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UBaH Wynetunh, Cityscape XV, 2020, yme Ha nnaTtHy, 200x180 cm

Ivan Suleti¢, Cityscape XV, 2020, oil on canvas, 200x180 cm




BEOIPAL HEKAL W CAJLlL - REVISITED

BELGRADE IN THE PAST AND PRESENT - REVISITED

[t

[popajHa ranepwmja ,beorpag”

OkTo6ap / October 2024.
beorpag



Mupocnas CanyHywmh

bEOIPAQl HEKA[Q U CAQl - REVISITED

Good value for money

WHpycTpujcka peBonyuumja, HOBU 065IMLM NPOU3BOAHE M TPIKULLTA 03HAUUNM CY LMBUNM3ALMjCKY NPEKPETHULY Koja
he nNpeo6nuKoBaTK NUK U CTPYKTYPY rpafa, YjeAHO N HAaUMH XKUBOTA Y beMy. [pafl Kao JOMUHAHTAH XWUBOTHU XabuTyc,
0l paHe MogepHe A0 JaHac je 0CTao jeAHa Of CTBapaslauyKMUX oncecuja YMeTHUKA, a eroB pacT u TpaHcpopMaLmje
Cy AOKYMEHTOBaHe U KPUTUUKM carnepaBaHe. ,[ToKpeTauku eneMeHT MOAEPHUCTUYKOT 3aMULLIbEHOT, MEHTaNHU
nanuMncecT Koju crnaja pea 1 Xaoc, OpraHn3aLnjy u eHTponujy, YyKpaTKo NPpMpOAHO BNACHULLTBO 3anafHe KynType,
rpajicka cpefivHa, no ceeMy cyaehu, Bulle Hero 6UNo Koja Aapyra, npunaga ymetHoctu“ nuwe Mon Apaen?.
Enabopupajyhu game ofgHOC rpai-yMeTHOCT KpPO3 HU3 KOHKPETHUX NpuMepa, ApfeH yKa3syje Ha nojeAuHe YMeTHUYKe
npakce Tokom 20. BeKa Koje cy, He y KnacuyHuM dopmaMa 3abenexeHux pednekcuja HacTanuM y atemey Beh Kpo3
aKuuje y caMOM NpOCTOPY U Ca MPOCTOPOM, ynoTpebune rpaj Kao Mefuj yMETHUYKOr MOCTYMNKa U AenoBaka.

[peno3HaTa u BpegHOBaHa Kao noce6HO Npo6neMcKo nosbe, peHOMEHONOornja rpajia OfaBHoO je 3aCTyn/beHa y
My3€jCKUM U ranepujckum nporpamuma. Y lNpopajHoj ranepuju ,beorpan” neo KycCTocKMX MHMLMjATUBA U M3NAravykux
AKTMBHOCTU TOKOM rnocrnefhux geueHunja 20. BeKa UMao je 3a UW/b Aa ,,00KUBU UCTOPUCKY Many rpajia u jenHy Bulle
HOCTaNrM4Hy Npojekuujy ypbaHor npocTopa Koju HecTaje npep, HalwmMM nornegom2. CXo4HO No3uLmMju oBe ranepuje y
cucTeMy YCTaHOBA MOJ NMOKPOBUTELCTBOM pajia, OCHMBAYKOj MUCKjU U CYIKMUBOTY Ca aTe/beuMa YMEeTHUKA Mof UCTUM
KPOBOM, CBOjEBPCHUM KYNTYPHUM LIEHTPOM OKYM/baka, HEroBake TOr CerMeHTa NporpamMcKor AUCKypca u notpeba
33 HeroBMM peBUTANIN30BabEM YMHU Ce NOTMYHUM U NpodecuoHanHo obase3yjyhuM. lanepuja BpeMeHoM npey3mMa
ynory 6aliTUHUKA KynTa MecTa u aMbujeHTanHe uenuHe KocaHunheBor BeHLa, UCTOPUjCKM 3HAYAjHOT U CNOjeBUTOT
rpajCKor jesrpa, Kao M NpoMoTepa BPeAHOCTU NOKANHOr KyNTYPHOT MUIbea U rpafia y LeIHK, a Y U31araykoj
XPOHOMNOrMju NocebHO MeCcTo 3ay3uMa LMKNYC M3noxom ,beorpag Hekaa u cag”. Y cBojuM npBuUM usgambmma n3noxba
je NpeBacxofHO Y }aHPOBCKM KNAaCMYHOM OKBMPY HacTojana Aa NOBeXe BPeMEeHCKU yarbeHe ayTopcKe BU3ype
jepHor npoctopa. [lpylwiTBeHa, NONUTUYKA U KYNTYpHA TpaH3uLMja Koja je ycneauna HakoH TypbyneHumja obenexeHux
paTHUM AeBefleCceTUM rofMHaMa yUYuHUNA je NPUCYTHUjUM M BUAJBUBUUM FMobanmsalmjcke TpeHL0Be U MexaHU3Me
ocTaBmyjyhu Tparoee y 06n1KoBatby U nomMamy rpapa. CaBpeMeHa yMeTHUYKa NPOAYKLUMja, Kao NTAaKMYC TaKBUX
npoMeHa, HaMeTHyNa je NoTpeby 3a NpefcTaB/bakbeM APYrauynjux MeAnjCKUX U KOHLENTYANTHUX NPUCTYNa, TEOPUjCKUX
M KPUTUYKNX YBUAQA, O YeMY CBEA0YE MOCNeaHa U3fama NoMeHyTe U3noxbe y KyCTOCKMM ceneKkumjaMa uctopmyapa
yMeTHocTU Mapka CtameHkoBuha (2005) u CaBe Puctosuha (2006).

OBoropuiwtba M3noxba ca MoAMPUKOBAHMM HAC/IOBOM HaCTaB/ba Aa pOKycMpa CaBpeMeHy CLeHY U M360poM ayTOpCKM
pasnuunUTO apTUKYNMUCaHUX KappoBa U cekBeHuu (beo)rpasia HaCTOju la YKaXKe HA HEKe Of KIbyYHUX acrnekaTa
KPUTMYKOr NPOMULLI/batba U BU3yanusaumje ypbaHor xabutyca y BpeMeHy obenexeHoM BnafaBMHOM Kanutana.
Mpey3eta U ynotpebbeHa Kao nogHacnoB usnoxbe, ¢ppasa good value for money HepeTKo ce MoXe npoHahu y
pybpukaMa KoMeHTapa 6pojHUX MHTepHeT b6efekepa. HalwmMpoKo npuMeruB 1 BaH chepe KBanupuKaLlmja TYpUCTUUKNX
NoHyAa, 0Baj KONOKBMjasIHW UCKa3 jefaH je of oApa3a NOTPOLUAYKO YCTpojeHe CBECTU U HaBUKa. BpeaHocT Koja ce
jenuHo oppehyje n onpaspasa ncnnatusowhy nHBeCTMUMje, ca Bapujaumjama good/great/best komnapaTUBHO ce
yCrojaBa y pasnuuuTe HujaHce ycnexa n Maker unu seher nobutka. Moxe ce pehu aa je KAaNUTANUCTUYKK FreHepUCcaHmn
modus operandi CBOjCTBEH MPOCEYHOM TYPUCTUYKOM KOH3YMEHTY rpafa UCTO KOJIMKO U KPYMHUM MeXaHM3MUMa Koju

1 Pol Arden, Kontekstualna umetnost, Umetnicko stvaranje u urbanoj sredini, u situaciji, intervencija, ucestvovanje, lzdavacka kuca
KISA, Muzej savremene umetnosti Vojvodine, Novi Sad, 2007, 96.

2 Jenena Kpusokanuh, ,beorpag Hekag n cag” 2005, eBonyuuja cxBatawa ypbaHor nejsaxa, lpopajHa ranepwmja ,beorpan®, 2005, 3.



rpag, o6nuKyjy. YKONuKo je rpaj, Mecto y KOMe je HajBuLLe aKyMynupaHa eKOHOMCKa, ApYLITBeHa U NoNUTUYKA Moh,

OH NocTeneHo nonpuMa BU3yenHU UOEHTUTET KanuTana Koju Teopetuyap Mapk Ouiwep, nosueajyhu ce Ha [lenesa u
laTapuja, peduHuniue Kao ,uyaaH xubpup, ynTpaMofepHOr U apxanyHor®, raoe ugeja MogepHu3Ma nuieHa M3BopHe
peBONyLMOHApHe CHare Oncraje ,Kao 3aMp3HYTU eCTETCKU CTUJ, HUKA[A Kao UAean XuB/bewa“, a y TakBOM NpocTopy
npodaHMcaHnx BepoBaka M MaCOBHO fecaKpanu3oBaHe KynType obutasa ,MoTpoLlay-nocMarpay, Koju ce ByLapa

KpO3 pylleBMHE U pennkeuje“® 3aueT UHOYCTPUjCKOM peBONyLMjoM, NPeayCcrioBOM MOAEPHOr rpafia, KanutanusaMm y
caBpeMeHoj GopMHU, UAEONOLLKU MaHUMYyNaTUBaH, GiyMaHOr KpeTaka, TpaHCPopMaTUBaH U cBeobyxBaTaH, y cebe ynuja
CBe 06MMKe [pyLITBEHOr AeN0Bakba, NapafoKCcaNHo YaK M aHTUKanuTanucTuuke nokperte. Kako KynTypHo cTBapanawTeBo
He MO3Ke OMNCTaTh Kao MyCTo OCTPBO BaH rNobanHux TOKOBA KanuTana, peanHocT je fa Cy U aHraXoBaHe U KPUTUYKM
opujeHTMCaHe YMeTHUUKE NpaKce KanuTaauCTUUYKM BeLTO KOMOAMPUKOBAHE KPO3 CMCTEME YMETHUYKOT TPXKULITA. Y

TOM KOHTEKCTY HaMmehe ce 1 fenuKaTaH NpobneM eTuUKmux, npodpecmoHanHux nosuumja n MoryhHoctu npopunucama
ranepuje y packopaky naMehy ouekMBaHMX HapaTMBa U ynora, KOMepLMjasIHOr acNeKTa pafa U ayToHOMMUje efoBakba.
locTaB/ba ce NuTame, y KOjoj Mepu noMepare GpoKyca ca yobuuajeHnx naHopaMa rpaga Ha GpparMeHTe 6E€TOHCKU U
YeNIMYHO MaTepujannM3oBaHUX MHBECTULMOHMX NpojeKaTa NpeacTaB/ba Cy6BepP3UBHY YMETHUUKY pedriekcujy u BUsmnpamwe
6nucko OuiIepoBOM TyMauyetby ,KanuMTanuCTUYKOr peannsma“? Jecy nu u gaHawmby 6y4HU CKYNoBu, oTnaj, UCTOBpEMeHa
u3rpagra U epo3uja rpafiCKor TKUBa, BU3YesIHW U 3BYYHU LUYMOBU, IErTMTUMaH Ae0 Kay3anuteta o KoMe je nucao Jleonunp
Lejka, roe cBaka akuuja U npeaMeT He NocToje He3aBUCHO of, Mpapa-MexaHW3Ma-opraHM3Ma CrioXeHe CTpYKType?*

* % %

JepaHaect ymeTHMLA M YMeTHUKA, OKyn/beHu y lpoaajHoj ranepuju ,beorpag®, u3 pasnuuntux nosumumja MHAMBUAYANHUX
CTBapanaykux npakcu, MegmnjcKknux noctynaka u Gopmu - CNMKapCTBo, LpTex, rpaduka, dotorpaduja, dbunm,
nep$opMaHC, BUAE0 - Manupajy LWMPOK CNeKTap Tonoca U ukoHorpaduje ypbaHor npocropa: Makpo/MMKpPO NnaH,
CTPYKTYypa rMOMa3HOr cucteMa / erosu pparMeHTH - TparoBu - Manu HapaTuBK, NO3ULMje U OBHOCU Ha NIUHUjK
MHAUBUAYANTHO-KONEKTUBHO Y aKTyeIHUM YCNOBMUMA A pYLUITBEHO-€KOHOMCKUX OKonHocTu. lojeanHayno npencnutyjyhn
CaBpeMEeHU JyX U AOMUHAHTHY aTMocdepy rpaja, heroe BuU3yeniHe MaTpuLe K npoLece NpoOMeHa, pafoBuN YMETHUKA
KOHLIEHTPUCaHW Y jeflHOM U3M1araykoM npocTopy yjeaHo reHepuiuy u MoryhHocT MehycobHor aujanora y 0TBOPEHUM
KOMYHMKaLMjCKUM TOKOBUMa. OBaj BMLLECMEpHM ANjanor yKIbyyyje U caMy ranepujy, leH GpU3nyKmu npocrop,
CUMMbONMYKM NOTEHLMjan 1 NO3ULMjY YHYTap rPajCKOr cMcTeMa CaBpeMEHe KyNTypHe CLeHe.

bpanumMup KapaHosuh cBojy BULLEAELEHN]CKY CTBAapanayYyKy aKTUBHOCT U IMKOBHY NOETUKY Y AOMeHY rpaduke u
doTorpaduje rpagu n peanusyje NpeBacxofHO Ha YKYMHOj BU3YenHOj penpe3eHTauunju objet trouvé-a (Gpp. npoHaheHn
npefMeT) U HEroBor oTucka. HeyMopHu Tparay U noceeheHu KonekuMoHap Manux nNpocTopHux Hapatuea, KapaHosuh y
YyN0o3M JOKYMEHTApUCTe eCTETCKM KYNTUBUCAHOT NOrnefa KOHTUHYMPAHO Genexun XpoHWKY ApYLUTBA U BPEMEHa, 3aTeyeHe
cuTyaumje ca HeCBaKMAalUbUM CrojeBUMa KafipupaHnUX eneMeHaTa HepeTKo NpoTKaHe A030M XyMopa U BU3yenHe
poceTke. ApTUKYNMCAHU eKCnpecujoM LpTadko-rpadmyke bpasype, NpeacTaB/beHn NpU3opu - U3ryrbeHa Tesra, dpacapa/
CKena/KpolLUtba, MCMYLLANK 1 OJbYLUTEHW PEKNTAMHUW MPUHT HA U3nory, 6a4yeHn unu nsrybsbeHn ynTpasByyHU CHUMAK Ha
TpaBHaKy - HEKM Cy 0f, TUXUX, CBENPUCYTHUX @ CKOPO HeNMpUMETHUX CBEA,0KAa-UYMHUIIALLA OKPYKEeHa U Halle KUBOTHe
peanHoCTM KOju He NPOMUYY KpeaTUBHOj Nepuenuuju yMeTHUKA. INrutanHu NpuHT-MHCTanauuja noctaB/beHa Ha Bulle
NMYHKTOBA Y ranepuju, a MHAULMjanHo MoTuBMCaHa dboTorpaducameM NOKMOMNLA LWaxXTa y N310XX6eHOM npocTopy u
HbE€roBMM OTBapakeM, [1€0 je ayTOpPCKe Urpe n BU3yeTHO-CUMBOINYKe NPOBOKaLMje Ha TeMY OrpaHUYEeHor, cnobogHor
unu (Npe)ycMepeHor KpeTawa ranepmjom, UCTO KOMIMKO U YHYTap ApYLITBEHUX OfHOCa M camor rpaga. Pap UBaHa
Lllynetnha, KapakTepucTUyaH 3a YMETHUKOB LIMKNYC CAMKA U LpTexa nof HasueoM Cityscape, 3aCHOBaH je Ha NOCTYMKY
cucTeMaTuyHe penetuumje ymMamweHor GpparMeHTa TUNUYHE TPafCKe apXMTEKType 3rycHyTuX ctaMbeHux 6nokosa. [loToBo
MaTeMaTuyKa NpaBUITHOCT CTPYKTYpUparmwa KoOMNo3uuuje Kpenpa onTuyku GeHoMeH ancTpaKkTHOr Npu3opa, a
KYMYNaTUBHU NPUCTYM ONIMYeH Y 6ECKOHAYHOM YMHOXaBaky MOTMBA OCTaB/ba YTUCAK O CaBpeMeHOM yp6baHOM npocTopy

3 Mark Fiser, Kapitalisticki realizam. Ima li alternative?, Fakultet za medije i komunikacije, Beograd, 2022, 13-18.
4 Neonnp, Wejka, Mpag - bybpuwite - 3amak. beorpap: KibukeBHe HoBUHe, 1982, 14.



Kao CMMyNaKpyMy nej3axa, 0[HOCHO GOpMU MacKe Koja He MojpasyMeBa NpuKpuBare UCTUHE. ,...0BLe ce HU
penpe3eHTaLMjCKM acneKT nej3axka He pa3oTKpUBA AMPEKTHO, Beh nyTeM caboTaxe MexaHu3aMa Koju omoryhyjy
penpeseHTauujy. Cnuka npusopa reHepuiue ce y CONCTBeHy Kamydnaxy, gosoaehu y nutame MoryhHOCT carnefaBatba
- uamunuyhu npocTop cy6jeKTuBaumju y npepeny”, 3aksydyje o Lynetuhesom paagy AHa borpaHosuh.5 Cnuka Belgrade
Water Fraud Munusoja Muwka lMaenosuha npunaga npobneMcKoj LenuHM y Kojoj ayTop UCMUTYje 0CeT/bUBY
paBHoTexy usmehy kateropuja lpap-lpupoaa Kao fBa UCKOHCKa aHTaroHW3Ma. Peka n ncnapuenucaH npocrtop
NpUKasaHu y NepcrneKTUBHOM CKpahery Cyrepuily He3ayCTaB/bUB U HEU36eKaH KanuTalMCTUUKU MeXaHU3aH 3aCHOBaH
Ha eKCMaH3uju-eKCTpaKLUMjU-eKCcrnnoaTaumju CBUX NPUPOAHUX U APYLITBEHUX pecypca. LLnperwe cTpyKType caunmbeHe o
Nero KOLKMLA W Urpa peyu y Ha3uBy paga [eo Cy BM3yenHO-BepbanHor KOMeHTapa KOojuM YMEeTHUK ca J030M UPOHMje
ynyhyje Ha ropyhe TeMe TpaHcdopMaLmje NoOKanHor ypbaHor ambujeHTa, fOK aTMocdepa 6nncka MeTadU3NYKOj NOETULM
NpoCTOpa KOHTEKCTyanusyje Npusop y WMpu goMeH rnobanHor ctarta. He6ojwa Jamacaku Bykenuh, poKkycupaH Ha
MOJIepHUCTUYKO rpapuTe/bcko Hacnehe coumnjanusama y 3oHuM Hoeor beorpasa, peanusyje npoctopHo npouunwheHe
KOMMNo3uuuje y Kojuma 6ena noBpLUKHA, Y3 BU3YENTHO-MNACTUUKY OYHKLMjY, CAAPKU 3HaUYeHCKY MOrYhHOCT AMCTOMMWjCKO-
nocTanoKanunTuyHe npasHuHe. Mpumeryjyhn nyanukm npuctyn, aytop 6enexu npouece nponajgara, HecTajarmba Uy
MKOHorpadCcKu penepToap CBOjUX LpTEKA HEPETKO YBOAU NpefMMeH3noHUpaHe KyhHe npefmMete (BeHTUnaTop,
6nenpep...). OBa KpeaTuBHa BU3yenu3auuja ogbpaMbeHOr MexaHW3Ma npep HefenoTBoHoLWhy ApYLITBEHMX CTpaTeruja u
aKuMja fa anoKanumncy ofarHajy v crnpeye o3HayeHa je NpeBUpaeM U HEPAaCKUAMBOM Be3oM usMehy cTpaxa of
(He)usBecHe 6yayhHOCTU M CEHTUMEHTAIHUX OCBPTa Ha NpoLWIOCT. ,...[luctonuja n Hoctanruja MmehycobHo ce xpaHe, Kao
wTo ce MehycobHO XxpaHe aHKCMO3HOCT U eCcKanu3aM®, 3aKibyyyje yMeTHUK.” [paduke TaTtjaHe CTpyrap ca BU3ypom
beorpaga paToM y NTMYMjoj NEPCMEKTUBY UMK HANMMK CaTeNIMTCKOM CHUMKY, Hau3rnep npeAcTaB/bajy Kaptorpadcka
yupTaBata GuU3MoHOMMje ypbaHOr TKMBA. Y KPYKHOj UM OPTOrOHAHOj NpojeKuuju, ope pembedHe Mane oHora wwTo 6u ce
nepuMnupano Kao CUCTEMM YNULA U apXMTEKTOHCKUX 6/TOKOBa OTKPUBAjy MPOMEHIbUBY CKYNUHY OMTUYKUX MpJba, NonyT
BMTasiHe opraHcke ¢opMe, MUKPOCKONCKOr NpenapaTta, npefMeTa Hafi30pa U MaHunynaumje. MOHOXpOMAaTCKOM
13Bef60M KOMMO3MLMje, TOHCKMM rpajauujaMa unu nak napadpasom TpobojHOr pellera 3acTaBe, yMETHULLA YECTO
HarnawaBa BU3yenHy U cMM6onnyYKy aMbruBaneHTHOCT U3Mehy NpocTopa Koju ce ycroxmwaBa/XoMOreHusyje,
CTpyKTypuwe/HecTaje. DoTorpadckuM auntuxoM nop HasmeoM Krure, 6paho Moja, krure... Cphan Bemosuh kappupa
[Ba 06jeKTa Koju OMUHMPAjy BpayapcKuM nnatooMm, xpaM CB. CaBe n HapopHy 6ubnuoteky Cpbuje. Moxe ce pehu pga
jenaH op, HajMapKaHTHUjUX ToMoCa NPECTOHULLE CBOjOM CBernpucyTHowhy y LUIMPOKOM Kopnycy penpoAyKOBaHWUX ClIUKa U
6ecKpajHUM YMHOXaBakheM [0XKWUB/baBa CTaTyC MefunjcKe xunepuHonauuje n cumoéonuyke ,notpoweHoctu®. Aytop
AMHaMuU3Mpa yobuyajeHu Npu3op nNaxsbUBUM GUpareM yria u NOCTYNKOM NpoAyeHe eKkcno3uuuje aajyhu komnosuuuju
KPXKY paBHOTeXY MOTUBa M edeKaT TpenepaBoCTU KOju Aenyjy y CNyK6u npobnemMaTtusauumje n penatupmsoBamba
(NoCTOjaHOCTM) KONEKTMBHE MEMOPUjE U HhEHUX UEOSTOLLKN MHCTPYMEHTaNU30BaHUX nosuuuja. MHTeHLMOHaNHUM
LMTUPaeM NPOCBETUTEIbCKO-AUAAKTUYKOr No3mBa unun onoMeHe [locuteja O6paposuha, BesboBuh HaBoam Ha
NpencnuTBatbe XabUTyMpaHor [OXMBIbaja NPUPOAHe Be3e OBUX 3[,aHba, OAHOCHO Ha AWjaneKTUUKy TeH3ujy usmehy asa
onpeyHa NpUHLMMA - HayKa/penuruja, MeToanyKa ckenca/forMa, cnobosa KpUTMYKOr MuLLIberba/ayTopMTapHOCT,
YCTaBHO jeMCTBO CBETOBHe ApxKaBe/npoLecy TeoKpaTusauuje apywTea. YuecHuua suile potorpadpcKux npojekaTa u
panuoHuua (ApxutekToHuka. Motusu u nHcnupaumje, lMornen ¢ Kanemergaa...), Munuua MauaHosuh us
npodecMoHanHnx No3uLumja apxuTeKTe U BU3yenHe yMeTHULE UCTPaXKyje 3aTeyeHe cuTyaumje npoMeHa ypbaHor
npoctopa. PagpoBuMa y unjeM ¢poKycy je rpapcku notes nos3Hat Kao beorpap Ha Bogu, ayTopKa Kagpupa KOHeH30BaHe
MOMeHTEe U CUMYNTaHe TOKOBe KOHCTpYKUMje u aectpykumje. OBe ¢poTo-3abenewke nsrpaghe objekata y cueoj hasu u
CMPOBOj MOjaBHOCTU KOMYHULIMPAjy O NUTakbUMa oncTaHKa u MehycobHe Be3e noctojeher u 6yayher Hacneha, ay
KOHTEKCTY (He)TpaHcnapeHTHOCTU U (He)MoryhHOCTM NocTM3atba ApYLITBEHOr KOHCeH3yca. BusyenHu ymetHuk Urop
Cumuh y KpaTKOM GUnNMy nop Ha3mBoM EHTponuja KonekTuBHe atMocgepe obojeHa y LUpBEHO NoBe3yje y jeaHy LenuHy
ABa porahaja Koju npeacraBibajy CKynoBe HaBujaya LipBeHe 3Be3pe y komnneKkcy beorpapcke tBphaBe. Aytop ¢pokycupa

5 Eklezijast: Zan Bodrijar, Simulakrumi i simulacija, Svetovi, Biblioteka Matice Srpske, Novi Sad, 1991, 5.
6 Ana Bogdanovi¢, 0 pejzazu i skrivanju u radu Ivana Suleti¢a, Galerija RIMA, Kragujevac, 2017, 6.
T NebojSa Yamasaki Vukeli¢, Unutra sve bice meko i nezno, X VITAMIN, Marksenik, Beograd, 2020.



dbeHOMeH couujanHe uaeHTMPUKaLMje y KOjoj NojeanHaL, Kpo3 6e3ycnoBHY NpMNagHoCT ofpeheHoj rpynu CHaXHO U
NUYHO [OXMB/baBa CBe ¢ase U CUTyauuje Y HeHOM AesioBatby (YyCNoHU, TpujyMdu, NafoBm, nopasm, KOMMNETUTUBHOCT Ca
LpYruMm rpynama...), npuxsata u adupmuiLe beHa ApYyLITBEHO-MONUTUYKA U Apyra yBepetba. ,bakibaga cTBapa
atMocdepy Koja obyxBaTa Jbyae AUMOM U LpBEHOM 60joM, Te ce NnojeguHal, ryou y Heyemy wwiTo noaceha Ha
CnoTeppajKoB Mexyp; Mexyp KoJieKTMBa 06YjM/beHOT M KONOPUTOM M 3BYKOM (Xop)”, HaBogm ayTop.? LipBeHu oacjaju
BULLE3HAYHEe cMMbonuKe (obenexje cnopTckor Knyba, 6apoKHa fpaMaTUKa, eHepreTCKM MarHeTusam..) Ha 3uinHaMa
TBphase cTBapajy CBOjeBpCHO no3opuiuTe ceHku esouunpajyhu lnatoHoB Mut o nehunu. [losogehu y sesy lnatoHoBy
aneropujy Kao CMM60ONUYKY MHULMjaLMjy LMBUNM3ALIMje U CMIOPTCKY NPOCIaBy, OQHOCHO CTaTUYHOCT BULLEBEKOBHOT
yTBphera n dpeHeTnuHocT edpemepHor ckyna, CuMuh anoctpodupa naejy 0 CUHXpOHOM MOCTOjakby CAaBPEMEHOCTU U
OPeBHOCTH, Te YNOPHOM MCTpajaBakby JbyACKMX HaBuKa. YMeTHUUa KaTtapuHa JoBaHoBuh Anda npeBacxogHo ce 6aBu
UCTpaXKuBareM yrore nojefuHua Kao GYHKLMOHANHE jeflMHKe CUCTEMA Y AIOMUHAHTHO] A pYLITBEHO-MONMTUYKOj
napagurMu. Bupeo pap Ypaantu Heluto nokymMeHTyje neppopMaTMBHU YMH ayTOpPKe y BUAY u3Bohera gecert
CMMOONIMUYHUX CKNEKOBA Ha BULLE cneumduyYHmUX noKauuja y rpagy (ranepuja, 6upayko MecTo, ynuua Unu nnaTo ucnpep,
HapopHe cKkynwTuHe TOKOM npoTecTa...). KoHKpeTHa in situ akuuja y popmu TenecHe Bexxbe cHare Moxe ce YMTATU Kao
KaTap3W4HW YMH AEeKOMMpecuje KoNeKTUBHOI eHepreTcKor Haboja u/unu cyénumaumja (He)MoryhHOCTU nojeMHLa K1
3ajegHuue y cnpoBohery oaflyKa U NpoMeHa, a y NpoCcTOpHO AePUHUCAHUM NYHKTOBMMA aKyMynupaHe Mohu.
N3paxajHuM cpeacTBuMa y Meaujy uptexa, HuHa Ypowesuh aHanuTUUYKKM enabopmpa CTPYKTYpanHOCT apXUTEKTOHCKUX
$bopMU U cnoxeHe reoMeTpusoBaHe cucTeMe CTakneHux ¢pacagHux onHu. Kopuctehu ceetno y ogHocy owTpux
KOHTpacTa W 6nare Banepcke Mofenaumje, ayTopKa Kpeupa urpy 6ecKoHauYHuX orfefanckux pednekcuja, npenaMara
CTPOruX NMHeapHUX cKnomnosa u dnyngHe aMopdHOCTU Kao nocnepuLe onTuuke gucropsuje. BendnuHosa tesa o
MeMbpaHM y K0joj ce CycTMYy NMOBpLUMHA U Ay6MHA, TPAHCNAPEHTHOCT M 6apujepa, y 0BUM NpusopuMa fobuja HOBY
CEMaHTUYKY U Npo6eMCKy AMMEH3Ujy AUruTanHe epe Kojoj yMeTHUUA npunaga, byayhu aa crakno y apxuteKkTypu u
€KpaHCKa CNMKa NoYMBajy Ha UCTOM obpacLly fenunKaTHe ecTeTCKO-eTUYKe paBHOTEXe U3Mehy HEBUAJLUBOCTU U
cBeBUA/LUBOCTU.S CTaTUUHUM U GUKCMPaAHUM MOrNefoM TOKOM HOhM Ha OCBeT/beHe Npo3ope CycefHUx 3rpaga, Maja
Ypouwesuh ca jacHo fepMHUCAHOM NPOCTOPHO-BPEMEHCKOM KOOPAMHATOM NOCMaTpaka U BOQjepCKOM NO3ULMjOM Kao
eNneMeHTOM CTBapasnaykor YnHa peaktyanusyje boanepos nckas o npo3opy, N0 KOMe OHO LUTO Ce BUAU Ha CBETIY AaHa
HUKaAa He MoXe 6UTU MHTepecaHTHUje Off OHOT LUTO Ce AellaBa U3a CTaKkneHor okHa. Hapsop u MexaHusMe
NaHOMNTUKOHA, yniaTeHe y CBe ApYLUTBEHe U MefujcKe cdhepe caBpeMeHor f,06a, yMeTHULA NpeacTaBba y atMochepu
Koja pa30oTKpMUBa HycCnojaee (rpajicKor) }XWBOTa U CTaka HEBUAJLUBUX MAHAEMUja — YyCaMIbEHOCT, ilenpecuja,
anujeHauuja... Maja Ypowesuh KpUTMUKK carnepgaBa OfHOC KOMEKTUBHOI U NPUBATHOM NPOCTOpa/A0Ma KOjU Ha
LpTeXMMa CUMBONMYKU NMMMUTUPaH TEKMHOM MpaKa Y CNojeBUTOj U rycToj MaTepuju rpaduTa genyje nonyt Mecra
MCTOBPEMEHOT YTOUMLLTA U 3aTOYEHULITBA, CMOKOja U HEMUPA, HECTYTAHOCTM U HAMETHYTUX COLMjamHUX ynora.

* % %

Y npojekumju 6yayhux nosuumja n BU3yeNHUX UOEHTUTETA FPaja, Kao U HeroBe pelenuuje y CTBapanaykuM npakcama
YMETHUKA, 0CTajy OTBOPEHa NuTarwa 0 MoryhHocTuMa ypbaHor NpocTopa KOHCTUTYMCAHOT Y CKNagy ca GYHKUMOHANTHUM
notpe6aMa teroBMx MHAMBUAYANHUX U KONEKTUBHMX YnHUNaua. Kako he ce oaBujaTu pacT rpaa: OpraHcku, y
npuxBaT/bUBOj Mepu unu aucbanaHcy usmehy Hykneyca KynTypHO-UCTOpUjCKOr Hacneha U eKcnaH3uje pyKoBoheHe
33aTUM OKBMPUMA U LUbEBUMA AOMUHAHTHUX APYLUTBEHUX U EKOHOMCKO-MOMIMTUYKMX MaTpuua? [la nu je caH o
rpagly yTonuja XapMoOHWYHE KOeraucTeHuuje unm SUCTonujcka Busuja xubpuaHe dopMe apxausama u ynTpamopepHoOCTH
0 Kojoj nuwe Mapk Ouiwep? MNocToju nu 3a rpahaHnHa anTepHaTMBa Y OAHOCY Ha YNory NacuBU3UpPaHOr U
Cy6jeKTM30BaHOr MOCMAaTpaya-KOH3YMEeHTa YHyTap TaKBOI KOHCTPYKTa 3aCHOBAHOI Ha Be3u U3Mehy UaeonoLKo-
TPaAULMOHANIUCTUYKUX pecaHTUMaHa M napagurMe nporpeca Koja UCXoau U3 NYKPaTUBHUX NpojeKaTa y NOKafaHUM U
rno6asHUM TOKOBMMA KanuTana?

8 U3 aytopcke usjaBe Uropa Cumuha

9 Heinrich Wolfflin, Principles of Art History: Anne Friedberg, The Virtual Window: From Alberti to Microsoft, MIT Press, Cambridge,
Massachusetts, 2006.



BUOIPAOUIE

bpanumup Kapanosuh (1950. beorpag) amnnomupao Ha ®akynteTy npuMereHnx yMeTHocTn 1974. y knacu npoé.
boxupapa lIMepkoeuha y beorpapy. Maructpupao rpadpuky 1976. Ha MakynTeTy NIMKOBHUX YMeTHOCTU y beorpany y
knacu npod. Mapka KpcmaHosuha. Og 1978. po 1997. npodpecop potorpaduje Ha Akapemuju ymetHoctn y Hosom Capy,
a op op 1996. Mpodecop potorpaduje Ha rpaduukoM opceky Dakynteta NnpuMereHUx ymetHocTu y beorpaay. baeu
ce rpadukom n dotorpadujoM. AKTUBHO usnaxe rpadpure n ¢potorpaduje Ha CaMOCTanNnHUM U FPYNHUM U3no¥xbaMa un
3eMJbU U MHOCTpPAHCTBY oA 1974. roauHe. Mpupeamo je BuLle ayTopckux usnoxbm gotorpaduja u rpadpuka gomahux u
cTpaHux aytopa y beorpagy, ConyHy, Hosom Capy n Yauky.

Munueoj Muwko Maenoeuh (1965. beorpan) je BU3yenHn yMeTHUK Koju ce 6aBU CTBAPanaLlUTBOM Y Pa3fiuyUTUM
MefujuMa of, C/IMKApCTBa, CKYNNType, rpaduke, BUaea A0 06/IMKOBatba KibUre, Niakata, unyctpauuje. U3naxe op 1987, a
opn 1991. po 2002. xuBu u papm y lMapusy. o capa je uMao 30-ak camocTanHux 1 oko 200 rpynHUX U3N0XK6M Y 3eMIbU 1
MHOCTPaHCTBY, M3BeO je caMm unu ca rpynom TAT (Topiary Art Trust) 9 ckynnTypa M CKynnTypanHux aHcambana y jaBHOM
npoctopy y Anatuny, MNpujenomy, Yauky un beorpagy (Hupade Ha Tonungepckoj 3se3pm, CnoMeH obenexje Momu Kanopy
Ha Agu, Tpunogm ucnpep TU Ywhe). Npepaje Ha QakynTteTy NMKOBHMX U Ha DaKynTeTy APaMCKUX YMETHOCTU

y beorpapy.

Tatjana Crpyrap (1966) Bu3yenHa ymeTHuUa, gUNnoMupana u Maructpupana Ha Makyntety IMKOBHUX YMETHOCTU Y
beorpaay (1988-1996). Unan YNYC-a og 2007. U3narana pagose y beorpaay v nHoctpaHctBy. CTBapanauke uaeje u
KOHLenTe peanuayje y pasNnMuntuM yMeTHUYKUM MefunjuMa, Of, LpTexa, Konaxa, rpadpuke, potorpaduje, 8o Buaeo
MHcTanauuja un nepdopmManca. basu ce n koctumorpadujom. 0 1994. no 2021. yuectsyje y peanusauuju GUAMCKNX
npojekata. 2004. roguHe oTnovesna cepujy pagoBa Koju ce 6aBe ofHOCUMa Yy YMETHOCTU, APYLUTBY U FasiepujckoM
cuctemy beorpapa u Cpbuje, Tj. 0BHOCOM YMETHUK - ranepuja, UHCTUTYLMja, APYLUTBO, ApKaBa.

Cphan Bemosuh (1968) potorpad, KoHuenTyanHu foKkyMeHTapucTa. 3aBpmno EnektpotexHumuku dpakyntet. Ynan YNYC-a.
baBu ce npobnemMoM naeHTUTETa U HEMOBOT YCMOCTaB/bakba Kao Mo/ba KOHCTUTYWCAHOT M3BaHa UCTpaxyjyhu MecTa
npecTtyna rpaHuue Koja ra geduHuwe. Npojektn (M360p): ApxutekTypa u dpawwmsam / flen KuBOT Kao ekcuec / paHuue
popa / Hox xwuua / TpaHcnoHoBame - Llonn PaukoBuh / Das Unheimliche koHuenT kao npakTuuHa anatka / Kyntueauuja
Komopubukaumja / Murpaumje, pectuHaumje / Mpupopa 6e3 apywTea. N3narao Buwie nyTta rpynHo U CaMoCTasHoO y
Cp6ujn n nHoctpaHcTBy (XpBaTcKa, AnbaHuja, Ayctpuja, HeMauka, Utanuja, CA[l...). YMeTHUYKM aupeKkTop ApTreT ranepuje
KyntypHor ueHTtpa beorpag 3a 2023. roguHy. 06jasmueao ¢otorpaduje y npomahum megujuma, kao u y Haaretz, Dazed
and Confused, Bloomsbury Publishing. O6jaBno kwure: [lesegecete, [letpoBapaanH. HeobaBesHe pedrekcuje o Bpemeny,
In Trance We Trust.

WUeaH LWynetuh (1982. beorpag) amnnomupao je (2007) n 3aBpLuMO fOKTOPCKe yMeTHUYKe ctyamje (2015) Ha CnukapckoM
opceky MakynTteta NMKoBHUX yMeTHOCTM y beorpaay. M3narao je Ha caMocTanHuM u rpynHuM usnox6ama y Cpbuju n
MHOCTpaHCTBY. Hberosu pagoBu ce Hanase y jaBHUM M NPUBaTHUM KoneKuunjama, Mehy Kojuma cy Mysej rpaga beorpaga,
Konekuuja ymeTtHoctn European Patent Office y Munxeny, HapogHu My3ej Kpywesau, Wiener Stadtische konekuuja
CaBpeMeHe YMeTHOCTH, Konekumja lanepuje caBpeMeHe ymetHoctu Huw u gpyre. Lynetuh je no6butHuK npee Harpage
®oHpauuje Bnagumup Benunukosuh 3a uptex 2018. roguHe, Harpage ,JlukoBHa jecen” 2016. u apyre Harpage ,Huw Apt
®onpauumje” 3a 2015. roauHy. 3anocsieH je y 3Bakby A0LEHTA Ha ApXMTEKTOHCKOM ¢dakynTety y beorpagy.

He6ojwa Jamacaku Bykenuh (1986. beorpan) 3aBplumo je Mactep ctyamje cnvkapcTBa Ha MakynTeTy IMKOBHUX
ymeTHocTn 2021, CBOj pag yrnaBHOM 6asupa Ha Meaujy LpTexa, KOju TpeTupa Kao anat 3a npuyare npuya. Y beroeom
papy uaeja Kpaja cBeTa ce nojaBsbyje Kao MO30pHMLA 3@ NPEUCNIUTUBALE APYLUTBEHUX U IMYHUX PEANTHOCTHU, Kao 1
cnekynaumjy o HoBuM. OcuM yyecTBOBakba Ha 6pOjHUM rpynHUM U3M0XkK6aMa, [0 Cafa je peann3oBao ABe CaMoCTalHe
- YHyTpa cBe 6uhe meko n HexHo (2020), y ranepuju X Vitamin un Xogaj y cnopoj 6yayhHoctn (2022), y lanepmju loma
OmnaguHe beorpapa. JepaH je on no6buTHMKa Harpage 3a uptex doHpa Bnagumup Benuukosuh 3a 2021. roguHy, kao n
Harpape “Mwuoppar JawyweBuh - akageMcKku cnukap” 3a UCTY FOAMHY.



WUrop Cumuh (1988) aunnomupao je Ha Konymbuja yHueep3uTeTy y HtbyjopKy Ha ABa ofceka: Ctyauje dpunma n
Ounosodujy. berosa KpaTKa GUIIMCKA OCTBaperba NpUKa3aHa Cy Ha GUIMCKUMM pecTUBANUMa U YMETHUYKUM
MHCTUTYUMjaMa Kao wTo cy EanHbypiku mehyHapoaHu ¢unmckm pectusan, Jlyn bapcenoHa (Loop Barcelona),
Manudecta 14, Kunsthalle y MajHuy n My3ej y Ynmy, Nanata Ctpoum (Palazzo Strozzi), UHcTUTYT ymMeTHOCTH Y YunKary
(Art Institute of Chicago), OkTo6apcku canoH u ap. Cumuha 3actyna lFanepuja AHuta bekepc (Anita Beckers) y
Opankdypty. Kao yMeTHUYKM anpeKTop U n3BpLiHM aupektop, Cumuh je cyocHMBaY KoMNaHuje Koja Npou3BoamM BUaEO
urpuue [emaror Cryamo (Demagog Studio).

Mwunuua MauanoBuh (1990. beorpas) ocHoBHe U MacTep CTyAuje 3aBpLUMIIA je HAa APXMTEKTOHCKOM (daKkynTety
YHuBep3uteta y beorpagy. Beh TokoM cTyauja nounme pa paau Kao capafiHuK Ha GaKynTeTy, y CBOjCTBY MeHTOpa Y
NpunNpeMHoj HaCTaBM 3a NMPUjeMHN UCNUT U3 06N1ACTU LpTaka U MPOCTOPHE JIOTUKE U Kao CTYAEeHT AeMOHCTPATop Ha
npeagMety Ctyamo npojekart. [laHac je aKTUBHA Ha MOJby apXMTEKType, aHanorHe u gurutanye ¢pororpaduje, LpTexa,
In3ajHa u apyrux BusyenHux npakcu. 0p 2014. roguHe m3naxe U y4ecTByje je Ha MHOro6pojHUM usnox6aMa u
YMeTHUYKKUM porahajuma, kako y Cpbuju, Tako u y apyrum 3embaMa Espone.

Karapuna JoBanoeuh Anda (1995. beorpaa) AunnomMupana je v 3aBplunsiia MacTep CTyAuje Ha BajapCKOM OACEKY Ha
(MakynTeTy NMKOBHUX YMeTHOCTH Y beorpaay, y knacu npodecopa MphaHa bajuha. [lo6uTHMLA je BULLIe Harpaga 3a pag,
TOKOM CTyAiMja, Kao U Harpafe 3a cueHorpadujy u au3ajH cueHe y PymyHuju “Teather networking talents” 2017. roguHe.
Mopen BajapcTBa 6aBu ce neppopMaHCOM U BULIe MefUjCKUM papoM. [pBy caMmocTanHy usnox6y umana je 2020. y
Homy OmnaguHe beorpapa nop HasuBoM ,MASTER STATE®, a HaKoOH Tora caMocCTanHo ce NpeAcTaBUna Ha Ulnox6ama

y beorpazy Kao v Ha BuLIe FPYMHUX LULMPOM pernoHa. TpeHYTHO je aKTMBaH 4iaH npojekrta ,Commons, zamisljanje
institucije budu¢nosti“ koju nenyje y Cpbuju u MHTEpHaALMOHANHO.

Maja Ypoweeuh (1996. beorpap) 3aBpLunna je oCHoBHe akageMcke ctyauje Ha MakynTtety nMKoBHMX yMeTHOCcTU 2020.
roavHe y knacu kog npod. Anekcangpa MnapeHouha. CamoctanHo usnarana 2023. ropuHe y lpopajHoj ranepuju
“beorpag” n y4ecTBoBasia Ha HEKONIMKO IPYMHUX U3N0X6m y beorpapy n MehyHapogHUM pagmoHuLaMa u usnoxbama.
Ynucana Mmactep ctyamje Ha Makyntety NMKoBHMX yMeTHOCTM 2020. Ha rpadUUKOM OfCeKy.

Huna Ypoweewuh (1996. beorpan) aunnomMupana je Ha OakynTtety nukoBHMX yMeTHocTU 2020. roguHe, cMep Mpaduka, y
Knacu Kog npod. AnekcaHppa MnageHoBuha. Ynucana Mactep akageMcke ctyamje 2020. CamoctanHo usnarana 2023.
roavHe y lpopajHoj ranepuju “beorpan” n yuectsoBana Ha HEKONUKO rpynHUX u3noxo6u y beorpagy n Hosom Capy n
MehyHapogHUM paguoHuUL,aMa u usnoxbama.



Maja Ypowesuh, be3 Hazusa, 2022, yribeH 1 onoeka Ha nanupy, 50x70 cm Huna Ypowesuh, be3z Ha3uBa, 2020, rpaduTHa onoBka Ha nanupy, 70x50 cm
Maja UrosSevic¢, Untitled, 2022, charcoal and pencil on paper, 50x70 cm Nina UroSevi¢, Untitled, 2022, graphite pencil on paper, 70x50 cm



Katapuna JoBaHoBuh Anda, Ypaautn Hewrto, 2021-22, Bugeo pag, 22"
Katarina Jovanovic¢ Allfa, Something Must Be Done, 2021-22, video, 22"

WUrop Cumuh, EHTponuja KonektuBHe atMocdepe obojeHa y upseHo, 2017, Bupeo pag, 3'30"
Igor Simié¢, Entropy of Collective Atmosphere Colored in Red, 2017, video, 330"



Cphan BemoBuh, Kwure, 6paho moja, kmure..., 2021, potorpaduja, 83x83 cm x2

Srdan Veljovi¢, Books, My Brothers, Books..., 2022, photography, 83x83 cm x2



Munuua Mauanosuh, Xoren beorpag, 2021, dotorpaduja, 85x60 cm
Milica Macanovi¢, Belgrade Hotel, 2021, photography, 85x60 cm

Munuua MauaHosuh, Kyna, beorpag Ha Bogu, 2022, dotorpaduja, 37x52 cm

Milica Macanovi¢, Tower, Belgrade Waterfront, 2022, photography, 37x52 cm




Munueoj Muwko Maenoeuh, Belgrade Water Fraud, 2016, yibe Ha nnatHy, 146x114 cm

Milivoj Misko Pavlovi¢, Belgrade Water Fraud, 2016, oil on canvas, 146x114 cm



[lecHo / Right
bpanumup KapaHoBuh, /lumeHa Te3ra, 2023, purutanHu npunt, 73x60 cm
Branimir Karanovi¢, Tin Counter, 2023, digital print, 73x60 cm

[lone neso / Down left
bpanumup Kapanosuh, LipHu nznor, 2022, purutanHu npuHT, 713x60 cm
Branimir Karanovi¢, Black Window, 2022, digital print, 73x60 cm

[lone pecHo / Down right
Bbpanumup KapaHnosuh, Qacaga, 2023, purutanHu npuHt, 73x60 cm
Branimir Karanovi¢, Facade, 2023, digital print, 73x60 cm




Mupocnas CanyHywmh

BELGRADE IN THE PAST AND PRESENT - REVISITED

Good value for money

The Industrial Revolution, with its new forms of production and markets, marked a civilizational turning point that
would reshape the face and structure of the city, as well as life within it. From the early modern era to the present,
the city, as a dominant urban habitus, has been one of the most persistent creative obsessions of artists, with its
growth and transformations meticulously documented and critically examined. As Paul Arden! wrote, “The driving
element of modernist imagination, a mental palimpsest that reconciles order and chaos, organization and entropy,

in short, the urban environment naturally inherent to Western culture, appears to belong to art more than any other
entity.” Elaborating further on the city-art relationship, through a series of specific examples, Arden points to certain
artistic practices throughout the 20th century that, rather than being confined to traditional studio settings, emerged
through actions within and in conjunction with the urban space, utilizing the city as a medium for artistic processes
and activities.

Recognized as a particularly problematic field, the phenomenology of the city has long been represented in museum and
gallery programs. During the last decades of the 20th century, the Sales Gallery Beograd aimed to “revive the historical
map of the city and a more nostalgic projection of urban space that is disappearing before our very eyes” by a series of
curator-led initiatives and exhibition activities. In accordance with its position within the system of institutions under
the auspices of the City of Belgrade, its founding mission, and the fact that it shares the same roof with artists’ studios,
as a veritable cultural hub for gatherings, nurturing this programmatic discourse and responding to the need for its
revitalization appears both logical and professionally binding. Over time, the gallery has taken on the role of a custodian
of cultural heritage and environmental integrity of Kosancicev venac, as the oldest and historically layered core of the
city’s heart, promoting local cultural values and celebrating the city as a whole while the cycles of exhibitions Belgrade
in the Past and Present have a special place in its exhibition chronology. In its initial manifestations, the exhibition
primarily aimed to connect temporally distant artistic visions of a single space within a traditional genre framework.
However, the subsequent social, political, and cultural transitions that followed the turbulent war marked 1990s, have
made globalization trends more pronounced and visible, leaving their marks on the shaping and perception of the

city. The contemporary art production, as a litmus test of such transformations, has necessitated the presentation of
different media and conceptual approaches, theoretical and critical insights, as manifested by the last aforementioned
exhibitions, curated by art historians Marko Stamenkovi¢ (2005) and Sava Ristovi¢ (2006).

This year’s exhibition, with its modified title, continues to focus on the contemporary scene, selecting artistically distinct
frames and sequences of (Beo)grad, aiming to highlight some of the key aspects of critical thinking and visualization

of urban habitus in an age marked by the dominance of capital. Borrowed and used as a subtitle for the exhibition,

the phrase “good value for money” is often found in the comment sections of numerous internet guidebooks. Widely
applicable and beyond the sphere of tourist qualifications, this colloquial expression is one of the manifestations of
consumer-oriented consciousness and habits. The value that is solely determined and justified by the profitability

of investments, with variations of “good”, “great”, and “best” comparative values, is woven into different nuances of

1 Pol Arden, Kontekstualna umetnost, Umetnicko stvaranje u urbanoj sredini, u situaciji, intervencija, ucestvovanje (Contextualized Art,
Creation of Art in an Urban Surrounding, in a Situation, Intervention, Participation), lzdavacka ku¢a KISA, Muzej savremene umetnosti
Vojvodine, Novi Sad, 2007, 96.

2 JeneHa Kpusokanuh, ,beorpag Hekag u can” 2005, eBonyuuja cxBaTara ypbaHor nejzaxa, (Belgrade in the Past and Present, 2005,
Evolution of our Perception of an Urban Landscape), NNponajHa ranepuja ,beorpag®, 2005, 3.



success and smaller or larger profit. It can be said that this capitalist-generated modus operandi is characteristic of
the average tourist consumer in the city, just as much as it is for large-scale mechanisms that shape the city. If a city
is a place where economic, social, and political power is most concentrated, it will gradually acquire a visual identity
that embodies the essence of capital, as theorist Mark Fisher describes, citing Deleuze and Guattari, as an “odd hybrid
of ultramodern and archaic,” where the idea of modernism, devoid of its original revolutionary force, survives as a
“frozen aesthetic style, never as an ideal way of life.” In such a space where profane beliefs and mass desacralization
of culture prevail, there dwells “the consumer-observer who roams through ruins and relics.” Conceived by the
industrial revolution, a prerequisite for modern cities, capitalism in its contemporary form, ideologically manipulative,
fluidic, transformative, and all-encompassing, assimilates all forms of social behavior, paradoxically even anti-capitalist
movements. As cultural production cannot survive isolated outside global capital flows, in reality both socially engaged
and critically oriented artistic practices have been skillfully commodified through systems of artistic markets. In

this context, a delicate problem arises regarding the ethical and professional positions and possibilities of profiling a
gallery, torn between the anticipated narratives and roles, the commercial aspect of the work, and the autonomy of its
activities. The question arises: To what extent does shifting the focus from usual cityscapes to fragments of concrete
and steel materialized investment projects represent a subversive artistic reflection and visualizing close to Fisher’s
interpretation of “capitalist realism”? Are today’s noisy gatherings, waste, simultaneous construction and erosion of
urban tissues, visual and sonic noise, legitimate part of the causality that Leonid Sejka wrote about, where every action
and object does not exist independently of the City-mechanism-organism complex structure?*

kkk

Eleven artists, gathered in the Sales Gallery Beograd, representing diverse individual creative practices, media processes,
and forms of visual arts - painting, drawing, printmaking, photography, film, performance, video - map a wide spectrum
of topoi and iconography of urban space: macro/micro plans, structure of a sprawling system/its fragments - traces -
small narratives, positions and relationships on the line between individual-collective in the current social economic
conditions. Individually re-examining the modern spirit and dominant atmosphere of the city, its visual matrices and
processes of change, the works of the artists concentrated in a single exhibition space simultaneously generate the
possibility of an inter-subjective dialogue in open communication channels. This multi-faceted dialogue also includes
the gallery itself, its physical space, symbolic potential, and position within the city’s system of the contemporary
cultural scene.

Branimir Karanovi¢ has devoted his multi-decade creative activity and artistic vision to the domains of printmaking and
photography, primarily focusing on the overall visual representation of objet trouvé (French: found object) and its
impression. As an tireless seeker and dedicated collector of small, spatial narratives, Karanovi¢, assuming the role of a
documentarian with an aesthetically cultivated gaze, continuously records the chronicle of society and time, their traces,
existing situations with unusual combinations of framed elements often infused with a dash of humor and visual wit.
Articulated by the expression of his drawing-printing virtuosity the presented images — dilapidated stalls, facades/
scaffolding/branches, worn-out and weathered advertisement prints on a shop window, thrown away or lost ultrasound
scans on a lawn - some of these quiet, omnipresent, and almost imperceptible witnesses-testimonies of the
environment and our daily realities are not lost to the artist’s creative perception. A digital print-installation placed at
multiple points in the gallery, initially motivated by photographing the manhole cover in the exhibition space and its
opening, is part of the artist’'s game and visual-symbolic provocation on the theme of limited, free, or (pre)directed
movement within the gallery, just as much as within social relationships and the city itself. Ivan Suleti¢’s work,
characteristic of the artist’s cycle of paintings and drawings titled Cityscape, is based on the process of systematic
repetition of a reduced fragment of typical urban architecture of densely constructed residential blocks. The almost
mathematical precision of the composition’s structuring creates an optical phenomenon of an abstract image, while the

3 Mark Fiser, Kapitalisticki realizam. Ima li alternative? (Capitalist Realism. Is There an Alternative?), Fakultet za medije i komunikacije,
Beograd, 2022, 13-18.

4 lleoHup, Wejka, Ipag -bybpuiite -3amak. (City-Junk Yard-Castle) beorpap; KibuxkeBHeHoBUHe, 1982, 14.



cumulative approach, exemplified in the infinite multiplication of motifs, leaves an impression of the modern urban
space as a simulacrum of a landscape, or rather, a form of a mask that does not imply hiding the truth.> “..Here, the
representational aspect of the landscape does not reveal itself directly, but rather through sabotage of the mechanisms
that enable representation. The image of the scene generates into its own camouflage, thereby questioning the
possibility of perception - evading spatial subjectification”, Ana Bogdanovi¢¢ concludes on Suleti¢’s work. Milivoje Misko
Pavlovi¢’s painting Belgrade Water Fraud belongs to a problematic whole in which the artist investigates the sensitive
balance between the categories of City-Nature as two fundamental antagonisms. The river and the fragmented space
depicted in perspective reduction suggest an unstoppable and inevitable capitalist mechanism based on expansion-
extraction-exploitation of all natural and social resources. The widening of the structure composed of LEGO cubes and
the playful wordplay in the title’s name are part of a visual-verbal commentary with which the artist, with a touch of
irony, addresses the pressing themes of transforming the local urban environment, while the atmosphere close to
metaphysical poetics of space contextualizes the image into a broader domain of global conditions. NebojSa Yamasaki
Vukeli¢, focused on the modernist architectural heritage of socialism in the New Belgrade zone, realizes spatially
purified compositions in which the white surface, with a visual-plastic function, contains a signifying possibility of
dystopian-post-apocalyptic emptiness. Applying a playful approach, the artist records processes of decay, disappearance,
often introduces oversized household objects (ventilator, blender..) in his iconographic repertoire of drawings. This
creative visualization of the defensive mechanism against ineffective social strategies and actions that aim to delay and
prevent the apocalypse is marked by turbulence and an inextricable bond between fear of an (un)certain future and
sentimental view of the past. “..Dystopia and nostalgia nourish each other, just as anxiety and escapism mutually feed
one another,” concludes the artist.” Tatjana Sturgar’s prints depicting Belgrade’s visual landscape, given in bird’s-eye
perspective or resembling a satellite image, seemingly represent cartographic renderings of the urban tissue’s
physiognomy. In circular or orthogonal projection, these relief maps of what would be perceived as systems of streets
and architectural blocks reveal a variable collection of optical spots, akin to a vital organic form, a microscopic
preparation, a subject of observation and manipulation. The artist’s monochromatic composition, or tonal gradations or
even a paraphrase of the national flag tri-color solution, often emphasizes the visual and symbolic ambivalence between
the space that is compounded/homogenized, structured/unraveled. Srdan Veljovic’s photographic diptych, titled Books,
My Brother, Books..., captures two dominant objects on the Vracar plateau, St. Sava’s Church and the National Library of
Serbia. It can be said that this is one of the most iconic topos in the capital, whose omnipresence in a broad corpus of
reproduced images and its endless multiplication experiences the status of medial hyperinflation and symbolic
“depletion”. The artist dynamizes the usual image by carefully selecting the angle and the process of prolonged
exposure, giving the composition a fragile balance of motifs and a tremulous effect that serves to problematize and
relativize (the persistence) of collective memory and its ideologically instrumentalized positions. Intentionally citing the
enlightening-didactic call or warning of Dositej Obradovi¢, Veljovi¢ invites us to reconsider the habitual experience of the
natural connection between these buildings, namely, the dialectical tension between two opposite principles - science/
religion, methodological skepticism/doctrine, freedom of critical thought/authoritarianism, constitutional guarantee of
secular government/processes of theologization of society. Milica Macanovic¢ as a participant in various photographic
projects and workshops (Architectonics, Motifs and Inspirations, View from Kalemegdan...), researches the existing
situations of change in urban space from professional positions of both an architect and a visual artist. Her works,
focusing on the part of the city known as Belgrade Waterfront, capture condensed moments and simultaneous flows of
construction and destruction. Recorded phases of buildings in unfinished phases of construction and in their crude
appearance communicate on the issues of survival and mutual connection between the existing and future heritage,
within a context of (non)transparency and (non)possibility of achieving social consensus. Visual artist Igor Simi¢’s short

5 Eklezijast, in: Zan Bodrijar, Simulakrumi i simulacija (Simulacra and Simulation), Svetovi, Biblioteka Matice Srpske, Novi Sad, 1991, 5

6 Ana Bogdanovi¢, O pejzazu i skrivanju u radu Ivana Suletica (On the Landscape and Concealment in the Work of Ivan Suletic), Galerija
RIMA, Kragujevac, 2017, 6

7 Nebojsa Yamasaki Vukeli¢, Unutra sve bice meko i nezno (Everything Inside Will Be Soft and Tender) , X VITAMIN, Marksenik, Beograd,
2020



film, titled Entropy of Collective Atmosphere Colored in Red, connects two events that represent mass gatherings of Red
Star sport club fans in the Belgrade Fortress complex into a single whole. The artist focuses on the phenomenon of
social identification, where an individual, through unconditional belonging to a certain group, strongly and personally
experiences all phases and situations within its activities (ups and downs, triumphs and failures, competitiveness with
other groups..), accepting and affirming its social-political and other beliefs. “The flaming torches creates an
atmosphere that envelops people with smoke and red color, and the individual loses themselves in something that
reminds one of Sloterdijk’s bubbles; the bubble of the collective, enveloped and colored with sound (chorus)”, notes the
artist.? The red flashes of multiple symbolism (the club’s insignia, baroque drama, energetic magnetism...) on the fortress
walls create a kind of shadow theater evoking Plato’s Myth of the Cave. By linking Plato’s allegory to a symbolic
initiation of civilization and a sporting celebration, respectively, the static existence of the ancient fortress and the
frenetic energy of the ephemeral crowd, Simi¢ apostrophizes the idea of synchronous existence between modernity and
antiquity, and the persistent perseverance of human habits. Artist Katarina Jovanovi¢ Allfa primarily explores the role
of the individual as a functional unit within a dominant socio-political paradigm. The video work Something Must Be
Done documents the author’s performative act, consisting of ten symbolic push-ups performed at various specific
locations in the city (gallery, polling station, street, or the steps in front of the National Assembly during a protest...). A
specific in-situ situation, taking the form of a physical exercise in strength, can be read as a personal cathartic act of
decompression and/or sublimation of (non) possibilities for the individual and community in implementing decisions and
changes, and within spatially defined points of accumulated power. Nina UroSevi¢ using the expressive means in the
medium of drawing, analytically elaborates the structural complexity of architectural forms and intricate geometricized
systems of glass facade panels. Utilizing light in relation to stark contrasts and subtle valeric modeling, the artist
creates a game of endless mirror reflections, breaking strict linear compositions and fluid amorphousness as a result of
optical distortion. The Wolfflinian thesis on membranes, where surface and depth, transparency and barrier converge,
receives a new semantic and problematic dimension in the digital era to which the artist belongs, as glass in
architecture and screen image rely on the same delicate aesthetic-ethical balance between invisibility and all-visibility.’
Maja Urosevi¢ demonstrating a static and fixed gaze during the night, surveying illuminated windows of neighboring
buildings, with a clearly defined spatial-temporal coordinate of observation and voyeuristic position as an element of
the creative act, reactualizes Baudelaire’s statement about the window, according to which what is seen in daylight is
never more interesting than what occurs behind the glass window. Surveillance and mechanisms of a panopticon,
embedded in all social and media spheres of modern times, are presented by the artist in an atmosphere that reveals
the side effects of (urban) life and states of invisible pandemics - loneliness, depression, alienation... Maja UrosSevi¢
critically examines the relationship between collective and private space/home, symbolically limited by the weight of
darkness on layered and dense graphite material, functioning like a place of simultaneous refuge and confinement,
calmness and turmoil, freedom and imposed social roles.

%%k

As far as future projections regarding the positions and visual identities of the city, as well as its reception in artistic
practices, there remain open questions regarding the potentials of the urban space configured to align with the
functional needs of its individual and collective constituents. How will the growth of the city unfold: organically, within
acceptable limits, or will there be a disbalance between the nucleus of cultural and historical heritage and the expansion
steered by the established frameworks and goals of dominant economical and socio-political matrices? Is the dream

of the city a utopia of harmonious coexistence or a dystopian vision of a hybrid form of archaism and ultra-modernity,
as written by Mark Fisher? Is there an alternative for the citizen, in relation to his/her role as a passive and objectified
observer-consumer within such a construct based on the connection between ideological-traditionalist ressentment and
the paradigm of progress emerging from lucrative projects in local and global flows of capital?

8 From Igor Simi¢’s statement.

9 Heinrich WolIfflin, Principles of Art History, in: Anne Friedberg, The Virtual Window: From Alberti to Microsoft, MIT Press, Cambridge,
Massachusetts, 2006.
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Branimir Karanovi¢ (b. 1950, Belgrade) graduated from the Faculty of Applied Arts (1974), Belgrade, mentor Professor
Bozidar Pmerkovi¢. Earned his master’s degree in printmaking from the Faculty of Fine Arts (1976), Belgrade, mentor
Professor Marko Krsmanovi¢. From 1978 to 1997, he was a professor of photography at the Academy of Arts in Novi
Sad, and since 1996, he has been a professor of photography at the Graphic Department of the Faculty of Applied
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Milivoj Misko Pavlovi¢ (b. 1965, Belgrade) is a visual artist who has been engaged in creative activities across various
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Tatjana Stugar (b. 1966) is a visual artist who graduated and earned her master’s degree from the Faculty of Fine Arts
in Belgrade (1988-1996). She has been a member of ULUS (Association of Fine Artists of Serbia) since 2007. She has
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design. From 1994 to 2021, she has participated in film projects. In 2004, she began a series of works focusing on
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Srdan Veljovic (b. 1968) is a photographer and conceptual documentary filmmaker. He graduated from the Electrical
Engineering Faculty. Is a member of ULUS (Association of Fine Artists of Serbia). He deals with issues of identity

and its establishment as a field of inquiry exploring places where crime defines its boundaries. Projects (selection):
Architecture and Fascism/A Nice Life as an Excess/ Gender Bounderies /Wire Knife/Transponement - DZoni Rackovi¢/
Das Unheimliche Concept as Practical Tool/Cultivation of Commodification/Migrations-Destinations/Nature Without
Society. He has exhibited numerous times at solo and group exhibitions in Serbia and abroad (Croatia, Albania, Austria,
Germany, Italy, USA..). Was the artistic director of the Artget Gallery at the Cultural Center of Belgrade for the year
2023. His photographs have been published in domestic media as well as in Haaretz, Dazed and Confused, Bloomsbury
Publishing. He has published books: The Nineties, Petrovaradin, Optional Reflections on Time, In Trance We Trust.

Ivan Suleti¢ (b. 1982, Belgrade) has received his MA in 2007 and DFA in 2015 at the Faculty of Fine Arts in Belgrade. His
work includes drawing, painting, installation, sculpture and video. He has exhibited his works at numerous exhibitions
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Museum, the European Patent Office Art Collection, Munich, and the Wiener Stadtische Collection of contemporary art.
From 2013 to 2018 he was a co-editor and writer for the Belgrade-based web magazine Supervizuelna. Suleti¢ is the
recipient of the drawing award of the Vladimir Veli¢kovi¢ Fund in 2018. He currently holds the position of Assistant
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Nebojsa Yamasaki Vukeli¢ (b. 1986, Belgrade) has received his MA in painting at the Faculty of Fine Arts in 2021. His
work is mostly focused on drawing, which he uses as a story-telling device. His works utilizes the notion of the end of
the world as a stage for questioning the existing social and personal realities, as well as speculating about new ones.
He has exhibited in numerous group shows, as well as two solo shows - Inside it will all be soft and tender (2020), at
X Vitamin Gallery, and Walk Within A Slow Future (2022), in Galerija Doma Omladine. He is one of the recipients of the
drawing award of the Vladimir Veli¢kovi¢ Fund in 2021, as well as the painting award “Miodrag JanjusSevi¢ - academic
painter”, the same year.

Igor Simi¢ (b. 1988) graduated from Columbia University in New York with a double-major in Film Studies and Philoso-
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Milica Macanovic (b. 1990, Belgrade) completed her bachelor and master’s studies at the Faculty of Architecture of
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in preparatory classes for the entrance exam in the f ield of drawing and spatial logic and as a student demonstrator
in the Studio project course. Today, she is active in the field of architecture, analog and digital photography, drawing,
design and other visual mediums. Since 2014, she has exhibited and participated in numerous exhibitions and art
events, both in Serbia and in other European countries.

Katarina Jovanovi¢ Allfa (b. 1995, Belgrade) graduated and completed a master’'s degree in sculpture at the Faculty
of Fine Arts in Belgrade, in the class of Professor Mrdan Baji¢. Katarina has won several awards for her work, during
the studies, including the award for scenography and stage design in Romania “Theater Networking Talents” in 2017. In
addition to sculpture, she is engaged in performance and multi media practice. Her first solo show “MASTER STATE” was
in 2020. at the Dom Omladine Beograd and after that she had several solo exhibitions in Belgrade, as well as several
group exhibitions throughout the region. Currently Katarina is an active member of the project “Commons, imagining the
institutions of the future - Society of joint responsability” which operates in Serbia and abroad.

Maja Urosevic (b. 1996, Belgrade) completed her undergraduate studies at the Faculty of Fine Arts (2020), mentor
Professor Aleksandar Mladenovi¢. She had a solo exhibition at the Sales Gallery Beograd in 2023 and participated in
several group exhibitions in Belgrade and in international workshops and exhibitions. She started master’s studies at
the Faculty of Fine Arts in 2020 at the Printmaking Department.

Nina Urosevi¢ (b. 1996, Belgrade) graduated from the Faculty of Fine Arts in 2020, majoring in Printmaking, mentor
Professor Aleksandar Mladenovic. Started her master’s a studies in 2020. She exhibited solo at the Sales Gallery
Beograd in 2023 and participated in several group exhibitions in Belgrade, Novi Sad, and international workshops
and exhibitions.
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