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YBopHa pey

CroxxeH 1 y3dyubuB MehyHapoHU cHcTeM caBpeMeHUX BU3YeTHNMX YMETHOCTHU HelTPeCTaHo CTBapa HOBe
YMeTHIUKe I10jaBe, KOHIIeNTe ¥ GUType, au IIPUINKE 38 BUXOBO HTEPHALMOHATHO JIETUTHMICahe HICY TaKo
qecTe. JefiHa Off TUX IIPUJIMKA — aKO He U HajsHavajHMUja, CBaKako je BeHelujaHcko dujenarne, Manndecranmja dmju
je KOHIIENT IIpefiCTaB/balba YMETHOCTH 1T0 HAIlVIOHAJTHOM K/bY4Y TPaJiIMIMOHAa/IaH, a/li Koja je Bofeha Kazia je ped o
IIpe3eHTALMjJ aKTyeTHe CBETCKe YMeTHMYKE IIPORyKIIje.

Taxo ce Ha jefHOM MecTY, Kao WTO je Bujenane y Benennju, Mory BUAETH HajBUIIM JOMETY YMETHIYKE
MPOAYyKLMje y CBETY, T€ CPECTY Haj3HAYAjHMUjM YMETHULU, KYCTOCH, FaJIEPUCTH, TEOPETUYAPY YMETHOCTH U
KOJIEKI[MOHAPI. Y TOM CMUCTTY, IpeficTaB/batbe Cpduje y Hal[MOHaTHOM IIaBU/bOHY Ha BeHennjanckom dujenany
JOIIPUHOCHU ITPpOMOLVjU foMahe yMETHOCTH 1 TIOAM3akby BUA/BUBOCTU YMETHMKA 1 KycToca n3 Cpduje, kao u
VHTEPHAIMOHAIM3ALj I Hallle CABpPEMEHEe YMETHIYKE CIIEHe, T€ TIPY>Ka MPOCTOP 32 3ay3MMarbe IO3ULja I
yueuthe y mehyyHaponHoj fedatu o rmaBHMM APYIITBEHNM TeMaMa Koje CBaKO dujeHasie mpeiiaxe.

Tenepanmuy HasuB oBorofuiumer bujenana je Cee Sygyhinociiiu ceeifia. YMeTHUUKM fupeKTop 56. Bujenana y
Benernuju, Oxsu Ensesop (Okwui Enwezor), kpos Hacios Bpifi Hepega [jao je OCHOBHM KOHIIENITYaTHO-TEMAaTCKI
HOACTUIIA] U3TI0XKOaMa y AP>KaBHMM/HAIMOHATHUM TTaBU/bOHMMA y HapanHuMa — BeHelMjaHCKUM BPTOBUMA
y KojuMa ce Hajase maBuboH. To je MeTadopa Koja yKasyje Ha yMETHMYKA U KYCTOCKA UCTPaXKMBakba ,CTakba
cTBapu’ — CTPYKType Hepefa y I7I00aTHOj TeOHOINTULIM, XKMBOTHOM aMOVjeHTy ¥ eKOHOMMjIL.

PenrySnuxy Cpdujy, y JaTOM KOHTEKCTY, OBe TOfIMHE TIPeiCTaB/ba IIpojeKaT Yjegurvere mpilise Hauuje
yMeTHMKa VIBana IpydanoBa 1 Kycroca JIumuje MepeHIK, KOji OTBapa 3HauajHa MUTamkba O UCTOPUjCKUM
IpolecuMa I HbUXOBUM MOC/IeMllaMa Ha PasIM4nuTe CUTyalMje y CajallllbOCTI. YMETHOCT O IPOLIIOCTH 4€CTO
IIPOroBapa Ha HAYMH KOjU YKasyje Ha KOMIIJIEKCHOCTY U HEOC/IE[IHOCTY UCTOPHUje, a/li U Ha HheHy HEMUHOBHY
YIIIETEHOCT Y OKBMPE Hallle CTBAPHOCTU. Yjequrvere mpiilée Hayuje HACTYTIAjy ca TAKBUX MO/Ia3UIITA U BEPyjeM fa
HaM, Kao MaXX/bUBYM IIOCMaTpadnMa, Ipy>Kajy MOryhHOCTH) 3a pasnumyuTe yBUJie M Ca3Hamba O ,CTamby CTBApU y
aKTYe/THUM JIPYLITBEHUM OKOTTHOCTUMA.

W cam naBupoH Penydnuke Cpduje Ha Bujenany y Beneunju nma dypan ncropujat. Kao ITaBupox
JyrocnaBuja, ocHoBana ra je 1938. ronnne KpabeBuna JyrocmaBuja, Koja je y leMy M3jarana gBa 1myTa, 1938. u
1940. ropuae. Hakon saBpmeTka JIpyror cerckor pata, PHPJ, ma COP Jyrocnasuja, Ha bujenany ce npencraspa
of 1950. mo 1990. ropuHe, a kao pernpeseHt CP Jyrocnasuje, e I3 Cpduje u LpHe Tope, ox 1995. o 2005, og,
HasyBoM Cpduja, [TaBI/bOH ce IpBU IYT HOjaB/byje 2007. roguHe. Y HallleM HAI[IOHA/THOM IIaBW/bOHY OfJUIpaja ce
jemHa 3HaYajHA 1 CI0jeBUTA VICTOPMja KOja [aje MOAPIIKY OBOTOAMIIIO0] M3/I0KOM Jla carjiefia pas/inuuTe acreKkTe
He caMo I710damHOT Beh 1 JIOKaTHOT IMTamka 0 HAuMHY Ha KOji ce cehaMo MpOIIIOCTY 1 Ha KOji CTBapaMo CBOje
MCTOPUjCKEe UJEHTUTETE.

KonTnnyupaHno npepcraspambe Cpduje Ha Haj3sHauajHUjoj MaHM(ecTalNju caBpeMeHe YMEeTHOCTH, Koja
noxpehe Heke o HajOUTHUjUX APYLITBEHNX TE€Ma, Off U3y3ETHOT je 3Hayaja 3a pasBoj JoMahe yMeTHUUKe ClieHe,
OCTBapeme JyrOpOYHNX IMapTHEPCTaBa Meby NOjefMHIIMA, MHCTUTYLMjaMa U IpyKaBaMa, Kao U 33 UIPajiby
U IIPOMOLIN]Y >Ke/beHe cuKe caBpeMene Cpduje y mehynaponuum oxBupnma. Taxobe, on Benukor sHadaja je
u yKbyunBare Myseja caBpemeHe ymeTHOCTH Y Beorpany, kao Bonehe Hanmonamse ycTaHOBe 3a CaBpeMeHy
YMETHOCT, y opranmsanujy Hacryma Pernydnnke Cpduje na bujenany, Synyhu na ce Ha taj HaumH javajy KamanuTeTn
OBe YCTaHOBE Y CMUCTTY JJOflaTHe MHTEePHAIMOHA/IM3al[}je HheHOT flefioBama. MehyHaponHO mosninonnparme
nomalinx ycraHOBa KyNType N3y3eTHO je 3Ha4ajHO YKOIMKO y3MeMO Y 0803Up HEOIIXOAHOCT Capajiibe U IINperha
yTHIIaja yCTAaHOBA Ky/AType Y JaHallmbeM ApyiuTBy. CTOTa BepyjeM fia je pojeKaT YjequreHre mpiliee Hayuje y
[TaBubony Cpduja Ha 56. bujenany ymerHocTn y Beneruju npuamka jja ce jodpa Ipakca Hallle yMeTHUYKe
pelnpeseHTalMje HACTaBM, YHAIIPEM U [ia C€ yCIIOCTaBy MHTEPHALMOHAIHY IMjajIor y IO/bY KYATYpe.

Uean Tacosay,
Munuctiiap xyniiype u jasnoi ungopmucarea Petiyénuxe Cpduje

Introduction

The complex and exciting international system of contemporary visual art continually creates new artistic
ideas, concepts and figures but the opportunities for their international legitimization are not so frequent. One
of such opportunities — if not the opportunity is surely the Venice Biennale, a manifestation whose concept of
representing national art is traditional but whose role in presenting current global artistic production is leading.

Thus, one can in one place such as the Venice Biennale observe the highest achievements of artistic production
in the world and meet the most significant artists, curators, gallery owners, art theorists and collectors. In this sense,
presenting Serbia at the national pavilion within the Venice Biennale will certainly contribute to the promotion of
local art and the raising of the visibility of the artists and curators from Serbia; it will also help internationalize our
contemporary art scene and offer space to participate in the international debate on major social issues that each
Biennale suggests.

The general title of this year’s Biennale is All the World’s Futures. The artistic director of the 56 Venice
Biennale, Okwui Enwezor, has utilized the title Garden of Disorder to give the basic conceptual and thematic
incentive for exhibitions in the state national pavilions in the Giardini - the Venetian gardens where the pavilions
are housed. It is a metaphor which points towards artistic and curatorial investigations into the “state of things” -
the structures of “disorder in global geopolitics, environment and economics”.

The Republic of Serbia is within such a context this year represented by the project The United Dead Nations
by artist Ivan Grubanov and curator Lidija Merenik, which opens up significant questions on the historical
processes and their consequences on various situations in the present. Art frequently speaks of the past in ways
that point to the complexity and inconsistency of history but also to its ineluctable involvement in our present
day reality. The United Dead Nations as a work beings from this foundation and I believe, it offers us as attentive
observers possibilities for acquiring various insights and knowledge on “the state of things” within the current social
circumstance.

The pavilion of the Republic of Serbia, at the Venice Biennale, itself has a tumultuous history. It was founded
in 1938 by the Kingdom of Yugoslavia under the name of the Yugoslavia Pavilion and this country exhibited art
within it twice, 1938 and 1940. After the Second World War the Federative National Republic of Yugoslavia and then
Socialist Federative Republic of Yugoslavia presented their work at the Biennale from 1950 to 1990, and as the State
Republic of Yugoslavia and the Democratic Union of Serbia and Montenegro from 1995 to 2005. The Republic of
Serbia has given its name to the pavilion for the first time in 2007. Our national pavilion thus, mirrors a significant
and layered history which supports this year’s exhibition in gaining insight into various aspects of global and local
investigations on the ways in which we remember the past and create our historical identities.

The continuity of presenting Serbia at the most significant manifestation of contemporary art which asks
some of the most pertinent social questions is of remarkable significance for the development of the local art scene,
the realization of long-term partnerships between individuals, institutions and countries, and the projection and
promotion of the desired image of contemporary Serbia in international context. Of great significance is also the
inclusion of the Museum of the Contemporary Art in Belgrade, as the leading national institution for contemporary
art, in the organization of Serbia’s participation since in this way this institution’s capacities will be strengthened
in the context of additional internationalization of its work. The international positioning of local institutions of
art is very important if we take into consideration the necessity for cooperation and broadening of influence of
institutions of art in contemporary society. Therefore, I strongly believe that the project The United Dead Nations, at
the Serbia Pavilion within the 56" Venice Biennale is a significant opportunity to continue the good practice of our
artistic representation and to further enhance it while nurturing international dialogue in the field of culture.

Ivan Tasovac
The Minister of Culture and Information of the Republic of Serbia



Kiy6 yjemnmennx
HeCTa/IMX Halyja

CljeHa Kao I0C/Ie HeKe MOHyMeHTanHe dutke de3 modenunka. Ha ojHOM IO/BY OCTase Cy caMo MClLeNaHe,
3Ty>KBaHe, pa3dallaHe 3acTaBe Kao jeliHa CBeJJOYaHCTBA YUeCHMKa TUX dojeBa. VI CBY TU Cy[IeOHNIIN CY HECTAIN,
1 Kao Jip>kaBe 1 Kao Hanuje. ITocToje jonr caMo y MCTOPUjCKUM, apXMBUPAHMUM CBEIOYAHCTBIMA U — KOJIEKTMBHUM
MeMmopujama. IToHerz e, y CEeHTUMEHTIMA I HOCTaITNYHUM cehamyMa moToMaxa.

ITopen Hajsehe u HajBakHMje cBeTCKe opraHmsanuje — Yjeaumene Hanyje y Ibyjopky — nmocroju u jenHa
anokpudHa, 10 cajia Helo3HaTa ¥ HelIpU3HaTa, KpUIITOOPTaHU3aI1ja, KOjy je MPero3Hao 1 UIeHTUPUKOBAO
ymerHuk Vsan Ipydanos, mopexnom ns Cpduje. Bagehn us ncropujckor cehama Te Hekazanme MmohHe Harmje-
Hapojie-ipXkaBe 1 ynoTpedbaBajyhn muxose cumdorne — 3acrase, kao apredakra, IpydaHos je Haunnmo pas-
MHCTananujy Yjegurene mpitiée Hayuje, KOju je cajia Ipef HaMma, Ha 56. bujenany y Benenuju.

Y oBoM papy npernhe ce BU3ye/lTHN HapaTUB KOjU je IIPOM3alIa0 13 YMEeTHUKOBOT KPeaTUBHOT OpuBa 1
MCTOPUjCKY IUCKYPC KOjM je MOCTA0 BakKaH MOfjaTaK y H-eHOM TOKY U IOMUTUIKUM 30MBamuMa TokoM XX Beka,
damr Konmmko ce oBa MehyHapopHa nsnoxda MMKOBHe U By3yenHe yMeTHOCTH 1 npupebyje. Pacagamenm 10 Bemmkux
Halluja-ip>KaBa, o Ayctpoyrapcke 1918. no dusiie Jyrocmasuje 2003. rofgnHe, HaCTao je HU3 Ma/IUX HallMja-Ap>KaBa
KOje Cy BpeMeHOM Halll/le CBOje MeCTO Y OIIIITOj OpraHu3anuju YjennmeHnx Hanyja. Bypyhn na je Cpduja duna geo
HeKaJalllbe Jyrociaslje, IOTIIYHO je OIPaB/IaHo Ja je 1 OHa JoOW/Ia CBOje MeCTO Y OBOM JPYILUTBY, @ HAIIOKOH, 1
NIPWIKKY fia IPeCTaB/ba CBOjy CaBpeMeHY YMETHOCT Kpo3 OBy nHcTananujy. Onpenepyjyhn ce 3a oBaj pan, Mysej
caBpeMeHe yMeTHOCTH! y beorpany yseo je y 0d31p 4nmeHuUIly fja OH 1Ma fiBa OMTHA CBOjCTBA HAa OCHOBY KOjIX je,
Y OHOCY Ha ocTaJie, ZeMHUTHBHO/KOHAYHO/HAIIOCTIeTKY M3adpaH 3a CPIICKOT IIpeficTaBHNUKA y Benernujn.

A Te Be SUTHE OIIMKe KOje Cy yTHIajie Ha OJIyKy [ia yIpaBo OBaj paji npefcTasba Cpdujy Ha 56. bujenany
nocedHo cy Harnaurene. Hajpe, 1a cy mwerose macTidke 0Cod1He jaCHO CMelITeHe y 001acT pelleHTHe YMeTHOCTH,
YMMe je OH y OBOM TPEHYTKY II0B€3aH Ca HeHMUM ITTABHUM TOKOM. A TIOTOM, ! YIIO30P€embe /1A je OBO TeK MCeYaK,
jerlaH BpeMeHCKM TPEeHYTaK IyroT CTOPMjCKOT MPoIjeca KOjy je KOHTMHYVPAHO TeKao Off MoYeTKa Oe/lekerha
MOBECHMX ITyTeBa JI0 HAIIWX JjaHa. /I HapaBHO, OH ce TuMe Hehe 3aycTasuTy Beh cresie Heka HoBa, dyayha ymupara
maHac nocrojehux Hauuja-gpKasa, Te CTBapare HOBUX.

Vicropuja /bynckor pofia je HempeKUIHM IIPOLIeC Ca HEKMM KOHCTaHTaMa Off KOjUX jeé HajyOowbMBMja YIIPABO
OHa KOja yKasyje Ha CTaJIHO Melbarbe reolonnTiike Kouduryparuje. Acupuja, Erumnar, Ipuka, PumMcko mapcTso,
a morom EBpora, y KOHCTAaHTHOM Memarby TOKOM HOBe epe, nocedHo y XIX u XX Beky, ca IpoMeHaMa Koje ce 1
maHac Hasupy: EBporicka yHuja, Koja Texxu ¢popMupamy jeqHe HOBe, Merafpykase (1 MeTaHalllje Ha/liK aMepIdKoj),
npeBupama Ha rpanuiiama Cpduje (bocHa, Makeponnja, KocoBo) 1 Hekyt CKpMBEHU IIPOLIECH Y MHOTUM Ap>KaBaMa,
1 TO He caMo eBpoIcKuM Beh 1 y fp)kaBaMa Ha [PYTUM KOHTUHEHTVMA.

Cae HaBeJIleHO yBepaBa HAac y TO Jia je paj-uHCTananyja Visana IpydaHoBa Ha Tpary He caMO yMeTHITIKe
BEPOJIOCTOJHOCTH BUCOKOT 3Hadaja Beh 11 McTopyjcKe NCTHHE: BUSYETHO aTPaKTUBHA IIOCTAaBKa YjegurveHe mpiliee
Hayuje TIpepacIa je CONCTBEHN KPeaTUBHM XOPU3OHT M IIOCTajIa C/IMKA IOMUTIIKIX J ICTOPYjCKIX ITpOIieca Koju
cy y Toky. Knyd Hecranux Haluja-p)kaBa 3acUTypHO Hoduja HOBe 4ilaHOBe y &/mpkoj win faboj dypyhuoctn.
[Intame je camo penocnena.

Josan Jleciioiniosuh,
Hupexitiop Myseja caspemene ymeitinocitiu, beoipag

The United Disappeared
Nations Society

The scene is reminiscent of an aftermath of a monumental battle without victors. On the battlefield the only
things left are the torn, tattered, scattered flags — a single testimony of those who fought the battle. The participants
have vanished both as states and as nations, they exist only in historical, archived testimonies and - in collective
memory. Sometimes, also in sentiments and nostalgic recollections of their descendents.

Aside from the largest and most significant world organization - the United Nations in New York - there
exists another, apocryphal, so far unknown and unacknowledged, crypto-organization which was spotted and
identified by the artist Ivan Grubanov, coming from Serbia. Plucking from historical memory those once powerful
nations—peoples-states and utilizing their symbols - their flags, as artifacts, Grubanov has created an installation
entitled The United Dead Nations which is presented before us at the 56" Venice Biennale.

This work intertwines the visual narrative stemming from the artist’s creative urge with the historical
discourse which has become a significant source of data in history and the political events of the 20" century
which encompasses also the legacy of this international exhibition of visual art. After the dissolution of the ten
great nation-states from Austro-Hungary in 1918 to the ex-Yugoslavia in 2003, a slew of smaller nation-states have
appeared which have in time found their place in the general organization of the United Nations. Since Serbia
was a part of former Yugoslavia, it is completely justified that this country has assumed its rightful place in this
society and finally gained the chance to represent its contemporary art through this installation. By choosing this
particular work the Museum of Contemporary Art in Belgrade has taken into consideration the fact that it boasts
two significant characteristics based on which the work was definitively/finally/ultimately chosen to be Serbian
representative in Venice.

These two significant characteristics which have influenced the choice for this particular work to represent
Serbia at the 56™ Venice Biennale are especially emphasized. Firstly, the work’s plastic characteristics are clearly
set in the area of recent art which makes it currently connected to its main direction. Secondly, the work signifies
a warning that it represents only a glimpse, a short time span of a long historical process which has continually
flowed from the beginnings of recorded historical journeys until today. Naturally, this journey is not finished but
will be followed by future new dying-out of currently existing nation-states and by the creation of new ones.

The history of humankind is a continual process which holds several consistencies of which the most obvious
is the one which points to the never-ending changing of geopolitical configuration. Assyria, Egypt, Greece, the
Roman Empire, followed by Europe, in an ever changing shift during the new era, and especially in the 19" and 20™
centuries with changes witnessed even today: the European Union leaning towards the forming of a new mega-
state (and mega-nation like the American), the turmoil at Serbian borders (Bosnia, Macedonia, Kosovo), and other
hidden processes in many countries, not just European but in countries on other continents.

All of the above serves to confirm that the installation by Ivan Grubanov fulfills not only the artistic verity
of the highest order but also a historical truth: the visually attractive work of The United Dead Nations has become
its own creative horizon and the image of current political and historical processes. The society of the disappeared
nation-states will surely acquire new members in near or far future, the only question is of the order in which they

will arrive.

Jovan Despotovic,

Director of the Museum of the Contemporary Art in Belgrade
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J/luguja Meperux
JBaH Ipy6anos: Cehame,
C-OHY-CTpaHy ucTopuje

Huje y3anyn Beh paHuje pedeHo fa je uctopuja
Hohna mopa ymernoctu. llITa y4nHUTH Ca BOM Kao
JIMYHUM NIPT/BAarOM ¥ YMETHUYKUM MaTepujaioM?

Y cragmjymy Kpuse pemnpeseHTaIuje 1 cioMa
MOJIepHUCTIYKE MTApaiUrMe, CAaBPeMeHa YMETHOCT je
y HOCTIeAX HEKOUKO JlelleHNja [T0Ka3asIa M3pasuTo
3aHUMabe 32 KPUTUYKO IPEVCIUTUBabE UCTOpUje

u npomocty. Kao mo npasuiy, Taj mpoliec ce
OfB11ja0 KPO3 HaI/IallleHe OO/IMKe CydjeKTUBUTET],
MHAMBUAYaTHOT cehamba, eMOLN)Y MpeXXUB/beHOT VI,
Y APYTUM CITy4ajeByMa, Ty TeM IIOCTMEMOPHje OHUX
Koju ¢y ,pohenn mocmne” (Gibbons 2007, 73-96). U mok
je MHAMBUAYaTHO ceharbe IIPOXKIB/bEHOT 13a3BaJIo,
I0CeSHO y CaBpeMEHOM YMETHIYKOM TOBOPY KOji
IOTHYe Cca TepUTOpMja uBIIe JyTOCIaByje U pernoHa
Jyroucroune Espone (bankaHa), 1aBUHY eMOTUBHIX,
HecTadunHyx cehama-Kao-MHTUMHIUX-TOXXWB/baja,
a/ln 1 JIaBMHY TPayMa, JOT/Ie je IOCTMEMOopuja
HOIIpUHe/Ia KPUTUYKOM MU MUTOIOrU3yjyhem

craBy (OHUX KOju CY pobeHu ocye) 0 MCTOPHjCKI
Beh MuTonOrN30BaHNM forabhajuma, MIIHOCTIMA

U Mfie0sIOTjaMa, TocedHo us nepuopa nsmeby asa
CBeTCKa paTa 1 13 10da mocie Jpyror cBeTCKOr
para. [ToTomu npoliec Mo>ke ce OILIeHUT! Kao
U3PA3UTO CYOjeKTUBHA PEeMHBEHIMja IPOLIIOCTI 1
cehama, Hekajja yTeMe/beHa y 3BaHUYHIM ITHUCAaHUM
MCTOPUjaMa, HeKajla ca CHKHUM KPUTUYKUM
OCBPTOM Ha HbUX, 13 YIJIa ITapa/le/THNX, He3BaHMYHMUX
Bepsuja, ,lpoTuBucropuja’ (counterhistory).!

OH ce MOXe ITOCMaTpaTy U Kao Jeo ITI0daTHor
KOH(QIMKTHOT OJJHOCA jaBHO (jaBHOCT, jaBHO MIbEHhE)
— IIPOTHBjaBHO,” Tj. OHOTA MHAVBUJYaTHOT VTN
IPYIHOT MapriHaIM30BaHOT MUIIbEHa KOje He
IIpuIajia KOPITyCy Bajjajyher MuI/bera U 3Hama
jaBHOT MIbera. YMeTHIYKM ToBop VBaHa IpydanoBa
je TMIMYHO NPOTUBjaBHO YMETHMYKO IIOHAIIAbe:
jaBHM TOBOP, MCKa3, KOjU jeé MICTOBPEMEHO 1 JTMYaH

u Se3nMYaH. JaBHU FOBOD Ce pasyMeBa Ha JiBa
Ha4ylHa — Kao fia je ynyhen Hama u Kao fa je ynyhen
HerosHaTyMa. [Jodpa cTpaHa Tora je ja IpuBaTHOM

1 Counterhistory, ,IpOTUBUCTOPHja’, TEPMIUH KOji O3HAYABA
Heo3BaHMYEHe Bep3uje, mapasesHe ucropuje. Y oBom Tekcty he ce, y
MpeBOJYy Ha CPIICKM, yIOTped/baBaTil ,,He3BaHIYHA , ,HeO3BaHNYEHA
HUCTOpHUja.

2 KoHTpajaBHO — KOHTPajaBHOCT je ogomahenn, azmm SyKBajHu,
porodarHu HpeBOJ eHI/L. TepMuHa counterpublics, U3BOpHO U3

JIOMeHa CaBpeMeHe COIMOIOTH]je, HOMUTUYKIX CTY/IUja, TeOTIONINTHIKE
u queer Teopuje. Y oBoM Tekcty he ce, y nmpesony, ynorpedmpasaTit

ped ,mportnBjaBHO”. [la/ka untara: Warner M. (2002), Publics and
Counterpublics (Cambridge: Zone Books); Sheikh S. (Ed.) (2005), In the
Place of the Public Sphere?, critical readers in visual culture #5 (b-books);
Frazer N. (2008), Scales of Justice: Reimagining Political Space in a
Globalizing World (Polity Press) u mp.

JKMBOTY ¥ MMC/IVIMA Jiaje IPYIITBEHY PeleBaHTHOCT’
(Warner 2002, 418-419). Kputuuku jaBH1 ToBOD je,
Taxobe, 11 TTOKyIIIaj OCcBajarba MPOCTOPA C-OHY-CTPaHy
nucropuje, ondujama ,ypaM/biBama’, ,,yOKBIpaBarma’
(framing) - ,,[...] Kaja cTe y cropy ca CyIpoTHOM
CTPAaHOM — He KOPUCTUTE HeH je3nk. To je jesnk
onpeben okBupom koju Hehe dutu kakaB By xemure”
(Lakoft 2004, 3). Crora je npomeHa ,pama” 1
»OKBuUpa” (reframing) jenuuu moryhy HauMH Ha Koju
jaBHa cdepa, jaBHO MIberbe, padyMe CBeT U3 HUBOA
»KOTHUTUBHO HeCBecHOT . [Ipyradnje pasMuiUbame
3axTeBa Ipyrauyji roOBOP, IPABY APy ,,OKBUD
(Lakoft 2004, XV).

IIpomnoct HUKaga HMje MMala OBAKO CHa>KaH
»OKBUp” (framing). ,IIpowinociti Hukaga Huje Suna
08071UKO jaKa, UPOWIOCIHL HUKAGA HUje UMAana
osonuxo upuciianuya!”, y3pukyje Visan Ipydanos
y nepdopmancy I06op Koju je ymeininux ogpicao 14.
atipuna 2006. Ha tnatioy uctipeg CasesHe cKyiuitiuHe
y beoipagy (“A public farewell to the remains of former
president Slobodan MiloSevic, in front of the National
Parliament in the main square in Belgrade, Serbia, a
location that has hosted numerous political gatherings
over the last two decades”). [Janac mpouuioct uuje
POMaHTM30BaHa, a HOCTAJITMja je TeK yTeXa y Jeny3uju.
[IpomnocT Bulle HUje HeKaJalllba Ipomana yTonuja,
Beh ancromnuja Sygyhuoctn. [losopunra - ,,0kBup’,
3a yMeTHUKA 1 3a Hac, dua je Beh cnpemHa kpajem
TIPOLIJIOT BeKa. bua je To mcTnHcka mosopHuiia
NIPEJIOMHUX 1 ApaMaTiyHuX porabaja c jecenu 2000.
TOAMHe, KOja HaM je duia Mo3HaTa 1 ca PeKUMCKIX
MITHHIA IeBefieceTuX ropnua. Metadopa Bractu u
modyHe, ,,oKkBUpa” ¥ IPOTUBOKBUpA. VIBaH je mocre
IIeT ToAgVHa anyam/myje y I/I3y3€THOM TPI/IHTI/IXY
cnuika Ioszopruya (Stage triptych, 2005), kao n'y
muntuxy Cmpii gpacaeu (Death to the State diptych,
2005), xoju KoMOuHyje (1eBO) CIMKY Kao NpeACTaBy
pasHe mo3opHuIie 1 (gecHo) ¢pororpadujy CHUMbEHY
2005. ucripeq 3alITUTHE META/IHE Orpajie IOCTaB/beHe
oko pyueBnHe domdappoBaHor TeHepanTada
Bojcke Jyrocnasuje. Ha orpaan je, npaum cnpejom
U YOWBUBO, HEKO MCIICao rpadur: ,Smrt drzavil”.
ITosopHuIa je yBeK IpasHa, MycTa, Kao fga gorabhaj
TeK Tpeda [ja MOYHe, MM Kao Ja ce MoXKza Beh

3 “Public speech must be taken in two ways: as addressed to us and

as addressed to strangers. The benefit in its practice is that it gives a
general social relevance to private thought and life” Warner M. (2002).
“Publics and Counterpublics” (abbreviated version), Quarterly Journal
of Speech, 88 (4), pp. 413-425.

4 “When you are arguing against the other side: Don’t use their
language. Their language picks out a frame - and it won't be the frame
you want”,

Lidija Merenik
Ivan Grubanov: Memory,
on the Other Side of History

The old adage that history is the nightmare of
art has not been invented without purpose. What
is one to do with history as personal baggage and
artistic material? Contemporary art has in the past
few decades shown exceptional interest in critically
examining history and the past through the period
of crisis in representation and a crumbling away of
the modernist paradigm. As a rule this process has
developed through marked forms of subjectivity,
individual memory, the emotion of the experienced,
or in some cases, through post-memory of those
who were “born after” (Gibbons 2007, 73-96). And
while the individual memory of the experienced has
caused an avalanche of sensitive, unstable, memories-
as-intimate-experiences, as well as trauma, especially
in contemporary artistic discourse originating from
the territories of the former Yugoslavia and the South
Eastern Europe region (the Balkans), post-memory
has contributed to a critical or mythologizing attitude
(of those who were born after) towards events,
people and ideologies which were historically already
mythologized in the periods between the two World
Wars and especially after the Second World War. This
latter process can be viewed as a markedly subjective
reinvention of the past and memory, sometimes
based on official, written histories, and that other
times, containing a strong critical response to them,
from the perspective of parallel, unofficial versions,
“counterhistories”. The process can also be seen as part
of the global conflicting relationship between concepts
of public - counterpublic!, i. e. the individual or group
marginalized opinion which does not belong to the
corpus of the ruling opinions and public knowledge.
The artistic discourse of Ivan Grubanov is typical
counterpublic artistic behavior: a public discourse,
a statement which is simultaneously personal and
impersonal. Public discourse can here be understood
in two ways: as aimed at us and as aimed at unnamed
strangers. “The benefit in its practice is that it gives a
general social relevance to private thought and life”
(Warner 2002, 418-419). Critical public discourse is
also an attempt to conquer space outside of history,
to reject any framing — “When you are arguing against
the other side: Don’t use their language. Their language
picks out a frame - and it won’t be the frame you

1 Originally from the field of contemporary sociology, political studies,
geopolitics and queer theory. Further reading: Warner M. (2002), Publics
and Counterpublics (Cambridge: Zone Books); Sheikh S. (Ed.) (2005),
In the Place of the Public Sphere?, critical readers in visual culture #5
(b-books); Frazer N. (2008), Scales of Justice: Reimagining Political Space
in a Globalizing World (Polity Press), etc.

want”). (Lakoff 2004, 3). Thus, the only feasible way for
the public sphere to understand the world on the level
of “cognitively unconscious” is through the process

of reframing. A different thinking demands different
discourse, a veritable other “framing” (Lakoff 2004,
XV)

The past has never had such strong framing.
“The past has never been this strong, the past has never
had so many supporters”, argues Ivan Grubanov
in his performance held on April 14" 2006 on the
plateau in front of Belgrade’s General Assembly
and entitled “A public farewell to the remains of
former president Slobodan Milosevic, in front of the
National Parliament in the main square in Belgrade,
Serbia, a location that has hosted numerous political
gatherings over the last two decades” Today the past
is not romanticized and nostalgia is but a comforting
delusion. The past is not a former failed utopia but
a dystopia of the future. The stage - “framing” - for
the artist and for us was already prepared by the end
of the past century. It was a true stage of significant
and dramatic life changing events in autumn 2000,
a stage already familiar from state organized public
gatherings in the 1990’s. A metaphor of government
and rebellion, framing and counterframing. Five years
after, Grubanov visualized all this in his remarkable
stage triptych of paintings (2005) as well as in his
Death to the State diptych (2005) which combines (to
the left) painting as image of an empty stage and (to
the right) photograph taken in 2005 in front of the
protective metal fence circling the ruins of the bombed
Yugoslav Army Headquarters. Somebody had sprayed
on in black, a distinct graffiti on the fence stating
“Death to the State!”. The stage is always empty, as if
the event is yet to happen, or as if it had already taken
place. This group of works, simultaneously personal
and impersonal, precedes Grubanov’s performance
act entitled “Speech”, 2006. This act is altogether
differently envisaged with the mise-en-scéne being
the empty square in the city centre in front of the
former Yugoslav General Assembly building (now the
house of Serbian Parliament), the Pioneer Park and
the traffic jammed street crossing on a day like any
other. The performance act seems planned for only
one person (the artist) who is standing on a tall crane
talking to the square, with no public present, yet he
doesn’t mind because what he wishes to say is that the
present cannot be trusted anymore because the present
is a traitor and a servant of the past. The personal as
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3aBpumto. OBa rpymna pajioBa, UCTHOBpPeMeHO U TUUHA

u Sesnuuna, mpetxonu nepdopmancy [osop us 2006.
roguHe. [060p je OCMUILIbEH ApYyTaulje, mise en scéne
YIHe [pa3aH TPT y LeHTPY T'Pafia, UCTIPeN 3amba
Casesne ckyniutute (gaHac [Taprament Cpduje),
ITVOHMPCKM TapK 1 YBOPUIIIHA PACKPCHMUIIA TYCTOT
caodpahaja - man kao csaku gpyru. Ilepdpopmanc kao
Ia je 3aMUIL/bEH CaMo 3a jenHy 0cody (YMeTHMKaA)
KOja CTOjI Ha BICOKOM KpaHny, odpaha ce Tpry,
myd/Ke HeMa, CBejelTHO MY je, jep OH >KeJIu fia Kaxe
A ce cagauirociiu 8uule He MOe 6epo6ailiu, jep je
cagawrbocil U3gajHux u cyia upowinociiu. VI auuro u
desnuuno. MebhyTum, Mu ce Ha/asuMo Iper MyCTOLIN
iocinepemena. 38ymeHu mpef fepparMeHTICAHIM,
palrdepedeHnM UCTOPHjcKUM mamhierbeM IOCTeNbIx
I10/1a Be€Ka Ha FeOIOTUTUYKOM TePEHy KOju je

»l...] yuurven poioimapnuyom, unu domwe peuetio,
cmetiinuwitiem i08Ujecitiu Ha Koje cy ogdauene ipoiarne
ugeonoiuje u iomipouieHu UONUTUYKU KOHUEIl, U

Ha Kojem je dpowinocili ociiana de3 c6axol osujecHol
uckyciieéa” (Buden 2013, 218-219). IIpourtouthy

Ka0 KY/IITYPHOM ¥ TTOTUTUYIKOM JIUMEH3MjOM Yy K0jOj
uBy Kao duhe y cBety, moToM mporomhy kao
npomarteHoM dynyhnourhy, kao cehamwem Ha mpomnasne
yTomuje u 3apasHe gucronuje, ViBan Ipydanos ce
daBn, 3aysumajyhu nosuuujy apoifiusuckasa, roroBo y
CBaKOM CBOM YMeTHUYKOM pany. Jep ,[...] apouinocii
Huje uue ongje igje je Suna, UPowLIOCia Huje HU BuLle
OHO Witio je Hexag duna. [Ipowinocti je gpyia Kynitypa,
dpowinocit je ciipana semmwa” (Buden 2013, 19).

IIpeokpet y papy VBana Ipydanosa, y ogHOCY
Ha IeroB paHM pajl, HacTaje 110 JOMacKy y AMcTepiaM
Ha ctyauje mpu KpabeBckoj akaieMyjun yMeTHOCTHI
(Rijksakademie). O o ToMm nepuopay nuite: ,,Cée
je y wio epeme Suno penatiiusHo. Kaga cy, konauHo,
céu totpecy u cykodu 3ampru, CX6aluo cam ga
je 3aspuieno jegHo 6enuKo ioinasmwe Moi HUeowia
U Moje HAUUOHATIHE U Olwiilie uciiopuje, u ga ce
ocefiam Ha HekuU HAMUH UPASHUM, jep ce HUHUIO ga je
moja mucuja 3aepuiena” (Grubanov 2006, 13-14).°
Pay xojuM je ViBan yununo Hajsehn mpodoj Ha
CaBpeMeHy YMeTHUYKY CLieHy IIPOTUBjaBHOCTI
je Visitor (Iloceiniunay, 2002-2004), curypuo
osyornaieH un deckpajHo edexran. 3agussbyjyhe je
Kako je VIBaH 3rpaduo uctopujy u mpeTBopuo je y
decrpeKopHy YMETHOCT OrpOMHe KOHIIeHTpaIuje
kpeaTusHe Mohn. Victe 2002, xaza je Crnodoman
Murnouresnh, Hekafammsy npeacenank CaesHe
Penrydnuke Jyrocnasuje, mocnar y Xar, y UCTy
3eM/by — y AMCTepfiaM — C/Iy4ajHO je CTUIao Ha
TIOCTIEIUTITIOMCKE CTYZMje U AUTIOMUPAHY CIMKAP
VBau Ipydanos. ,Ilocitioje otiaybute 0g Kojux ce He
Mmosce fioSehiu: y eama roygu ipeo peio3Hajy 3emmwy

5 3amc VBana [pydaHoBa M3BOPHO je IMICAH Ha €HIJIECKOM je3MKY.
“Everything was so relative at that time. Finally, when all the conflict
and turmoil died down, I realized that a huge chapter of my life and
of my national and general history had closed and that I felt kind

of empty because my mission seemed over”. Grubanov I. (2006), pp.
13-14.

u3 Koje ctile, a ek oHga, moxga, u éac” (Mosquera
2005, 5-7).5 Baxxnmo je To, Ha pa3IM4uTe HauYMHe,

U 3a npeyicenHnKa Muomesuha u 3a yMeTHMKa
IpydanoBa. 3aTVM je yMETHUK, TOKOM HapeHe

JiBe TOfJHe, PeIoBHO (IIOHeKas de3 IpOITyCHuIle

U KPUIIIOM) LIPTA0 U CKUIMPao cyherbe, kome je
IIPUCYCTBOBAO KA0 IOCETH/IALL ¥ TOCMATpad U3
npoTusjaBHe cepe. JJOKYyMEHTU O BeTOBOM OOPaBKY
nocroje u Ha ¢pororpadujama n y TB kagposnma
Koje je Mockepa Ha3Bao ,,ay TONOPTPETOM Ca
Munomesuhem™: Y denoj kouymmu (2002) u Mza
wyxncuoya (2002). busajyhn visitor, [pydauos je
HaTPaBMO MHTEHNO3HY CepUjy UpTeXa — jeflan
y3OyUBMBY IMYHY, CKPVMBEHN TIOTJIEN], HA jaBHY

cdepy - Ha cyherme HekafjalllbeM XapU3MaTIIHOM
BoD, Ha IOIMTUYKY CIIEKTAKII M Ha/ludje CIeKTaKIa
cynHuie u cybema; Ha kpajy, Ha cyberbe KOIeKTUBHO]
U VHAVBU/YaTHO] IIPOIIIOCTH U CaJJallllOCTH, Ha
TIPpENCIINTHBAbE COIICTBEHOT NAEHTUTETA Y TOM, 3a
IbEera 110 CBeMY KOIIMAapHOM CIieKTak/y. Kao ymeTHuK,
Tasla, TAMO — OCTAO je HEITIOKOPEH UCTOPMjOM, Y TO
caM CUTYpHa. , [beios nuunu goxymenmapHu 3aiuc
Kapaxifiepuuie geocMUCneHoC, jep HamepHo usdeiasa
ga ce outiepetiiu UCTUUHAMA U JOHOULEHbEM CYga.
AmSusaneniiHoctii je dasupana Ha TUUHO] UPUULU,
iapanennoj ca OHOM UCHIOPUJCKOM, KOja cagpicu

€8y KOMUL/IEKCHOCHL UCTHOPUICKUX OKONTHOCTHU

(Pirotte 2005, 12).” YMeTHUKOB UJEHTUTET je Tafia
[I0CTA0 TOTOBO HEPACKUMBO Be3aH 3a MUTakba
I/ICTOpI/IjCKOI‘, TIIOMUTUYIKOT, KYJITypPHOT naMheH)a n
IJIX0OBA JIejCTBOBaMA 110 M0/bY concTeHor duha n
yYMeTHMYKOT n3pasa. Of MpOIIOCTH Ce UITAK jOIl
MOTIJIO HEIITO HAY4YMUTH, Y KPajlbeM CIydajy, yMecTo Ja
joj ce moxopaBa, MOI7Ia je fla ce MporoHu. VIckycTso
Ioceitinoya onpenenno je [pydaHoBa 3a neoIOMIKN
yTeMe/beHO aHTUPENPe3eHTALUjCKO, IPOTUBBU3YETHO
(countervisuality®) crBaparbe He3BaHIYHE, TNIHE
MHTepIIpeTalje UCTOPUjCKOT MofaTKa u fporabaja,

Y KIIUMU ,,CHpACHUX paciipasa o moiyhinociiuma
ipegcitiasmarea HONUTHUMKOL cagpxicaja yoilulilie, a
3AMUM U 0 TUKOBHOj UPAKCU U TIPOMULUTbADY TUUHOT
citiasa Gipu iwiakeom ipegcinasmary” (Pirotte 2005,
12).°

6 “There are motherlands from which you can not escape: people first
see country in you, then, perhaps, see you” (Mosquera 2005, pp. 5-7).
7 “His personal documentary is characterized by ambiguity because
it is intentionally not uploaded wirh truths and judgements. The
ambivalence towards the subject is rooted in a personal narrative,
parallel to the historical circumstances” (Pirotte 2005, p. 12).

8 Countervisuality — TepMuH Koju Kopuctu teoperndap H. Mupriod
(Nicolas Mirzoeff) na odjacHu TakBO menoBatbe y JOMEHY BUSYETHOL,
BM3Ye/THE YMETHOCTH, KOje je ca CBOT M/IeO/IOMIKOT CTAHOBUILTA
MPOTMBHO UJEONIOIUj! TOMMHMpajyher sHaKa, HOMNTUYKMY,
MICOTOLIKM, KY/ITYPOIOLIKY JOMMHMpajylier cucTeMa sHaKoBa,
nomuHMpajyhe perpesenranuje n foMuHNpajyhnx cucrema
perpeseHTalnuje y ¥Me Heunje Wiy HeKaKBe MeO/OIIKe, APYIITBeHe
VT TIOTUTHYKe Ho3uIje Mohu n Bractu. CaM TepMuH y cedn
Cajip>Ki M3pas3uTe MONNTUYKE KOHOTAIMje OCTKOMOHjaTHOT,
aHTUIIOdaMMCTHYKOT KapakTepa. Mirzoeff, N. (2011), The Right

to Look, a counterhistory of visuality, (Duke University Press,
Durham, London). Y oBom Texcty hie ce kao npeBoy mojas/pusati
»IIPOTUBBU3YENTHOCT — ,,aHTHPEIPE3eHTALN]CKO .

9 “[...] heated debate around the possibilities of a representation of
a political content, its image praxis and reflection about the personal
relation to the content” (Pirotte 2005, p. 12).

well as the impersonal. We are, however, standing
before the devastation of the post-time. Confused
with the fragmented, quartered historical memory

of the last half a century, on a geopolitical terrain
which “has been made into a trash heap or better yet,
the dumping site of history containing failed ideologies
and spent political concepts, leaving the past without
any historical experience.” (Buden 2013, 218-219). Ivan
Grubanov deals with the past as cultural and political
dimension which he inhabits as we inhabit the world,
with the past as failed future, as a memory of failed
utopias and contagious dystopias, taking the position
of counterstatement in almost all of his artistic work.
Because, “the past is no longer where it used to be, the
past is no longer what it used to be. The past is a different
culture; the past is a foreign country.” (Buden 2013, 19)

The about-turn in Ivan Grubanov’s work in
relation to his early art takes place after he has arrived
to Amsterdam to study at the Royal Academy of Art
(Rijksakademie). This is how he remembers the period:
“Everything was so relative at that time. Finally, when
all the conflict and turmoil died down, I realized that
a huge chapter of my life and of my national and
general history had closed and that I felt kind of empty
because my mission seemed over” (Grubanov 2006, 13-
14). The work which has projected Ivan Grubanov the
most onto the contemporary art counterpublic scene
is entitled Visitor (2002-2004), infamous and infinitely
effective. Grubanov has found an admirable way to
grapple with history, transforming it into immaculate
art, which posesses immense creative power. During
2002, the same year the former president of Yugoslavia,
Slobodan Milosevic was sent to the Hague tribunal,
the newly graduated painter, Ivan Grubanov, arrived
in Amsterdam for his postgraduate studies. , There
are motherlands from which you cannot escape:
people first see country in you, then, perhaps, see
you”. (Mosquera 2005, 5-7). This applied, in different
ways, to both the president Milosevic and the artist
Grubanov. The artist would, during the next two
years, regularly (sometimes entering without a pass,
in secret) spend time making sketches and drawings
of the trial, which he observed as a member of the
counterpublic sphere. Documents on his visits are also
the photographs/TV screen caps which Mosquera
has called “self-portraits with Milosevic”: In a White
Shirt (2002) and Behind the Prosecutor (2002). Having
himself become the visitor Grubanov made an
ingenious sequence of drawings — offering an exciting
personal, hidden view of the public sphere, the trial of
the once charismatic leader of the political spectacle
and the reverse spectacle of the trial, and the trial of
the collective and the individual past and present,
of the examination of his own identity within the
spectacle which for him was the stuff of nightmares.
As an artist there and then, he remained unvanquished
by history. “His personal documentary is characterized

by ambiguity because it is intentionally not uploaded
with truths and judgments. The ambivalence towards
the subject is rooted in a personal narrative, parallel

to the historical circumstances”. (Pirotte 2005, 12).

The artist’s identity then became almost inextricably
tied to questions of historical, political and cultural
memories and their effects in the field of self and
artistic expression. The past still had something to offer
which could be learned, it could at least be haunted
instead of becoming its slave. The experience of visitor
has led Grubanov to choose ideologically based
antirepresentational countervisuality?, the creation of
unofficial, personal interpretation of historical data and
events in a climate of “[...] heated debate around the
possibilities of a representation of a political content,
its image praxis and reflection about the personal
relation to the content”. (Pirotte 2005, 12).

If the past becomes the foreign country of art
then it needs to be re-explored while staying outside
of the official versions of history in ideologies of
countervisuality. “[...] if in the prevailingly liberal
capitalistic world the foundation of the social is not
in the economy, but in the ‘public mind, than how
can art fit in this constellation, how can it influence
the ‘public mind’ to the benefit of a just, self-critical
and self-improving system. It seems to me that
processing a certain subject through art, especially
through the ‘slow’ media (painting and drawing),
means a commitment to the subject unavailable in
other modes of public expression, an introjection of
the subject and an exercise in personal responsibility
for the subject’s presence and resonance in the public
or rather a counter-public sphere” (Grubanov 2007)°.
The vital question for the artist was how to maintain
the identity of the artistic substance of art without
relinquishing social responsibility and critical stance
towards the present, or falling into the trap of greed
for (political) past and its present consequences. Can
an individual artist, and how, existing outside of
the public opinion collective which is “always right”
through simple laws of majority, find any sanctuary
before the cold embrace of mercilessly advancing and
devouring history, the past, collective emotion and
collective memory. Through solving these dilemmas
as postulates of his work, the artist simultaneously
discovered and defined his own public, counterpublic
and private identities: as human beings before the past,
in the present, before the unpredictable future. The best
example of this is the initially double presentation

2 Countervisuality - a term used by theorist Nicolas Mirzoeff to
explain activity in the field of visual art which is from its ideological
standpoint contrary to ideology of the dominant sign, or politically
ideologically and culturologically dominant system of signs, dominant
representation and dominant systems of representation in the name
of ideological, social or political position of power and government.
The term itself contains political connotations of postcolonial,
anti-globalist character. Mirzoeff, N. (2011), The Right to Look, a
Counterhistory of Visuality, (Duke University Press, Durham, London).
3 Evil Painter, communicated through manifesto Evil Painter Principle
(2007) https://grubanov.wordpress.com/evil-painter/
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AKO IIpOIITIOCT TIOCTaje Ciipana 3emma
YMETHOCTH, OHJJa je Tpeda MIOHOBO MCTPaKUTU
I OCTaTy, MMMO 3BaHIYHUX Bep3uja UCTOpUje,
Y UJIe0/IorMjaMa aHTUPePe3eHTaLjCKOT,
IIPOTUBBU3YE/IHOL. ,,[...] Ako cy y iipeosnaljyjyhie
uSepanto-Kanuillanuciiukom ceeilly iemerni
gpyuiiniserol usmewiiiienu U3 eKoHomuje y jasHo
Mrverve’, KAKo OHgAa yMeTiHOCIE MoJice ga ce YKIouu
Y 08y KOHCUlenayujy, Kako moxe ga yiiude Ha
fasHo mrwerve’ 3apag tipasegHol, CAMOKPUIRULHOT U
camoycaspwasajyhei gpywitieeroi cucitiema? Junu
mu ce ga obpaga ogpehere itieme Kpo3 yMeliHOCIH,
a 1o0loiiosy Kpo3 reHe ‘yctiopere’ meguje, oy
CAUKAPCIILBA U Upitiexncd, 3Hauu foceefieHociti emu
Koja Huje goculyuHa gpyium cpegcieuma jasHor
u3paxasarba, 3HAUU UHIPOJeKUUjy iieme U jasHo
Hokasusarbe uvuHe 0gioBOPHOCIU 3a UPUCYCULBO
u ogjex ilie ilieme y jaéHoj, unu iipe, UpoiiuejasHoj
cgpepu” (Grubanov 2007)."° BuranHo murame 3a
YMeTHMKa je OUJIO KaKo Jja cadyBa MIEHTUTET
YMeTHIYKe CYICTaHIMje YMEeTHOCTH, a fia cede He
aMHeCTHpa JPYLITBEHE OTOBOPHOCTH 1 KPUTUYKOT
OfIHOCA CIIpaM CaJalIOCTI, /la He YIaJHe Y 3aMKY
He3ajaxpueociiiy ctipam (MIONMNTIYKeE) UPOUNOCTHY
U HeHMX CaflalllibiX KOHCeKBeHIM. Moske i, 1 Ha
KOju Ha4MH, yMETHHK, I10jefliHall, NU3BaH KOJIEKTUBA
jaBHOT Mibera Koje je ,yBeK y IpaBy” IIPOCTUM
3aKOHOM MaCOBHOCTMU, npoaahu VIKaKBO yTOYMIITE
IIpeft X/TafHUM 3arpsbajeM HeMMUTOCPAHO HacTynajyhe
u npoxkaupyhe ncropuje, mpourIoCTH, KOMEKTUBHE
eMolje 1 KomektuBHOr amhersa? PermBim oBe
aueMe Kao MOCTy/IaTe CBOT pajia, OH je, YjelHo,
OTKpMO 1 JedMHUCAO CBOj jaBHU, IPOTUBjaBHU 1
IIpUBATHU UAEHTUTET: kao Sufia fipeg tipowsnouihy,
y cagawreociiiu, ipeg HeuzeecHom 6ygyhinouihy.
Hajdospu mpumep Tora je MHUIIMjaTHO OBOjHA
IIpe3eHTalMja MHAMBULYATHO-IIPUBATHOT U jaBHO-
IPYLITBEHOT U/IEHTUTETa y OKBUPY pasia Haunting
memory (Cehatve koje tipoiarba, 2004-2010)". Ona

10 Evil painter (3nu cnuxap), caomniuren kpo3 mauudect Evil painter
principles (IIpunyuiiu 3107 cnukapa, 2007): Mauudect 37n0i cnukapa
M3BOPHO je mucaH 1 odjaB/beH Ha eHreckoM jesuky: “[...] if in the
prevailingly liberal capitalistic world the foundation of the social is
not in the economy, but in the ‘public mind, than how can art fit in
this constellation, how can it influence the ‘public mind’ to the benefit
of a just, self-critical and self-improving system. It seems to me that
processing a certain subject through art, especially through the ‘slow’
media (painting and drawing), means a commitment to the subject
unavailable in other modes of public expression, an introjection of
the subject and an exercise in personal responsibility for the subject’s
presence and resonance in the public or rather a counter-public
sphere” (2007), https://grubanov.wordpress.com/evil-painter/

11 ,,Topuue 2004. BpaTno cam ce ca NOCTAMUIIOMCKMX Y AMCTepiamy,
nocne 3aBpuerka Visitor-a. Ilposeo cam 6 Mecenu opzie
dororpaduiryhn paspymenn lenepauirad, mporecre MOLpIIKe
Munoutesuhy y Xary, cBojy kyhy u ona. Kpajem roguse te cHumke
caM KOMIIMIMPAO Y CIajA-mpojeKimjy ofi 80 cmKa, Kojy caM pexKnpao
kao ¢uam. Hassao cam npojexuujy Study of My Father, a Relation

to the Origin. I1pBu nyT je npukasao y Porepgamy xpajem 2004, a
satum 2005. y Tanepuju Kunsthalle y Bepny, Jlonnory, ®paHiryckoj.
Topmue 2006. Rijksakademie Me je mosBasa ja ofp>Kum IpefaBae
Koje je 3a Ioj1a3uiITe MMaso Taj ceT camMKa. TpaHCKpUIT npefaBarma
je mocrana Keura Documents Grubanov. Togune 2010. 3Banu cy me

u3 JIucadona fa ypagum usnoxdy y ckiomy Tpujenana apxuTekrype.
Bparuo cam ce mpojexiuju u rnefamwy lenepanmrada, 1 HacTane Cy
C/IMKe ¥ L{PTeXN KOji OTeNOTBOPYjy OCTaTKe 3Tpajie i MHIUIEHTHOCT
Koja nx oKpy»kyje. [leo mpojekar cimka, ipTexa 1 c/1ajji-IpojeKiuje,
Koja je dua monasuiTe, HasBao cam Haunting memory”. Vickas Vipana
Ipydanosa, 18. janyap 2015.

CIaja HajuHTUMHUja ceharba 1 TOMOBe MIafialauyKor
U[IeHTUTeTa CIaji-nHCTanauujom Study of My Father,
a Relation to the Origin (Citiyguja moi oud, ogHoc
iipema iiopexy, 2004), ca pororpadujama (2004)
srpage Tenepanirada Bojcke Jyrocmasuje, Temko
omrrehere y HATO domdaprosamy Cpduje, y mpornehe
1999. roguse. ,Kpo3 oya ce odpahiam (navyuonanrom

u gpywitieerom) topexuy, HeusdexcHociiu ga Sygem
dotmuurver uctiopuju [...]. Kpos ymettinociti moiy

ga ce tiporally ussecHu 6usyenHu Upegroumiuy Koju
gonase u3 3ajegruuxe Kynwype u uctiopuje”
(Grubanov 2006, 18). OunHcka, My>keBHa 1 MOhHa,
¢urypa npusarHe cepe cympoTcras/beHa je (1999.
pasopeHoM) cuMOOTy OTalIOMHCKOT CyBEepEeHUTEeTa U3
LieHTpasIHe jaBHe c(hepe KOMeKTUBHOT U CYLOMHCKe
HEeMIHOBHOCTY IIOKOpPaBama MOjefIHIIa Pa3OPHUM
IIOTUTUYKUM U PATHUM OKOMHOCTHMA. OBaKo
KOMIIOHOBaH, paj Haunting memory [OHOCH 4UTaB
H13 cumdora u Metadopa BesaHNUX 3a pefaliije

orall - oTanduHa 1 oral — Majka. Byayhu na je

y KeHCKOM pORy,"* oTalldMHa je y TeCHOj Be3u ca
MUIbebEM ipXKaBe-Haluje, ,[...] koja ce iipomosuue
Y MUTHCKY 3ajegHuuy Koja y cedu oilieno6vyje cHaly

U Up6eHCIiB0 HOPOGUHHOi 0gHOCA MajKa/oTHau/geua.
Hauyuja je pemunusupana y Majky Xpanuitierouuy,
Kojy rena geya wpeda ga wyde u winiuitie. Jpicasa

Jje UailepHanu3o6ana y reHom yeex upasegrHom
aymopuitienly Koju o3usa Ha opyije u gyrHoCciiu.
Iocseliena ciiotimerociti Maitieputickoi u Ouunckoi,
ouuitiyje ce y camom umery Oitiayduna, Koje je myuiko-
serckol poga, unu y uspazy Majxa-Ottiayduna”
(Mopun 1989, 40-41). Yaga y oun odeBa myupHoha,
U3BEeCHA HAIleTOCT Te MUpHOohe, TaCUBHOCT — 10K
CeV VIV JIeXKM Ha codl, 3aMUIIbaM fia I7Iefia IIPEeHOC
dyndancke yrakmune Ha TB-y, i Mo>kzia BeCTi, JOK
ce Ha eKpaHy M3HeHaJa I10jaBjbyje CMKa PasopeHor
TenepanmTada. 3aMUIIBAM TOK HeTOBYX MUCII

¥ acouujanyja, 3aTUM TOK MUC/IM M acolujanuja
yYMeTHMKa (CMHA): pa3aparbe Halllel' JOTa/lalllber
CBeTa KaKBMM CMO Ia 3Ha/IN. Y eroxyu couujaamnsma
Turose Jyrocnapuje, Be/ie/IelTHO 3ambe'! apXuTeKTe
Huxone Jodposuha y nentpy Beorpama duro je ne

12 Ogaj nckas Vana [pydaHoBa M3BOPHO je [aT 1 MICAH Ha
eHrmeckoM jesuky. “Through my father I am addressing the notions
of origin, of background, of the inevitability of being subjected to
history [...]. Through art, you can find certain and emotional and
visual modules coming from a shared culture and history”. Grubanov
1. (2006), p. 18.

13 OtanduHa, JOMOBIHA, 3eM/ba, IPKABA, HAI[Ija, Y CPIICKOM je3NKy
Y JKEHCKOM POjTy. Y )KeHCKOM POJIy y MTaIMjaHCKOM, ppaHIlyCKOM
jesuxy. Y enrneckom fatherland v motherland.

14 OrpomHo 31ame nMa aBe 3rpaje, A u b, ca n1eBe n gecHe

crpaHe packpcHuiie ynuna Knesa Munoma n Hemamnne.

3rpazie Tajammer [IpykaBHOT ceKpeTapujaTa HapojgHe

ondpane rpahene cy on 1956. 5o 1965. rogune. Komrexc je
Npeno3HaT/EuB 110 dacazy o KameHa MpKoL[pBeHe doje U3 OKOJMHE
Kocjepiuha, Ha koji Hanmexxy dere MepMepHe mmode ca octpa Bpau.
3rpaza je mpsu myT domdapnosana y ssa HATO HohHa Hameta

29. anpuna 1999. roguue. O cuHe fetoHanuja omrehere cy
odmKibe cTamdeHe 3rpajie, kao n srpage Brage Cpduje u CaBesHor
MMHICTAPCTBA MHOCTPaHNX mocnosa. Cajia ce OKO ypyleHe

srpafie dope 3alITHTapy apXUTEKTOHCKOT Hacmeba 1 ayBapu
namhera ca TProBIMMa U XOTe/njepyMa, KOjiMa je 0Ba JTOKaIja

y uentpy beorpasa usyserno npusnauna. Vime JJonanga Tpamma,
Ka0 IOTEHIMja/THOT KYIIIA, IOMUIHAJIO Ce Y jeTHOM TPEHYTKY Y
SeorpajicKoj IITaMIIn.

of individual-private and public-social identities
within his work Haunting Memory (2004-2010)*.

This presentation combines most intimate memories
and crashes of youthful identity through slide
installation entitled Study of My Father, a Relation to
the Origin (2004) with photographs (taken in 2004)
of the Yugoslav Army Headquarters building which
was badly damaged during the NATO bombing of
Serbia in the spring of 1999. “Through my father I

am addressing the notions of origin, of background,
of the inevitability of being subjected to history [...]
Through art, you can find certain and emotional and
visual modules coming from a shared culture and
history”. (Grubanov 2006, 18). The fatherly, husbandly
and powerful figure of the private sphere is juxtaposed
to the symbol of homeland’s sovereignty (destroyed
in 1999) and belonging to the central public sphere of
the collective, as well as of faithful predetermination
in bowing of the individual to the destructive, political
and war circumstances. Composed in this way
Haunting Memory brings forth multitude of symbols
and metaphors connected to the relationship father—
fatherland / homeland, and father-mother. In Serbian,
the word for fatherland / homeland is of feminine
gender® and thus it is closely connected to our
understanding of the state-nation, “which is promoted
into a mythical community which in itself embodies

the strength and sanctity of the familiar relationship
mother/father/children. The nation is rendered feminine
through the concept of the Feeding Mother which needs
to be protected and loved by her children. The state is
rendered masculine in its always just authority which
calls to arms and patriotic duty. The sacred intertwining
of the motherly and the fatherly is embodied in the

very word fatherland which contains both genders, or
through the expression the Mother-Fatherland” (Morin
1989, 40-41). What becomes evident is the father’s
calmness and a certain tenseness with that calmness, a
passivity, while he is sitting or lying on his couch, and
one can envisage him, watching a football game on
TV, or maybe the news, when the screen is suddenly
taken over by the image of the destroyed Army
Headquarters. One could imagine his thoughts and
thought associations as well as the thoughts of the
artist (his son): the destruction of our world as we

4 “In 2004, came back from my postgraduate studies in Amsterdam, after
having finished The Visitor. I spent six months here taking photographs
of the destroyed Military Headquarters building, of protests in support
of Milosevic in the Hague, of my house and my father. This work was
entitled Study of My Father: a Relation to the Origin. The first time it
was shown was in Rotterdam in 2004 and then in Kunsthalle, Bern,
London and France in 2005. In 2006, Riijksakademie invited me to hold
a lecture which originated in this set of photographs. The transcript of
this lecture turned into a book called Documents Grubanov. In 2010, I
was invited to do an exhibition as part of the Architecture Triennale
in Lisbon. I went back to this work and the Military Headquarters
and created paintings and drawings which embodied the remains of
the building and circumstances surrounding it. This whole project of
paintings, drawings and slide projection was called Haunting Memory”
Statement by Ivan Grubanov, 18 January 2015.

5 Homeland, fatherland, country, state and nation are nouns in feminine
gender in Serbian language. In Italian and French as well compared to
English fatherland and motherland.

knew it. During the socialist era of Tito’s Yugoslavia
the beautiful building® designed by architect Nikola
Dobrovic in the center of Belgrade was not just one of
the best examples of Yugoslav architectural modernism
of the 1960’ and the seat of the Army and its
Counterintelligence Service but also a representational,
official symbolic signifier of the Yugoslav identity,

and a signifier of one of the greatest partisan battles
and victories over the Wermacht forces and the Axis
powers of the Second World War - the decisive battle
in the river Sutjeska canyon’ (May - June 1943). It is
quite possible that it was not only the undocumented
courage, constancy and sacrifice of partisans at the
battle of Sutjeska, but also the continual manufacture
of antifascist memory and the mythologization of

the partisan fighting (powerfully rendered during

the 1960’s and 1970’s in Yugoslav film, sculpture and
symbolic connotations of the architecture of socialist
modernism) that could form the basis of the symbolic
representational narrative of this building (baring in
mind its function). Haunting memory thus, represents
a combination of a) the memory of the experienced

— child = subject, the memory of the seen - father

= object, or the artistic material, the symbolism

of homeland = mother (the absent and invisible
mother figure as opposed to ever present father),

and the perception of bombing = the destruction

of comfortable memory; and b) post-memory as an
implication of a deeper past through metaphorical and
literal destruction of socialist institutional, historical
and mythical signage. The artist’s construct of a cold
observing, analytical relationship towards the object
of post-memory - the Army Headquarters and what it
symbolizes, the partisan battle - is part of his skeptical
and counterpublic attitude. Everything needs to be
re-examined. Our own identity needs to be protected.
One should not succumb to history. One should not
accept the framing discourse: “The Evil Painter aims

at establishing the link between art and counter-
publics and the means of making this link visible are
the artworks produced along the premises of The Evil
Painter. These artworks are documents of locating

and signifying unofficial and illegitimate truths about

6 This huge building consists of two separate edifices, A and B, on
the left and the right sides respectively at the crossroads between the
Knez Milos and Nemanjina streets. The buildings of the then State
Secretariat of National Defense were built between 1956 and 1965.
They are known for its fagade made of dark-red stone coming from
the Kosjeric environment and white marble slabs from the island
of Brac. The building was bombed for the first time in two separate
NATO night flights on April 29 1999. The bombing caused damage to
nearby buildings including the Government of Serbia and the Ministry
of Foreign Affairs. The remains of the buildings are now a matter of
dispute between protectors of architectural legacy and memory
and traders and hoteliers for whom the central location is extremely
attractive. The Belgrade press at one point reported that Donald Trump
was a potential buyer.

7 'The Battle of Sutjeska in South East Bosnia was the key battle of the
Fifth enemy offensive known as Operation Schwartz, in which partisan
antifascist forces while suffering huge losses, overcame Wermacht and
the Axis powers. This battle resulted in opening the way for partisan
army to cross into East Bosnia and Serbia. The Yugoslav partisans were
led by commanders Josip Broz Tito, Savo Kovacevic, Koca Popovic and
Peko Dapcevic.
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CaMo jefiaH Off HajOO/bMX IPYIMeEPa jyrOCTTIOBEHCKOT
apXMTEKTOHCKOT MOJIePHM3MA LIe31eCeTUX rOfMHA

u cepuiute Bojcke n Konrpaodaserajue caysxde

Beh 1 pemnpeseHTaIjCKM, OPUIIMjETHY CUMOOMTUIKI
O3HAYMTESb fyI0C706€HCKOT UGeHiUTlleiia, Kao 1

jenne o HajBehux mapTusanckux duraka u nmodepa
Haj cHarama Bepmaxta u cuna Ocosune y [Ipyrom
CBETCKOM DaTy, IPeIOMHe OUTKE Y KatbOHY peKe
Cyrjecke,” y Majy u jyHy 1943. rogune. CacBum

je BepOBATHO J1a Cy He CaMo M3y3eTHA XpadpocrT,
TTOCTOjaHOCT ¥ MOKPTBOBAHOCT IAPTU3aHa Ha
CyTjeCLU/I HEro 1 KOHTUHYVPaHa IIPON3BOAbA
aHTUGAICTHYKOr TaMherwa 1 MUTOJIOTH3alIja
naprusaHcke dopde (MohHO onmyeHe TOKOM
11e3/IeCeTUX U CeflaMJeCeTUX y jyTOC/IOBEHCKOM
unmy, y cKynmnTypy Uy cMMOOIMYKMM KOHOTAI[MjaMa
apXMTEKType COLMjaMMCTUIKOT MOJAEPHI3Ma) MOTTIe
na Syay moTKa CUMOOINYKOT, pelpe3eHTallnjCKOT
HapaTuBa (MMajyhn y BUAYy 1 HaMeHY) OBOTa 37Iamba.
Haunting memory je oTyzna CIoj: a) MeMopuje
IOXUB/bEHOT — feTe = CydjeKT; MeMopuje BubeHor

— orarl = 00jeKT, yMeTHUYKY MaTepujat; CUMOOIKe
orandune = MajKe (o,t[cyTHe U HEBUJI/bUBE MajuMHCKe
urype HacynpoT cBempucyTHOM OL1y); TIepLentiyuje
domdaproBama = pasapama ygodHor ceharma, 11 9)
IIOCTMEMOPHje Ka0 UMIITMIMPara yd/be MPOLITOCTH,
Kpo3 MeTadOpnIKo U SyKBasHO pasapame
COI_U/IjaIII/[CTI/I‘{KI/IX VHCTUTYUMOHA/THUX, I/[CTOpI/IjCKI/IX
U MUTCKUX 0denexja. YMEeTHMKOBO yCIOCTaB/bakbe
X/IaJTHOT, IOCMATPAYKOL, aHa/IMTUYKOT Of[HOCA IIpeMa
odjexTy octMeMopje, lenepanurady, 1 OHOME LITO
OH cuMO/N3Yje — MAPTU3AHCKY OUTKY, IeO je HEroBor
CKeIITUYHOT 1 TIPOTUBjaBHOT cTaBa. CBe Tpeda MOHOBO
ycnmuTaTh. 3alITUTHU CONICTBEHN npeHTuTeT. He Tpeda
ce maru ucropuju. He nmpuxsararit ,,ypamM/beHy” rOBOP:
»Lum 3n0t cnukapa’ je ga ycitociiasu ee3y usmehy
YMEMIHOCTIU U TPOIiUBjaBHOCIIU. YMEMIHUYKY PAJosU,
Hatipasmwenu o upemucama 37101 cnukapa’, cpegciieo
cy Kojum oM Hoctiudice ga tia éesa dyge sugmusa. Tu
YMeMHUYKU pagosu cy qoKymeHilia o upoHanajierwy u
03HA1ABarbY HE36AHUYHUX U HeJIeTUUMHUX 6ep3uja
ucitiuna o wemama Kojuma ce dase, HACTHANU KPO3
Hagmetiarea pasnuduiliux 6ugosa cyseperuitieitia Hag
o3Hauasareem: cysepenuilieitia gomunaniliie jasre
cepe, cumdonuuxol ilowa ymeiHuuKol uspasa u
flojegunya 4uju cysepenuitieisi iouusa y moiyfinociiu
ga ce ogyiipe u ga apomenu 36anuyte o3naquiiene.”

15 Burka na CyTjecuy, y jyrouctounoj bocuu, kbyuna Surka

ITere Hermpujate/bcke odansmse, uam onepanuje lIsapr, y Kojoj cy
nmapTusaHcKe aHTHAIINCTUYKE CHAre, Tpodujajyhn HermpujaTe/bckm
odpyH, y3 orpoMHe /byicke ryOuTKe, caBiajjajie cHare Bepmaxra

u cuna Ocosune. TuMme je mapTU3aHCKO]j BOjCIM OTBOPEH IIyT Y
ncrouny bocny n Cpdujy. KomaHmaHTH jyTOCTOBEHCKMX MapTH3aHa
Sun cy Jocun Bpos Turo, CaBo Kosauesnh, Koua ITonosuh u ITeko
IammueBuh.

16 Manudecr 3707 crukapa U3BOPHO je MUCAH U 0djaB/beH Ha
eHr/eckoM jesuky. “The Evil Painter aims at establishing the link
between art and counter-publics and the means of making this link
visible are the artworks produced along the premises of The Evil
Painter. These artworks are documents of locating and signifying
unofficial and illegitimate truths about their subject conceived in

a struggle over sovereignty of signifying. The sovereignty of the
single public sphere, the symbolic field of artistic expression and the

Cepuja Smokescreens (JJumne 3asece, 2012)
TOa3y 3 KPUTUKe TTI0daTHe JOMUHAHTHE jaBHE
cdepe. Mako je umsb 37107 crukapa na yCIocTaBu Be3y
usmely ymeTHOCTH U IpOTHBjaBHOCTH, [JUuMmHe 3a6ece
ce CTBapajy y jeJHOM, 3a I0CMaTpada HEIIO3HATOM
I HEBUJ/bIBOM, CIIOKEHOM p]/[Tya]'IHOM HaCTaHKy
cruke. Kao n y HacTaHKy ipyrux VIBaHOBMX
YMETHMYKVX pajioBa, HepGOpPMaTUBHYU IIOCTYIIAK
ce ogurpaBsa Y TMIINHN, ca HYHOM KOHL[eHTpaLU/IjOM
Ha odper CimKama — ,ClIMKamba’, yBek des mydnuke,
de3 Bujie0-3ammnca, aHOHMMHO JI0 TPEHYTKa TOK
IeNIo He IIOCTaHe jaBHa CTBap, BIACHUIITBO Tyber
noriesia. YMETHUK IPUMebYje IIPUHLMIIE ,,pajia
TenoM, pafia eiemenifiuma (BaTpa, Ba3ayx), CInKa
gumom. Y JlumHum 3a6ecama IIpBY My T MaHUPECTHO
(urTo ce monHasba y gouHujuM Omiucyuma 3aciiasa),
OH oxduja 1 Hernpa ynorpedy KOHBEHIMOHATHOT
KOMITOHOBama, CIMKapCKOT ajaTta 1 nocrymnka. OBaj je
OYHTOBHO C/I0jeBUT: 3aBPLIEHY C/IVKY Y TEXHUILIN Y/ba
nonuje densyuHoM u 3anam. OHa ropu TyCTUM LPHUM
TVMOM. [IM ce Py Ha [IPYTY CBEXKe OC/TMKAHY
CHI/IKy TaKO IITO yMeTHI/IK, IIOKpE€TVIMa TOPMOHMKA 1
COIICTBEHOT TeJIa, ,Iypa’ TYCTI AUM Ha CBEXY IIOL/IOTY
TpyTe CIMKe. YKOMMKO Ta IUMHa KOMIIO3MIMja Huje
3amoBo/baBajyha, yMeTHIK HbeHe flefioBe dpuiire
IIOKpeTVMa PYKY, He IIIaKaMa, HIKAKO/HUIOIITO SUI0
KaKBIM C/IMKapCKUM VIV HECTMKaPCKUM ajlaTiMa.
Tako cnuka gumom. 3afgoBo/baBajyha cmnka us Tor
puUTyana 1ocraje jaBHa crBap, Jumma saseca. V1
HACTIOB JJumHe 3asece CIiaja aysujy Ha OCIOBHOCT
IIOCTYTIKA U IPEHOCHO 3HAYeHhe 3aMaibu6atbd UCTUHE.
VYIIpKoc unmbeHNIN Jia je HelocpeaH MOBOJ, OBOj
cepuju cnuka Camociiamuearve Moxamega byasusuja
(The self-immolation of Mohammed Bouazizi), youn
Aparnckor nponeha 2010. rogune, paf ce, y T0j
PaBHM, OHOCK ¥ Ha JIpyTa, TParuyHa, >KpTBeHa,
caMOCIIa/b/Baba MOjefIHALIa, OU/IO0 OHMX KOjU CY
[IOHOBO aHOHUMHI IIPEeJ] UCTOPUjOM, OU/IO OHUX,
monyT Jana Ilamaxa (Jan Palach),” xoju ¢y moctamm
niepcoHnduKanyje MHAMBUILYaTHOT CAMOXPTBOBabA
3apa/j OILITeT Zodpa WM 3ajeJHNYKOT 1[1/ba, a KOjU ce
YBEK Hajas3uo U Hajasy y MOIUTUYKO] U IPYLITBEHO]
cdepu nporusjaBHor. Crora cepuja'® cnuka nodne
HacnoBoM Camocilamusarwe Moxamega byasusuja
(The self-immolation of Mohammed Bouazizi), nimn
Yosex ce 3aiianuo y Conyny (A man set himslef to fire in
Thessaloniki), anv ce HacTaB/ba OIIIITH]UM, KPUTUIKUM
HacnoBuMa: Jemoxpaitiuja xao poda (Commodification

sovereign individual whose sovereignty lies in the ability to resist and
replace the official signifiers” Grubanov 1. (2007), https://grubanov.
wordpress.com/evil-painter/

17 Jau Iamax (1948-1969) crammo ce 19. janyapa 1969, Ha Tpry
ncnpen Haponsor myseja y Ilpary, y sHaK mpoTecTa 380T HOMUTHYKE
u Mopanse nponacty Iparkor mponeha n ymacka cHara Bapiasckor
nakTa y YexocnoBauky. 3a NCTOpHUjy Cy OCTajla yIIIaBHOM aHOHMMHA
jOIII 1Ba CAMOXKPTBOBaba CIA/bMBABEM Y UCTOM MOMTUTUYKOM
KOHTeKCTy: JaHa 3ajuka (Jan Zajic), 25. bedpyapa 1969, Ha uctom Tpry,
n EBxena ITnogexa (Evzen Plocek), anpuma mMecena ucre rogyse y
mecty Juxmasa (Jihlava), YexocmoBauxa.

18 B. meramuuje: https://grubanov.wordpress.com/smokescreens/

their subject conceived in a struggle over sovereignty
of signifying. The sovereignty of the single public
sphere, the symbolic field of artistic expression and
the sovereign individual whose sovereignty lies in the
ability to resist and replace the official signifiers”

Smokescreens (2012) come from the criticism of
global, dominant public sphere. Even though the aim
of The Evil Painter was to form a connection between
art and counterpublic, Smokescreens were created
within a complex ritual forming of the painting,
unknown and invisible to the viewer. As in the creation
of other Grubanov’s artistic works, the performative
act takes place in silence fully concentrated on the
ritual of painting - “painting’, always without audience,
without video documentation, and anonymously, until
the moment the work becomes a matter of public and
the ownership of another’s gaze. The artist applies the
principles of “body work’, elements work (fire, air) - he
paints with smoke. In Smokescreens the artist for the
first time manifestly rejects and negates the use of
conventional composition of the painter’s tools and
techniques (which would reoccur in his later work,
Flag Imprints). His process is rebelliously layered: the
finished oil painting is doused with petrol and set on
fire. The painting burns with a dense, black smoke. The
smoke spreads to the second, freshly painted picture
while the artist, moving the burner and his own body
“pushes” the dense smoke onto the fresh layers of the
second painting. If the smoke-created composition
does not satisfy the artist erases parts of it with his
lower arms not his hands, and especially never using
any kind of painterly or non-painterly tools. This is
how he paints with smoke. A satisfying painting from
the ritual becomes a public asset, the Smokescreen. The
title itself combines the allusion to the literal technique
with the metaphor of mystifying the truth. Despite
the fact that the direct motivation for this sequence
of paintings is the self-immolation of Mohammed
Bouazizi around the time of the “Arabian Spring” in
2010, the work also refers to other tragic, sacrificial
acts of self-immolation, of people either anonymous
before history or those like Jan Palach®, who have
become personification of individual self-sacrifice for
the common good or goal, which is always located in
the political and social sphere of counterpublic. This
is why this sequence of paintings’ begins with the
entitled The Self-Immolation of Mohammed Bouazizi or
A Man Set Himself on Fire in Thessaloniki, but continues
with more general, critical titles: Commodification of
Democracy, Baptized by the Fire of Political Violence,
Open-ended Revolutions, etc. Grubanov here works on

8 Jan Palach (1948-1969) self-immolated on January 19 1969 on the
square in front of the National Museum in Prague in protest against
the political and moral failure of the Prague Spring and entry of
Warsaw pact forces into Czechoslovakia. History rarely remembers two
more self-immolations within the same political context: Jan Zajic on
February 25 1969, on the same square and Evzen Plocek in April of the
same year, in the town of Jihlava, Czechoslovakia.

9 For more details see: https://grubanov.wordpress.com/smokescreens/

several levels: a) through fine irony and play on words;

b) through ideological and political matrix of his work;,

c) through juxtaposing the so-called conventional
treatment of painted matter and the destructive urge
(burning) which creates a new and different medium
identity of the painting - through the destruction

of the original painting; d) through thoughts and
discourse which tends toward reframing. By way of
applied smoke the second painting keeps a (misty)
remembrance of the first, original painting in the same
way the interpretation of a historical or political event
keeps an echo, a foggy memory of the truthfulness
and originality of the event itself. The event is, then, a
pretext for various ideological interpretations of data,
in which the ideology of interpretation and the media
manipulation through producing half-truth or non-
truth — the commodification of truth - are infinitely
more significant than the truthfulness of the original
data.

Dead Flags (2013) originate in the reference field
of memory of the experienced which is incorporated
within the political stance on the antirepresentational,
countervisual. As he has shown in previous works
significant for the art of memory discourse, Grubanov
is not a historical painter/artist, and this work is
not about the memory of art of itself, or about the
memory of art of itself as a transmitter of ideological
representation or description, but about reflection,
experience and critical opinion as response to official
representations of history (Van Der Stok, 2008, 9).
This is at the same time Ivan Grubanov’s response to
the death of such representation and the destruction
of its semantic field. Should we for a moment set aside
the materialization process and the technology of how
Dead Flags were created (and the process is identical
to his work on The United Dead Nations, displayed at
the 56 Venice biennale in 2015) we can establish an
extraordinary difference in the memory, cultural, and
ideological fields between these two works, created
within four years of each other. Dead Flags follow
the principle of the experienced through sight in its
creation, the memory of a child’s helplessness before
the subjugation to historical implacability, while The
United Dead Nations function from an evidently
more mature, post-memory position within the
counterpublic sphere and all it ideologically supposes.

During the breakdown of socialist Yugoslavia
and the beginnings of the civil war in its territories
the artist was fourteen years old. At the time of
the NATO bombings and after, during the national
rebellions around the October 5 2000, he was twenty
two. Experiencing these events was a significant factor
in his earliest emotional and cognitive coming of age.
What could this youthful, traumatic memory create
and had it not been, in certain ways, partly a post-
memory occurrence? Dead Flags are a memorial, a

17


https://grubanov.wordpress.com/smokescreens/
https://grubanov.wordpress.com/evil-painter/
https://grubanov.wordpress.com/evil-painter/
https://grubanov.wordpress.com/smokescreens/
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of Democracy), Kpwitien saitipom tonuiliuukol Hacumwa
(Baptized by the fire of political violence), Hesaspuiene
pesonyyuje (Open-ended revolutions) ntn. [pydaHoB
Ty Je/Tyje Ha BUIle TI/TAHOBA: @) Kpo3 GUHY UPOHUjy
U TIOUTpaBarbe HaClOBOM; O) KPO3 M/eO/IOIIKO-
MONIUTUYKY MaTPULY Pajia; B) KpO3 jyKCTAIIO3ULIN}Y
n3Mehy T3B. KOHBEHIIVIOHA/THOT TPeTMaHa CIMKaHe
Marepuje 1 PyLIMIauKor (I1a/berbe) U3 Kora HacTaje
IOPYTHU, IPYradyju MeMjyMCKI UTEHTUTET CIIUKE

— IeCTPYKIIMjOM IIpBE CJIMKE; T) KPO3 MUIIbEHbE 1
TOBOP KOjIt TeXM ,,ipeypampuBamy’ (reframing).
Ipyra cnuka sagpsKaBa, IyTeM HaHETOT IMMa,
(3amar/peHo) ceharbe Ha IIPBY, U3BOPHY CIIUKY,

Kao IITO MHTEPIPETALMja HEKOT MCTOPU)CKOT M/
monuTudKor gorabhaja sagpikaBa Offjek, 3aMar/beHo
cehare Ha MCTMHUTOCT 1 U3BOPHOCT CaMOT
norabaja. [lorabaj je, onpa, mpeTekcT 3a pasnmanTe
MJEOIOIIKe UHTEPIIPeTaL/je IIOlaTKa, IIPU YeMy je
MJEe0/Ioruja MHTEePIPETALNje, MEM)CKa MaHUITy Ialllja
IIpon3BOAHOM HOIIyI/[CTI/[He VI HEMCTUHE,
KoMogupukauuja uciiiure, HeCpasMepHO BaXKHMja Off
VICTMHUTOCTY U3BOPHOT ITIOJATKA.

Dead Flags (Mpitise 3acitiase, 2013) HacTajy
13 pedepeHTHOT 110/ba MeMOPije IIPOXKUBIbEHOT
Y VIHKOPIOPMPAHOT Y IIOJIMTUYKA CTaB O
aHTUPENpPe3eHTaIjCKOM, IPOTUBBMU3YyenHoM. Kao
LITO je T0Ka3a0 U y paHUjUM PajJioBMMa Off 3Hadaja
3a IMCKypc yMeTHOCTH cehama, [pydaHoB Huje
UCTOPUjCKU CIMKap/yMeTHUK, ¥ OBJie Ce He pajin
o cehamwy ymeTHOCTH Ha cede camy, un o cehamwy
YMETHOCTH Ha cede Kao IIPeHOCHOIIA U/IOTIOIIKe
penpeseHTanuje wim geckpumnuuje, seh o pedexcuju,
TOXKUBIbAjy ¥ KPUTUYKOM MUII/bEIbY KaO OIrOBOPY
Ha [OTafalllbe 3BaHIYHe Pelpe3eHTalnyje ucropuje
(Van der Stok 2008, 9). YjenHo je To 1 onrosop
ViBana IpydaHoBa Ha CMPT TaKBe pelpeseHTallje
U pasaparme BbeHOT CeMaHTUYKOT 11o7ba. VIsysmemo
JIY Ha TPEHYTaK MaTepujaausalnjy M TEXHOIOTHjY
uspajie paga Mpitige 3acitiaee, Koja je UIEHTUYHA pagy
Yjequrene mpitiee nayuje n3 CpIricKor naBuboHa 56.
Bujenana y Benenuju 2015, ycranosuhemo 3ancra
OTPOMHY Pa3/IMKy KOja IIOCTOj! Y MEMOPUjCKOM,
Ky/ITYPaTHOM U MJIeOTIONIKOM T10jby 13Meby Ta nBa
Pajia, KOju HacTajy y 4eTBOPOrOAMIIHLEM MHTEPBaly.
Mpinise 3actiiase 3a cBOjy MaTepujanusanujy cehama
crefie IPUHIINII IOKMBILEHOT Kpo3 Bubermbe, MeMopyjy
Iedje HeMOhM Ipef| MOTYMbaBabeM UCTOPUjCKO]
HEMIUHOBHOCTH, IOK Yjequroere mpiliee Hayuje
HACTYTajy ca BUJIHO ca3perie, IOCTMEMOpPHjCKe
o3uLuje U3 NpoTuBjaBHe cepe, 1 CBera LITO OHA Y
UI€0IOUIKOM CMIUCTTY HOfIpasyMeBa.

Y TpeHyTKy pacnaja colyjanucTuike
Jyrocnasuje u mmodeTaka rpahaHcKor para Ha beHOj
TePUTOPUjU, YMETHUK je MMAO YeTPHAECT TOf[uHa. Y
tperyunma HATO domdappoBama, I HEIIOCPE[HO
HAKOH TOT3, Y TPEHYIMMa [eTOOKTodapcKe modyHe,

UMao je iBajieceT iBe roguHe. [IpoknBbaBame
tux porabhaja unHuIal je Hajpanujer ocehajuor u
KOTHUTMBHOT caspeBamsa. lllTa je Morno ga mponssesie
cehame, y CYIITHHM M/Iaia/IadKy TPAyMaTCKO, U HUje
7, Ha HEKY Ha4yMH, OHO MIAK Je/IOM IT0OCTMEMOPUjCKO?
Jep Mpitise 3acitiase cy MeMopujal, CIMKapcKa
U3rpajiba Ha KOHCTPYKTY IPOTYBBU3YETHOT,
aHTUpenpe3eHTalujcKor. Mpitiee 3aciiase Cy, npe
CBera, IOTpecHe XpIle OCTaTaKa IpeMeTa, TeKCTIIA
JIMIIEHOT TIOHOCA 3HayYerba, je3lBa acolyjalnja Ha
pasacyTa MpTBa Tejla IO SOjUINTIMA U BapoILINIaMa,
rpagoBnuMa 1 muBama. IIpen gupmpusouhy usmydere
3acTase, Ipesi cehamem, cBe Hely)KHe XPTBe
Cy paBHOIIpaBHe. JeflHaKe HAKOH CBera y Tey
MpTBe Ip)KaBe, BUILIEHAIVIOHA/IHE I BUIIIEBEPCKe
jyrocmoBeHcKe ApKaBe/Haluje, O3HaYeHe CHMOOTIOM
ydujeHe 3actaBe, yOujeHOT O3HAYNTE/ba U MPETXOLHO
ydujeHor osHauyeHor. Heurro crapuje reHeparuje
opt VIBaHOBe, Offpacie HEPETKO Y MELIOBUTUM,
BUILIEHAIVIOHATTHUM U BUIIEBEPCKMM ITOPOAMIIAMa UM
APYIITBUMA, y IPYTOCTH U Y3 IPYTOCTH, 3a TTOC/IEAMILY
TakBOT cehama, 1 Toc/ie iBafieceT MeT FOANHA, UMajy
norpece Kpuse (BMIlIe)HAIVIOHATHOT MJEHTUTETA. 3a
Mmabe, dpkame MeMopuje 1 TOCTMEMOpHje CaCTaBHM je
Tleo cajallliber )KMBOTA, a 3allaMheHe CKe pasaparma
Hen3OpUCUBU CY JIe0 CUCTeMa O0O/IMKOBaba BU3YeTHUX
IIpeficTaBa TOKOM ofipactama. Hajmmabu, pohenn
HEKOJIMKO TrofyHa npe uim nocie 2000, 1 mogIoKHu
MaHUITYTTAaTUBHUM 3BaHWYIHIM, PEBU3MOHNCTNYIKNM
U HE3BAHMYHUM UCTOpUjaMa U apaliCTOpMjaMa, TeK
0 CBEMY He 3Hajy MHOTO — HU O JyrociaBuju Koja
je dwra in vitro Ipojekat jefiHe Kpa/beBUHE, HU O
COLMja/IUCTUYKO]j JyrOC/IaByju, U3Pac/ioj HAOIAKO 1
aMOMBAJIEHTHO, HA HAJTIO3UTUBHU]MM TEKOBMHAMA
aHTI(AIMICTIIKOr PATOBAIba, A/ U Ha OPYTaTHOM
TIOTUparhy KOHTMHYUTETA Ca TOM Kpa/beéBIHOM—
ocunsadeM. Onpenmeheme Busyanusaiuje Kao
samamhenor ogsujano ce kox Ipydanosa y KoHGIUKTY
Ca 3BAHMYHO IPEeACTaB/beHNM — a U Ha Kpajy, y
yMeTHIIKOM ompenmMehnBaby, FOOIUIO KapakTep
AHTUPENpPe3eHTaLMjCKOT I TIOCTABUIIO Ce Y CYK0od ca
,»3BaHIYHOM Bep3ujoM’ ucTopuje. Mpitiee 3acitiase
3arioyesie Cy pyradmju XUBOT ,HAKOH [PYIITBA’, NN
JKIBOT OHe APYLITBEHOCTH ,,ycpencpehere Ha odjexre”
Koju ocpenyjy /pyncke ogaoce (Buden 2013, 29).

Axo cy Mpiliee 3aciliaée MeMOpPMjal, 1T
cy oHjia Yjegurwere mpitiee Hayuje? VicToBeTaH y
MIOCTYIIKY MaTepyjanu3salyje IpOTYBBI3Ye/ITHOT,
CpojfjaH yMeTHUYKO]j upeonoruju Mpiieux 3acitasa,
pan Yjegurene mpiliée Hayuje TIpy>Ka OTPOMaH
dpoj pakypca nHTepIpeTanje, octajyhn y somerny
KPUTHYKOT U IPOTUBBU3YEHOT cTaBa. [pydanos Ha
CBaKJ Ha4MH 3a0LITPaBa aHTMPENPe3eHTalMjCKI
Y KPUTUYKY TOBOP, IIMTakba, CIIPAM PasINunTIX
acreKaTa 03BaHMYEHMX Bep3nja HOMUTUYKE I
KynTypHe ucropuje 20. Beka. HeTunuyHo 3a Taxas
TIPUCTYTI, CAM Ha3UB BeHEIMjaHCKOT pajia, Yjequrvere
Mpitiée Hayuje, IVIHA jOII jeflaH CTIOXKEH! aCTIeKT

painterly edifice on the foundations of countervisual,
antirepresentational. Dead Flags primarily represent
moving heaps of remnants, textiles devoid of prideful
meaning, and a scary association to scattered dead
bodies in small towns and in battlefields, in cities and
on meadows. Before the heartrending image of the
tortured flag, before the memory, all innocent victims
are equal. Equal after everything within the body

of a dead state, multinational and multiconfessional
Yugoslav state/nation, marked by the symbol of a
murdered flag, of the murdered signifier and the
previously murdered signified. Generations somewhat
older than the artist Ivan Grubanov, often brought up
in mixed, multinational and multiconfessional families
or societies, in Otherness and alongside Otherness,
experience as a consequence of such memory even
after twenty years troubling crises of (multi)national
identity. For the younger generations, however,
confusing memory and post-memory is a natural
element of contemporary life, and the remembered
images of destruction represent an indelible part of the
system of shaping visual representations during their
growing up. The youngest generations, born several
years before or after the year 2000 do not know much
about any of this, and they are especially prone to
manipulative official, revisionist or unofficial histories
and parahistories — their knowledge of a Yugoslavia
which was an in vitro project of a Kingdom, or of a
socialist Yugoslavia created twisted and ambivalent
and based on the positive legacies of anti-Fascist
battles but also on the brutal negation of continuity
with the founding Kingdom, is extremely limited.

The reification of visualization as remembered has
developed in Grubanov through conflict with the
officially represented — only to acquire in its artistic
reification the character of antirepresentational, placed
against the “official version” of history. Dead Flags
have begun a different life “after society”, or the life of
that sociability which is “centered on objects” which
negotiate human relations. (Buden, 2-13. 29)

If Dead Flags are a memorial what are then The
United Dead Nations? Applying the same technique of
countervisuality, and close to the artistic ideology of
Dead Flags the work offers a large number of different
perspectives and interpretations, while remaining
within the domain of critical and antivisual stance.
Grubanov certainly sharpen his antirepresentational
and critical discourse, and his artistic questions
concerning various aspects of the official versions
of political and cultural history of the 20* century.
Atypically for this approach, the very title of the
work to be displayed in Venice, The United Dead
Nations constitutes another complex aspect which
the artist uses through paraphrasing Rauschenberg’s
words that the title is yet another object in the work
to make us circle it for because of it (the title as object)
you are never at the right place. The title of the work

represents cultural and poetic play on words rather
than ideologically political statement, containing
associations and affinities of the artist which originate
from the sphere of contemporary visual culture and
media, visible like (the film title Dead Poets’ Society) or
less visible narratives: “each one us, the littlest, the least
important was included in the almost never-ending
turmoil which shook our most intimate existence by
the volcanic quakes of our European soil; [...] they
have destroyed my home and my existence three
times, separating me from everything that was past,
throwing me with their dramatic force into a void,
into the already familiar T know not where I shall go™
(Zweig 2009, 7)'°. Dead nations / states are united in
the fact of their disappearance, of their demise, of their
political invisibility as was the case with the united
“peoples and nations” of the former (Titos) Socialist
Federative Republic of Yugoslavia in Dead Flags. The
historical legacy of Dead Flags, as well as Grubanov’s
The United Dead Nations (as another example of
symbolic antirepresentational entity) can be compared
with the dissolution of USSR which still causes
turbulence and instability in the politically vanished
and invisible territory. To this comparison one could
add all other symbols of the failure of communism in
the geopolitical map of Europe - the fall of the Berlin
Wall, the disappearance of the German Democratic
Republic and the uniting of the two post-world war
Germanies as well as the splitting of Czechoslovakia
into two dominant peoples living in two separate
sovereign states, the Czech Republic and Slovakia. Of
symbolic significance is additionally every indication
of the fact that through these processes, and especially
with the failure of communism, the geopolitical result
of the Second World War and the political division of
the world into zones of interest are being revised.

The legacy and continuity of combining the
terms state and nation which occurs still, has begun
with the first modern formation of the term “nation”
during the French Bourgeois Revolution in 1785
with The Declaration of the Rights of Man and of the
Citizen: “every people is independent and sovereign
regardless of how many individuals comprise it and
how big the territory it occupies. This sovereignty is
inalienable”(Hobsbaum 1996, 27). After the French and
American revolutions the modern concept of nation
as a concept of political unity and independence was
rendered equal to that of the state; this equalization
of the terms state-nation-people saw its pinnacle
in the period 1830-1880 when the map of Europe
was drastically changed by the forming (unifying)
of states such as Germany, Italy or the Balkan states
which were created through gaining freedom from
the two largest empires — Austro-Hungarian and
Ottoman. (Hobsbaum 1996, 21-55). The next drastic
shifts on the political map of the world occurred as

10 Stefan Zweig, Die Welt von Gestern.
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KOjUIM Ce YMeTHUK IIourpasa napadpasupajyhn
Paymrendeprose (Robert Rauschenberg) peun ga

je oBaj (Hac/IOB, IPUM.) jowt jegaw tipegmeii y pagy
Koju eac tilepa ga kpyxcuitie oko paga, jep 3801 weia
(Hacnosa xao tpegmetiia) HUKAGa HUCIHe HA UPABOM
meciiy. IIpe Hero y ueonomko-TmoIuTIKoj paBHM,
OH (HAaCJIOB, IIPMM.) CTOjU Y KY/ITYPOJIOIIKOj U
MOeTCKOj PaBHU UTapa pedl, ca acolyjanujama u
apuHMTETVIMA YMETHMKA KOjU Jlonase U3 cdepe
CaBpeMeHe BU3YeTHe KyNIType U Mefiuja, BUI/bUBIX
TIOITY T Hac/IoBa (punma JJpyuiieo Mpiieux iecHuka
(Dead Poets’ Society), wnu Marbe BUL/BMBUX HapaTyUBa:
»Ceakoi og Hac, tla u Hajmareeia, HajHe3HAIHUjeld,
y38yprasanu cy ckopo HelupeKugHo y neiosoj
HAJUHTHUMHUJO] eI3UCTUeHYUjU 8YTKAHCKU Toupecy
Hawel e8policKol Wina; [...] oHu cy mu wpu tiyiia
CPYWUNIU GOM U eI3UCEHIUfY, 060jUuBLULU Me 0

ceeia Hekagawirwel u apowsniol, u Sauajyhiu me céojom
GPAMATAUUHOM HECTUHOM Y UPA3HUHY, Y MeHU 6eh
godpo no3naitio ‘He 3nam kyga hy” (IIsajr 2009, 7).
MprBe Hauuje/gpxKaBe yjefubeHe Cy y YMbeHNIN
CBOT HECTaHKa, CBOje CMPTH, CBOj€ IIOTUTUYKE
HeBUbMBOCTH. Kao 1mto cy To y Mpitisum 3aciiasama
YjenibeH ,,HAPO/IU U HAPOJHOCTH HeKaJaIllkhe
(Turose) Counjamucriuke Peneparnsre Perrydnmke
Jyrocmasuje. Ca uctopujckum 3anehem Mpinisux
3aciaea, y papy Yjegurwene mpitiée Hayuje, Kao jou
jemHe cuMOOMYKe aHTUPeIIpe3eHTallMjCKe LieINHE,
moxke ce ymopergutu pacraj CCCP, koju n anac Ha
TOj (IOMTIYKY HECTAIOj ¥ HEBU/BUBO]) TEPUTOPUjI
IIPOY3pOKYyje cuiHe TypSyieHIje 1 HeCTadUIHOCT.
ITopebersy ce MOXKe JOZATI jOLI ¥ CBaKMU CHMOOI KOjut
O3HaYaBa MPOMAacT KOMYHM3Ma Ha TeONONTUIKOj
manu EBporne - pymeme bepimnuckor supma, HecTaHaxk
JIemokparcke Perrydmuke Hemauke n yjenumeme ase
nocneparne Hemauke, unn nogsajame Yexocnosauke
Ha /IBa JOMMHAHTHA HAPOJla y IB€ OJBOjeHe CyBepeHe
npxase, Yemky n CroBauky. Kao 1 cBaka HasHaka
IMbeHNIIe a je TUM MPOLiecHMa, Ho0CedHO mpomaiihy
KOMYHI3Ma, pEBUAVPAH T€OIMOIUTNYKN NCXON prI‘OI‘
CBETCKOT para, deal TIONNTIUKe [IOfje/ie CBETa Ha
MHTEPECHE 30He.

Hacnebe u konTHHYMTET CrIajara 10jMOBa
Ip>KaBa-Hallija, Koje II0CTOoje U JJaHaC, IOYNIbe
IIPBUM MOIEPHMUM popMIpameM IojMa ,Hamuja” y
okpupy Opaniycke rpahancke pesonyiuje 1795.
ropuue, Ilosemom o tipasuma uosexa: ,,Ceaxu je Hapog
He3a6uUcan u cyeeper, mMa konuku 0poj iojequnaya ia
YUHU U KOZIUKA je 6enuUuHa iepuitiopuje Kojy 3ay3uma.
Osa cysepenociu je neowtiyhusea” (Hobsbaum 1996,
27). ITocne ®paniycke u AMepudke peBonylyje,
JIOLJIO je 1O M3jefHaYaBaba MOJIEPHOT II0jMa Halluje
Kao I10jMa IOJIMTUYKOT jeIMHCTBA U He3aBIMCHOCTM
ca Ip>KaBOM, Jja U usjefHauaBarbe [0jMOBa Ip>KaBa-
Halluja-HapoJ HajBehn 3amax ¥Maso y nepuogy

19 VsBopHo: Stefan Zweig, Die Welt von Gestern. IIpeBop; Ha cpricku:
Anekcangap Tumma.

1830-1880. ropuHe, kafia je mana EBporie gpacTuano
IIpPOMEeEeHA OCHMBabeM (yjenibeheM) Ip>kaBa

Kao 1mro cy Hemauka u Vtanuja, mim Kao 1mro cy
dajkaHCKe p)KaBe, Koje cy ce pefoM Gopmupare
ocnodabameM o mpesnacTu Bejy Hajsehux nmnepnja
- Aycrpoyrapcke MoHapxuje 1 OTOMaHCKOT LapCTBa
(Hobsbaum 1996, 21-55). Cnegeha gpactuana
roMeparba Ha IOJIMTUYKO]j MaIly CBeTa HacTaza

cy nocne Benmkor u JIpyror ceeTckor para, Kao
TIOCTIefLie MYPOBHIX YTOBOPA CM/IA MOJeAHNUITA.
,HaHac CY, YIIPKOC OTPOMHYIM T€OIMOINTNYKIM
roMepam1Ma, OBU TI0jMOBU 1 Jla/be U3jelHAYeHI.

To ce ornefa 1 y Ha3MBMMAa VTN TIPOTPaMuMa
MebyHapO,[[HI/IX ITOMUTUYIKUX I/IHCTI/ITyLU/Ija

Ca UJIEO/IOILKIM JI€BETHAECTOBEKOBHUM I
paHopBasieceToBekoBHIM 3anehem n Hacnehem, momyT
Jluie napoga (1919-1940), popManHO YKUHYTe TeK
1946, a norom Opianusayuje yjequroerux Hayuja (o
1945), nacneguuue /Iuie Hapoga, n'y chepn sBaHUYHe
KY/IType 1 JOMIHAHTHOT jaBHOT MIbetba IJI0OaTHOT
Ky/ITypHOT Mujbea. Y mepuopy seh yBemko ojadaHumx,
Bomehinx mprkaBa-HaIMja, WM MY/ITHHALIMOHATHIX
LlapeBMHA KaO KOJIOHMja/THIX, EKOHOMCKMX U BOjHUX
C1Ia, TOYMb-€ IPOIleC Oajjarba, KpU3e U pacTaKamba
BUX0Be MOhU (TIpe cBera BUIIEHAIMOHATHAX
,TaMHMIa Hapo#a” — OTOMaHCKOT [JapCTBa U
Aycrpoyrapcke MoHapxuje). [Iporecn xoju cy
TPaKI/IU [IOTIYHO, @ HE CAMO KY/ITyPa/HO, HAPOJHO
CaMOOIIpeNIe/bElbe, COLMjaTHO-eKOHOMCKE ITOC/IeNIe
PaHOT KanuTaamuamMa y odpy 1 y 37y, orpoMaH
Halpeflak HayKe, HOBa TEXHMYKA M TEXHO/IOUIKA
pocturayha, KOMHIMAMPAajy ca 1ejamMa MOIEPHOT 1
MOJIEPHUTETA, yTeMe/beHNX Y OeCIoroBOpHOj Bepy

Y Hampeflak. YCTaHOB/baBake MHCTUTYIUje CBeTcKe
usnoxde n Cajma, Kao U ycTaHOB/baBambe bujenaa

y Benenuju, rekoBune cy pane moziepHe. Vspacrajy
He caMo Ha datutunu [losemwe o fipasuma 4oeéexa u

Ha jayary eKBUBaJIeHIIMje fpXKaBa-Haluja, Beh u Ha
KOMIIETUTUBHO] U[Iej U UEONIOIMj| HallOHa/IHE
pernpeseHTalMje Iy TeM HallMOHA/IHNUX [TaBM/bOHA Ha
THUM BE/IUKMM CBETCKMM nsnokdama 1 cajMmoBuma. OBa
eTara KyJITypHe UCTOpMje 1 APXKaBHUX KY/ITYPHUX
MIONINTHKA Y TIOTITYHOCTH je CMUHXPOHA U MIEHTUTETOM
dnucka nHCcTUTYLMjU Bujenarna y Beneruju, mpsu
myT ofpxanor 1895. ronune. OHO je aHaNOrHO
TOMMHAHTHOM I'€OIOIMTIYKOM YCTPOjCTBY CBETa
KpajeM 19. BeKa, OHO je Y4eCHMK, anu M MHCTUTYIja
KOja ce Memala, CXOIHO BE/IKUM IOTUTUYKIM,
APYILITBEHNM 1 €eKOHOMCKVM IIpOMeHaMa Koje je
Hocuo 20. Bek. bujenare je, omoryhusim crBapame
HaI[IOHA/IHMX (IP>KaBHNX) NIaBIM/bOHA 3a IOTpede
IP>KaBHUX KyITYPHUX pelipe3eHTaluja MCTUHA,
CTBOPWJIO jeflaH elUTHN fin de siécle, HO IO cBeMy
PaHOMOJIEPHUCTUYKM KOHIIENT YBe3aH y UeONIOI 1)y
IP>KaBHOT, KY/ITYPHOT, HAyYHOT, yMETHUYKOT
HampeTka. Y MehyBpeMeHy cy ce, y IpOTEK/IUX CTO
IBaJieceT rofyHa Tpajamba bujenana, u cefampueceT
ceflaM TOfIMHA MOCTOjaba IIaBMU/bOHA KOjJ HOCK Ha3MB

the result of peace treaties of the winning forces after
the Great and the Second World Wars. Today these
terms are, despite huge geopolitical changes, still
being treated as equal. This is reflected in names and
programs of international political institutions with
ideological 19" and early 20" century legacy; one
such example is the League of Nations (1919-1940),
which was formally abolished as late as 1946, as well
as its successor, the United Nations Organization
(since 1945). The same issue can be perceived within
the sphere of official culture and the dominant public
opinion of global cultural milieu. During the period
of the firmly established leading state-nations or
multinational empires as colonial, economic and
military forces the process of decline, crisis and the
seeping away of power has fully commenced (this

is especially evident in multinational “prisons of
peoples” — the Ottoman and the Austro-Hungarian
Empires). The processes which demanded complete
and not just cultural, national self-commitment, the
socio-economic consequences of early capitalism,

the immense scientific advancement and the new
technological discoveries all coincide with ideas of
modern and modernity rooted in the blind faith in
progress as such. The founding of institutions such as
the World Exhibition and Fair, as well as the Venice
Biennale, is the legacy of the early modern. These
institutions have grown not only from the roots of the
Human Rights Declaration and the strengthening of
the equivalence of the state-nations, but also from the
competitive idea and ideology of national presentation
through national pavilions at these grand world
expositions and fairs. This stage of cultural history
and state cultural policies is in full synchronicity with
the Venice Biennale, and with it shares closeness of
identity. First held in 1895, the Biennale is analogous
with the dominant geopolitical world structure at

the turn of the centurys it is a participant of events

as well as the institution which has changed in step
with great political, social and economic changes of
the 20™ century. The Biennale has, through creating
national (state) pavilions to fulfill the needs of state
cultural representations, contributed to the making of
an elite, fin de siecle, yet still essentially early modernist
concept connected to the ideology of the state, cultural,
scientific and artistic progress. In the meantime, during
the 120 years of the Biennale history, and the 77 years
of the Yugoslav"! pavilion, Europe and the world

have seen incredible, dramatic and oftentimes tragic
changes. Some of these changes were consequences of
the two World Wars, while others came about as results
of dissolution and/or disappearance of various states:
the abovementioned Austro-Hungarian (1867-1918)

11 The pavilion was created in 1938 by the Kingdom of Yugoslavia
and after 1945, the representative countries, in succession order
were: Federative National Republic of Yugoslavia, Socialist Federative
Republic of Yugoslavia, State Republic of Yugoslavia, The Union of
Serbia and Montenegro, and lastly Serbia. For more information see
article by Ana Bogdanovic in this book.

and Ottoman (1299-1922) empires, but also Yugoslavia
(1918-2003), The German Democratic Republic (1949-
1990), the USSR (1922-1991), Czechoslovakia (1918-
1992), Gran Colombia (1819-1930), Tibet (1913-1951),
United Arab Republic (1958-1971), and South Vietnam
(1955-1975). The disappearance of the last four was
marked by extra-European conflicts concerning state
sovereignty and the abolishment or negation of post-
colonial rule, causing several fatal wars such as the one
in Vietnam and long-lasting instability in the Middle
East.

The project The United Dead Nations by Ivan
Grubanov can, thus, be seen as originating in the
artist’s own geographic history, his own sense of
locality, his own memory and post-memory, and
proceeds to deconstruct the principle of national
presentation while metaphorically through artistic
effort but also through materialization of the basic
symbol - the flag, “uniting” state-nations that have
disappeared from the political world map. They have
disappeared, but they are still present in memory
constructs and through their legacy, identity, cultural
models, mythologized powers, reinvention and/or
revision of history, in the spirit of the space of their
existence, the geostrategic zones of their former
life, and finally in the “cognitive unconscious” of
the political legacy of “framing”. Grubanov opens
up an unusual counterhistorical discourse on what,
if anything, the term “nation” represents in the
postcolonial, postglobal era, in which the national
state (except maybe nominally and in rhetorical
figure of speech) retreats fully before transnational
and supernational forms of social organization like
economic unions, conglomerates or armed alliances
which yield great power, before an immense range of
various economic, political and military necessities,
limitations and influences. The national state is thus
subjugated to such transnational power. Through post-
memorial shifting of the mentioned dead points of lost
state sovereignty from the political world map into the
center of his work, Grubanov opens up many questions
on the essence of the failure of the “old concept”, on the
historical debacle of the modernist effort and the early,
pioneering ideology of progress, and on the new and
coming structures of “Empire” which we can discern
on the horizon. His work, then, becomes discourse on
the future of the world. 21

The decline of modernism and the “old concept”
is clearly expressed through the complex technique
of artistic creation such as The United Dead Nations.
The work and its concept have been realized through
the following creative pacts: a) creating a solid and
neutral foundation, b) placing heaps of scrunched up
flags over the whole surface of the foundation (which
is the surface of the Pavilion, dimensions 50 x 2520
x 790 cm), ¢) completing the performative process
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Jyrocnasuja®, Ha CBETCKO] ¥ €BPOIICKOj F€OIONMNUTIYKO]
CLIeH) OfiUrpajie HeONMCHBe, JpaMaTiHe I

TparnyHe poMeHe — KaKo OHe Koje Cy Y Be3n ca
nocneguuama Benukor u JIpyror cBerckor para,

TaKO ¥ OHe Koje Cy ce foroauie 3dor pacraxkamwa n/
VI HECTaHKa I[p)KaBa. OCI/IM HOMeHyTe IB€ BCIIMKE
napesuHe, Ayctpoyrapcke (1867-1918) u OtomaHncke
(1299-1922), n mopep, Jyrocnasuje (1918-2003),
JIemoxparcke Perrydmke Hemauke (1949-1990),
CCCP (1922-1991) u Yexocnosauke (1918-1992),
HecTajy u I'pan Komymonja (1819-1930), Tuder (1913
1951), Yjenumena Aparncka Perrydmuka (1958-1971),
Jy>xun Bujernam (1955-1975). HecTanak noTomux
08e/1ex 110 je BaHEBPOIICKE CIIOPOBE OKO He3aBMCHOCTI
IpiKaBa, Kao U IOTUPatbe CYBEePEHOCTH, OROALIBatbe
nm HeI‘I/IpaH)e HOCTKOHOHI/Ija}IHI/IX cyBepeHMTeTa,

1 13a3Bao je Buie (aTagHUX CyKOoda, IIOMyT pata

y BujeTnamy, TpajHe HecTadunmHOCTH Ha Byckom
UCTOKY U CIL.

IIpojext Yjeguroere mpitise nayuje Vipana
IpydanoBa, nonasehn, naxie, of COICTBeHe UCTOpUje
MecTa, Off COIICTBEHOT TOIIOCA, Off COIICTBEHE
MeMopMje 1 IIOCTMEMOPHje, JeKOHCTPYNILe TPUHIINIL
HallMOHAJIHe TIpe3eHTalllje M YMEeTHUYKIM PajioM,
MeTadOPUYKY U ITyTeM MaTepujaan3aliije OCHOBHOT
cumMdosa — 3acrase, ,,yjeumbaBa’ p)KaBe-Haluje
KOje Cy HecTasle ca IIoMMTUYKe Mane cBera. Hecrare,
a/I NIaK MPUCYTHE Y MEMOPMjCKUM KOHCTPYKTVMA,
SalITVHY, MIEHTUTETY, KyITYyPHUM MOJe/IIMa,
MITONOTM30BaHUM MONMMa, peMHBEHIM)I Y1/ VTN
PeBU3UjU UCTOPUjE, Y gyXy MecCitida CBOT ITOCTOjamba, y
reoCTpaTeIIK/MM 30HaMa CBOT HeKaslallliber II0CTOojarba,
Ha Kpajy, Y ,KOTHUTVBHO HECBECHOM  HOJIMTUYKOT
HacefcTBa ,0kBKpa . [pydaHOB oTBapa HeOOUYHM
HEO03BaHMYEeHN UCTOPUjCKU AMCKYPC O TOME IITa HojaM
HaIlMje IPeJiCTaB/ba, aKO YOIILITEe MIITA IIPECTaB/ba,
y TIOCTKOJIOHMjaJTHOM, IIOCTIIO0ATHOM [0y, y KoMe
ce HallMOHA/IHA Jip)KaBa (0CUM MOK/Ia HOMUHAJTHO
U PETOPIMYKM) Y IIOTITYHOCTH TIOBJIAYM IIpefy
TPaHCHAIVIOHATHVM U Ha/JHAIIVIOHATHUM OOIMIIMa
APYIITBEHMX OPraHu3alMja, oIy T eKOHOMCKIX
YHMja, KOHIJIOMepaTa MM OPy>KaHMUX CaBe3a Be/lnKe
KOHIIeHTpalyje Mohu 1 JoMuHaIje, pej; OrpOMHUM
CIIEKTPOM PAa3HOBPCHUX €KOHOMCKMX, IIOTUTUYKMX,
BOjHIX HY>KHOCTH, OTpaHMYerba 1 yTuuaja. V raksoj
TPaHCHAIVIOHATHO] CMJIV OHA O¥IBa ITOTYMIbAaBaHA.
[TocTmMeMOpHjcKMM IIOMepambeM UMEHOBAHUX
MPTBUX TauaKa M3ryO/beHOT [IP)KaBHOT CyBepeHNTeTa
Ca TIONIUTMYKE MaIle CBeTa Yy LieHTap CBOTa paja,
IpydaHoB oTBapa dpojHa IMTara O CYLITUHA
MIPOIACTH ,,CTape KOHI[eMNIuje”, O MICTOPUjCKOM
medaxyry MofiepHe, Kao U paHe IIMOHMPCKe UJeooruje

20 ITaBumon nocroju ox 1938. ropuue, Hajupe Kao ITaBumbon
KpameBune Jyrocnasuje, a mocne 1945, cykijecuBno: ®efiepaTnpHe
Hapopne Penrydnuke Jyrocnasuje, Counjanucruake PefeparupHe
Penydmuxe Jyrocnasuje, CaBesne Perrydnuke Jyrocnasuje, [Ip>xkaBHe
3ajeguuie Cpduje u Lipua fope u, Ha Kpajy, kao [TaBumon Cpduje.
Bure o oBome B. TekcT AHe Borganosuh y oBom usgay.

HAIPETKa, Te O HOBUM HAacTymajyhinm ctpykrypama
»VIMuepuje” Kojy Hasupemo. To je oHzia rOBOp O
SynyhHocTn cBera.

ITpomacT MOfepHe 11 ,,CTape KOHIjemuuje”
jacHO je MCKa3aHa U CI0KEeHMM TIOCTYIIKOM
MaTepujanusanuje ena Kao To cy Yjeguroexe
mpitiee Hayuje. Paji je 3aMUILITbeH U peann3oBaH
cnegehnm pegocnenom onpenMehnBama: a) cTBaparme
UB[PX/bIBE, HEYTPasIHe TIOAJIOTe; ) IIOCTaB/batbe
XpIa UsTY)XKBaHUX 3acTaBa 10 YUTABOj HOBPIIMHI
nogytore (mospinHe IlaBnboHa, aumeHsuja 50 x 2520
x 790 cm); B) nepdopMaTuBHM IIpoLiec fopabusama,
OZIHOCHO IIOCTapMBama I ,My4derba” TKaHUHe (3acTaBa)
JofaBambeM Pas3IMINTIX arpecyBHUX CPefiCTaBa Koja
HapylIaBajy TeKCTYpy 1 U3B/Iade S0jy U3 TKaHUHE; I)
CjefumbaBambe TAKO TPETUPAHMX IIpeiMeTa (3acTaBa)
Y jeVIHCTBeHY LIeJIMHY U3MYUeHe, ,CIIp)KeHe
TepuTopuje, y perbedHo-acaMdnaXKHy CTpyKTypy IO
KOjOj ce X0fa, Kao y HeKaKkaBoM combine, Koju ofijeKxyje
u3 PayiiendeproBor fiena; ) TParoBy OIMMCAHOT
nocrymka (oTuciy doja, Iapa 1 TEKCTypa 3acTaBa)
OTIHCKY]jy Ce Ha IUTaTHa IIO0CTaB/beHa 13Meby momore
u 3acrase. OHU Cy IIJIOJ], yMETHUKOBE II0CTMEMOpHje,
SalTHeHNX paJiyKa/THIX Y aBaHTapJHUX 0d/IMKa
C/IMKAPCKMX ¥ MOCTCIMKAPCKUX Mcka3a. OTucak
IedparMeHTICaHe 3acTaBe HaJUK je a/leKoM
onjexy Kajuosux (Yves Klein) Aniwipoiiomettipuja
(Anthropométries), Kocmoionuja (Cosmogonies)
u Tpaiosa (Empreintes),y cMuciy usderapara
KOHBEHIIMje C/IMKamwba — yoTpede KUCTa WIN
wtadernaja, nsderaparma CBaKor (pu3aNIKOr KOHTAKTA
ca JIeTIoM, ,,CJIMKOM , KOja HacTaje MOCTYIIKOM KOju
Herupa ayTOpoOBY PyKy U pykonuc. IpydanosibeBa
nepdopMaTiBHa IPOLeflypa OCTaB/ba TParose Ha
mwiatHy. Ho, oHa je n3BefieHa Ipe Kao putyan des
Iy S/IuKe Hero Kao XeIleHMHT Wiy neppopMaHC Ipey
mySMuKOM. PUTyaTHM MOCTyTIaK Ty aconupa Ha
ITonmokoso (Jackson Pollock) nejcTBoBatse 1o moai03n
mpocTpToj mo noxy. To omoryhasa Benmuku ¢popmar
TJIaTaHa/IoJIoTe, a/i i, IITO je HajBaykKHMje, INMPUHY,
crodony, MMIIPOBU3aIMjy HOKpeTa 1 3aMaxa, KPY»KHO
KpeTame uuji je Kpajibu edexar allover. [pydanos
Herupa BaKHOCT cyrectuje, Hagmohn doje (dumo kao
MOHOXpOMa, O1j10 y KoMOuHanuju doja), jep cnuka je
OTVICaK KOj¥ Ce IeCU Y H-erOBOM I1epHOpMaTUBHOM
pany. OH, Takobe, Herupa ucTopujcku mojam
KOMIIOHOBama 11 ,KoMIo3uije”. 3ato cy
IpydanoBmeBn Omiucyu 3aciiiasa y CTBapy TparoBu
OCHOBHOT MaTepujaia (nena Yjegurene mpitiee Havuje)
TIOKOPEHOT arpecuBHO]j IPOLEYPU, AHTUCINKAPCKY,
NIPOTUBBU3YETHY, AHTUPEIPe3eHTaIjCKI,
nocTcnmkapcku Manudect. Vicxop puryara je:
»Kmyuno uspasxajHo cpegcitio Huje 3a6puina cruka,
6eh uuiliae puitiyan oxuewvasara Mpiiee 3aciiase,
Mpitise Hayuje, CIBAPAILA HOBOT HUBOTA, 0SHOBHEHOT
ayopuitieiiia Koju HACiaéwa ga ce Sopu 3a Mecitio
Y U0y BUGbUBOL. YMETUHUK je uaMan Koju 8e3yje

of straining, i. e. aging and “torturing” the cloth (of
the flags) by adding various aggressive compounds
which change the texture and drain the color from
the cloth; d) uniting the treated flags into a compact
whole of a tortured, “torched” territory, a relief -
assemblage structure which can be walked on as if in
a Rauschenberg Combine echo; e) printing traces of
the described technique (paint imprints, color patterns
and flag textures) onto canvases placed between the
foundation and the flag. They are the fruit of the
artist's post-memory inherited radical and avant-garde
forms of painterly and post-painterly expressions. The
imprint of the fragmented flag resembles a far way
echo of Yves Klein's Anthropométries, Cosmogonies and
Empreintes in the sense of avoiding the convention of
painting - using brushes or easels and avoiding any
physical contact with the work, the “painting” which

is created through a technique that negates author’s
hand and his signature. Grubanov’s performative
procedure leaves traces on the canvas. This procedure
is however, performed more as a ritual without
audience than as a happening or a performance act to
be seen. The ritual technique is highly associative of
PollocK’s work on foundation spread on the floor. This
enables not only the possibility of using a big format
of the foundation but most importantly with freedom,
improvisation of movement and gesture and a circular
motion whose end effect is “allover”. Grubanov negates
the significance of suggestion and the dominance of
color (monochromatic or in combination), because
the painting is an imprint which “occurs” during his
performative work. He also negates the historical
term of composing and “composition”. This is why
Grubanov’s flag imprints, their basic material (as in
The United Dead Nations), submitted to aggressive
procedure, represent anti-painterly, countervisual,
antirepresentational and post-painterly manifesto. The
result of the ritual is that “the key expressive medium is
not the finished painting but the whole ritual of reviving
a dead flag, a dead nation, creating new life, renewing
an authority that continues to fight for its place in the
field of the observable. The artist is a shaman who
connects fields of historical and artistic in an obscure,
epistemological process of a change of meaning.”'? “The

art is now underfoot.”"?

12 Statement by the artist, November 2014.

13 “The art is now underfoot” (Steinberg 2000, 54), paraphrasing John
Cage’s statement: “Beauty is now underfoot wherever we take the
trouble to look”.

Jeftrey Saletnik, “Trophy IV (for John Cage), (for John Cage),
Rauschenberg Research Project, July 2013. San Francisco Museum of
Modern Art.
http://www.sfmoma.org/explore/collection/artwork/25848 /essay/
trophy_iv_for_john_cage.
http://www.sfmoma.org/documents/research/TROP_98.303/
SEMOMA_RRP_Trophy_IV_for_John_Cage.pdf, accessed January 25
2015.

The invasive artistic technique of aging and
fraying the flags is a metaphor of rebellion of any
individual who comes from the sphere of inequality,
even the artist himself. It is a hunt for history. It is
a rebellion of a being forced to exist in a world of
official history, the public, public opinion, mainstream
art, official media culture and popular - populist
culture. This is an individual who is eking out a life
within a universe of mega-markets and shopping
malls, within a world of body beauty dictates and
the fashionable, through being submitted to a global
consumer ideology of visual imagery and commodities
of beautified life over reality, over his needs and lacks.
This is a rebellion against such existence, against such
a future, against disappearing. It is clear then that
changing, torturing and deconstructing of objects
presents itself as a combative attitude towards the
ruling public sphere in general, which is fought against
through counterstance and strengthening of being, of
the author. “Take care! Nothing has crystallized as yet;
nor can I say what will happen after this. I can only say
that today I am no longer as afraid as I was yesterday
in the face of the souvenir of the future*
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{107ba UCTUOPUJCKOT U YMETUHUUKOL Y OUCKYPHOM
efUCITieMONIOUIKOM 3aX8atily tipomene 3Hauerba’.”!

“The Art is now underfoot”

VIHBasMBHM yMETHMYKM MOCTYNAK MOCTAPYBaHha
u xadama 3actaBa MeTadopa je SyHTta Sujo Kor
ojeaMHIIa KOju J0/1asu u3 cepe HejeHaKoCTH,
I1a 1 caMor yMmeTHuka. To je 0B Ha ucropujy. To
je dynt duha xoje je npunybeno na dyge y cety
03BaHMYEHE UCTOPUje, jABHOCTMU, jABHOT MIbeba,
mainstream yMeTHOCTH, 3BaHNYHE MeMjCKe KyAType
U TIOITy/IapHO-NonyIucTIaKe Kynrype. [Tojennuia
KOj! >KMBOTapU y YHUBEP3yMy MeraMapKeTa, MOJIOBa,
Y CBETY JIMKTATa TelleCHe JIeTIoTe U IIOMOSHOCTH, Y
JOKMBIbaBakby I7I00a/IHe ITOTPOIIAUKe VJIe0NOTHje
cvika (visual imagery) v modapa yemnuanor X1uBoTa
HaJ| cTBapHoIuhy, Hajl BeroBuM (II0jeMHIIA, IPKM. )
norpedama u nuuaBawuma. OWiiop wakeom
dusctiieosaivy, omnop waxeoj Sygyhnociiu, owmiiop
Hecitiajarvy. OTyfa je jacHO fia ce ¥ HapylIaBambe,
My4erbe, pacTaKame IpeMeTa yKasdyje Kao Hade/lTHo
dopdenn ogHoc npema Bragajyhoj jasuoj cepn,
K0jOj ce IIPKOCH IIPOTUBCTABOM U CHaXKemweM duha,
ayiiopa. ,Anu, eoguittie pauyna! Huwitia ce jows Huje
UCKPUCTHAIUCATIO, HUTHU MOTY ga Kadxcem wiiiia hie ce
ilocne ogoia gecuiu. Moiy camo ga Kaxcem ga ganac
HUCAM TWONUKO yUnauier Kao jyqe upeq nuyem ycilomeHe
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Sygyhuociniu”.
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Amna Boiganosuh

[TaBwmoH Jugoslavia: 7Ba MofepHa mpojexTa

I je[lHa He3aBpllleHa VICTOpUja IOC/Ie

VsnoxdeHn maBuboH Ha ocTpBy CBeTa JerneHa y
BEHEI[MjaHCKOM T'PaJICKOM TIapKy, KOji1 MI3HAT, y/lasa
Ha CB0joj dacasyt HOCK YTUCHYT/UCIIICAH Ha3WB
JUGOSLAVIA, nnayrypucan je 1938. rogune. OBaj
NIaBW/bOH Ce HaJla3) Y apXUTEKTOHCKOM KOMIIIEKCY
KOj¥I YMHM TIeT U3/I0KOeHNX JBOpaHa HAaHM3aHUX
jenHa ys Ipyry, 1 4uja je u3rpajiba samnodera 1932,
ropuse ITaBubonom Benenyja, Taga HaMemeHNM
U3JIaramy IpuMerbeHe YMETHOCTH, Te HallMOHATHIM
naBwboHUMa IlIBajirapcke u ITosbeke, fa du 1938.
d1o fomymeH noan3ameM MaBMboHa PymyHuje n
Jyrocnasuje.! TokOM CBOT cefjaM/ieCeTCeMOTOIUIIIEbET
TI0CTOjarba, Off OCHMBAIA /10 aHac, [TaBumon
Jyrocnasuja ersuctupa Kao IpocTop y KoMe 1 Ha
KOMe je HEKO/IMKO Pas/INUNTUX JPYKaBHUX eHTUTeTa
IIpefICTaBM/IO KOHIENITe HAIlMIOHATHe YMeTHIUKe (pe)
npesenTanuje: Kpamesnna Jyrocnasuja (1938-1940),
Deneparusna Hapopua Penrydnuka Jyrocnasuja,
opHocHo Conyjanuctudka PeeparusHa Perrydnnka
Jyrocnasuja (1950-1990), CaBesna Perrydmmka
Jyrocnasuja (1995-1999), Ip>kaBHa 3ajennuina Cpduja
n Ipna Topa (2001-2005) u Perrydmmxa Cpduja (of
2007. ropuue). Y nepuopuma Kajja jyroc;ioBeHCKa
Ip>KaBa Huje HacTynasna Ha bujenany y Benenuju,

Y 1EHOM je IaBU/bOHY MHTepBeHncana HesaBucha

I pxaBa XpBaTcka (1942), IOk je y TOM IIPOCTOPY y
OKBMPY IPBOT nociepaTHor bujenana (1948) dua
cmenrTeHa n3noxda camkapa Ockapa Koxomke (Oskar
Kokoschka), kao forryHa npepcrasmpamy Aycrpuje, y3
Marby U310y MajeCTUHCKUX yMeTHUKA.

Y mocpegHOM [iujanory ca TeMOM OBOTO/IMILbET
yuentha Perrydmike Cpduje na Bujenany y Benernyju
110]1 HAa3UBOM Yjeqgurvere mpitiée Hayuje, 0Baj CaXKeTH
IIperie; MHTeH3MBHE MCTOPUje, KOja ce ofurpasaia
y ITaBupony Jyrocnasuja, orsopuhe nurama o
PasIMYNTIIM U 4eCTO cyderbaBajyhum Busmjuma
HallMOHAJIHe, TOMTUYKO-UJIeOOLIKe U CHMOOIMIKe
penpeseHTanyje y Mo/by YMEeTHOCTH KOja ce y3
Matbe IIpeKnfie CBaKe JIpyre TOiluHe KOHCTpyucana
y BeHenjaHckuM Happunnma. [TocedHa maxkma

1 AyTop OBOT KOMII/IEKCA je BeHEIMjaHCKM apxuTeKTa bpeno nen
Bynnde (Brenno Del Giudice).

2 KokoIlKiHa 137105kda IpefiCTaB/beHa je y LIeHTPaTHOM AeITy,
M3/I0XKda TTa/IeCTMHCKIX YMETHHUKA Y jef{HOj Off MamMX IPOCTOpHja,
10K je Tpeha mpoctopuja duma ofBojeHa 3a HacTyII dyrapckux
YMeTHNKa, 3a KOje Hije M3BeCHO Aa Cy ce nojaumm. OBe nubopmarmje
CaoIIITeHe Cy y fonucy aupekiyje bujenana y Beneunju ynyhexnom
Komnrery 3a xyntypy n ymetHoct npu Bragu ®HPJ op 14. 6. 1948,
AJ-314-5-21 (Osnaxa AJ ogHOCHK ce Ha ApXuB JyrociaBuje 'y fa/bem
tekcry Suhe xopuinhena y HaBeeHOM 0O/HUKY fja 03Ha4M HOHT OBOT
apxiBa, y KoMe ce ofpeheHn n3Bopu Hanase).

duhe nmocsehena penpesenranyjama ympaux
jYroc/moBeHCKMX 1/ieja, KOje CYy Y OBOM IIaBU/bOHY
3ays3yMasie pas/IMyunTe Mos3uiuje BU3yenHuX roBopa.

ITIpBu Mmopepuu npojexar: Kpabesuna JyrocmaBuja

[Tpunuky fa mpuCTyNM 3ajeHULIM JOMMHAHTHO
3aI1a/[HOEBPOIICKMX HAIMOHA/IHNUX [TaBU/bOHA Y
Benennju, KpapeBuna Jyrocnasuja goduna je y
criepUIHIM yCTIOBYMa HOBOYCIIOCTaB/bEeHMX
IUIJIOMATCKMX OCHOCA ca (alcTuIkoM Vtamjom
CpeVHOM TPUJeCeTUX IOfMHA IIPOIIJIOT BeKa.
3a0KpeT jyroc/IoBeHCKe CIIO/bHE ITOIUTUKE Y HalleTUM
MIONIUTUYKUM OKOZTHOCTMMA Y EBpormy mmpey; moyerak
JIpyror cBeTCKOr paTa HofpasyMeBao je rpaberme
NpujaTe/bCKUX OIHOCA Ca 3BaHMYHOM VTanujom
(Ha 0odocTpaHy MOMUTUYKY M EKOHOMCKY KOPUCT),
LITO je 3a NOC/IeANIY IMAJIO MHTEeH3UBYPathe
capazme n3Meby Be Ap>kaBe Ha MOJBY KY/IType.
PenpesentatnBHe roctyjyhe usnoxde ogurpae
CY Ba)KHY Y/IOTy Y OKBMPMMA IIMPET MOUTIUYKOT
aujanora (1310Xxda caBpeMeHe jyroc/ioBeHCKe
ymertHocTu Esposizione di un gruppo di artisti
jugoslavi 'y Galeria di Roma y Pumy 1937. n n3noxda
Minanujancku topiupein kpo3 eexose y Mysejy
kHesa [TaBya y beorpany 1938. ropuse) u oTBOpuiIe
MIPOCTOP 3a IIPEroBOpe O USTPALIbY 1 OTBAPAY
JyrocnoBeHCKoOr naBu/boHa Ha bujenany y Benenujn.’
Y nepuopy Kaja JyrocnaBuja 3BaHMYHO IPUCTYIIA
Bujenany, oBa ymeTHH4YKa MaHMdecTamyja jacHo je
mpoduucana IporpaMcKy CTPYKTYpPy IO MPUHLIUITY
HaJMeTarba HallMOHA/IHUX NTaBWboHa. Tume je
HaIlylITeHa JJieja O eBPOIICKOM KOCMOIIONUTU3MY
PaHOMOJEPHUCTUYKOT THUIIA KAO MJI€0/IOIIKOM
OKBUPY 137I0kde, Koja je O1/1a 3acTyI/beHa y IPBUM
ropyMHaMa pasBoja bujenana. Jagyarme HalMOHaTHUX
UzieHTUMKALN]a, TOP>KAHNX U3/TOKOEeHOM
NonuTUKOM bujenana, ogBujao ce y cKkimagy ca
nponudepaljoM HaIVOHAINX TIOe/1a U IIPeTeHsNja y
mebyparnoj Esporn.*

Kaxo je mpeTxoiHO HaBeJIeHO, /10 3BaHIYHE
uHayrypanuje [laBubona Jyrocnasuja gonasu
npukoMm XXI Mehynapogre ymeitinuuxe usnomxde y

3 O MONMMTUYKMM YCTTIOBMMA 32 OTBAapaibe JyroC/I0BEHCKOT TaBI/bOHA
Ha Bujenany y Beneunju Bugern: Ana Bogdanovi¢, ,Kraljevina
Jugoslavija na Bijenalu umetnosti u Veneciji 1938. i 1940. godine”,
Zbornik Seminara za studije moderne umetnosti Filozofskog fakulteta
Univerziteta u Beogradu, 11(2015), 23-33.

4 O politikama Bijenala u Veneciji u ovom periodu videti: Massimo De
Sabbata, Tra diplomazia e arte: le Biennali di Antonio Maraini (1928-
1942), Forum, Udine 2006.

Ana Bogdanovic

The Yugoslavia Pavilion: Two Modern

Projects and an Ongoing History

The exhibition pavilion located on the Sant’Elena
Island in the Venice city park bears the name
JUGOSLAVIA and was inaugurated in 1938. It is part
of an architectural complex made up of five exhibition
halls lined next to each other. The erection of these
buildings commenced in 1932 with the Venice Pavilion
which at the time served for exhibition of applied
art; this was followed by the construction of the
Switzerland and Poland pavilions and was completed
in 1938 with the Romania and Yugoslavia pavilions.!
During its seventy-year existence since its inception
the Yugoslav pavilion has represented a space in
which several different state entities have showcased
concepts of national artistic (re)presentation: the
Kingdom of Yugoslavia (1938-1940), the Federative
National Republic of Yugoslavia, the Socialist
Federative Republic of Yugoslavia (1950-1990), the
Federal Republic of Yugoslavia (1995-1999), the State
Union of Serbia and Montenegro (2001-2005) and
finally the Republic of Serbia (since 1007). During
times of Yugoslav absence from the Venice Biennale,
the pavilion was used by the Independent State of
Croatia (in 1942), and was the locus during the first
post-Second World War Biennale (in 1948) for the
exhibition of painter Oskar Kokoschka as an addition
to the official Austrian entry, together with a smaller
presentation by Palestinian artists.?

As part of an indirect dialogue with this year’s
Serbian participation at the Venice Biennale with
the project entitled The United Dead Nations, this
summarized overview of an intense period of history
aims to pose questions on different and often opposing
visions of national, political, ideological and symbolic
representations in the field of art that has, with several
disruptions, been constructed every two years in
the Venice Giardini. Special attention will be paid to
representations of dead Yugoslav ideas, which took in
this pavilion various positions of visual discourses.

1 The designer of this complex is the Venetian architect Brenno Del
Giudice.

2 Kokoschka’s exhibition was presented in the central part of the
building, the exhibition by Palestinian artists in one of the smaller
rooms while the third room was planned for Bulgarian artists although
it is not clear whether they showed up. These pieces of information
were delivered in a report of the Venice Biennale direction sent to the
Committee for Culture and Art of the Federative National Republic of
Yugoslavia on June 14, 1948, AJ-314-5-21 (the AJ mark refers to the
Archive of Yugoslavia and will in further text be used to represent this
archive which houses some of the sources).

The First Modern Project: the Kingdom of
Yugoslavia

The Kingdom of Yugoslavia received the
opportunity to join the community of primarily
West European national pavilions in Venice under
specific circumstances of newly established diplomatic
relations with the Fascist Italy during the mid 1930’s.
Changes in Yugoslav foreign policy amidst tense
political circumstances in Europe directly before the
beginning of the Second World War included the
development of friendly relations with the official
Italy (to the political and economic benefit of both
countries), which in turn resulted in a more intensive
collaboration in the domain of culture. Guest
exhibitions in both countries played a significant
role in the context of wider political dialogue (the
exhibition of contemporary Yugoslav art entitled
Esposizione di un gruppo di artisti jugoslavi and
held in Galeria di Roma in Rome in 1937, and the
corresponding Italian Portraiture through Centuries
held at the Prince Pavle Museum in Belgrade in 1938)
thus opening spaces for negotiations to build and
open the Yugoslav pavilion at the Venice Biennale.?
At the time when Yugoslavia officially became part of
the Biennale this artistic manifestation had a clearly
defined program structure based on competition of
national pavilions. This marked the abandonment of
the early modernist idea of European cosmopolitism
which was the ideological foundation for the
exhibition during its first years. The strengthening of
national identification, as supported by the exhibition
policies of the Biennale, developed in correspondence
with the proliferation of national divides and
pretensions in the interbellum Europe.*

As was previously stated, the official inauguration
of the Yugoslav Pavilion took place during the
21* International Art Exhibition in Venice. The
commissioner for the Yugoslav participation at the
Biennale in 1938 and 1940 was Milan Kasanin, the
then Managing Director of the Prince Pavle Museum
in Belgrade. His concepts of national representation
within the Yugoslav pavilion were two ideologically
connected exhibition projects. His choice of artists to

3 For information on the political conditions for opening the Yugoslav
pavilion at the Biennale see: Ana Bogdanovi¢, ,Kraljevina Jugoslavija na
Bijenalu umetnosti u Veneciji 1938. i 1940. godine”, Zbornik Seminara za
studije moderne umetnosti Filozofskog fakulteta Univerziteta u Beogradu,
11(2015), 23-33.

4 For information on the Venice Biennale policies during this time
see: Massimo De Sabbata, Tra diplomazia e arte: le Biennali di Antonio
Maraini (1928-1942), Forum, Udine 2006.
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Benennjn. 3a komecapa jyrocIoBeHCKOT HacTyTIa Ha
Bujenany 1938. n 1940. ronyue nsadpan je Muman
Kamanns, Tafammsy ynpaBHNK Myseja kHesa [TaBma
y beorpany. Fberose konnenumje HanyoHaaHe
penpesenTanyje y JyrocIoBeHCKOM IIaBU/bOHY YMHE
nBe ugeonouku MehycodHo nosesane nusnoxdene
nemHe. Cenexiyje ymeTnuka 3a XXI bujenane (Jbydo
baduh, Bragumup Beunh, ITetap Jodposuh, Maruja
Jama, Muno Munynosuh, Toma Pocanpuh) u 3a

XXII bujenane (Mapuno Tapraba, Munusoj Yaenaii,
IIpeapar Munocasmesuh, Makcum Cenej u Ppano
Kpmmanh) mpepcraprpajy ersemMmniapHe mperiese
caBpeMeHe MebhypaTHe yMeTHOCTH Y JyrocmaBuji,
pasBujeHe U3 CTaBa O II0CTOjatby KOHTUHYUTETa

Y IIPaBO/IMHNjCKOM Pa3BOjy jyTOCIOBEHCKE
MoziepHOoCcTH. IIporpec y no/by yMeTHOCTH IIPUKa3aH
je cyde/baBar-eM TPU IeHepalyje YMETHUKA, OTHOCHO
CYKI[eCMBHOM T€HEepPaIjCKOM CMEHOM YMETHUYKIX
CTpeM/berba KOja ce 3aCHMBaAjy Ha (OpManTHoO-
JIMKOBHO] MHOBAL[MjI: Off UMIIPECUOHN3MA, TIPEKO
eKCIIPeCHOHU3Ma U Kydu3Ma, Ka KOJIOpu3My.’

Y OKpy»Kery HaIlMOHATHO JedIHUCAaHNX
peTpeseHTanja y BeHeIjaHCKUM HapanHuma,
jyroc/oBeHcKa U3IoXda n3pasuia je TeKmbY Ka
UCTHUIIalby MHTEPHAIVIOHA/IHOL, IIpe CBera (3amajiHo)
€BPOIICKOT KapaKTepa jyrOCIOBEHCKOT KY/ITYPHOT 1
YMETHUYKOT UTEHTUTETA, 3aCHOBAHOT Ha I‘pabaHCKI/IM
BpenHoctuMa Mehyparne EBporne. Tako KOHCTpyucaHa
»YHUBEP3aIMCTUYKA apaJIUTrMa jyTOCIOBEHCKOT
upeHTNTeTa” IPOMOBIICAJIA j€ CXBATAME O
jYTOCTIOBEHCKO] YMETHOCTHU KOja ,MOXKE J]a CTAHE pame
y3 paMe ca pasBujeHnM Kyarypama 3amaga” (Ignjatovié
2007, 429), mto je Ha bujenany uckopuiheno ga ce
M3HOBA MOTBP/M IPUCYCTBO jYyTOC/IOBEHCKE JIp)KaBe
KYITYPHHUM, 2 IPEKO HUX M NOTUTUIKNM C(bepaMa
aKTye/IHe eBPOIICKE CTBAPHOCTU. Y CUTyalUju
YK/byuMBama JyrociaBuje y MHCTUTYLMOHATM30BAHO
LHagMeTame” HalMOHaTHO cxBaheHux Tumosa
yMeTHUUYKe penpeseHTanuje Ha bujenany,

CTpaTeruje 3BaHNYHe jyTOCTTOBEHCKE KY/ITypHE
MIOINTUKE OCIakbasle Cy Ce Ha KOHIIENT MHTEerpajHe
jyrocnosencke mogepHocT. OBaj KOHIENT
KapaKTepullle acIypanija Ka KOHTUHYUTETY HalpeTKa
OCTBAapeHOT KpO3 CMHTe3y pasmmuntux 1 Mehycodno
Henckpydyjyhnx nugusrupyansnux nosumuja. Ca gpyre
cTpaHe, BaXXHO je uctahn na je usnoxdena cemexiuja
dua ofpebena u afMUHICTPaTUBHUM TIPOLEfypamMa
KOje Cy YCIIOCTaB/beHe YHyTap [p>KaBHe Ky/lITypHe
nonutrke. Hanme, kao Mozien ofadupa yMmeTHUKA KOju
Jyrocnasujy npencrasibajy y Benennju, mpuxsahena
je ,pasmjepa 2:2:1, mITo ce TUde Opoja M3Iarada 13

5 VI3nmoxxdeHn KOHILENTH ImpecTaBbeni ¢y 'y Kammannnosum
TEKCTOBMMA U3 KaTajiora HaBefleHNX usfarma bujeHana, Bugern: Milan
Kasanin, «Padiglione della Jugoslavia», Catalogo - XXI Esposizione
Biennale Internazionale d’Arte 1938 - XVI, Venezia 1938, 290-291;

n Milan Kasanin, «Padiglione della Jugoslavia», Catalogo - XXIT
Esposizione Biennale Internazionale d’Arte 1940 - XVIII, Venezia 1940,
266-268.

deorpajickora, 3arpedaukora 11 /byd/baHCKOTra Kpyra',®
OJIHOCHO PeLMIIPOINTET Y 3aCTYI/bEHOCTH YMETHMKA
U3 Tpy HajBeha jyrocjoBeHCKa yMeTHNYKA [IEHTPA.

Jpyru MoiepHI MpojeKat:
coumjannucTudKa Jyrocnasuja

ITo saBpmierky [Ipyror ceeTckor para bujenarne je
0OHOBWJIO aKTUBHOCTI, a IpBa MehyHapopHa nsnoxda
onpyxaHa je 1948. rognne, Tokom koje DexepaTnBHa
Hapopna Penrydnuxa JyrocnmaBuja — HacTama us
UJE0/IOTHje KOMYHM3Ma, aHTI/ICl)aH_II/ICTI/I‘IKOI‘ CcTaBa u
Hacrnebha HapogHoocnodoxmtauke dopde — mponasn
KPO3 IIPeIOMHE MOMEHTE IOUTUYKOT PacK1fa ca
Cosjerckum CaBesom, HITO je y HO/bY YMETHOCTHI
YC/IOBMIO OCTENEHO HAITyHITabe COLMjauCTUIKOT
peanusMa Kao Jjo Tajja IOMMHAHTHOT odpacia
YMETHUYKOT n3pakapara. Hosa Jyrocmasuja
IIpBOSUTHO je MOTBpAMIa yueurhe Ha IPBOM
nocnepaTHoM Bujenany y Benermju, cmarpajyhn
3HAYajHUM IIPUINKY JIa CBOjy YMETHOCT ITOKaXKe
Y MHTEPHALMOHA/THOM KOHTEKCTY. Y MOC/IebeM
je TpenyTKy, MehyTuM, OBa OfIyKa IpoMerbeHa
U3, KaKO je HaBeJleHOo, TeXHMIKuX pasora.” XXIIT
bujenane je, unax, y jyrocioBeHCKOj yMETHUYKO]
jaBHOCTM ITPOBOLIMPAJIO CTBApaIbe jacHe Mo3uIje ca
Koje je dumo mocMaTpaHo Kao cMMOOI MIEOTOLIKOT
IIPOTMBHMKA CIIpaM Kora je Basbajio IMIOTBPANUTA
UCIIPABHOCT JOKTPUHE COLUjaTUMCTUYKOT Peau3Ma.
I'pro Tamy/nuH, nHave MpeTXOfHO U3adpaH 3a KoMecapa
Jyrocnosenckor naBu/pboHa y Beneumju 1948,y
kputuiy nocsehenoj bujenany [upexTHo je usHeo
CTaBOBE IIPOTUB I/IMHepI/Ija]II/I3Ma KanmnTaIMCTUIKOT
3amnazia 11 HeroBe yMeTHOCTH, ¥ TaKO je jaCHO
apTUKY/INCAO0 3BaHMYHE CTABOBE jyrOCIOBEHCKOT
TIOJIUTUYKOT ¥ MTHTENIEKTYa/THOT ecTadmiIMeHTa
0 IMTakby Y/IOTe U IOJI0XKaja YMETHOCTH y
Hpollecy ApyLITBeHe eMaHIumanuje.® Busnja
odHoBe nocneparHe EBporie Kpo3 peKOHCTPYKINjy

6 OBa opyKa HaBefieHa je y miucMy Andepra basaie, nmpencenHmka
JyrocimoBeHcke akazieMuje 3HaHOCTI U yMjeTHOCTH y 3arpedy, Koje je
ynyheno Munany Kauraunny 2. 4. 1938. rogune (Apxus Hapogsor
Myseja y Beorpany, HesaBeneH akT).

7 Jyrocnasuja cpenmaoM MapTa 1948. morBphyje ydenthe n mountbe
JIa CITPOBOJY TIPOLIEAY Py 1300pa YMETHHUKA 110 PeIrydnuKaMa, BPIIn
n3dop KoMecapa, I1a/be IpeAcTaBHMKa y Benerujy 3dor yBusa y crarme
Jyrocnosenckor nasuboHa 1 maaha eo Tporkosa 3a pemnapanujy
mwerose dacazie. Ho, mouyeTkom Maja Mecelia ICTe TOf[IHE Off Te OITyKe
ce offycTaje 13 ,TeXHIYKNUX pasora’. Busern kopecrnonneHunjy
Komnrera 3a kynrypy u ymersoct npu Bragu ®HP] n aupekiuje
bujenana y Benennju, xoja ce uysa y Apxusy Jyrocnasuje y beorpany,
donpgosu: AJ-314-5-21 n AJ-314-21-83.

8 Y Tekcry ,Sablasti na lagunama. Reportaza sa XXIV Bijenala”
Tamynuu 3ak/pydyje: ,Ne moze se, danas, tri godine nakon zavrsetka
rata, govoriti o humanizmu u slikama Picassa ni o realizmu u
radovima Renata Guttusa. Istina o stvarnosti namece se neodoljivom
snagom, istina o drustvenoj i politickoj stvarnosti imperijalizma

koju treba oblikovati, kao i istina o toj neljudskoj umjetnosti, $to

kao korov buja na rubu jedne umiruce kulture i koja je u ovim
odlu¢nim vremenima na venecijanskom Bienalu jo$ jednom samu
sebe tako temeljito raskrinkala” (KnjiZevne novine, 36,2.11. 1948).

O IamynMHOBOj KPUTHUIIM U H€HOM MOTUTUYKOM KOHTEKCTY BUIIIE

y: JIuguja Mepenux, ,,1948: bujenane y Beneunju u jefan npumep
pelienIyje n3aradke Mpakce MOiepHe YMETHOCTH , 300pHUK
Cemunapa 3a ciiiyguje mogepre ymeininociiu Punosopckoi daxynivieitia
Yuusepsuitieiia y Beorpapy, V (2009), 249-256.

be presented at the 21* (Ljubo Babic, Vladimir Becic,
Petar Dobrovic, Matija Jama, Milo Milunovic and
Toma Rosandic) and 22" Biennale (Marino Tartalja,
Milivoj Uzelac, Predrag Milosavljevic, Maksim Sedej
and Frano Krsinic) represents an effective overview

of the contemporary interwar art in Yugoslavia,
stemming from the opinion that there existed artistic
continuity in the linear progression of Yugoslav
modernity. The development in art was showcased
through juxtaposing three generations of artists, which
evidenced the generational succession of artistic
leanings based on formal and painterly innovation:
from impressionism, through expressionism and
cubism towards colorism®. Within the environment

of nationally defined representations at the Venice
Giardini the Yugoslav exhibition expressed a tendency
towards emphasizing the international, primarily
(West) European character of the Yugoslav cultural
and artistic identity, based on bourgeois values of

the interbellum Europe. Such a construct of the
“universalist paradigm of Yugoslav identity” promoted
a specific understanding of Yugoslav art which

“could stand shoulder to shoulder with the developed
cultures of the west” (Ignjatovic, 2007, 429), and

this was used at the Venice Biennale to reconfirm

the presence of the Yugoslav state to the cultural,

and through them political spheres of the current
European reality. Given the situation where Yugoslavia
was included in the institutionalized “competition”

of nationally-inclined types of artistic representation
at the Biennale, the strategies of the official Yugoslav
cultural policy depended on the concept of integral
Yugoslav modernity. This concept was characterized by
aspirations to continuity of progress created through
synthesis of different and mutually non-exclusive
individual positions. On the other hand, it is important
to emphasize that the exhibition choices were also
determined by administrative procedures defined
within the state cultural policy: as model for the choice
of artists to represent Yugoslavia the accepted “ratio
was 2:2:1, concerning the number of artists from the
Belgrade, Zagreb and Ljubljana circles™, which decided
on the balance of artists coming from the three largest
Yugoslav artistic centers.

5 The exhibition concepts were presented in Kasanin’s catalogue texts
for the respective Biennale exhibitions. See: Milan Kasanin, «Padiglione
della Jugoslavia», Catalogo - XXI Esposizione Biennale Internazionale
d’Arte 1938 - XVI, Venezia 1938, 290-291; and Milan Kas$anin,
«Padiglione della Jugoslavia», Catalogo - XXII Esposizione Biennale
Internazionale d’Arte 1940 - XVIII, Venezia 1940, 266-268.

6 This decision was stated in a letter by Alberto Bazala, president of
Yugoslav Academy of Sciences and Art in Zagreb, sent to Milan Kasanin
on April 2, 1938 (National Museum in Belgrade Archive, non-classified
document)

The Second Modern Project:
the Socialist Yugoslavia

After the Second World War was over the Venice
Biennale renewed its activities, and the first postwar
exhibition was held in 1948, during which the
Federative National Republic of Yugoslavia - created
from communist ideology, anti-fascist position and
the legacy of the national liberation army - was
experiencing watershed moments of political breaking
away from the Soviet Union. This conditioned a
gradual abandonment of socialist realism as the
dominant form of artistic expression. The New
Yugoslavia had initially confirmed its participation at
the first postwar Biennale, considering it a significant
opportunity to showcase its art within an international
context. This decision was, however, changed in the last
moment due to, ostensibly, technical reasons.” The 23
Biennale did provoke the creation of a clearer position
within the Yugoslav artistic public, and the whole
project was seen as a symbol of ideological adversary
against whom one could confirm the righteous nature
of doctrines of socialist realism. Grgo Gamulin, who
had previously been chosen as commissioner for the
Yugoslavia pavilion in 1948, expressed direct critical
opinions against the imperialism of the capitalist
West and its art, thus openly voicing official stance of
the Yugoslav political and intellectual establishment
concerning the issue of the position and role of art
in the process of social emancipation.® The vision
of the reparation of postwar Europe through the
reconstruction and re-articulation of previously
achieved ideals of the capitalist version of modernism
was at odds with the simultaneously held ideas on the
progress of the Yugoslav postwar society.’

7 In mid-March 1948, Yugoslavia confirmed its participation and began
with the procedure of choosing artists of each republic, as well as the
commissioner, and sent a representative to Venice to view the Yugoslav
pavilion and pay part of cost to repair its fagade. However, this decision
was reversed for “technical reasons’, beginning of May of the same year.
For further information see correspondence between the Committee
for Culture and Art (FNRY) and the Venice Biennale Direction, kept at
the Archive of Yugoslavia and Belgrade, marked AJ-314-5-21 and AJ-
314-21-83.

8 In his text “Ghosts in the Lagoons. A report from the 24" Biennale”
Gamulin concludes: “One cannot today three years after the war has
ended, speak of humanism in Picasso’s painting nor of realism in
the works of Renato Guttus. The truth of reality asserts itself with
irresistible force the truth of social and political reality of imperialism
which needs to be shaped, as well as the truth of that inhuman art like
weeds flourish on the edge of a dying culture and which has in this
resolute times at the Venice Biennale once again fundamentally exposed
itself” (Knjizevne novine, 36, November 2 1948). For more information
on Gamulin’s review and its political context see: Lidija Merenik, ,,1948:
Bijenale u Veneciji i jedan primer recepcije izlagacke prakse moderne
umetnosti’, Zbornik Seminara za studije moderne umetnosti Filozofskog

fakulteta Univerziteta u Beogradu, V (2009), 249-256.

9 The Venice Biennale 1948 organized a large retrospective of French
Impressionism and presented the collection of modern European art by
Peggy Guggenheim; France presented exhibitions by Georges Bracque
and Marc Chagall, Austria by Schiele and Kokoschka, Great Britain by
Turner and Henry Moore, and the central pavilion housed German
artists Karl Schmidt-Rottluff, Erich Heckel, Georg Grosz, Otto Dix and
other authors who were marked as representatives of “degenerated art”
during the Nazi Germany.
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U peapTUKY/IALjy IIPETXOIHO OCTBAPEHIX
njeana KanTanuCcTUYKe Bep3uje MOIepHU3Ma
CyIpOTCTaB/basa Ce NCTOBPEMEHNM TIpefiCTaBaMa O
IIPOTPECy jyrOCTOBEHCKOT MOCIePAaTHOT APYIITBa.’
Jyrocnasumja 1950. moHOBO y4ecTByje Ha bujenany y
Benenuju. PajoBu yMeTHuKa AHTyHa AyryctuHunha,
®pana Kpummnnha, Bawe Pagayiia, Bojuna bakuha,
Kocre Anrenn-PapoBannja, [ojmmnpa AnTona Koca,
ITerpa JIydappe, Vicmera Myjesunosuha u Boxe
Vinuha opadpaHu cy na yKaxy Ha ,COLMjaTUCTUUKY
TpaHchopmanyjy Jyrocmasuje” ca cerhy o
,HAIIOPY HApOJa Ha Iy Ty U3rPajbe CoLujannusma’
(Segedin 1950, Ses marnnaruje). Y TTaBusmony cy,
usmeby ocraror, duma 13IoXKeHa ¥ MKOHWYHA Jie/Ta
COLMja/IMCTIYKOT peanusma, nomyT ciuke Conguparve
iwiepena na Hosom Beoipagy (1948) Boxxe Vnuha n
AyryctraunheBe MOHYMeHTaIHe CKyITIYpe Mapuian
Tutwio (1948). Mako xomecap Iletap Ilerepun y
IIPEArOBOPY KaTajora MICTOBPEMEHO MCTHYe U
pasnn4anure I/IH,T_U/IBI/II[yaTIHOCTI/I IpefCcTaB/beHUX
YMETHUYKUX IO3ULMja, TEKCTOM IOMUHIPA PETOPUKA
COILMja/IMCTUYKOr peann3Ma. AMOUBaJIEHTHOCT CIIpaM
IIOIUTUYKOT TOBOpa yMeTHOCTI/I, y TpeHyTKy Kanma je
mosutja Jyrocmasuje n3meby aBa XagHOpaTOBCKA
TIO7Ia jOII YBEK HeM3BEeCHa, IVPeKTHIUje je JoBefleHa
y IuTame y U3BEIITajy KoMecapa OBOT HacTyIa y
Benenujn. ,,Ako smo u Veneciju idli da se frontalno
suprotstavimo svim onim tendencijama zapadnog
likovnog zivota kojima on danas obiluje, onda se
stvar ukazuje u jednom, a ako smo u Veneciji htjeli
da naidemo na razumjevanje, onda se stvar ukazuje
u drugom vidu. PiSem ovaj izvjestaj verujuci da smo
htjeli u Veneciji pokazati nase vlastite likovne napore
tako da naidemo na razumjevanje, i to ne samo kod
onog dijela publike koja gleda stvari samo po tematu
i sadrzaju nego i kod one koja procjenjuje i ocjenjuje
likovni izraz”'°, HaBeo je Illerenus y ncrpmHoM
M3BeIITajy, yKasdyjyhu He caMo Ha mpormycre y
KOHILENIVj1 U3/I0KOe U IeHe ocTaBke y [TaBubony,
Beh u mHCKCcTHpajyhy Ha ToMe fa Ou HapenHe
HacTyIe Ha bujenany Tpedaso OCMUCIUTH ca IM/beM
YK/byuMBama y TOKOBe oBe MelyHaposHe n3moxde.
Texxmwa ka aKTI/IBHI/IjeM yqemhy y aKTyeTIHOCTI/IMa
Benenujanckor dujeHasna, OfHOCHO do/beM
HOSI/IIH/IOHI/[paH)y yHyTap HBEeroBmux KOHHCHHMjCKMX
OKBHPa, n3paxkeHa je Beh Ha cenehem HacTymy 1952.
TOfIMHE, KOjU je Ca jyrOC/IOBEHCKe CTpaHe IpUIIPeMaH

Ca jaCHMjUM LM/beM U TeMe/bHMje HO IPETXONHOr IIyTa.

Komucuja Kojy cy caunmapay OIpefcTaBHULIM B/IaCTH

9 BujeHare je 1948. npypeanio BeMKy peTPOCIEKTUBHY U3TOXKDY
dbpanIycKor mMIpecrnoHnsMa u npeCcTaBu/IO KONEKINjy eBPOICKe
MoziepHe ymernoctu Ilern I'yrenxajm; @paniycka je nmpescraBuia
nsnoxxde YKopxa Bpaka n Mapka Illarama, Aycrpuja [llnnea n
Koxomike, Benka bpurannja je npukasana Tapuepa n Xenpuja
Mypa, a y IleHTpaTHOM NIaBU/BOHY OUIIM CY IIPEeACTaB/beHI HeMauKI
ymeranuu Kapn IImunt-Pornyd, Epux Xekern, Feopr Ipoc, Oto Jukc n
IpYyTu ayTOpU KOj Cy 3a BpeMe HarpicTinuke Hemauke Sy o3HadeHn
Ko IIPEe[CTaBHUIN ,,/ieTeHePICaHe YMETHOCTH .

10 Vi3 nsBemraja o y4eurhy Ha Bujenany koju je Iletap Illeremmu
ynytio CaBety 3a HayKy u Kynatypy Brnage ®HPJ 7. 8. 1950. (AJ-317-
92-133).

Y YMETHUMYKM CaBeT Ca4MIbeH Off IIPOMIHEHTHUX
npogecnonanana y nopy ymernoctu (Ppano
Kpumunh, Mapuno Taptarba, Autys Tojmup Koc,
Mowmunio Credanosuh) omrydna je na ce Ha
npepcrojehem bujenany npencrase ,[...] nema camkapa
KOja HOCE N3BECTAH MHTUMNCTNYKHN KapaKTep,
OJIHOCHO CeH3MOW/IaH HaYMH CIMKamba, U To: IIpegpara
Munocasmwesuha n Henemka IBosgenosuha us
Beorpana, Emanyena Buposnha us Crinra, AHTYHa
Motuke n3 3arpeda u Tadpujena Crymmie us
Jby&mane” ' Y cknagy ca usdopom cimkapa, oTydeHo
je ma ce »[...] o ckynnrype [...] u3noXKe camo Marmn
PajioBy, KOjI Ce C/IaXy ca KapakTepoM usnoxde”?
ayTtopa Pucte Crujosnha, ITerpa ITanaBuannmja n
3nenka Kammna. [lenernpan 3a komecapa IlaBnpoHa,
cnukap Mapuno Taprama y xaranory bujenana
TIOTBPAMO j€ CTaBOBE KOMMCHj€ O MIHTUMU3MY Kao
3ajeJHMYKOj OflpeHNLIN MIPEJICTAaB/beHNX YMETHUYKMAX
TIO3UIINja Y OKBUPY jyTOCIOBEHCKe cenekiuje. Ocum
aKTYeJTHUX PajioBa YMETHMKA, y OKBUPY U3JIOXKOeHe
[I0CTaBKe IPMKa3aHIL Cy 1 pafoBu u3 MehypatHor
Iepuoya, Ipe cBera OHM HacTa/i TOKOM TPUJeCeTuX
ropuHa XX Beka, 4MMe je YCIIOCTaB/beHa Be3a ca

TPaiNIjOM IIPEAPATHOT jyTOCTIOBEHCKOT MOJIEPHI3MA.

OBaj 3a0KpeT 3BaHNYHOT MOMUTUIKOT CTaBa IpemMa
jesuKy yMeTHOCTH KOju dupa Ja apTUKY/INIIIe

CBOje acmmpanyje cymupaH je y ananusnu J/lasapa
Tpudynosuha nmosogom dhenomeHa coyujanuciiuuxoi
eciieitiu3ma, KOju ce TOKOM IeJleCeTUX IOfIMHA jaB/ba
Y jyTOCTIOBEHCKOj YMETHUYKOj CPEANHIUL: ,, YCMEPEH

Ka 3aKOoHMMa (opMe ¥ MUKTYPaTHUM IpodIeMuMa
CTIVKe, eCcTeTu3aM je S10 JOBO/BHO ‘MOfepaH’ fa
YMVPH OIIITH KOMIIIEKC ‘OTBOPEHOCTH IpeMa CBETY),
JOBO/BHO TPAAMIMOHAIAH — IIPe0dINYeHa eCTeTuKa
MHTUMM3MA YeTBPTE JielieHuje — [1a 3a/[0BO/bU

HOB TpahaHCKM yKyC M3pacTao us ApyTBeHOra
KoH(OpMI3Ma, 11 JOBO/LHO MHEPTaH i Ce YKJIOIN Y
MIUT cpeliHe U jefUHCTBeHe 3ajeqHNIIE — OH je NMao
CBe IITO je HOTPeSHO fia Ce CTOIM Ca TOMUTHYKA
mpojexToBaHoM ciukoM apyurtea” (Trifunovié 1982,
124). Hacryn na Bujenany y Benenujn 1952. ronnse
MPe/ICTaB/ba0 j€ jaCaH recT IMONMUTUYKE ¥ KYITypHE
mmdepanusanyje JyrociaBuje y nepuoay mbeHor
CTpaTElIKor anSm/[)KaBa}ba 3alagHUM IMOMUTUYIKUM
cTpyKTypama."

Kaza je ped o opraHmsanuju jyrocioBeHCKIX
HacTyIa Ha bujeHany, 3Ha4ajHO je yKasaTu Ha
aMMHMICTPAaTUBHE IIPOLeype Koje Cy uMajie yTuiaja
Ha KPajiby UCXOJ, perpe3eHTalje Y HallMOHaTHOM
MaBM/bOHY. VIHOCTpaHM HACTyNM jyrOCTOBEHCKIX
YMeTHMKa 0fj00paBaHM Cy U OpPraHM30BaHN Y
VHCTUTYUMOHA/THVM OKBMpPVIMa 3BaHNYHE B/IACTU,
opHocHO Kpo3 CaBer 3a HayKy u KynTypy Bnage ®HPJ

11 HaBeneno y usserutajy JJparana llermha o ygenthy va XXIV
bujenany y Benermju (AJ-317-92-133).

12 Vicro.

13 O couyjanucTIKOM eCTeTU3MY U HerOBUM M/eOMOMIKIM
nmIUKanujama supetn: Lidija Merenik, Umetnost i viast. Srpsko
slikarstvo 1945-1968, Filozofski fakultet i Fondacija Vuji¢i¢ kolekcija,
Beograd 2010, 95-97.

In 1950 Yugoslavia would again participate at the
Venice Biennale. Works by Antun Augustincic, Frano
Krsinic, Vanja Radaus, Vojin Bakic, Kosta Angeli-
Radovani, Gojmir Anton Kos, Petar Lubarda, Ismet
Mujezinovic and Boza Ilic were chosen to point to the
“socialist transformation of Yugoslavia” with the full
awareness of “the national efforts to build socialism”
(Segedin, 1950, n.p.). The Yugoslav pavilion exhibited,
amongst others, works of iconic socialist realism such
as the painting Sounding the Terrain on New Belgrade
(1948) by Boza Ilic or the monumental sculpture
Marshal Tito (1948) by Augustincic. Although the
commissioner Petar Segedin in the foreword of
the exhibition’s catalogue emphasized different
individualities of the represented artistic positions,
the text was nevertheless dominated by the discourse
of socialist realism. The ambivalence towards political
discourse in art was more directly brought into
question in the report of the commissioner for the
1950 Biennale, in circumstance where the position of
Yugoslavia in between two Cold War extremes was still
undecided. “If we went to Venice to directly confront
all the tendencies of the Western artistic life with
which it is now imbued, that offers one perspective;
if we did, however, want to find understanding in
Venice, the perspective changes. I write this report
in belief that what we wanted in Venice, was to show
our own artistic endeavors so we could meet with
understanding not only with the audiences assessing
things through themes and content but with those
who assess the artistic expression,’" stated Segedin in
his exhaustive report, pointing not only to the flaws
in the conception of the exhibition and its realization
in the Pavilion but also, to the fact that subsequent
participations at the Biennale should be organized
with the aim of becoming part of the direction this
international show was taking.

This tendency to assume a more proactive approach
to the participation at the Venice Biennale, i. e. to
better position Yugoslavia’s participation within its
conceptual framework, was expressed already during
the following Biennale, in 1952, which Yugoslavia
prepared with a clearer aim and more fully than before.
The committee made up of state representatives and
prominent artists (Frano Krsinic, Marino Tartalja,
Antun Gojmir Kos, Momcilo Stefanovic) decided
to present at the upcoming Biennale “[...] works of
painters which carry a certain intimistic character and
a sensitive painterly manner; by Predrag Milosavljevic
and Nedeljko Gvozdenovic from Belgrade, Emanuel
Vidovic from Split, Antun Motika from Zagreb and
Gabrijel Stupica from Ljubljana”"" In accordance
with the choice of painters the committee decided
that “in sculpture [...] only smaller pieces should be

10 From the report on Biennale participation which Petar Segedin
wrote for the Council of Science and Culture of the FNRY Government,
August 7, 1950 (AJ-317-92-133).

11 Stated in the report by Dragan Sepic on the 24" Venice Biennale
participation (AJ-317-92-133)

exhibited, those which complement the character of
the exhibition™ by Rista Stijovic, Petar Palavicini,
and Zdenko Kalin. The 1952 Pavilion commissioner,
painter Marino Tartalja, confirmed in the Biennale
catalogue the stance of the committee on intimism

as a common denominator of the represented artistic
positions within the Yugoslav selection. Aside from
current artistic works, the exhibition included works
from the interbellum period, primarily those created
during the 1930’s which established a connection to the
tradition of pre-war Yugoslav modernism. This about-
turn of the official political stance towards artistic
language which chooses to articulate its aspirations
was well summarized in the analysis by Lazar
Trifunovic of the phenomenon of socialist esthetism
which occurred in Yugoslav artistic environment
during the 1950’s: “Pointed towards the laws of form
and pictorial issues of the painting, esthetism was
‘modern’ enough to pacify the general complex

of ‘openness’ towards the world, while remaining
traditional enough - as a shape-shifted aesthetics of
the intimism from the 1940’s - to satisfy the new civic
taste formed by social conformity, and inert enough
to fit into the myth of a happy and united community.
It had everything necessary to blend with a politically
projected image of society.” (Trifunovic 1982, 124).
Yugoslavia’s participation at the Venice Biennale

in 1952 represented a clear gesture of political and
cultural liberalization of Yugoslavia during its strategic
approach to Western political structures®.

When it comes to the organization of Yugoslav
participation at the Biennale, various administrative
procedures which influenced the final outcome of the
representation within the national pavilion should be
emphasized. All foreign appearances by Yugoslav artists
were approved and organized through institutional
framework of the official government, i. e. the Council
for Science and Culture of the Federative National
Republic of Yugoslavia government (1945-1953), the
State Committee for Cultural Liaison with Foreign
Countries (1953-1971), the Inter-republic Coordinative
Board for Cultural Cooperation with Foreign
Countries (1971-1991), and all of it based on the
opinions of expert committees with advisory function
within these government bodies for specific areas in
culture and art. The decisions made during meetings
of superior expert committees and concerning the
suggested concepts by selected commissioner of the
Yugoslav pavilion at the Biennale were then delegated
to the museum and gallery institutions for further
realization. In this manner the direction of the
Yugoslav representation in international contexts was
guided and controlled while attention was being paid

12 Ibid.

13 For more information on socialist aesthetism and its ideological
implications see: Lidija Merenik, Umetnost i viast. Srpsko slikarstvo
1945-1968, Filozofski fakultet i Fondacija Vujic¢i¢ kolekcija, Beograd
2010, 95-97.
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(1945-1953), CaBe3Hy KOMICH)y 3a KYJITYpHeE Be3e
ca MHOCTpaHCTBOM (1953-1971), Mebhypenydnuukn
KOOPJVHAIIMOHM OffO0p 3a KYNTYpPHY Capajmby ca
MHOCTpaHCTBOM (1971-1991), a Ha OCHOBY MMII/bEHA
CTpy4He KOMUCHj€e KOja je MMajia CaBeTOJaBHY
(yHKLUjy YHYTap OBUX Ap>KaBHUX Te/la 3a
nojeiuHe 0OACT KyNType 1 yMeTHoCTH. OfyKe
JOHeCeHe Ha CacTaHIMMa HafipeheHnx cTpyyHux
KOMIICHja Y Be3U 32 MPeJIOKeHNM KOHIeTIIjaMa
usadpaHMX KoMecapa Jyroc/ioBeHCKOT ITaBI/bOHA
Ha Bujenany satum cy fenerupane My3ejcKuM u
rajiepujCKMM MHCTUTYIIMjaMa Ha peanusanujy. Ha
OBaj Ha4MH YyCME€paBaHU Cy I KOHTPOINMCAHN PEXNMU
jyrocmoBeHcke perpesenTtanuje y mehynaponHom
KOHTEKCTY, a TaXKiba je HCTOBpeMeHO Onra mocsehiena
U 3a7I0BO/bEEbY YHYTAPHIX jyTOCIOBEHCKIX OJHOCA.
YcrocTasibeH je T3B. peiydnuuku Kby, IpeMa KoMe
je Tpedaso fa jyrocnoBeHcke cenexiuje Ha bujeHany
y Beneumju y ceome cacraBy umajy npencTaBHUKE
"3 CBUX YMETHNYKMX EHTapa y Op>KaBu, HITO C€
YITIaBHOM CBOZIMJIO HAa IPEeJCTaBHNUKe deorpasicke,
3arpedauke u /byd/paHcKe clieHe. TOKOM ocamMaeceTnx
TOAMHA, OHOCHO TOKOM IIOCTIefikbe JielieHMje
II0CTOjakba COLMja/MCTUYKe JyrocnaBuje, 1071a3n o
IIPBUX UCKOPAKa y IpefBuheHoj IpoLenypu, 0 4eMy
he xacuuje dSutn peun. bBupokparcku ypebenn crucrem
13d0pa yMeTHHUKA Off CAMOT je IoYeTKa 13a3UBa0
HeonodpaBame cTpyuHe mydnuke. Beh 1952. roguue
Anexca Yenedonosuh je y mpukasy jyrocoBeHcKoOr
HACcTyIna Ha bujeHamy KOHCTAaTOBAO A ,JO/A3MMO [0
YMIbeHNUIIE KOjy HUje HaOIMeT IIOHOBO HAIIACUTH, Jia
ko MehyHapoHMX ncTyna He Tpeda BOAMTU padyHa O
ydemhy yMeTHNUKA 13 Pa3HNX HAIINX penydnnka, Beh
0 1Ie/TMCXOJHOCTY U3/Iarama 1 [IejCTBY CaKyI/beHUX
mena. Kao mro Mu He BOJMMO padyHa O TOMe Jia
I je, Ha IPUMED, jeflaH IIBAjIlapCKU YMETHUK U3
upuikor kauToHa mm TecuHa, Tako je CTpaHIMMa
MIOTIYHO CBEje[{HO y>Ka HallYIOHa/IHa IPUIAaJHOCT
Hammx yMeTHnka.'* Kpuryka cripam (He)aKTyelTHOCTH
YMETHMYKUX IO3MIJja IPUKA3aHUX Y JyTOCTIOBEHCKOM
IIaBM/bOHY 3apaji IIOLITOBAKA SMPOKPATCKUX
mpouenypa duhe BpemeHOM cBe denthe mpyucyTHa y
cTaBoBMMa nocedHO MTahux XpoHnyapa 1 Kpurudapa
YMETHUYKOT )KMBOTA Y JyrOC/IaBUjI.

Jyrocnosenckn mactynu Ha bujenamy Tokom
TefleCeTUX FOfiHA ABA/IeCeTOr BeKa HaCTABIUIIN
Cy TIpakcy 3anmo4ery 1952. rogune: akTuBHUje
YK/byuMBame y CaBpeMeHe TOKOBE I IIPOrpaMCcKe
oxBupe bujeHana u npuHIMI 13dopa mpema
AKTYE€THUM YMETHNYKIMM OCTBape€mlMa 'y 3€M/bIL.
JIoMMHAHTHA eCTeTCKO-MeO/NOIIKa HO3UIMja
OBMX HACTYyIla 3aCHMBAJIA C€ HA Pa3BOjHOj IMHUjU
YMepeHOT MOfIepHI3Ma, TPODUINCAHOT TAKO 1A
Y4ecTByje y KOHCTAHTHOM JMjajIory 3a CaBpeMeHUM
3aIaJHOEBPOIICKMM TOKOBMMA Y yMeTHOCTH. V3moxkde
y JyrocoBeHcKoM maBuboHY 1956. rogune (Bojun

14 Anekca Yenedonosuh, ,,Jyrocmosenckn maBubpoH Ha bujenany y
Benenuji’, Bopda, 5. 10. 1952, 5.

bakuh, Mapuj ITperems, Muogpar b. ITpotnh, JTasap
Byjaknuja, 3opan Mymm4) u 1958. rogune (Onra
Jespuh, Kpcro Xerenyumh, Eno Mypruh, Tadpujen
Crymmua, [Iparo Tpirap) ca komecapoM AJIeKCOM
Yenedonosuhem (ncnpen CaBesHe KoMucuje 3a
Ky/ITypHe Be3e ca MHOCTPAHCTBOM) TeXMJIe Cy fla
I/ICTaKHy ]/IHI_U/IB]/IJ]ya)IHOCT PaA3IMINTUX yMeTHI/I'{KI/IX
CTaBOBa U Ia YKaXy Ha II0je[jIHauHe ay TOpCKe
MOeTHKE — IIE/IVCXOMHM KYCTOCKM KOHIIENT Huje duto
Mmoryhe ocTBapuTyi ¢ 08931pOM Ha KOMIIpOMIICE O
KOjUX je IIpMINKOM 13d0pa yMeTHUKa Mopajio gohm."”
Hacrynuwma dymrana [Tamome u Ietpa JTydapne
1960. ropune (komecap 3opaH Kp)KUIIHKK, JUPEKTOP
Mopepue ranepuje y Jbydpann), Janesa bepruka,
Ortona I'muxe, Onre Janunh n Mnagena Cpdunosuha
(xomecap Bopuc BiokuHTHH, aupekTop MonepHe
rajnepuje y Pujern) 1962. roguHe, Kao 1 U310X00M
Crojana hennha, Puka [leSemwaxa u bpanka Pyxxuha
1964. ropmHe (komecap Anekca Yenedonosuh), oBa
TEHJIEHL|}ja je HaCTaB/beHa,  TUMe CY IIPY>KaHU
YBUAN y parMeHTe XOpM30HTa CaBPEMEHOCTL,

Tajia Beh MHCTUTYIMOHA/IN30BAHOT jyTOC/IOBEHCKOT
COLIMjaMCTIYKOT MOfiepHU3Ma. Tako ycrocTas/beHa
HONIUTHUKA M3/IaTakba laBaja je yCIellHe pesyaTare,

U TOKOM TOT Iepuoga Ha bujenany je narpabhero
HEKOJIMKO jyrOCIOBEHCKMX yMeTHMKa: PpaHile
Muxennd goduja Harpany 3a rpaduxy 1954, kao u
3opan Mymny 1956, Te Jlojse Crarjan 1958; Muogpar
B. ITporuh narpaben je UNESCO-Bom HarpagoMm

3a cmuKapcTBo 1956, a bpanko Pyxxuh narpagom
David Bright Foundation 1964. ronute, fox je yman
ITamoma 10 y y>K0j KOHKYPEHIIIjI 3a HArpaay 3a
ckynnTypy Ha bujenany 1960. rogune (Koscevic 1988,
35-36). Ocum Tora, [anmepuja cyBpeMene ymjeTHOCTU y
3arpedy yuecTBOBasIa je 110 ITO3UBY Ha USNOXKOM Arte
doggi nei musei, Kojy je bujenane opranusosamo 1964.
rOfIMHe Ca IM/beM A MIPeJiCTaBM AKTyeJIHe IIpaKce y
My3eaqu3alyji cCaBpeMeHe YMETHOCTH U TOJATHO
eradmupa Hacnebe eBpornicke MoziepHe.

Op xpaja nefeceTux roguHa, bujenane xpos
CBAKO HaPeJHO U3JJakbe M3a31Ba IPOTUB/bEHA I
KPUTHKe MOJie/la OpraHu3alje 1 KoMeplujagTHor
KapaKTepa U3/I0XKde, a OBaKBM Ce CTABOBM jaB/bajy 1 Y
jyrocnosenckoj japHocTu. [ToBogom XXXII bujenana
1964. ronuue, Bepa Xopsar IIunrapuh ykasana je Ha

15 Pagocnas ITyTap je ykasao Ha oBaj IpodieM y Ipukasy
jyrocioBeHCKOr HacTyIa Ha bujenany 1958. roguse: ,,Cjelokupna

je organizacija Biennala svakoga puta optere¢ena mnostvom
kompromisa. Jednom su oni tehnicke prirode, a drugi put podrivaju
samu namjenu izlozbe. Stoga se i predvida reorganiziranje cijele
institucije. U kontekstu s ostalim nacionalnim akcijama, nas se
paviljon u biti ne razlikuje od vecine. I sastav je nase selekcije nastao

u aranzmanu, koji je vise ili manje uspio, a konvencionalan je kao i
gotovo svi drugi. Dio je izbora optere¢en kompromisima, koji nisu
neizbjezivi. Izlozeni su u Jugoslavenskom paviljonu i radovi koji ne
predstavljaju niSta: nemaju ni samostalne vec¢e umjetnicke vrijednosti,
a nisu karakteristi¢ni ni za kakva §ira progresivna strujanja u likovnom
Zivotu zemlje. S druge strane, ipak dio eksponata zaista moze posluziti
kao ogledalo znacajnih likovnih kretanja u zemlji; $tovise, u nasem

su paviljonu ovaj put djela jednog autora, ¢iji stvaralacki potencijal
predstavlja ono, $to je sada u nas najvrednije”, Radoslav Putar, ,,Petorica
na Biennalu. Jugoslavenski paviljon u Veneciji 1958”, Prisutnosti,
11/1959, 64-65.

to maintaining good internal relations in Yugoslavia. A
pattern of republic representation was created according
to which Yugoslav selections at the Venice Biennale
would include representatives from all the artistic
centers within the state, which was mostly reduced to
representatives of the Belgrade, Zagreb and Ljubljana
artistic circles. During the 1980’ which was the last
decade of the socialist Yugoslavia, first exceptions in
the established procedure were made, of which there
will be mention later in the text. The bureaucratically
organized system for choosing artists caused
disapproval from experts ever since its inception. In
1952, Aleksa Celebonovic noted in his review of the
Yugoslav participation at the Biennale that “we come
to a fact which should be reemphasized that in foreign
presentations one should not overly concern oneself
with including artists from different republics but with
the wholesomeness of the presentation itself and the
effect of the selected works. In the same manner that
we do not care whether a, for example, Swiss artist
comes from the Zurich or the Ticino cantons, so do
the foreigners find it irrelevant what nationality of our
artists is”'* The criticism towards the lack of timeliness
of artistic positions represented within the Yugoslav
pavilion due to maintain bureaucratic procedures
would in time become ever more present in attitudes
of (especially) younger chroniclers and critics of
Yugoslav artistic life.

Yugoslav participation at the Biennale during the
1950’s continued with the practice begun in 1952: a
more active inclusion into contemporary directions
and program frameworks of the Biennale with the
principle of selection according to current artistic
efforts in the country. The dominant aesthetic and
ideological position of these participations was based
on the line of development of moderate modernism
profiled in such a way that it might enter a long
lasting dialogue with contemporary West European
directions in art. Exhibitions at the Yugoslav pavilion
in 1956 (Vojin Bakic, Marij Pregelj, Miodrag B.

Protic, Lazar Vujaklija, and Zoran Music) and 1958
(Olga Jevric, Krsto Hegedusic, Edo Murtic, Gabrijel
Stupica, and Drago Trsar) commissioned by Aleksa
Celebonovic (representing the State Committee for
Cultural Liaison with Foreign Countries), tended to
emphasize individuality of different artistic stances
and to point out individual authorial poetics; a more
wholesome curating concept was not possible having
in mind the compromises that had to be made in

the selection of artists.”” In 1960, Yugoslavia was

14 Aleksa Celebonovi¢, ,Jugoslovenski paviljon na Bijenalu u Veneciji®,
Borba, 5.10. 1952, 5.

15 Radoslav Putar pointed to this issue in his review of the Yugoslav
presentation at the Biennale 1958: “The whole organization of the
Biennale is every time burdened by many compromises. Sometimes
they are of technical nature, at others they undermine the very purpose
of the exhibition. This is why a restructuring of this institution is
imminent. In the context of various national actions our pavilion is not
essentially different than most others. Our selection of artists was more
or less successfully arranged through compromise and is conventional
as almost all others. It is part of choices burdened by compromise and

represented by Dusan Dzamonja and Petar Lubarda
(commissioner Zoran Krzisnik, the managing director
of Ljubljana’s Modern Gallery); in 1962, by Janez
Bernik, Oton Gliha, Olga Jancic and Mladen Srbinovic
(commissioner Boris Vizintin, managing director of
Rijeka’s Modern Gallery); and in 1964, by Stojan Celic,
Riko Debenjak, and Branko Ruzic (commissioned by
Aleksa Celebonovic). These participations continued
the aforementioned tendencies, giving insight into
fragments of contemporaneity, of the, by then,
institutionalized Yugoslav socialist modernism. This
policy was successful and during the period several
Yugoslav artists were awarded prizes at the Biennale:
in 1954, 1956 and 1958, the prize for etching and
print artwork went to France Mihelic, Zoran Music,
and Lojze Spacal respectively; Miodrag B. Protic was
awarded the UNESCO prize for painting in 1956 while
Branko Ruzic received the David Bright Foundation
prize in 1964. Dusan Dzamonja was shortlisted for
the sculpting prize in 1960 (Koscevic 1988, 35-36).
Apart from that, the Gallery of Modern Art in Zagreb
participated in the exhibition Arte d’ oggi nei musei,
organized by the Biennale in 1964, with the aim of
presenting the current practices in musealization of
contemporary art, thus additionally establishing the
legacy of European modernism.

From 1960’s onwards each succeeding Biennale
would cause opposition and criticism of the
organization model and the commercial character
of the exhibition, the attitudes which were shared
by the Yugoslav public as well. In 1964 Vera Horvat
Pintaric pointed out the issues with the exhibition
model in relation to national selections'®. These issues
she reiterated when reviewing the following 33
Biennale in 1966: “Of course the principle of national
participation according to individual countries’
choice is the most simple and diplomatic, but it also
represents a serious impediment to further meaningful
existence of the Biennale. Since the participants are
usually chosen by official state forums the character
of the national pavilions will depend on their
criteria. Due to this fact a chronicler or reviewer of
the Biennale cannot really discover what the most
significant efforts in the past two years have been but
will rather establish the differences between the official
criteria for art and the real artistic issue of certain
countries. Many national pavilions thus, inform us
on the gradual revolution of official forums in the
field of art and culture and their gradual acceptance
of more contemporary thought, i. e. the personal

they are not unavoidable. The Yugoslavia pavilion thus, hosted works
which represent nothing: they have no individual artistic value nor are
they characteristic for some wider progressive directions in the country’s
artistic life. On the other hand, part of the exhibition can really serve as
a mirror ofsigniﬁcant artistic ]eanings in our country; what is more, our
pavilion this year hosted an author whose creative potential represents
what is most valuable in our art” Radoslav Putar, ,,Petorica na Biennalu.
Jugoslavenski paviljon u Veneciji 1958”, Prisutnosti, 11/1959, 64-65.

16 Vera Horvat Pintari¢, ,XXXII Bijenale u Veneciji’, Telegram, 10. 7.
1964, 3.
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IIpodsieMe M3/TarayKor MOfe/Ia IIpeMa HallMIOHATHUM
cesexiMjaMa,'® Koje je ITOHOBO M3HeTIa 1 Y IIPUKa3y
HapepnHor bujenana 1966. roguse: ,Dakako, princip
nacionalnog ucesca prema slobodnom vlastitom
izboru najjednostavniji je i najdiplomatskiji, ali je
istovremeno i ozbiljna prepreka daljnjem smislenom
postojanju Bijenala. Buduci da ucesnike uglavnom
odreduju oficijelni drzavni forumi, karakter
nacionalnih paviljona ovisi o njihovim kriterijima. Na
taj nacin kronicar i kriticar Bijenala ne otkriva i ne
saznaje ono najznacajnije $to se dogodilo u protekle
dvije godine, nego, naprotiv, tek utvrduje razlike koje
postoje izmedu ¢inovnickog kriterija umjetnosti

i stvarne problematike u pojedinim zemljama. Ili,
bolje re¢eno, mnogi nacionalni paviljoni informiraju
o postupnoj evoluciji sluzbenih foruma s podruéja
umjetnosti i kulture, njihovo postepeno prihvacanje
suvremenije misli, $to Ce redi, vlastiti obrazovni razvoj
njihovih predstavnika”'” Victe mpodneme oHa je
MCTAKJIa ¥ y HACTYIy JyTrOC/IOBEHCKOT ITaBU/bOHa 1966.
TOIMHe, KaJla Cy IpefCTaB/beHN yMeTHUIM Pagomup
Jammwanosuh JammaH, Josan Kpatoxswui, CraBko
Tuxen, borgan Memko, Bragumup Makyn n bparko
Mwupym (komecap 3opan Kpxxunramk), orsapajyhn
3HAYajHO MNTAFbE O TOME KaKBO Ce CXBaTambe
LIUTACTIYKE AKTYaTHOCTH jyTOC/IaBeHCKe YMjeTHOCTH
Ha OBaKaB HAYMH JKe/V MCKa3arw, yjenHo yryhyjyhn
Ha [TapajIOKC COLMjaMUCTUYKOT IPYIITBA KOje He
[I0CTaB/ba [INTAbA O YI03M YMETHUKA y M3TPA/IEbI
cBoje caBpemeHocTH. (Pagomupa Jammwanosuha
U3JIBaja Kao IMO3UTUBHI U3Y3€TaK Yy JaTOj CENMEKLU)I
YMETHMKA.)

Cyxod fiBa Bubersa conmjanusma Kao M/e0MOIIKOT
OKBUIpa yMeTHI/I‘-IKOI‘ Je/1oBamba y CI/ITyaIlI/[jI/[
apTUKY/MCarba CaBPEMEHOCT €CKaINpao je Ha
bujenamy 1968. ropune, Koje Cy 0deNeXumIu IpoTecTn
UTA/INjaHCKUX CTy/leHaTa IPOTUB ,,[...] bujenama
Kao MHCTPyMeHTa dypkoasiuje y Koguukanmjun
IIONMNTHKA pacu3Ma " KyHTypHe HepaBBI/IjeHOCTI/I
3apaz KoMepuyjamusanuje ugeja” (Di Martino 2005,
61). Y JyrocnoBeHCKOM ITaBU/bOHY M3adpaHi Cy fa
Hacryne Oro Jloro, ViBan Tadakosuh u Mupocnas
IIyTej, fOK je 3a KoMecapa fenernpana Illtedka
Llodem (Mysej caBpemeHe ymMeTHOCTH, beorpan). Y
HarieToj arMocdepn cykoda CTyfieHaTa U HOINIMje 3a
BpeMe BeHEIMjaHCKOT BePHICA)Ka, HeKM HAI[IOHATHY
IIaBU/BOHM Cy CBOjy COMMAAPHOCT Ca IPOTECTUMA
MCKa3aiu 3aTBaparmeM, 1ITo, MehyTum, Hije 1o
CiTy4aj ca Jyroc/oBeHCKUM NaBU/bOHOM. Y TTaBU/bOHY
colMja/MCTUYKe JyToc/IaB1je OpraHu30BaHoO je
IIPBO CBEYAHO NPUMakbe 3BaHMIa, LITO je Kao IrecT
JIeMOHCTPATUBHOT UTHOPMCAkha aKTyeTHNX 30MBamba y
okBypuMa bujeHasna nsaspano HeraTMBHe KOMEHTape
Mmeby cTpyunom mydmukom, HapounTo nMajyhu y Buny

16 Vera Horvat Pintari¢, ,,XXXII Bijenale u Veneciji’, Telegram, 10. 7.
1964, 3.

17 Vera Horvat Pintari¢, ,,XXXIII Bijenale u Veneciji. Dileme i
promasaji’, Telegram, 8.7. 1966, 8.

COILMja/IMCTUYKM TIPOQUIT jyTOC/IOBEHCKe ipxKaBse.'®
Mebyrtum, Mupocnas IllyTej je pearosao Ha faTy
CUTYaLUjy ¥ OFTy4NO Jia 3aTBOPYU [0 U3I0XKde y
KOMe Cy OMIM IIPe[iCTaB/beHN HbeTrOBYU PAJIOBH y|...]

u okolnostima koje kao gradanin socijalisticke zemlje
ne moze prihvatiti, a i u ime slobode opredjeljenja”."
HlyTejeBa omyryKa 13asBaja je HErogOBambe KoMecapKe
[TaBuboHa 1 Mabe MHLUZIEHTE Y BE3) Ca OTBaparbeM
jyrocnoBeHcke u3moxde, 4nume je CuMOOIMYKI
O3HaueH PacKopak He camo nsmMely cydebeHnx
BI3Mja O y7I03M YMETHMKA Y Perpe3eHTaI[ijCKIM
OKBUIpUMa COLU/IjaIII/[CTI/['{KOI‘ ApyuiTBa, Beh u Ha
penaiuju usmMehy MHAMBUYaTHOT YMETHIYKOT
roBopa (Ierose pyIITBEHe OATOBOPHOCTH) U
NIPOLIely PATHOCTY SMPOKPATCKOT alapara Ky/ITypHe
nonutrke. Ha mmnmkanuje opakBuX recroBa
3BaHMYHe MO/MUTHKe (o1eT) je ykazana Bepa Xopsar
ITuurapuh, saxmpyayjyhu: ,Komisija (za kulturne veze
sa inostranstvom) smatra da je pozivom na izlaganje

i pristankom autora da izlaze postala vlasnik ne samo
autorskih prava na djelo nego i autorove svijesti i
slobode opredjeljenja”®. ToBop #poiniusjasHociiu
cripaM ouIIMjeTHNX MeXaHM3aMa peannsaluje
jYrocmoBeHCKe CoMjaniCTUYKe JOKTPUHE UCTe

je TOOVIHE apTUKYINCAaH BEMNKNM CTYAEHTCKIM
IpoTecTnMa KOjI/I Cy ce moroanan 'y yHUBEp3NTETCKUM
nentpuma COPJ.* Ocum craryra bujenana, duo je
HEOIIXOAHO peOPMIUCATH U MOJieTie pelIpe3eHTalje y
JyrocnoBeHCKOM IIaBU/bOHY.

[TaBumon Jyrocnasuja Ha bujenany 1970. rogune
3ay3€0 je HeyTpajaH CTaB CIIPaM MOMUTUYKUX
3dmBama (Koscevi¢ 1988, 39), ocrajyhu nmpusprxken
yTBphHeHOj MOJEePHICTINYIKO] TIOSWULVMIL: HACTYIINIII
cy Mebynaponno etadmupann ymeraniu [lyuran
[lamomsa, Janes bepuuk, Jaroga Bynh, a xomecap
je duo 3opan Kpxxuinuk. Togune 1972. komecap
Mmogpar b. ITpotuh (mupexrop Myseja caBpemene
yMmeTHOCTH y Beorpany) u 3amenuia komecapa Vpuxa
Cydoruh npukasanu cy y JyrocoBeHCKOM IIaBI/BOHY
aKTyeTHUj U300p YMETHUUKIX No3unyuja: Bragumupa
Bemmukosuha u Jymana Otamesnha, excrionente
HOBMX yCMepema y jyrOCTIOBEHCKOM C/TMKAPCTBY
OfI CpeiMHe IlIe3/leCeTUX TofMHa (HOBM peannsaM 1
HOII-apT), Te ApXUTEKTY BjeHnecnasa Puxrepa, koju
je mpuKas3ao odjekre CUCTEMCKe IIACTUKE pa3BUjeHe

18 Kako ce HaBozu y Tekcty Bepe Xopsar Ilunrapuh: ,,Pa ipak i
uprkos svemu, SFR Jugoslavija je prva u svojem paviljonu organizirala
primanje a nakon toga njezin su primjer u Giardinima slijedile

samo jo$ dvije zemlje: Austrija i Argentina. Taj neocekivani gest SFR
Jugoslavije izazvao je najnegativnije komentare medu kriti¢arima i
stvaraocima, koji su mi se obracali sa pitanjima o politickoj i moralnoj
kvalifikaciji takvog demonstrativnog ignoriranja svih zbivanja u
okvirima Bijenala: od socijalisticke zemlje ocekuje se, istakli su, barem
minimalni gest solidariziranja, ako ve¢ ne i aktivno opredjeljenje. Ve¢
u toku primanja milanski su ga komunisti ironi¢no nazvali: koktel za
revoluciju”, Vera Horvat Pintari¢, ,,Pol art u Veneciji’, Telegram, 28. 6.
1968, 3.

19 HaBeneno y mucmy Mupocnasa Illyteja ynyhenom Komucuju 3a
Ky/ITypHe Be3e ca MHOCTPAHCTBOM, y: Vera Horvat Pintari¢, ,,Pol art u
Veneciji’, Telegram, 28. 6. 1968, 3.

20 Ucro.

21 O nojmy #pomiusjasHociiu Bue y Tekcty Jluguje MepeHuK y oBoM
Karajory.

educational development of their representatives”"’.

She perceived such issues with the Yugoslav pavilion
exhibition in 1966 which included artists Radomir
Damnjanovic Damnjan, Jovan Kratohvil, Slavko Tihec,
Bogdan Mesko, Vladimir Makuc, and Branko Miljus
(commissioned by Zoran Krzisnik); in her review she
touched upon the significant question on the way the
understanding of “the plastic actuality of Yugoslav art”
is represented pointing out the paradox of socialist
society which never poses questions on the role of
the artist in the development of its contemporariness.
(She singled out Radomir Damnjanovic as a positive
example in that year’s selection.)

The juxtaposition of two views on socialism
as ideological frame of artistic activity within the
situation of articulating contemporariness escalated
in 1968 when that year’s Biennale was marked by
protest of Italian students against “the Biennale as
instrument of the bourgeoisie in codifying politics
of racism and cultural backwardness for commercial
commodification of ideas” (Di Martino 2005, 61). The
Yugoslav pavilion exhibited art by Oto Logo, Ivan
Tabakovic, and Miroslav Sutej, and the commissioner
was Stefka Cobelj from the Museum of Contemporary
Art in Belgrade. In the tense atmosphere of conflicts
between students and the police during the Venice
vernissage, some national pavilions expressed their
support by closing their exhibitions which was
however, not the case with the Yugoslav pavilion.
Furthermore, the pavilion of the socialist Yugoslavia
organized the first official reception which as a gesture
of demonstrative ignoring of current events at the
Biennale caused numerous negative comments among
the expert audiences, especially having in mind the
socialist profile of the Yugoslav state.'® Artist Miroslav
Sutej, however, reacted to the situation by deciding to
close the part of the exhibition which housed his works
“in the circumstances which as a citizen of a socialist
country I cannot accept in the name of the freedom

of choice™

. Sutej’s decision caused a negative reaction
of the commissioner as well as minor incidents
concerning the opening of the Yugoslav exhibition
which symbolically marked a chasm not only between
the confronting visions on the role of the artist in the
representational context of the socialist society but

also between ideas of individual artistic discourse (and

17 Vera Horvat Pintari¢, ,XXXIII Bijenale u Veneciji. Dileme i
promasaji”, Telegram, 8.7. 1966, 8.

18 In her text, Vera Horvat Pintaric states: “Still, and despite everything
SFR Yugoslavia was the first one to organize official reception in its
pavilion after which this example was followed by only two other
countries: Austria and Argentina. The unexpected gesture by SFR
Yugoslavia has caused most negative comments amongst critics and
creators who have asked me about the political and moral qualification
of such a demonstrative ignoring of all the vents within the Biennale: a
socialist country is expected, they emphasized, to offer at least a minimal
gesture of solidarity if not active support. During the reception, the
communists of Milan ironically called it: cocktails for revolution.” Vera
Horvat Pintari¢, ,,Pol art u Veneciji’, Telegram, 28. 6. 1968, 3.

19 Stated in a letter by Miroslav Sutej to the Committee for Cultural
Liaison with Foreign Countries, quoted in Vera Horvat Pintaric, ,Pol art
u Veneciji’, Telegram, 28. 6. 1968, 3.

its social responsibility) and the officious procedures
of the bureaucratic system of cultural politics. Yet
again, it was Vera Horvat Pintaric who pointed out the
implications of such gestures by the official system:
“the Committee (for Cultural Liaison with Foreign
Countries) believes that in accepting the invitation to
exhibit the artist hands over not just the copyrights of
his work but also of his consciousness and freedom

of choice”® The discourse of counterpublic against the
official mechanisms of implementing the Yugoslav
socialist doctrine was further articulated the same year
during large student protests in all university centers
of the Socialist Federative Republic of Yugoslavia®'. It
was proving necessary to reform not only the Biennale
rulebook but also the representation models in the
Yugoslav pavilion.

In 1970 the Yugoslav pavilion took a neutral stance
towards the political circumstance (Koscevic 1988,
39) by staying true to established modernist tradition:
internationally known artists Dusan Dzamonja,

Janez Bernik and Jagoda Buic were presenting and
the commissioner was Zoran Krzisnik. In 1972, the
commissioner Miodrag B. Protic (managing director
of the Museum of Contemporary Art in Belgrade)
and his deputy Irina Subotic chose to represent a
more current choice of artistic positions: Vladimir
Velickovic and Dusan Otasevic, proponents of new
directions in Yugoslav painting since the 1960’

(new realism and pop art) and architect Vjenceslav
Richter who exhibited objects in systematic plastics
developed from his theory of synth-urbanism. The
selection was contextualized in such a way as to
point out the various artistic stances toward issues of
aesthetic and social contemporariness with special
emphasis on analyzing the relation between artist and
society (Protic et al 1972, np), which was a significant
difference from previous Yugoslav exhibitions at the
Biennale. Richter’s stance on the synthesis of art and
life, i. e. the active participation of multidisciplinary
potential of art in the processes of shaping social
structures, offered a radical vision of the possibilities of
socialization of artistic activity (Denegri 1972, np).

During this time many visitors and critics of the
Biennale, including those from Yugoslavia, wrote and
spoke about the death in Venice - and organizational
and conceptual crisis of the international manifestation
which only seemed to grow. Restructuring the
Biennale was imminent and it took place in 1973 by
adopting a new statute (Di Martino 2005, 65) and a
new managing director, Carlo Ripa di Meana, who
was a member of the Italian Socialist Party. Since in
1974 there were no national pavilion presentations®,
the Yugoslav participation was officially continued

20 Ibid.

21 On the term of counterpublic more in the article by Lidija Merenik
in this catalogue.

22 This Biennale was organized as a reaction to current events in Chile, i.
e.a cultural protest against the military coup by future dictator Augusto
Pinoche and its consequences.
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13 BeroBe Teopuje CUHTYpdaHmu3Ma. V3noxdeHa
celieK1yja je KOHTEKCTYalIM30BaHa TaKo Jja yKaXke Ha
pasmMuMTe yMETHIYKE CTABOBE CIIpaM MpodieMaTyKa
€CTeTCKe ¥ COL[Uja/THe CaBPEeMEHOCTH, a HocedHa
IaXa rmoceeheHa je aHamM3M penamyje yMeTHUK
- npyurrso (Proti¢ et al. 1972, de3 marnnauuje),
LITO Ce 3HAYajHO PA3/IMKOBAJIO Off IIPETXOTHMX
jYrocnoBeHCKMUX HacTyna Ha bujenany. Puxrepos cras
O CHTE3M YMETHOCTIU M JKMUBOTA, OJHOCHO aKTIBHOM
YK/By4nBamy MYNITUAVCOUIITIMHAPHOT HOTeHLU/IjaTIa
YMETHOCTH y IIpoliece OIMKOBamba IPYIITBEHUX
CTPYKTYypa y 1aTOM je KOHTEKCTY NOHYAMO pagNKamHy
BU3Ujy O MOTYhHOCTUMA colMjanm3aIyje yMeTHUYKOT
nenoBama (Denegri 1972, de3 marnHanuje).

Y Tum roguHama, MebyTI/IM, MHOTHU CY ITOCETNOI
u xoMeHTatopu bujenana, ykpyayjyhu u one ca
jyrocnoBeHcKe CTpaHe, FOBOPU/IN 1 IICA/IN O CMPIHiu
y Berneyuju — OpraHn3anoOHOj ¥ KOHLENTYaTHOj
Kpusnu oBe MehyHnapopHe nsnoxdene manudecranuje,
Koja je y3umasa cBe Bulle Maxa. PecTpykrypupame
je dUI0 HEMIHOBHO, IIITO Ce ¥ JOTOAMIIO yCBajarmheM
HoBor cratyra 1973. rogune (Di Martino 2005,
65) n gonackoM Ha 4enno bujenana Kapna Pune nu
Meamne (Carlo Ripa di Meana), urana Vtanmjancke
coumjanuctuyke napruje. Kako rokom 1974. nuje
dusto npeseHTalMja HAIIMOHATHNX aBI/bOHA Y
oxBupy bujenana,” jyrocnoseHcko yueurhe je
HacTaB/beHOo 1976. roguHe. CBaKaKO HajpafyKaTHNjI
JICKOPAK Y KOHLIETILIMjI jyTOC/IOBEHCKe U3/I0XKe
Ha bujenany duo je mpahen okomHOCTHMA Koje je
HEOIIXOHO pasMoTpuTi. [IpBoduTHY npenior 3a
HACTyI y JyrOoC/IOBEHCKOM NaBU/bOHY Pajocasa
[Iyrapa, Tajammer ynpapHuka lanepuje cyBpemene
yMjeTHOCTH Y 3arpedy, 110 je CMUIIIbEH Jja OATOBOPK
Ha aKTye/Ha NMTama Koja bujenane orsapa, Te
pedepuure Ha ,,[...] ideolosku sredinu (ambijent) u
kojem se odvijao razvitak umjetnosti u nasoj zemlji
nakon pocetka osmog decenija naseg stole¢a” u ma
YKake Ha IIpMMepe YMETHUYKMX IIPAKCK Y JyrocimaBuju
KOje UCIIUTY]jy IpodjeMe cTaTyca yMeTHIUYKOT
JieIa, OJHOCHO HheTrOBe JleMaTepujannsalmje, Kao u
yZIOTy ayTOpa, Te N3pa)kaBajy aKTUBHY KPUTUIKIN
CTaB ClIpaM APYIITBEHNX N KY/ITYPHUX CTPYKTYypa.
[pennor je mpenBumeo perpocnektusy rpyne OXO
(xao HajpaHuUju IpUMep UCIO/baBakba PaIuKaTHIX
CTaBOBA Y jyTOC/IOBEHCKOM KY/ITYpPHOM IIPOCTOPY)
I aKTyeJlHe YMeTHUYKe poayKuuje: Pajommupa
Jammwanosuha [Jammwana, Mapuny Adpamosuh,
Topana Tpdymaxa 1 Bpauy Jumurpujesuha. Mako
je Mebypenydmukn koopayHanonu ondop 3a
KyITYPHY capajiiby Ca MHOCTPaHCTBOM IIOJPYKA0 /IEBY
TIONIUTUYKY OPUjeHTalujy HOBe ynpaBe bujenana
U YKa3a0 Ha 3Ha4aj jyroc/oBeHcKor yduemnrha y

22 OBo je brjenasne dumo n3BefeHO Kao peakiiyja Ha aKTyeTHe
norabaje y Untey, OfHOCHO Kao KyITYPHM IPOTECT IIPOTHB BOjHOT
yaapa dynyher gukraropa Ayrycra [InHOYea 1 HeroBIX MOCTEANIIA.
23 KoHuenT n3noxde npepcrasbet je y [lyrapoBoM nsBernTajy
JInkoBHOj Komucuju Mebypenydmdkor KoopaMHaIMOHOT 0fdopa 3a
KYITYpPHY capajiiby ca MHOCTpaHCTBOM 16. 2. 1976. (AJ-465-1455).

JaTUM OKOTTHOCTMMA, JINKOBHA KOMICH]ja ce Huje
MOIIa yCaIJIaCUTI OKO IIpeJiIoTa 3a u3noxdy, Te
je OH ondujeH, IITO je pe3yNTUPano ¥ 3BaHNYHUM
OflycTajameM OfI jyroc/loBeHCKor yduentha Ha Bujenany.
Haxon unTepsennuje gupexuuje bujenana, koja je
13 IPOTECTa MPeMA HEy4eCTBOBamY Jyrocinasuje
TIOCTIaIa TeflerpaM npeficeaHuKy Jocumy bposy
Tuty ca MOndOM fa yTude Ha IPOMEHY OBaKBOT
CTaBa, CTPy4YHa KOMICHja je OTIET XUTHO 3aceaa
Uy IIOC/IeitbeM Yacy NPUXBATU/IA PEBUAMPAHN
[Tyrapos npepnjior na y JyrocioBeHCKOM IaBU/bOHY
Hactyme: bpanjo Jumunrpujesnh, Visan Koxxapuh,
Jynuje Kuudep, bopuc Jecnx, Pagomup Jammanosuh
Hammban u Xepman IBappujananh.* HeedrkacHocT
SUpOKpaTCKOr arapara, aam 1 HepasyMeBame I
HeozfodpaBarme HafllleXKHe CTPYYHe KOMUCHje fa
KPUTHYKe yMeTHIUKe mpakce yhy y penpesenrarmjcke
OKBMpe Jyrocnasuje, JOB€/IN CY O TOTOBO
MapajloKcajHe CUTyaluje y KOjoj je yMajio u3ocTaja
HayeJIHa MOZIpUIKa COLUja/IMCTUYKe Jyrociasuje
pedopMmcaHOM, M3Pa3UTO IEBIMYAPCKOM KOHIIETITY
bujenana. Jemra [lenerpu je y npukasy bujenana
JaTy CUTYalLUjy aHaaM3Upao Ha ciefehn Haums:
»Akcenat u radu ovih umetnika nije vise postavljen
na neprikosnovenost forme estetskog objekta vec¢ je
prenet na Citanje misaonih poticaja koji iz statusa
dela i iz nacina ponasanja samih autora direktno ili
indirektno proizlaze, a upravo u tome se bez sumnje
i nalaze razlozi zbog kojih se znacenje preteznog
broja ovih radova naslo u raskoraku sa zahtevima
za reprezentativnoséu i afirmativno$éu umetnickih
iskaza kakvi se u ovakvim ‘oficijelnim’ aranzmanima
pre¢utno podrazumevaju’? Y3gpskaHiu, 11 HepeTKO
KOMIIPOMIVCHU MOJIePHUCTIYKY PeIIPe3eHTaIVjCKI
TOBOP jyrOC/IOBEHCKOT HacTyna Ha bujenany osum je
HACTYTIOM, UIIAK, TOBEIeH y uTame Oe3 ofrosapajyher
ofjexa.

OcampeceTe rofuHe y JyroCTOBEHCKOM HMaBU/BEOHY
y Benenmju sanounmy nocieqmuM OMaXKoM BEMKOj
Uzeju O conujanucTndkoj Jyrocmasuju. Komecap
3opan Kpxxnmrank xao ofrosop Ha Temy bujenama
1980. roguHe — yMETHOCT CelaMIeCeTuX — Hyau
IIPAKCY jyTOCTIOBEHCKE MOHYMEHTa/THe CIIOMEHIIKe
ckynurype nocsehene HapogHOOCTOdOMTAUKO]
dopdu y JIpyroM CBETCKOM pPaTy, Koja je y OKBUPY
usnoxde mpepcras/beHa Kpo3 ¢pororpaduje u
KOHKYPCHY IOKyMEHTAIMjy. Y KOHTEKCTY OOIMKOBarba
IIpUpoOgHOTr Opr)KeH)a MOHyMeHTa}IHI/IM yMeTHI/I‘-IKI/IM
MHTEepBeHILIMjaMa, Kao 1U3pa3oM NodefloHOCHe cnodozie
YOBEYAHCTBA U Ib€HUX yHI/IBep3a]IHI/IX BpEOIHOCTN
(Krzi$nik 1980, 210), dun cy mpencTaB/beHn
Ppenpe3eHTaTUBHY CIIOMEHNYIKI MeMOpI/[jaHI/I
ayrtopa Jlymana [lamome, CraBka Tuxena, bormana
Bopanosuha, Muogpara JXusxosuha n gpyrux. Taga je
HOC/IE/EbI Iy T U37I0XKOa y JyTOCTIOBEHCKOM TTaBU/BOHY

24 OmnumpHM n3Bernaju o gorahajuma Koju ¢y IpaTuin IpuIpemy
OBOT jYyTOCTIOBEHCKOT HacTyna Ha bujenany y Benenuju uyBajy ce y
Apxusy Jyrocnasuje y beorpany, boun: AJ-465-1455.

25 Jesa Denegri, ,,Bijenale u Veneciji’, Umetnost, br. 50, 1967, 35.

in 1976. What became the most radical choice in
organizing the Yugoslav exhibition in Venice was
determined by circumstances which deserve to be
more fully analyzed. The initial exhibition proposal

by Radoslav Putar, the then manager of the Gallery

of Contemporary Art in Zagreb, intended to answer
the current questions posed by the Biennale and
referred to “[...] the ideological environment which
has surrounded the development of art in our country

> %
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since the beginning of the 1970’s”* while pointing

to examples of artistic practice in Yugoslavia which
were exploring the problems of the status of artistic
works and their dematerialization as well as the role
of the author. These practices were expressive of active
critical attitudes toward social and cultural structures.
The proposal suggested a retrospective of the OHO
group (which represented the earliest example of
expressing radical stances within the Yugoslav cultural
space) and exhibitions by current artists Radomir
Damnjanovic Damnjan, Marina Abramovic, Goran
Trbuljak and Braco Dimitrijevic. Although the Inter-
republic Coordinative Board for Cultural Cooperation
with Foreign Countries supported the leftist leanings
of the new Biennale management and emphasized

the significance of the Yugoslav participation under
such circumstances, the Artistic Committee could

not manage to agree on the exhibition’s proposal
causing it to be rejected which resulted in the country’s
official decision to abstain from participating at

the Venice Biennale. After an intervention by the
Biennale management which sent an official telegram
to president Josip Broz Tito in protest, urging him

to influence a change of decision, the Committee
urgently set once again and accepted in the last
minute a revised proposal by Putar for the Yugoslav
exhibition to include Braco Dimitrijevic, Ivan Kozaric,
Julije Knifer, Boris Jesih, Radomir Damnjanovic
Damnjan, Herman Gvardijancic*. The inefficacy of the
bureaucratic system as well as lack of understanding
and approval by the Artistic Committee in including
critical artistic practices in the Yugoslav representation
led to an almost paradoxical situation that threatened
to show lack of support of socialist Yugoslavia for the
reformed and remarkably leftist Biennale concept.
Jesa Denegri wrote in his review of the Biennale: “The
emphasis in the work of these artists is not placed

on the ultimate dominance of the form of aesthetic
object anymore but has been transferred to reading
thought incentives which stem directly or indirectly
from the work’s status and the behavior of its author
which is no doubt the reason why the meaning of
most of the represented works came into dispute with
demands for representative and affirmative nature of

23 The exhibition concept was presented in Putar’s report to the Artistic
Committee of the Inter-republic Coordinative Board for Cultural
Cooperation with Foreign Countries, February 16, 1976 (AJ-465-1455).
24 Detailed reports on the events accompanying the preparations for
this particular Yugoslav presentation at the Venice Biennale are housed
in the Archive of Yugoslavia, Belgrade, marked AJ-465-1455.

artistic expressions which are implicitly expected from
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these “official arrangements™. The conformist and
most often compromised modernist representational
discourse of the Yugoslav participation at the Venice
Biennale was with this exhibition questioned but
without adequate response.

The decade of the 1980’s in the Yugoslav pavilion
began with the final homage to the great idea of
socialist Yugoslavia. Commissioner Zoran Krzisnik
in response to the theme set by the Biennale in
1980 — which was the art of the 1970’s - offered the
practice of Yugoslav monumental memorial sculpture
dedicated to the national liberation fight during WW2
and which was represented through photographs and
documentation (concerning the process of choosing
the artist to create the work). Within the context of
shaping the natural environment with monumental
artistic interventions as expressions of victorious
freedom of humankind and its universal values
(Krzisnik 1980, 210) represented memorials chosen
were by artists Dusan Dzamonja, Slavko Tihec, Bogdan
Bogdanovic, Miodrag Zivkovic and others. This was
the last time that the Yugoslav pavilion exhibition in
Venice was directly marked by political and ideological
artistic discourse.

The following exhibition in 1982, opened up spaces
for presenting new artistic positions in the Yugoslav
artistic environment and these positions could
roughly be described as symptoms of the postmodern
condition and are represented in the works of younger
artists who took up pluralist standpoints and brought
into question / revised the possibility of realizing
a modernist project at all. Through the very choice
of artists Bora Iljovski, Edita Subert, and Andraz
Salamun, commissioner Jesa Denegri of the Museum
of Contemporary Art in Belgrade pointed to the
emergence of new tendencies in artistic Yugoslavia
which were created and developed in parallel with
similar tendencies in other artistic environments: the
concepts of new painting, ideas of trans-avant-garde,
pattern painting, and new expressionism (Denegri
1982, np). In presenting Boris Bucan (commissioner
Davor Maticevic), in 1984, and Emerik Bernard,

Nina Ivancic, Zvjezdana Fio, Luj Vodopivec and
Mileta Prodanovic (commissioner Andrej Medved),
in 1986, the movement within the reference field of
postmodernism was continued. When the Yugoslav
exhibition model is concerned the 1984 Biennale offers
a significant change: for the first time the exhibition
presented only one artist which marked the definitive
abandoning of the pattern of republic representation
as a compulsory frame of the Yugoslav participation
at the Biennale. This practice was continued in 1988
(artist Janez Bernik and commissioner Jure Mikuz)
and 1990 (artist Filo Filipovic and commissioner
Zoran Gavric), which were the final presentations of
socialist Yugoslavia in Venice, indicating the layering

25 Jesa Denegri, ,,Bijenale u Veneciji”, Umetnost, br. 50, 1967, 35.
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y Benenuju nupeKTHO 03HaYeHa MOINTUYKO-
UJIEOJIOIKMM TOBOPOM YMETHOCTH.

Hapepnun nacryn na bujenany, 1982. ronune,
OTBOPUO je MIPOCTOP 32 NPMKA3MBaIbe HOBUX
YMETHMYKVX HO3MIMja Ha jyTOCTIOBEHCKOM
YMETHUYKOM IIPOCTOPY, KOje ce y HajImpeM
CMICITY MOTY OKapaKTepMCaTy Kao CUMIITOMMU
TIOCTMOJIEPHOT CTakba, @ OIHOCE Ce Ha CTBAapasalliTBO
Mmiabe ymeTHMUKe reHepaluje, Koja HaCTyIa ca
IUTy pa/IMCTUYKMX TO/IA3UILITA ¥ KOja JOBOAU Y
IIMTakbe VIN PeBUAYPa MOIyNHOCTI OCTBapema
MOJIePHUCTIYKOT IpojekTa. CaMuM 1360poM
ymerHuka: bopa Vposcku, Egura llydepr 1 Anppax
[ManamyH, Komecap Jerra Jenerpu (Mysej caBpemeHe
yMeTHOCTH, Beorpaj) ypaso je ykasao Ha 1ojaBy
HOBUX TeHJIeHIIWja y jyrOC/IOBEHCKOj CpeINHNA, KOoje
Cy HacTajajie 1 OfjBUjajie ce Mapasie/THO Ca CPOIHUM
rojaBaMa y IpyT¥M YMETHUYKUM CpefMHaMa —
KOHIIENITYIMA HOBe C/IMKe, MJiejaMa TpaHCaBaHrape,
pattern painting-oM, HOBUM €KCIIPECHOHU3MOM
(Denegri 1982, de3 narnnanuje). IIpencraspameM
Bopuca byhana (komecap JaBop Maruuesnh) 1984.
roauHe, e EMepuka Beprappa, Hune ViBanunh,
3Bjesmane Puo, Jlyja Bogonusena nu Munere
ITponanosnha (xomecap Aunpej Mensern) 1986.
TOJIMHe, HACTAB/bEHO je KpeTame Y pedepeHTHOM
NI07by TIOCTMO/IepHe. Y KOHTEKCTY MOJe/ia M3/lararba
Jyrocnasuje, Ha Bujenany 1984. ronune fonasu
IO 3HauYajHe IIPOMEHe: IPBY MYT je 3a U3NI0XKOY y
[TaBn/bOHY OfadpaH caMo jeflaH YMETHMUK, YuMe je
7 neUHUTUBHO HAITYIITEH T3B. PeiySAUUKU Kby
Kao 0daBe3yjyhu OKBMP jyroC/IOBEHCKOT HacTyIla Ha
Bujenany. OBa je mpakca HacTaB/beHa U Ha U3IOXKOaMa
Ha Bujenany 1988. rogune (JaHe3 BepHuK 1 Komecap
Jype Muxyx) u 1990. rogune (Puno dununosuh un
koMecap 3opan [aBpiuh), HocIenHIUM 110jaB/bUBaBIIMA
coumjanucTuyke Jyrocnasuje y Benenuju, unume je
HasHaueHO paciiojaBame jyrocIoBEeHCKe cdepe, Koje
je yOp3o 3atum u foBpireHo y rpahaHcKuM patoBuMa
KOjJ1 Cy Ce TOKOM JIeBefleCeTUX TOfIMHA BOUIN
Ha IbeHOj TepuTopujn. Vinax, 3Hauajuo je ncrahn
7ia Y TI0/bY YMETHOCTH 1 KpO3 TI03M1IMje ayTopa
TIPefiCTaB/bEeHNX Y JYTOCTTOBEHCKOM MaBI/bOHY Y OBOM
IIepuopy Huje duIo McKa3a HUTY KOMEHTapa Koju
CY QaHTUIUIIMPATN MIM KOMEHTAPIUCATN aKTyeTHe
APYHWTBEHE U ITOINTUYKE PEATHOCTU Y AP KaBI KOja
je IIo/IaKo TOHY/IA Y UEONOIKY U TEPUTOPUjaTHY
Je3MHTErpaLujy.

JenHa He3aBpIIeHa CTOpUja

[TaBupOH Jyrocnasuja je HAKOH AMCOMyLIMje
Counjamctiyuke OeneparnsHe Penydnuke
Jyrocnasuje Hacnenuina CaBesHa Perrydmmka
Jyrocnasuja, xojy cy unnmne Cpduja u Ilpna [opa.
3dor yBobema cankiuja mehyHapogHe 3ajeqHnIie, oBa
Jyrocnasuja Huje yyectoBana Ha bujenany mo 1995.
rofMHe, Kajia je y BeHenuju npencras/peHa nsnoxda

cnvkapa Mutoma Ilodajuha (komecap Pagucias
Tpxyma, Tagauimy gupekTop Myseja caBpeMene
ymerHocty, beorpan). ako ce TokoM fieBefieceTnx
ropuHa y Cpduju, y OKpi/by MHCTUTYLIMOHAIHE
Ky/IType, a HApOUYUTO KPo3 paji Myseja caBpemene
ymeTHOCTHU y Beorpany, ofsujao mpouec

TeMe/bHe PeBU3Nje UCTOPUjCKUX U UJEONMOMIKUX
HApaTUBA O YMETHOCTH Y IPABIly U3PA3UTOT
AQHTUMOJIEPHUCTUYKOT U TIPOHAIMOHAIUCTUYKOT
ycMeperba (KOju je OCTBapeH U Y U3T0XKOeHOj IpaKcu
y 3eM/bl), Ha HeKe Ip)KaBHe HACTYIIe, yK/bydyjyhu u
BeHennjancko dujeHarte, HUCY ce C/Iamy YMETHUIM
KOj1 Cy IIpyIafany 3BaHNYHOM HOBOQOPMUPAHOM
ykycy (Aubenkosuh u Iumurpujesuh 2005, 21).
MHoro BulIle, OBY Cy HACTYIIVM OM/IM pe3ynTar
Hepery/MCcaHyx M MPUBAaTU3OBAHNX CTPYKTypa
YHYTap MHCTUTYIMOHATHMX Te/la 3BaHMYHE KY/ITypHe
nonuTrKe — nocedno Hactyn Boje Cranuha (komecap
Bpanucnas Cexynmuh) 1997. ronune, kazia je des
IOBOJ/BHO apPIyMEHTOBAHOT 3BAHIYHOT 00aBellITeha
oBy4eH 1no3us ynyhen Mapuuu Adpamosuh

Ia HACTYIN y JyrOC/IOBEHCKOM MaBU/BbOHY.? Kao
10ceSHO HeNPOMMII/BbEH TeCT KPaTKOPOYHe, Maja y
CBOjOj aHAXPOHOCTM epUKaCHE KYITypHe IOMTUTHKE
Jyrocnasuje 3a Bpeme BnafaBuHe Crodomana
Muwuomesnha, uctude ce Hactyn Ha bujenany 1999.
roguHe: cukap Topop CreBaHoBuh u cKynnType

Off TepaKOTe HacTajle y OKBUPY cummosnjyma Terra

y Kukunagu (ayropu Cnodopnan Kojuh, Mnagen
Mapuukos, bopucnasa Hegemkosuh IIpoganosuh,
Mapujana I'sosgeHosuh u Munopan Jammwanosuh),
komecapa Papucnasa Tpkysbe, KOju je OpraHMsoBaH 1
usBobhen ucrospemeno ca HATO domdapnosawem CP
Jyrocnasuje.

[Touerak gBeXM/baJUTUX TOAMHA O3HAYEH je
JeMOKPATU3aLMjOM IIOIUTUYIKE CTBAPHOCTU y
Cpdujn — Munormesuh je nopaken Ha n3dopuma, a
U3BPIIHA BJIACT TIPE/Asy y pyKe AeMOKPATCKOT d/0Ka,
YMMe je HOKPeHYT IPOIleC eKOHOMCKE I PYIITBEeHe
TpaH3MuIuje, Koja joll Tpaje. YOUCTBO mpemujepa
3opana Bunbuha u gecre cmene xoammiuja
KOPYMIMPAaHUX ITOJIMTUYKNX MapTHEPA Ha B/IAaCTU
IPOY3POKOBa/M Cy HeMOIyliHOCT CHCTeMCKUX
poMeHa Koje du omoryhnie pasBoj KOHCeKBEHTHE,
uay dap jacHO apTUKY/MCAaHe KYITypHe IONMNTUKE,
Koja O 3a moTpede MIIUNTaBaba HACTYIIA Ha
Bujenany y Benernju y oBoM mepuony duma of
nomohn. Y Hajsehiem Spojy HacTyma y JyrocoBeHckoM
MIaBU/bOHY Of TIOYETKA IBeXM/baJUTUX FOflHA
IIPUCYTaH je UMITYJIC 33 IPONUTUBAE UCTOPUjCKUX,
CUMOOIMYKIX 1 PEITPe3eHTaIMjCKMX 3HaYeHha CaMOT
[TaBu/bOHA U H-ETOBOT jYTOCTIOBEHCKOT U/IEHTUTETA.
Kowmecap Ilerap Hyxosuh je na Bujenany 2001.
[TaBU/bOH UCKOPUCTHO KAO MECTO 32 IIPONUTUBAbE
Ba/IMJHOCTY HAIL[OHATHUX IIPOIIO3MIIjA

26 OmumpHuje o oBoM gorabhajy Busern y: Bojana Peji¢, “Balkan for
Beginners”, in: Laura J. Hoptman, and Tomas Pospiszyl (eds.), Primary
Documents: A Sourcebook for Eastern and Central European Art since the
1950s, The Museum of Modern Art, New York 2002, 325-340.

of the Yugoslav sphere which was soon after completed
through civil wars, fought during the 1990’s. However,
it is significant to emphasize that in the field of art

and authorial stances represented in the Yugoslavia
pavilion during this period there were no comments
or expressions which would anticipate or offer
observation on current social and political realities
within a state that was slowly sinking into ideological
and territorial disintegration.

An Ongoing History

The Yugoslav pavilion was after the dissolution
of the Socialist Federative Republic of Yugoslavia
inherited by the State Republic of Yugoslavia made up
of Serbia and Montenegro. Due to UN sanctions this
Yugoslavia did not participate at the Biennale until
1995 when the presented artist was Milos Sobajic and
commissioner Radislav Trkulja the then managing
director of the Museum of Contemporary Art in
Belgrade. Even though during the 1990’s there was
in Serbia within institutional culture and especially
through the work of the Museum of Contemporary
Art in Belgrade, a process of the fundamental revision
of historical and ideological narratives of art in the
direction of significant anti-modernist and pro-
nationalist leaning (which was also evident in the
exhibition practices in Serbia) the chosen artists for
state representation including the Venice Biennale
were not those belonging to the official newly formed
taste (Andjelkovic and Dimitrijevic 2005, 21). Serbian
representation was during this time much more
the result of unregulated and privatized structures
within the institutional bodies of official cultural
politics — especially the exhibition by Voja Stanic
(commissioner Branislav Sekulic) in 1997 when
without sufficient official argumentation the invitation
for Marina Abramovic to participate at the Yugoslavia
pavilion was revoked.? Yugoslav presentation in 1999
represents an especially inconsiderate gesture of short-
term though anachronistically effective cultural politics
of the state during Slobodan Milosevic: painter Todor
Stevanovic and terracotta sculptures created within the
Terra symposium in Kikinda (authored by Slobodan
Kojic, Mladen Marinkov, Borislava Nedeljkovic
Prodanovic, Marijana Gvozdenovic, and Milorad
Damnjanovic), commissioner by Radoslav Trkulja,
organized and performed simultaneously with the
NATO bombing of Yugoslavia.

The beginning of the 21* century was marked
by the democratization of political reality in Serbia
- Milosevic ceded power after elections and the
executive government transferred to the democratic
bloc which started the process of economic and social
transition, still underway. The assassination of Prime

26 For more information on this event see: Bojana Peji¢, “Balkan for
Beginners’, in: Laura J. Hoptman, and Tomas Pospiszyl (eds.), Primary
Documents: A Sourcebook for Eastern and Central European Art since the
1950s, The Museum of Modern Art, New York 2002, 325-340.

Minister Zoran Djindjic and frequent changes in
governmental structure of various corrupt political
coalitions caused the impossibility of systemic
changes which would enable the development of
consequential or at least clearly articulated cultural
politics which would have been helpful for national
representation at the Venice Biennale during this time.
Most participations at the Biennale since the beginning
of the 21* century have included the impulse for
examining historical symbolic and representational
meaning of the Pavilion itself and its Yugoslav identity.
Commissioner Petar Djurkovic, in 2001, utilized the
pavilion as a space to explore the validity of national
oppositions by confronting works by artists Milija
Pavicevic of Montenegro and Oleg Kulik of Russia
(Cukovic 2001, 8). During the next Biennale, in

2003, the representational and ideological models of
art and its history were more directly examined by
presenting the project Pavilion Yugoslavia which was
made up of: The International Exhibition of Modern
Art by Anonymous (Goran Djordjevic) inside the
pavilion, and installation National Pavilion positioned
on its fagade by artist Milica Tomic (commissioner
Branislava Andjelkovic, curators Branislav Dimitrijevic
and Dejan Sretenovic). Milica Tomic posed questions
on the existence of Yugoslavia and the emancipatory
policies of Yugoslav antifascism and the National
Liberation Army (Andjelkovic 2003, 76) by taking as
the starting point of her intervention the trope of the
Yugoslavia pavilion and thus, pointing to the potential
of historical projects in redefining contemporariness.
The Biennale of 2005 hosted a presentation by
Montenegro: Igor Rakcevic, Jelena Tomasevic and
Natalija Vujosevic, commissioner Svetlana Racanovic.
The first official of Serbia at the Biennale 2007 by artist
Mrdjan Bajic (commissioner Vladimir Velickovic,
curator Maja Ciric) examined Yugoslav legacy

within the pavilion through the work Yugomuseum
(developed since 1998). This work placed at the
beginning of the exhibition narrative was constructed
as the place of rejected Yugoslav histories through
sculptural assemblage of paintings, situations and
materials of its past ideologies repeatedly provoking
questions on confronting the complex legacy of the
Yugoslav experience. After exhibitions by Katarina
Zdjelar and Zoran Todorovic (commissioner Branislav
Dimitrijevic) in 2009, and inspired by the exhibition
of Rasa Todosijevic in 2011, entitled The Light and
Darkness of Symbols, the ex-Yugoslav pavilion was
referred to as inherited sign (Grozdanic 2011, 7)

which has been treated through different semantic
and contextual inversions and interventions of artists
in relation to historical and national symbols. The
Yugoslavia pavilion at the Venice Biennale 2013
presented a project entitled There is Nothing Between
Us by artists Milos Tomic and Vladimir Peric, and
commissioned by Maja Ciric.

* ok %
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cydepaBambeM ymMeTHrKa Munje ITasunhesnha n3s
Lpne Tope u Onera Kymka us Pycuje (Cukovic 2001,
8). [Tpunnkom HapefHOr HacTyma Ha bujenany 2003,
joI AMpeKTHHUje Cy IPeUCIUTAaHM PePe3eHTalljCKO-
UI€0TOUIKM MOJIENI YMETHOCTH 1 IbeHe MCTOpuje
npeficTaB/bameM npojexra Ilasumon Jyiocnasuja, Koju
cy umHwIe: MHilepHaUuoHanHa usnonsa mogepHe
ymeitinocitiu aHoHnMHOr aytopa ([opana Hopbhesnha)
y enrtepujepy IlaBubona u uncranauuja Hayuonanmu
1a6UbOH, Ha HEroBOj pacazy, yMmeTHuIe Musmiie
Tomuh (xomecap Bpanncmasa Aubenkosuh, kycrocu
Bpanucnas Jumurpujesuh u lejan Cperenosuh).
Ysumajyhu sa nonasuinre cBoje MHTepBEHIMje

TOIIOC JYTOC/IOBEHCKOT NMaB1boHa, Mumia Tomuh

je oTBOpM/Ia MUTaMa O ersUCTeHINj! JyrociaBuje

U eMaHIIUIIATOPCKUM MOIUTUKAMA jYTOCTIOBEHCKOT
a"TudanmMMa 1 HapogHoocaodoauIaYKe dopde
(Andelkovi¢ 2003, 76), ykasaBLIM TUMe Ha IOTEHIjal
UCTOPUjCKUX IIpojeKaTa 3a pefedyHuCabe
caBpemenoctu. Ha cnenehem bujenany, 2005. ronune,
duna je mpepcras/bena cenexunja Lpue Tope: Vrop
Pakuesuh, Jeena Tomamesuh n Haranuja Byjoresuh,
kycroc Cernana Partanosuh. [IpBy sBaHMYHY HACTYII
Cpduje Ha bujenary, 2007. rofune, ymeTHuka Mphana
Bajuha (xomecap Bragumup Bennukosuh, kycroc Maja
Rupuh) npodnemarnsosao je Hacnebe Jyrocnasuje y
mpocropy IlaBu/boHa Kpo3 paj Yugomuzej (pa3Bujan
ox1 1998), Koji je, CMeIITeH Ha IOYEeTKY M3TOXKOeHe
Hapalyje, KOHCTPYUCaH Kao MeCTO OfjdadeHMx
jYrOC/IOBEHCKUX UCTOPHja KPO3 CKY/IIITOPaTHN
acaMOIaXx C/MKa, CUTyalluja i MaTepyjana beHnX
MUHY/IUX UJIe0/IOrMja, U3HOBA IpoBoLupajyhn
IUTamba O Cyde/baBalby Ca KOMIUIEKCHUM Hactehem
jyrocnosenckor uckycrsa. Hakon Hacryna Katapune
3njenap u 3opana Togoposuha (komecap bpanucias
IOumurpujesnh) na Bujenany 2009. roguse, Te
noBofoM nsnoxde Pamte Tonocujesnha Ha Bujenany
2011, mox HacnoBoM Ceeiliociii u iiama cumdona, Ha
SUBIM JyroC/IOBEHCKM NaBI/bOH YKa3aHO je ¥ Kao Ha
nacnehenu 3nax (Grozdani¢ 2011, 7), Koju je TpeTupan
KPO3 pas/IMunTe CeMaHTUYKe ¥ KOHTEKCTyaTHe
MHBep3uje ¥ MHTepBeHIMje YMEeTHUKA CIIpaM
MCTOPUjCKVX Y HALOHAMHMX cuMdona. Y IlaBubony
Jugoslavia je Ha Bujenany 2013. rogyHe IpeCTaB/beH
npojexat ymetHuka Munoura Tomuha u Bragummpa
ITepnha Hema Huueia usmehy nac (komecap Maja
Rupuh).

OBge roante ucropujy mecra IlaBunbona Jugoslavia
odenexuthe Yjeguroere mpitise Hayuje — YMETHUYKU
MCKa3 Koju M3BOhemeM pesknMa BU3YeTHOCTI OTKPMBa
HeoCTBapeHe IPOjeKTe HAIMOHATHUX UCTOPUjCKIX
nporieca 4nje u3dpucane nosuiyje ,00ujajy” rimac
y CUTYyaIiju JaHAIlbe HeMOTYRHOCTH OCTBaperma
Busnje o dypyhuoctu. Ilonasehn of rako kpenpanor
KOHTEKCTa MecTa HeKaJalllibeT JyTOCIOBEHCKOT

naBW/bOHA Y BeHenuju, iBa 3aycraB/beHa
MOJIEPHICTIYKA IIPOjeKTa Koja Cy I03MIIMje TOBOPa
apTHKY/IMCaa y OBOM IIPOCTOPY — IpBY rpabaHcko-
KaIlMTaIMCTUYKYU U APYTY aHTUAIIMCTUIKO-
COLIMjaMMCTIYKY — SWJIa Cy TIpeiMeT UCIUTUBAbA
oBora TeKCTa. TOKOBM ¥ MOCTYNIM peanusanyje ase
BI3Mje MOJEPHOCTN y JyrOC/IOBEHCKOM IIaBU/bOHY

Y CBOjUM Cy Ceé KOHTMHYUTETUMA U ITapaJoKCuMa
OfIBMja/IM YHYTap IMPUX ¥ KOMIUIEKCHUX
MeXaHU3aMa JPyLITBEeHO-IOMUTUYKMX acIypanja.
Kao mopmjym 3a KOHCTpyMCambe U IPUKa3UBaH-e
3BAHMYHOT CTaBa CIpaM JIOKaTHUX U ITI0daTHMX
MONIUTUYKNX I'MOamba, a/li M Kao CUTYyaluja U3 Koje
Ce YHyTap jyroC/IOBEHCKOT yMETHMYKOT IIPOCTOpa
TI0/1apM3Yjy TIOT/IeAM Ha MPodIeMaTUKy APYIITBEeHe
yrore ymetHOCTH, [1aBUbOH Jugoslavia mpencTaBba
BUILIE3HAYHO I10/be ICTOPMje Ha KOMe Cy Ce OfUrpanu
K/bYYIHN VMIAE€OTOIIKN IIPEIOMN U MHULOVIPAIN SHa‘-IajHI/I
KPUTUYKN T€CTOBIN Y NOMEHY YMETHOCTI. Tako
dbopMupaH cMMOOIMYKY TOIIOC MCKYCTBA €r3UCTHPa
KPO3 HENPEKUIHM [MjajIoT Ca CABPEMEHMM TPEHYTKOM,
M3HOBa yka3yjyhu Ha nmorpedy fa ce HeflOBpILIEHN
TOKOBY BUILEIVHMjCKOT jyTOCTTOBEHCKOT MOJEPHOT
NpOjeKTa MPEeNCInTajy, aKTyannusyjy Uin cydese.
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This year the history of the Yugoslav pavilion will
be marked by project The United Dead Nations — an
artistic expression which through performing the
system of visuality reveals the unrealized projects of
national, historical processes whose deleted positions
“gain” a voice in the situation of contemporary
impossibility to realize the vision of future. Starting
from thusly created context of the space of former
Yugoslavia pavilion in Venice, the two arrested
modernist projects which were articulated within the
space by discourse positions - the first bourgeois-
capitalist and the second antifascist-socialist - became
the subject of examination for this article. The
directions and acts of realization of these two visions
of modernity in the Yugoslav pavilion have with
their continuities and paradoxes developed within
wider and more complex mechanisms of social and
political aspirations. As a podium for constructing
and presenting the official stance in relation to local
and global political changes but also, as a situation
from which the views on the social role of art are
viewed within the Yugoslav artistic space, the Yugoslav
pavilion represents a multifaceted field of history
on which key ideological shifts have played out and
significant critical gestures have been initiated in the
field of art. The symbolic trope of experience formed
in this way exists through constant dialogue with the
contemporary moment always emphasizing the need
to reexamine, contemporize or confront the incomplete
flows of the multilinear Yugoslav modern project.

BIBLIOGRAPHY

Andelkovi¢, B. (2003) “National Pavilion” in
Stojanovi¢, B. (ed.), Milica Tomié: Project National
Pavilion (Belgrade, Museum for Contemporary Art),
76-77.

Andelkovi¢, B. i Dimitrijevi¢, B. (2005) ,,Poslednja
decenija: Umetnost, drustvo, trauma i normalnost” u
Andelkovi¢, B. et al. (2005) O normalnosti. Umetnost
u Srbiji 1989-2001 (Beograd, Muzej savremene
umetnosti), 9-127.

Bogdanovi¢, A. (2015) ,,Kraljevina Jugoslavija na
Bijenalu umetnosti u Veneciji 1938. 1 1940. godine’,
Zbornik Seminara za studije moderne umetnosti
Filozofskog fakulteta Univerziteta u Beogradu, 11, 23-33.

Yenedonosuh, A. (1952) ,,JyrocioBeHCKY TaBU/BOH
Ha Bujenany y Beneunju”, Bopda, 5. oktodap, 5.

De Sabbata, M. (2006) Tra diplomazia e arte: le
Biennali di Antonio Maraini (1928-1942) (Udine,
Forum).

Denegri, J. (1972) ,,Vjenceslav Richter” u Proti¢, M.
B. et al. (1972), Richter, Otasevic, Velickovié. Jugoslavia
36. Biennale di Venezia '72 (Beograd, Muzej savremene
umetnosti).

Denegri, J. (1976) ,,Bijenale u Veneciji’, Umetnost, 50,
22-35.

Denegri, J. (1982) Jugoslavia. Biennale di Venezia
(Beograd, Muzej savremene umetnosti).

Di Martino, E. (2005) The History of the Venice
Biennale 1895-2005 (Venezia, Papiro Arte).

Fleck, R. (2009) Die Biennale von Venedig. Eine
Geschichte des 20. Jahrhunderts (Hamburg, Philo Fine
Arts).

Grozdanié, Z. (2011) ,,Mesto utopije” u Mladenov
Koji¢, S. (2011) Dragoljub Todosijevié¢ Rasa. Svetlost i
tama simbola (Novi Sad, Muzej savremene umetnosti
Vojvodine) 7-9.

Horvat Pintari¢, V. (1964) ,XXXII Bijenale u
Veneciji’, Telegram, 10. jul, 3.

Horvat Pintari¢, V. (1966) ,XXXIII Bijenale u
Veneciji. Dileme i promasaji’, Telegram, 8. jul, 8.

Horvat Pintari¢, V. (1968) ,,Pol art u Veneciji’,
Telegram, 28. jun, 3.

Ignjatovié, A. (2007) Jugoslovenstvo u arhitekturi
(Beograd, Gradevinska knjiga).

Kasanin, M. (1938) «Padiglione della Jugoslavia»,
in Catalogo - XXI Esposizione Biennale Internazionale
d’Arte 1938 - XV, Venezia 290-291.

Kasanin, M. (1940) «Padiglione della Jugoslavia»,
in Catalogo — XXII Esposizione Biennale Internazionale
d’Arte 1940 - XVIII, Venezia 1940, 266-268.

Koscevié, Z. (1988) Venecijanski Biennale i
jugoslavenska moderna umjetnost 1895-1988 (Zagreb,
Galerije grada Zagreba i Graficki Zavod Hrvatske).

Krzisnik, Z. (1980) «Yugoslavia» in La Biennale di
Venezia. Section of visual arts. General catalogue 1980
(Venezia, La Biennale di Venezia), 210.

Mepenuk, J1. (2009) ,,1948: Bujenane y Benenuju u
jemaH IpuMep pelLeniyje u3Iaradke Ipakce MOfepHe
ymeTHOCTH , 300pHuK Cemunapa 3a citiyguje mogepHe
ymettnocitiu Punosopckol paxynitietia YHueep3uiieiia
y Beorpany, V, 249-256.

Merenik, L. (2010) Umetnost i vlast. Srpsko slikarstvo
1945-1968 (Beograd, Filozofski fakultet i Fondacija
Vujici¢ kolekcija).

Proti¢, M. B. et al. (1972) Richter, Otasevié, Velickovié.
Jugoslavia 36. Biennale di Venezia 72 (Beograd, Muzej
savremene umetnosti).

Putar, R. (1959) ,,Petorica na Biennalu. Jugoslavenski
paviljon u Veneciji 1958, Prisutnosti, 11, 64-65.

Trifunovi¢, L. (1982) ,,Enformel u Beogradu”,
katalog izlozbe u Umetnickom Paviljonu Cvijeta
Zuzorié, Beograd, in Bulatovi¢, D. (ur.) Lazar
Trifunovic. Studije, ogledi, kritike (Beograd, Muzej
savremene umetnosti) 111-149.

99



100

Fleck, R. (2009) Die Biennale von Venedig. Eine
Geschichte des 20. Jahrhunderts (Hamburg, Philo Fine
Arts).

Grozdanié, Z. (2011) ,,Mesto utopije” u Mladenov
Koji¢, S. (2011) Dragoljub Todosijevié¢ Rasa. Svetlost i
tama simbola (Novi Sad, Muzej savremene umetnosti
Vojvodine) 7-9.

Horvat Pintari¢, V. (1964) ,,XXXII Bijenale u
Veneciji’, Telegram, 10. jul, 3.

Horvat Pintari¢, V. (1966) ,,XXXIII Bijenale u
Veneciji. Dileme i promasaji’, Telegram, 8. jul, 8.

Horvat Pintari¢, V. (1968) ,,Pol art u Veneciji’,
Telegram, 28. jun, 3.

Ignjatovi¢, A. (2007) Jugoslovenstvo u arhitekturi
(Beograd, Gradevinska knjiga).

Kas$anin, M. (1938) «Padiglione della Jugoslavia»,
in Catalogo - XXI Esposizione Biennale Internazionale
d’Arte 1938 - XVI, Venezia, 290-291.

Ka$anin, M. (1940) «Padiglione della Jugoslavia»,
in Catalogo - XXII Esposizione Biennale Internazionale
d’Arte 1940 - XVIII, Venezia, 266-268.

Koscevié, Z. (1988) Venecijanski Biennale i
jugoslavenska moderna umjetnost 1895-1988 (Zagreb,
Galerije grada Zagreba i Graficki zavod Hrvatske).

Krzi$nik, Z. (1980) «Yugoslavia» in La Biennale di
Venezia. Section of visual arts. General catalogue 1980
(Venezia, La Biennale di Venezia), 210.

Mepenux, J1. (2009) ,,1948: bujenane y Benennju n
jenaH IpuMep pelielijyje U3jarauke mpakce MOfiepHe
ymerHoCTH, 360pHuk Cemunapa 3a citiyguje mogepHe
ymeininocitiu Punosopckoi pakynitieiia Ynusepsuilieiia
y beorpany, V, 249-256.

Merenik, L. (2010) Umetnost i vlast. Srpsko slikarstvo
1945-1968 (Beograd, Filozofski fakultet i Fondacija
Vujici¢ kolekcija).

Protié, M. B. et al. (1972) Richter, Otasevié, Velickovic.
Jugoslavia 36. Biennale di Venezia 72 (Beograd, Muzej
savremene umetnosti).

Putar, R. (1959) ,,Petorica na Biennalu. Jugoslavenski
paviljon u Veneciji 1958”, Prisutnosti, 11, 64-65.

Trifunovi, L. (1982) ,,Enformel u Beogradu”,
katalog izlozbe u Umetnickom paviljonu Cvijeta
Zuzoric, Beograd, u Bulatovi¢, D. (ur.) Lazar Trifunovic.
Studije, ogledi, kritike (Beograd, Muzej savremene
umetnosti) 111-149.

Amna Borganosuh je ncrpakuBad-capagHuK
u fokropany Ha CeMIHapYy 3a CTy/Mje MOfiepHe
ymetHocTu Punozodckor Gpakynrera YHUBep3UTETa
y Beorpany. Ayrop je moHorpaduje Mpdan Bajuh
- ckynnmomexmypa (2013), pefoBHO 06jaBibyje
TEKCTOBE O MOJIEPHO] U CaBpeMeHO] yMeTHOCTH. Fhene
06/IaCTV NCTPAXUBAKHA CY TPAHCHALIMOHAIHN aCIIeKTI
MOJIepHI3Ma, MCTOPYja U3/I0XKOMU U jyrOCIOBEHCKH
yMeTHnaKy pocrop. XKnsu u pagn y Beorpany.

Ana Bogdanovi¢ is research assistant and doctor-
al candidate at the Seminar for Modern Art Studies,
Faculty of Philosophy, University of Belgrade. She is
the author of the monograph Mrdjan Baji¢ - Sculpto-
tectures (2010) and she regularly publishes articles on
modern and contemporary art. Her fields of research
include: transnational aspect of modernism, history of
exhibition, and Yugoslav art space. She lives and works
in Belgrade.

101



102

Iletiep Bepmepuu
IpabancTBO M3BaH gpKaBe.
Jla 11 je BpeMe 32 HOBY YTONN]jY?

Jana 26. centemdpa 1940. rognHe, HeMadKo-
jeBpejckn mican u punosod Banrep Bewamun
npoHal)eH je MpTaB y CBOjoj XOTeICKOj codu y
rpany IToprdoy, Ha KaTa/IOHCKOj 0danu, Hefameko
off ppaHIyCKO-IIITaHCKe rpaHnuiie. Vako jour yBex
II0CTOje HefJOyMuIle y Be3! Ca TaYHUM y3POKOM
EroBe CMpTH, omiTe je mpuxsaheHa uzeja aa je
MIOYMHNO caMoyducTBo. bewamuH, n3dermiia des
Ip>xaBe, koju je dexao us ITapusa u EBpore, naH mpe
CMPTH, I HAKOH TEIIKOTr npesacka [Iupuneja nemmnue,
CTUTAO je Ha NOoC/eftbe ogpenuiute. Jlajbe My HuCY
no3soruu 3dor mpodema ca macorrem. 3a berbamnua
je oBa cuTyaluja npefcTaB/bajia MOC/Iefby TadyKy
ouaja. [Towrro je jomr 1933. ropnue nanyctno Hemauky
u mpecemo ce y @paHITycKy, cajia je IIOKyLIaBao
Ia WIeraJHUM KaHa/Ma 1oderHe of BUIINjeBCKOT
pexxnma. Y TlopTdoyy Cy IIImaHCKe BIACTU HEeroba
JOKyMeHTa IIPOITIaci/Ia HeBakehum u ofrydna ja ra
CyTpafiaH ofiMax JIeropTyjy HaTpar y OpaHITycKy, rae
du cBakako mao y pyke lectanoy. Vicrocrasuso ce ga
je beramumHOBa moceba aHca Aa Haycru Espony,
CacBVIM JIOCTIOBHO, duia Hemoryha mucnja.

Meby BemammuuoBuM dntaonyma oBaj gorabaj je
IIOIIpUMMIO, Kako muiie Pedexa ComHut y cBom
3HauajHOM ecejy, yap nerenge (Comnut 2008,

74). Danac, rypuctu y Iloprdoy mory ga oduby
BeraMIHOB Ipod I CIOMEHNK Koju My je mocBehew,
I7ie MOTY ¥ [ia TIpouKTajy cnefiehy nurar us nocueamer
Iesa Koje je HaIncao: ,Es ist niemals ein Dokument der
Kultur, ohne zugleich ein solches der Barbarei zu sein®.
(»Hema moxkymeHTa UMBUIM3ALMje KOjU HUje Y UCTH
Max U JOKyMeHT BapBapcTBa’ (mpeBop mpema ComHUT
2008, 74).)

Heycnenu npenasak rpannie Banrepa bemamuna
uaycTpauyja je ApaMaTU4HO CTBAPHUX IIOC/IeMLA
Heuera HausI/le TaKo allCTPaKTHOT U LIMBU/IN30BAHOT
— JIOKyMeHaTa KOj! JOKa3yjy IpUIIaHOCT IpXKaBU.
ATIICTPaKTHO 3HaYewe, UMIUIMLUTHO [aTO Y
[IOjefUHUM [P)KaBHUM TOKYMEHTVMa U CUMOonmMa
- IONYT BM3e€, 1ACOIIIA, 3aCTaBe — Ha TPAaHNYHUM
IIpea3yMa TaKo je OCTaIO OMMUIUBYBO U HEU3OEKHO.
W opjemnom, npaBuia eKCKIy3uje U MHKITy31je IOCTajy
y MCTI MaX HensdexxHa 1 HeyMuTHA. OBa IIpaBmia
OCTaB/bajy 3HaYajHe MOC/IeANIIe TAMO T/ie ip)KaBe
noBade rpanuie nsMmebhy csojux rpabana u crpanana.
»JOK TPaHIYHa KOHTPOJIa OTpaHNYaBa KpeTame
ozmpebennx nojegunana v rpyna’, muire Kum
Purnjen, ,,ona Takobe cTBapa 11 HOBa CXBaTarba mojMa
rpabancxkor u He-rpabanckor cydjexTuBurera” (Pyruen
2014, 63).

EBupnentHo je fa y manammoj EBponnu rpannyam
npesasu, o MPaBUITy, HUCY TPAarU4HY — IITABUIIE,
ynyrtap lllenrencke 3one rpabann EBporcke yHuje

ce oxpadpyjy fa myTyjy, a rpanniie yHytap EBporcke
YHUje ITpe/lase CKOPO U He IPUMETUBIIN. AN Kaja
Cy Y IUTamby HeHe CIOo/balllbe TPaHuIe, TPAHNYHA
Ipenasi Cy 3a CaBpeMeHe MOMUTIYKe u3dermmiie u
crpoMalllHe UMUTPaHTe Koju xerne fga 'y Espomy yhy
mpeko Cpef103eMHOT MOPa YECTO jOIIl yBeK TPAarMyHM.
A ako mpumajame ofpeheHoj Ap>xaBu moHeKas
(YHKI[MOHMIIIE I KA0 MHCTPYMEHT (HaCU/THOT)
»APYIITBEHOT 3aTBapara IIpeMa APyruMa’, Kao 1
»HaIoHanHe ekckysuje” (bpydakep 1992), e
nsHeHabyje unmenuIa fja ce u BaH EBpore Taksa
BpcTa rpahaHcke IPUIIAHOCTY aKTUBHO TIPENCIIUTYje
KpO3 aJITepHAaTUBHE MOJie/le TIPUITaJlathba — OHUX KOjU
HacToje la cTBope 0Ok rpahaHcTBa BaH OKBMpPa
jenHe Ip>KaBe.

* % %

Op saBpuieTKa JIpyror cBeTCKOT paTa CBET je
Ta/leKo OIMAaKao y CTBapamy CHCTeMa IT0daTHIX
IpaBa KOjy HACTOjM Jla Ce CYIIPOTCTAaBMU eKCKITy3MjaMa
IPUCYTHMUM y KJIaCUYHOM Mofieny rpahaHcke
IPUIAJHOCTH APXKaBU U NIPaBIINMA Koje ofipebyje
TeputopujanHo ypeheme npxxase. Hekonuko
IpodIeMCKUX IOAPYYja KIbYUHO je 3a MpOoIarnpame
TaKBOT UJleasIa: 3aCTyIIambe Jjeje O IIPBEHCTBY
3alITUTE )KUBOTHE CPeiJHe, IPaBa MambUHCKMIX U
POJHMX I'PYIIa, U yOILITeHuje roopehn, /bypcka
npaBa. ¥ TOKY IOCTIe/IIbJX HEKOMKO JelleHMja
TOILIO je /IO 3HAYajHOT HAaIlpeTKa y CBUM JJOMEHVMA,
a IIOTOTOBY Y OBOM ITOTOeM. IIpoMeHne cy dure
TO/IMKO 3HaYajHe Jia je JaHac yodudajeHo ja ce
J/byZICKa ITPaBa caIjieflaBajy 1 OIMCYjy Kao IPMMapHO
nopipydje MehyHapogHOr aHTra>KMaHa, KOju BUILE Off
duro koje npyre mehyHapoyHe akuuje sactymna nzejy
yCIIOCTaB/bakba PeXXIMa CBETCKOr rpabaHcTBa 3a cBa
pyncka duha. OBaj can dopalja 3a /by/iCKa IIpaBa MOXKe
ce, YOIILITE y3eB, CXBaTUTU Kao CaBpIIEHN OO/IMK
LVBY/IM3allMje, TIOLITO je HeroB Wb Ja Ce UCKOPeHM
BapBapCTBO HAIIMOHATHYUX U TEPUTOPUjaTHUX IO,
K/by4Hu Kopaiy 3a NCIymbembe OBOT CHa ITpely3eTu
cy y okBMpy MehyHapomHor npaBa. YHUBep3amHa
JieK/lIapanyja o JbyICKUM NpaBuMa n3 1948. rogune
HajaBWJIa je T10jaBy cucTeMa Ipasa Koju he ce ,,[...]
CYIPOTCTaBUTH CYBEPEHO] HALMjU-AP>KABYU 13
CyIeprOpHe ¥ OTBOPEHe N03MLije, yMeCTo fia
MIOC/TY KU Kao HeH TeMesb” (Moyn 2012, 13). A

Peter Vermeersch

Citizenship beyond the state.
Time for a new utopia?

On 26 September 1940, the German Jewish writer
and philosopher Walter Benjamin was found dead
in a hotel room in Portbou, a Catalan coastal town
not far from the French-Spanish border. Although
there’s still speculation about the exact cause of death,
it's generally understood that he committed suicide.
Benjamin, a stateless refugee who was seeking escape
from France, and from Europe, had arrived a day
earlier after a difficult walk across the Pyrenees. He
was denied further passage because of passport issues.
It must have been a moment of utter desperation for
Benjamin. Having left Germany in 1933 for France, he
was now trying to flee from the Vichy regime through
an illegal path. In Portbou the Spanish authorities
declared his documents inadequate and wanted to
deport him back to France on the very next day, where
he would be in the hands of the Gestapo. Benjamin’s
ultimate escape route from Europe had turned out to
be, quite literally, a dead end.

The story has acquired, as Rebecca Solnit writes in
her memorable essay about it, something of the aura
of a legend among readers of Benjamin (Solnit 2008,
74). Today, tourists in Portbou can visit a memorial
and Benjamin’s grave, and they can read there the
following line from the last work he wrote: “Es ist
niemals ein Dokument der Kultur, ohne zugleich ein
solches der Barbarei zu sein”. (“There is no document of
civilization which is not at the same time a document
of barbarism” (translation from Solnit 2008, 74).)

Walter Benjamin’s failed cross border walk is an
illustration of the dramatically real consequences
of something as seemingly abstract and civilized as
citizenship documents. The abstract meaning implicit
in certain state papers and symbols - a passport, a
visa, a flag - is rendered tangible and unavoidable
at border crossings. Suddenly the rules for exclusion
and inclusion become at once inescapable and
implacable. These rules have important consequences
for where states draw the boundaries between citizens
and foreigners. “While border controls restrict
the movement of certain individuals and groups,”
writes Kim Rygiel (2014, 63), “they also generate
new understandings of citizen and non-citizen
subjectivities”.

Obviously, within today’s Europe border crossings
are, as a rule, not tragic - in fact, within the Schengen
zone EU citizens are encouraged to travel, and they
cross internal EU borders without noticing. But at
the external borders of the EU, among contemporary
political refugees and poverty immigrants who seek

access to Europe via the Mediterranean, they often
still are. And if state citizenship sometimes functions
as an instrument of (violent) “social closure,” and

of “national exclusion” (Brubaker 1992), it’s hardly
surprising that, not only in Europe, such citizenship is
actively challenged by alternative models of belonging
- those that seek to create a form of citizenry beyond
the state.

Since the end of the Second World War the
world has come a long way in creating a system
of global rights that seeks to go against the grain
of the exclusions inherent to classical citizenship
regulations that are bound up by the order of the
territorial state. A couple of issue areas in particular
seem to have been key in advancing such an ideal:
environmental advocacy, minority and gender group
rights, and, more generally, human rights. Over the
recent decades there have been remarkable advances
especially in that last domain. This has happened to
such an extent that we’'ve now become accustomed to
seeing and describing human rights as the prime area
of international advocacy, postulating more than any
other international aspiration the goal of a worldwide
citizenship regime for all human beings. The human
rights dream is broadly understood as the ultimate
form of civilization since its goal is to root out the
barbarism of national and territorial divisions.

Key steps towards this dream were made through
international law. The Universal Declaration of Human
Rights in 1948 signaled the emergence of a system of
rights that would “contradict the sovereign nation-
state from above and outside rather than serve as its
foundation” (Moyn 2012, 13). And the dream didn’t
stop with the creation of the formal and declarative
UN system; it was soon followed by a more practical,
and arguably more effective, phase of human rights
diffusion in the 1960s and 1970s. This was a powerful
push towards the development of a global community
membership, a shift that in the 1980s and 1990s not
only led to the further codification of human rights
in international law but also to the more prominent
presence of human rights arguments in international
politics and transnational non-governmental activism.
This was a time when, as Samuel Moyn (2012, 218)
writes in his book The Last Utopia, “a variety of groups
around the world, and all governments, learned to

»

speak the language [of human rights]
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0Baj CaH Hlfje HeCTa0 CTBaparmeM GOpMaIHOr U
[EKIapaTUBHOL CUCTeMa YjelMbeHUX Halllja; 32 UM
je ydp3o ycmenuaa mpakTuuHMja 1, cacBUM Moryhe,
edexTuBHMja pasa MUpermba /bYACKUX IpaBa TOKOM
1es/ieceTux u celamjeceTux roguna XX seka. OBaj
Hepuoy; 03HauKo je MohHM podoj mpema pasBujary
YTAHCTBA Y I7I0OAJTHOj 3aje[IHNIIN, @ Ta IPOMEeHa

je TOKOM ocamjleceTux 1 fieBefieceTux roguna XX
BeKa JI0Be/Ia He CaMo JI0 fla/ber KouduKoBarma
JbYACKMX TIpaBa y MehyHaponnum 3akonnma Beh u
JIO CBe jaCHHMjer IPUCYCTBA apryMeHaTa y KOPUCT
JbYACKMX TIpaBa y MehyHaponHoj nommtuim n
TPaHCHAIMIOHA/THOM HEeB/IaINHOM aKTuBMU3MYy. To

je duno BpeMe Kazia cy, kako Cemjyen MojH muiie y
cBojoj kusu [locnenwa yronuja: ,,[...| MHOre rpyme
HIMPOM CBETA, U CBe BJajie, Hayuusie ja TOBOPe jesuK
[’pynckux npasal” (Moyn 2012, 218).

ITa unak, MocMaTpaHO U3 aHaIllMbe ePCIEKTUBE, He
MOJKe ce TBP/IUTH J1a je IO Cajia OCTBapeHa yToIuja
rnodanue rpahancke npumagHOCTY, PopMupaHa Kpo3
mehynapopuo samruhena /byacka npasa. lllTasumre,
YMHMU Ce JIa je CUTYyalMja YIIPaBo CyNpOTHA.

Kako dmcmo dorbe CXBaTHUIN T/ie Cé TPEHYTHO
HajIa3yIMOo, U IITa Hac odekyje y dymyhuocTn, dumo du
KOPMCHO HAKPATKO Ceé OCBPHYTH Ha TpoInocT. Kaxo je
CaH 0 JbY[ICKUM TIPaBMMa TOKOM JieBefleCeTUX rofiuHa
XX Bexa foduo cBoj 3amajar?

Moryhe je fa je Ha pa3Boj OBOT CHa yTUIIA0
HepjocTaTak (MM KOJAIIC) APYIUX YTONUjCKUX Upeja,
LITO je cTaB Koju 3acTyna Moju (Moyn 2012), anu je
Hampefak Takohe HeCyMIbJBO 1 Pe3y/ITaT BelTNKOT
ycrexa MehyHapogHOr aKTHBM3Ma 3a JbyJCKa TIpaBa.
Ha ocnHoBy mpunIuIa mpemMa KoMe /by/icKa IIpaBa y
CBaKoOj TI0jeMHAYHOj IP>KaB) HICY CAMO BaKHa 3a
caMy Ap)XaBy U meHe rpahane Beh u 3a ynTas cBer,
LITO 3HAYM J]a Ce 3aIUTUTA JbYACKUX IpaBa cajia

MOXKe CIIpoBOANTH de3 0031pa Ha TpaHuIie KPO3
IIPOIIeC, OO Ce J0 MOIyhHOCTH Jja ce ucrpase
HeKU 3HavajHu rnodaauu mpodiemu. OBa moryhHocT
je y Benukoj Mepy pesynTat paja MehyHapomHux
HEeB/IaIMHIX OPraHMU3alMja M MPEeXKa HOIyT

AMHecTV MHTepHeIH T uin XjyMaH pajrc Bou. Takse
HeB/afuHe MehyHaponHe Mpexe Koje 3acTymajy
JbyiCKa TIpaBa OCHaXumse ¢y Sopdy moamsameM HIBOA
MopasHe cBecTu U mpahemeM TOKaTHUX TPOMEHa ¥
nojenHavHNM ap>kaBama (Risse, Ropp and Sikkink
1999). Can 0 JbyACKUM TpaBUMa 3aCHOBAH j€ Ha HICjU
na he u3BelmITaBambEe O KPIICHUMA JbYJICKHX IIPaBa, Kao
1 jJaBHO Pa30TKPHUBAKE OHUX KOJU MX KPIIE Y CBETY KOjH
j€ CBe BHILIE [10Y€0 J1a Bepyje y YHUBEP3aJIHy BPEIHOCT
JbYICKMX NPABa, BOAUTH HOCTENEHOM I0PacTy IIobaiHe
3ajeIHULC OHUX KOjH y EbUX BEpyjy.

ITo moueTka jeBeneceTux rognua XX Beka, MohHe
Mpexe 1 IOITy/lapHe acolujaliuje BUN/bUBE Yy
MAcCOBHVM MeMjiMa Kao Ja cy Beh HajaB/mbuBae

IOCTOjare TaKBe 3ajeJHuIe. Y3MIMO Kao IIpuMep
CTIMKe TOMMTa 080KaBaIalia My3uKe KOji Cy TOKOM
ocaMJeceTuX rofyHa MOAp>KaBaiu U JIe/nn

IubeBe AMHECTV MHTepHEeNIHIa. ,Oun cBeTa Hac
ocmarpajy’, nesao je Inrep Iedpujen Hakon

cmpru Crusena buxoa y Jyxxuoj Apuru 1977.
roauHe, a 1990. odoxasaolie 1om-3Be3fia, MOMYT
Tedpujena, Ha pOK-KOHILIEPTY Ha CTaAuoHy BemOmm
nosgpasuo je ocodohenn Hencon Manzena. 3a mux,
MaupenmMHO IPUCYCTBO OMJIO je yreyaT/buB JOKa3

0 TOMe KONIUKO je MOhaH IOr/ef; 0unjy CBeTa, KOju

je 3aucTa ycreo Jia IpUCUIN MIOjeuHe IpXKaBe Jja

ce mpoMeHe; 3a Manpeny nak IpucyCcTBO TOTMKOT
dpoja /by IpencTaB/bao je XKUBY LO0Ka3 MOCTOjarba
M3BaHTPAHIYIHOT TpahaHCTBa yjefUbeHOT IIPOTIUB
amapTxejna.

VY pmeneHnju Koja je ycmennaa HaKOH Taja
Bepnunckor suza, onTuMM3aM OHMX KOjU 3aCTyIajy
U3BaHTPaHMYHA HEB/Ia/IMHa JbY[CKa IIpaBa U HUXOBUX
U3BaHIPAHMYHNX ITPUCTA/INIIA jacHO ce ocehao n'y
MehyHapoHuM M3BPIIHUM MHCTUTYIMjaMa. Buo

je ouurzIenHo fia Cy /by[cKa IIpaBa 3Ha4M/Ia BULIE

Ol BUCOKMX 1Jieajia Koje IIPOMOBHIIILY IIOII-3Be3/I€;
IpUXBaTHUIe Cy UX OpojHe BIajie, a MocTana Cy u
Heoryhusu feo Mehynaponnux gorosopa. [TlpaBuu
TNOKYMEHTH, IoIyT EBpoIicke KOHBEHIIMje O JbYACKUM
TIpaBMMa, KoOja je HacTasa jou 1950. roguHe, HocTajanu
Cy CBe Ba)XXHUj! KaKO je pacTao dpoj 3emasba Koju

UM Ce IPUIPY>KMBA0 TOKOM JIeBENeCeTUX FOfMHA

XX Beka. Kognouxoparme /byICKIX IpaBa, HOCEOHO

y EBponu, niuio je pyky moz pyky ca HOMUTUYKUM

" eKOHOMCKMM Iponjecuma nnTerpanuje. Om 2009.
rofiuHe, Kajia je Ha cHary ctymuo JIncadoHckn
criopasym, IToBerba 0 TeMe/bHUM IPaBMMa, KOja ce
cnaraa ca EBpoIickoM KOHBEHLIMOM O JbYICKUM
IIpaByMa, II0CTaJIa je paBHO odaBe3yjyha 3a cBe
MHCTUTYLIMje EBpoIicKe yHMje, Kao 1 32 leHe
rojeayHavYHe Ap>KaBe wiaHuie. [lomrobarme bycKux
IIpaBa JlaHac je jefjaH Of] YC/IOBa 3a YWIAHCTBO y
EBpornckoj yHuju, a mpexo ycnos/baBama YIaHCTBA

U Mepa eKCTepHe IIOJIUTUKE Y MOJbY JbY/ICKMUX

npasa EBporicka yHMja HacTOju fa mocTaHe

»TpaHcpopmarusHa cuna” (Grabbe 2006; Wetzel 2012).

OBaj mpoliec Moyke GYHKLMOHNCATI M Y CYIIPOTHOM
IpaBIly: 3eM/be KOje JKeJle [a IOCTAaHY YWIaHMI[e
EBporicke yHHje MOTY ce, y BpLIekby IIPUTICKA Ha 1Y,
OCIIamaTy Ha HOpMaTuBe JbYACKMX IpaBa. Te npkaBe
MOTY y IIPBM IIaH CTaBUTH CBOja mocTuruyha y
3aIITUTH JbYCKUX IIpaBa KaKo O II0C/Ialie IIOPYKY
JIETUTYIMHE CYBEePEHOCTM J CHPEeMHOCTH Jla IIOCTaHy
YIaHuIle YHUje.

VI 3ancTa, TOKOM OBe JieljeHuje MOI/I CMO BUJIETI
jaB/parbe MpaKTUYHe KOaMuIlje JOroBopa U areHiuja
MebyHapopHoOr yripas/patba, OjeinHaYHIX BIajia

u MehyHapoHIX HeBTaAMHIX OpraHK3aluja Koje
[IpOyYaBajy MOHAlIabe MHAVBUAYATHNX [Jp)KaBa

U BplIlle IPUTHCAK ,0H03r0’, Kao 1 ,010310”. OBa
rojaBa HasuBa ce ,cnupaaanM epexrom” (Risse,

Nevertheless, seen from today’s perspective one
cannot claim that the utopia of a global citizenship
formed through internationally protected human
rights is realized. The contrary seems to be the case.

* % o

In order to better grasp where we are now, and
where we might be going in the future, it’s useful to
take a brief look back. How did the human rights
dream gain its momentum in the 1990s?

Its breakthrough may have had to do with the lack
(or collapse) of other utopian schemes, as has been
argued by Moyn (2012), but it was certainly also the
result of the great success of international human
rights activism. On the basis of the principle that an
individual state’s human rights record was not only
of concern to that individual state and its national
citizens but to the whole world, and that human right
protection was thus enforceable across borders through
naming and shaming, some important global wrongs
could indeed be shifted. In large part this was the work
of international non-governmental organizations and
networks such as Amnesty International and Human
Rights Watch. Such non-governmental international
advocacy networks reinforced the global human
rights agenda by moral consciousness-raising and
by monitoring domestic change in individual states
(Risse, Ropp, and Sikkink 1999). The human rights
dream was based on the idea that reporting on human
rights violations, and publicly exposing the human
rights violators to a world increasingly convinced
of the universal value of human rights, would lead
to the gradual growth of a true global human rights
community.

By the early 1990s, powerful networks and
popular connections visible through mass media
already seemed to foreshadow the existence of such a
community. Take the images of the crowds of music
fans that supported and shared the goals of Amnesty
International throughout the decade of the 1980s. “The
eyes of the world are watching now”, sang Peter Gabriel
after the death of Steven Biko in South Africa in 1977,
and in 1990, the fans of pop stars like Gabriel were
greeted by a freed Nelson Mandela at a rock concert in
Wembley Stadium. For them, Mandela’s presence there
was powerful evidence of how the powerful gaze of the
eyes of the world, which could indeed force domestic
states into changing their behavior; and for Mandela
these crowds were the living proof of the existence of a
cross-border citizenry united against apartheid.

In the decade that followed the fall of the Berlin
Wall, the optimism of cross-border non-governmental
human rights advocates and their cross-border
crowds was palpable in international governmental
institutions as well. Clearly, human rights were
something more than lofty ideals promoted by pop
stars; they were adopted by governments and became

part and parcel of hard international arrangements.
Judicial documents such as the European Convention
on Human Rights, a document dating back to 1950,
became more important as the number of parties to it
grew considerably in the 1990s. In Europe in particular,
the codification of human rights went hand in hand
with the political and economic integration process.
Since 2009, when the Treaty of Lisbon entered into
force, the Charter of Fundamental rights, consistent
with the European Convention on Human Rights,
has been legally binding for EU institutions as well as
individual member states. Respect for human rights

is now among the requirements for EU membership,
and through membership conditionality and external
policy measures in the field of human rights the EU
attempts to be a “transformative power” (Grabbe
2006; Wetzel 2012). And it may also work the other
way around: aspiring EU member states may rely on
human rights norms to exert pressure on the EU. They
can foreground their own human rights achievements
to signal legitimacy to sovereignty and readiness to
become member of the EU.

Indeed, throughout the decade we can see the
emergence of a practical coalition of international
governmental arrangements and agencies, individual
governments, and international non-governmental
organizations scrutinizing state practice in particular
states and adding pressure “from above” as well as
“from below”. This has been called the “spiral effect”
(Risse, Ropp, and Sikkink 1999, 18) - states are likely
to accept domestic change as a result of international
pressures when domestic activists enter into powerful
transnational alliances with organizations abroad.
International contacts, so Thomas Risse and Kathryn
Sikkink argue, “amplify” the demands of domestic
human rights groups, and then echo these demands
back into the domestic arena. Risse and Sikkink’s
spiral model assumes that there will be a progression
from exposure to change: first a state’s human rights
record is exposed. When a state experiences a desire
to improve its status in the world system, it will first
enter a phase of denial. Such a state of denial can be
seen, according to Risse and Sikkink (1999, 23), as “part
of the socialization process because the fact the state
feels compelled to deny charges demonstrates that the
process of international socialization is under way”.
Through the existence of an international advocacy
network around certain issues, which further exposes
certain domestic norm violations, the behavior of the
state will be monitored and checked.

Yet, in recent times, we have seen various ways
in which Risse and Sikkink’s spiral model has been
challenged. Several backlashes have put the human
rights dream, and the mechanisms of influencing state
behavior, under enormous pressure.

First, in the field of territorial state governance,
there are now various places where security concerns
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Ropp and Sikkink 1999, 18) - op>xaBe he npuxsaTutn
IIPOMEHY M3HYTpa Kao pesynrar Mehynapognor
mpuTuckKa Kafa fomahn aktusuctn yhy y mohne
TpaHCHAIMOHA/IHE CaBe3e Ca OpraHusanujaMa us
MHOCTpaHCTBa. MehyHapogHu KOHTAaKTH, KaKoO TBpfie
Tomac Puce n Karpun Cuxkmsk, ,,r[ojaanajy” 3axTeBe
moMahux rpyma sa /by[CKUM IpaBlMa, a OHJA Ce OBU
3axTeBMU Kao ofijek Bpahajy y nomahy apeny. Monen
crupae Pucea n CUKMHK IpeTriocTas/ba fa he gohn
IO Imporpecuje — Of U3/I0KEHOCTHU [0 IPOMeHe: IIPBO
ce pasoOTKpMBa CTame JbYICKIUX IIpaBa y ofpebeHoj
npkaBu. Kafa gp>kaBa HCKycH XKe/by fia 0J0/bLIA
CBOj CTAaTyC y III00A/THOM CHUCTeMY, McnpBa he yhu y
¢asy nopunama. TakBa ce pasa nmopuiama, rpema
MunUbery Prcea 1 CUKMHK, MOXXe CMAaTpPaTH »|...]
TIe7lIoM ITpolieca collMjanu3anje, jep YnmbeHnIa aa
IpkaBa oceha morpedy ma Herupa onTyxde CBeFOUN
0 ToMe Jia je mpolec MehyHapopHe conmjamsanyje
ornoveo” (Risse, Ropp and Sikkink 1999, 23). IToBogom
ozpeheHNX nuTama, MOHAIIAbE AP>KaBe MOXKe OUTH
npaheHo 1 IpoBepaBaHO IIyTeM Mpeske MehyHapogHor
aHT)KMaHa, ILITO JOBONMU I [0 Ha/bel OTKPUBalba
ofipeheHNX TOKa/IHMX TIPEeCTyIIa y MOIITOBAkY HOPMIL.

ITa unak, y ckopuje BpemMe BUJE/NIN CMO Ja ce
cnupannau mogen Pucea n Cukunk mema. Hexkonuko
KPM3HMX CUTYallMja I0BEJIO je Y MUTame OCTBapEHhe
CHA 0 JbYACKHM IIPaBUMa M MEXaHU3ME yTHIIAja Ha
MOHAIIAkE JIPIKaBa.

Kao npBo, y nozipyyjy TepuTopujaite gp>KaBHe
yIpaBe cajia IOCTOje MHOTe TadyKe Y KOjuMa podiemu
Ap>KaBHE CUTYPHOCTM CTUYY IIPMMAT HaJl /byACKUM
npasuMa. TakaB cy Ipumep CTPOro yyBaHe CIO/balllibe
rpanntie EBporcke yHuje, rje cy mpakce eKCKaysuje
jacHO BMI/bMBE KPO3 yIOTPedy HOBUX TeXHMKA U
TexHosoryja npahemwa 1 ocMaTpama, a KaTeropuja
rpabancke npunagHocTy, de3 0d3upa Ha rpaHuiie, Huje
IUTame MOJie/beHNX IpaBa Beh muTame eKcKIIysuje.

W nox yHyTpalume rpanuie y oksupy EBporcke
YHUje CMEKIIaBajy 1 HeCTajy, Cllojballllbe TpaHuIie

CBe Cy HEIPOIyCT/bMBMj€; a KAKO OIlpeMa KOja LITUTYI
IIOTOMe IIOCTaje cBe CODUCTHUIPAHN]ja, TAKO Ce
cMamyje dpura 3a Jby/iCKa IIpaBa OHUX KOj) HACTOje
na ux npeby. Menuju y oBakBUM cuTyarjamMma 4ecto
HJICY CaBe3HMK OpraHM3alMjaMa 3a JbyficKa IIpaBa
KOje KpUTHUKYjy OBaKBe IOMUTHKe U mpakce. CMpTHI
CIy4ajeBu MMUTpaHaTa 00jaB/byjy ce y BeCTUMA, anu
MefiMjCKe Mpude 4eCTO UX IPUKA3Yjy Y HEIIOBO/JbHOM
CBETIIy; T JbyM HUCY ONMCAHU Kao /byficKa duha
jemHaxa octanmuma, Beh kao ,,[...] odjextu koje Tpeda
KOHTPOJIMCATH VTN KAO Heroyke/bHe dpojKe, M Kao
‘rokoBu mneramana’ (Rygiel 2014, 62).

Kao fipyro, CIMYHO jeraBarme Opure 3a IOLITOBAKE
JbY/ICKMX IIpaBa Pe3y/Tar je U I0jaBe PeTOPUKe

U IOJINTHKE KOja npuMar naje deadegHocTn

rpabaHa mojeguHAYHMX ApKaBa Mpej; HaJIeTOM
eKCTePHOT HacK/ba HerpahaHCKVX Tpyma, IOomyT
CTPAHUX TePOPUCTA. 3aTBOPEHNIIN YCTAHOBE Y
3anuBy IBaHTaHaMO, Ha TIpUMep, Ha/mase ce y

LINMOY 0decpaB/beHOCTI s HEMA]Y »|...] IpaBa

KOja ce OOMYHO ajy OCyMIbMYEHNMA 32 3/I04MHE —
MIPETIIOCTABKY HEBUHOCTH, TPABO Ha CaCTyIlambe
KOjuM OM ce yTBpAuIa KPUBMYHA OTOBOPHOCT,
MIPUINKY Jla Ce BIACTUMA IOKaKe [a CY yXaICUn
norpeury ocody” (Luban 2002, 10).

Kao tpehe, nanac gecto He camo a He KoIITa

MHOTO HETO je ¥ YHOCHO Jla ce MMOAUTNYapy IPOTHBe
CTIO/BAIIILMM 3aXTEeBMMA 3a 3AIUTUTY /bY/ICKUX TIpaBa.
[Ipe nexonuko roguna y Ilo/bckoj ¢y, Ha mpumep,
HO/MMTIYapy NOKyLIamn fa dyny usyseru us [Toseme
o dyHaamenTanHUM mpaBuma EBporicke yHimje

y Hapu ga he Tako OCKUTypaTy MOAPLIKY IIacada

younu HalMoHa/NMHuX n3dopa. M y gpyrum sempama
CIIO/bAlllbY 3aXTEBU 1A CE€ HO]J_ITyjy HOPpMaTNBU
JBY[CKMX TTpaBa IOYeNN Cy Jla CTy>Ke Kao TOPUBO
ApTUKY/IMICaba 1 }IeFI/ITI/IMI/IISaIU/Ije HAIVMOHAIMCTUYKUX
acrimpanuja. OBakBa JielllaBarma YHUIITaBajy
cnupanHu Mofen. Hanyonanusam Moxxe Jia joBesie

IO IBOCTPYKe eKCK/Iy3uje, YHAIpes MOHuIITaBajyhn
CTIO/ballllbe KPUTHKE Y Be3U Ca MOIITOBAKEM /byCKIX
IIpaBa, jep ce TaKBe KPUTMKe IPUKa3yjy Kao Hamaf

Ha HaIujy 1 CTOTa Kao JIETMTMMHM apTyMeHT 3a
YCIIOCTaB/bake YHYTpalllhe [p>KaBHe 3alITUTe
(apryMeHT Koju HOCTY/Mpa fia Cy ,,OHN HPOTUB ,HAC”),
u craB/bajyhu y mpBu 11aH 1ziejy eTHOHAIMOHA IHE
IIPUIIA[HOCTY K0 OCHOBe 3a rpahaHCKy IIpUIafHOCT
IPp>KaBM HAYLITPO KYITYPOIOLIKY IePLUIIPAHUX
SApYTux’.

OBakBe HaLMOHATUCTIIKe POPMYIIe OUUITIETHO

Hucy creap npourtoctu. Kpajem 2014. rogune
yacomc ExoHoMucT npenBuieo je aa he ce Tokom
HapeJiHe To[MHE HAIMOHAJIM3aM BPaTHTH Ha BEJIMKA
BpaTa, a IIOTOTOBY Y M300PHOj MOIUTHIM Apskasa. ,,01
EBporne 1o A3snje n AMepuKe, MONUTHIAPU KOjU CBOjY
TIONUTHKY 3aCHHUBAjy HA HICJU []a CE OHU CTaBJbAjy Y
on0paHy CONCTBEHHUX JpikaBa cTuiahe cBe Behy Moh

u ytunaj. Pesynrar he Outn nosehame mehynapoganx
TEH3Hja U HACTAHAK HENEPCIEKTUBHE M03aJHHE 3a
Harope MyJTWIaTepaliHe capaamke, OUio J1a je ped o
KJIMMAaTCKMM POMEHAaMa, TPrOBUHHU, OIIOPE3UBAIbY UITH
pa3Bojy” (Rachman 2014).

HesnmagnHum oprannsaiujama Koje ce dase

JbYACKMM IIpaBuMa y Pycuju nocedHa Bepsuja
HallMOHA/IMCTUYKE MO/IMTHKE OTEKaBa I0BE3NBabe
ca Mpe>xoM MehyHapOHIX 3aCTYIIHUKA — Y IINTAY
CY »3aKOHI O CTPaHUM arentuma’ u3 2012. roguse.
OBaj 3aKOH Tpaku Off HEBIAAVHMX OpraHU3alyja Koje
IpUMajy HOBAl| ¥I3 MHOCTPAHCTBA Jla Ce PErUCTPyjy
Kao0 ,,cTpaHy areHTH” (LITO je TEPMIUH Ca jaKUM
HeraTMBHUM KOHOTAIMjaMa y PYCKOM KOHTEKCTY)
YKONUKO ce daBe ,[TONIMTUYKUM aKTUBU3MOM ™ — 4IjI je
KOHIIEIIT TaKO HejaCHO OIIMCAH Jia MOXKe a 0dyXBaTy 1
HEIo/IMTIYKe OpraHm3aluje.

eclipse human rights. For example, at the highly
policed external borders of the EU, where practices

of exclusion are visible through novel techniques and
technologies of monitoring, the category of citizenship
is not one of shared rights across borders but of
exclusion. While the internal borders of the EU soften
and disappear, the external borders harden; and while
the equipment to protect those latter borders becomes
more sophisticated, the concern for the human rights
situation of those who seek to move across them
diminishes. The media are in these cases not often an
ally of the human rights organizations that criticize
these new policies and practices. To be sure, the deaths
do not go entirely unreported, but the media stories
about these migrants often also represent them in a less
than favorable light; they are not seen as fellow human
beings but as “objects to be controlled or as unwanted
numbers or ‘flows’ of ‘illegals™ (Rygiel 2014, 62).

Second, a similar retreat of human rights concerns
comes with the emergence of a rhetoric and politics
that attaches key importance to the safety of national
citizens in the face of external violence from non-
state actors such as terrorist groups. The prisoners at
Quantanomo Bay, for example, find themselves in a
“limbo of rightlessness”; they lack “the usual rights of
criminal suspects—the presumption of innocence, the
right to a hearing to determine guilt, the opportunity
to prove that the authorities have grabbed the wrong
man” (Luban 2002, 10).

Third, it has become now often rewarding rather
than costly for politicians to oppose external demands
for human rights protection. A few years ago in Poland,
for example, politicians sought to opt out from the
EU’s Fundamental Rights Charter in the hope to secure
electoral support during national elections. Also in
other countries, external demands to respect human
rights norms have come to serve as a foil against
which nationalist aspirations can be articulated and
legitimated. This brings the spiral model to a halt.
Nationalism can create exclusions in a double way - it
preemptively cancels out any external criticism on its
human rights record because that criticism is framed
as an attack on the nation and hence as an argument
for inward-looking national protection (the argument
that “they” are against “us”); and it foregrounds the idea
of ethnonational belonging as a basis for citizenship at
the expense of cultural “others”

Such nationalist formulas are clearly not something
of the past. At the end of 2014, The Economist predicted
that in the coming year nationalism would be back,
especially in electoral politics. “From Europe to Asia
to America, politicians who base their appeal on the
idea that they are standing up for their own countries
will grow in power and influence. The result will be an
increase in international tensions and an unpromising
background for efforts at multilateral co-operation,
whether on climate, trade, taxation or development”
(Rachman 2014).

A particular version of nationalist politics in Russia
makes it more difficult for human rights NGOs to
connect with an international advocacy network - the
2012 “foreign agent laws” This law requires NGOs
that receive money from abroad to register as “foreign
agents” (a term with strong negative connotations
in the Russian context) if they engage in “political
activity” — a concept that is so vaguely defined that it
also targets non-political organizations.

Nationalism has often been regarded as the opposite
of global citizenship. Einstein called it “the measles of
mankind” - something the world, and in particular
democracy, has to grow out of. But its resurgence
across so many countries, even in Europe, might mean
that it continues to be a powerful tool for politics,
even in established democracies, and therefore will
continue to contradict the imperatives of human rights
protection. Politicians today still seek refuge in creating
and instigating feelings of national group coherence
and isolation, even if they must realize that the
important political issues of today extend the national
state — today’s world is one of many interdependencies.

* % %

Is the dream of human rights dying, and with
it the utopia of a global community? It would be
an exaggeration to claim so. There is obviously still
enough room for human rights advocacy networks to
make a difference, and such networks continue to be
active even in the most difficult circumstances. But we
must also be on the lookout for emerging new utopias
and alternative movements that go against the grain
of the national state, and one area where we might
find them is in the field of today’s myriad “political
struggles over the capacity to constitute ourselves as a
political subject” (Isin, Nyers, Nyers 2014, 8).

Global citizenship may be the result of acts of such
citizenship - “moments when, regardless of status
and substance, subjects constitute themselves as
citizens - or, better still, as those to whom ‘the right to
have rights’ is due” (Isin and Nielsen 2008, 18). New
utopian dreams about global citizenship can be the
result of new citizenship acts that make claims beyond
the borders of states and establish thereby new and
perhaps less obvious forms of political community
(Isin, Nyers, Nyers 2014, 9). More concretely, we might
look for such transnational acts of citizenship in the
realm of democratic participation, where were moving
from vote-oriented to voice-oriented citizenship.

Over the recent years, several instances of social
protest in Europe have transformed themselves into
new internationally inspiring initiatives for citizens’
participation and experiments of direct democracy. In
Greece, for example, public squares became first sites
of protest but later spaces to hold popular assemblies.
In Belgium and Ireland citizens’ summits, such as
the G1000 (Belgium 2011) or the Constitutional
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Haronanusam ce 4ecTo cMaTpa CynpoTHoIhy
rnodanHor rpahaHcTBa. AjHIITajH Ta je Ha3UBAO
»OOTMbaMa YOBEYAHCTBA  — HEUMM Y IITA CBET, a
TIOTOTOBY JIeMOKpaTuja, Mopa Jia mpepacre. Anu
HeTOBO TIOHOBHO jaB/bakbe Y TOMMKO 3eMajba, YaK
n'y EBpomny, MoyKe 3HAYMUTH [ je HAllMOHAIM3AM U
Jla/be MORHO CPefICTBO Y MOMUTHIIN, YaK U YHYTap
eTadnMpaHuX leMOKpaTHuja, u crora he HacTapmaTh a
Ce CYyNpOTCTaB/ba UMIIEPATUBMMA 3AIUTUTE /bYICKUX
mpasa. [TonuTuyapy gaHac joun yBeK Tpake 3aK/IOH
u3a CTBapara U pasropesama oceharba HalMOHaTHe
IpyIiHe KOXepeHIIMje 1 U30/allnje, MaKo CXBaTajy Jja
3HaYajHA MOUTUYKA MUTaka CABPEMEHOT IPYLITBA
HaJujIa3e HALMOHA/IHY IPXKaBy — NaHAIIbU CBET je
caMo jefHa off MHOTHX MeDysaBucHOCTIL.

* o %

Jla mu caH 0 JbYACKUM IIPaBMMa OLYMIPE, a ca
IBJIM U yTOIIMja O II0daHOj 3ajeguuin? brmo du
[IpeTepaHo U3HETH TAKBY TBPAKY. OUuIZeqHo je aa
jOLII yBeK MOCTOj1 LOBO/BHO IIPOCTOPA YHYTap Kora
Mpe)Ke KOje 3acTyIajy JbyficKa IIpaBa MOTY Jia JOBEHY
IO IPOMEHa, I OHe HACTaB/bajy Ca AKTUBHUM PafioM
YaK I Y HajTeXUM OKOMTHOCTHMA. AU MI, Takobe,
MOPaMO Ca MaKIbOM [ja IIPaTIMO ¥ HaCTaHKe HOBUX
yTOINja 1 aITePHATUBHUX [IOKPETa KOjii Ce IPOTUBE
WJIeju O HAIMOHAIHO] IP>KABH, A je[THO TI0/be Y KOjeM
X Mo>keMo Haliu je TOApYyYje MHOTMX JaHAIIBIX
»[...] monMTHYKMX OO HAL KAAIUTETOM fia ce
KOHCTUTYMIIIEMO Kao HomuTidky cydjexar” (Isin,
Nyers 2014, 8).

Inodanno rpabancTBO MOXKe OUTH pe3ynTaTr YMHOBA
TakBor rpahaHcTBa - ,[...] TpeHyTaKa Kaza, de3
00311pa Ha CTATyC WIN CYILITHUHY, CydjeKTu cede
KOHCTUTYMILY Kao rpabane — un, joir dosbe, Kao

OHe KOjuMa ce [yTyje ‘IpaBo [a MMajy IpaBa’

(Isin, Nielsen 2008, 18). HoBu yTommjcku CHOBI O
rnodamHoM rpahaHCTBY MOIy HACTaTy U Kao pe3y/ITar
YMHOBA HOBOT IpabaHCTBa Koje TpaXku IIpaBo BaH
TpaHMIja [OjeAMHAYHIX [P)KaBa U THMe CTBapa

HOBe JI MOX/[a Matbe OYMITIeHe OO/MIIKe TTOMUTUIKE
3ajenuune (Isin, Nyers 2014, 9). KoukpeTHuje pedeHo,
TaKBe TPaHCHALlMOHA/IHe Y/HOBe rpabaHcTBa MOXkeMo
TPXXUTH Y IOMEHY IeMOKPATCKe NMapTUIUIaLuje
yHyTap Koje ce kpehemo ox rpabancTBa Koje je
yCMepeHO IpeMa IOIUTIYKOM IIaCarby IO OHOra
YCMepeHOT IpeMa IIacy Kao TaKBOM.

ToKOM IIOC/IeA VX TOfITHA HEKO/IMKO I10jaBa
IPYLITBEHOT IpoTecTa y EBpom npeodpatuio ce y
HOBe, Meh)yHapoiHO MHCIMpPATMBHE VHULIUjaTUBe 3a
rpabaHCKy mapTUIUIanujy 1 eKCIiepyMeHTe Y BpLIeHY
HerocpeHe fieMoKkparuje. Y Ipukoj, Ha mpumep,
jaBHI TProOBY IIOCTaIM Cy IPBO MeCTa IPOTECTa, a
KacHMje ¥ IPOCTOPY Ha KOjUMa Ce MOTY OffpyKaBaTi
jaBHa OKyIUbama. Y benruju u Vipckoj camutn
rpabana, momyt I'1000 (y Benruju 2011. rognue) nmn
Koncruryrusne kousenuuje (y Vipckoj 2013. rognse)

IIOCTa/IU CYy HOBM CBEOOYXBAaTHMU OOIMIN INUCKYP3UBHE
JeMOKpaTyje HaKOH enu3ofia Kpuse u nporecta. M
MaJia joIlI yBeK KOPUCTE (bopMy CIMYHY Iap/IAMEHTY,
OBaKBM OOIMIM IeMOKpaTHje IPefiCTaB/bajy MOKYIIIaj
I ce M3HOBA OCMUC/IN KOHIIENT HOMUTUYKOT
aHra)XoBama rpahaHa BaH IpoTecTa M KJITACUYHUX
MHCTUTYLIMja IPeJCTaBHIYKE IeMOKpaTHje — a 4eCTO
U BaH ujeje 0 u3d0opuMa, 1 BaH 'paHNIla HalMOHAJTHE
Ip>KaBe, Wi dap Kao OATOBOP Ha IIOBMUIIEHY CBECT

0 KPUTUYHUM HOTpedama Ha JI0OKaJIHOj, PerIOHa/IHOj
VI I7100a/THOj paBHM — BaH HAallMOHA/IHYX IPXKaBHMUX
I/IHCTI/ITyI_H/Ija. OBakBu IIpyMepPU HACTA/IN Cy HAaKOH
IITO je 030M/baH NMPUTHUCAK U3BPIIEH Ha NOCTOjehn
IIOIUTUYKHU CUCTEM y JaTUM 3€M/baMa, a ITIOHEKaa 1
Kao pe3y/ITaT YK/by4lBaba TYX ip)KaBa y IJI0daTHU
cucrem. Mebytum, rpahann cy papuje Tpaxmnn

HoBe MoryhnocTy fa ce daBe monmTukoM Kopucrehin
COIICTBEHU ITIaC, IPEKO apryMeHTaluje 1 HapaTuBsa,
HETO J1a y/Ia3e y CUCTeM MHCTUTYIMOHAIN30BaHe
IIO/INTUKE CTPATEUIKOT TproBama 1 q)MKCI/IpaHI/IX
KO/IeKTUBHIUX IIpedepeHIn.

OBakBu cry4ajesi, Kafia rpahany ocHMBajy concrseHe
0d/MKe [eMOKpPATCKe MapTUIUIIALINje U TOBe3Yjy

ce ca cBe BehuM MpexaMa JeMOKpaTcke 0OOHOBe,
[IpefCTaB/bajy CKPOMHO ajIi O4uIefHo nopcehame
Ha YMIbeHNIY Ja JeMOKpaTuja Hy)XHO 0dyxBaTa
paBHOTeXy usMely mpaxTuuHe M3BOA/BUBOCTI 1
ueaMCTUYIKMX Keba. VIako je naean meMokpatuje
Ia odes3denu BafaBUHY HAPOaA, YMMe U Ce CBAKOM
YWIAHY APYLITBA faja MOR y Of/TydnBatby IOBOLOM
CTBapM Koje ce TM4y YuTaBe 3ajefjHMlLIe, IeMOKpaTuja
ce y IpaKCH MO>Ke CaMo IPUOIIKUTH OBaKBOM LIHIbY.
Axo OH CBaKo jeJIHAKO yuecTBOBAO y nuTamuMa Braze,
YIpaBibae OU MOCTaNIO0 NPAKTUYHO HEU3BOAJBHBO.
Osa TeH3uja n3meby 1meaaHOr 1 HECaBPILEHOT,
MebyTuMm, py>ka HaM MHTepeCaHTHY MOTYHHOCT 3a
CTBapabe I0Oa/IHNUjUX YMHOBA TpahaHCcTBa, IOTOTOBO
Yy KpU3HMM BpeMeHMMa. JIo faHac, IpakTIyHa
UMIIIEMEHTAlMja IeMOKpaTHje YMHOTOMe, YaK y
MIOTIYHOCTH, 3aBJICUJIA je Off 3Ha4ajHe peHecaHCHe
TpajguLMje: MHCTUTYLMja IpeCcTaBHIYKe leMOKpaTuje
YHyTap InojeayHavyHe ap>kase. Ha mpuHnmnmma
TePUTOPUjaTHO 3aCHOBAHMX KOMIIETUTUBHMX 1300Da,
IpaBHUX U AP>KaBHUX KaHIeJapuja 1 Moapskasajyhux
aJIMVHACTPATUBHUX areHIyja, U3TPajiuin CMO
MeXaHU3Me KOjy Ce yCaBpIIaBajy TOKOM IOC/Ie/ba
IBa BeKa. A/ caBpeMeHe GpycTpalyje IpUCcyTHe
YHyTap pasHMX JIp)KaBa, M TO He camo y EBpomnu, unne
jaCHOM UMEHMILY /1A j€ HEOIIXO[JHO Jla/be Pa3BUjarbe
OBUX IIPUHIINIIA, KA0 U Ja KTACU4He CTPYKType Tpeda
HpPeNCIUTATH.

Jako MHOTU IIpe3upy cBe Behie caMONCK/by4nBambe
rpabaHa u3 popMaTHUX CTPYKTYpa IIpefiCTaBHUUKe
IeMOKpaTje U BUXOBO pa3odyapame y oBe
MHCTUTYIIMje, yIIpaBo oBa GpycTpaluja MOXKe JaHaC
IIOCTAaTU M3BOP HOBOT YTOIINjCKOT MUII/bEmba Koje

he nponahn nany y moryhHocTima na rpabann
IIOCTaHYy JIe0 alITePHATVBHIUX OO/IMKa IOINTIYKe

Convention (Ireland 2013) became new large-scale
forms of deliberative democracy after episodes of crisis
and protest. While still involving parliamentary-like
settings, these instances were an attempt to reinvent
political engagement of citizens beyond protest and
outside the classic institutions of representative
democracy - often also outside elections, and outside
the realm of the national state, or at least in response
to a heightened awareness of critical needs on the
local, regional or global scale outside the national state
institutions. These instances came about after serious
strain was put on the existing political system in these
countries, sometimes as a result of these countries’
involvement in the global system. But rather than
entering the institutionalized politics of strategic
bargaining and fixed collective preferences, citizens
searched for new opportunities to engage with politics
through their voice, through argument and narrative.

These cases, where citizens stage their own forms
of democratic participation and link up to growing
networks of democratic renewal are a modest but
stark reminder of the fact that democracy by necessity
entails a balance between practical feasibility and
wishful thinking. Although its ideal is to guarantee
government by the people, and thus to give every
member of society power in matters that affect
the entire polity, in practice a democracy can only
approximate this goal. If everyone were to participate
equally in matters of government, governing would
become practically impossible.

This tension between ideal and imperfection,
however, presents an interesting opportunity for
the creation of more globalized acts of citizenship,
especially in times of crisis. To date, the practical
implementation of democracy has relied heavily,
even almost exclusively, on an important Renaissance
tradition: the institutions of representative democracy
within a single state. We have built on the principles
of territorially based competitive elections, legislative
and executive offices and supporting administrative
agencies — mechanisms that have been fine-tuned
over the last two centuries. But current frustrations in
various countries, not in the least in Europe, make it
increasingly clear that further development is needed,
and that the classical structures need rethinking.

While many may deplore increasing citizen
disengagement from and disillusionment with the
formal structures of representative democracy, it is
exactly this frustration that now may be the source
of a new utopian thinking that finds hope in the
opportunities for engagement in alternative forms of
political participation. This might be the first basis
for a global form of democratization. Although direct
political engagement in the established channels
of democracy seems to have declined, citizens
increasingly engage in other ways - and increasingly
do so across the borders of a variety of polities, a trend
facilitated by new media and digital technology.

Could such new spaces for democracy provide a
path to transform democracy? And could they achieve
that on a global scale? Among scholars, the conviction
seems to be growing that this is at least a movement
that needs to be taken seriously. One way in which it
may grow is simply by stretching the imagination of
citizens and making them see how far still the creative
process of democratic renewal can go. Democracy is
not a fixed structure; it can still evolve.

Are these recent citizens’ initiatives in these various
places the beginning of a more unified, strong and
persuasive movement for democratic change on a
global scale? Obviously, from today’s perspective this is
hard to say. But clearly there is a possibility that human
rights are not “the last utopia” (Moyn 2012), rather the
latest so far. The new instigators of global hope may
be those recent and upcoming acts of citizenship that
stage democracy in new ways, set it as an example to
populations who do not live in a democracy yet, and
reify the political future: that global community that
sometimes feels present already, but also, in many ways,
still needs to be created.
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naprununanuje. OHa MOXKe IIOCTaTH OCHOB 3a
rnodanHe odMke neMoKpaTn3anuje. Mana ce 4nHu na
je AMPeKTHO MOMUTUYKO CyAeoBame Y eTadIupanum
KaHa/MMa JeMOKpaTuje ornao, rpahanu ce cse Buiie
MONIUTUYKY aHTaXKyjy Ha Jpyre HaulHe — a TO Ce CBe
Bure foraha MsBaH rpaHMIla Pa3TUUUTHX JPXKaBa,
LITO je TPeH[, KOj O/laKIlaBajy HOBU Meuju 1
TUTUTATHA TEXHONOTHja.

Jla my du TakBM HOBM IIPOCTOPM 3a OCTBApUBAE
IeMOKpaTHje MO/ [a OTBOPe Iy T Ka IIpeodpaxkerby
memokparuje? VI fa mu du ce To Morno noctuhu Ha
r1odanHoM HUBOY? Meby HayduHuIMMa, IMHY Ce,
pacTe yBepeme [ia je 0BO IIOKpPeT Koju dap 3a moyeTak
Tpeda 030M/BHO CXBATUTIL. JelaH OFf HaUMHA Ha KOjI
OH MO>XKe HaIIpe[oBaTH je U Taj fa ce MaluTa rpahana
IIPOLINPY KaKO O OHU YBUJEIN HOKJIe CBe MOXe fa
HaIIpefyje KpeaTUBHI IPOLieC JeMOKPATCKe OOHOBe.
JeMokpatuja Huje GUKCHpaHa CTPYKTYPA; jOLI YBEK
MOXKe JIa eBOTyMpa.

Jla mu cy oBe rpabaHcke MHMIMjaTHBe HA Pa3HUM
TepUTOpMjaMa IOYETAK je[JHOT jeIMHCTBEHM)ET, jaKoT
U ySe/bBOT IOKPeTa 3a IeMOKPATCKY IIPOMEHY Ha
r1odanHoM HIBOY? Ha 0BO muTame 13 JaHalllmbe
HepCIIeKTUBE OYUITIE[HO je TELIKO OffTOBOPUTH.

A cBaKaKo je jacHo fia mocroju MoryhHocr na
JbYZICKa IIpaBa HICY ,HocTema yromja” (Moyn
2012), Beh y H13y yTomuja caMo jeqHa Off HajHOBUjUX.
HoBu noxpeTtaun rodaHe Hafie MOX/a OU MOI/IN
Suru ckopamsmu u Sygyhn unHoBu rpabancTBa

KOjU JeMOKpaTHjy I10CTaB/bajy Ha HOBM HaulH, U
Iiajy IpuMep /byAuMa KOji jolI YBEK He JKIBe y
IeMOKpaTHji, Kako Ou ce perduKoBaja MOMUTUIKA
SynyhHocT: rmodanHa 3ajefHuIa Koja Ha HeKe Ha4YMHe
Beh maHac mocroju, anmu Koja ce, y BUIIe CMepOBa, TeK
Mopa CTBOPUTH.
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ITetep Bepmepr je denrmjcku mpodecop
APYIITBEHMX HayKa U TIOJINTHUKE, KaO I eCejucTa.
Cryaupao je, MCTPaKUBAO U KMBEO Yy PasHUM
rpajosuMa IeHTpanHe Esporne n bankana, a TpeHyTHO
Pajiu Kao KOOPAMHATOP UCTPAsKMBAYKIX ITPOjeKaTa
Ha JIMHEC uncruryry (MehyHaponHe u eBporcke
crynuje y JleBeny) npu YHuBep3utety y JleBeHy.
V3meby ocTanor dopaBno je Kao MCTpaXKuBad y
OEBC-oBom Cexpetapujaty y IIpary (2001. roguse),
a pazuo je u Kao roctyjyhu npegasau y IenTpy 3a
eBporicke ctynuje Munga ge Iynydypi YHUBep3uTeTa
Xapsapz (2007-2008). Odjasno je Buiie pafosa o
HenTpannoj n Vicrounoj EBpone, eTHUYKOj IOMUTHULIN,
MamIHaMa, Pomuma, Halmonanmsmy, CBaKOJJHEBHOM
rpahaHCTBY, 1 porecy gemMokparusauuje. foguue
2009. 3ajenno ca micueM [Jasunom Ban Pejdpykom
oxuBeo je Espoticku yciias y citiuxy, MehyHaponHy
38upky caBpeMeHe noesuje. Fberosa HajHOBUja
KIbITa eceja, odjabena 2014. oy HasuBoM Busute. O
gprcasu Koja je Heclliana, IpeficTaB/ba Pa3doKOpeHo,
ME/TaHXOIMYHO ITyTOBake KPO3 3eM/be SMBIIIe
Jyrocnasuje. 3a Buiiie nHGOpMaLja IIOCETUTE CajT
http://www.petervermeersch.net

Peter Vermeersch is a Belgian professor of social
science and politics and a writer of literary non-
fiction. Having studied, lived, and conducted research
in various places in Central Europe and the Balkans,
he is now research coordinator of the LINES Institute
(Leuven International and European Studies) at the
University of Leuven (KU Leuven). He was previously
among others researcher-in-residence at the OSCE
Secretariat in Prague (2001) and visiting scholar at
the Minda de Gunzburg Center for European Studies,
Harvard University (2007-2008). He has published
widely on Central and Eastern Europe, ethnic politics,
minorities, the Roma movement, nationalism, everyday
citizenship, and democratisation. In 2009, together
with writer David Van Reybrouck, he brought to life
the European Constitution in Verse, an international
collection of contemporary poetry. His most recent
non-fiction book is called Ex. Over een land dat zoek
is (2014) — which translates to Ex. About a Country
that was Lost - a swirling, melancholic journey on
postwar memory in the former Yugoslavia. For more
information see: http://www.petervermeersch.net
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ViBau IpydaHos Ivan Grubanov

Poben y Beorpapy, 9. mapra 1976. Born in Belgrade, March 9, 1976

OdpasoBame Education

2008 Casa de Velazquez, Mappug, lllnannja 2008 Casa de Velazquez, Madrid, ES

2005-2006 Delfina Foundation Studio Programme, JIounoH, Bemka Bpuranuja 2005-2006 Delfina Foundation Studio Programme, London, UK

2002-2003 Rijksakademie van beeldende kunsten, AMcrepgam, Xomanauja 2002-2003 Rijksakademie van Beeldende Kunsten, Amsterdam, NL

1996-2001 ®akynTeT MMKOBHUX yMeTHOCTH, beorpan, CP Jyrocnasuja 1996-2001 Academy of Fine Arts, Belgrade, YU

Opadpane camocTanHe U3n0xde Selected Solo Exhibitions

2013 Loock Galerie, Mpiuise 3acitiase, bepnus, Hemauka 2013 Loock Galerie, Dead Flags, Berlin, DE,

2012 National Museum of Contemporary Art, Caspemete ipownociiu (ca Banrenucom Braxocom), Atuna, Ipuka 2012 National Museum of Contemporary Art, Current Pasts (with Vangelis Vlahos), Athens, GR
2012 Loock Galerie, Jumne 3asece, bepnun, Hemauxa 2012 Loock Galerie, Smokescreens, Berlin, DE

2010 MARZ Galeria, Cehatve koje tipoiarva (IpUApYXeHM IIpOjeKaT APXUTEKTOHCKOT TpujeHana), JIncadoH, 2010 MARZ Galeria, Haunting Memory (associated project of the Architecture Trienale), Lisbon, PT
[opryranuja 2010 Loock Galerie, Seven Studies for a Memorial, Berlin, DE

2010 Loock Galerie, Cegam citiyguja 3a ciiomen-oSenexucje, bepmmn, Hemauxa 2009 Center for Cultural Decontamination (solo presentation within the 50" October Salon), Belgrade, RS
2009 IenTap 3a KyITypHY IeKOHTaMUHALHjy (caMocTamHa usnoxda y oksupy 50. Oxrodapckor canona), beorpap, 2008 Loock Galerie, The Evil Painter, Berlin, DE

Cpduja

2008 Laboratorio 987, MUSAC - Museo de arte contemporaneo de Castilla y Leon, (with Angel Rubia), Leon, ES
2007 Le Grand Cafe Centre d’Art Contemporain, Non-Institutional, St Nazaire, FR

2007 Gallery of the Cultural Center of Belgrade, RS

2006 Nogueras Blanchard Gallery, Barcelona, ES

2005 Stroom Contemporary Art Center, Den Haag, NL

2008 Loock Galerie, 3nu cnuxap, bepnun, Hemauxa

2008 Laboratorio 987, MUSAC - Museo de arte contemporaneo de Castilla y Leon, (ca Anxenom Pydujom), Jleos,
HInanuja

2007 Le Grand Cafe Centre d’Art Contemporain, Banuncitiuiiiyyuonanto, Cent Hazep, Ppaniycka

2007 Tanepuja KynrypHor nenrpa beorpana, Cpduja
2005 Museum of Contemporary Art, Belgrade, SCG. Visitor

2004 Ron Mandos Gallery, Study of My Father, a Relation to the Origin, Rotterdam, NL
2004 Lawrence O’Hana Gallery, London, UK

2004 Expodium, Cages, Utrecht, NL

2001 Gallery of Contemporary Art, Pancevo, YU

1999 Center for Visual Culture Zlatno Oko, Novi Sad, YU

2006 Nogueras Blanchard Gallery, bapcenona, llInannja

2005 Stroom Contemporary Art Center, Xar, Xonanauja

2005 Mysej caBpeMeHe yMeTHOCTH, [Tocettiunay, beorpan, Cpduja 1 Llpua Topa

2004 Ron Mandos Gallery, Citiyguja mot oua, oghoc fipema tiopeksny, Potepnam, Xomauauja
2004 Lawrence O’Hana Gallery, Jlounon, Bennika Bpuranuja

2004 Expodium, Kasesu, YTpext, Xomauguja

2001 Tanepuja caBpemene ymerHocty, [lanueso, CP Jyrocnasuja

1999 IlenTap 3a BusyenHy Kyntypy 3natHo oko, Hosu Cap, CP Jyrocnasuja Selected Group Exhibitions

Opadpane rpynHe usnoxde 2014
2014 16" Pancevo Biennial, Pancevo, RS

MUSAC (Museo de arte contemporaneo de Castilla y Leon), Diez afios después, Leon, ES
Cultural Center of Cyprus in Athens, In bocca al lupo, crepi crepi, Athens, GR

Clovic Castle Gallery, Road to Europe / I want to Speak About the War, Zagreb, HR

STUK Kunstencentrum, Enacting Protest?, Leuven, BE

16. ITarnueBauko dujenarne, ITanueso, Cpduja

MUSAC (Museo de arte contemporaneo de Castilla y Leon), Jleceini ioguna kactuje, Jleon, lllnanuja
Cultural Center of Cyprus, Y uemycitiuma 6yxa, upkHu, ypkHu, ATuna, Ipuka

Clovic Castle Gallery, ITyiii y Eepoiiy / XKenum ga tosopum o paitiy, 3arped, XpBarcka Stroom Center for Contemporary Art, The Good Cause, The Hague, NL
Francois Ghebaly Gallery, Squares, Los Angeles, USA

STUK Kunstencentrum, Opianusosarve iipoitiecitia?, Jlesen, benruja
Loock Galerie, Celebrities, Berlin, DE

Stroom Center for Contemporary Art, 3a godpy citieéap, Xar, Xonanpuja
Francois Ghebaly Gallery, Keagpatiiu, Jloc Aubenec, CAJ]

Loock Galerie, I[Tosuaitie nuutocitiu, bepnun, Hemauka 2013
2013 267 Quartiere fiir Zeitgenossische Kunst & Fotografie, Der Geist in Vakuum, Braunschweig, DE
Universiteitsbibliotheek KU Leuven, The Prelude Pathetique, Leuven, BE

Ostrale ‘013, Wir iiberschreiten den Rubikon, Dresden, DE

267 Quartiere fir Zeitgenossische Kunst & Fotografie, [lyx y éaxyymy, Bpaynisajr, Hematuxa
9™ Inspiracje Festival, Genesis, Szczecin, PL

Universiteitsbibliotheek KU Leuven, Tyxcnu tipenyguj, JleBen, benruja

Ostrale ‘013, Prelazimo Rubikon, Jlpeanen, Hemauxa Lanchester Gallery Projects, We Are Everything to Each Other, Coventry, UK

o™ Inspiracje Festival, IToc@aroe, hehun, Tomcxa Remont Gallery, Preslisavanje 10, Belgrade, RS
Lanchester Gallery Projects, Mu cmo cse jegro gpyiom, KoBentpu, Bennxa Bpurannja

Tanepuja Pemonr, Ilpecnuwasarve 10, beorpan, Cpduja



2012 2012

Kiasma Museum of Contemporary Art, Yjegu citisaprocitiu, Xencuuku, Puxcka Kiasma Museum of Contemporary Art, Reality Bites, Helsinki, FI
Macedonian Museum of Contemporary Art, Oxyiimarve, Conys, Ipuxa Macedonian Museum of Contemporary Art, A Gathering, Thessaloniki, GR
Green Art Gallery, Pepepenyupatrve ucitiopuje, Lydau, YAE Green Art Gallery, Referencing History, Dubai, UAE

Good Children Gallery, IIliio ce oguipasa usmehy nac, by Opneanc, CA]J] Good Children Gallery, That Passes Between Us, New Orleans, US

Loock Galerie, Ilpusaitinu itoineg, bepnun, Hemauxa Loock Galerie, Private View, Berlin, DE

2011 2011

Museum of Modern and Contemporary Art, Tpefiu melyynapogru decitiuean caspemere ymemnocitiu Anxcupa, Museum of Modern and Contemporary Art Algiers , The 3rd International Festival of Contemporary Art of Algiers
Amxnp, Arpkup (FIAC), Algiers, DZ

MOCAK, Museum of Contemporary Art Krakow, Vcitiopuja y ymeininociiu, Kpakos, ITobcka MOCAK, Museum of Contemporary Art Krakow, History in Art, Krakow, PL
Kunstforum Ostdeutsche Galerie, Donumenta, Pereusdypr, Hemauxa Kunstforum Ostdeutsche Galerie, Donumenta, Regensburg, DE

Apex Art, 3ugosu koju Hac pasgeajajy, Ebyjopk, CAJl Apex Art, Walls That Divide Us, New York, US

Blainsouthern, Selektionseffekte, Bepmun, Hemauxa Blainsouthern, Selektionseffekte, Berlin, DE

MARZ Galeria, Hecitianu/Thin Air, Jlucadown, ITopTyranmja MARZ Galeria, Thin Air, Lisbon, PT

2010 2010

Extra City - Kunsthal Antwerpen, Cauurasatrve gokymenaitia, AHTBepIeH, benruja Extra City- Kunsthal Antwerpen, Drawing Documents, Antwerp, BE

National Museum of Contemporary Art, [lonuitiuka ymeiinocitiu, Atina, Ipuka National Museum of Contemporary Art, Politics of Art, Athens, GR

Museu Colecgao Berardo, Cse witio je uspcitio iySu ce y 8azgyxy, Jlucadown, Ilopryrammja Museu Colecgao Berardo, All That Is Solid Melts Into Air, Lisbon, PT

Witte de With, Mopanwocii, wun 111, a iioyka fipuue je, Porepmam, Xomaumuja Witte de With, Morality, Act 3, And the Moral of the Story is, Rotterdam, NL
Apex Art, Mopannociu, wun 111, a tioyxa tipuue je, Ibyjopk, CAJL Apex Art, Morality, Act 3, And the Moral of the Story is, New York, US

2009 2009

2" Spa Port Biennial, ['ge cse itiex wwpeda ga ce goiogu, Bama Jlyka, BuX 27 Spa Port Biennial, Where Everything is Yet to Happen, Banja Luka, BH

28" Biennial of Graphic Arts, Mainpuxc: neciiadunna peannocii, Jbydmana, CroBeHuja 28" Biennial of Graphic Arts, The Matrix: An Unstable Reality, Ljubljana, SLO
City Gallery, Ciiomenux sipeodpaxcasary, Ilpar, Yerixa City Gallery, Monument to Transformation, Prague, CZ

Arts center Vooruit, Qecitiuean kypiiusana, lent, benruja Arts center Vooruit, Courtisane Festival, Gent, BE

Casa de Velazquez, Omsopena spatiia, Manpup, Hlnannja Casa de Velazquez, Los Puertas Abiertas, Madrid, ES

ARCO, Camocimiannu tipojexitiu, Mappun, lllnanuja ARCO, Solo Projects, Madrid, ES

2008 2008

Tpehe dykypemrancko dujenane mmanux yMmeTHIKa, Bykyperut, Pymynnja 3 Bucharest Biennial of Young Artists, Bucharest, RO

ITpBo damanyuko dujenasne, bamwa JIyka, buX 1* Spa Port Biennial, Banja Luka, BH

Kunsthalle Bern, be3 ocitiainiaka, IlIBajijapcka Kunsthalle Bern, No Leftovers, CH

Blackwood Gallery, Cuinanu y mpaxy, Mucucora, Kanazna Blackwood Gallery, Signals in the Dark, Mississauga, CA

Henie Onstad Art Center, Hacnosu ¢ gycroitie, Ocno, Hopserka Henie Onstad Art Center, Headlines ¢ Footnotes, Oslo, NO

ARCOS, Contemporary Art Museum Sannio, Italija, Italien, Wlochy, Benesento, Vtanuja ARCOS, Contemporary Art Museum Sannio, Italy Italien, Wlochy, Benevento, IT
Taspis, M3mehy cnuxa, Croxxonm, [IIBexcka Taspis, Between the Images, Stockholm, SE

Hattyuhaz Galeria, ITycitiapa, Ileuyj, Mabapcka Hattyuhaz Galeria, Wasteland, Pecs, HU

Institute for Contemporary Art and Thought, CenexitiusHo snarve, Atuna, [puka Institute for Contemporary Art and Thought, Selective Knowledge, Athens, GR
2007 2007

10. Vicrandyncko dujenarne, Vicrandyn, Typcka 10* Istanbul Biennial, Istanbul, TR

ITpBo conyHcko dujenane, ConyH, Ipuxa 1** Thessaloniki Biennial, Thessaloniki, Greece

Stedelijk Museum CS, Cauurasarwe wuiionoiuja, AMcreppram, Xomanauja Stedelijk Museum CS, Drawing Typologies, Amsterdam, NL

Forum Stadpark, J3iydmeno inine, [paw;, Ayctpuja Forum Stadpark, Ground Lost, Graz, AT

Office Baroque, Anadama, Autsepres, benrnja Office Baroque, Alabama, Antwerp, BE

SMART Project Space, Ceaxu setiap koju gyve, Amcreppam, XonaHamnja SMART Project Space, Every Wind That Blows, Amsterdam, NL

Aeroplastics Gallery, Tosopruyu, Bpucen, benruja Aeroplastics Gallery, Speakers, Brussels, BE
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2006

12. TTanyeBauko dujenare, ITanueso, Cpduja

Le Grand Café Centre d’Art Contemporain, ITpuue, Cent Hasep, @panijycka

Drawing Center, Vcitia ucxoguuwitia (kycroc Kerpun Kapn), Fbyjopk, CAJ]

South London Gallery, Ilyii oo céeitia 3a 80 gana, JlonnoH, Benuka Bpuranuja

Blackwood Gallery, Ceaxu gawm, ceaxu gpyiu gan, Mucncora, Kanaza

Moderna Galerija, ITpexunyitie ucitiopuje, Jbydmana, Crosennja

Kunsthalle Bern, Buna Jenmunu, bepn, llIBajiapcka

Apex Art, Crnaitiku ipexosu, Ibyjopk, CA]]

PSWAR, Ilukcenu citieaprocitiu, AMcTepfam, XonaHanja

Tanepuja Kyarypuor nentpa beorpana, Cpogrociti tio usopy, beorpan, Cpduja u Llpxa Topa

2005

Ipyro Tupancko dujenane, Cnaiiku ipexosu, Tupana, Andanuja

Tpehe dujenane Ksedeka, Manudgecini ymeininociiu, KBedex, Kanazna

Extra City-Kunsthal Antwerpen, ngopmanuja/Tpancopmayuja, AnTBepIeH, benruja
Kunsthalle Bern, Ban wtionanuieitia, beps, IlIBajiapcka

Press to Exit project Space, 20/21, Cxorbe, Maxezionuja

Tanepuja 3BoHo, 20/21, Beorpan, Cpduja n I]pna Iopa

Espace Culturel Francois Mitterand, Bpegrocitiu, ITepuke, @paniycka

2004

JyrocnoseHcko dujeHae MIaAMX YMETHIKA, 3a caga de3 Hacnosa, Bpiuan, Cpduja u I]pua lopa
11. ITanueBauko dujenasne, Ilanueso, Cpduja u Lipra Topa

De Appel, Ceseiii je goSpo, mu naxcanociti daws u Hucmo, AMcrepaam, XonmaHguja

Freiraum, Museumsquartier, Kogupane kynitiype, bed, Ayctpuja

Museum Beelden aan Zee, Bugeo citiyguo, CxepeHunreH, Xonauauja

ART Rotterdam, Stand Smart Project Space, Porepmam, Xonaumuja

Opadpana dudnmorpaduja
Monorpaduje

The Evil Painter, Verlag Fuer Moderne Kunst Nuernberg, texts by Charles Esche, Philippe Pirotte, Ivan Grubanov,
2008

Documents Grubanov, Rijksakademie van beeldende kunsten, Amsterdam, editor Martijntje Hallman, text by Ivan
Grubanov, 2006

Visitor, Museum of Contemporary Art Belgrade/Kunsthalle Bern, texts by Gerardo Mosquera, Marina Martic,
Philippe Pirotte, Ivan Grubanov, 2005

Opnadpanu u3nokdeHM Karanosn u pedepeHTHe MydIUKaIje

Annelote Verhagen, Ivan Grubanov, Video Studio, Museum Beelden an Zee, Scheveningen 2004
James Becket. Ivan Grubanov, Born Belgrade, 1976, Untitled as Yet Catalogue, Vrsac, 2004

Wim van der Beek, Ivan Grubanov - Galerie Ron Mandos, Kunstbeeld 09, Amsterdam 2004
Ana Peraica, Media on Trial, Springerin 04, Vienna, 2004

Topan Iletposuh, Karanor 20/21, Beorpag, 2005

Luk Lambrecht, Information/Transformation, Metropolis, No 6, Antwerpen, 2005

Ana Peraica, Grubanov for president!, Off-Key Catalogue, Kunsthalle Bern, 2005

2006

12 Pancevo Biennial, Pancevo, RS

Le Grand Café Centre d’Art Contemporain, Histoires, St Nazaire, FR

Drawing Center, New York, ‘Common Destinations’ (curated by Katherine Carl)
South London Gallery, Around the World in 80 Days, London, UK

Blackwood Gallery, Everyday Every Other Day, Mississauga, CA

Moderna Galerija, Interrupted Histories, Ljubljana, SLO

Kunsthalle Bern, Vila Jelmini, Bern, CH

Apex Art, Sweet Taboos, New York, USA

PSWAR, Pixels of Reality, Amsterdam, NL

Gallery of the Cultural Center of Belgrade, Affinity by Choice, Belgrade, SCG

2005

2" Tirana Bienale, Sweet Taboos, Tirana, AL

3" Biennial of Quebec, Manif d’Art, Quebec, CA

Extra City-Kunsthal Antwerpen, Information/Transformation, Antwerp, BE
Kunsthalle Bern, Off-Key, Bern, CH

Press to Exit project Space, 20/21, Skopje, MK

Zvono Gallery, 20/21, Belgrade, SCG

Espace Culturel Francois Mitterand, Values, Perigueux, FR
2004

Yugoslav Biennial of Young Artists, Untitled as Yet, Vrsac, SCG

11 Pancevo Biennial, Pancevo, SCG

De Appel, The World is Fine, We Ourselves Unfortunately Somewhat Less, Amsterdam, NL
Freiraum, Museumsquartier, Coded Cultures, Vienna, AT

Museum Beelden aan Zee, Video Studio, Scheveningen, NL

ART Rotterdam, Smart Project Space stand, Rotterdam, NL
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Monographs

The Evil Painter, Verlag Fuer Moderne Kunst Nuernberg, texts by Charles Esche, Philippe Pirotte, Ivan Grubanov,
2008

Documents Grubanov, Rijksakademie van beeldende kunsten, Amsterdam, editor Martijntje Hallman, text by Ivan
Grubanov, 2006
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Selected Exhibition Catalogues and Reference Publications
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Ana Peraica, Grubanov for president!, Off-Key Catalogue, Kunsthalle Bern, 2005

169



170

Arno van Roosmalen, Ivan Grubanov at Stroom Den Haag, Stroom Den Haag, 2005

Gregor Guy Smith, May I See the Original?, Ivan Grubanov at Stroom Den Haag, Stroom Den Haag, 2005
Kai van Hasselt, On the Work Visitor, Ivan Grubanov at Stroom Den Haag, Stroom Den Haag, 2005
Arjan Reinders, Ivan Grubanov - Stroom, Kunstbeeld, Amsterdam, 2005

Zoé Gray, Ivan Grubanov, Contemporary Magazine Annual Issue, London, February 2006

Anne Dekerk, Ivan Grubanov - Mapping Myself Into Complex Social Situations, Etcetera Magazine No 101, Brussels
2006

Tony White, Another Fool in the Balkans, Cadogan, London, 2005

Zoe Gray, Father Land, Mother Tongue, Wasafiri Magazine, No 48, London, 2006

Rebecca Gordon Nesbit, Tirany and Tribalism, the Art of Ivan Grubanov, Afterall 14, London-Los Angeles, 2006
Philippe Pirotte, Ivan Grubanov-Close Encounters, Afterall No 14, London-Los Angeles, 2006

Kit Hammond, Ivan Grubanov, Around the World in 80 Days Catalogue, ICA London & South London Gallery,
London 2006

Katherine Carl, Ivan Grubanov, Drawing Papers, The Drawing Center New York, New York, Autumn 2006

Alex Mitrani, Ivan Grubanov, Papers d’art, Girona, Spain, 2" semester 2006

Csiszek Petra, Wasteland, Balkon, Budapest, 2008
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Mapuja Hophesuh, Tajuu ypisesnu, llonntuxa, beorpag, 9. 9. 2005.

Jbubana ‘Runkyn, Busyento ceegouerve, [Tonntuka, beorpan, 20. 9. 2005.

Cnodopman Kocruh, Busyennu citienoipam, Bpeme, beorpan, 15.9. 2005.

Noelia Hernandez, Idolos caidos, Culturas, La Vanguardia, Barcelona, 25 10 2006
Arnau Puig, Un arte desde los Afiicos, ABC, N°768, Barcelona, 21 10 2006

Neus Mir06, Ivan Grubanov, Exit Express, N°22, Barcelona, 10 2006
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Kai van Hasselt, On the Work Visitor, Ivan Grubanov at Stroom Den Haag, Stroom Den Haag, 2005
Arjan Reinders, Ivan Grubanov - Stroom, Kunstbeeld, Amsterdam, 2005

Zoé Gray, Ivan Grubanov, Contemporary Magazine Annual Issue, London, February 2006
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Alex Mitrani, Ivan Grubanov, Papers d’art, Girona, Spain, 2" semester 2006
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Cnucak pagosa

Crynanja 3a criomeH-odenmexje, akpuarK Ha IIAaTHY, MeTalHa KOHCTPYKInja, 530 x 550 x 150 cm, 2009

Crynuja 3a cioMeH-0deexje, aKpUINK U y/be Ha IJIaTHY, TOMUITHX, 300 X 225 cm, 2009
Crynuja 3a criomeH-odenexje, y/be 11 JUM Ha miartHy, 113 x 130 cm, 2010
Crynuja 3a cnoMeH-0deexje, UM 1 O7I0BKa Ha Ianupy, Auntux, 70 x 170 cm, 2010
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