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"N360p no cpogHocTN"

domoezpaghcku YuKkayc ogaje alimocgepe u paclionoxrerba Hawee
goba, y Kome cy lpelipeKe, CrywaHOCWU U (haHWa3mMu enagHe

0gsuKe nocuiojarba. Mpemga ce Hacaoe "U3bop no cpogHocwiu" YuHU
upeysewium u3 [emeosoe pOMAHQA O fbYgCKUM ClUpacwiuma, y Guiiary
je KoHwipawesa. CpogHoclw Gopuwipewia, ambujeHawia u npegmewia je y
HaloHy uclioreasara, owisapajyhu wako GoweHyujan YyaHocwu, anu
U cuipenty Ka Hosum npeobpaxcajuma.

Mapwuja hanuh

doTorpaduja Kao JOKYMEHTaPHWU, HOBUHCKM MU MOLHW KaHp,

[yro je cmaTpaHa Kao HECYMHHbMBO HEM3OCTaBaH M BUTalaH CErMEHT
pa3Boja IMKOBHMX 1 NIACTUYKUX YMETHOCTM OZ CBOT HacTaHKa Ao
AaHac. MehyTum, npeTnocTaBKe 0 HeHOj CErMEeHTAapHOCTH, NPOCTOj
YTUAUTAPHOCTN UM 6aHanHoj dakTorpadmjm Koja camo no notpebm
YNasn y cacTaB KNAaCUUMX YMETHUYKMX AUCLUMIMHA, AYFO OMeTajy

HbEH YN1a3aK y MaHTEOH CyBepeHe ANCLMNANHE BpeaHe NaxHbe no

cebu 1 penaTMBHO KacHO, M CaMo Y U30/1I0BaHUM C/Ty4ajeBUMA, Y pes,
CaMOCTa/IHOT YMETHUYKOT MeAmja NO3HATOr Nog, Ha3uBOM ,,yMETHUYKA
¢dotorpaduja“. Ca apyre cTpaHe, M Kafa Ce PasInNuUTe YMETHUYKE
ANcUMNAVHE MHOBATUBHMX TeHAEHUM]a Tokom Lenor 20. BeKa y
BE/IMKO] MepW CAyXKe pasnnuntum potorpadcknum npocegemma,

Kao HeM30CTaBHMM NpoLeaypasHUM CPeACTBOM U UHTErpaiHUM
MaTepurjaom y KOHCTPyMCakby CBOjUX KOMNO3UTHUX NN ebeMepHUX
YMETHUYKKX fena — oA AaAe U Hadpeannsma, NPeKo nocaepaTHe
ymeTHOCTU dayKcyca, non apTa U nepdopmaHca, L0 eKcnepumeHTanHor
dunma, npeameTHUx 1 poTorpadcknx MHcTanaumja og 90-Tnx go
AaHac — 3Hayaj doTorpadmje, Kao HUXOBOT K/bYYHOT KOHLENTYaHOT
HOCMOLA, OKOCHWLLE MHCTUTYLLMOHAIHE, APYLUITBEHE WU NMONAUTUYKE
KPWUTWKE UM KOPEKTUBA OBMX, Y OCHOBW, BP/IO PA3/IUUNTUX YMETHUYKUX
npaBaLa 1 NoeTuka, Ayro je npesuhaH, HeocsewheH U Tek CNOPaANYHO
napadpasupaH.

Osy ,Henpasay” y nssecHoj mepu ncnpasuhe reHepaumja
NOCTMOZEPHUCTUYKMX NKcaLa Ha Yeny ca P. Kpayc y Hekonuko
K/by4HMX eceja o poTorpadujn 06jaB/beHUX Y KHbU3M NOL HA3UBOM
,»OPUrMHANHOCT aBaHrapAe U oCcTainX MoOAEPHUCTUUKMX MUTOBA”
(The Originality of the Avant-Garde and Other Modernist Myths,
1985) 1 cBMX OHUX TeopeTUYapa U yMeTHMKa, Koju o poTorpadujm
VAN NULWY UK CTBApPajy U3 beHe peHOMEHOOLLKe NepcnekTuBe,
a He M3 UCK/bYYMBOT YI/1a FbeHE YMETHUYKE UK 3aHATCKe npakce.’
BpojHe 3aroBopHuKe o poTorpadckom Kao punosodckoj napagurmu,
a He BMLUE UCK/bYYMBO Ka0o Meaunjy — UM MOXKAA BULLE Kao MeCTy
BULLIE Pa3NMUUTUX GOTOrPadCKUX MPAKCU U HUXOBUX YMETHUYKNX
pesyntarta (?), og 80-Tvx roavHa o AaHac NpaTi jeHOBPEMeHa
AeMOKpaTM3aLumja aim 1 CBOjeBPCHa CeKyapu3aLmja CBUX OCTannX
YMETHUYKMX meaumja.? Mpatehu ose TeHAEHUM]e, jeaHa og moryhumx
Tesa HOBWje reHepauuje nctopmorpada, kao wro je . bake y
Khu3u laacmuyka gpomoepadpuja (D. Baqué, La Photographie
plasticienne, 1998), 3acHOBaHa je Ha CTAaHOBULUTY Aa je NocTeneHa
,MHOUNTPayuja“ KomepumjanHe potorpaduje y 4OMeH caBpemeHe

YMETHOCTH, Y NPBOM pefly HOBUX NAACTUYKMUX U KOHLLENTYanHNUX
KBa/IMTaTUBA JOKYMEHTapHe, XKYPHANINUCTUYKe, @ OHZA U MOAHEe
¢doTorpadmje og 70-TMx A0 AaHAC HajBULLE MOT/IA AONPUHETM OBOM
BuLecTeneHom GopmMasHOM U AUCKYP3UBHOM EKIEKTULU3MY Y
caBpemeHoj ymeTHOCTU 6e3 0631pa KoM megujy Npunaganu, Kao u
nomepary rpaHnLLa KNacuyHe ecTeTUKe 3aCHOBAHE Ha NpeporaTMBMMa
,nenor, 106por n UCTUHUTOr. Ha cynpoOTHOM CTaHOBULTY CTOjU
npeTnocTaBka UCTOpUYapPa YMETHOCTU U uctopudapa dotorpaduje

A. Pyjea Koju y kieusn @omoepadpuja, usmehy dokymeHma u
caspemeHe ymemHocmu (A. Rouillé, La photographie, entre document
et art contemporain, 2005), TBpAM yNpaBo CynpoTHO, a TO je Aa cy
DOKyMeHTapHe u ,celebrities” poTorpaduje og 60-TMx roamHa Ao AaHac
3HayajHO oboraTuam CBOj cagpikaj ,,KoHTaMMHauujom” n cnobogHom
YMETHUYKOM MHTEepRpeTaunjom of ctpaHe He-poTorpadckmx aytopa
nonyT E. Bopxona, B. BypruHa, J. Anbeua, X. dPyntoHa, b. Kpyrep, C.
NesuH, K. BonTtaHckor, MmnbepTa 1 Llopya, C. LepmaH, ga nomeHemo
CaMo HeKe of huXx, ca jegHe cTpaHe. Ca gpyre, mehyTum, Huje
3aHEeMap/bUBa YNHEHULA Aa Cy enemeHTH ¢poTorpadCcKor, anu u apyrux
HEKNACUYHUX U MYNTUMELM]CKUX KAaHPOBA, CACBUM CUTYPHO MOMU
OONPUHETU: ,KOH3YMAUUju 0802 Kpaja ModepHUCMUYKe epe, 3Ha4ajHO
donpuHenu decmpyKyuju Muma o opu2uHaaHocCmu ymemHocmu u
HeHoj aymeHmu4Hocmu (o Kojoj rosopu Kpaycosa, npum.aytopa
TEKCTa), mpacupanu eese usmehy ymemHocmu U Moaumuke,
abonupanu mecmo cybjekma y onycy umo...” (A. Rouillé, idem,
Physionomie de I'art-photographie, 2005).

(...)

Y TOM KOHTEKCTY jefiaH 0f, CBaKaKo HajuHTepecaHTHNjux deHomeHa ose
YKaHPOBCKe NoAe/beHOCTU U jeJHOBPEMEHOT NPOXKMMatba 04BUja ce Ha
JIMHWjU ,,KOHTaMUHaumMje” nsmehy peknamHe dotorpaduje — mogHe 1
nocebHo nopTpeTcke poTorpaduje T38. ,celebrities” (nosHaTUX jaBHUX
JINYHOCTU), M OHOTa LWITO NPeACTaB/ba BULEMEAN|CKY OTBOPEHOCT

1 ,,KOHBEP3aLMjCKY” KOMMNOHEHTY caBpemeHe ymeTHocTh. Mapuja
hanuh ekcnnoatuile HEKA of, OCHOBHUX NepGOPMATUBHUX U CTETCKUX
CBOjCTaBa Meauja mogHe n nocebHo nopTtpeTcke poTorpaduje of Kojux
nosasu, ga bu Kpenpana YNTaB jesaH CBET ,MU30KPEHYTOT AeKOpa“,
3aje4H1LE HEeHUX EKCLUEHTPUYHUX M MENAHXONNYKMX IMKOBA KOjUu YBEK
Kpeupajy jeanHcTeeH dotorpadckm ambujeHT n HapaTuee cnewumjanHo
M3peXKMpaHe 3a NPOCTOpe y KOjuma ce U3naxe.

doTtorpadckm onyc hanvhese y npBomM NaaHy NpeacTas/ba /byacke
durype poTtorpaducaHe y npupoaHOj BENUYMHU KOje 3a3uBajy
AMPEKTHO cyoyaBakbe M eMnaTujy ca nocmatpadem. UHamsuaye cy
3aTeyeHe y mefynpocTopy M3noxkeHom norneay npodecroHanHor
06jeKkTMBa 1 M30/710BaHMM TpeHyUMMa n3mehy dpoTorpadpckux cecuja,
anun 1 NPOCTOPYy PeTOPUKE MUIUTAHTHUX NAEHTUTETA Koje Hamehe
peKknaMHa MHAYCTPMja U PenAnLMParba HEHUX KPXKUX ersnucTeHumja
y Ha(e)cTajary. He Tpeba 3abopaBuTh Aa cy Hajb6os/bM NOPTPETUCTU
AaHalwmuue Hajuewhe eHe ¢poTorpadu. Pagosu BaHece Bukpodt
reHepaumjcKkM 1 No CeH3UBUANTETY penanumparba KPXKUX Tena
ersucTeHumje n reHnx nepbopmMaTMBHUX aHaIoTKUja ca 3axTeBUMa
M3BaH BMAJ/bMBUX KY/IMCA OPraHN30BaHE MOAHEe UHAyCTpuje (1
MKOHorpadumje), MoxKAa HajBuLIe KopecnoHaMpajy ca MapujuHom
NOETUKOM; aMBUjEHTUMA 330TPHYTUM KNAaCUYHUM PEeHECaHCHUM
1AM 6apoKHMM AEKOPYMOM KOju 3a3uBa CBET ramypa, obusba u
ersanTMpaHe KOMyHUKaLmje Ha MecTy NOTNYHOr OACYCTBa eMnaTuje,



cybjekaTa npenywTeHMX CBOjUM 3a0rPHYTUM KyArbama, CTULOM,
ycamsbeHOhy U MeflaHX0njom. AyTOPKA Kao CBOT K/byYHOT YMETHUYKOT
,KopecnoHaeHTa“, mehyTum, HaBoam pag PuHeke [ujkcTpa u apuHuTeT
npema HauyMHy Ha Koju je y pagy OBe Apyre yMeTHULE NOpPTPeTUCaHo
JbYACKO Teno. Mpyne Uamn ceToBM M30/10BaHUX NOPTPETa Yy NPUPOAHO]
BE/IMYMHUM jyBEHUNHUX NONYHArMX GUrypa Ha MOPCKOM ¥Kany —
3anocegajy NpocTop NPUpoaHor ambujeHTa y KOme 0BU KPXKU Cy6jeKkTn
HEOYEKMBAHO NOCTAjy HOCUOLM CHare OKPYXyjyhux npupogHux

CUNa u CBeTNA, NpegMeTN eMaHalmje U3y3eTHOT EMOLMOHANIHOT U
NMCMXONOLWKOr Haboja cBaKe o4, 0BMX NOPTPETUCAHUX IMYHOCTU.

doTorpadckm ambujeHT nog, jeaMHCTBEHMM Hasneom U360p no
cpogHocwiu Mapuje hanvh 3amuLl/beH je Kpo3 NpeacTaBe HEKONKO
M30/10BaHUX NOAUNTUXA Y HU3Y Of, ABa Uaun Tpu doTorpadurcaHa
cybjeKTa ca NpeacTaBoOM eHTepujepcKor aekopa y cpeanHu. OBaj
cpeavWM Aeo, Kao bupaHa cumbonmuka npegctasa MpTBe Npupoae
opraHusyje napose ,,MapafioKcaNHUMX aHaNornja“ n aaje Kbyd 3a
pasymeBarbe HW13a MHTEPNEepPCOHANHUX OAHOCa eHNX urypa. JegHa
rpynaumja npeacrassba nap HeemobaTUukux, 6aeamx U N3010BaHNUX
MIaANX Tena, NOTEHLMjaIHOT XeTePOCEKCYaNHOT Napa, AeLeHTpUpaHor
rorneaa y ofLHocy Ha OHOT APYror, FoTOBO HEYXBaT/bMBOT U 3a

camor nocmatpaya. Cpeauwmu npusop ,m3bopa no cpogHocTn”

Cy MexaHUWuKe ronybuue cTelbeHe y eHTepUjepcKoM NpocTopy ca
nepcnekTMBOM Ha AOHM PaKypcC HauuMroBaHe buaepmajepcke 3asece,
Y Hanopy HUX0BOT — NOMYT MeXaHUYKMX AafanCTUUYKOr HanpaBsa —
NOKyLWaja Tpenepea, HeyCrneLHor NoKyLwaja nonetaka uan nebaetra
Yy UMNperHnpaHom npoctopy 6e3 Basgyxa: y CTBapHOCTH (y)ryweHe
CEKCYaNHOCTU U AeMOHCTPaLLMje Kuse CMPTU. [pyry LeanHy YuHK
,CTapuju nap“ npeacTtas/beH y ocselwheHWM Nno3ama 3penvx byam
KOju OTBOPEHO NPUIKEsbKY]Y €POTUKY M NO3MBajy Ha /bybaB, y no3ama
KNaCMYHMX KOMNO3ULMja caTupa u HUM®E, Koje pekaamHa MHAYCTpUja
eKcnioaTuLle ca HermorpeLmBMM CMUC/IOM 3@ yCMellaH naacMaH
KO3METUYKMX NpenapaTa (napdemcke UHAYCTPUje U LWaMMOoHa 3a Kocy),
n3asusajyhu amB/berse BepHUX KOH3yMeHaTa. HbeHn HoBoCTBOpPEHU
aKTepu n3asuBajy 6e3ycnoBHy NO30PHOCT NOCMATpaya Uamn osauuje
36or ycnewHe nakpamje u cmucaa 3a CaMOUPOHMjy — NOBE3aHU
MHCLLEHNMPAHOM NpeAcTaBoOM MpTBe npupoge, avwha, 3penor rpoxkha
unu pnbsbe nKpe, enemeHTMMa M306usba 1 NnpeacTaBama obeharba
NAOLHOCTH.

MNpeactaBe YeTMPK KeHcke durype, HUMHU U jeaHe borurse,

moryha cy npedurypaumja 3a cTatbe KeHe U CTePeoTUNY O HeHUM
Hajayb/bnm Ke/bama u oveknBatbma BUHEeHMM U3 nepcnexkTMee
MacKynuHor gpywTea. Mp.a, bo2ura onyneHTHOr Tena y cTasy ceaeher
nonyaKTa HajbnKer npeacTaBama KOHBEHLMOHANHUX pensinKka
Py6eHCOBCKMX KEHA U HeHOT NaHAAHA, UHAUPEKTHE aHanoruje

Ca LLeHTpPasIHOM OCOBMHOM HeHOT HabpeKnor Tena: Habybpenor
je3ukKa, JbybuyacTor NpoTo-MHKApPHATa, NaHA4AHA HeHe NPUCYTHE U
3a3umBajyhe ceKcyasHOCTM 3aTOUeEHe Y BPCTU apXMTEKTOHCKOT Tybyca.
OBO 3aBOA/bMBO ,TENO-OPraH” OKPEHYTO je Npema nocmaTpady, y
3HaKy ambsieMaTuKe epoTCKOr UCTOPMjCKOT Hagpeannsma u batajesor
daHTasma o je3nKy Kao jeAMHCTBEHO] BEPTMKaIHOj OCOBUHM be3
npuopuTeTa NpaBLa U KAao eNacTUYHOM TKMBY KOjU MOBE3Yje KeHCKe
OTBOpE: yCTa U aHyc. JeaHa og HUMU NpesacTaBa je epoTU3oBaHe
OCOBMHE KMUYME, }KEHCKOT Tesla Kao opraHa-neha, notnyHo nosujeHor
M yCUCaHOT Yy camor cebe; MaKo M3/10XKEHOT XMNOTETUYKMN BOQjePCKOM

nornegy nocmaTpaya CNpemHor Ha paharbe HOBOT TeNa ¥Kesbe, OHO,
Mnak, 3a4y4HO OCTaje 3aTBOPEHO NAACTUYHOM NPOBUAHOM GONMjoM
Koja anenyje Ha camohy, onpawTare 1 3ab6opaB, OKPYKeEHO joL

CaMo CBOjUM MaHAAHUMA — UMNPErHUPaHUM CaKCcujama BeluTauKor
useha 1 pensvkama cTakneHe 6ajkosuTe ,,umnenmue”, jeAHOBPEMEHO
opToneacKor MoMarana Ha Kojy ce 0BO Te/I0 XMMNOTETUYKM joL yBeK
0C/1atba UM Ha Koje y CBOjMM POMAHTUYapPCKMM CHoBUheMa

jow yBek pauvyHa. U npeocTtane age ,Humde”, joww yBeK cy feo oBor
BM//bUBOT MM3aHCLLEeHa CBETA CHOBA KOju ULIYe3aBa, BepTUKaHOr
peTopuyKor yHUBEP3YMa UCMYHEHOT BPEeMEHUTUM HaZama Uu
MUCMNPA3HUM YEeXHbMBMM NOMNeL0M yNepeHnm npema nocmatpady. Y
mehynpocTopy Henoge/beHe Naxte 3mehy nocmaTtpaya v Herosor
npegmeTa, anv u AucTaHumpaHe npodecmoHasHe oncepsalmje
npema cybjeKTy, ca mecTa kerose (cybjekta) camo-epoTusaumje, n3
BPEMEHA HeroBe CnyTaHe YyHOCTU U HeMOhU MHTePNepPCoOHaNHNX
pa3meHa, HacTaje YMTaBa jegHa rasepuja JIMKOBa M NOBE3aHMX Npuya,
nonyTt 6ubAnjckmx, Kao M BUO KOjUX apXETUNCKMUX UCKYCTaBa Koja, no
Ka3nBakby came ayTopKe npeacTassbajy: “Hus usosnosaHux npusopa
Koju ce 0OHOCe Ha U3paxcajHocm mesna, Hhe208€e NnomeHyujanHe o0Hoce
ca dpyaum menauma u Hemohu 0a ce oHa 00 Kpaja ucrosee. Cmoea cy
3e6ra U y3MUUaH-€e MPooyXHeHa Cmarba U3 Kojux sby0cKo buhe 20moso
He u371a3u, YyrpKoc U3BopHOj mompebu MoKaszusara 4ysaHocmu.”

AyTOpKa Hac y CBOM KOMMJIETHOM OMyCy Cyo4YaBa Ca HajpasnunTUjUm
WHOMBMAYAMa, N0 NAME W OHUM Moe ,NO3HATUM”, aKTepMMa
3aauMB/byjyhe cTaTyapHOCTM M 3a4yAHOT NPUCYCTBA; UM HAc NPOBOLMPA
3aBOA/bMBMM TEMamMa MPTBE NPUPOAE U apXUTEKType Koje He
M3a31Bajy Makbe CTpax Uan rHyllare Ha NPBK Nores; heHn Hac
pafoBM yBoZe Y CTakba HENPeCTaHOr NPencnuTUBakba ConcTBeHe
YYJIHOCTM M CMUCAIA 3@ eMnaTujy; oxpabpyjy Haw ypoheHn cmucao 3a
oncepBsaLMjy, NPOBOLMPAjY HaLLy KyATypy HETPEMUYHOT refarba 1
CyoyaBatba ca concTBeHUm pobujama. HbeH ypoheHun cmucao je 1 ga
oBe cTpaxose 1 ¢obuje Koje je n3assana Koa NoCMaTpaya, TPaHCMOoHyje
Y YyZ0BULLAH U HEMOHOB/LUB CMUCA0 3@ UCTUHCKKU BypaeckHo,
y36ya/bMBO 1 Neno.

JeneHa Kpusokanuh

1 leHepaLja NOCTMOAEPHUCTULKMX YMETHMKA, Kao U KPUTMKA Koja je npaTh, ce
Yy CBOjoj 6UTU Ocnarba Ha Matbe abupmucaHe TEKCTOBe U pafoBe paHe Aaje v
Hafpeanunama, NCMXO0aHANUTUUKe Teopuje U HOBY aHTpoMonorujy, pedepuiue
Ha Teopujy nocnepaTtHe peHomeHonoruje U y npsom peay M. Mepno-MoHTuja
ca NoCTXYMHO 06jaB/beHnM Budsbuso u Hesudsbuso (M. M-Ponty, Le visible et
I'Invisible, 1964) n peadpupmuiue eceje P. bapTa o poTtorpadpckom y Ceemnoj
KOmMopu, Koje KyIMUHUPajy ,,cTyamjom o nyHKkTymy“ (R. Barthes, La chambre
claire:note sur la photographie,1980).

2 OBy KynTypy nnbepanvsaupmje, 63 pasnunke KOM pPoay AW BPCTU OHU
npunaganu, oaaunKyje NAacTUUYKM, )KaHPOBCKU MW COLMjANHU eKNEKTULM3AM
KOju He ycnocTas/ba KpyTe rpaHuLie namehy aytopedpepeHLmjaHUX YMETHUYKIX
1 BaH-YMETHUUYKMX eNemMeHaTa, Npakcu 1 pepepeHLM, emaHumnauumja cnoja
TPAAMLMOHANHUX YMETHUYKUX AUCLUMUNANHA (CKYANTYype, CAMKapcTBa UTA.) ¥
LenvHe 6e3 KpYTUX BU3YENHUX WU NAACTUYKMX KOHTYPa, Kao U NPoXKUMatbe
JIMKOBHUX U MPUMEHEHUX YMETHOCTHU.



Mapwuja hanuh

Ob6pasoBarbe: MpasHu dakynTeT YHUBep3uTeTa y beorpaay;
Cryaunje potorpadmije - St Martin's School of Art, ToHaOH.
Ynan YNYNYAC-3, (cekymja doTorpaduije), beorpaa,

AyTop doTorpaduja y AHEBHOj U HEAE/BHO] LUTAMMM, Ka0 U MECEYHUM MarasmHuma y beorpaay n Cpbuju.
doTorpadcku Npuao3K 3a Krbure, U3noxkbeHe Katanore, GUAMCKe nNpoayKumje u apyre meamje. YpeaHuk
doTtorpaduje y HeaesbHom marasuHy (Europa Press Holding) Beorpag 2003-2011. Pe3ngeHumjanHn YMETHUYKM
6opasak Kyntyp-Pedepat rpaga MuHxeHa, Hemauka, Buna Waldberta 2010.

OpabpaHe camocTasiHe U3N0XK6e U aKTUBHOCTYU:

2015. Nothing is Left to Tell (unuknyc poTorpaduja), PemoHT ranepwja, beorpag,

2015. Moj fom (uuknyc poTorpaduja wrmnherHnka YctaHose y Cpemumum), fanepuja Gakynteta IMKOBHUX
ymeTHocTH, Beorpag

2014. PacnoH ctuxuje (ca P. PagosaHosuh n C. Tomawesuh), KyntypHu LieHTap, /lazapesay,

2014. The Spell of the Past (poTorpadcku umknyc) Ffanepuja Hosa, beorpap,

2012. MocT memopwja (poTorpadckm unknyc) YHmsepautetcka bubunoteka "C. Mapkosuh", beorpag,

2012. Miserere / Psalm 51, BujeHane ymetHocTn, HapogHu Mysej MaHueBo

2011. Rhinefield House labyrinth (u1knyc ekcTepumjepckux potorpaduja), BpokeHxypct

2010. Mysteries of Faith (doTorpadcko nctpaxkusarse), Kyntyp-pedepat, MuHxeH

1997. Uuknyc doTorpadmja, lanepuja 12 nayc, beorpag,

1996. Liuknyc ekctepujepckux dotorpaduja, Sekera Gallery, loHaoH

lpynHe n3noxkbe 1 NpojekTn:

2008. Micro narratives, Musee d'art moderne d'Saint-Etienne, ®paHuycka

2007. MuKkpoHapatusu, MehyHapoaHa cenekumja (Kyctoc: JlopaH Xehu), 48. Oktobapcku canoH, beorpag,

2005. 3aTBOpeHH, (Kyctoc: Hukona Lynua), KoHak Krbernibe /bybuue Mysej rpasa beorpaga

2003. U3noxba dpoTorpadumja "MpasegHocT", Mission of OEBS in Rebulic of Serbia, beorpaga

2002. Ornepano bankaHa: Jinue naeHtutet, HapoaHu mysej, Kpasbeso

2001. U3noxk6a poTorpadcke cekumje YIYNYAC-a, Mysej pesonyumje, beorpag

2001. Cet ¢oTorpaduja: Buaeo "The Man Who Mistook His Wife for a Hat", onepa Majkna HajmaHa,
New Moment npogyKuuja, beorpag — /bybsbaHa, CnoseHuja

2001. Majcku canoH, Mysej 25. Maj, beorpag,

2000. Co-editor: New Moment Diary 2001 "Expectations". U3garbe, CMC JbybsbaHa.

2000. OtBapatbe, Manepuja CKL, beorpag,

1999. NpojekaT: Octaum nnymuHaumja, Temmwsap, PymyHuja

1999. MNpojekar: MyTHUYKKM BunaHc - Unnya CapajeBo, bocHa

1998. EkcnepumeHT y doTtorpaduju, lanepuja CuHrnayHym, beorpap,

1998. 39. OkTobapcku canoHa, Mysej 25. Maj, beorpag,

1998. MehyHapogHu canoH ymeTHu4YKe doTorpadumje - MuHujatype, CTygeHTCKM rpag, beorpag

1997. MajcKka n3nox6a, NasuwoH Besbkosuh, beorpag

1996. 37. OkTobapcKku canoH, beorpag,

1995. lanepuja KyntypHor ueHTpa, beorpaa: "150 + 5", (kyctoc: MunaHka Toguh)

1995. Images '95, ®ectnBan Bu3yenHux meamja, Besej, LLiBajuapcka

1994. fanepwuja YNYC, beorpag;: "TajHa", usnox6ba y oksupy OKToHapcKor canoHa

Lnuknyc doTorpaduja M360p no cpogHoctiu HacTao je y nepuogy 2013-2015. u ynHe ra
AWUTUTaZIHU NPUHTOBU PA3NNYUTUX AMMEH3MNjA KallMpPaHUX Ha anyboHa.
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Marija Cali¢

Graduated Faculty of Law, University of Belgrade;
Photography course St Martin’s School of Art, London.
Member of Association of Applied Artists of Serbia (section Photography).

Editor for Photography in weekly magazine (Europa Press Holding) Belgrade 2003-2011.

Artist in Residence of Kultur-Referat of City of Munich, Germany, Vila Waldberta 2010.

Her photography was featured in daily press and magazines, as well as in many Books, CD covers, exhibition
catalogues and other media.

Selected solo exhibitions and activities:

2015 Nothing is Left To Tell (photo cycle), Remont gallery, Belgrade

2015 My Home (photo cycle of youth with mental disabilities), Gallery Faculty of Fine Arts Belgrade
2014 Range of Blizzard (with R.Radovanovic and S.Tomasevic), Cultural Center, Lazarevac

2014 The Spell of the Past (photo cycle), Gallery Nova, Belgrade

2012 Post Memory (photo cycle), University Library “Svetozar Markovi¢”, Belgrade

2012 Miserere / Psalm 51, Biennial of Arts, National Museum Panéevo

2011 Rhinefield House labyrinth - photo in exteriers, Brockenhurst

2010 Mysteries of Faith, photographic research Kulturreferat Muenchen

1997 Gallery 12 plus, Belgrade

1996 Sekera Gallery, London

Group Exhibitions and Projects:

2008 Micro narratives, Musee d ‘art moderne d’Saint-Etienne, France

2007 Micro narratives — International exhibition (curator: Lorand Hegyu) 48th October salon Belgrade

2005 Closed Circuits — International Exhibition (curator: Nikola Suica), Residence of Princess Ljubica,
Museum of the City of Belgrade

2003 Pravednost”, Mission of OEBS in Republic of Serbia, Belgrade

2002 Mirror of the Balkans: Face Identity, National Museum, Kraljevo

2001 Photography section of ULUPUDS-a, Museum of Revolution, Belgrade

2001 Set photographs: video “The Man Who Mistook His wife for a Hat”, opera by Michael Nyman,
New Moment production, Beograd — Ljubljana, Slovenia

2001 May Salon, Muzej 25.Maj, Belgrade

2000 Co-editor: New Moment Diary 2001 “Expectations”. Publisher: Saatchi, Ljubljana.

2000 Opening, Gallery of SKC Students cult. center, Belgrade

1999 Project: Remains of lllumination, Timisoara, Romania

1999 Project: Travellers saldo - IlidZza Sarajevo, Bosnia

1998 Experiment in photography, Gallery Singidunum, Belgrade

1998 39t October Salon, Museum 25% May, Belgrade

1998 International Exhibition of photography, Studentski grad, Belgrade

1997 May Review exhibition, Pavillion CZKD, Belgrade

1996 37th October salon, Belgrade

1995 Cultural centre, Belgrade: “150 + 5”, curated by Milanka Todi¢

1995 Images ‘95 - Festival of visual media - Vevey, Suisse

1994 Gallery ULUS, Belgrade: “Secret”, 36" October Salon

Cycle of photographs Elective Affinities was produced in the period 2013-2015.
It consists of digital prints of different dimensions mounted on alubond.



"Elective Affinities"

The photographic cycle reveals the atmosphere and mood of our time
where the main features of our existence are obstacles, restraints and
phantasms. Although it may seem as if the title "Elective Affinities"
had been taken from Goethe’s novel on human passions, it is a counter
thesis. The affinities of the portraits, the ambient and the objects
are at the peak of their manifestation, thus opening the potential for
sensuality as well as anxiety over new transformations.

Marija Cali¢

Photography as a documentary, journalistic or fashion genre has long
been considered as an undoubtedly essential and vital segment of

the development of visual and plastic arts from its beginnings untill

the present day. However, its place in the pantheon of sovereign
disciplines noteworthy in its own right has been obstructed for a

long time by assumptions of it being segmented, just utilitarian or
banally factographic, admitted into classic art disciplines only when
needed, and thus it was admitted into the order of independent artistic
media known as “art photography” relatively late and only in isolated
cases. However, even when various artistic disciplines of innovative
tendencies used different forms of photographic procedures to a large
extent as an essential procedural instrument and integral material

in the construction of their composite or ephemeral art throughout
the whole of the 20t century - from Dada to Surrealism, through

the post-war Fluxus, Pop Art and performance to experimental film,

art of objects and photographic installations since the 90s up to the
present — the importance of photography, as a key conceptual carrier
or backbone of institutional, social or political critique and corrective of
these basically very different artistic movements and poetics, has long
been overlooked, unrecognized and only sporadically paraphrased.

This “injustice” has to a certain extent been corrected by a generation
of postmodern writers headed by R. Krauss in a few of her key essays
on photography published in the book The Originality of the Avant-
Garde and Other Modernist Myths (1985) and by all those theoreticians
and artists who either write on photography or create it from its
phenomenological perspective and not from its exclusively artistic

or artisan practice.! Numerous advocates on the photographic as a
philosophical paradigm and not merely a media — or maybe a place
were more different photographic practices take place and their
artistic results (?) from the 80s up to the present are followed by a
simultaneous democratization but also a kind of secularization of

all the other artistic media.2 Following these tendencies, one of the
possible thesis that the new generation of historiographers has, as D.
Baqué does in his book La Photographie plasticienne (1998), is based
on the view that the gradual infiltration of commercial photography
into the domain of contemporary art, firstly new plastic and conceptual
qualities of documentary photography, photo journalism and then
fashion photography since the 70s up to the present, could have
greatly contributed to this multilevel formal and discursive eclecticism

in contemporary art regardless of the media it belong to, as it has also
pushed the boundaries of classical aesthetic based on the prerogatives
“of the beautiful, good and true”. On the contrary, A. Rouillé, art
historian and historian of photography, in his book La photographie,
entre document et art contemporain (2005) claims that from the

60s up to the present the contents of documentary photography

and “celebrity” photography have been greatly enhanced by the
“contamination” and free artistic interpretation of artists who were
not photographers like A. Warhol, V. Burgin, J. Dibbets, H. Fulton, B.
Kruger, S. Levine, C. Boltanski, Gilbert and George, C. Sherman, just

to mention some of them. However, on the other hand, one can not
disregard the fact that elements of the photographic, as well as other
non-classical multimedia genres, could have certainly contributed: “to
consuming this end of the modernist period, significantly contributed
to the destruction of the myth of art originality and its authenticity
(that Krauss speaks about, writer’s note), marked out the links between
art and politics, abolished the place of the subject in the oeuvre etc. ...
(A.Rouillé, idem, Physionomie de I'art-photographie, 2005).

(...)

Having this context in mind, one of the certainly most interesting
phenomena of the genre division and simultaneous infiltration takes
place on the line of “contamination” between advertising photography
— fashion and especially portrait photography of the so called
“celebrities” (famous people in arts, sports and sometimes politics) and
that which represents the multimedia openness and “conversational”
component of contemporary art. Marija €ali¢ exploits some of the
basic performative and aesthetic features of the media of fashion

and especially portrait photography, which are her starting points in
order to create a whole world of “inverted décor” of a community of
her eccentric and melancholic characters who always create a unique
photographic milieu and narrative specially arranged for the spaces
where they are exhibited.

The photographic oeuvre of Marija Cali¢ presents life sized photographs
of human figures in the foreground that incite a direct confrontation
with and empathy from the observer. The individuals are caught in

the interspace exposed to the gaze of the professional camera lens

and in isolated moments in-between the photographic sessions,
however also in the space of the rhetoric militant identities imposed

by the advertising industry and the replication of existences in their
fragile appearances. One should not forget, that the best portrait
photographers today are almost exclusively women photographers.
The photography of Vanessa Beecroft maybe mostly corresponds with
Maria’s poetics as they are of the same generation and sensitivity

in replicating the fragile bodies of existence and its performative
analogies with the demands outside the visible backdrop of organized
fashion industry (and iconography); milieux clothed in classical
renaissance or baroque décor which incite glamour, abundance and
exalted communication at a place completely devoid of empathy,
where the subject is left to its cloaked desires, shame, loneliness and
melancholy. The artist however, refers to the work of Reneke Dijkstra as



her important artistic “correspondent” and her affinity for the way the
work of this artist portrays the human body. Groups or sets of isolated
life size portraits of juvenile half naked figures mainly positioned on
the seascape — take up the space of the natural ambient in which
these fragile subjects unexpectedly become the bearers of the force
of the surrounding natural forces and light, objects of emanation of
exceptional emotional and psychological charge of each portrayed
personality.

The photographic ambient of Marija Cali¢ under the common title
Elective Affinities has been conceived through images of several
isolated polyptychs in a series of two or three photographed subjects
with the image of an interior décor in the middle. This middle part,

as a selected symbolic representation of still life organizes pairs of
“paradoxical analogies” and provides the key for the understanding of a
series of interpersonal relations between the figures. One group shows
a couple of non emphatic, pale and isolated young bodies, a potentially
heterosexual couple, with a decentred gaze in relations to the other,

a gaze hardly graspable even to the observer. The middle image of
“elective affinities” shows mechanical doves crowded into a interior
space whose perspective is directed at the bottom camera angle of
the shirred biedermeier curtains, in their attempt — as a Dadaistic
mechanical gadget — to flutter, an unsuccessful attempt to fly or hover
in an impregnated space devoid of air: in reality a state of repressed
sexuality and demonstration of living death. The second set is of “an
older couple” presented in conscious poses of mature people openly
longing for eroticism and invoking love, in their classical positions of a
satire and nymph, a position so exploited by the advertizing industry
with its unerring sense for the successful placemat of cosmetic goods
(the perfume and shampoo industry) provoking admiration from

their loyal consumers. Her newly created protagonists incite either
unconditional attention or ovations from the observer because of a
successful farce and sense of self irony — linked by the arranged image
of the still life, leaves, ripe grapes or caviar, all elements of abundance
and representations of promised fertility.

The images of four women figures, nymphs and one goddess is a
possible reconfiguration of the state of woman and the stereotype

on her deepest desires and expectations seen from the perspective
of a masculine society. The first Goddess has an opulent body seen in
the position of a sitting nude closest to the conventional replicas of
Rubens’ women and her match, an indirect analogy with the central
axis of her tumid body: swollen tongue, and a purple proto-incarnate,
match to her present and provocative sexuality captivated in a kind of
architectural tube. This seductive “body-organ”, is directed towards
the observer, as a sign of emblematic historical erotic surrealism

and Bataille’s phantasm about language as the singular vertical base
without direction’s priority — an elastic vertical tissue that connects
women’s openings: the mouth and anus. One of the nymphs represents
a figure of erotized axis of a spinal column, the women’s body as an
organ-back, completely bent inside and sucked into oneself; although
exposed to the hypothetical voyeur gaze of the observer ready for the
birth of a new body of desire, it still remains sealed off by a plastic
transparent foil that appeals to loneliness, forgiveness and oblivion,
surrounded only by its companion pieces — impregnated flower

pots of artificial flowers and replicas of the glass fairytale “shoes”,

simultaneously an orthopaedic panoply this body still hypothetically
relies on or the ones it still counts on in its romantic dreams. The
remaining two nymphs are still a part of this visible mise-en-scéne
world of disappearing dreams, the vertical rhetoric universe filled

with fraught hopes or an empty yearning gaze directed towards the
observer. In the inter-space of absolute attention between the observer
and its object, but also a distanced professional observation towards
the subject, from the position of its (the subject’s) self-erotization,
from the time of its restrained sensuality and inability of interpersonal
exchanges, a whole gallery of characters and linked stories emerge,

like the Biblical ones, as any archetypal experiences that the artist
herself says represent: “A series of isolated images that refer to the
expressiveness of the body, its potential relations with other bodies and
inability to complete realize this relationship. Thus, anxiety and retreat
are extended states the human beings seem not able to leave, despite
the authentic need to show sensuality”.

The complete oeuvre of the artist confronts us with the most diverse
individuals, the no name ones as well as those remotely “famous”,
people of amazing stature and wondrous presence; or we are provoked
by seductive topics of still life and architecture that fills us with no
less fear or disgust at first glance; her new pieces lead us into a state
where we constantly review our own sensuality and sense of empathy;
encourage our innate sense for observation, provoke our culture of
gazing and directly facing our deepest phobias. The artist has an innate
sense to transpose the fears and phobias she provoked in the observer
into a stunning and unique sense for the genuinely burlesque, exciting
and beautiful.

Jelena Krivokapi¢

1 Generations of postmodern artists, as well as the critique that follows them,
in its essence relies on the less known texts and works of the early Dada and
Surrealism, psychoanalytic theory and new anthropology, refers to the theory
of post-war phenomenology mostly by M. Merlo-Ponty and his posthumously
published The Visible and Invisible (Le visible et I'Invisible, 1964) and reaffirm
the essays of R. Barthes on photography in Camera Lucida, that culminates
with “the study on the punctum” (R. Barthes, La chambre claire: note sur la
photographie,1980).

2 This culture of liberalization, regardless of the genre or type they belongs to,
is characterized by a plastic, gender or social eclecticism that does not establish
strict borders between self-referential artistic and non-artistic elements,
practices and references, it is an emancipation of a bondage between traditional
artistic disciplines (sculpture, painting, etc.) into units without strict visual or
plastic contours as well as the permeating of visual fine and applied arts.
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