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Mwunnua CtojaHoB

®oTto Cadapu

Kamepa je Hapouulio lo2ogHa 3a benexcerbe iospega Koje clusapa speme.

XeHpu ®okc TanboT

CBaKa Halwa noTpara (roToBO HEM3OCTABHO Y CEAMUYHOM PUTMY), 32 CKPMBEHOM 1IENOTOM 0f6aueHmx
npeaMmeTa, 3a 3HatbeM U UCKYCTBOM HaNaKOBaHUM Y HbMMA, NPY»Ka MHOLITBO XeTePOreHor maTepujana
KOju NpeACcTaB/ba NoMa3Hy TauKy 3a CTBApanalITBo M HoBa oTKpuha. Y npegmeTe Koje 6Bpamo yTKaHa
je BayKHOCT M3BOpPA, BU3Ye/THOT KBaIUTETa, UCTOPUjCKE OLHOCHO KYNTYPO/IOLIKN fofe/beHe No3aauHe
Y Unje cnojese yparbamo, a NOTOM MX AOTEPYjEMO 33 HOBM NYT, CMMCAO0 U YNOTY Y YMETHUYKOM
KOHTEKCTY.

M ose nsanhane ¢pytpone 3a aHanorHe dotoanapare, Koje Cy NOCAYKMAE KAao MmaTepujan 3a LyXOBUTY
cepujy XUBOTUHCKUX MOPTPETa, NpoHaheHe cy Ha oTnaay, HeynoTpeb/buee u 3abopassbeHe.

OHe cy TUNCKe, MOHaB/bajy Ce Y YNTAaBOM CBETY, a/iv CBaKa OZ, WX noceayje HewTo cneunduyHo.

OHe jecy CTaTUYHU NPEAMETH, aAn HUCY HEMU maTepujan. Kag, ce 3arnefamo y X MOXKEMO

OTKPUTU Y 3aMUCANUTU YMTaB UM NPETXOAHMX ynoTpeba v cuTyaumja — pOMaHTUMUYape Koju

3eHum ¢doToanapatom benexke 6apke Ha NAABMYACTOM XOPU3OHTY U CAMYHMM JbYMKUM capliajuma
0ajy NPeBENNKM 3HaYaj; Uan cmene HoBuHape ca HukoH-om (Nikon) Koju cBojum doTorpadujama
pesnampajy oaHoc nsmehy AOCTYMHOT U HEAOCTYMHOT; UM aHOHWMHE NYTHUKE KOoju CBOjum Acaxu
MeHmakc-om (Asahi Pentax) oBekoBeuyjy cadapu NonyT ersoTUYHOr NaeHa 3a AHEBHY coby Koja
nojalwHaBa HUXOBY IMYHOCT U adunHUTETE; K ycxmheHe yMmeTHUKe Koju PojuneHgep (Voigtldlander)
¢doToanapatom MucTUdUKYjy peanHocT, ancTpaxyjyhu getasbe u dopme 13 36pKe NosHaTor,

06MYHOT OKpy:Kerba. CBaKO 0f, OBMX NPETXOAHMX UCKYCTaBa CTBapa *KMBOMMCAH UCTOPMjCKU NaYBOPK
ynoTtpeb/beHor Na NoTom ogbayeHor npegmeTa, Koje KofeKLMoHap/YMeTHMK cakynsba, pactypa

M NOTOM YO611M4aBa Y HW3 KMBOTUHCKMX MOPTPETA, MPOHUYHO 3aTBapajyhu Kpyr o4 Nnponssoarse
byTpone [0 NPoU3BOALE /IMKA XKUBOTUHE. Pomo Caghapu Tako NPELCTaB/ba jefaH KOHTUHYMPaHK
LUMKAYC AeCTPYKUMje U KOHCTPYKLMje. Hajnpe, y NPMMapHOM KOHTEKCTY AecTpyKuuja je buna npucyTHa
ba 6u ce obesbeano matepujan 3a pyTpone. HuBoTUHbE Koje TpUKajy 1 bpuKajy ce y 6naty, mopane

Cy NOJAPMTH CBOjY KOXKY 3a Heumnjy puHo nspaheHny oytpony. ecTpyKumja je npucyTHa NoTom y
KOHTEKCTY oabaLmBatba poToanapata 1 erose ¢yTposie U UXoBe Aerpajaumje of, Hekaga akTUBHOT
eNeMeHTa jegHe ApyLWTBEHE NpaKce, Ao 3abopas/beHor, roToBo 6e3BpesHor npegmeTa Ha ,,cmehy”
ncTopuje Koje ApyLITBO HEYMOPHO cTBapa. Ha Kpajy, YMETHUK 04, MaTepujana }KUBOTUHCKOT Nopekna
rpaZy NopTpeTe PasHONMKUX }KUBOTUHA TaKO LWTO YHULUTABA, Lena, GparmeHTU3yje U NOTOM cnaja

W ylinBa Aa 61 A0wWao [0 Ke/beHor 06/11MKa. YMEeTHWKOBA AeCTPpyKLMja NOCAYKUNG je KOHCTPYKLMjU



HoBe dpopMme, 3HaUerba U CBPXe Y 06ANKY YyMETHUUKOr 06jeKTa. YyaHUM U BUjyraBuM nyTem
M3MeLLan Cy Ce KOHTEKCT NPOoU3BOAtbEe GYTPONE OF, *KMBOTUHCKE KOXKE U NOPTPET KUBOTUHLE,
MHCTPYMEHT 1 06jekaT poTorpadmcarba, NPOLLAOCT U CafallHbOCT. Ha HOBUM NopTpeTMMa HepocTajy
OKpY»KeHba CEHTUMEHTATHUX, ETUYKUX, NOAUTUYKMX UK IMKOBHMX acoLmjaLmja Koje cy umane
doTorpaduje y unjem cteaparby cy dyTpone y4ectBoBase, av TPAroBu paHUjuUX BpemeHa ocTajy
BMAJ/bUBK Ha NoxabaHOM MaTepujany vy acoumjaTuBHOM Hasusy @omo Cagapu. Kao HU3 KOKHUX
NMOCMPTHUX MACKM CTBOPEHMX 04, PyMHA NPETXOA4HOT BPeMEHa, Kao BECeno ornesasno nposasHocTu

1 3a60paBa, 0BU KMBAXHU KUBOTUHCKM JIMKOBU Cy CBEA0YAHCTBO HeCTajatba. OHM Cy NpeameTu
Koje Llacnep LIoHc npoHuLbMBO AeduHMLWe Kao: ,MpeameTn Koju roBope o rybuTKy, yHULITEHY,
HecTajarby Npegmeta. He rosope o cebu. loBope o gpyruma.”

MMBOTUHCKA MKOHOrpaduja M ambMBaNEHTHOCT peHOMEHA KOju je MOC/IYKMO 3a HACNOB, jow BuULLE
[onase A0 U3parkaja Kaga ce 0Ba cepuja U3NoXKK y megnjy potorpaduje. Matepujan ucnyreH
NCKYCTBOM benekerba pasHMX CTBAPHOCTM M CamM MPOHUYHO 3aBpLUABa Kao “3abenexeHa ctBapHocT”.
WHCTpYMEHT Koju je omoryhuno peLuKkanparbe CTBAPHOCTU Kpo3 dpoTorpaduje n cam nocraje
peLmMKANpPaHN U MOHOBHO ynoTpeb/beHn maTepwmjan, Koju gocnesa Ha doTorpaduje, Kaum ce Ha 3ua,
1 61Ba U30XKEH CyL0BMMa Pa3HMX NOCMaTpaYa, Hall Kao LWTO je To C/ayyaj U ca B1ao Kojom Apyrom
doTorpadmjom. Aneser ceeTa BULLE HeMa, cueHorpadumja ¢oTo cadapuja je Ha HaWMM 3UA0BUMA,

a MHCTaHT y4ecTBOBatbE je CBUMa omoryheHo; CBe KUBOTUHE CYy CTaTUYHE U GOTOoreHnYHe. A To ce
duHO yKnana y atmochepy HernogHowsbuse akohe n cBeNPUCYTHOCTM doTorpaducarba y AaHawmboj
AOMMHAHTHO] KYNTYpHU, FAe CMO CBU OAEBEHM Y PyXO rPamM3nBOr TYPUCTE HAa HEKAKBOM BaCTUTOM
¢doTo cadapujy u3 nobyaa NnonUTUKe, KYATYpe, bYACKUX NPaBa, YMETHOCTH, cehatba, U Tparamo 3a
yrneyaT/bMBOM CIMKOM Kojom hemo NoKasaTtu BarkHOCT. Huje nsym caspemeHor foba onaxkatbe aa

je cTBapHOCT (M NouMMatrbe CTBAPHOCTH) He3amucanBa 6e3 poTorpaduje, 1 Yak Aa cAMKa nocTaje
Ba*KHWja 04, CTBAPHOCTM M HOPMa 33 HeHO BpeaHoBake (noyeTkom 20. BeKa 30113 je HAaNOMeHyYo

A2 He MOXXeMo TBPAMUTM Aa CMO HELUTO BUAEAN AOK TO HUCMO doTorpaducanm), anm faHac usrnega
Kao i@ CMO ce KOHa4YHO NOMUPUIN Ca YNHEHMLOM Aa je GoTo cadapu BaxKHMju of cadapwja, Aa

je cueHorpadwvja BarkHMja 0g, cagpikaja, a Aa je NPUCcycTBo Ha 6e3rpaHMYHO pacTyhoj KoMUYnHK
doTorpadmja, BaxkHMje o4 0ACYCTBA Y PeasHOCTH. Y TOMe ce M ornesa “noctxymHa npoHuja” oBumx
$OTO KMBOTUHbA.



Buorpaduja

Bnagumup Mepuh je mynTumeamjanHu ymeTHUK, NPUCYTaH Ha CLEHW CaBpPeMeHOr CTBapasaluTea
roToBO TPU AeLeHuje - 3narao je nog nceyaoHumom TaseHw og, 1986. o 1996. n Kao ocHMBaY

M YnaH ymeTHuuke rpyne Talent Factory og 1996. go 2006. HaKoH Yera je noyeo npojekat Mysej
demurbcmea Koju 6u dopmanHo Tpebano ga ce 3aspwu 2016. roguHe. M3narao je Ha BuLLe og,
Le3feceT CaMOCTaHUX U310KOM 1 Ha BULLE Of, A,BE CTOTUHE FPYNHUX U3N0XK6M Y somahem n
mehyHapoaHOM KOHTEKCTY. MpUMMO je 1 HeKa o4 Haj3HaYajHMjMX NPU3HAtba 33 AeNoBakbe Y
BW3Y/NIEHOj YMETHOCTH, nonyT MoAnTUKMHe Harpage u3 ¢oHaa Bnaaucnae PubHukap (2006) 3a
n3n0x6y Made in Yugoslavia y 6eorpagckoj ranepmjm “Xaoc” nnm yyewha Ha 55. 6ujeHany y
BeHeumju (2013) y okBupy nsnoxbe Hema Huyeaa usmehy Hac y HauMoHaHOM NaBu/boHy Cpbuje.
UcTopuryapka ymeTHocT Mununua CTojaHOB ce 6aBM UCTpaKMBarbemM U NUCakbem y 0b6nactu
KONEKLMOHAPCTBA, My3€jCKMX NPaKCK U caBpemMeHOr YMETHUYKOT CTBapa/iallTBa — OAHOCHO No/buMa
HUXOBOT NpeKnanara 1 capaatrbe. Ca Nepuhem je 3ajegHUYKM pas noyena Kpos npojekat Myseja
demurbcmea, a oa, 2013. HacTynajy Kao TaHaem cTBapajyhu n nsnaxyhu 3ajeHuUYKe BU3yenHe u
nucaHe LeNvHe y PasaniymTUM YMETHUYKUM Meanjuma.
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exhibited under the pseudonym Talent (1986-1996); was the founder and member of the artistic
group Talent Factory (1996-2006); after which he began working on the project Museum of Childhood
which should formally end in 2016. He had more than 60 solo exhibitions and took part in more than
200 group exhibitions at home and abroad. He was the recipient of some of the most prestigious
awards for his work in the visual arts as the Politika Award for Fine Art (from the Vladislav Ribnikar
Fund) in 2006 for the exhibition Made in Yugoslavia held in the Belgrade Haos (Chaos) Gallery or his
participation in the 55* Venice Art Biennial (2013) within the framework of the exhibition Nothing
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on collecting, museum practices and contemporary artistic practices — fields where they overlap and
cooperate. She has collaborated with Peri¢ on the joint project Museum of Childhood and since 2013
they are a tandem creating and displaying joint visual and written entireties in different artistic media.
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The camera is especially suitable for recording the ravages of time.

Henry Fox Talbot

Each time we search for the hidden beauty of discarded objects, for the knowledge and experience packed in
them (almost always in a weekly rhythm), we find abundant heterogeneous material that becomes a starting
point for creativity and new discoveries. We immerse ourselves into the layers that are interwoven with

the objects we choose, the importance of their origin, their visual quality, their historical, that is, culturally
allocated background and then we do the objects up/enhance them for their new journey, meaning and role
within an artistic context.

These worn out analogue cameras cases, which have been used as material for a witty series of animal
portraits, were found at the junkyard where they lay forgotten and useless. They are a standard product that
can be found all over the world but each case possesses a specific quality. Although they are static objects, they
are not mute material. When we a gaze at them, we can discover and imagine a whole film of their previous
life, what they were used for and what situations they were in - we can see the romanticists using their Zenit
camera to take photos of boats on the bluish horizon attaching too much importance to similar cute scenes;
or the daring reporters with their Nikon cameras revising the relationship between the accessible and the
inaccessible; or the anonymous travelers with their Asahi Pentaks preserving forever the safari as an exotic
trophy for the living room, the one that reveals so much about their personalities and affinities; or the ecstatic
artists with their Voigtldlander cameras mystifying reality, abstracting details and forms from the collective

of the familiar, common environment. Each of the previous experiences forms a lively historical patchwork of
a used but then discarded object that the collector/artist collects, dismantles and then shapes into a series

of animal portraits, thus ironically closing the circle which started with the production of the case and ended
with the production of the animal’s face. Thus, the photo safari represents a continual cycle of destruction and
construction. Firstly, in the primary context destruction was present in providing the material for the cases.
Animals which ran and splashed around in the mud had to donate their skin for somebody’s finely crafted case.
Destruction is then present in the context of discarding the camera and its case and their degradation from an
active element of a social practice to a forgotten almost worthless object thrown on the “junkyard” of history
perpetually created by society. At the end, the artist constructs portraits of different animals by destroying,
tearing, fragmenting material of animal origin and then by joining and stitching it in order to achieve the
desired form. The artist’s destruction serviced the construction of new forms, meanings and purpose in the
form of an art object. The context of producing camera cases from animal skins and the production of animals



portraits, the instrument and the object of photography, the past and the present crossed paths on an unusual
and winding path. The new portraits lack the context of sentimental, ethic, political or visual associations that
the photos in whose production the cases took part had, but the traces of the past remain visible on the worn
out material and the associative title Photo safari. As a series of leather death masks made from the ruins of the
past, as cheerful mirror of transience and oblivion, these lively animal faces are a testimony to disappearance.
They are the objects that Jasper Johns keenly defines as: “Objects that speak of loss, destruction, disappearance
of objects. They do not speak about themselves, they speak about others”.

The animal iconography and the ambivalence of the phenomenon used for the title of the exhibition become
even more prominent when this series is showcased in the media of photography. The material saturated by the
previous experience of recording different realities, ends up ironically as a “recorded reality”. The instrument
that enabled the recycling of reality by the means of photography has itself become recycled and reused
material that is photographed, hung on walls and exposed to judgment of various viewers, as is the case with
any other photograph. Wildlife ceases to exist, the scenography of the photo safari is on our walls and instant
participation is available to everyone; all the animals are static and photogenic. That fits in with the atmosphere
of the unbearable lightness and the omnipresence of taking photos in today’s dominant culture where we

are all dressed in the robes of an acquisitive tourist on some kind of personal photo safari inspired by politics,
culture, human rights, art, remembrance seeking that one impressive image by which he/she will show

his/her importance. It is not the invention of our contemporary world that reality (and the perception of reality)
is unconceivable without photography, that the image is even more important than reality itself and the norm
for validating reality (Zola noted at the beginning of the 20™ century that we could not claim to have seen
something if we had not photographed it), but what is new is that today that we have accepted the fact that the
photo safari is more important than the safari, that the scenography is more important than the content, and
that being present on all the more increasing number of photos is more important than being absent in reality.
That is the “posthumous irony” of these photo animals.
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