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CuyeHa malumHcKor fejctBa, 2022, purutanHa rpaduka Ha nnatHy, 56x76 cm

The Machine Operation Scene, 2022, digital print on canvas, 56x76 cm
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KatapuHa AHhenkoBuh, Ap, MacT.uH.apXx.

PANdemia PANscape

WHcTpyMeHTanusaumja uprexa Kao ypehaja 3a Megujaunjy nusmehy
YMETHUUKE U UHTeJIeKTyaNHe npaKkce

OBaj M360p LpTeXKa NoKylwasa Aaa Kpeupa susyenHu jeauk KOBUA-19 nuctpymeHTanusaumjom uprexa
n3Mehy yMeTHUUKe npaKce (CTBapatba CJIMKA) M UHTENeKTyanHe npakce (Yutarwe MaHudecra Hagpe-
anucTa U KOHCTpyMUcake HapaTuea). [loce6HO Me MHTepecyje MoTeHLMjan AUTUTASTHUX U KOMBUHOBa-
HWUX Mefuja LpTama fa NoHyAe HOBA rfeAuilTa 0 TOMe KaKo npefacTaB/baMo pactyhy HectabunHoct
HUBOTHUX YC/TIOBA TOKOM TYypBYNeHTHMX NaHAeMUjckux TpaHcdopmaumja. lMoyeTHa xunoTesa je pa je
penpeseHTaLMja, Kao NPBU HUBO MHTepNpeTaLunje, KPUTUYKO CPEACTBO 3a NPeHoLIeHe NPOCTOPHOr
MCKYCTBA, cxBaheHO Kao nocMaTtpaHa TpaHchopMaumja. TpaanMLMOHANHU HAauYMHKM NpeAcTaB/bakba ap-
XUTEKTOHCKOT NMPOCTOpa Aenyjy Y OKBUPY KOHBEHLIMOHANHUX CPefiCTaBa 3a 03HayaBame (Npeknonbe-
HU LpTeXu, usrneam, uta.). OBakBM UPTEKM CTOra HeMajy CpPefCTBa [la OTKPUjy HOBE MUCAOHEe MOo-
Jlene Koju Mory 060raTuTi TpafMLIMOHAJIHY apXUTEKTOHCKY penpe3eHTauujy U NpOMeHUTU CTaTUYHO
pa3yMeBatbe apXUTEKTOHCKOT MPOCTOpa Kako 6u oarosopunu Ha Tekyhe TypbyneHTHe NaHAeMMjcKe
TpaHchopMaumje.

Mpena3sehu ca Hagpeanu3Ma Kao CTUIICKOT KOHCTPYKTa Ha Hagpeann3aM Kao TeOPUjCKU KOHCTPYKT,
YeLUKU nctopuyap v teopetuyap apxutektype lanu6op Becenu (1934-2015) (1) npywuo je yeug y
NpOMeHJbUBY MPUPOAY penpe3eHTauuje. Y HeroBuM paspagamMa UCTOPUjCKOr MojMa penpeseHTaumje,
Becenu 3akbyuyje fa je npobneM reHepanHo CTPYKTYpUpPaH Ha OCHOBY OHTOJOLLKE pa3finuKe CBOjC-
TBeHe caMoj penpeseHTauuju. lpuMepu ce Kpehy op NpBUX KPUTUKA Happeanu3Ma y apxXuTeKkTypu
KOjU YKIbyuyjy HagpeanucTUyKy NpUBUNErujy akTueHe nosmuuje nocmatpayda (Tschumi 1978: 111), no
HaipeanuUCTUYKOr HauMHa YnuTarba rpaja Kkpo3 bypHe MawwuHe PeM Konxaca (1978) unu Poyep Kap-
JIMHAsNOoB CaH, adepy, NanMMICecT, NOETCKU TEKCT U ncuxmuku nasupuT (Cardinal 1978: 143-9). HakoH
objaB/buBatba cneuymnjanHor 6poja AD n3 1978. roguHe, 0[HOC apXUTEKTYpe U HafpeanusMa KpeHyo

je y npaBuy ykupaatba TpaAULMOHANHOT HAYMHA MULLITbEHbA U je3UUKe urpe. Jesuk ce nocMaTpa Kao
NMPOM3BOJbaH U HECTAabMIaH CMCTEM 3HAKOBA KOjuM je OTBOPEH 3@ MaHWUNynauujy u UCNUTUBatbE, rae ce
Urpa jesMKa u CiMKa nocMaTpa Kao anxeMmujcKu npouec. ApXuTeKTypa je Bugesnia UHBEHTUBHE U3pase
W pasnuuute ABOAUMEH3UOHANHE U TPOAUMEH3UOHANHE MpaKce Yy CTBapaky OBUX CIIMKA.

YBohere TaKTUKa HafpeanucTuyKe npakce caMm BuAena Kao CpeAcTBO 3a UCMUTUBaKE Be3e usMehy
JMruTanHor uptexa (y CKnony caBpeMeHe LipTayKe npakce) U Tekyhux TpaHchpopMaTMBHUX NpoC-
TOpPHO-BpEMEeHCKUX ycnoBa cBeTa. CxopHo ToMe, Moj PANdemia PANscape ceT criMKa UHCMUPUCAH je
HafpeasuCTMUKNM UCTPaXK1BatbeM penpeseHTaLMoHe CMKe, y CMUCNY OfiBajakba HAYMHA NpepcTa-
B/bakba Of, OHOra LUTO je NpefcTaB/beHo. TayHuje, LpTex Kopuctn baTtajoBo yHULITaBake rpaHuLa
APXMTEKTOHCKOr NpocTopa Aa 6y noHoBO 610 cxBaheH Kao MeCTo CycpeTa KOHLeNnTa M UCKYCTBa.

Kapa je HappeanucTMUKO UCTpaXKMBake [0 UHTEeSIeKTYyanHe rnpaKce, CMaTpa ce a HaM OHO MOJe
OTBOPWUTM OYU 33 NOTEHLMjaN apXMTEKTYpPe Kao TEOPUjCKE M MOETCKU KpeaTUBHE CUMe Koja yHa-
npehyje YoBeuyaHcTBO. TexHUKe Hagpeanusma AHgpe bpetoHa (1924) omoryhune cy Mu ga Tparam 3a
MUCTEPUO3HUM, HEBUASBUBUM, BULLEAMMEH3NOHANTHUM MAaejaMa y npouecy upTtawa. M3paga cnuka
nocTana je peniaTUBHAa y OAHOCY Ha CPeACTBa KOMYHULMPakba NMPOCTOPHOr UCKYCTBA jep LpTexu fajy
NpeaHOCT MIeAULITY aKTUBHOT MocMaTtpaya. Ha oBaj HaumH, LpTexu cy oTKpunu neppopmMaTmueHy
npupoay efieMeHaTa C/IMKe A0K Cy pa3Bujasim HOBE HauMHe MpefCcTaB/batba apXMTEKTOHCKE XMGpU-



[LHOCTM Cca NUTamMMa M TaKTUKaMa HaipeanucTuyKe npakce. Moju noxoam Ha HafpeanucTuyke Ha-
UYMHe paja pe3ynTUpanu cy AecTUnaunjoM apxuTeKType A0 ancTpakTHUX 'nepdopMaHca’ ekcnnosuja
60ja, HeCTabUNHUX CTPYKTYypa, NPOMEHA pa3Mepa M aHOManuja KOHTEKCTa, Y MOKYLUajy la OCTaBUM
NpPOCTOp 3a eMOLMOHANHO, 3ar0HETHO, Maru4yHo U ¢paHTacTuuHo. OBO je MPBM KOpaK Ka npepcTa-
BJbatby apXUTEKTYpe Y HEKOHBEHLMOHANIHUM TEPMUHMMA KaKo 6U Cce OAroBopusio Ha KOHTEKCT Hec-
TabUNHOCTU NaHAEMMUje U HeHOT NOTEHLMjaTHOT MCUXONOLLIKOr YNTaka: apXUTEKTypa nocTaje flaBu-
PUHTCKa CTPYKTYpa, CUCTEM 3HAKOBa, NParoBa W CKNafuLUTe CTPAXoBa, HAaAla U Kerba.

Y cknony Moje yMeTHUUKe MpaKce, TPaAULMOHANHA TeXHUKA LpTatba NUMH 6ap-a KOPUCTM ce TaKo

LUTO Ce JIUCTOBM 3a LpTarbe NOCTaB/bajy jefaH Ha Apyru kopuwhekweM nuHb6ap-a (MeTanHa TpaKa ca
NOAMIHYTUM AyrMaAKuMa 3a NoCTaB/bakbe pyna Ha BpXy nuctoBa). OBa TpaguLMOHaNHa apXUTEKTOH-
CKa TexHWUKa npepsuha cTanHo npeknanawe, oMoryhaBajyhu apxuteKTuMa fa Hanpase pasnuuure
LpTEXKe 32 pa3NiMymTe apxXMTEKTOHCKe KOMMOHEHTE, @ 3aTUM MX NMpeknanajy jenad Ha apyru. Ha npu-
Mep, cnojeBMMa 3ua0Ba/BpaTa Unu 3uaoea/nnadoHa, apxuTeKTa 61U Morao fa oaLiTaMna uian OCHOBY
npoctopuje unu pednekToBaHU nnaH nnadoHa. YnpaBo oBa opraHM3aLMoHa Teopuja, Koja CToju uU3a
CAD upTexa, ce KOpUCTU 3a pa3fBajarbe eNeMeHaTa LpTeKa Kako 6u ce CKpaTuno BpeMe U3page.
Opabpana caM TUNUYHE apXUTEKTOHCKe efleMeHTe (Nnoye, 3uA0Be, CTeneHuLe, MalliMHe, ibyae) fa
MaHUNYNIMLLEM NPOLLECOM LipTaka. [loK ce TpaauLMOHaNHe apXUTEKTOHCKE TeXHUKE KOpuUCTe 3a
ynopehuBame upTexa Koju npeacTaBrbajy BU3KMjy NpoLUOCTU ca TeKyhMM CTambeM CBeTa, Luib Moje
npaKce LpTaka je CTBapake HOBe TeXHMKe Koja 61U BU3yenHUM cpefcTBUMA NpefcTaBuia Hectabun-
HOCT NPOCTOPHO-BPEMEHCKUX KUB/beHUX ycrioBa. Ca pauyHapoM u ogrosapajyhum codpteepoM mMo-
ryhe je MewaTu pa3Mepy, cabupaTu Unu oay3vMaT KOMMOHEHTe, U MPUKaA3aTu pe3ynTaTe y peasiHoM
BpemMeHy. ApTukynuwyhu Mojy npaKkcy npaesbera CIMKa Y OAHOCY Ha CPeACTBa 3a MPEHOoLeHe Npoc-
TopHor uckycrea KOBUJ-19, nocturna caM cnuKke us Kojux ce MOry YnMtaTtu CJ0jeBM BpeMeHa.

Y no3aguHu upTexa, 3auprana caM 'MalLIMHCKY onepauujy' y CBUM beHUM MaHudecTaumjaMma u pas-
BMNa rpaduMyKM jeamk Kopgupama onoHawwajyhu GyHKuuje copy paste peButanusoBaHe nuH 6ap Tex-
HUKe UpTarba. Kao KOHauHM pe3ynTar, cnojeBuTe CIIMKe PYYHUX U AUTUTANHUX LpTeXa YNTajy ce Kao
cnojeBun TpaHcpopMaLmje Kpos BpeMme.

Mpatehu nporpam

bynyhu na cy cBM paloBM HacTanu y NpoLecy UCTPajxKMBaka Y CKIoMNy NporpaMa AOKTOPCKUX U MOCT-
JLOKTOPCKUX CTyAMja, ayTop he oapKaTv u MynTumMeaujanHo npepasame y npatehem nporpamy ms-
noxb6e, nop HasmBoM ,IHCTpyMeHTanM3auuja upTexa Kao ypehaja nocpefoBamwa nsmehy yMeTHUUKe
W UHTeNeKTyasiHe npakce”.

benewke

(1} Becenu je 3anouyeo ¢popmMaTuMBHY AUCKYCHjy O OAHOCY M3Mehy apxuTeKType U Hagpeanusma y crneumjanHoM
n3pamy 1978 bputaHckor marasmHa AD nop Ha3uBoM Architecture and Surrealism.
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KATAPUHA AHBENTKOBUH

buorpaguja

Katapuna AnhenkoBuh, JOKTOp HayKa y apXMTEKTYPU, MacTep MHIKEHEDP apXUTEKType, je
TeopeTuyap, apxuTeKTa y npaKkcu, UcTpaxunsay um cnukap. OHa je BUCOKOKBANUPUKOBAHU LpTay,
nucaw u uctpaxkmeay. Anhenkosuh ce UCTOBpeMeHO 6aBU apXUTEKTOHCKOM NPAKCOM, efyKaLujoM
CTYAEeHaTa U UCTPAXKMBAYKMUM pafoM. tbeHa ucTpaXuBarba, NUcamwe U eflyKaumja GoKycupajy ce
Ha TO KaKo ce upaeje Mory NpeBecTu y pasnuuute Mefuje, ykpitajyhu apxutektypy, BusyenHe
yMeTHocTU 1 dunm. Y nponehHom cemectpy 2021. ropuHe, KaTapuHa je aHra)oBaHa Kao rmaBHU
MHCTPYKTOP Kypca pydHor upTtawa: The Face[S] of Architecture at SMT New York, New York City.
loctyjyhu je npodecop, Chair of Creative Architecture, Ha University of Oklahoma U.S.A,, Institute
of Form Theory and History in Oslo, Institute of Urbanism and Landscape in Oslo, YHuBep3uteta y
beorpapy, u roctyjyhu npegaBay u MeHTop Ha Mactep ctyaujama TU Delft - Faculty of architecture
and the built environment, poktopckum ctyaujama AHO - Oslo School of architecture and design,
FAUP Porto, DIA Anhalt Dessau, SMT New York, u ocHoBHuM cTtypmjama ITU - Istanbul Technical
University. AHhenkosuh je nsnarana weHe pagoBe Ha 6 camocTanHux u Buwe of 60 rpynHMx
APXUTEKTOHCKUX, JIMKOBHMX 1 HOTOrpadCcKMX M3noxou, ykibydyjyhu rpynHe usnoxbe y ranepuju
Pall Mall Gallery y lTonpoHy, Royal Hibernian Academy y [labnuHy, MAAT Museum y Jlncabony,
International Biennial of lllustration "Golden Pen" y beorpapy, TU Delft y [lendty, Xonanguju,

y Mysejy lpumMerneHnx YmeTHocTH y beorpany, HapogHom Mysejy y beorpagy, CAHY - Cpnckoj
Akapemuju Hayke n YmetHoctu y beorpapy, fanepuju CunrupyHym, Nanepuju CrenenmwTe LeHTpa
3a JIMKOBHO obpa3oBare LLlymaToBauka, lanepuju LUentpanHor BojHor Kny6a, lanepuju Cynyj,
MaBumony Lisujeta 3y3opuh YNYC-a, Manoj ranepuju YNYNYOC-a, uta. Katapuna npepgaje Ha
MehyHapoaHUM KoHdepeHuujaMa 0 punmy, poTorpaduju n apxuTekTypu, ypbaHOM npocropy u
BU3YenHoj penpe3eHTauuju, UCTpaxyjyhu apxuTeKTypy ca TexHonorujama cnuke: og ¢unma go VR
n AR, MopepHy ecTeTUKy apxuTekType, dunM-ounosobdujy, NCTpaxkuBamwe LpTeKa, eAyKaTUBHO-
UCTpaXKMBayKe OKBMpEe, YMETHUUYKO UCTPAXKMUBaHbe, U Y 06/1aCTU BU3YeNIHe KYNType y BULe of, 35
3eMasba EBpone, Benuke bputanuje, CeBepHe AMepuke n Kanape. KatapuHa je objaBuna weHa
UCTpaXKMBakba y BPXYHCKMM UHTepHauuoHanHuM yaconucuma (Web of Science) n ocsojuna je 6pojHe
Harpaje Ha apXMTEKTOHCKUM U YPOAHUCTUUYKMM KOHKYpcMMa. Y MyHOM ayTopcTBY je uspaguna
WpejHn apxMTeKTOHCKM npojekar, y cknony HauuoHanHor npojekta Koju nogpxasa Bnaga Peny6nuke
Cp6buje. lobuTtHMLa je Harpape MpuBpenHe koMope beorpapa 3a Haj6ormby MacTep pag oabpareH
Ha yHuBep3uTeTuma y Cpbuju y ceuM gucumnnuHaMa. KatapuHa je objaBuna gee MoHorpadumje;
npeacrojehe nornae/be y KbU3KM U HEKOIMKO YnaHaka y yaconucuma ca Intellect UK. TokoM
LLOKTOpPCKUX cTyAuja, AHhenkoBuh je ncTpaxumBayuku 60paBuna Ha eBPONCKUM YHUBEP3UTETUMA Y
KoneHnxareHy, Jby6rbanu, Mopty, [lanau u bpajtoHy y Benukoj bputauuju, Jabnuny, Magpuay, uta.
KatapuHa je peunnujeHt EDRA'S 2022 AMBASSADOR FUND AWARDS.
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CuyeHa cHa. JlaBupuHtcka cekBeHua, 2021, purutanHa rpaduka Ha nnatHy, 45x60 cm

The Dream Scene. Labyrinthine Sequence, 2021, digital print on canvas, 45x60 cm



CueHa rpaheBuHCKnx MexaHn3ama, 2021, purntanHa rpaduka Ha nnatHy, 27x76 cm

he Building Mechanisms Scene, 2021, digital print on canvas, 27x76 cm
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CyeHa cTpaxa, 2021, purutanHa rpapuka Ha ornegany, 90x200 cm

The Fear Scene, 2021, digital print on mirror, 90x200 cm



CueHa cHa. CeKBeHLja eJbe,
2022, purutanHa rpaduka Ha nnatHy, 96x65 cm

The Dream Scene. Desire Sequence,
2022, digital print on canvas, 96x65 cm




KATARINA ANDELKOVIC

Biography

Katarina Andjelkovic, with a Ph.D., M.Arch.Eng,, is a theorist, practicing architect, researcher

and painter. She is a high-skilled draftsman, writer and researcher. Andjelkovic is simultaneously
engaged in architectural practice, teaching, and research. Katarina’s research, writing and teaching,
focus on how ideas can be translated across different media, crossing architecture, visual arts and
film. In Spring semester 2021, Katarina is the main instructor of the HAND-DRAWING COURSE: THE
FACE[S] OF ARCHITECTURE at SMT New York in New York City. She served as a Visiting Professor,
Chair of Creative Architecture, at the University of Oklahoma U.S.A,, Institute of Form Theory

and History in Oslo, Institute of Urbanism and Landscape in Oslo, University of Belgrade, and
guest-lecturing and mentoring at Master Studies of TU Delft - Faculty of architecture and the
built environment, Doctoral studies of AHO - Oslo School of architecture and design, FAUP Porto,
DIA Anhalt Dessau, SMT New York, and Bachelor studies of ITU - Istanbul Technical University.
Andjelkovic exhibited her artwork at 6 Solo Exhibitions and at many international architectural,
fine arts and photography exhibitions, including group exhibitions at Pall Mall Gallery in London,
Royal Hibernian Academy in Dublin, MAAT Museum in Lisbon, International Biennial of Illustration
"Golden Pen" in Belgrade, TU Delft in the Netherlands, the Museum of Applied Arts in Belgrade,
the National Museum in Belgrade, Serbian Academy of the Arts and Sciences [SANU] in Belgrade,
Gallery Singidunum in Belgrade, Stepeniste in Art Education Center "Sumatovacka", Gallery of

the Central Military Club, Suluj Gallery, Pavillon Cvijeta Zuzoric of the Association of Fine Artists

of Serbia, Mala Gallery of the Association of Fine Artists of Applied Arts and Designers of Serbia,
etc. Katarina lectures internationally at conferences in film, photography and architecture, urban
space and visual representation, exploring architecture with image technologies: from film to VR
and AR, modern aesthetics of architecture, film-philosophy, drawing research, teaching-research
frameworks, artistic research, and visual culture in more than 35 countries in Europe, United
Kingdom, North America and Canada. Katarina has published her research widely in international
journals (Web of Science) and won numerous awards for her architecture design and urban design
competitions. She is a full author of the Preliminary Architectural Design, a national project
supported by the government of Serbia. She won the Belgrade Chamber of Commerce Award for
Best Master Thesis defended at Universities in Serbia in all disciplines. Katarina has published two
monographs; an upcoming book chapter and several journal articles with Intellect UK. During her
Ph.D., Andjelkovic's research stays were all at European universities in Copenhagen, Ljubljana, Porto,
Dundee U.K., Brighton U.K., Dublin, Madrid, etc. Katarina is a recipient of EDRA’'S 2022 AMBASSADOR
FUND AWARDS.



Katarina Andjelkovic, Ph.D., M.Arch.Eng.

PANdemia PANscape

The Instrumentalization of Drawing as a Mediating Device Between
Artistic and Intellectual Practice

This selection of drawings attempts to create the visual language of COVID-19 by instrumentalizing
drawings between artistic practice (image-making), and intellectual practice (reading the Surrealists
Manifestos and constructing narratives). | am particularly interested in the potential of digital

and mixed-media drawing practices to offer new viewpoints of how we represent the rising
instability of living conditions during turbulent pandemic transformations. The initial hypothesis

is that representation, as the first level of interpretation, is a critical means of communicating

the spatial experience, understood as an observed transformation. Traditional ways of presenting
architectural space operate within conventional means of notation (overlayed plans, elevations, etc.).
Such drawings do not therefore have the means to uncover new thought-models that can enrich
traditional architectural representation and change the static understanding of architectural space
to respond to ongoing turbulent pandemic transformations.

Making the transition from Surrealism as a stylistic construct to Surrealism as a theoretical
construct, Czech historian and architectural theorist Dalibor Vesely (1934-2015) (1) provided
insights into the changing nature of representation. In his elaborations of the historical notion

of representation, Vesely concludes that the problem is generally structured on the basis of

the ontological difference inherent in the representation itself. Examples range from the first
critiques of Surrealism in architecture that engage the surrealist privilege of the active position
of the observer (Tschumi 1978: 111), to the surrealist way of reading the city through the turbulent
machines of Rem Koolhaas (1978), or Roger Cardinal's dream, affair, palimpsest, poetic text,

and psychic maze (Cardinal 1978: 143-9). After the publication of the 1978 special issue of AD,

the relationship between architecture and Surrealism moved in the direction of abolishing the
traditional way of thinking and linguistic play. Language is seen as an arbitrary and unstable
system of signs that is open to manipulation and examination, where the play of language and
images is seen as an alchemical process. Architecture has seen inventive expressions and different
2-dimensional and 3-dimensional practices in creating these images.

| saw the introduction of these tactics of Surrealist practice as a means of examining the
connection between digital drawing (as part of contemporary drawing practices) and the ongoing
transformative spatio-temporal conditions of the world. Accordingly, my PANdemia PANscape
drawing set is inspired by Surrealist research of representational image, in terms of separating the
ways of representation from what is represented. More precisely, the drawing employs Bataille’s
destruction of the limits of architectural space to be reconceived as the meeting place of concept
and experience.

As part of the intellectual practice, Surrealist research is seen to open our eyes to the potential of
architecture as a theoretical and poetically creative, humanity-enhancing force. Techniques of André
Breton’s Surrealism (1924) enabled me to search for mysterious, invisible, multidimensional ideas in
the drawing process. The drafting of images has become relative to means of communicating spatial
experience in that the drawings are privileging the active onlooker’s point of view. In this way, the
drawings revealed the performative nature of the image elements while developing new ways of



representing architectonic hybridity with the issues and tactics of Surrealist practice. My forays
into Surrealist ways of working resulted in distilling architecture to an abstract ‘performance’ of
colour explosions, unstable structures, scale changes and context anomalies, in an attempt to
leave room for the emotional, the enigmatic, the magical and the fantastic. This is a first step
towards presenting architecture in non-conventional terms to respond to the context of pandemic
instabilities and its potential psychological reading: architecture becomes labyrinthine structure,

a system of signs, thresholds, and a repository of fears, hopes and desires.

As part of my artistic practice, the traditional pin bar drafting technique is used by superimposing
drawing sheets on top of each other by using the pinbar (a metal strip with raised buttons to

fit holes at the top of the sheets). This traditional architectural technique envisages constant
overlaying, thus allowing architects to produce different drawings for different architectural
components, and then overlay them on one another. For example, by layering walls/doors or walls/
ceiling, the architect could print either a floor plan or a reflected ceiling plan. This is exactly the
organizational theory behind CAD drawings, used to separate the elements of a drawing to shorten
its production time. | chose typical architectural elements (slabs, walls, stairs, machines, humans)
to manipulate the drawing process. While traditional architectural techniques are used to compare
the drawings that present a vision of the past with the current condition of the world, the aim of
my drawing practice is to create a new technique that would represent the instability of spatio-
temporal living conditions by visual means. With a computer, and the appropriate software, it is
possible to vary the scale, add or subtract components, and show the results in real-time mode.

By articulating my image-making practice relative to the means of communicating COVID-19 spatial
experience, | achieved images from which layers of time can be read. In the drawings’ background,

| charted the ‘machinic operation’ in all its manifestations, and developed a graphic language of
coding by mimicking the copy paste functions of the revitalized pin bar drafting technique.

As the final result, the layered images of hand and digital drawings read as layers of transformation
through time.

The accompanying program

Since all the works were created during the research process within the program of doctoral and
postdoctoral studies, the author will give a multimedia lecture, entitled "The Instrumentalization of
Drawing as a Mediating Device Between Artistic and Intellectual Practice.”

Notes

()  Vesely began a formative discussion of the connection between architecture and Surrealism with the 1978
special issue of the British magazine AD entitled Architecture and Surrealism.
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AHBEJIKOBU, KatapuHa, 1983-
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Belgrade : Gallery "Beograd", 2022 (beorpag, : 'pug, ctyauo). - [12] ctp. : unyctp. ; 22 x 22 cm

Tupax 150. - Ynopepo cpn. TeKcT u eHrn. npeBog. - KatapuHa Anhenkosuh: cTp. [4].
ISBN 978-86-6141-181-6
a) AHhenkosuh, KatapuHa (1983-) -- Ipaduke —- U3nox6eHun KaTanosu
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CuyeHa cHa. CekBeHUa MaluMHCKor fejctea, 2022,
AurutanHa rpaduka Ha nnatHy, 96x65 cm, getam

The Dream Scene. Machine Operation Sequence,
2022, Digital graphics on canvas, 96x65 cm,
detail
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JlaBupuHTCKa cuyeHa, 2022, purutanHa rpapuka
Ha nnatHy, 52x52 cm, getam

The Labyrinthine Scene, 2022, digital print on
canvas, 52x52 c¢m, detail
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CueHa cHa. Cek

BeHLa peKoHcTpyKuumje, 2021,

AurutanHa rpaduka Ha nnatHy, 76x56 cm
The Dream Scene.

Reconstruction Sequence,

2021, digital print on canvas, 76x56 cm
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