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HELLA MAPUMOBUTR / NESA PARIPOVIC

3ug / wall

1989, dpotorpaduja / photograph, 50x60cm
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[IPATOCJIAB KPHAJCKW /
DRAGOSLAV KRNAJSKI

Kwnwa Il / Rain Il

1984/2021, 6ojeHa Xunua 1 HaTPoH /
painted iron and pack paper,
240x180cm




CreBaH Bykosuh

CMMINITOM BPEMEHA

Jewwa [leHerpu je jyrocioBEHCKM KyNTYpPHU NPOCTOP OfLPEAMo Kao “reorpadcko,
MOJIMTUYKO U KyNTYPHO NOAPYYje YHyTap Kojera ce 0fB1jao NoJAMLEHTPUYHN

HO YjeHO 1 3ajeHUYKN YMETHUYKM )KMBOT BULLIE HALMOHAIHWUX CPeMHA KAo
HeKaJaL WX KOHCTUTYTUBHUX jeMHMLA NPETXOAHE [iBe jyroc/OBeHCKe apxase’
(OeHerpw 2011, 6), aa 61 ra y KOHTEKCTY HOBE YMETHOCTU CejaMAIeCeTUX TPETUPao
Kao “Makpo cLeHy” yHyTap Koje cy fenoBae nojefMHauHe CLUEeHe y LLeHTpuMa y koje
ybpaja /byb/baHy, 3arped, Hosu Capg 1 beorpag. (LeHerpn 1996, 20) Pa3sujarbe
NOKanHe MHQPACTPYKTYpe Y Nosby CaBpeMeHe YMETHOCTM je TOKOM HapeAHe AeLieHuje
omoryhro odopm/bMBakbe M APYTUX LieHTapa, nonyT Capajesa, y komMe cy 1987. n
1989. ogpxaHe 1310%0e nog Ha3mBoMm ’JyrocnOBeHCKa ,D,OKyMeHTa] (I m ). Te n3noxbe
cy, no bpanucnasn AHRenkoBuh n bpanncnasy umutpujesuhy, nopes ynucuearba
CapajeBa Ha Many LieHTapa caBpemeHe yMeTHOCTH Yy Jyrocnasuju, Tpebano fa
“‘obenexe fedUHUTMBHO NOTBPHMBAHLE jyrOCIOBEHCKOT YMETHMUKOT NPOCTOpPa’ Kao
3ajelHNYKOr 1 CaCBMM NOAPA3YMEBAHOT KAKO 3a Mafe YMETHUKE KOju Ce NojaB/byjy
Ha CLIeHW TOKOM 0CaMAeCeTUX, TaKO 1 3a HMX0BE NPETXOJHMKE KOju Cy 0Baj POCTOp’
cTBapanu Tokom XX Beka”. (AHRenkosuh n Aumutpujesnh , 191). leHerpu je, nputom,
Harnacuo Aa je, NpuankKoMm Opyrvx capajeBckux [lokymeHara 1989. jow jegHom

“buna npepnoxeHa 3a pacnpasy xunoTe3a ‘Apyre MHWjE Koja je y jyroc1oBEHCKOM
KYNTYpHOM NpOCTOpY nofpa3ymesana Moryhu KOHTUHYWTET YMETHWUYKMX MojaBa 1
npobnema y pacnoHy o yk/byderba HalMX ayTopa Y NOKPeTe NCTOPUjCKUX aBaHrapam
(3eHMTM3aMm, Aafan3am, KOHCTPYKTMBM3AM) NPEKO PAANKANHUX MOAEPHUCTUUKIX

1 HeoaBaHrapHWX nosumuuja y nefecetnm u wespecetum (EXAT 51, ToproHa,
aHTUNUKTYpanHu eHdopmen, aytTopu oko HoBux TeHeHUM]ja) Haaabe Npeko HoBe
YMETHUUKE NpaKce cefaMaeceTnx (YMETHOCT NOHALLAHA, KOHLENTYaNHA YMETHOCT)
[0 UHAMPEKTHMX NPOAYXKEeTaKa CBMX TUX MojaBa y pasanunTiM NOCTMOLEPHUCTUYKMM
je3snuknmM MoganuTeTUMa oCamaeceTmx rognHa’. (Qenerpun 2004, 22) Tapa, jyna n
asrycra 1989, Tokom Tpajarba ApYror n3garba jyroc/IoBeHCKMX [lokymeHara, Koja

Cy peanv3oBaHa Ha MHWLMjaTMBY yMeTHMKa Jycyda Xayndejsosrha n Pageta
Tapunha, y opraHusaumju PagHe opraHusauyje 3MMCKUX OMMIKJCKUX Urapa 1984

y OnumMnujckom LeHTpy CkeHaepwja, YUHUNO Ce Aa CY jyrOCNIOBEHCKN KOHTEKCT M
uaeonoruja ‘Apyre MHWje’ 4aTOCT HA Kojuma he gasbe a ce 3aCHWBA CBE TO LITO
HacTaje Kao MHTEerpaiHu leo NPoayKLMje caBpeMeHe YMETHOCTM Ha Ty Tafallhe
Jyrocnasuje. Anv Beh cnepeha [lokymeHTa HUCY OApXaHa, 1 nocnefrba usnoxba y
jyrocnoBeHCKOM KOHTEKCTY 6110 je 15. bujeHane MAaanX jyrocIOBEHCKMX YMETHMKA



y Pujeu 1991, TokoM uujer Tpajarba je oapKaH 1 NpoTecT yMeTHYMKA 300r noyeTaka
paTHUX cyko0a, y Tpajarby og 19. o 25. aBrycra, y OKBUpY Kora cy cinke bune
OKPeHyTe InLieM npema 3uay, CKynnType npekpreeHe Ge1m N1aTHOM, a BUAEO
npojekuuje yrawene, a Beh cnepehe, 16. bujeHane managux y Pujeun je Kao KOHTEKCT
“mano ‘Eyponckn MegutepaH’.

CnoHTaHa aHTMpaTHa peakumja yMeTHUKA Ha 15. BujeHany maaaumx jyrocioBeHCKMX
yMeTHMKa Yy Pujeun je 610 JOCTa ycam/beH recT 3a To Bpeme. XXenmmup Kowwyesuh
je, pasmartpajyhu Taj npobnem y KpUTMUKOj peLieH3uju u3noxoe Kojy je nod Ha3vnBoM
‘YMjeTHOCT 3a 1 NPOTHB OfPYKAHOj NPETXOAHE FoAMHE y OKBUPY Jecerber canoHa

y YMjeTHMuKOj ranepuju y barba Jlyumn Hanucao cnepehe: “usrnepa mMu, aawac,

Kpajem jaHyapa 1990. aa cMo cBy 61AM NoMano naeannucTu, aa CMo XTjeau BuLLe

0[, OHOTa LUTO Ce MO0 JOOWTH, AA CMO Ce MPEBAPUAN Y MPOLLjEHN NCTUHCKOT
jyrocnoBeHCKOr yMjeTHUUYKOT NOTeHLMjana WTo ce NOANUTHKE TUYE, ia CBOjUM
je31KOM roBOpM 0 HaLLOj CTBAPHOCTY, Ma kakBa 6una” (Kowuyesnh 1990: 57-58.)
OAMak ofi TpeTvparba NOAUTHUKE Y PASOBMMA YMETHMKA KOju Cy Ce HaA0BE3MBAIN

Ha Hacnehe ‘npyre AMHKje je G1O HajeBUAEHTHMjM Ha BeOrpaacKoj YMETHUYKO]
CLIeHM, LUTO je UCTOPMYAPKY YMETHOCTM M Tafa akTUBHY IMKOBHY KpUTUYAPKY Jnaunjy
MepeHwK HaBeno Aa yBefe TePMUH ‘AKTUBHM €ckanu3am’ 1 O4Peay ra Kao Kpeuparbe
,napanenHe GUKLMOHANHe CTBAPHOCTU M CACBUM JIMUHWX UCTOPUja KOje, OreT,
HMKaga He Ou HacTane fia Hemajy (HWCy Mmane) NoBoAA y Camoj ersucTeHLMjanHoj
CTBAPHOCTK, KOja je Hekaaa ycneBana aa Hagmatm n camy oukumjy” (MepeHuk 1996,
10) He camo y beorpagy, Beh y uenoj Cpbuiju je nsberasarbe paga ‘in socius 6uno
JOMVHAHTHO Y NPBOj NOIOBMHM [ieBeleCeTUX roAMHa NpOLLOT Beka. [JoMuHupana
je OKpeHyTOCT YHYTapiMKOBHUM NpobnemnmMa, KOHLEenTyanusaumju meaujyma u
NPOM3BO/HbM AQYTOHOMHMX CTBAPHOCTU KOje Cy eCKanuUCTUYKN Hernpane HameTHyTe
OpPYLITBEHE YCIOB/bEHOCTU. NMapagnrmMaTiiH1 NpUMepK 3a TO Cy NpojeKTn 1 u3noxbe
nonyT: “Mnaam beorpancku ckynntopu” (fanepuja YYC 1990.), “Iinet MoHApuraH
1872-1992.” (CaBpemeHa ranepwja MaHueso v CKL, beorpag 1992.), “JeaHa camka
akTyenHor 6eorpagckor cavkapcTea’ (Manata eBporicke 3ajegHuue, bpucen 1992),
“PaHe eBefeceTe: jyrocioBeHCKA YMETHMYKA clieHa” (fanepuja caBpemMeHe INKOBHe
ymeTHocTn Hoeu Cap v [iBopav, NeTtposuha Lietuibe, 1993), kao v npea ABa M3aaba
“JyrocnoBeHckor 6ujeHana maagmx’ (KoHkopauja, Bpuaw 1994. 1 1996.), Koje ce

Y Y)XeM /OKA/IHOM KOHTEKCTY HAacTaBM/IO Ha Haciehe pujeykor “bueHana mnagmx
jyrocnaBeHCKMX yMjeTHMKA”, C TUM [ia Ce HUXOB jrOCIOBEHCKM KapakTep CBOAMO Ha
n3narare ymeTHuka u3 Cpbuje v LipHe fope, y3 NOBPEMEHO rOCTOBakbe YMETHMKA

13 MakefioHuje. Ta TeHAEHLM]A eCKAMNCTUYKE HEAHTaXXOBAHOCTM MOXE Ce MpaTnTy

Y KPO3 aHa M3y TeKCTyasiHe NpoayKLyje naacupaHe Kpo3 lNpojeka(p)T, HOBOCAACKM
4acomnmc 3a CaBpemMeHy YMETHOCT, 1 ayTOPCKMX 1310X0M Koje Cy Ha Tpary Tnx
TEKCTOBA HACTasle, Kao LTO cy “TeHaeHUMje AeBefeceTHX: XnjaTycy MogepHu3mMa



1 NoCcTMOoAepHM3MA” (3naTHo oko, Hosm Cag 1995 v MaBuboH Besbkosh, beorpag,
1996.), “TeHaeHuUMje AeBefeceTUX: IMCKPETHU MoAepHU3am” (3naTHo oko, Hosm Cag,
1996.), “TNprmepy ancTpakTHe YMETHOCTW: jefiHa paaykanHa ucropmja’ (YMeTHNUKM
naBumboH LiBujeta 3ysopuh, beorpag 1996.) 1 “PeTopuuke ¢urype aesenecetnx’
(fanepuja loma omnanuHe, beorpap 1997). AHraxmaH je Taga 6o npucyTaH HajsuLle
mehy YMEeTHMLMMA 1 KYCTOCKMA KOju Cy Yy MMe CPRCKOT 1 GankaHCcKor Hermpany
Hacnehe Jyrocnasuje, a y MMe CIMKapCTBa HErMpau CBe LWTO je 6110 Be3aHo 3a
TPaAMLMjy aBaHrapam, 1 TO Cy NOKa3aan Ha 13noxOu Nofd Ha3MBom “bankaHckm
MCTOYHMLM CPICKOT CIMKAPCTBA ABALIECETOr Beka” oppxaHoj sieta 1994, y okBupy
npevMeHoBaHor “beorpafckor neTrber GpectnBana’, Koju je Te rofuHe Hocvo cnepehn
Ha3wB: “lIpBYM CycpeT AyXOBHO CPOAHUX UCTOUHOXPULLRAHCKMX Hapoad”. Ta u3noxoba
je ogpxxaHa y My3ejy caBpemeHe YMeTHOCTM y beorpagy, a HeHu Cy KycTocu

6unun fiparow Kanajuh n [lejan hopuh. [lo reHeprcarba M3n0x0e 0 aHraxoBaHUM
YMETHWUYKMM NpaKcama Ha Tpary Apyre MHUMje AOLAO Ce Tek 1310X00M “YMETHOCT v
aHraXKoBaHOCT feBefeceTnx’, KycToca JoBaHa [lecnoToBuha, Koja je peann3oBaHa Kao
20. Memopwjan Hapexnae Metposuh’, y ncToumeHoj ranepuju y Hauky 1998.

10K Ce jyroCOBEHCKM KyNTypHM NPOCTOP GpparMeHTUCA0 Nof, YAAPOM Kpajbe
HALMOHAINCTNYKM 000jeHUX Mporpama n3noxennx y ‘Memopangymy CAHY’
1986. rofiMHe 1 y Hhemy A0CTa CIMYHOM TIPUAOTY 3a CIOBEHAYKM HALMOHATHM
nporpam’ y usgary Hose pesuje” 6p. 57, 1987, y Cpbuju ce unak cse fio fpyre
nonosuHe 1990. rajuna Haga aa he eKOHOMCKM MHTEpeC, Y BULY 3ajefHUUKOr
TPXULWITA, UNaK Jyrocnasujy Apxatu joll HeKo Bpeme 3ajeHo. Beposasio ce fa
he HoBW aHTUMHONALUMOHM Nporpam AHTe MapkoBwha, Tagalker npemuijepa,

TO jecT npefcenHuka CaBesHor usspLuHor Beha COPJ To omoryhntu. OH jecTe
M0 BEOMaA BENKMW NMPUBPEMEHN ycnex cpeanHom 1990, kaaa je uHdnaumja yak
[0Crnena y HeratmeHy 30Hy (-0.3%), anu je ynap, Cpbuje y MOHETapHM cucTeMm
Jyrocnaswje TOMe CTa0 Ha Kpaj, 1 reHepucao je jow MHoro Behy nudnaumjy, koja
he Tokom 1993. poctvhn yak 19.810,2 %. Mopep Tora, KOHauHKW pacnag, CaBesa
KOMyHMCTa Jyrocnasuje Tokom XIV BaHpenHor koHrpeca (20-22. jaHyapa 1990)
popMuMparbe HOBUX HALMOHAMCTUYKMX MOAMTUYKKX CTPaHaka koje he fa 3ay3umajy
FEHO MeCTo y cBuM penybnmkama COPJ, Kao M CNOPOBK OKO MHTEpBEHL M}
CHara yHyTpawmwux nocnosa 1 JHA Ha KocoBy (Tafa ce CNOBEHAUKM, Na NOTOM W
XpBartcku npunagHnuy CaBesHor cekpetapujara yHyTpallrbux noc/iosa nossade
0fiaT/ie), BOAE Ka CBE MarbeM jelMHCTBY, CBE 0 Npeaiora 0 KoHdpeaepaaHom
YCTpOjCTBY 3em/be. MOLWTO Tafa NoAUTUYKA oanrapxmja y Cpbuju Ha To Huje
XTeNna ia npucTaHe, 4onasu Ao NOTNyHor pasfopa mehy 6UBLLMM jyrocIOBEHCKNM
penybankama, Te 1 eKOHOMCKOT parta, a Beh cnefehe roamHe u BojHMX Cykoba.
LLITO ce aMMHUCTPATUBHOT BOfjerba KyNType THYe, Ha fieNy Cy TpaH3nLmja mogena
0[, COLIMja/IMCTNYKX Ka OHMMA KOjU KapaKTepuLLy 1MbepaincTnyke eKOHOMMUE,



a1 y3 ayTOpUTApHY APXKABHY M NAPTUjCKy KOHTpOAY. YKnaajy ce CamoynpasHe
nHTepecHe 3ajegHuLe (CU30BK) 1 yBoge ®oHA0BM 33 GrHAHCUPabE KYATYpE, Koju
omoryhyjy, kako je TBamna Bykuh [lojummHoBKh, Aa ynpaso ,NoAnTMuYKa CTpaHKa Ha
BJIACTW M NOANTUYKA OAMrapxmja’ JOHOCE “CBe K/by4He OfyKe”, na Tako v “ofyke 0
MIMEHOBAbY MPEKTOpa YCTAHOBA KyNType, NpeacefHUKa yapyxeka, OpraHusaumja

v 3ajegrmua.” (Byknh fojumnHosuh 2002, 5-6) LLITO Ce yMETHUKA U BpYTvX pafHMKa

y No/by YMETHOCTM Thye, oHn BehrHoM rybe noBepetbe y CBe MHCTUTYLM]e Koje Cy

Ha Taj HAYMH KOHTPOAMCAHe, 0f] YCTAHOBA KYNTYpe 0 YMETHUUKNX YAPYKeHba, Na
Hekm kpehy fia ekcnepnmeHTMLLY ca popMama camoopraHm3saumje (kao npojexkar
Nep, ApT, rpyne LLIKapT 1 MarHeT), nan fia oCMULLbaBajy NPOjeKTe N KOHKYpHLLY

KOf, CTpaHMX GpoHAALM]a, KOje Ce NONAKO OTBAPAjy NPeMa 0BOM PErvoHY, & Heku

ce okpehy NpMBaTHOM CEKTOPY, TO jeCT ralepucTuma u KonekLuMoHapuma. Y Apt
konekLmju MpoaykT Mpeca, Kojy je cenektoBana KycTtockutba [iparuuia Bykosuh,

a cakynwo 1 06jaeuo Bojucnas Kosauwuh, oceha ce gyx Tor BpeMeHa, a Moxe ce
eBUAEHTUPATU U [IaBHW CUMMTOM TOT TPEHYTKA Kaja je oHa HacTana. To je je3nyku
BaBWJ/IOH, KOjY je pe3ynToBao W3 CycpeTa BuLLe reHepaLinja yMeTHMKa U3 beorpasa,
00y3eTHX pa3IMuMTUM BpCTamMa Tparakba 3a CONCTBEHNM je31KOM Y YMETHOCTMU.

Ty cy, HanMme, yBpLUTEHa [iena Koja ce Kpehy y oncery o, cacBUM KOHLIENTYaNHNX
pajioBa 10 HoBe beorpajcke CKynType, 04 yMETHOCTU NpUCBajarba 40 YMETHOCTU
WHTUMHOT IMYHOT PYKOMMCA, KAo W 0f} U3Pa3nTO NKOHUYKMX N MeTahOpUUHUX [0
MOTMYHO HEMKOHMYKMX PAIOBA, Of, HEOEKCMPECMOHM3MA 0 HeeKCnpecoHn3ma. OHa
Cy HacTajana CUMYITaHO, y PacroHy of CBera nap roanHa, n moxe ce pehu ga cy y
mef)ycobHOM andepeHLMjanHOM OAHOCY, Te TO LTO Ce Y OKBUPY KOMeKLyje 3aTnye
HWje nyka pasHonnkocT, Beh cKyn pagoBa Koju CToje y BP0 Npeumn3Him MehycobHnM
0[JHOCMMA, KOjM1 Ce Ha NPaBM HAYMH AETEKTYjy Tek y aAeKBaTHOj MPOCTOPHO]
nocTaBuy. A 3a HefocTaTak objenmntbaBajyher HapaTuBa nog koju 61 ce TM pagoBsm
MOT/IN NMOABECTY, MHAMKATVBAH je 610 cTaB Jelle [leHerpuja y MHTEPBjyy 0 TOM
nepuogy, Koju je ca rum paamna JacMuna Yybpuno. Ty je OH, Nopep, 0CTanor, U3jaBno
¥ 4a Ha Ty “je3nuKy 1 Meaumjcky HenperneaHocT” He Tpeba rnefaty “kao Ha HeraTuBHo,
Beh, ynpaBo CynpoTHO, Ka0 HA MPUPO/HO MO3UTUBHO CTakbe KPajHe OTBOPEHNX 1
Pa3HONMKMX NOjefMHAYHMX N3PKAJHNX MOTYRHOCTY KOje yMeTHULMMA U CBUMA
KOju Cce TakBMMA CMATPajy Aajy LAHCe HeCy3pKaHor 1cnosbasarba.” ([leHerpu
2004, 8). Y TOM TpeHyTKy je CMarbKBatbe oncera moryhux n3bopa ApyLTBeHux

W NOAMTUYKMX aNTEPHATMBA, YNACKoM Y 06a eTHM3aLMje MAEHTUTETA, HaBeno
Be/MKM OPoj yMeTHMKA fia Tparajy 3a MoryhHocTMma cTBaparba MHoOLTBA M300pa 3a
marepwujanunsaumjy CBojux CTaBoBa y BU3yeHOM M3pasy.
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FANNEPUJA B2 CE 3AXBAJbYJE MOPOANLN KOBAYUH N YMETHULMMA HA
3HAYAJHOJ MOAPLWILN' Y PEATN3ALNIN N3NNOXKBE.



BEPA CTEBAHOBWT / VERA STEVANOVIC
lopcke oun / Mountain eyes
1987, wmupr nanup, nurmeHT / sand paper and pigment, 35x130cm

BEPA CTEBAHOBWF / VERA STEVANOVIC
AxBapujym / Aquarium

1990, MecuHrann aum / brass sheet,

[0 6m /up to 6m
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ALPUIAH KOBAY / ADRIJAN KOVAC
AyTonoptpet / Self-Portrait
1989, y/be Ha nnatHy / oil on canvas, 30x27cm

ALPVIJAH KOBAY / ADRIJAN KOVAC
AyTonoptpet / Self-Portrait
1989, y/be Ha nnatHy / oil on canvas, 30x27cm

ALPVJAH KOBAY / ADRIJAN KOVAC
AyTonoptpet / Self-Portrait
1989, y/be Ha nnatHy / oil on canvas, 30x27cm

n



C/IOBOJIAH EPA MU/IVBOJEBWT / SLOBODAN ERA MILIVOJEVIC
Macke / Masks
1990, konax / collage, 36x48cm



C/TOBOJAH EPA MUIMBOJEBUH / SLOBODAN ERA MILIVOJEVIC
Macke / Masks
1990, konax / collage, 36x48cm




HELLA MAPUMOBWH / NESA PARIPOVIC
3ug / wall
1989, potorpaduja / photograph, 50x60cm

[JlecHo / Right

HELLA MAPUMOBWTR / NESA PARIPOVIC
3ug / Wall

1989, potorpaduja / photograph, 50x60cm

[NlecHo / Right

HELLA NAPUMNOBWF / NESA PARIPOVIC
3ung / wall

1989, dotorpaduja / photograph, 50x60cm
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BOPA M/bOBCKW / BORA ILJOVSKI
JInunn dpw3 - 4 / Personal Frieze - 4
akpua Ha nnatHy / acrylic on canvas, 66x120cm



BOPA U/bOBCKW / BORA ILJOVSKI
LipTex /Drawing
1986, Tyw Ha nanwupy / ink on paper, 50x65cm




JEJAH AHBE/IKOBUT / DEJAN ANDELKOVIC
be3 peun / No Comment
1989, MeTan, nanwp, akpun / metal, paper, acrylic, 47x37cm



NEJAH AHBEJTIKOBUR / DEJAN ANDELKOVIC
He nponasu nponas / Breakthrough Doesn’t Pass
1989, meTan, nanup, akpun / metal, paper, acrylic, 44x35cm
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JENNUA PALOBAHOBWH / JELICA RADOVANOVIC
Amnup ctun / Imperial style
1990, reaw / gouache, 30x32cm



JENUUA PALLOBAHOBW / JELICA RADOVANOVIC

Bpara / Door

LpTex KpefoM, konax, nayta Ha nanupy / drawing with chalk,
collage and cork on paper, 45x40cm
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MAPWJA IPATOJNNIOBUR / MARIJA DRAGOJLOVIC
MepmepHa kyTujuua / Marble box
1989, uptex / drawing, 24x31cm

22



BE/bKO NANINR / VELIKO LALIC

XBaTay CyHUeBOr 3paka je obenexasay npoctopa no fAyouxu /
The Sunray Catcher is Space Depth Marker

1985, 6ojeHa TepakoTa / painted terracotta, 70x31x15cm
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BPAHKO MABWH / BRANKO PAVIC
Myt 66 1V / Route 66 IV
1990, npsope3 / woodcut, 86x116¢cm
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MWJIEHA JOBAHOBW / MILENA JOVANOVIC
He6o 11l / Sky 11l
1982, y/be Ha nnatHy / oil on canvas, 65x81cm
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3[1IPABKO JOKCMMOBWH / ZDRAVKO JOKSIMOVIC
BucuHcke pasnuke / Compering Heights
1989, ApBo, 6akap, MecuHr, rBo»(F]e / wood, copper, brass, iron, 86x18cm

3APABKO JOKCUMOBWH /ZDRAVKO JOKSIMOVIC
3a cBaku cnyyaj / Just in Case
1990, fipBO, MeCHHT, TepakoTa / wood, brass, terracotta, 167x28x28cm

27



UTOP CTEMAHYUTR / IGOR STEPANCIC
be3 Hasmsa / Untitled
1988, akpun Ha nanmpy / acrylic on canvas, 35x50cm

28



MAPWJA UNTNR / MARIJA ILc
LliTa ce necuno ca 3majem / What happened with Dragon
1990, rpadwka, Tnpax 10 / etching, edition of 10, 47x57cm

29



MUPOC/IAB BABWT / MIROSLAV BABIC
Uuknyc 1, Cjaj MHaumje / Edition |, Glow of India
1986, onoBka Ha nanupy / pencil on paper, 25x32cm

30

Mins yans B



[IPATOCJIAB KPHAJCKW / DRAGOSLAV KRNAJSKI
Apmupana Hoh / Reinforced Night
1990, upTex / drawing, 46x34cm

31



Stevan Vukovic¢

SYMPTOM OF THE TIMES

Jesa Denegri has defined the Yugoslav cultural space as a “geographic, political and
cultural area within which a polycentric, but also a joint artistic life of many national
milieus took place during the two previous Yugoslav states” (Denegri 2011, 6), in order
to treat it, in the context of the new art of the seventies, as a “macro scene” within
which particular scenes were active, and he listed Ljubljana, Zagreb, Novi Sad and
Belgrade among them. (Denegri 1996, 20) Development of the local infrastructure

in the field of contemporary art has in the next decade made possible the formation
of other scenes as well, such as in Sarajevo, in which two exhibitions under the title
"Yugoslav documenta’ (i I1)” took place in 1987 and 1989. Those exhibitions, according
to Branislava Andelkovi¢ and Branislav Dimitrijevi¢, besides inscribing Sarajevo

onto the map of contemporary art centers, were supposed to “mark the definitive
confirmation of the ‘Yugoslav art space’ as joint and fully implied for young artists
that did appear on the scene during the eighties, as well as their predecessors who
have been producing this ‘space’ during the XX century”. (Andelkovi¢ i Dimitrijevi¢

, 191). Denegri has, also, stressed that, during the second Documenta in Sarajevo,
once again has “been submitted for discussion the hypothesis of the ‘Other line’
which has in the Yugoslav cultural space implied the possible continuity of the
artistic phenomena and problems in the extent which included our authors into

the movements in historical avant-gardes (Zenitism, Dadaism, Constructivism) then
the radical modernist and neo-avant-garde positions in the fifties and the seventies
(Exat 51, Gorgona, antipictural enformel, authors around New Tendencies) further

to the New Artistic Practices of the seventies (art of behaviour, conceptual art) and
to the indirect extensions of all these phenomena in various postmodern linguistic
modalities of the 1980’s”™. (Denegri 2004, 22) Then, in July and August 1989, during
the second edition of the Yugoslav Documenta, which were realized on the initiative
of artists Jusuf Hadzifejzovi¢ and Rade Tadi¢, organized by the Working organization
of the Winter Olympic Games in 1984 in the Skenderija Olympic Center, it has seemed
that the Yugoslav context and the ideology of the ‘other line’ were something simply
given, and that all that emerges as the production of contemporary art in Yugoslavia
of the times will be integral part of it. But, already the next Documenta did not take
place, and the last exhibition in the Yugoslav context was the 15th Biennial of Young
Artists in Rijeka in 1991, during which a protest of the artists did take place, for the
war has started, and the artists have turned their paintings towards the wall, covered
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their sculptures with white sheets, and turned off the video projections in the period
between August 19. and 25, while already the following, 16th Biennial of Young Artists
had ‘European Mediterranean’ for it's context.

Spontaneous antiwar action of the artists participating in the 15th Biennial of Young
Artists in Rijeka was a pretty lonely gesture for the times. Zelimir Koscevic has, while
considering that as a problem in his critical recension of the exhibition titled ‘For
and Against Art’ which took place a year earlier within the framework of the Autumn
Salon in the Art Gallery in Banja Luka, written the following: “it seems to me that
today, at the end of January 1990. That we were all a bit idealists concerning what
might have happened, that we wanted more that we could get, and that we made a
mistake in guiding the true potential of the Yugoslav art to speak about our reality,
as it is, using it's own language” (Kos¢evi¢ 1990: 57-58.) Detachment from politics as
a topic of artworks among the artists that have built on the heritage of the ‘Other
Line’ was the most evident on the Belgrade art scene, which made Lidija Merenik, art
historian and active art critic at the times to introduce the term ‘active escapism’ and
explicate it as the creation of a ,parallel fictional reality and suite personal histories
which, on the other hand, would never come to existence if they had no occasion

in the very existential reality, which has sometimes managed to surpass even the
fiction® (Merenik 1996, 10) Avoiding to work ‘in socius’ was dominant in the first part
of 1990’s not only in Belgrade, but in the rest of Serbia as well. They were turned
towards inner artistic problems, conceptualisation of media, and the production

of autonomous realities which have negated the enforced social constraints in an
escapist manner. The paradigmatic examples for that are the projects and exhibitions
such as: “Young Belgrade Sculptors” (ULUS Gallery 1990.), “Piet Mondrian 1872-1992.”
(Pancevo Contemporary Art Gallery and SKC Belgrade 1992.), “One Image of the
Actual Belgrade Painting” (The European Community Palace, Brussels 1992), “Early
Nineties: The Yugoslav Art Scene” (Contemporary Art Gallery Novi Sad and Petrovi¢a
Palace, Cetinje, 1993), as well as the first and the second edition of the “Yugoslav
Youth Biennial” (Konkordija, Vr3ac 1994. and 1996.), which has in the local context
continued the tradition of the “Young Yugoslav Artist Biennial” in Rijeka, only that
the Yugoslav character of the VrSac Biennial was reduced to exhibiting artists from
Serbia and Montenegro, with occasional participation of Macedonian artists. That
tendency of escapistic disengagement can be traced also by analysing the textual
production placed through Projeka(r)t, a Novi Sad based magazine for contemporary
art, and through the exhibitions that were generated following those texts, such as
the “Tendencies of the Nineties: Hiatuses of Modernism and Postmodernism” (Zlatno
Oko Gallery, Novi Sad 1995 and Paviljon Veljkov¢, Belgrade, 1996.), “Tendencies

of the Nineties: Discrete Modernism” (Zlatno Oko Gallery, Novi Sad, 1996.), “The
Examples of Abstract Art: A Radical History” (Cvijeta Zuzoric¢ Art Pavilion, Belgrade
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1996.) and “The Rhetorical Figures of the Nineties’ (Belgrade Youth Center, Belgrade
1997). Engagement was then mostly present among the artists and curators which
have negated the Yugoslav heritage in the name of Serbian and Balkan heritage,

and have negated everything associated to the heritage of avant-gardes in the name
of painting, and they have demonstrated that at the exhibition titled “The Balkan
Sources of 20th CenturySerbian Painting” which took place in the summer of 1994,
in the framework of the “Belgrade Summer Festival’, which was renamed, and called:
“The First Gathering of Spiritually Related East Christian Peoples”. That exhibition
took place in the Museum of Contemporary Art in Belgrade, and it was curated by
Drago$ Kalaji¢ and Dejan boric. An exhibition on the footpath of the Other Line
dealing with engaged artistic practices was generated only in the second part of

the decade, by curator Jovan Despotovica, as an 20th edition of NadeZda Petrovi¢
Memorial in 1998, in Cacak, in the gallery with the same name. It was called: “Art and
the Involvement of the Nineties”.

While the Yugoslav cultural space was getting fragmented under the siege of ultra
nationalist programs presented in the ‘Memorandum of the Serbian Academy of Arts
and Sciences’ in, 1986, and the very similar ‘Contributions to the Slovene National
Program’, published in Nova Revija” No. 57, in 1987, there still was a hope in Serbia,
until late 1990, that the economic interest, in the form of a joint market will keep
Yugoslavia together for a bit more. It was believed that the anti-inflation program
brought about by Ante Markovi¢, Yugoslav prime minister, or, as it was called then
the President of the Federal Executive Committee of the Socialist Federal Republic
of Yugoslavia would make that possible. It really did have a considerable temporary
success in mid 1990, when the monetary inflation got into the negative zone (-0.3%),
but the intrusion of Serbia into the Yugoslav monetary system brought it to the end,
and has generated even a higher monetary inflation, which will in 1993 rise up to
19.810,2 %. Besides, the final dissolution of the League of Communists of Yugoslavia
during it’s XIV Extraordinary Congress (January 20-22. 1990) and the creation of
new nationalist political parties which will take its place in all Yugoslav republic, as
well as the disputes on the intervention of Interior Office forces and the Yugoslav
Army on Kosovu (then the Slovenian and, successively the Croatian members of the
Federal Secretary of the Interior Affairs withdrew from there), led to the decrease

of unity, down to the proposal for a confederal constitution of the country. Since
then the Serbian political oligarchy did not want to accept that proposal, a complete
strife took place among the Yugoslav republic, followed by an economic warfare and
a military warfare in the following year. Concerning the administration of culture,

a transition has started, from the socialist models towards the ones characteristics
of the liberalist economies, but under the control of the authoritarian state and the
party. Self-managed Communities of Interest were dissolved, and Funds for Financing
Culture were introduced, in order to enable, according to Buki¢ Dojciinovi¢, for ,the
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party on power and the political oligarchy” to make “all key decisions’, including the
“decisions on naming the directors of cultural institutions, presidents of associations,
organizations and communities. (Buki¢ Dojcinovi¢ 2002, 5-6) The artists and other
workers in the field of culture did lose trust in institutions governed that way, in

the range from public facilities to artistic unions, so some of them have started
experimenting with formats of self-organizing (as the Ice Art project, Skart and
Magnet art groups), or producing projects to apply with to foreign foundations, that
have slowly started opening towards this region, while some of them have turned
towards the private sector, towards the gallerists and collectors. In the Art collection
of the Produkt Pres, selected by curator Dragica Vukovi¢, and collected by Vojislav
Kovaci¢, one can sense the spirit of those times, and encounter the symptom of

the moment when it was founded. That is a linguistic Babylon, resulting from an
encounter among several generations of Belgrade based artists, smitten by different
manners of searching for their own language in art. In the collection are works ranging
from conceptual to sculptural, from appropriation art to the art of an intimate touch,
as well as from very iconic and metaphorical to completely non-iconic, from neo-
expressionist to non-expressionist. They all emerged simultaneously, in the time span
of only a couple of years, and one can say that they are in a mutually differentiated
relation, so that what one encounters in the collection is not a simple variety, but a
set of works that have very subtle interconnections, which can be disclosed only in
an adequate spatial display. As to the lack of a consolidating narrative under all these
works could be subsumed, a statement by Jesa Denegri in an interview on that period,
conducted by Jasmina Cubrilo is quite indicative. He has, among other things, stated
there that the present “insurmountable linguistic and media vastness” should not be
seen as “something negative, but, on the contrary, as a natural positive state of fully
open and diversity of individual expressive capacities which provide artists and all
those who consider themselves as such, with a chance for effusive evincing.” (Denegri
2004, 8). In that moment the lessening of the range of choice in social and political
alternatives, due to the entering in the era of ethnicization of identities, did prime

a number of artists with an urge for searching for options for creating a multitude

of choices for the materialization of their attitudes in the the format of a visual
expression.
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