCKY KOMMNOHEHTY? ALLOpPHO ce TaZa 04J1y4ro 3a yMETHOCT, npoTueehn
Ce MNONMUTUYKOM aKuMoHM3My. Mamely ocTanor, 0BO je 3Ha4YMno 1 3aTBaparse o4ujy npea, co-
LUMjanHUM 1 NONTMTUYKUM KOHPIIMKTHMA CBOI BpeMeHa.

AnopHO ce NPOTUBMO NPOMEHM TeMe yNpaBo M3 passiora LWTO Ce y HeroBoM npeaaBaky Ta-
YHO 0 0BMM Temama paauno. O ogHocy MUTa M peasHOCTH, BapBapuaMa U Kyntype, o mohu
W HeroBoj eCTeTCKO] KPUTULK. Tapalkm aorahaju cy NOTBPAMAM HEroB CTaB, afiv OHO LITO
je Baxuno Taga He mopa fa byae Bamehe 1 3a cajalltby KpU3y y Kojoj ce Hanasumo. Moxpaa
je unak jepaH Apyrun acneKT [eTeoBOr KMBOTA MHTEPECAHTHM]H, a TO je HeroB 04HOC npema
ncnamy Kao penuruju, To jecT cydnamy Kao MCNamMCKOM MUCTULM3MY. [locne ckopo xurbaay
roguHa (otnp. og 700 go 1700) KoHKypeHuuje, puBanmaaumje u 6opbe namehy xpuwhaHckux
KpasbeBCTBa U UCNIAMCKKX KanudaTa, 3a BpeMe NpoCBeTUTe/bCTBA CBE BULLIE Ce MEHA0 0AHOC
3anaga npema vcnamy. OcHoBHa Havena TonepaHuuje U xymaHnuama omoryhuna cy oteope-
HOCT M1 NpUxBaTarbe PasnuyunTUX KynTypa, namehy octanor u ucnama. lete je, Kao WTO ce TO
13 rerosor nucma u3 jyHa 1772. Xepaoepy Hasupe, caMm Heroeao Ay6OKYy cumnaTHjy npema
ncnamy. lete y cBojoj 23. roavHW ®MBOTa CTPACTBEHO Tpara 3a nyTem npema MajcTopcTBy
(Meisterschaftf), nytem ka npaBom BUPTyo3uTeTy y ymeTHOCTH. MuHaap (CTaporpykm necHuk,
552. n.H.e — 443. n.H.e) je Taj KOju Koju ra Tpeba Tom uurby gosectu. Mpu Kpajy nMcma Hana-
3MMO NI4HY ucnosecT: ,MMenum ga ce monmum Kao Mojcuje y HypaHy, rocnoge, Hanpasu MecTa
y mojum rpyamma’ (,Ich méchte beten wie Moses im Koran: Herr mache mir Raum in meiner
engen Brust ").

[1]1 Mandpen Ocrten, ,Alles veloziferisch oder Goethes Entdeckung der Langsamkeit*, 2003.



ALI BABA & MARX CO.
CAPITALISM AND ISLAM - THE
ALLIANCE FOR 21ST CENTURY

We live in turbulent times, terrorist attacks, suicide bombings,
military coup in Turkey, Brexit, deep crisis of the European Union,
social tensions of various kinds, masses of people on the run
and communications technology that allows us to follow and ex-
perience all these tumultuous changes, so to speak, through live
streams. The question is whether, in these times, it is possible to
focuss our view on beauty, artistic and aesthetic experience with
clear conscience. But wouldn't it exactly be the role of art to be
speechless, or at least to raise its voice also in the field of poli-  Byaumnewra, Mafiapcra

tics, to interfere in events, rise above its generally acknowledged ~ Z1@aPest Hunagary

role and point to unacceptable situations and conditions? Would

it not be the role of art in these turbulent times to wake up audience with its actions, instead of
worshiping beauty? The xhibition of Damian Hirst organized these days in Novi Sad or against
actions by local artist, what is artistically more complete, more adequate? Goethe, a great ad-
mirer of Serbian culture, said that in the turbulent, fast times, it is useful to stay away from big
cities because it is exactly there where the most intense crises culminate.”

Buro BojHuh lNyp4ap
Vito Viojnits-Purcsadr

It was Adorno who, about a half-century ago (in 1967), had a similar dilemma, when student pro-
tests erupted against the reactionary government, social establishment, against capitalism, war,
imperialism, against the consumer society. Adorno, as major thinker of the neo-Marxist Frankfurt
School, was faced with the question of whether to accept the request of “protestant” students -
and not give his lecture “On the Classicism of Goethe's Iphigenia”. Adorno rejected this request
because for him it was also an attack on his personal integrity. Would he have done better if
he put off his lecture and complied with the request of his students? When should the art and
the discourse around it comply with daily political tensions, conflicts, issues thus ignoring the
aesthetic component? At that time, Adorno opted for art, and against political actionism. Among
other things, this also meant closing his eyes to the social and political conflicts of his time.

Adorno opposed the change of topic simply because his lecture dealt with exactly the same
issues: relationship between myth and reality, barbarism and culture, power and its aesthetic
criticism. The events confirmed his stand at the time, but what was true then is not necessarily
valid for the crisis we are currently facing. However, one other aspect of Goethe's life is perhaps
more interesting, and that is his attitude towards Islam as a religion, that is Sufism as Islamic
mysticism. After nearly a thousand years (approx. 700 - 1700) of competition, rivalry and strug-
gle between the Christian kingdoms and the Islamic caliphates, the attitude of the West towards
Islam was increasingly changing during the Enlightenment. The basic principles of tolerance
and humanism enabled openness and acceptance of different cultures, Islam, among others.
As evident from his letter to Herder of June 1772, Goethe nurtured a deep sympathy for Islam.
Goethe, aged 23, was passionately looking for the path towards mastery (“Meisterschaft”/"cha
mpionship”), the road to true virtuosity in the art. Pindar (ancient Greek poet, 552 BC- 443 BC)
was supposed to bring him to his goal. This was the basic content of the aforementioned letter,
at the end of which we find a personal confession: “l want to pray as Moses in the Qur'an, Lord,
please make room in my chest. “

[1] Manfred Osten»Alles veloziferisch« oder Goethes Entdeckung der Langsamkeit, 2003.
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sfocnogapy moj,” — pede Myca — ,y4nHM NpocTpaHWM Npca Moja W onakLiaj 3agatak Moj; oa-
pujelun y3ao ca jesuka Mora ga 6u pasymjenu rosop moj" (Hyp'aH, cypa 20, ajetn 25-28,
npesoga: Becum KopkyT)2

leTe oBoe Tpara 3a 4apobHWM E/IMKCMPOM KOjW HErOBY KPeaTMBHOCT NOACTUYE Ha ,npaBu”
(6oroyroaHu) HaumH. OH je CBOjy MHCMMPALM]y Y BENIMKO] MEPH HALIAO Y UCNaMy.

Hoswjun, mano apyrayvju npumep dacuuHaLmje nojaBoM mMcrnama y MOAEPHOM APYLITBY Ha-
nasumo koa Cnasoja MumweKka, nocebHO y HErOBOj KbK3W Mcram, aTem3am M MOAEPHOCT:
Heka 6oroxynHa pasmuiumbarba. HukeK oBAE y NPBOM L€y KrbWre aHanuavpa penurujy u
FEH YTULA] HA MyCNIMMaHCKa ApyLwwTBa. Y TOM NpoLuecy aHannse Hanasu AOAMPHE Tadke ca
3anafHUM ApPYLWTBOM. Y OBOM A€fly Hauna3nMo Ha HEroBy KPUTUKY nubepanHor 3anagHor
ApywTsa: ,OHo wTo NMbepanHu 3anad YMHW TONMKO HEMOAHOLUBUBMM j€CT TO LITO HE CaMo
[a TaMo NpaKTULMpajy eKcnnoaTtauujy M HacunHy AoMuHaumjy, Beh u Ty GpyTanHy cTBapHOCT
npeAcTaBrbajy NoA KPUHKOM HeHe CYynpoTHOCTH, cnoboae, j[eAHaKoCTH U AeMoKpaLmje”.

Hon aunjarHose capauwrbux APYLITBEHWX rnobanHMX TOKOBA, Kpaj Heonnbepanuama je cee
yewhu nojam ca Kojum ce cycpehemo, Kao v y unavky MaptuHa Haka ,CmpT Heonvbepanum-
3Mma v Kpuaa 3anagHe nonutuke. Bl Hak, Koju je noyeTkom ocamaeceTux 610 jegaH of 3aro-
BOPHWKa HOBOI HeonnbepanHor NopeTKa, 3aK/byyyje Aa Cy APYLITBEHW Pa3Boj U NPUBPESHM
pacT y CTBapy MHOMO BMLLE BE3aHW 3a NOCNEPaTHW NepMos, 3a Koje je KanMTannaam Baku Kao
OCHOBa ApyLliTBa y 6narocrtamy, UM KeHsujaHn3am. HapaBHO, 0BaKBO TO/IepaHTHO NoHallare
KanuMTanMama npema pagHUM4YKoj Knacu M teroBvM notpebama 6uno 61 TeWwKo 3aMUCIMBO
6e3 NpoTMB NpUMepa couuMjannMcTUiKor 6noka 3emarba Koju cy 6apem BepbanHo cTaBrbanim
pafdHWYKY KNacy y LeHTap cBor ApyLiTeeHor nopetka. Mehyy yapouuma javara cnexynatusHor
TMNa KanuTanMama 3acurypHo Mrpa ynory ykuaarse snatHor ctaHgapaa (Hukcon, 1971) kao
OCHOBe MehyapHaBHUX TpaHCaKLMja.

MHoro KacHuje, norybHe pesyntaTe TaKBOI pas3Boja CMEKyNaTMBHOM KanutanuM3ma BUAENM
cmo 2008, kafa cy 6aHKe 1 xell pOHA0BM, OATOBOPHU 3a HACTaJIO CTake, 61N PUHAHCH|CKK
noAynpTH oA CcTpaHe Bnaja v of rpafjaHcKkux nopeckux npuxopa. Jarma KynmuHaumja McTux
60pbu 3a pecypce ce MOXe ce BUOETU y paToBMMa Ha Banckom UCToRy, anu 1 y npunpemu
paToBa Kao WTo je cny4aj y A3uju, Ha NpuMepy pa3Boja reonoiMTUYKOr KoHPnnKTa KrnHe u
Cjeamnrbennx Amepuyrnx [pkaBa. Y TOM KOHTEKCTY, online TpwUWHK nopTtan Asmbaba on-
NNYHO CVIM6OJ'IVI3VIpa ayx CJ'IOGOD,HG TProBuHe, TpHULWTA. KuHeckn BnacHuK noptana, Kaga
je pasmuLbao Koje MMe aa usabepe, NOCTaBUO je NUTare KoHobapuum y CaHn PpaHumcKy:
»3HaTe nu Ko je Anu-6aba? 3Ham — oproeopuna je. A wra 3Hate o emy? Cesame, oTBOPH
ce!”. Ann-6aba, kao cmbon Ao6pohyaHOr TProsua Koju nomame ceom ceny. [potecTaHTM3am
je UMao CBOjy LWaHCy Aa Kao AyXOBHA OCHOBA APYLUTBA AP KanuTanmM3am y XyMaHUM OKBUPU-
ma. Ca Kpajem HeonmubepanHor cucTema oBaj OKBUP ce Mersa. Kanntanvsam je moxaa ynpaso
y MCnaMmy Hallao CBOj HOBM AYXOBHW OKBWP Y KOjEM penuruja u apkasa Mory ¢dyHKLMOHUCATH
Kao LenuHa.

[2] http://www.orbus.be/religion/islam/kuran_bos/

[3] https://www.theguardian.com/commentisfree/2016/aug/21/death-of-neoliberalism-crisis-in-western-politics

Buto Bojuuh Mypuap (1971) je TeopeTyap yMETHOCTH KojM je aunnomupao Ha Mahapckoj
aKkageMuju nenux ymeTHocTv y ByanmnewTn, cmep Teopuja nenunx ymetHoctu. Op 2010. rogu-
He y4eCTBOBAaO je Ha MHOrMM npojekTrmMa. Hueu u paaun y bByammnewtu.




“My Lord,” - said Musa - “expand my chest * and make my task easier for me; untie the knot
from my tongue so that they can understand my speech.” (Sura 20, verses 25-28, the Qur'an -
translation - Besim Korkut)!? (“Ich méchte beten wie Moses im Koran: Herr mache mir Raum in
meiner engen Brust.").

Goethe is here looking for the magic elixir that stimulates his creativity to the “true” (God loving)
mode. He found much of his inspiration in Islam.

The newer, slightly different example of fascination with the advent of Islam in modern soci-
ety can be found in Slavoj Zizek, especially in his book: Islam, Atheism and Modernity: Some
blasphemous thoughts.!®! In the first part of the book Zizek analyzes religion and its impact on
Muslim societies. In the process of this analysis, he finds common points with Western society.
In this work, he voices his criticsm of liberal Western society: “What makes the liberal West so
unbearable is that they not only practice exploitation and violent domination there, but present
that brutal reality under the mask of its opposites: freedom, equality and democracy.”

In diagnosing global social trends of today, the end of neo-liberalism has become an increas-
inbgly common term we fcome across, e.g. in the article by Martin Jacques: “The Death of
Neo-liberalism and the Crisis of Western policy”.* Jacques, who in the early eighties was one
of the advocates of the new neo—liberal order, in fact concludes that social development and
economic growth are actually much more related to the post-war period of true capitalism seen
as the basis of prosperous society, or Keynes-ianizam. Of course, this kind of tolerant attitude of
capitalism toward the working class and its needs would be hard to imagine without the nega-
tive example of the socialist bloc countries, which were, at least verbally, putting the working
class at the center of their social order. Among the causes of the strengthening of the specula-
tive type of capitalism, the abolition of the gold standard as a basis for cross-border transac-
tions (1971, Nixon) certainly plays a role.

Much later, in 2008, we saw the disastrous results of such development of speculative capi-
talism when banks and hedge funds, responsible for the resulting situation, were financially
upheld by governments and citizens' tax revenues. Further culmination of the same struggle for
resources can be seen in the wars in the Middle East, but also in the preparation of wars, e.g.
in Asia in the case of the developing geopolitical conflict between China and the United States
of America. In this context, Ali Baba as an online market portal perfectly symbolizes the spirit of
free trade, of market. When he thought of the name to choose, the Chines portal owner asked
a waitress in San Francisco, “Do you know who Ali Baba is?”", “| do”, she said. “And what you
know about him?" “Open, Sesame!” Ali Baba is a symbol of benevolent merchant helping his
village. As spiritual foundation of society, Protestantism has had its chance to keep capitalism
human. With the end of neo-liberal system, this framework is changing. It is perhaps in Islam
that capitalism found its new spiritual framework in which religion and the state can also func-
tion as a whole.

[2] http://www.orbus.be/religion/islam/kuran_bos/
[3] lIslam, ateizam i modernost,neka bogohulna razmisljanja Slavoj Zizek (author) Ljiljana Mati¢ (translation)

[4] https://www.theguardian.com/commentisfree/2016/aug/21/death-of-neoliberalism-crisis-in-western-politics

Vito Vojnits-Purcsar (1971) is a theoretician who graduated from the Hungarian Academy
of Fine Arts in Budapest, majoring in fine arts theory. From 2010 he wrote many articles and
participated in noumerous art projects. He lives in Budapest (Hungary).
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CUMMO3UIYM ,YMETHOCT Y OKpyHekby rnobanHe HecurypHocTtu® (2016 ; Hosn Capa)

YMeTHOCT y OKpy#ery rnobanHe HecurypHoctu = Artist and global insecurity /
[Cumnoaujym y okerpy decTusana caspemeHe ymeTHocTH ,[lyHascku avjanosu”, Hosu
Cap, centembap 2016 ; npesoauoun JeneHa Pe6uh u ap. ; dotorpaduje Mapwja LipseHn].
- Hosw Cag : Manepwja ,Ben Apt* : 3asog, 3a kynTypy BojsoauHe, 2016 (Beorpaz :

1. dectuBan caspemeHe ymetHocTH ,JyHascku aujanoan” (4 ; 2016 ; Hoeu Cap)
a) JInkoBHa yMeTHOCT - [lpyluTBEHO-NONUTHYKA CUTYyaumja - 360pHULM




