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Exo-nmoeTuke
Kao KpUTUYKE
npakce

Mel')y K/byYHUM T€MaMa Ha KOje ce HayKa M yMeT-
HOCT (OKyCMpajy TOKOM IPOTEKINX JelleHNja
Cy cumbuo3za v mehy3aeéucHoCii HaC VI JPYTUX KUBUX
opranusama. Kajla cy MUKpPOOPraHM3MM Yy NUTAKY,
MMYHOJIOIIKY CUCTeM, Ipoliec Bapema (M IpexpaHa
yomuire) 6unu 6u Hesammcnubu 6e3 pobpohymHmMx
6akTepuja U IJBMBUIIA KOje >KMBe y Hama. [Ipema Ho-
BUjUM HAy4YHMUM IIpolieHama, 90% henuja y Hawem
opianusmy uuHe baxitiepuje [...] céaxo wygcko ypeso je
Yo y wpajHo dapiiHepciniso ¢ ipeko 150 spcitia 6ax-
wwepuja, gox wygcka epcitia ogpxasa oxo 1.000 inagHux
ipytia 6axitiepuja y Hawem muxpobuomy ypesa (Gilbert,
Sapp and Tauber, 2012: 327). Kaga ce yamy y 063up 6ak-
Tepuje Koje KMBe Yy CMMOMO3Y C HAIllMM JIMCajHUM Op-
raHMMa, KOXKOM, YCTMMa ¥ OTBOpPMMA T€HUTAJINja, Taj
6poj je 3HaTHO Behm.

MuKpoopraHusMu MMajy InpecyfgHy yIory He caMo Y
GYHKIMOHMCAY HAIIMX OpPTaHM3aMa HEro M y ofp-
KaBamby XUTHjeHe y ypbaHuM cTpykTypama. Tako mpe-
ynmhaBame KaHATM3AIMOHNX BOJjA IMPEKTHO 3aBUCK
ofi mobpohynHuX GakTepuja M IJIECHM Koje ce XpaHe
HAIIMM OPraHCKMM OTHafoM. I'pajioBy He camo fa 6u
6unm HeHace/bVBY 6€3 BIX HETO Cy OHe AVPEKTHO YTH-
Iajie ¥ Ha pa3BOj apXUTEKType M KaHa/M3aLMOHe VH-
bpacTpyKType KaKkBy I03HajeMo. VICTo Tako pasnndn-
Te BPCTe IJIGCHU U I7bUBA, Kao 6uha Koja KoH3yMupajy
CBe BPCTe OPraHCKOT OTTIA/IA, AUPEKTHO npounnrhasajy
Hallla Hace/ba U YKJIamajy U3 BIX CBe 0fj0a4eHo MmTo 61

MOTIJIO IIOCTATH IITETHO 110 Halle 3[paBsbe. [lopep Tora,
TPUIbE U Makbyl MHCEKTU Ce IIPeXpakbyjy TOHaMa MpPT-
BUX henmja Koxe 1 Koce Koje 0fi6aIIMO TOKOM >KMBOTa
U TUMe 3HaTHO YTUYY Ha TO JIa HaM je IPOCTOP OBaKaB
KaKBOI I'a II03HajeMO.

MuxpoopranusMm 1 BUXOB 3Hayaj 3a Hallle 3IpaB/be
Y OKOJIMHY YIJIABHOM OCTajy M3BaH JOMEHa BUI/bUBOT,
IOK HaM, peli¥MO, He 3aTpebajy MeHUIV/INH UIK ApyTe
IJIECHN Jla ce M360pUMO ¢ MH(DEKIIMjOM KOjy Cy 13a3Ba-
JIe TI0 Hac mTeTHe 6akTepuje. Mebytum, Behu opranmns-
MU ¥ Mepa Yy KOjoj CMO 3aBJMCHU Of BUX Takohe ocTajy
U3BaH 10/ba BUAM/BMBOT U CBecHOT. Jbyn xoju xuse y
I'PajiloBMMa MO>KJJA HUCY HUKA/la BUJE/IN Y>KIBO KPaBY,
MO>XX/Ja He jefly YOIIIITe Meco, a/y He 61 HMKAKO MOT-
nn fja n36erHy fa Kopucre acantupaHe IMOBPIIMHE U
BO3MJIA Y UMjUM Ce T'yMaMa Hajlase lepUBaTy KPaB/bUX
tena. Of )KMBOTMIbA y3rajaHMX Ha papMaMa WIN y J1a-
6opaTopyjaMa 3aBUCHMO y BEIMKOj MepY, KPO3 pasyin-
4uTe BpCTe MHAYCTpuje (IpexpaMbeHa, ayTOMOOMI-
cKa, hapMareyTcka), MHAMPEKTHUM KopuirhemeM Jie-
puBaTa XMBOTUHCKOT IIOPEK/Ia Kao IITO CYy XOPMOHCKE
Tepanuje Wiy Ipou3BOAM 3a KOje HUCMO HU CBECHMU Jja
cajip>ke MaTepuje )XMBOTUHCKOT IIOPEKIa.

CaBpeMeHe yMeTHIYKe 1 KYCTOCKE IIPaKce 4eCTO Mpo-
6711eMaTn3yjy oBe U CIMYHe [0jaBe, OTBapajyhu nurama
Ha TeMy KO/IMKO CMO 3aBUCHU Of] eKCIIoaTaluje K-
BOTUILCKIX XXMBOTA UM TKMBA. Tako je 2010. ropume,
12. 6poj yacomuca O MPUPOAU y BUSYETHO] KYATYpPU
Antennae - The Journal of Nature in Visual Culture
6o nocseheH yMeTHMYKMM IpakcaMa Koje ce okpehy
CBUIbAMa. Y Opoj Cy YK/by4eHM NPUIO3U U UHTEPBjyn
13 ayropa u yMeTHMYKuxX Kojnektusa: Kapcren Xo-
nep (Carsten Holler) u Posmapu Tpoken (Rosemarie
Trockel), Hosanu Anoj (Giovanni Aloi), Cysaj Mekjy
(Susan McHugh), Emno KaxkaBane (Elio Caccavale),
Fieldclub, Bum [enBoj (Wim Delvoye), Kpucruen
Munpeprcma (Christien Meindertsma), Vinca Bunkep
(Insa Winkler), Katpun ben (Catherine Bell), Bper



Muuen (Brett Mizelle), Kjapa O’Pajnu (Kira O’Reilly) n
Actpup Kornep (Astrid Kogler).

Ilo peunma renepamHor ypemHUKa, HosaHMja Aoja,
y TOM Opojy 4acommca ce CBUIbM IMPUCTYTIA KAO HUB0-
wurwu Ha ipanuyu. Ilonekag kyhHu mybumay, gpyiu
Wyl WitleilloyunHa, aHOHUMHA CeOCKA HUBOMIUtbA, U3-
60p KAACTHAPOPANHUX CHPAX06a 0g UaHgemlUje, He3a0-
6UNA3HU HAYUHU OUO-PeCYPC, CUMUATHUYAH USMUUTbEHU
JIUK, anu 10 MOIyRHOCTIU HA AUy, lleveH UNU MIIeBEH.
Hcimopujcku 6eoma 6nu3y Hama, anu y UCIHLo epeme gp-
JHama Ha 3iogHoj ygamenociiu [...] Buue nuje 3a xusoii
Y GUEbUHU, e60NYUPAna KpPo3 museHujyme geitiepuirio-
pujanu3oeaxol 3aiioueHuuKol HoCHiojara, Hociimogep-
HA C6UNA GPAMATHUYHO HOCHIABbA ,UUTlatbe UGgeHTU-
wmeina”. I'ge ce suesoitiurwa 3aspuiasa, a ige io4uremo?
Ko xoia 3nauajuuje obnuxyje y osom iociajary? (Aloi,
2010: 3). OBo cy ympaBo K/byYHa IUTama Kajia je ped
0 eKCIIOATallUj/ MM O OUIO KaKBOM JAPYTOM OFHOCY
IpeMa IpyryuM >KuBUM O6rhuma — KOMMKo Hac Hall ofi-
HOC ITpeMa BbiMa 00/IMKyje 1 KOTMKO Cy OHa Jie0 Hac?

Wsnox6a Exo-ioettiuke: ipociiop 3a gpyia 6uha u nac
OKyIUba yYMETHMKE ¥ apXMUTeKTe€ OKO KOMIIIEKCHUX
nyuTama Kao mro cy: Kako menmmo mpocTop ¢ apyrum
6nhuma? Komuko cmo cBecHu apyrux 6mha y cBojoj
HerocpenHoj okomuun? Kako pasnmumra 6mha yru-
4y Ha KBaJIMTeT Hauler kuBota? OBUM IUTamBMMa Ce
He MO)Ke IPUCTYINTY U3 YITIa CaMO jefjHe AMCIIUIIIN-
HE jep OHa 3aXTeBajy MHTEPAVCUUIIIMHAPAH, I1a YaK U
TPAaHCAUCUMUIUIVHAPAH IPUCTYII, a1 YMETHOCT MMa
BPJIO 3HAYajHY Y/IOTY Y YKasMBamwy Ha K/by4He mpobiie-
Me KOjit Ce TUYY yIpaBO HalIer OfHOCA IIpeMa APYTUM
KuBuUM 6rhuma.

V3nox6a cappxn mHcTananuje Mumpene Byuxosuh,
Karapune Josanosuh Allfe n Cenke Tpusynan xoje
Cy IpoAyLypaHe OBOM IPUIMKOM M NpBM IyT IpH-
KasaHe, 3aTUM pelileHTHe pafioBe Brapgnmmpa Ilepuha
Tanenra, Ilpenpara Tepsuha, Jemene Muuuh u He-
Mame MmaeHkoBuha Koju NpOMMIUBaKy IPOCTOpA

HIPUCTYIajy Ha KPUTUYKU U €KOJIOIIKO-ocBerrhenn
Ha4uH, Kao u paj Henana T'ajuha xoju je HemaBHO 10-
cTao geo xonekuuje KynrypHor nenrpa Ilandesa. V3
pafoBa OBMX ayTOpa MOJXKE C€ 3aK/bYUUTHU Jia eKo-Ho-
effiyke HUCY HELITO IITO je yTeMe/beHO, JaTO, KAaHOH-
CKO 1 IO PAa3yMeBaHO y CTBApaIadKOj IIPAKCI, HETO fia
OHe HaCTajy u3 60pbe, 4eCTO aKTUBUCTUUKE, 3a XXUBOT
¢ apyrum 6mhyuMa Kao MepujIoM KBa/JMTETHOT >KMBO-
Ta, VJIK 32 YCIIOBE JIa CE Taj KBA/IUTET KMBOTA OCTBAPML.
IlITaBuire, BUXOBK pafioBu ynyhyjy Ha 6pojHe Mmexa-
HU3Me KOHilipone, cy3bujarea VI/Vu yKnarwarea fpy-
rux >KMBuX 61ha 13 4oBeKOBe HENOCpeIHe OKOJNHE,
IIpy 4eMy yMETHMYKA IIpaKca ¥ YMETHUYKa MCTpa-
KMBamba HA KOMYHUKATYBAH 1 HEKaJ, [[YXOBUT HAYMH
IIPUKa3yjy KaKO TM MEeXaHU3MMU U3IJIEeajy Kajla ce ca-
I7efiajy U3 IpyTor yTia.

IIpocTop 3a nTHIE, IPOCTOP 3a /byAe

YpbaHe CTpyKType HIUCY caMO CTaHMIITA JbyAU U Kyh-
HYX JbyOMMala, IITO Ce 4eCTo U3ryou us Bupa. ['pagosn
Cy CTAaHMIITA ¥l MHOTUX YTPO>KEHUX BPCTa IITHUIIA M OHUX
Koje Cy 3a cajia jou y O6pojeBuMa Koje HUCY 3a0puiba-
Bajyhn. Heke of wuXx caMo 4yjeMo, HeKe M BUJJMO, a
cBe yenrhe 1o Hac cTIOKy MHOpPMaALMje O APACTUIHNM
CMame’hyMa HBIUXOBUX IONY/IAlllja Y3pPOKOBAHUM Ie-
CTULMIVIMA KOjU Ce KOPUCTe 3a YK/Iambarbe MHCeKaTa. Y
rpajioBMMa, IIaK, MOXXeMO BUJIETH ¥ TParoBe CBECTH Ja
rpajoBe Tpeba yYMHNUTY IITO MPUCTYTIAYHVUM ITHUIA-
Ma. Tako, Ha pyuMep, Ha HEKUM OPYTaTUCTUIKUM CO-
nuTeprMa u 67I0KOBMMA M3 CeJaMeCceTX U OcaMiece-
TYX FOIMHA IPOLIIOT BeKa MOTY Ce IPUMeTUTI HaMeH-
CKJ OCTaB/beHM OTBOPHU Y KOj/IMa Ce THe3Jle Mame Ipa-
0/pMBHIIE KA0 IITO Cy BeTpyuIKe. TOKOM X/IafHMX laHa
3UMe MOXXEMO OCTaBJ/baT! CYHIIOKPET U IMPOCO MajlM
ITUIIAMa Kao IITO Cy CeHMIIe, IIPBEeHpeIKe, pBeHaahu,
Bpamy. MoxxeMo Takohe momaratu u Apyrum MaanMm
TPaJiICKMM >KMBOTUIbAMa Kao IITO Cy je>KeBU KOjU XU-
OepHUpajy TOKOM 3UMe U KOjJiMa je HOTPeOHO Ja MMajy



MNP y pyllaMa y 3eM/bH, u3Mely srpaja mim Ha HeKOM
JIPYTOM CKPOBUTOM MECTY.

MebyTnm, y rpafioBuMa je MHOTO BUIIE MeXaHM3aMa
cysbujama Hace/baBama nTuia. Ha srpagama ce yecto
MOTY BUJIET) TParoBM) IOPYLIEHNX IHe3JIa acTa Koje
Cy YKJIOHW/IV CTaHapy Kpo3 Hajommxe mposope. Jlajr-
MOTHB TpajioBa y MOC/Iefme BpeMe cy 6ojbe Koje ce
TIOCTaB/bajy Kao IpeIpeKa cleTamy U THeXDemy romy-
6oBa. J1ako ce oBe 60/be MOTY NO3UTUBHO KOPUCTH-
TY [la ITUI[aMa 670K pajy MPUCTY [JaIeKOBOAMMA Ha
KOjIMa MOTY CTpPajJaTy, BUXOBO Kopuirheme yecTo
IpeBasuIasy CBakKy Mmepy. Tako Cy y MHOTUM Tpa-
foBuMa cTaHapy Kyha oBe 6of/be MmOCTaB/banu U Ha
rpaHe ipseha MCIOZ KOjuX Cy mapKyMpany ayToMoom-
ne, mro je 2017. rogune y bpucrony nsaspano Benuku
OTIIOp Y jaBHOCTM. YIIPaBO OBAaKBMM MeXaHM3MMMa
cysbmjama 1 ofy3MMama CTAaHMIITA NTUIaMa okpehe
ce Karapnna Joanosuh Allfa y cBojoj mHTEpBeHIIMjI
Y Ha J[yXOBUT HA4YMH VICTU Taj MeXaHM3aM KOPUCTU
fa 6u jpyauMa oHemoryhmia xopuiheme (B1XOBOT)
IpOCTOpA.

VnBepsujy oHOra IITO jeé HAMEIHEHO Jby[JMMa M OHO-
ra ITO je HaMEemhEeHO NTUIaMa NpuMembyje n Bragm-
mup Ilepuh TaneHT y cBOM JyrOTOAMINIEM IIPOjEKTY
Conuitiep 3a tiiiuye. HacTao kao fupeKkTaH OATOBOP
Ha HeXyMaHe IONNTHUKe Tpajiibe Koje Texxe mTo Behoj
IIpOJiaju CTAHOBA Ha IITO MamweM Ipocropy, Conuiliep
3a uimiuye ynHN 160 xyhuma 3a nrune nopehannx y
CTPYKTYpY conutepa of 20 crpaTosa. [Tepuh koHuenT
paja objaimaBa Ha YXOBUT Ha4MH — Kako je Kyhu-
IIa 3a ITHUIle HempuiaroheHa caBpeMeHOM KOHTEKCTY
y KOjeM XyMaHM3aM, eMIIaTija MM yBaKaBakbe UH/U-
BUJIYa/THOCTY HUCY IIPETEPAHO 3HAYAjHU II0jMOBM, T€ j€
Mepa rpagme caMo npodut, 6e3 o63mpa Ha afeKBaT-
HOCT TaKBOT CTaHOBama ¥ KBAJUTET KMBOTA, MU
apXUTEeKTa JJO/Iasy O TeHMjalHe ujeje usrpagmbe co-
NMTepa 3a NTulle, Hagajyhm ce ga he oBo mocraTu rno-
6asHa cUTyaluja ¥ 3a CTAaHOBalbe NTHUIA, a Aa he cBe

3aciIyre, Kako Kpo3 C/IaBy Tako 1 Kpo3 HoBal, otuhnu
ynpaso wemy (cf. Arhitekton, 1. 3. 2020).

[Tepuh je oBaj o6jexat mopgurao IpBo y AycTpuju, 3aTuM
y Pujenn, y oxkBupy npojexra Mssprnyiiu yeii Myseja
MoJlepHe 1 CyBpeMeHe YMjeTHOCTH, Kao Jieo Iporpa-
Ma Rijeka 2020 - Europska prijestolnica kulture. Y o6a
Conuitiepa, IO HEKONMKO NTUYjUX IapOBa M3rPajiiio
je cBOja rHesfia, 1ITO je BEIMK JOIPUMHOC M 32 KOHIIIET
[TepuheBor paja kao cmenuduyHe xuse CKymnType
U Off 3HaYaja 3a ITHIE KOje CBOjUM ycCe/baBambeM Hd-
goipahyjy ymerandxu pap. Conuitiep 3a tiitiuye je 610
nocrab/beH U 2020. rogune y I'pajickoM napky y Yau-
Ky, y okBupy 30. Memopujana Hapexne Ilerposuh,
IIpY YeMY je YMETHUK YB€O Maly JUBEP3UjY y CBOj Paf.
Hanwme, orBapame Conuiliepa mpefcTaB/bao je cuMbo-
INYHO YKIamame IIPBeHMX KpcTuha KojuM Cy OTBO-
pu y xyhune 6unn 6mokmpann, Te je 0 TOT MOMEHTa
objekar IpefCcTaB/ba0 KAPAHWAUH 34 Uiliuue, y RYXY
akTyenHe rmobanHe cutyanuje. Kako Behnny mannx
TPajCKMX NITHULA YMHe cenule, [lepuh je y koHTekcTy
HapyllaBama eKOo-CUCTeMa U 3a0paHe KpeTamba TOKOM
MaH/ieMIje TOAUTa0 Taj TpehM Conuitiep 3a #iniuye
KaKo Oy 6110 KpUTUYKY 06jeKaT y jaBHOM IIPOCTOPY U
IIOTEHLMja/THO HOBO CTAaHMIITE Ma/INX ITULA.

Jbypcku npocTop 3a 6MJ/bKe; CHeHUpame U
ynpaBbambe KUBOTHMA

Kapa je y nuramy cysobujarme 1 yKIamamwe gpyrux 6uha
VI3 Hallle HeTIoCpe/jHe OKOJIMHE, OHO Ce He Of[HOCK CaMo
Ha IITHIIe M IHCeKTe Hero u Ha 6ubke. [Toper Tora mTo
CaMOHMKJIe OV/bKe MMajy CBe Maibe IOBPIIMHA 33 PaCT,
OHe Ce ¥ CHICTeMaTCKJ YHUIITaBajy 300T ajlepruja Ha 1mo-
JIeH 1 cy301jarba KpIle/ba Koju IIpeHoce MHOTe 60IecTH,
yxpyuyjyhu nmajmcky 6onect. Kaga cy rpajcku mpocto-
pU y HUTamy, OHY CY HO/be OMONMONUTIKE M KOHTPOJIe
XKMBOTa OM/baKa KpO3 MeXaHM3Me Cy30Mjarba I 3alITUTe,
jep cy MHora cTabnma 1 LieJHe Mopanu 6utu samrnhe-



HJ KaO CIIOMEHMIIM IIPUPOfe Aa 6U UM IPaBO Ha )KMBOT
6uo 3arapanToBaHo. [Topey Tora, Hace/beHM IPOCTOPK
Cy U MecTa Ife ce OM/bKe YBOJIe BEIITAYKUM ITyTeM, Te
ce XyMaHN3allMja XXMBOTHOT IIPOCTOpa O1/bKaMa BpIIN
Hajuenrhe myTeMm cakcuja y KojuMa MO>KeMO MIMaTH Haje-
I30TMYHMje, HEAyTOXTOHE, I1a YaK U MHBa3VBHE BPCTe.
Kpos mHcramanuje Mwsbene Byukouh n Ilpeppara
Tepsuha yBubhamo ma >xmBoT TuX 6ubaka y cakcujama
[IOCTaje BPJIO CIMYaH )XKMBOTUMA /bYAU Y MAaJIUM, CKyde-
HUM, HeaJIeKBaTHMM Y M30/I0BAaHUM XMBOTHUM 1 Pafl-
HMM IIPOCTOpMMa. AU OHe Takobe IO0CTajy U cpefcTBO
KOMYHMKal[/je ¥ TOBe3MBabha C [PYTUM /bYyAMMa, YT 3a
OTKPMBame YNTABMX HOBUX CBETOBA.

Kapma cy y nuTamy MeXaHU3MM yIIpaB/batba XMBOTOM,
HEJOC/IEIHM ¥ NMPOTUBPEYHM MEXaHM3MU 3AIUTUTE U
yIpaB/bama 3arahemyuma cpefyHe Cy y LeHTPY yMeT-
HUYKUX McTpaknuBama Hemawe Munenkosnha u Jene-
He Munuh. Munenkosuh ncrpaxyje ogHoc samrnhe-
HUX IIOZIPYyYja M CHOPTCKO-TYPUCTUYKOL I0BA Y IbJIMa, a
Ha IeroBMM PAJJOBMMa BUIMMO U [IBA PEBHA LMBUIIN-
3aIyjcKa cuM60/Ia — o Kao cMOOJI Jby iU, HAMUPHUITY
6e3 Koje ce He MOXKe >KMBETH, CPEJICTBO 3a KOH3epBa-
LMjy Meca U )KMBOTUICKUX IepUBaTa, CPEACTBO Koje ce
KODUCTU y IPOLECY 3allMBakba paHa; Te IPUKa3 jesieHa
KOj je Mo 3Ha4ajHO MeCTO y UCTOpUjU XpUIThaHCTBa
U TIOPOAVYHNUX TPOOBa, anmy ce 3abopaBsba Ja je KMBa
BPCTa KOja MMa IIpaBoO Ha C1000flaH >KMBOT, a HE CaMO
Ha XMBOT o ciefieher opraHusoBaHor joBa. Y GoKy-
cy npojekra L]peena ananusa Jenene Muunh Hamasu
ce 3araeme Basgyxa, Bofie, T/Ia, KaO ¥ CBeTa y HUMa,
KOje HaM je BUJ/BMBO CaMO 3aTO IITO rBoXKhe 1 iberosn
flepuBaTy OCTaB/bajy NPUMETHY LipBeHy HujaHcy. CBa
ocTana 3arahema Koja HICY TOMMKO yOU/bMBa OCTAjy y
TOMEHY TEIIKO INPVMMETHOI, HEIOKa3MBOI, HEOKa3u-
BOT, T€ I HE3ayCTaB/bMBOT, a M3/1a3€ Ha BUJEJIO TeK KaJja
ce moyHy oceharu nocneznuiie Koje cTBapajy.

/3 cBera oBora ce MO)Ke 3aK/bYy4MTHU fIa je HAI >KU-
BOT ¢ jpyruMm Omhmma pesynrar OpojHMX cucTeMa
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yK/Iamamwa, Cy30Mjama, KOHTpPOINCamka, BELUITAuKOr
yBobema 1 ofip>kaBama. bimka 1 ga/ba OKOMMHA KOjy
[I03HajeMo je CTanHo banmaHcupame usMebhy cysbujarma
HETO>Ke/bHOT U TOACTHUIIAa TI0XKe/bHOT, O11JIe TO er3o-
TUYHe OM/bKe Y KJIMMAaTCKOj 30HM KOja MM He OfiroBapa
VWM TI07ba XUOPUAHUX >KUTApUIA. Y TaKBOM KOHTEK-
CTY, yMETHULIM YeCTO IIpefy3UMajy aKliyje Koje JOIpu-
HOCe ocBelIhBamwy uuiuauieHoCiiy CBeTa Koja HacTaje
npuMeHoM OmononuTuka. bputancku ymernmk Caj-
MoH Crapnuar (Simon Starling) peannsosao je Heko-
JIMKO aKIyja ¢ 6ubKaMa Koje Cy MCTOPMjCKM M3MellITe-
He U3 CBOT IIPUPOJHOT OKpyKema. Akuujom Cilacenu
pogogengporu (Rescued Rhododendrons, 1999) npese-
320 je cemaM 6mspaka oBe BpcTe u3 Illkorcke y Ilma-
HHUJjY, U3 KOje je BpCTa yBefieHa y bpurannjy, 1763. ro-
nyHe. OOpHYTUM IIOCTYIIKOM M3MECTHO je KaKTyce 13
nyctutve Tabepnac y lllnmanuju, y Kojy cy yBefieHM TO-
KoM XV BeKa, a 3aTVM je joll BpCcTa yBefleHo XX BeKa 3a
norpebe CHUMama BecTepH ¢punMosa. MebyTum, mux
HIje BPAaTHO Ha MO pydje MOPeK/Ia, HETO VX je M3JI0XKIO
y ranepuju Portikus y ®pankdypry, kojy je KImMaTcku
U3MEHNO 3arpeBameM fla OM KaKTYCU MOIIM IIPeXU-
BETH, a MoToM ux BpaTtuo y Illmanujy. Ha npocropuma
IIOCTjyTOC/IOBEHCKOT PETVOHA, Ha CIMYHE TeMe je pea-
roBao Mapko bpernerb Koju je CIpOBOAVIO XYMOPUCTIY-
He, MEKO TEPOPUCTUYKE aKIlMje Kao peaKIiujy Ha OfIy-
Ky rpafioHauesHuKa Kompa ga xynu 215 Benmukux na-
MU CpefiCTBUMa U3 OyIIeTa, Off KOjUX je CBaKa KOILITaja
2.500 eBpa, a 75% uX HUje TPEXMUBETIO IIPBY 3UMY.

Y KOHTeKCTy cumynanymje 6orarctsa 61onnBep3nTeTa
yBobemwem 6mha koja My He mpumajajy, oK ce mapa-
JIeTHO TIpaBy OMOAMBEP3UTETV YHUINTABAjy, yMeT-
HULM KPUTUYKM IPUCTYIIAjy jOII APACTUYHUJUM CU-
MyIanyjamMa Koje YaK HM He yK/bydyjy >kuBa Omha.
Tako y pagoBuma Ceneke Tpusynan n Henana I'ajuha
BUAMMO OOjeKTe KOju MMajy 3amamyjyhy camdHocT ¢
IIpaBUM >XMBOTUbAMA. YIPKOC MaKCUMAIHOj pu3nd-
KOj (JIMKOBHOj) CIMYHOCTM ca >XMBUM Omhuma, oBu



objexTu ce yomure He Kpehy mnm ce momepajy jesHuM
NOHaB/bajyhuM IOKpeTOM ¥ Hajase ce y MHCLeHMpa-
HIM, KOHTPOJIMICAaHUM OKpy>Xemuma. OBaKBe HacTase
cIleHe Hac ynyhyjy ga KpUTHYKM MOcMaTpaMo Ipooe-
Me Kao IITO Cy cBobeme >xuBux 61ha Ha jemHy jeuny
(byHKquy KOja HaMa OfIroBapa (ma ux rmemamo, ma ux
JIOBMMO 3060T POTOBa, /ja MIX jefieMO VIV HEellITO J;PYTO).
One Hac Takobe HaBofie 1a KPUTWMYKM PasMUII/BaMO
0 TOMe IIO KOjy IIeHY Y CBOjOj HENOCPeHOj O/MM3NHM
BUJIMMO XMBOTHIb€ KOje YaK He )KMBE HM Ha MCTOM
KOHTUHEHTY Kao MI.

Y uncrananuju Olomasarwe cumynaxpyma Cenxe Tpu-
ByHall IEKOHCTPYHLIE ce IIPMUBJJIHA HOPMa/JIHOCT CUTY-
anyje fa Cy HaM XUBOTUIbe HEIOCPeJHO 6113y, U TO
IIOTOTOBO XMBOTUIbe OPOJHUX Pas3INTUUNX BPCTA KOje
HUKaJa He 0MICMO MOI/IM BUJETHU Ha jefJHOj IIPUPOLHO]
noKauuju. 36upke IpUPOAHAYKUX MYy3eja, 300T0IIKN
BPTOBU, 30upKe Tpodeja, MPOCTOPM y KOjUMa Cy He-
JIeTAaJIHO yBe3€He el30iduyHe XUBOTUE UM AYTOX-
TOHEe JVB/be KMBOTUIbE NNIIEHe C/I060fe — CBe CY TO
MecCTa KoOja CTBapajy JAakKHy WIy3njy Jja MMaMo IIpaBa
la IMaMO y CB0joj ONMM3VMHU AMBJbE XUBOTUIbE 300T
3Hama, 300T IPeCTIKA NN U3 HEeKUX APYTMX pasyora.
Ha cnnyan HaumH, objekar Henapa Iajuha cumynupa
JKMBOT KOj HICMO y CTaly /la peaHNMMIpPaMo, CTBO-
pyUMO, 04yBaMoO, pasyMeMo, NocTaBbajyhu Hac Tume
y CUTYyalLlMjy /ja CXBaTMMO Ja HUCMO y MoryhHocTu fja
KOHUponuuemo XUBOT apyrux 6uha m ma koHTpomna
94ecTO BOAM Cy30ujamy, MMIIaBamy, OCUPOMALINBAY
UM CTBapaby Uysuje JJa Cy>KMBOT IIOCTOjH.

YMmecTo 3aKmpydKa

Ham >XMBOTHM IpOCTOp je pesyaTaT MHOrux Oec-
KOMIIPOMVCHMX TIPUCTYTIA IPUPOAN HA OCHOBY KOJUX
Cy36MjaMo VIV TOACTUYEMO HeXKe/beHa WM >KebeHa
6uha y cBojoj okomun. Tako cmo poxxmsenn XXI Bex
6e3 Kyre, cy3bujamo Manapujy, cysbujamo oboneBarme

Of] TIapasyuTa KOju ce MOTY HOOUTY U3 Heuucilie BOJe.
MebytumMm, y ToM mporecy 3abopaBbaMo jja 6ujbke He
CITy>Ke caMo Jia 61 JIeTio Mupucae ¥ JIeTo UsT/esae,
3abopaB/baMoO Ha IUIECHU KOje YK/Iambajy OPraHCKY OT-
I1aji, Ha CUTHE JXMBOTHIbE KOje jefly MHCEKTE KOju IIO-
TEHIWja/THO MOTY IIPEHOCUTH pasHe OO/IeCTH U Koje
CTpajajy Kajla ce Ha MHCEKTe IPUMEIbYjy TEIIKO TOK-
CUYHM mecTuny. 3abopaB/baMo Jja IPOCTOp KOju 3a-
y3MMaMO HUje CaMO Halll, la YaK HJ Hallla Te/la HUCY
caMo Hama Beh cy craHmmTe MHOrux mo6pohymHmx
6akTepuja U IJbUBNIIA KOje HaM oMoryhaBajy ma Bapu-
MO XpaHy, JULIEMO, )XUBUMO.

3 Tor pasnora usnoxx6a Exo-tioeiliuke: 4pociwiop 3a gpy-
ia 6uha u Hac OKyI/ba YMETHUKe, aPXUTEKTe U IyO/IUuKy
la pasMIILbAjy Ha TEMY Jie/beba JKMBOTHOT IIPOCTOpPa C
npyrum 6mhuma, morotoso y ypbauum cpennnama. Ko-
JIMKO HAII KMBOT 3aBYCHU Off TuX 6uha, KonmMKo je Hamr
UJIEHTUTET caMo Ha? VI37oxx6a je Tek Majy JOIPUHOC
Ha BE/IMKY TeMY OIICTaHKa K0joj Tpeba CBaKOJHEBHO 1
¢ HajpehuM HamopyMa Hada3uTH pellerma, 6opuTH ce
IpPOTUB TPOBaba IIACTUKOM, MeCTULMAVMA, YeCTHU-
IJaMa MeTasa, 00pUTHU ce 3a )XUBOT OakTepuja u Behnx
6uha xoja cy Munmjapgama rofyHa cTapuja Of Hac 1
4J1jy HOTIIYHY YJIOTY Y €KO-CUCTEMY, Y3 CBa JocTurHyha
HayKe, He MOYKEMO jOlI Y MOTIIYHOCTH Jja CXBAaTUMO.

Coma JaHKOB

Aloi, Giovanni (ed.), “Pig” - special issue of Antennae:
The Journal of Nature in Visual Culture, 12 (Spring
2010)

Gilbert, Scott F., Jan Sapp and Alfred I. Tauber, “A Sym-
biotic View of Life: We Have Never Been Individu-
als”, The Quarterly Review of Biology, Vol. 87, No. 4
(December 2012), 325-341

»DrugiNeboder za ptice je u Rijeci - a prvi?”, Arhitekton,
1. 3. 2020.

11



12

MUBEHA BYYKOBUR | MILJENA VUCKOVIC

OEHOMEH

Beue, sanpaBo Kpaj gana. Ymasum y crad. Manu je, 3aTo fieyje HaTpIIaHO, MaKO HeMa MHOTO CTBapu.
Hu He Tpeba My 1yHO, 1a fa 3ay31MMajy MeCTO MOjUM AparuM Ompuniama. To je muxosa Kyha, ja u
0BaKO HMKaJ] HUCAM TY.

HoBu manu ctaHOBM, HOBU GAalITEHCKM TPEHJOBU — aKky, Heobasesyjyhu, moryhu. Tako cam u ja
1104e0, IIPBO HAMBHO, IIa caM Haceo Ha succulent fever. Jlako caMm monasuo fo 6ypaka, Ima caBeTa, a
Ha Kpajy U HOBVX IIO3HAHMKA U IpUjaTe/ba MPEKO PasINIUTUX HpoduIa — CBAKOT JIEIIIET Off IpeT-
XOIHOTI. A OHJIa Cé TOKOM KOPOHe, XXMBOT IIPeTBOPKO y post 1 vlog, 3uaoBu y concept store, mood u
pinterest board. Moj nmpodu je mocTao cTBapHUju U (BaXXHWjU?) O aHAJIOTHOT )KMBOTA. A TO je 6110
¥ jeflMHO LITO CaM MOTAo J1a KOHTPOJIMILIEM: CBOja YeTUPY — IIpeMaia 1 IpebIn3y HoCTaB/beHa — Ui,
u oHo n3Mebhy wux. ITa cam cagno, npecahusao, mpemerrao, mocraspao, ykaanao, GoTkao.

Anm, ako hemo nckpeHo, Hije caMo KOpOHa KpMBa TaJ| ce caMo 3axykraso. [loueso je mpe Tora, 1 Ha-
cTaB/ba ce. Pa3nmmumuTe OKOMHOCTHU — APYHITBeHe, PUHAHCHUjCKe, IPYTaunjy MOT/Ie] Ha CBET HEero Koj
MOjUX POJTE/ba, Ma CBAILTA — Pe3y/ITHpase Cy ¥ THMe [ja HeMaM Jielie Hi JbyOuMalia, a OupKe pacty,
Mebajy ce, HeKe 1 BEHY MCTIHA, /i CBe TUXO, XBa/Ia M. Y CTBAapM, MIMaM CBe IITO XXeluM — “pets are
the new kids, and plants are the new pets”.

Ja HuMcaM momopap, HMKaKo. 3HAO caM IITA je MOHCTepa IIpe Hero LITO je OCBOj//Ia MHTEPHET. Au
IpU3HajeM Jja HICaM MUCINO O TOMe KOJIMKO je MohHa 1 serta. [lparo M je IITO J/by/iu CBe Kade, I1a je
nako Hahy cBalTa KOPUCHO, 1 CaBeT U MCKYCTBO, UAEjY WIN MHCIIMPALIV]Y.

Moje 6uspke nMajy nMe, HapaBHO. Heko kaske ia je cBe To 60/1ecHo. Ja He MuciuM tako. Hu He Mucimum
MHOT0 0 cBeMy ToMe. CaMO y)KIBaM.

CHELUMOPUKALIM]E: MHCTaNanuja, IpOMeH/bMBE NuMeHsnje, 2023,



PHENOMENON

Evening, actually the end of the day. I am entering the apartment. It’s small, so it seems cluttered, even
though there aren’t many things. I don’t even need much, the stuff would only take the place from my
dear plants. It’s their house, I'm almost never here anyway.

New small apartments, new garden trends - easy, non-binding, manageable. That’s how I started, first
naively, then I got succulent fever. I easily found plants, then advice, and finally new acquaintances
and friends through different profiles — each one more beautiful than the other. And then during the
pandemic, life turned into post and vlog, the walls into a concept store, mood and pinterest board. My
profile has become more real and (more important?) than my analogue life. And that was the only thing
I could control: my four - too small and too closely placed - walls, and what was between them. So I
planted, transplanted, moved, placed, fitted, photographed.

But, if we're being honest, it’s not just the pandemic that’s to blame, it just got hotter then. It started
before that, and it continues. Various circumstances - social, financial, a different worldview to those
of my parents, whatever — resulted in me not having children or pets, and plants grow, change, some
even wither, but all quietly, thank you. Actually, I have everything I want —“pets are the new kids, and
plants are the new pets.”

I'm not fashionable, not at all. I knew what Monstera was before it conquered the internet. But I admit I
didn’t think about how powerful and beautiful it is. I'm glad that people post everything, so it’s easy to
find all kinds of useful things, and advice and experience, ideas or inspiration.

My plants have their names, of course. Some say it's sick. I do not think so. I don’t even think much of
it. 'm just enjoying.

SPECIFICATIONS: installation, variable dimensions, 2023
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KATAPUHA JOBAHOBUR ALLFA | KATARINA JOVANOVIC ALLFA

CaMa u30XeHOCT YMETHOCTH je TeMa MM CUTyaluja. Bomum Jja eKcriepuMeHTHIIeM C jbyguMa U Jja
UX YK/bY4MM y CBOj paj. JKe/mum 1a HoceTMouy Ha HeKM HauMH YYECTBYjY Y Pafty, ia AMPEKTHO NOXNBE
YMETHMYKO JIeJI0 ITpe HETO LITO I'a HOCMATpPajy MK ePLUUINpajy ca cTpaHe. To sHaum 1a MOj paji Mopa
IIMpPEKTHO fa Oyzie IOBe3aH C HBIXOBUM VICKYCTBOM IIPVCYCTBOBama Ha U3NOKOU. Ta [UpeKTHOCT 1
IIOCTaB/bakbe by Y TAKBY CUTYALUjy Cy pasjosu 300r Kojux caM Iodesa fia ce 6aBuM neppopmaH-
COM, Kao LITO je 3a31/laBaibe, Iie UTPaM C IPOCTOPOM, 3aTBOPEHVM IIPOCTOPOM MM OIPAaHMYEHUMA.
Kapa He yk/bydyjeM moceTnole JUPEKTHO, KOPUCTUM caM M3/I0KOEeHN IIPOCTOp KaKo OUX cTBOpMIa
CUTYyalUjy Koja Mpou3as3n U3 IIUXOBOT UCKYCTBA TOT IIPOCTOPA U caMe YMeTHOCTH. To je HemTo mro
TeXUM Jja ocehaM Kajia CTBapaM yMETHOCT, OJIHOC I7Iefjlatba Ha PeajHOCT U y4euha y 1oj.

Moju pamoBu KOpUCTE IIPOCTOPHOCT Kao jeqHy of AuMeHsnja pajja. CBaKako je [a AMHaMUKa YHyTap
IPOCTOpa KOHCTUTYMUIIE Taj IIPOCTOP, a JBYACKO KpeTambe I TauKe 3aJp)KaBamba Ha HeKM Ha4MH fedu-
HUIIY HErOB 3HAYaj.

Ila mun HaM HepocTaje mpocTopa? He, My ra mMamo, any He KOPUCTMMO Ta Ha OfroBapajyhy HaumH.
YecTo He cXBaTaMO KaKo JIa )KMBMMO Y CK/IaJy C OTBOPEHMM IIPOCTOPOM KOj! HaM je Ha pacIioyaramy.
YMecTo Tora, 4ecTo MMaMO TEH/IEHIINjy Jla Ta MOMyHMMO MK 3aysmeMo. IIuTame je 3amTo HeMaMo
ocehaj cy>xmBoTa ¢ gpyrum 6mhyma 1 OKOIMHOM Y KOjoj ce Halmasumo, Beh yecTo cMaTpamo fja nMa-
MO TIPaBo Jia je aHTPOIOIEHTPUYHO MembaMo. OBO je moc/meauIia CI0KeHOT MCTOPUjCKOT KOHTEKCTa.
YMeTHOCT cama II0 ce6u He MO)Ke IPOMEHMUTH OBO CTalbe, a/l MO>Ke HaC HaTePaTy Jja pPa3MOTPUMO
Jby/iCKe TToTpebe 1 IICHMXOIONIKE ACTIeKTe OBOT IMpobeMa. MokeMo ce 6aBUTH CTPaXOM Off OTBOPEHOT
IpocTopa 1 HoTpeboM fla Ta UCITYHMMO, ¥ pa3yMeT! KaKo ce ocehaMo 3arymeHo Kajia TO Y4MHUMO.
Y moMm pany, oKyc je Ha IOCTeuIjaMa, OHO LITO CTBAapa yTUCAK, a HE CAaMO Ha KPUTUKY. MoxkeMo
ce He C/1araT¥ OKO MHOTO TOTa, a/llii 4€CTO IeIMMO C/IMYHE MOC/IeANUIE, ¥ TO jé OHO IUTO, IIPeMa MOM
MUIIJbEIbY, MOXKe YTUI[ATI Ha CBECT jep ANPEeKTHO norabha wyme.

CHELOMOUKALUJE PAJTA: in-sifu MHCTalaluja, IPOMeH/bMBE AuMeH3Huje, 2023.

®OTOIPADUJE: mepdpomanc 3asugasare, U3 apxuBe yMeTHMIle; akuuja unihema npocropa Joma
Ky/IType y JaloBUKY, U3 apXUBe YMeTHHUIIE.
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The very exposure of art is a theme or situation. I like to experiment with people and involve them in
my work. I want visitors to participate in the work in some way, to experience the work of art directly
before observing or perceiving it from the side. This means that my work must be directly related to
their experience of attending the exhibition. That directness and putting people in such a situation are
the reasons why I started performance practice and works like Embedding in which I play with space,
closed space or limitations. When not involving visitors directly, I use the exhibition space to create a
situation that emerges from their experience of that space and the art itself. This is something I tend to
feel when I create art, the relationship between looking at reality and participating in it.

My works use spatiality as one of the dimensions of the work. It is certain that the dynamics within a
space constitute that space, and human movement and stopping points somehow define its significance.

Are we running out of space? No, we have it, but we are not using it properly. We often do not under-
stand how to live in harmony with the open space available to us. Instead, we often tend to fill it up or
occupy it. The question is why don’t we have a sense of coexistence with other beings and the environ-
ment we are in, but we often think we have the right to anthropocentrically change it. This is a conse-
quence of the complex historical context. Art alone cannot change this condition, but it can make us
consider the human needs and psychological aspects of this problem. We can deal with the fear of open
space and the need to fill it, and understand how we feel suffocated when we do it. In my work, the focus
is on the consequences, not just criticism. They are the ones that create an impression. We may disagree
on a lot, but we often share similar consequences, and that is what I think can address consciousness
because it directly affects people.

SPECIFICATIONS: in-situ installation, variable dimensions, 2023.

PHOTOGRAPHS: performance Embedding, from the archive of the artist; action of cleaning the Cul-
tural Center in Jalovik, from the archive of the artist.
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JENEHA MUIIUTE | JELENA MICIC

IOPBEHA AHAJIN3A

VMuTepaycuunanHEapHu UCTPaKMBAYKN NIpojeKar Llpsena ananusa peannsosaH je 2022. roguHe y ca-
panmu ¢ [Tokperom rpabana Tephasa (CmenepeBo) u KyctoceMm Jlejanom Bacihem. IIpojekar je 3amo-
YeT BMIIEMECEYHNM IIPOLIeCOM IPUKYIUbamba objekara 11 y30paka T/1a, Bofie ¥ Ba3jyxa y ceny Pajunan
kozt CMefiepeBa, Koje ce Halasy y HermocpegHoj 6nm3nuu ¢abpuke 3a mpousBopmwy reoxba u npepany
venuKa. CBU CaKyIUbeHM y30pLM OUIN Cy IIPEKPUBEHY W/IN CaJp)Kajlyl yOU/blBe TParoBe IjpBeHe Impa-
IIVHE 32 KOjy Ce ITyTeM XeMUjCKUX aHa/I13a yCTAaHOBMJIO Jla CafIp>K! BUCOKe IIPOLIEHTEe apCeHa, 0/I0Ba,
XpoMa, Oakpa, IMHKa, KobaaTa, HUKIA, 6apujyMa, BaHagujyma. [IpoucTrexia AMCKyp3MBHA U3/I0X-
6a I[psena ananusa MpefcTaB/ba CKyIUbeHe 00jeKTe, IIOJATKe, IIPMKa3e JTOKaIMTeTa M HOBOHACTaIe
€CTeTCKO-KPUTHUYKe apTedaKTe MOMYT 3UAHE CIMKe Off MUTMeHTa JoOujeHor u13 3araheHor Ta.

HA ®OTOTPA®UJU: Hajnon (meram npojexta Lipsena ananu3a), HajlooH ¢ HacjmaraMa IjpBeHe Ipamin-
He, tobujenu objexar, pybasHomhy moponure Crojanosuh n3 Pagunama. Xemujcku cacras: 6,4 mg
apceHa; 260 mg onoBa; 46 mg xpoma; 54 mg 6akpa; 2.300 mg nuHkKa; 4,1 mg Kkobanta (IIOTEeHILMjaTHO
PafiMoaKTMBHOT TENIKOT MeTana); 16 mg Hukma; 68 mg 6apujyma; 16 mg Banagujyma. Portorpaduja c
nusnoxobe y YJIVC ranepuju, (3 - 15. 8. 2022), © MBan 3ynaHy

IIpojexar I[psena ananusa nogpxanu cy MUHUCTapCTBO YMETHOCTU U KYAType, jaBHOT CEKTOpa U
cnopra (BMKOS, Ayctpuja), Munucrapctso kynrype u uadopmucamwa (Cpbuja), [pagckn cexpera-
pujar 3a xynrypy (beorpan).



RED ANALYSIS

The interdisciplinary research project Red Analysis was realized in 2022 in cooperation with the citi-
zens’ movement Tvrdava (Smederevo) and curator Dejan Vasi¢. The project began with a months-long
process of collecting objects and samples of soil, water and air in the village of Radinac near Smederevo,
which is located in the immediate vicinity of a factory for the production of iron and steel processing.
All collected samples were covered or contained visible amounts of red dust, which was found to con-
tain high percentages of arsenic, lead, chromium, copper, zinc, cobalt, nickel, barium, and vanadium
through chemical analysis. The resulting discursive exhibition Red Analysis presents collected objects,
data, representations of localities and newly created aesthetic-critical artefacts such as a wall painting
made of pigment obtained from polluted soil.

IN THE PHOTO: Nylon (detail of the Red Analysis project), nylon with deposits of red dust, a gift,
courtesy of the Stojanovi¢ family from Radinac. Chemical composition: 6.4mg of arsenic; 260mg
of lead; 46mg of chromium; 54mg of copper; 2300mg of zinc; 4.1mg cobalt (potentially radioactive
heavy metal); 16mg of nickel; 68mg of barium; 16mg of vanadium. Photograph from the exhibition
in the ULUS gallery, (3-15 August 2022), © Ivan Zupanc

The Red Analysis project was supported by the Ministry of Arts and Culture, Public Sector and
Sports (BMKOS, Austria), Ministry of Culture and Information (Serbia), City Secretariat for Culture
(Belgrade).
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HEMAA MUJIEHKOBU'R | NEMANJA MILENKOVIC

JEOHA OO MHOI'NX ITPUYA O HECTAJABY

WMucrananuja Jegna og mHoiux iipuua o Hecilidajarby je CKyIl pasIMINTUX pajfoBa KOju Cy HaCTaIN Kao
pesynTaTy yMeTHMYKOT MICTPaykK/Bakba CaBpeMeHe ITpaKce 10Ba Ha TepuTopuju ClielujaglHor pesepBara
npupope Ioprwe Ilogynasmwe. CPII I'opre IlogyHnasmwe, 3amtuheHo npuponno gobpo I kateropuje, neo
je Benmkor pesepsara 6uocdepe bauko IlogyHasme, Koje ce Hamasy Ha ceBeposamnajny Bojsoguue u
KapaKTepPUCTUYHO je T10 IPUCYCTBY MHOTUX OVJbHVIX M )KMBOTUCKYUX BPCTA, Off KOjUX je BeIKM Opoj
07l CTPOTOM 3aIUTUTOM. VIHTepecoBame Koje caM CTeKao 3a OBY IPMPOJHY TEPUTOPHjY BE3AHO je 32
Hajeehy momymanmjy eBponcKor jeneHa, 1ajTMOTUB KOjU Ce MojaB/byje Y MOjOj YMETHUYKO] IIPaKCH y
PasIMYUTUM CepMjaMa, alny KOjy je Takohe MOTVMB 3a IPOMOLM)Y TypUCTUYKO-TOBHUX YC/IyTa Koje
Hyzu JaBHo mpenysehe Bojsogunauiyme (3aj1y>keHo 3a CIIpoBOheme 3alITUTHUX Mepa, a/Ii M U3JIaBatbe
NI0BAauKMX f103Bona). CKyII pajioBa 3ajef[HO YMHM IIOCTaBKy KOja Cafp)KVM HAPATUB CIIEKY/TaTVBHOT
KapaKTepa, Kpenpajyhu ogHoce Kojy aKLIeHTYjy aKTye/IHe eKOJIOLIKe IIpo6IeMe Kao IITO Cy TyOuTaK
IPUPOHOT CTAaHUIITA 1 MOBPIINHA, I'YOUTAK XMBOTUICKIX BPCTA U AEKOHCTPYKIuja mocrojehmx
€KOCHCTEMA.

CHEIMOUKAIMJE: MHCTaNalluja IPOMEH/BMBAX AMMEH3Mja KOjy UMHe: uprexn (onoBKa u 6ojuia
Ha manupy, 6x29, 7x42 cm), Koju IpUKa3yjy jeleHa ¥ CPHY y MHTEepaKUUju ¢ APYTUM yIPOXKEHUM
KVBOTUICKUM BpcTaMa Kao IITO Cy Majla YUTpa, opao OelopenaH 1 IipHa pojja; KOMagy XXMBOTUHCKe
KOXe C JJacepCKM M3IpaBUPaHUM pedeHNUIaMa Koje pedepumy Ha kwury M KUBOTHUIHLE UMA]Y
ITPABA (Hosu Cap: Axagemcka kwuia, 2018); 25 KujmorpaMa MOpCKe COIM U pOroBu jeneHa. [ognua:
2023. ®OTOTPA®UIE: Napuja Jparojmosuh, Hukona Paguh Jlyuarnu, Jenena Mujuh.
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ONE OF MANY STORIES ABOUT DISAPPEARING

Installation One of the many stories about disappearing is a collection of different works that were cre-
ated as a result of artistic research into contemporary hunting practices on the territory of the Special
Nature Reserve “Gornje Podunavlje.” SNR “Gornje Podunavlje” a protected natural reserve of the 1st
category, is part of the large “Backo Podunavlje” biosphere reserve, which is located in the northwest
of Vojvodina and is characterized by the presence of many plant and animal species, a large number of
which are under strict protection. The interest I have acquired in this natural territory is related to the
largest European deer population, a leitmotif that appears in my artistic practice in various series, but
which is also a motive for the promotion of tourist-hunting services offered by the Public Enterprise
“Vojvodinasume” (responsible for implementing protective measures but also the issuing of hunting
permits). Together, the set of works form an installation that contains a narrative of a speculative na-
ture, creating relationships that accentuate current ecological problems such as the loss of natural hab-
itats and surfaces, the loss of animal species and the deconstruction of existing ecosystems.

SPECIFICATIONS: installation of variable dimensions consisting of: drawings (graphite and colour
pencils on paper, 6 x 29.7 x 42 cm) depicting deer and doe interacting with other endangered species
such as little tern, white-tailed eagle and black stork; pieces of animal skin with laser-engraved sen-
tences that refer to the book ANIMALS HAVE RIGHTS, TOO (Novi Sad: Akademska knjiga, 2018);
25 kilograms of sea salt and deer antlers. YEAR: 2023. PHOTOGRAPHS BY: Darija Dragojlovi¢, Nikola
Radi¢ Lucati, Jelena Miji¢
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BJIAODVUMWUP NEPUR TAJTEHT | VLADIMIR PERIC TALENT

MOAYI 3A COJIMUTEP 3A IITULIE

Conuitiep 3a fiitiuye je LyrorOAUIIBM YMETHUYKY NIpojeKaT Koju je 3amoueT 2003. rofnHe, y OKBUPY
mehynaponuor Cumnosujyma ymetnuka X YZ Kunst aus Holz'y Ayctpuju. CuMiiosujym je 61o ofpxaH
y ckony ¢abpuke 3a IpoM3BOAY NTYKCY3HMX Kyha of fpBeTa Koja je yMeTHMLIMMA CTaBjbajla Ha
pacrionarame MaTepujae 1 cBe aaTe 3a 00paay ApBeTa. JeHa KyhuIia 3a nTurie Kojy je yMeTHUK Py4HO
Tajla HaIlpaBJO, BPEMEHOM je TocTana eneMeHT/Monyn y Conuttiepy 3a ditiuye, j#usoj CKyJInTypu Of
ykymnHo 160 oBakBMX KyhnIija off Kojux Cy Heke IToCTajie THe3/ja MaInX IpafcKux nTuia. Kao KpuTudkm
objeKar Koju yKasyje Ha CMamlBambe 6poja rpafIcKix ITHUIIA U IOMUTUKY I'Pajiibe KOja HacTOju Ja 360r
npoduTa MITO BUIIE /bYAM CMECTH Y IITO Mamy pocTop, Conuttiep 3a Uiiuye je Ko cafa MOAUTHYT
y Ayctpuju, Pujen n Yauky, a Huje uckbydeHo fa he ce mojaButu jour Hersie jep mocToju MOLYI U
MOJy/Iap IO KOjeM ce IIpaBl, Kao ¥ HoTpeba NMTHIIA 1a MMajy CTAHUIITe.

CHELIMOUKAILMJE: py4Ho HampaBbeHa Kyhuia 3a nrune, npso, 2003. ®ororpaduje: Conuitiep 3a
utiuye, N3 apxXuBe yMETHUKA.
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MODULE FOR SKYSCRAPER FOR BIRDS

Skyscraper for birds is a long-term art project that was started in 2003 as part of the international art-
ist symposium XYZ Kunst aus Holz in Austria. The symposium was held within the factory for the
production of luxury wooden houses, which provided the artists with materials and woodworking
tools. One birdhouse, hand-made by the artist, became an element/module in Skyscraper for birds, a
“living” sculpture of a total of 160 such houses, some of which became nests for small birds living in
urban areas. As a critical object that points to the decrease in the number of birds in urban areas, and
the construction policy that seeks to accommodate as many people as possible in as small a space as
possible for the sake of profit, Skyscraper for birds has been so far erected in Austria, Rijeka and Cacak.
It is not excluded that it will appear elsewhere, because there is a module and a modular that enable its
construction, as well as the need for birds to have a habitat.

SPECIFICATIONS: handmade birdhouse, wood, 2003. Photos: Skyscraper for birds, from the art-
ist’s archive.
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IIPEJIPAT TEP3UR | PREDRAG TERZIC

PA3JIOTA HEMAM AJI” OIIET CAM CIIPEMAH

PapoBu cy Hacrajanu of 2019. rofuHe, a y cebu cajprke CerMeHTe U3 criopTa (KOIIapke), YMETHOCTY 1
nomnysapHe Kyarype. TokoM pajja Ha aKkBapenuMa, IIOKYyIIao caM Jia UCTPaXkyjeM MOMEHTe C KoLIap-
KaIIKMX YTaKMMIIA, KaCHMje [ja UX CIIajaM ¢ ofpeheHnM cerMeHTMMa 13 MCTOpUje YMETHOCTH, Kao 1
TPEeHYLMMa KOjU Ce U3JBajajy U3 IIPOTOKA BpeMeHa.

Behnna akBapena cy sanmmucyu 13 CBaKOJHEBHMIE KOja HAC OKPY)KYje C YIIMBOM HOBOHACTAa/MNX aKTy-
enHux porabama. Kpos pajjoBe pasmMarpaM Ha KOju HauMH ce MOXKe 00jaCHUTN/pa3yMeTH JaHalllibe
OKpY>Keme 11 KaKO Ce MOKe YBUIET! IIPOTOK BpeMeHa I IIPOCTOPa; IUTAMO Ce O BpeMeHY U IIPOCTOPY
y epu AUTUTATHOT OKPY>Keka 1 yOp3ama, KaKo ce CHaIa3MMO 1 Ha KOjJi HaulH ce IP>KMMO ofpehennx
¢dhopm, a Koje ce HeMMHOBHO Mea IIPY CBAKOM HOBOM TaJIacy. Y TOTaJIHOM 0OM/by CeH3alyja Kojuma
CMO OKPY>KeHM, IINTaMO ce U Kako mpoHahu ogpebeny nudopmanmjy koja Hac Moxe TOBECTI IO 3gpa-
601 pazyma i TUMe Ce CIIacTy ofj npuBpeMeHocTy. CBa 0Ba IIUTamba Koja ce II0CTaB/bajy /1ajy HaM HOBO
ocehame Jja cBe ITO ce JelIaBa HeKaKo ne6ay, 6e3 ucropujckor oxpebema, KoHLenTyanHe geduHN-
nuje n Kputnakor npocyhnsama. TakBa BpcTa mapagnurme je MecTo 3a Jieliopae 1 Tpaxkerme Moryher
U3/1a3a NIM OfTOBOPa Ha mocTtojehe crame.

CHELMOUKALIMJE: MHCTaNaluja, IPOMeH/bUBe fuMeH3Mje, of 2019. doTorpaduje 13 apxuBe yMeTHIKA.



L4
-
-l‘/ “
"
—
=
——

—

r

'l‘-( (




38

I HAVE NO REASON, BUT I’'M STILL READY FOR THE SEASON

The works have been created since 2019, and they contain segments from sports (namely, basketball),
art, and popular culture. While working on these watercolors, I tried to explore specific moments from
basketball games, and later combined them with certain segments from the history of art as well as with
the moments standing out from the passage of time.

Most of the watercolors represent records of the everyday life that surrounds us, influenced by current
events. Through my works, I examine the way in which today’s environment can be explained/under-
stood and the way in which we become aware of the passage of time and space; we consider time and
space in the era of digital environment and acceleration, and we wonder how we manage in those two
aspects and in what way we stick to certain forms, while time, as well as space, inevitably change with
each new wave. In a complete abundance of sensations that we are surrounded by, we also wonder how
to find certain information that can lead us to common sense and thereby rescue us from temporariness.
All these arising questions offer us a new feeling that everything that happens is somehow floating,
without historical determination, conceptual definition, and critical judgment. This kind of paradigm
is a place for acting and searching for a possible way out or for the answer to the existing situation.

SPECIFICATIONS: installation, variable dimensions, since 2019. Photographs from the artist’s archive.
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CEHKA TPUBYHAI | SENKA TRIVUNAC

OTOJbABAILE CUMYJIAKPYMA

Y cepuju dpotorpaduja Oiomasarwe cumynakpyma JOKyMEHTyjeM BelITauke IpUKa3e IOKpeTa M XKU-
BoTa y [Ipuponmaukom mysejy y Ibyjopky. JlokyMeHTapHM IPUCTYTI OBJie He 3aMp3aBa y ¢pororpaduju
IIOKpeTe, aKTUBHOCT, )KMBOT, HETO IIPMKa3yje HELITO IITO je MHa4e HEIIOKPETHO, MPTBO, MHCLEHMPAHO
U CUMYIMPAHO — XXUBOT PasIMUUTUX XKMBOTHUIbA C PaSHMUX KOHTMHEHATA, KOjU je HaMa HausIue[ y
HerocpeHoj 6/M3nHY, HafoxBaT pyke. OBa cUMy/aluja BIXOBOT KMBOTA je TONMKO BepHa a caM
Kerena Jia je JOKyMeHTapHOM GoTorpadujoM N3MeCTUM U3 jeTHOT Y PYTH U3/I0KOeH) IPOCTOP KAKO
611 MOTJIO J1a jOj ce KpUTUYKY IPUCTYIIN.

CHELUOUKALNIE: poTO-MHCTANALMja, AUMeH3Hje IpOoMeH/puBe, 2023.

EXPOSING THE SIMULACRUM

In the photo series Exposing the simulacrum, I document the artificial representations of movement and
life in the Museum of Natural History in New York. The documentary approach here does not “freeze”
movements, activity, life in photographs, but shows something that is otherwise immobile, dead, staged
and simulated - the life of different animals from different continents, which are seemingly in our
immediate vicinity, at the grasp of our palms. This simulation of their life is so faithful that I wanted
to use documentary photography to move it from one exhibition space to another so that it could be
approached critically.

SPECIFICATIONS: photo installation, variable dimensions, 2023
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HEHAJ TAJUR | NENAD GAJIC

ONE MOMENT

Vpeja 3a paj moTexsa je U3 BUIEO-CHMMKA Ha MHTEPHETY, Ha KOMe Ce BUIM TeK M3JIer/Ia ITHUIA Koja je
ncnana u3 rHesza. Ilospehena n cmompena, 6opu ce 3a )KMBOT. AyTOp CHUMKa Ha cBe Moryhe HaumHe
IIOKYIIaBa Jja je BpaTy y JKMBOT, a/I)l Ha Kpajy laHa He yCIeBa U NTHIA YMUpe. Y 0BOj ITUIIN U OBOj
60pOu 3a HbeH KMBOT BUMIU Ce jaCHA U HEJBOCMICIEHa CMMOO/IMKA KPXKOCTU U KpaTKohe )KMBOTHOT
LMKIIyCa, KOja CTOjM Y CIIPe3) U IMPEKTHOj CYIPOTHOCTY C HALIMM IIOKYIIajuMa [a )KMBOT YYMHUMO
BEJIMKUM, BOXXHUM 1 6oratum. OBa TeH3Nja U IPOTUB/bEE OTBAPajy MHOTA Jja/ba MUTAba U JUIeMe
y Be€3U C OBMM pajioM. PeanucTuvan 1 IpennsaH MprKas 0Be MUHMjaTypHE CKYIIType TEeK M3JIeXKeHe
ITHUIIE JOJATHO je MOOOJBIIaH CUMYIALIMjOM JiUcatba KOjy M3BOAM MallyHa Koja IOKyIIaBa Ja ce LITO
BUILIe TPUOIVOKY >)KMBOM Ouhy, ocTaB/bajyhn y ToM OKy1Iajy 4ysaH, HejacaH 1 aMbuBaneHTaH ocehaj.

CHEOMOUKAIUIE: CUINKOH, IJIACTUKA, Koca, MeTan, Il moTop, 7,5 cm x 7, 5 cm x 3 cm, 2019. Pap
ce Hamasy y Konekyuju Kynrypuor nenrpa Ilanuesa.

ONE MOMENT

The idea for the work came from a video on the Internet, which shows a newly hatched bird that fell out
of its nest. Injured and broken, he fights for his life. The author of the video tries to bring him back to
life in all possible ways, but at the end of the day, he fails and the bird dies. In this bird and this struggle
for its life, a clear and unambiguous symbolism of fragility and shortness of the life cycle can be seen,
which stands in conjunction and direct conflict with our attempts to make life great, important, and
rich. This tension and opposition raise many further questions and dilemmas related to this work. The
realistic and precise depiction of this miniature sculpture of a newly hatched bird is further enhanced
by a simulation of breathing performed by a machine trying to get as close as possible to a living being,
leaving a strange, vague, and ambivalent feeling in that attempt.

SPECIFICATIONS: silicone, plastic, hair, metal, DC motor, 7.5cm x 7.5cm x 3cm, 2019. The work is in
the collection of The Cultural Centre of Pancevo.









Eco-poetics
as critical
practices

mong the key themes that science and art have fo-

cused on over the past decades are the symbiosis
and interdependence of us and other living organisms.
When it comes to microorganismes, the immune system,
the digestive process would be unthinkable without the
benign bacteria and fungi that live inside us. Accord-
ing to recent scientific estimates, “90% of the cells that
comprise our bodies are bacterial [...] each human gut
has entered into a persistent partnership with over 150
species of bacteria, and that the human species main-
tains about 1000 major bacteria groups in our gut mi-
crobiome” (Gilbert, Sapp and Tauber, 2012: 327). When
we take into account the bacterial symbionts of our res-
piratory organs, skin, mouth and reproductive orifices,
that number is significantly higher.

Microorganisms play a crucial role not only in the
functioning of our organisms, but also in maintaining
hygiene in urban structures. Thus, sewage treatment
directly depends on the bacteria and molds that feed
on our organic waste. Cities would be uninhabitable
without them, furthermore, they directly influenced
the development of architecture and sewage infrastruc-
ture as we know it. Likewise, different types of molds
and fungi, as beings that consume all kinds of organic
waste, directly purify our settlements and remove from
them all the discarded things that could become harm-
ful to our health. In addition, mites and smaller insects

feed on tons of dead skin and hair cells that we discard
during our lives and thus significantly affect our space
as we know it.

Microorganisms and their importance to our health
and the environment generally remain outside the do-
main of the visible, until, for example, we need penicil-
lin or other molds to fight an infection caused by harm-
ful bacteria. However, larger organisms and the extent
to which we are dependent on them also remain outside
the realm of the visible and conscious. People who live
in cities may never have seen a cow in person, they may
not eat meat at all, but they could not avoid using as-
phalt surfaces and vehicles whose tires contain deriv-
atives of cow bodies. We depend on animals raised on
farms or in laboratories to a great extent, through var-
ious types of industry (food, automotive, pharmaceuti-
cal), through the indirect use of derivatives of animal
origin such as hormone therapies or products that we
are not even aware contain substances of animal origin.

Contemporary artistic and curatorial practices often
problematize these and similar phenomena, raising
questions about how dependent we are on the exploita-
tion of animal life and tissues. Thus, in 2010, the 12th
issue of Antennae - The Journal of Nature in Visual
Culture was dedicated to artistic practices that revolve
around pigs. It includes contributions and interviews
with 13 artists: Carsten Holler and Rosemarie Trockel,
Giovanni Aloi, Susan McHugh, Elio Caccavale, Field-
club, Wim Delvoye, Christien Meindertsma, Insa Win-
kler, Catherine Bell, Brett Mizelle, Kira O’Reilly and
Astrid Kogler.

According to the editor-in-chief, Giovanni Aloi, in that
issue of the journal, a pig is treated as “an animal on
the borders. Sometimes a pet, at others a pest, anon-
ymous farm animal, source of catastrophic pandemic
anxieties, indispensable scientific bio-resource, cute fic-
tional character, however preferably encountered on a
plate, roasted or minced. Historically very close to us,
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but kept conveniently distant at the same time [...] No
longer fit to live in the wild, evolved trough millennia of
deterritorialised captive existence, the postmodern pig
dramatically poses a ‘question of identity’. Where does
the animal end, and where do we begin? Who is more
prominently shaping whom in this becoming?” (Aloi,
2010: 3). These are precisely the key questions when it
comes to exploitation or any other relationship with
other living beings - how much do our relationship
with them shape us and how much are they a part of us?

The exhibition Eco-poetics: space for other beings and
us gathers artists and architects around complex ques-
tions such as: How do we share space with other beings?
How aware are we of other beings in our closest envi-
ronment? How do different beings affect the quality of
our lives? These questions cannot be approached from
the point of view or only one discipline because they re-
quire an interdisciplinary and even a transdisciplinary
approach, but art has a very significant role in pointing
out the key problems related to our relationship to other
living beings.

The exhibition contains installations by Miljena Vuck-
ovié¢, Katarina Jovanovi¢ Allfa and Senka Trivunac,
which were produced on this occasion and shown
for the first time, as well as recent works by Vladimir
Peri¢ Talent, Predrag Terzi¢, Jelena Mici¢ and Nemanja
Milenkovi¢, who reflect of space in a critical and eco-
logically conscious way, as well as the work of Nenad
Gaji¢, which recently became part of the collection of
the Cultural Center of Pancevo. Looking at the works
of these authors, we can conclude that eco-poetics are
not something that is grounded, given, canonical and
implied in creative practice. They arise from the strug-
gle, often activist, for life with other beings as a measure
of a quality of living, but also for the conditions which
would enable such quality of living. Furthermore, their
works refer to numerous mechanisms of control, sup-
pression and/or removal of other living beings from the

48

human close environment, whereby artistic practice
and artistic research in a communicative and some-
times humorous way show what these mechanisms look
like when viewed from a different angle.

Space for birds, space for people

Urban structures are not only habitats for people and
pets, which is often overlooked. Cities are the habitats
of many endangered species of birds and those that are
still in numbers that are not alarming. Some of those
birds we only hear, some we see, and more and more
often we receive information about drastic reductions in
their populations caused by pesticides used to eliminate
insects. In cities, we can see traces of the awareness that
cities should be made as accessible as possible to birds.
So, for example, on some Brutalist solitaires and blocks
from the 1970s and 1980s, one can notice purposefully
left openings in which smaller raptors such as kestrels
nest. During the cold days of winter, we can leave sun-
flowers and other seeds for small birds such as warblers,
redstarts, robins, and sparrows. We can also help other
small urban animals such as hedgehogs that hibernate
during the winter and need peace in holes in the ground,
between buildings or in some other hidden place.

However, in cities there are many more mechanisms to
control the settlement of birds. On the buildings, you
can often see traces of destroyed swallow nests that
were removed by the tenants through the nearest win-
dows. The leitmotif of the cities lately are the anti-bird
spikes that are placed as obstaclse to pigeons. Although
these spikes can be used positively to block birds” access
to power lines where they can get hurt or even Kkilled,
their use often goes beyond measure. Thus, in many cit-
ies, the tenants of the houses placed these spikes on tree
branches under which they parked their cars, which in
2017 in Bristol caused a great resistance in the public.
Katarina Jovanovi¢ Allfa turns to these mechanisms



of suppression and deprivation of habitat for birds in
her intervention, and in a witty way she uses the same
mechanism to prevent people from using (their) space.

The inversion of what is intended for humans and what
is intended for birds is also applied by Vladimir Peri¢
Talent in his long-lasting project Skyscraper for birds.
Created as a direct response to inhumane construction
policies that aim to sell as many apartments as possible
in as little space as possible, Skyscraper for birds con-
sists of 160 birdhouses arranged in a twenty-story sky-
scraper-like structure. Peri¢ explains the concept of the
work in a humorous way - birdhouses are not adapted
to the modern context in which humanism, empathy
or appreciation of individuality are not significant con-
cepts, and the measure of building apartments is only
profit, regardless of the adequacy of such housing and
the quality of life. Being aware of this, a young archi-
tect comes to ingenious ideas of building a skyscraper
for birds, hoping that this will become a global situa-
tion for bird housing, and that all the credit, both in
terms of fame and money, will go to him (cf. Arhitek-
ton, 1.3.2020).

Peri¢ built Skyscraper for birds first in Austria, then in
Rijeka, as part of the “Twisted Pocket” project of the
Museum of Modern and Contemporary Art, as part
of the Rijeka 2020 - European Capital of Culture pro-
gram. In both Skyscrapers, several pairs of birds have
built their nests, which is a great contribution to the
concept of Peri¢’s work as a specific “living” sculpture,
but it is also of importance to the birds that “upgraded”
the artistic work by moving in. Skyscraper for birds was
also installed in 2020 in the City Park in Cacak, as part
of the 30th Nadezda Petrovi¢ Memorial, where the art-
ist introduced a small diversion into his work. Namely,
the opening of the Skyscraper represented the symbolic
removal of the red crosses that blocked the openings to
the houses, and until that moment the building repre-
sented a quarantine for birds, in the spirit of the cur-

rent global situation. As most of the small city birds are
migratory, Peri¢, in the context of the disruption of the
ecosystem and the ban on movement during the pan-
demic, built this third Skyscraper for birds as a critical
object in the public space and a potential new habitat
for small birds.

Human space for plants; staging and
managing lives

When it comes to suppressing and removing other
beings from our close environment, it does not only
apply to birds and insects, but also to plants. In addi-
tion to the fact that wild plants have less and less space
to grow, they are also being systematically destroyed
due to pollen allergies and the suppression of ticks
that transmit many diseases, including Lyme disease.
When it comes to urban spaces, they are the field of bi-
opolitics and control of plant life through suppression
and protection mechanisms, because many trees and
parks had to be protected as natural monuments in or-
der to guarantee their right to life. In addition, popu-
lated areas are also places where plants are introduced
artificially, and the humanization of the living space
with plants is usually done through pots in which we
can have the most exotic, non-native, and even invasive
species. Through the installations of Miljena Vuckovi¢
and Predrag Terzi¢, we see that the life of those plants
in pots becomes very similar to the lives of people in
small, cramped, inadequate and isolated living and
working spaces. But they also become a means of com-
munication and connection with other people, a way to
discover whole new worlds.

When it comes to the mechanisms of life management,
inconsistent and contradictory mechanisms of protec-
tion and management of environmental pollution are
at the centre of the artistic research of Nemanja Milen-
kovi¢ and Jelena Mici¢. Milenkovi¢ investigates the
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relationship between protected areas and sport-tourist
hunting in them, and in his works we also see two an-
cient symbols of civilization - salt as a symbol of people,
a a nutrient without which one cannot live, a means of
preserving meat and animal derivatives, a means used
in wound suturing process; and the depiction of a deer
that had an important place in the history of Christi-
anity and family crests, but it is forgotten that it is a
living species that has the right to live freely, not just to
live until the next organized hunt. The focus of Jelena
Mici¢’s Red Analysis project is the pollution of air, wa-
ter, soil, as well as everything in them, which is visible
to us only because iron and its derivatives have a no-
ticeable red nuance. All other pollutions that are not so
noticeable remain in the domain of non-representable,
unprovable, and unstoppable, and they come to light
only when the consequences they create begin to be felt.

From all this we can conclude that our life with oth-
er beings is the result of numerous systems of removal,
suppression, control, artificial introduction and main-
tenance. The near and far environment as we know it
is a constant balancing act between suppressing the
undesirable and encouraging the desirable, be it exotic
plants in a climate zone that does not suit them or fields
of hybrid grains. In such a context, artists often un-
dertake actions that contribute to the awareness of the
disfigurement of the world created by the application of
biopolitics. British artist Simon Starling realized sever-
al actions with plants that were historically displaced
from their natural environment. With the Rescued Rho-
dodendrons action (1999), he transported seven plants
of this species from Scotland to Spain, from where the
species was introduced to Britain in 1763. In the reverse
process, he displaced cacti from the Tabernas desert
in Spain, where they were introduced during the 15th
century, and then more species were introduced in the
20th century for the purposes of filming western films.
However, he did not return them to the area of origin,
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but exhibited them in the Portikus gallery in Frankfurt,
in which he changed the climate by heating, so that the
cacti could survive, and then returned them to Spain.
In the post-Yugoslav region, Marko Brecelj reacted to
similar themes by carrying out humorous, soft-terrorist
actions as a reaction to the decision of the mayor of Ko-
per to buy 215 large palm trees using public funds, each
of which costed 2500 euros, and 75% of them did not
survive the first winter.

In the context of simulating the wealth of biodiversity
by introducing creatures that don’t belong to it, while
real biodiversities are being destroyed, artists critically
approach even more drastic simulations that don’t even
include living beings. Thus, in the works of Senka Triv-
unac and Nenad Gaji¢, we see objects that have a strik-
ing resemblance to real animals. Despite the maximum
physical (artistic) resemblance to living beings, these
objects don’t move at all or move with a single repeti-
tive movement. They are located in staged, controlled
environments. Such created scenes instruct us to look
critically at problems such as reducing living beings to
a single function that suits us (to look at them, to hunt
them for their horns, to eat them or something else).
They also make us think critically about the cost of see-
ing in our immediate vicinity animals that don’t even
live on the same continent as us.

The installation Exposing the simulacrum by Senka
Trivunac deconstructs the apparent normality of the
situation that animals are close to us, especially animals
of numerous different species that we would never be
able to see in one natural location. Collections of nat-
ural history museums, zoos, trophy collections, places
where illegally imported “exotic” animals or indige-
nous wild animals are deprived of freedom - these are
all places that create the false illusion that we have the
right to have wild animals in our vicinity for knowl-
edge, for prestige or for some other reasons. In a similar
way, Nenad Gaji¢’s object simulates a life that we are un-



able to reanimate, create, preserve, understand, thereby
putting us in a situation to realize that we are unable
to control the life of other beings and that control often
leads to suppression, deprivation, impoverishment or
creation of illusion that coexistence exists.

In place of a conclusion

Our living space is the result of many uncompromising
approaches to nature on the basis of which we suppress
or encourage unwanted or desired beings in our envi-
ronment. This is how we experienced the XXI century
without the plague, we suppress malaria, we suppress
disease from parasites that can be obtained from “un-
clean” water. However, in the process we forget that
plants don’t exist only to smell and look nicely to us, we
forget about the fungi that remove organic waste, about
the tiny animals that eat insects that can potentially
transmit various diseases and that suffer when highly
toxic pesticides are applied to insects. We forget that the
space we occupy is not only ours, that even our bodies
are not only ours, but are the habitat of many bacteria
and fungi that allow us to digest food, breathe, live.

For this reason, the exhibition Eco-poetics: space for
other beings and us gathers artists, architects and vis-

itors to think about the topic of sharing living space
with other beings, especially in urban environments.
How much does our life depend on these beings, how
much is our identity only ours? The exhibition is just a
small contribution to the great topic of survival, which
needs to be fought for every day and with the greatest
efforts, against poisoning by plastic, pesticides, metal
particles. It needs to be carried on through fight for
the life of bacteria and larger beings that are billions of
years older than us and whose complete role in ecosys-
tem, with all the achievements of science, we still can-
not fully understand.

Sonja Jankov

Aloi, Giovanni (ed.), “Pig” - special issue of Antennae:
The Journal of Nature in Visual Culture, 12 (Spring
2010)

Gilbert, Scott F., Jan Sapp and Alfred I. Tauber, “A Sym-
biotic View of Life: We Have Never Been Individu-
als,” The Quarterly Review of Biology, Vol. 87, No. 4
(December 2012), 325-341

»Drugi Neboder za ptice je u Rijeci - a prvi?, Arhitek-
ton, 1. 3. 2020.
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BMOTPA®UJE | BIOGRAPHIES

Mwumena ByukoBuh (1983, Hosu Cap), saBpuiu-
la je OCHOBHE M MacTep cTynuje Ha [lemaprmaHy 3a
apxutekTypy PaxynaTera TeXHMUYKMX Hayka y HoBom
Capny. IbeHo OCHOBHO MHTepecoBamwe M 3ajefHMUYKA
TeMa CBUX beHUX pajioBa jecTe IpOCTOp — Nepuenuuja
U Ipe3eHTalyja IPOCTOPa, HeroBa IPOMEH/bMBOCT I
rpannte. DeHOMEH IIPOCTOPA UCTPAXKYje KPO3 pasHO-
BpPCHe aKTMBHOCTHM, Kopucrehn pasmmunre mpucryme
U MeTOfie, Ofi MUKPO /10 MaKpO HIBOA, KPO3 II030pMIII-
He 1 ¢punMcke creHorpaduje, IpOCTOPHE U CBET/IOCHE
MHCTaNanmuje, A13ajH U3M0XKOEHNX IOCTaBKY, IPOAYK-
LUjy KynTypHuX site-specific norabaja, npegaBama u
ny6nukanuje. Creksa je 3Ha4ajHO IpodecroHamHo Kc-
KYCTBO y II0/by IIO30pMIIHE 1 (PUIMCKe CLieHorpaduje,
panmehn Ha mpojekTuMa pasHOPOLHOL CTUIA U 0OMMa
(npencraBe, nmepdopmancy, GUIMOBY, MY3UYKM CIO-
ToBYU, uth). Kpo3 mHTepnperanuje npocropa passuja
VHTEpeCcoBambe I 3a CBET/IO, OGHOCHO INTambe yTUIIaja
cBeT/Ia U AedpuHMCame IPOCTOpa KPO3 HeMaTepyjanaH
aCIIeKT cBeT/Ia. AKTMBHA je Kao IOTIIpefiCeHNIIA I KO-
OpAVMHATOpKa IpojeKkaTta y Yupyxemwy Cuenaiiopua.
PenoBHO yuecTByje Ha pasnM4NTUM CTPYYHUM CKYIIO-
BIMa Kao TOBOPHMK I y4eCHMIIA, yK/bydyjyhu IIpaniko
kBagpujeHane — PQ15, PQ19 u Berlinale Talents 2018.
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Miljena Vuckovi¢ (1983, Novi Sad), completed her
bachelor and master’s studies at the Department of
Architecture, Faculty of Technical Sciences in Novi
Sad. Her main interest and the common theme of all
her works is space — the perception and presentation of
space, its variability and boundaries. She explores the
phenomenon of space through various activities, using
different approaches and methods, from micro to mac-
ro level, through theatre and film sets, space and light
installations, design of exhibition settings, production
of cultural site-specific events, lectures and publica-
tions. She gained considerable professional experience
in the field of theatre and film scenography, working on
projects of various styles and scope (plays, performanc-
es, films, music videos, etc.). Through interpretations
of space, she develops an interest in light, in particular,
the question of the influence of light and the definition
of space through the immaterial aspect of light. She is
active as vice president and project coordinator in the
“Scenatoria” Association. She regularly participates in
various professional manifestations as a speaker and
participant, including the Prague Quadrennial - PQI5,
PQI19 and Berlinale Talents 2018.



Karapuna JoBanoBuh Allfa (1995, Beorpap), nu-
IJIOMMpPAJIa je ¥ 3aBplINM/Ia MacTep CTyAuje Ha Bajap-
cTBy Ha PaKynTeTy TMKOBHUX yMETHOCTHU Y beorpany,
y knacu npodecopa Mpbana bajuha. JobutHuma je
BUIIIe Harpajia 3a paj, YK/bydyjyhn Harpazmy 3a crjeHo-
rpadujy n 1u3ajH ciieHe y Pymynuju Theatar networking
talents (2017), Harpapny 3a pajg y KameHy (2017), Harpa-
ny 3a konexuujy ®JIY (2016). Ilopen BajapcTBa, 6aBnu ce
neppopMaHCOM U BullleMeAMjcKuM pagoM. Hajuenrhn
MeZVj1 enoBama cy nepopMaHc 1 MHCTananuja. Vsa
cebe MMa HEKOIMKO CAaMOCTaTHUX U3/10KOM y beorpa-
71y, KaO ¥ BUIIIE I'PYIIHUX U3/I0KOM IIMPOM PEervoHa, u
paj y HO30pUILTY Ha clieHorpaduju ¥ KOCTUMY 3a KOju
je HarpabhuBaHa y pernony. TpeHyTHO je aKTUBaH YlIaH
npojexta Commons, 3amuiparbe UHCTHUYyuje 6ygyh-
Hoctliu, Koju ce peanuayje y CpOuju ¥ MHOCTPAHCTBY. Y
CBOM pajiy ce HajBuile 06a3upe Ha CTame IOjeHIIA
Kao (pyHKI[MOHA/IHE jeJUHKe CUCTEMa, VICIIUTYje I03U-
IjUje y OKBMpUMa MOTYhHOCTM 1 OTeHLIMjaIa U JaTor
CuCTeMa BPEJHOCTU. YYeCcTBOBa/lala je Ha HEKOMNKO
YMeTHUYKMX KOJIOHMja ¥ pafuoHuua. Pay sa crmabosu-
Iie M CIIeTle KOjU je peanns3oBana y OKBUPY NpojeKTa ¥
gogupy ca TocTao je feo Konekuuje Myseja caBpemene
ymeTHOCTU y Beorpapny.

Katarina Jovanovi¢ Allfa (1995, Belgrade), com-
pleted her bachelor and master studies in sculpture
at the Faculty of Fine Arts in Belgrade, in the class of
Professor Mrdan Baji¢. Her work was awarded for sev-
eral times, including the scenography and stage design
award in Romania “Theatre networking talents” (2017),
the award for work in stone (2017), the award for the
FLU collection (2016). In addition to sculpture, she is
engaged in performance and multimedia work. Her
most common mediums of action are performance
and installation. She has had several solo exhibitions
in Belgrade and took part in several group exhibitions
throughout the region, worked in theatre on scenogra-
phy and costumes for which she was awarded in the re-
gion. Currently, she is an active member of the project
“Commons, imagining the institution of the future,”
which is implemented in Serbia and abroad. In her work,
she pays most attention to the state of the individual as a
functional unit of the system, examines positions with-
in the framework of opportunities and potentials and
the given value system. She participated in several art
colonies and workshops. The work for the visually im-
paired and the blind, which she produced as part of the
“In touch with” project, became part of the collection of
the Museum of Contemporary Art in Belgrade.
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Hemamwa MunenkoBuh (1996, Hosu Can), ocHOB-
He akajeMcke cTyamje (2019) m Mactep akajeMcke
cryauje (2021) 3aBpmvo je Ha AKafieMujui YMETHOCTH
y Hosom Capy, Ha crygmjckom mporpamy Cnmkap-
CTBO, y Knacu mpogecopa parana Marnha, rue je un
3aII0CTIEH Kao CTPYYHM capapgHuk of 2021. rogune. lo
cajia je CBOj paji IpuKasao Ha 14 caMOCTa/THUX U3JIOXK-
6u, a y4ecTBOBAO je Ha Ipeko 30 TPyIHMUX U3TIOKOU Y
3eMJBJ I MHOCTPAHCTBY. JJOOMTHUK je HEKONUKO IPU-
3HaMa U Harpajia off Kojux usnsaja [ogunimwy Harpapy
JlermapTMaHa NMMKOBHMUX YMETHOCTM 3a HajyCIIEINHWjU
YMETHUYKY PaJ] U3 YMETHMYKe NVICLMUIUINHE C/IMKatbe
(2019). Crunenpucra je Jocuitieje — ®onpa 3a mnaze
tanenTe 2018/2019. u 2019/2020. rofuHe, Kojy fofesbyje
MuHucrapcTBo omnaguHe u cnopra. Yman je CVY-
JIYB-a (CaBes yppy>kema TMKOBHUX yMeTHMKa BojBo-
nuue) u Lok 3a/lpyie, y okBUpYy Koje ypebyje mukoBan
nporpam og 2020. ropune.
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Nemanja Milenkovi¢ (1996, Novi Sad), completed
his BA (2019) and MA studies (2021) in Painting at the
Academy of Arts in Novi Sad, in the class of Professor
Dragan Mati¢, where he has been employed as a pro-
fessional associate since 2021. So far, he has shown his
work at 14 solo exhibitions, and participated in over 30
group exhibitions in the country and abroad. He is the
recipient of several awards and prizes, of which he sin-
gles out the Annual Award of the Department of Fine
Arts for the most successful artistic work in the art
discipline of Painting (2019). He is a scholarship holder
of Dositeja — Fund for Young Talents 2018/2019 and in
2019/2020 he was awarded a scholarship by the Min-
istry of Youth and Sports. He is a member of SULUV
(Union of Associations of Visual Artists of Vojvodina)
and artist’s cooperative Shock ZaDruga, within which
he organizes art program since 2020.



Jenena Munuh (1986, Kmwasxesar), Mmarucrpupana
je Ha AKafileMuju TMKOBHMX yMeTHOCTH y beuy (2020),
Ha oficeKy 3a TekcTya/nHy CKy/nnTypy, a MacTep CTyfuje
dunosoduje (2012) n gunnomcke cryauje Ha Karegpn
3a CKaHJ[MHABCKe jesnke 1 KmpKeBHOCTH (2010) 3aBp-
muia je Ha YHuBep3urery y beorpany. V ymeTHM4KOj
Ipakcy 6aBy Ce APYIITBEHO-NOMUTUYKIM aCIeKTIMa
60je 1 60jHUX CUCTEMA, KAa0 ¥ MaTepUjaIHIM yC/IOBIMA
pana. TpeHyTHO pajy Kao YMETHUYKM JUpeKTop ¢e-
cTuBana 3a ymMeTHocT un aktususam WIENWOCHE y
Beuy. Vimana je o capja 21 camocTanuy nsnoxoy y Cp-
6uju, Ayctpuju, Cnosaukoj, Mahapckoj, neBet nsnoxom
peanu3oBaHMX y KOMabopaluju ¢ joul jefHUM YMETHHU-
KOM J Y4eCTBOBAJIa je Ha IpeKo 160 rpymHMX n3noxom
y Cp6uju, Aycrpuju, Vranuju, Hemaukoj, CroBenuju,
byrapckoj, Ilommckoj, Pymynnju, Xpsarckoj, Ilopryra-
muju. JJoOUTHNUIIA je HEKONMMKO HAarpaja M IOXBajia 3a
pan, meby xojuma ce usnBajajy Jumuitipuje bawuuesuh
Manienoc, beorpan/Ibyjopk (2021); IloxBanna Harpaja
AxajieMuje TMKOBHMX YMETHOCTH 33 HajOO/be 3aBpIIHe
Tese, Beu (2020); O1 Talentestipendium Bildende Kunst,
Beu (2018); kiiltiir gemmal! Fellowship, Beu (2018); Ipyra
Harpazia — Fassadengestaltung Wettbewerb, Beu (2015);
ITpBa Harpapa 3a ¢pororpadujy — IIOK, beorpan (2012);
IIpBa Harpapa 3a ¢ororpadujy — Creative or Cloned,
Beorpap (2011). PagoBu joj ce Hanase y jaBHUM KOJeK-
uujama: Wienmuseum, beu, Koneknuja rpaga beua,
Artothek des Bundes (MwmHucrapctBo ymeTHOCTH,
KYJIType, jABHOT CeKTopa 1 criopra), Ayctpuja, Kupfer-
stichkabinett der Akademie der bildenden Kiinste, Beu,
3aBu4ajun mMysej Kmaxxepair.

Jelena Mici¢ (1986, Knjazevac) received her master’s
degree at the Academy of Fine Arts in Vienna (2020), at
the Textual sculpture class, and she completed her mas-
ter’s studies in Philosophy (2012) and graduate studies
at the Department of Scandinavian Languages and Lit-
eratures (2010) at the University of Belgrade. In her ar-
tistic practice, she deals with the socio-political aspects
of colour and colour systems, as well as the material
conditions of work. She currently works as the artistic
director of the art and activism festival WIENWOCHE
in Vienna. She has so far had 21 solo exhibitions in Ser-
bia, Austria, Slovakia, Hungary, 9 exhibitions realized
in collaboration with another artist and participated
in over 160 group exhibitions in Serbia, Austria, Italy,
Germany, Slovenia, Bulgaria, Poland, Romania, Croa-
tia, Portugal. She is the recipient of several awards and
commendations for her work, among which stand out
the Dimitrije Basicevi¢ Mangelos, Belgrade/New York
(2021), appreciation prize from the Academy of Fine
Arts for the best final theses, Vienna (2020), O1 Tal-
entestipendium Bildende Kunst, Vienna (2018), kiiltiir
gemma! Fellowship, Vienna (2018), Second Prize - Fas-
sadengestaltung Wettbewerb, Vienna (2015), First Prize
for Photography - POK, Belgrade (2012), First Prize
for Photography — Creative or Cloned, Belgrade (2011).
Her works are in public collections: Wienmuseum, Vi-
enna, Collection of the City of Vienna, Artothek des
Bundes (Ministry of Art, Culture, Public Sector and
Sports), Austria, Kupferstichkabinett der Akademie der
bildenden Kinste, Vienna, The Homeland Museum in
Knjazevac.
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Bnagumup Ilepuh Tanent (1962, 3emyn), crygupao je
rpaduky n ¢portorpadujy Ha PakynTeTy NpUMeHEHNX
yMeTHOCTM U fu3ajHa y Beorpagy. Op 1986. mo 1996.
U3Jarao je mop nceysoHuMom TameHt, a of 1996. o
2006. xao unau rpymne Talent Factory. On 2006. pagn
Ha IIpojeKTy Mysej gemiurbcitiéa. tberos pap nnypanu-
CTUYKOT M3pasa IpUIIafia KOHIENTYaTHOj YMETHOCTHI
U IPENO3HAT/bYB je HAa PA3HUM YMETHUYKMM IIOJ/bMIMA:
Yy My3}LM, Y BU3Ye/THOj YMETHOCTM — Ipauum u rpa-
¢dbuukom ausajuy, pororpaduju, Te y TMKOBHOj yMeT-
HOCTY Y KOjoj ce u3pakaBa y (opMmu MHCTananuja,
objexata 1 ready-made o6jexara. [lo cajja je msnmarao Ha
niesfleceTak CaMOCTanHuX U Ha Buule o 200 rpynHmux
n3noxx6m. buo je npencrasuuk Cp6uje Ha 55. bujenany
y Benenuju, 2013. rogune, ¢ Munouem Tomuhem.

ITpegpar Tepsuh (1972, Beorpap), sunnomupao je u
Maructpupao Ha PakynaTeTy AMKOBHMX YMETHOCTHU
y beorpany, oncex cimkapcrso. [lokropupao Ha VIn-
TepAMCLUIUINHAPHUM CTYAMjaMa Teopuje YMeTHOCTU
U Mefuja Ha YHMBEP3UTETy yMmMeTHocTH y bBeorpapmy.
PagoBu My ce Hanase y Bullle IPMBAaTHUX KOIEKLMjA Y
3eMJbU M MHOCTPAHCTBY. V3arao je Ha 25 camocTamIHNX
u310>x6u 1 Buie off 40 TPYIHUX USIOKOU Y 3eM/BM U
nHocTpaHcTBy (Hemauka, Cnosennja, benrmja, Kana-
ma, Aycrpuja, CAJl, Vtannja, I'puka, buX, Lipxa l'opa,
[IBencka, Ilobcka, Pymynnja, byrapcka, Kunap, Typ-
cka, Monpasuja, Anbannja).
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Vladimir Peri¢ Talent (1962, Zemun), studied art print
and photography at the Faculty of Applied Arts and
Design in Belgrade. From 1986 to 1996 he exhibited
under the pseudonym Talent, and from 1996 to 2006 as
a member of the Talent Factory collective. Since 2006,
he has been working on the Museum of Childhood
project. His work of pluralistic expression belongs to
conceptual art and is recognizable in various artistic
fields: in music, in visual arts - fine art print and
graphic design, photography, installations, objects and
ready-made objects. So far, he has exhibited at about
60 individual exhibitions and at more than 200 group
exhibitions. He represented Serbia at the 55th Venice
Biennale in 2013 with Milo§ Tomic¢.

Predrag Terzi¢ (1972, Belgrade), graduated and gained
his master’s degree at the Faculty of Fine Arts in Bel-
grade, department of Painting. He holds doctorate in
Interdisciplinary Studies in Art and Media Theory from
the University of Arts in Belgrade. His works are in sev-
eral private collections in the country and abroad. Ex-
hibited at 25 solo exhibitions and more than 40 group
exhibitions in the country and abroad (Germany, Slo-
venia, Belgium, Canada, Austria, USA, Italy, Greece,
Bosnia and Herzegovina, Montenegro, Sweden, Poland,
Romania, Bulgaria, Cyprus, Turkey, Moldova, Albania).



Cenka Tpusynan (1984, beorpan), 3aBpunia je 2005.
OCHOBHe CTyfuje Ha PakynTeTy IpUMEHEHNX yMeT-
HoCTH, ofceK ¢ororpaduje, y Arunu (I'puka). Togu-
He 2020. 3aBpum/ia je OCHOBHE M MacTep CTyAuje Ha
dakynTeTy MMKOBHUX yMeTHOCT! y beorpanmy, omcex
BajapcTBO, y K1acu Mpbana bajuha. [lo capa je numana
camocTanHe nsnoxb6e Master State y Jlomy omnapsuHe
Beorpapa (2020) u Ja u moj majmyn y Maiayuny Kpasbe-
Buha Mapka (2022, ¢ [lparanom Hukoneruh). Yuectso-
BaJIa je Ha OpPOjHUM IPYIIHUM M3I0KO6aMa, YK/by4yjyhn
usnox6y Cnoboga je neiia kag ce o woj tieéa, y Llentpy
3a KynITypHy gekoHTammHanujy — LI3K] (2016); Us-
7o0a LpTexa M CKyInTypa Manor ¢popmara y Jomy
omaauHe beorpana (2018); PECTYM (PectmBan cry-
fenara YHmBepsurtera ymerHoctu) y CKII-y (2019).
YMmeTHnuKa je pupekTopka Yapyxema IIVX, xoje je
OpTaHM30Ba/O TPM pe3NJieHIMjaTHa IPOrpaMa y cemy
Byjaunh xop Ba/beBa 1 I1ecT KOeKTUBHUX U3TIOXKOM Y
Beorpany u BapeBy. YuecTBOBasa je 1o IO3UBY y pesu-
nenuuju Tabyu y WipaH3uyuju, y opranusanuju 3eMyH-
CKOT MaJIOT YMeTHMYKOT IjeHTpa — 3MVII (2014) un Ha
JanoBumykoj 1MKoBHOj KomoHMju (2021).

Senka Trivunac (1984, Belgrade), completed her BA
studies at the Faculty of Applied Arts, Department of
Photography in Athens (Greece) in 2005. In 2020, she
completed BA and MA studies at the Faculty of Fine
Arts in Belgrade, Department of Sculpture, in the class
of Mrdan Baji¢. So far, she has had solo exhibitions
“Master State” in the Belgrade Youth Center (2020) and
“Me and my monkey” in "Magacin” Kraljevica Mar-
ka (2022, with Dragana Nikoleti¢). She participated in
numerous group exhibitions, including the exhibition
“Freedom is beautiful when it is sung about” at the
Center for Cultural Decontamination — CZKD (2016),
Exhibition of small-format drawings and sculptures at
the Belgrade Youth Center (2018), FESTUM (Festival of
students of the University of Arts) in Student Cultural
Center (2019). She is the artistic director of the PUH as-
sociation, which organized three residential programs
in the village of Bujaci¢ near Valjevo and six collective
exhibitions in Belgrade and Valjevo. She participated by
invitation in the “Taboos in Transition” residency in the
organization of the Zemun Small Art Center - ZMUC
(2014) and in the Jalovik Art Colony (2021).
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Henap I'ajuh (1982, ITanueBo), gumnomupao je 2006.
roguHe Ha PakynTeTy NpUMEHEHNX YMETHOCTH Y be-
orpapy, Ha oficeKky 3a rpaduuku amusajH. Op 2007. ro-
[VHe Tpajiu Kapujepy y o6/acTu crenmjamanx edexara
u ¢unmcke macke. Pagu Ha MHOroO6pojHNM foMahnum
¢unmosuma, TB cepujama n 3a mosopuira. Ynopeno
ce MHTepecyje 3a stop motion 1yTKa aHMMaLWjy U pagu
Ha NMPOAYKIMjaMa y 3eM/bM 1 nHOCTpaHcTBY. Op 2013.
U3J1aXke TIOKpeTHe CKYINTYpe, KAKO MUHUjaType, TaKO
U y BeNUKUM JuMeHsnjama. Beh 2013. nobuja Harpagy
3a npomupere meguje. O 2018. n3nake peancTUIHE
IIOKPETHE CKYJIITYPe KOje CUMYINPAjy SUCakbe XUBUX
6uha u To mocraje r;maBHa TeMa KojoM ce 6aBM Y CBOjUM
pajoBuMa. AHMMATPOHMK QUIYpe je N3Pajyo 3a YMeT-
HUYKO-HayuHy n3nox6y Human 2.0 3a My3ej 6ygyhto-
ciiu 'y Jlybanjy, satum 3a amepuuku ¢unm Baxgan n
u3jarao UX Ha 6pojHuM m3noxbama, ykpyuyjyhnm 58.
Oxkrobapcknu canoH y beorpany.
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Nenad Gaji¢ (1982, Pancevo), graduated in 2006 from
the Faculty of Applied Arts in Belgrade, Department
of Graphic Design. Since 2007, he has been building a
career in the field of special effects and film masks. He
worked on numerous films, TV series and theatres in
Serbia. At the same time, he is interested in stop mo-
tion puppet animation and works on productions in the
country and abroad. Since 2013, he has been exhibiting
moving sculptures, both miniatures and large-scale. In
2013, he received the award for extended media. Since
2018, he has been exhibiting realistic moving sculptures
that simulate the breathing of living beings, and this be-
comes the main theme he deals with in his works. He
created animatronic figures for the art-science exhibi-
tion Human 2.0 for the Museum of the Future in Dubai,
then for the American film Vandal and exhibited them
at numerous exhibitions, including the 58th October
Salon in Belgrade.



CEJIEKTOPKA 1 KYCTOCKMIbA | ARTIST SELLECTOR AND CURATOR

Coma Jankos (1985, Hosu Capn), nucrpaxupaunua je u
KYCTOCKIHA. 3aBpIINJIA je HayYHe JOKTOPCKe CTyAuje
U3 Teopuje YMETHOCTM 1 Mefinja Ha LleHTpy 3a mHTep-
BMCLUUIUIMHAPHE CTyAuje YHUBep3UTeTa YMETHOCTHU
y Beorpany, og6panusmu 2021. roguHe fucepTanujy
Huinuparee apxuitiexiiiype jyiocnoeeHckoi MmogepHuma
Kao clieapanauky U UHiepiupeitiailueHu meiiog y cas-
pemeHum ymeiiHuuKum ipaxkcama. JIpymrBo ucTropu-
vyapa ymeTHOCTH CpOuje Harpafinio je meHy U3nox0y
(He)xonctupykuyuje apociiopa: apxuitieKiwypa gpyium
cpegcimisuma, y I'anepuju caBpemene ymernocru Ilan-
4yeBa, Kao Hajoosby ayTOpCKy 13moxo0y y 2021. rognum.
Kao kycroc je peanusoBama usnoxée y Kynrypaom
ueHTpy beorpaga, Tamepuju caBpeMeHe yMeTHOCTU
- IlanueBo, l'anepuju Pemoniti — beorpag, MMCY -
Pujexa, l'anepuju Kasamain — Ocujek, Ilorony Jegum-
citieo — 3arpe6. AyTop je HeKO/INMKO HayYHUX pafioBa 1
6pojHux Tekcrosa 3a nsnox6e. XKusu y Hopom Capny.

Sonja Jankov (1985, Novi Sad) is researcher and
curator. She completed her doctoral studies in Art
and Media Theory at the Centre for Interdisciplinary
Studies, University of Arts, Belgrade, with dissertation
“Citing the Architecture of Yugoslav Modernism as
Creative and Interpretative Method in Contemporary
Artistic Practices.” The Society of Art Historians of
Serbia awarded her exhibition “(De)construction of
space: architecture by other means” in Gallery of
Contemporary Art, Pancevo, as the best exhibition
in 2021. As a curator, she realized exhibitions in the
Cultural Centre of Belgrade, Gallery of Contemporary
Art - Pancevo, Gallery Remont - Belgrade, MMSU -
Rijeka, Gallery Kazamat - Osijek, Pogon Jedinstvo -
Zagreb. She is the author of several scientific papers and
numerous texts for exhibitions. She lives in Novi Sad.
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