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lparan Ynxopuh

YCMNOPABAKE

W cag wra he ¢ Hama 6uTK 6e3 BapBapa.
Jbyau ™M 6UNKM Ccy HEKAKBO peLleme.

Yekajyhu BapBape, KoHctanTtuH [1. KaBaguc!

Mwyhu o TeHAeHUMjaMa M YKYMHOM KpeTaky CaBpeMeHe NMKOBHe yMjeTHoCcTU, MapKyc BepxareH HaBeo je jefaH
MOMEHaT KOju je, N0 HeroBOM MULLIbetbY, KIbyYHO 06JIMKOBAO TEOPUjCKY aKTYeSTHOCT YMjEeTHUYKUX Aorahatba.?
Buna je To 6p3uHa, OHa 0 KOjoj Cy rOBOPUNM U KOjy Cy MPONUCMBANNU rNaBHU akTepu rnobann3oBaHe CBjeTCKe
eKoHoMuje. LuTtupajyhu onroBapajyhe nacaxe us nucroBa nonyt Qopbca, BepxareH je ynosopaBao Aa je rpaButaumja
KanuTtana U OHUX Koju O HeMy OANyuyjy OrpOMHa, Y CBaKOM CMUCITYy HEOA0/bUBA, U Aa je Kao TakBa oasyvyjyhe
(npe)obnukoBana cBe OHO LUTO je HEKAJ CTajano y CTPUKTHOj BE3U C KYNTYPOM U KyNTypHUM Mogenuma. bpsuHa je
npoesia CBaKy Mopy CBaKOAHEBULIE U aKTyeslHe aHTponosoruje, Bogehu K 6UTHOj NPOMjeHN OHTOMNOLLKE CTPYKType
Ha 0COBMHM NPOCTOP — BpujeMe. YKONMKO NOC/IoBakbe, MULLIIbE:E, NPOU3BOAHA, TPAHCMOPT U KOH3YMaumja, CBe C
TayKaMa yKnanaka UHTPOjEKTOBAHOI Y HOBM MOJEN MOHallatba, HUCY MOMMIN payyHaTW Ha ersucTeHuujy AyKy og nap
[laHa unu, y Haj6osbeM cnyyajy, AyXKY Of CE30HCKe CMjeHe oppeheHOor NpoayKTa, oHAa je MoryhHOCT caspujeBerba U
npocTopHe GyHKLUMOHanNu3aumje jefHe npeunsHo ypeheHe BpujeHOCHe CTPYKType 6una npakTuyHo Hemoryha.

BepxareHoBa npumjenba TauHa je, He U HEeN36jeXKHO HOBa Y OKBMPUMA UHTENEKTYaNHOI padyMujeBakba OCHOBHUX
enucteMonoLwKkux Tokoea. Kasadpucosa npumjenba, cpoueHa peagecetux roanHa 20. BUjeKa, MENAHXONUYHA KONMUKO
1 nory6Ha, o rpaply Koju, He AO0YEKaBLUM BapBapCKy Haje3fly He 3HA KaKO Jia NPEeXMBU M Ha KOju HAUUH fa cebu
CaMOMe OCMUCU MaKap W Hajonuy byayhHoCT, ynafa/bue je npuMjep caBpeMeHOr OACyCTBa Heyera Wwito 6u 6uno
JOXUBIbEHO Kao cTabunaH, MCKYCTBeHUM napamMeTpuMa yTBpheH pedepeHT. U Taj, Ha Taj HAYMH 3aMULLIbEH, @ NO
cBojcTBMMA nnyTajyhu pedepeHT, 3axTjeBao je NnepMaHEHTHO OCBjeXKaBake, ybp3aHy, roTOBO JHEBHUM HUBOOM
perynucaHy npomjeHy. BapBape v mnXxoBYy CBjeKWHY Ka0 OCHOBHU MOKpeTay, HEM3BjeCHUM U YyNpaBO MOAHUM
CTaHJapAuMa perynucaHe CTBapHOCTMU.

YMjeTHOCT je pearoBana. BepxareH je opa6pao ToBpatak nomuma (2015), Pyt Jyan (Ruth Ewan) — kanenpap ypehex
Kao HM3 MHCTanaumja oproeapajyhux 3a ce3oHe u ce30HCKe pafoBe, a CBE Y CKNaay C penybiIMKaHCKMM padyHambeM
BpeMeHa 1793. Cee je 6uno Ty, AeTa/bHO U Be3aHO 3a 3eMJby U HeHe npousBoge. buno je To ycnopaeame Koje je, U3
JyaHuHe Bu3ype, ynosopaBano Ha noTpeby peknacuumsaumje 00340 U N0 MOPaNHUM NPUHLMNUMA KOjU Y CBOje
BpUjeMe HUCY NnocjenoBann GUHAHCUjCKY Unu eraekytuBHy Moh. Y3 JyaH 6ucMo, fipyraunjoM nepcrnekTuBoM BoheHum,
nopanu Puyappa Muspaxa (Richard Misrach), kerosy ¢oto-MoHorpadujy Kapro (2025), Hactany rotoBo noTnyHoMm
06ycTaBOM ynnoBsbaBatba Y OyKNEeHACKY JIYKY, a U3 pa3fiora KapaHTuHa u enugeMuje COVID-a 193 MaxmbuBo, U3 faHa
y AaH, y ogpeheHo BpujeMe, C Npo3opa Bnactute Kyhe, Muspax je 6u/mbexno HaromunaBake LIMHOBCKMX 6poaoBa

1 K. 1. KaBadwuc, ,Yekajyhu BapBape®, y: Yekajyhu BapBape, npes. Anekcangpa M. Bykosuh, JloM, beorpap 2022, 79.
2 M. Verhagen, Viewing Velocities. Time in Contemporary Art, Verso, London 2023.
3 R. Misrach, Cargo, Aperture, New York 2025.



npeTpnaHux KOHTEjHEpUMa U Hajpa3HOBPCHMjUM pobaMa, BU3yenHUM jesukoM aneropusyjyhu notpeby aa ce y
HapaTUBHOM U UAEOJIOLLKOM CMUCITTY pedneKTyje YNHbeHnLa ycrnopaBaba, Npeknaa u notnyHe obycrase 6esrnasor
cucTeMa caga rotoBo AocnoBHO niytajyhe pedepeHumnjanHocTu.

BepxareH ce y jeHOM TpeHYTKY N03Bao Ha bewaMuHa, WTO U MW YNHUMO, ¥ ApyravunjeM KOHTEKCTY U C apyrayujum
oyeKMBamwMMa. YnupeMo nornep Ha beraMnHOBe TEKCTOBe C Kpaja ABaeCeTUX, HAa OHe KpaTKe neKkuuje YnTaHe Ha
TafalmeM 6epnMHCKOM paaujy, Ha Heros ayauTueHu Bildung — neparowkKa ynosoperwa MAagMM CTaHOBHULMMA
rpafia Ha KojuM MjecTuMa 61 MOrM Hay4YUTU HELUTO O OApacCTatby, BjeLUTUHW, COLMjaNIHOM YKanakwy U pepepeHTy Ha
KOMe ce WAEjHO la U MOpa PaAUTH, HUKAKO ra He NoABoAMTM nof GpUBOSIHE YNHOBE MoJie U NOBPLLHOI MHTepeca.

OHo wTo Pagmuny lluspek u weH paf YcrnopaBare YNHN BINCKUM, U NO MHOTO YeMy CPOAHMM berbaMMHOBUM
Te3aMa, NoYMBaSIO je ¥ YNHEeHULM fa Ce NefarowKn y3op Hanasumo y 6nmsunuun. CBojoM cpacnowhy ca 3eM/boM

M HeHUM KUBOTHUM LMKITYCUMa, er3ucTeHLujanHuM pUTMOBMMA U3BaH CaBpeMeHe noTpebe 3a CBjeXXUHOM K
BapBapuMa, Taj je Moaen — y CTBAPHOCTU PypanHU MBOT Ha NIIAHUHCKOM NOAPYYjy cjeBepHe XepLerosuHe —
roBOPMO je3MKOM MUMEeTUYKe NoAYAaPHOCTU C opraHMhKUM npeTrnocTaBKaMa XusoTa. He oHor ¢paHLycKor,
peny6nuKaHcKor, ¢ kpaja 18. Bujeka, Kora je JyaH Ha HauMH 6N1M3aK eTHONMOLIKUM MOCTYNLMMa peKOHCTpymncana,
najyhu My KpaTKoTpajaH, BjeLuTayku U y NOTNYHOCTU AEKOHTEKCTYaNnn30BaH XUBOT. 32 pa3fuKy of TaKBOI MpUCTYNa,
PagMuna ce cnyxu cTBapHo nocrtojehuM pekeusutapujymoM. Moryhe ra je nogujenuTtu y asuje rpyne:

1. poTorpadcke u Bupeo bumbelLKe fbyam, }UBOTUHA, MPUPOAE, APXUTEKTYPE U YHYTPALLHbUX MPOCTOPA;
2. ONUN/bUBK NMPeaMETU, MaTepUjaniHOT UM OPraHCKOT NMOpUjeKna, Npey3eTn in situ U y BUXOBOj NOTMNYHO]
[jenoTBOPHOCTM.

®opManHo oABOjeHN HA Pa3NUuUTe CTPaHe ranepujckor NpocTopa, TM efIeMeHTU, HAYUHOM NOCTaB/baka U OMLWITOM
MHTeHUKjoM, Mehyco6HO KoHBeprupajy, ynyhyjyhu Ha ynkbeHuuy noBe3aHOCTU YOBjeKa U Npupoge, u ay6oKo
NOTMYHO, a OMeT HYKHO NpuxBaTatbe pUTMOBA caherba/xpametba, ca3pujeBatba, 6epbe/Myxe, 6e3 U HajMatbe anysuje
CaBpPEMEHOCTM M caBpeMeHowhy KogupaHux putMmoBa. Ha Kpajy, TaKaB je HauMH NocTojakba 6UTHO ogpehuBao u
MOpanHy No3uuujy herosux aktepa. ete, seh y Ay60Koj CTapoCcTu, onneMermeHe UCKYCTBOM U He YBUjeK f06puM
OKOJIHOCTMMA, MOHALLIAkeM U PafoM fjenyjy Kao MKOHe CaBpLUEHO OTjerloTBOPEHOr ycrnopaBama. bupajyhu nuk
CTpapuue C NpecnunLoM, U NaXK/bUBO, FOTOBO KOHTEMMMIATUBHO M3BYYEHOM BYHEHOM HUTH, 33 efleMeHT UHTerpaumje
cBera npukasaHor, PagmMuna Jluspek epeKTHO UMNIMLMPaA OCHOBHY NpeTnocTaBky BepxareHoBe npumjenbe o 6p3nHu
1 6e3rnaBoCcTM pedepeHumjanHe npomMjeHe. Anu, 3a pa3nuKky of JyaH unu Muspaxa, PagMuna y pag He yKibyuyje
MCTOPUjCKU MU eNUAEMUOSIOLLKU KOHOTUPaHe MOMeHTe. tbeHo je CTaHOBMLLTe NefarolKo, Ha HauuH CBOjCTBEH
oHoM betbaMuHOBOM, fajyhu caBpeMeHOM nocMaTpayy NpUANKY Aa ce Yno3Ha v Aa 'y cebu o0CBMjecTn YntbeHuLy
Jpyrauujer }XuBoTHOI UCKYCTBa. YcpeacpeheHoCTU, MopanHe CTaNoXeHoCTH, OACYCTBA CTpaxa U NneMeHuTe
CpacsiocTi ¢ NpMpoaHUM puTMoBMUMA. U3BYhU jeaHY HUT U3 ynneTeHOr YyynepKa ByHe jelHAKO je 3aTBapaky unu
TpujyMdanHoM 3aBpLUETKY jeiHe Ce30He, jelHOT LMKNYCa, KPO3 KOjU CY NPOLUMN Jbyau, GUIbKe U UBOTUHE,
npepcTaBmbajyhu Kpaj He Kao nopas npeTxofHe MofHe onuuje, CMpT unu 3abopas y HenoTpebHocTu, Beh Kao caMo
jenaH of MHOrMx, a He6pojeHMX KopaKa KOjUM je TaKaB KMBOT KOPayao U Jajbe Kopauya.

OHO WTO HaM 3a Kpaj ocTaje, jecTe fa ce 3aNUTaMo A JIn CMO CNOCO6HU U fa NK y Cebu CafpKUMO A,0BOJLHO BOJbE,
CaMOoMNoy3[aHOCTU U HEMOKONE6IbUBOT yBjeperba Aa U3BYYEMO jeflHY HUT. [la HanpaBUMO jefaH, CBOj, CaMOCTanaH u
OMNLITOM NpeTeH3ujoM HeonTepeheH Kopak. [la npexusumo...
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Ounnomupana je 2004. Ha AKageMuju NMKOBHUX YMjeTHOCTM Y Tpeburby Ha OACEeKY C/IMKApPCTBO Y Knacu

npod. Munopapa hoposuha. Macrtep cryauje 3aBpwuna 2009. Ha Akapemuju ymetHocTn y HoBoM Capy y Knacu
npo¢. MunaHa Crawesuha. [loktopupana 2024. Ha DakynTeTy caBpeMeHUX yMeTHoCTH ¥ beorpapy y Knacu
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YnaH je YNNYC-a. N3narana y 3eM/bM M MHOCTPAHCTBY Ha BULLE Of TpUaeceT CaMOCTaIHUX U NPeKo cegampeceT
KOJIEKTUBHMUX U3JI0XKOM.
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2022 Tangents, at the Contemporary Art Gallery, PoZarevac, Serbia
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2021 Tangents, Kozara Museum, Prijedor, Bosnia and Herzegovina

2021 Interspaces, Pavilion at the Fortress, Ni$, Serbia

2021 Epidermis, Art Gallery of Br¢ko District, Brcko, Bosnia and Herzegovina

Awards and Recognitions:

2022 The Poleksija Todorovi¢ Award at the 35th Cukarica Art Salon, Gallery 73, Belgrade, Serbia
2018 Recipient of the 43rd Golden Brush Award by the Cultural and Educational Society of Serbia
2013 First Prize for Painting at the L.0.T. Contest, Trebinje, Bosnia and Herzegovina

2014 The Academic Fine Arts Award for the video installation Waiting, Belgrade, Serbia



Dragan Cihoric

DECELERATION

And now, what’s going to happen to us without the barbarians?
They were, those people, a kind of solution.

“Waiting for the Barbarians”, C. P. Cavafy !

Discussing the trends and the overall flows of contemporary visual art, Markus Verhagen highlighted a particular
moment that, in his view, fundamentally shaped the current theoretical relevance of artistic phenomena.’This
moment was velocity, the very tempo discussed and mandated by the key actors within the globalized world
economy. Citing relevant passages from publications such as Forbes, Verhagen warned that the gravitational

pull of capital and those who wield influence over it is immense, irresistible in every sense, and as such, has
decisively (re)shaped all that once maintained a strict connection with culture and cultural paradigms. Velocity has
permeated every aspect of daily life and modern anthropology, driving a profound transformation in the ontological
structure along the axis of space - time. If business operations, thought processes, production, transportation, and
consumption—each embedded within a new behavioral model—could not rely on an existence extending beyond

a few days or, at best, a seasonal cycle of a particular product, then the potential for the maturation and spatial
functionalization of a precisely organized value structure became practically impossible.

Verhagen'’s observation is accurate. However, it is not necessarily a novel insight within the framework of
intellectual understanding of fundamental epistemological currents. Cavafy’s remark, articulated in the 1920s, a
reflection as melancholic as it is disastrous, about a city that, having not succumbed to barbarian invasion, remains
incapable of surviving or of devising even the nearest future for itself, serves as a striking example of contemporary
absence of something that could be perceived as a stable, experientially anchored reference point. This reference,
conceived thus and inherently floating, demanded constant renewal—an accelerated, nearly daily, level of regulated
change. The barbarians and their freshness, as the primary driving force, rendered reality uncertain and subject to
fashionable standards of regulation.

Art responded. Verhagen selected Return to the Fields (2015) by Ruth Ewan—a calendar composed of installations
aligned with the seasons and seasonal labor, all synchronized with the French Republican Calendar of 1793. Every
element was present, detailed, and intimately connected to the land and its produce. It was a deceleration, that
from Ewan’s perspective, served as a warning for the need for re-classicization from the bottom up and on moral
principles that, in their time, lacked financial or executive power. Apart from Ewan, we would also add Richard
Misrach with a different perspective—his photo book Cargo® (2025), created during an almost complete cessation of
shipping in Oakland Harbor due to quarantine and the COVID-19 epidemic. Carefully, day by day, at a specific hour,
from his own window, Misrach documented the accumulation of colossal ships laden with containers and a myriad

1 C. P. Cavafy, Collected Poems, translated by E. Keeley and P. Sherrard, Princeton University Press, 1992, p.18
2 M. Verhagen, Viewing Velocities. Time in Contemporary Art, Verso, London 2023
3 R. Misrach, Cargo, Aperture, New York 2025



of goods, visually allegorizing the necessity to reflect, both narratively and ideologically, on the fact of deceleration,
interruption, and the total halt of a headless system now almost literally, one of floating referentiality.

Verhagen referred to W. Benjamin, as we would do, in a different context and with distinct expectations. We turn
to Benjamin’s writings from the late twenties, to those brief lessons read aloud on the Berlin radio of that era, to
his auditory Bildung, a pedagogical warnings directed at the young inhabitants of the city, indicating places where
they might learn something about maturity, skill, social integration, and the referent upon which the intellectual
effort had to be based but approached with seriousness, avoiding any trivialization into mere fashion or superficial
interests.

What makes Radmila Lizdek and her work Deceleration both connected and in many respects, akin to Benjamin’s
theses lies in the fact that there is a presence of a pedagogical model. Her approach, intertwined with the land and
its life cycles, as well as existential rhythms beyond the modern obsession with novelty and barbarism, reflects a
form of life—namely rural existence in the mountainous region of northern Herzegovina—that speaks a language of
mimetic resonance with organic life’'s foundational assumptions. This is not the French, republican model from the
late 18th century, reconstructed by Ewan through a method close to ethnological methods of reconstruction which
gave it a short artificially constructed life utterly devoid of context. In contrast, Radmila employs tangible, real-
world artifacts. These can be categorized into two groups:

1. Photographic and video recordings of people, animals, nature, architecture, and interior spaces;
2. Tangible objects of material or organic origin, collected in situ and in their full functional integrity.

Separated onto opposite sides of the gallery space, these elements converge through their arrangement and
overarching intention, pointing to the intrinsic connection between humanity and nature. They embody a
profoundly logical yet inherently necessary acceptance of the rhythms of planting, nurturing, ripening, harvesting,
and milking—without the slightest hint of modernity or modern-coded cycles. Ultimately, this mode of existence
fundamentally shaped the moral stance of its practitioners. Women, in their advanced years, ennobled by
experience and not always favorable circumstances, with their behavior and work, act as icons of a perfectly
embodied deceleration. Choosing the figure of an old woman with a spindle, and a carefully, almost contemplatively
extracted woolen thread, which integrates everything shown, Radmila Lizdek subtly implies the fundamental
premise of Verhagen’s remark on the velocity and mindless nature of referential change. Unlike Ewan’s or Misrach’s,
Radmila’s work does not incorporate historical or epidemiological connotations. Her perspective is pedagogical, akin
to Benjamin’s, giving the contemporary viewer the opportunity to become acquainted with and internalize the fact
of a different life experience. Centeredness, moral steadiness, the absence of fear, and a noble harmony with the
rhythms of nature. Extracting a single thread from an intertwined tuft of wool is akin to closing or triumphantly
concluding a season, a cycle through which humans, plants, and animals have journeyed not perceiving the end as
a defeat of a previous fashionable option, death, or oblivion in futility, but rather as merely one of many, countless
steps along the ongoing journey of life—steps that have been taken and continue to be taken..

What ultimately remains for us is to ponder whether we possess the capacity, whether within ourselves we harbor
enough willpower, self-confidence, and unwavering conviction to extract a single thread. To take a step—one that is
uniquely our own, independent, and unburdened by any overarching pretentions. To survive...
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