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Aproprijacije 0: Koncert za ludi mladi svet
| Appropriations 0: Concert for the Crazy Young World | 2006



Nebojsa Milenkovi¢

strategije
ekscesa

ili ko se zuri
uleti mu duric¢

» Svaka istinska umetnost zivi u getu,
razlika je samo u njegovoj velicini. «
Mileta Prodanovi¢

Ispraznjeno od sadrZaja, smisla, pritisnuto
nedostatkom vitalnih pokretackih idejai(li) ideologija, moralno
dezintegrisano, ekonomski potkopano drustvo danasnjice
kreirano je permanentim krizama, potresima, kataklizmama,
poremecajima... Nikad, ¢ini se, u poznatoj istoriji coveanstvo
nije u toj meri bilo optere¢eno sindromom hroni¢nog
izostanka smisla. Ukoliko sve jo$ smestimo u kontekst zemlje
koja se nekad zvala S(F)R Jugoslavija, zatim Drzavna zajednica,
onda kolokvijalno ovi prostori, a danas Republika Srbija - i
grad Beograd, koji je samo u prethodne dve decenije bivao
prestonica Cetiri (razli¢ite) drzave, gde permanentna kriza traje
najmanje pola veka, stanje nestabilnosti namece se kao trajna
vrednosna odrednica. Nestabilno drustvo proizvodi iste takve
institucije, nestabilne institucije proizvode stanje imovinske
i pravne nesigurnosti, imovinska i pravna nesigurnost trajno
razaraju ekonomiju, trajno razorena ekonomija produkuje
entropiju smisla na svim poljima, dovodedi, u kona¢nom
ishodu, do nestanka nade kao one pokretacke energije
jednog drustva bez koje ovaj zacarani tocak nece mo¢i da
pocne da se okrece u suprotnom smeru. | dok se razorene
ekonomije, razorene institucije i razoreno drustvo dugoroc¢no
gledano mozda i mogu popraviti — pitanje je $ta se u ovakvim
okolnostima desava sa ljudskim dusama? Naposletku, Sta,
dakle, u takvim drustvima moze da se oc¢ekuje od umetnosti?
Cemu ili kome umetnost i umetnici ovde uopste sluze? | da i
umetnik, nastanjen recimo u Beogradu, danas moze ponoviti
reCenicu koju je u vreme tzv. realnog socijalizma izgovorila
jedna umetnica iz Budimpeste: ,Moj socijalni i umetnicki
status? — Pa to je Cista geografska i bioloska nepravda“?

Zena koju volim da sre¢em
| Woman I Like to Meet | 1989






uros duric

— radikalni optimista

ili pesimista sa iskustvom?

- A dali pomenuto vazi i u slu¢aju ako se

taj umetnik, recimo, zove Uros Buri¢?

- Mislite li na ,onog” Urosa Buri¢a?!

- Da, mislim upravo na tog.

- Pa on uopste nije umetnik?

- Nego $ta je?

- Elementarna nepogodal!

- Ne znam, u Muzeju kazu da je on umetnik.

- Ko da su pa oni u Muzeju normalni, uostalom,
koji moj si toliko zapeo sa tim Buricem?!

Od svoje pojave na srpskoj umetnickoj sceni Uros
Duric je licnost koja izaziva zbunjenost, polemike, nedoumice
i kontroverze. Simbolickim ¢inom njegovog uvodenja na tzv.
velika vrata art-scene mogao bi se, medutim, oznaciti pocetak
zajednickog izlaganja sa Stevanom Markusem, 1989. godine.
Teoretska artikulacija zajednickog umetnickog delovanja
usledila je marta 1994, kada Buri¢ i Marku$ zajedno potpisuju
i objavljuju Manifest Autonomizma. U zemlji koja se ubrzano
dezintegrisala i raspadala, pucajuci po Savovima —gde suratna
masinerija, ali i socijalna i ekonomska beda mlele sve pred
sobom namecuci kolektivizaciju i uniformisanost kao pozeljne
vrednosti, Puri¢ i Markus za vrhunski princip svoje umetnosti
proglasavaju autonomizam. Pokoravanje iskljucivo vlastitim
zakonima i licnim (licnostnim) principima ovaj dvoclani pokret
¢ini incidentnim mestom, odnosno onom energijom koja, po
mnogim teoreti¢arima, presudno obelezava situaciju povratka
figurativnog slikarstva devedesetih:

Javlja se potreba za formiranjem jedne moguce stvarnosti odvojene,
kako od realnog sveta tako i od same umetnosti, u kojoj ce fantastika i
konkretni dogadaji, stvarni i izmisijeni likovi ili predmeti, istorijski stilovi
i pravci, ideje, naznake, simboli i predstave nesmetano funkcionisati."

Uros, Slavica i Stevan na Golgoti
| Urog, Slavica and Stevan on Golgotha | 1992

< Dva najveca srpska slikara u brisu¢em letu
| The Two Greatest Serbian Painters
inaSteep Dive | 1990

1 Uro$ Buri¢, Stevan Markus, Manifest
Autonomizma, Savremena galerija Centra
za kulturu ,Olga Petrov”, Pancevo, jun 1995.



Svoje paralelne slikarske stvarnosti Buri¢ i Markus definisu,
dakle, u trenutku kad ¢itava Srbija zivi u konstruisanim
paralelnim realnostima cije dominantne vrednosti postaju
turbo-folk, ki¢, populizam i drustveni eskapizmi svih vrsta.
Paralelnim realnostima Srbije predgrada i kulture trenerki
- poigravajuci se kontekstima autonomisti suprotstavljaju
modernisticku teznju za estetizacijom drustva, kulturom
otpadnistva, koznih jakni, istorijskih avangardi i autenti¢nog
beogradskog urbanog duha. Samoproglasivii se za Zive
klasike, ali i najvece srpske slikare (videti Buri¢eve programske
slike: Dva najveéa srpska slikara u brisu¢em letu, 1990, i
Bespredmetni autonomizam: Ubistvo ili dva najveca srpska
slikara umirena svojom velicinom, 1997), autonomisti svesno
provociraju, pa i iritiraju umetni¢ku sredinu koja, u vlastitoj
ucaurenosti, na ovakve ekscese svakako nije mogla da ostane
imuna. Sam manifest sracunato je realizovan kao Samar
drustvenom ukusu, ali i samoj umetnickoj sceni, posto je,
po autorima, neposredan povod za njegovo pisanje upravo
pokusaj svodenja na minimum plitkoumnih pri¢a o njihovom
slikarstvu. Umesto pozicije umetnika koji zavisi od konteksta
u koji njegovu umetnost smestaju kustosi, galeristi i ostali
akteri u (ne/postojec¢em) art-sistemu — autonomisti konstruisu
vlastiti umetnicki kontekst (kontekste): Lepota ovog slikarstva
je i u simpaticnom, no odlu¢cnom odbacivanju umetnickih
mistifikacija samog dela, a ironijski pristup pojmu kulture i
njenim savremenim i/ili istorijskim slojevima ¢cini Puricev rad
odlicnim predstavnikom onoga $to moZemo nazvati ,fictional

"2

site” ili ,aktivni eskapizam”.

< Autonomisti | The Autonomists | 1995
| foto/photo: Vuka Mijuskovi¢

w Bespredmetni autonomizam:
Autonomisti | Non-objective Autonomism:
The Autonimists | 1997

2 Lidija Merenik, no wawe: 1992-1995, u: art
in yugoslavia 1992-1995, Fond za otvoreno
drustvo, Centar za savremenu umetnost,
Beograd, 1996.




Rasprodaja: Konjanicki
autoportret | The Sell Out:
Cavalryman Selfportrait | 2002

3 Miomir Gruji¢, Uputstvo za prijem i dalje
emitovanje, katalog za Akciju No.5, Urbazona,
Beograd, 1993.

Ovako markiranih, autonomisti¢kih pozicija Buri¢ se drzi i od
trenutka kad pocinje da izlaze samostalno, klasi¢ne slikarske
tehnike zamenjujudirazlic¢itim eksperimentima u polju prosirenih
umetnickih medija. Ono $to ostaje nepromenjeno je prisustvo
autorovog lika — tacnije autoportreta kao one tematske niti koja
povezuje razli¢ite faze i cikluse Buri¢evog slozenog umetnickog
opusa. Druga (promenljiva) konstanta su urbane vrednosti
koje autonomisti promovisu i unutar neformalne umetnicke
zajednice Urbazona - projekta kog u leto 1993. inicira jo$ jedna
kultna li¢nost beogradske kontrakulturne scene, slikar i radio-
voditelj Miomir Gruji¢ Fleka. Uz podr3ku tadasnjeg nezavisnog
Radija B92, upravo Urbazona pokusava da legitimise i ucini
vidljivijim jedan od onih principa koji i za Puri¢evu umetnost
ostaje dominantan do danas. Taj princip, u najkra¢em, mogao bi
se sazeti u stav da umetnik jeste licnost angazovana u odbrani
grada. Umetnik je odgovoran za grad u kom Zivi. Za njegov
duh. Urbanitet. On je taj koji se razlikuje i koji stalno ukazuje
na razlike, on je taj ciji se jezik i energetski naboj tesko uklapaju
u suZeni, netolerantni i u svakom pogledu tragikomicni sistem
kulturnih vrednosti.* Kultna mesta beogradske urbane scene, uz
Jugoslovensku kinoteku, devedesetih postaju i Klub Akademija,
bioskop Rex, galerija Sebastian, Paviljon Veljkovi¢, podjednako
koliko i beogradske ulice ili privatni stanovi.
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muzika.

strip. ego-trip.

ili: umetnik kao umetnost

Postoje elementi iz Buriceve biografije koji ¢esto presudno
uticu na recepciju njegove umetnosti. Naime, kad god se
o Urosu govori ili pise uvek se istice kako je on urbani lik, iz
umetni¢ke porodice, ljubitelj filma i stripa, slikar, izdavac,
dizajner, radio-voditelj, gitarista, bubnjar pank benda Urbana
gerila, glumac, fudbalski navija¢, javna licnost... Na neki
nacin upravo je Puri¢ onaj nas umetnik koji je najpotpunije
shvatio Vorholovu postavku o tome kako umetnik danasnjice
jednostavno mora da bude slavan. Li¢na istorija, porodi¢ni
background (UroSev otac takode je bio umetnik, a majka
urbanista), popularna kultura, ali i znanja stecena iz istorije
umetnosti (koju Puri¢ studira pre upisa na umetnicku
akademiju), vazni su kao polazne osnove za otpocinjanje
kompleksnih igara u kojima sam umetnik, njegovo fizicko,
emotivno, intelektualno i umetnicko telo postaju medij(um)
kroz koji se ispoljavaju razli¢ite frustracije vremena u kom ova
umetnost nastaje. Pre svega u odnosu na (mikro)promene
koje svakodnevno dozZivljava grad u kom je roden, u kom se
intelektualno i emotivno formirao i za Cije stanje urbaniteta se
oseca direktno odgovornim. Umetnik, dakle, postaje medijum
koji, govoredi o sebi, govori i o promenama koje se deSavaju
na telu grada, koji predstavlja njegovu sustinsku duhovnu i
umetni¢ku potrebu:

Mrzim svoje slike jer nisu onako savrSene kao sto sam ja bio
savrsen dok sam imao viziju istih tih slika... Treba sebe cini¢no
predstaviti kao ljubaznog ali ostrog gospodina Sveznajuceg...
Tu, na slikama, smo ja i bi¢a. Ne treba nam razumevanje ili teret
velikih odluka. Mi smo Moc¢na Igra i Slava Autonomizma! Mi smo
bi¢a kojima se moze prepustiti svet!

I mi imamo svoje strahove i gadosti ali se ne odri¢emo nijednog
lika svoje licnosti jer znamo da kada ovek hoce nesto da uradi,

n

Povratak mrtvog slikara s novim problemima:
1991 - Buka u modi | Return of the Dead
Painter with New Problems: 1991 — Noise in
Fashion | 2006

< Elkepop: Rep 3 | Elkepop:Rap 3 | 2003



4 Uros Buri¢, Stevan Markus, Manifest
Autonomizma, Savremena galerija Centra za
kulturu ,Olga Petrov”, Pancevo, jun 1995.

da se suoci, mora da pojede poneko govno. Slava se sastoji u
mogucnosti izbora sta Cete od ponudenog pojesti. Mi smo svoje
izabrali. To je nezni totalitarizam, i Zao nam je Sto ga se svi odricu.
Nase slike nisu proizvod majstorstva koje je samo sebi svrha; one
su cudo licnog herojstva i ponekih, ne bas prijatnih, stvari.*

Kao vrhunski ¢in umetnickog narcizma, ali i hrabrosti da se
stane iza vlastitog dela, odnosno onoga $to ono treba da
predstavlja, Buri¢ u prvi plan svoje umetnosti teatralno istura
sebe. Autoistorizacija i autoironizacija su strategije koje Uro$
dosledno primenjujeili, kako sam kaZze: Rec je o projekciji licnosti
kao posrednika ideja. Iskustva istorijskih avangardi, posebno
kasnog Maljevica, kao element uzvisenog do kog mu je stalo,
on kombinuje sa banalnostima svakodnevice — proizvodedi
likovni jezik unutar kog su moguda strateSka pomeranja,
ali ¢iji magistralni pravac ostaje isti. U BPuricevom slucaju,
poput Veronikinog ubrusa, autoportret postaje ready-made —
odnosno sredstvo inteligentnog poigravanja, kako sa samim
sobom tako, podjednako, i sa samom umetno$cu, njenim
kontekstima, institucijama, art-sistemom, medijima, kao i
drustvom i njegovom (ne)sposobnoscu da se izbori i u sebe
integride razlicite ekscese i incidente ¢ija je osnovna namera
unosenje poremecaja u ocekivane drustveno-umetnicke
kontekste. Puri¢eva umetnost je programski antipod svakoj
pretpostavljenoj drustvenoj normalnosti. On zna da umetnik
treba da provocira, iritira, podstice na dijalog, izaziva reakcije.
Laznoj ozbiljnosti, kao dominantnom diskursu ovdasnje
tradicionalne (tradicionalisti¢cke) kulture, Puri¢ prora¢unato
oponira kulturom (strategijom) ekscesa i incidenta - stoga je
i on sam cesto dozivljen/percipiran kao: incident, poremecaj,
prazno polje, crna rupa, iskliznuce, elementarna nepogoda
(ili, mozda, sve to zajedno) savremene srpske kulture. Ishod tih
kompleksnih, ¢esto rizi¢nih igara, nije uvek lako predvidiv —
zato nas junakzna dabavljenje umetnoscu u Srbiji danas, pored
egzistencijalne nesigurnosti kao konstante, podrazumeva i to
da se stalno rizikuje, gubi tlo pod nogama i da se to isto tlo
iznova pronalazi.

< Aleksandar Zograf: strip iz politickog nedeljnika Vreme | Aleksandar Zograf:
comic strip from political weekly magazine Vreme (Time) | Beograd, 2002

Povratak mrtvog slikara s novim problemima: Olen i Kipenberger su mi jednom
rekli: ,Ako zeli$ da uspes u Nemackoj, moras biti obucen u zeleno” | Return of
the Dead Painter with New Problems: Oehlen & Kippenberger Once Told Me: “If You
Wanna Make It in Germany, You Gotta Be Dressed in Green” | 2007 »
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populistiék,i
duric

» Umesto velikog i opasnog kurca
- jaimam napacenu dusu crnca. «
Goribor, St bluz

Da li je Buri¢ umetnicki aktivista ili umetnicki
(medijski) manipulator, i da li izmedu ovo dvoje uopste
postoji bilo kakva razlika? Uro$ Buri¢, treba li naglasavati,
nije politicki, rodno ili polno korektan — njegova umetnost je
programski antipod svakoj pretpostavljenoj korektnosti. Kao
umetnik on se istovremeno podsmeva i vlastitoj potrebi i(li)
mozda naivnoj Zelji da iritira, provocira, menja ili produkuje
znacenja u drustvu koje do tih (ali i svih drugih) znacenja
drzi koliko i do lanjskog snega. Ako je sve vec tako, $ta onda
ostaje kao moguca/pozeljna strategija (srpskom) umetniku
danasnjice? Uostalom, ne zasniva li se umetnost upravo na
visku drustvenih vrednosti - i nije li sasvim logi¢no da kao
takva i sama na kraju bude tretirana kao drustveni visak?
Svestan neophodnosti delovanja i produkovanja konteksta, u
ciklusu radova nazvanom Populisticki projekat Uro$ zapocinje
inteligentnu igru poigravanja identitetima — preplitanjem
intimnog i javnog, odnosno relativizovanjem i brisanjem
granica izmedu njih. Konstatujudi kako je populizam poslednji
veliki ideoloski projekat XX veka koji je umnogome preuzeo
totalitarne matrice, on je, po BDuri¢u, vrhovna ideologija
danasnjice. Svestan kako je, pod geslom promovisanja novih
vrednosti, kroz citav XX vek izmedu visih i niZih klasa vodena
pervertirana borba za njihovu socijalnu, klasnu i seksualnu
emancipaciju®, u Populistickom projektu ulogu emancipatora,
odnosno klju¢nog aktera uzima sam umetnik. Svojim
autofetisistickim karakterom ti radovi manipulisu upravo
Zeljom malog ¢oveka da se, makar na trenutak, priblizi njemu
naizgled nedostiznom svetu selebritija. Biti blizak s velikim
zvezdama sa TV ekrana univerzalna je (voajerska) potreba ljudi
sirom planete, a ¢in fotografisanja sa omiljenom zvezdom za
mnoge neretko predstavlja i vrhunac njihovog drustvenog
postojanja.

Populisticki projekat: Slavni | Populist
Project: Celebrities | Iggy Pop | 2004

5 Uro$ Buri¢, Populisticki projekat,
u: Konverzacija, Muzej savremene
umetnosti, Beograd, 2001.

4 Populisticki projekat | Populist Project:
Hometown Boys | September 1999
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Populisticki projekat: Bog voli snove srpskih umetnika
| Populist Project: God Loves the Dreams of Serbian Artists | FK Vardar (Skopje) | 2012
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Populisticki projekat: Pioniri | Populist
Project: Pioneers | Milica Tomi¢, 2001 |
Yuri Leiderman, 2000

Populisticki projekat | Populist Project:
Hometown Boys | March 2001 »

6 Stevan Vukovi¢, Naturalistic mistake
- On Uros buri¢’s Language of Figural
Representation, u: Umelec, No. 3, Prague,
2006, str. 24-31.

Populisticki projekat je sastavljen iz Cetiri segmenata: Bog voli
snove srpskih umetnika je UroSev foto-sesn sa fudbalerima
poznatih evropskih klubova, i to tako $to se, neposredno
pred pocetak utakmice, obucen u dres i infiltriran u tim kao
njegov 12. igra¢, Buri¢ fotografiSe u oficijelnom portretu
koji se praktikuje pred svaku vaznu fudbalsku utakmicu.
Uzmemo li ta¢thom postavku po kojoj je upravo fudbal
najmocnija univerzalna religija danasnjice, fudbalski stadioni
bi tada bili hramovi, dok su fudbaleri, u skladu s navedenim
stereotipima, zapravo apostoli — tada i sam Buri¢ portretisan
s velikim fudbalskim timovima dana3njice prestaje da bude
strano telo ili (umetnicki) parazit, prerastajuci u nedostajudi,
dvanaesti (apostolski) segment tog mozaika koji mu, zapravo,
obezbeduje ikonicku (divinizacijsku) dimenziju i znacaj.
Celebrities ¢ine Puricevi foto-portreti sa poznatim domadim
i svetskim zvezdama (umetnicima, sportistima, glumcima,
rok zvezdama, politicarima ili njihovim suprugama i dr.),
snimani u najrazli¢itijim povodima (na koncertima, izlozbama,
pozorisnim predstavama, politickim mitinzima, u kafanama,
na ulici...). Hometown Boys su simulacije naslovnih stranica
prvog srpskog magazina za pornografiju, umetnost i drustvo,
gde se Duri¢ javlja u najrazliCitijim (reZiranim) situacijama,
¢ija je osnovna intencija proizvodenje drustvenih efekata
koji predstavljaju mesavinu sociologije i mode, umetnosti
i pornografije, teorije i ogovaranja.® Serija Pioniri satinjena
je od portreta poznatih licnosti umetnicke scene sa one
druge (isto¢ne) strane gvozdene zavese (izmedu ostalih, tu su
Oleg Kulik, Loran Hedi, Marina Grzini¢, Nedko Solakov, Dan
Perzovski, grupa Irwin, Braco Dimitrijevi¢, Balint Sombati,
Milica Tomi¢, Tanja Ostoji¢, Sejla Kameri¢ i drugi), koje Puri¢
fotografile sa vezanom (svojom) pionirskom crvenom
maramom oko vrata — ideoloskom relikvijom iz vremena
odrastanja u socijalizmu. Ovde se, dakle, pionirska marama
pojavljuje kao simbol, tacnije kao ispraznjeni znak koji je,
iako lisen svojih primarnih ideoloskih znacenja, i dalje nosilac
snaznih emotivnih naboja. Istovremeno — ukazujuci na to kako
su umetnici Centralne i Isto¢ne Evrope jednom ve¢ prosli neku
vrstu drustvenog ponistenja u ime pretpostavljene ideoloske
jednakosti — Puri¢ ovim radom reaguje i na stereotipe koji
umetnost Pionird prate prilikom njihovih nastupa u Zapadnoj
Evropi i SAD.
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Populisticki projekat: Slavni | Populist Project: Celebrities
| Wim Wenders | 2006







Buduci da se intelektualno formirao na stec¢enim iskustvima
beogradske andergaund, rok i pank scene, ali, takode, i sa
snaznom sves¢u o konceptualnim umetni¢kim praksama
sedamdesetih — Puri¢ svoju umetni¢ku poziciju nalazi u
meduprostoru, zjapu, izmedu nedovrsenog modernizma,
neizgradenog kapitalizma i zakonski i vrednosno konfuzne
i frustrirajuce tranzicije. Infiltriranjem u sistem i medije tzv.
popularne, zapravo populisticke kulture Buri¢ ih mimikrijski,
poput stranog tela, ubacenog organizma, socijalnog parazita
- bez iluzije o moguénosti delovanja iznutra — pretvara u
sredstvo manipulisanja, ne toliko samim medijima koliko
upravo nasom percepcijom i njihovim dozivljavanjem. Purica,
dakle, ne zanimaju tabloidi zbog onoga $to u njima pise,
koliko zbog njihove mod¢i (fiktivne ili stvarne - ali to ne postaje
jasnije) da uticu na kreiranje (para)kulturnih drustvenih
realnosti. Simulacijom naslovnih stranica Hometown boysa,
magazina za (savremenu) umetnost i pornografiju, kao njegov
autor i izdava¢ Buri¢ manipuli$e samim manipulatorom -
stvaraju¢i nedoumice da li takav magazin uopste postoji?
Takode, Populisticki projekat iskazuje i svest o izmenjenim
drustvenim okolnostima koje namecu imperativ po kom
biti umetnik zahteva aktivno participiranje u visestruko
manipulativnom sistemu baziranom na kompleksnim igrama
moci na relaciji: seks — politika — mediji — biznis. Simulirajuci
drustveni uticaj masovnih medija, ali i zahvaljujuéi ulogama
u popularnim filmovima, sasvim u skladu s njegovom
umetnickom filozofijom, Buri¢ i sam postaje selebriti. Nosilac
realne medijske mo¢i kojom ostvaruje li¢ni artisticki benefit,
ogledan u ¢injenici da biva podjednako prepoznatljiv ljudima
u tramvaju, prodavcima na pijaci, prosjacima, kurvama,
slu¢ajnim prolaznicima, lokalnim alkosima, drustvu u klubu,
navija¢ima na stadionu (@ bogami i onima izvan njega) -
podjednako koliko i velikim kustosima i galeristima danasnjice.
Umetnik pozicioniran kao subjekt i objekt vlastite umetnosti
na ovaj nacin zapravo simulira Zelju drugog - ali, istovremeno,
upada uzamku da upravo od strane tog drugog bude i zbacen.
Ostvarena javna vidljivost se pojavljuje kao nusprodukt,
simbolicki visak umetnicke vrednosti, odnosno mac sa dve
ostrice koji ¢esto nosi realnu zivotnu i egzistencijalnu opasnost
- posto umetnikovo telo postaje javno telo, opste dobro, izvor

4 Populisticki projekat: Slavni | Populist
Project: Celebrities | Franz West | 2007
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Populisticki projekat | Populist Project:
Hometown Boys | May, June, October 1999



zabave, dnevna razbibriga i sredstvo za (iz)leCenje razlicitih
frustracija onih koji o sli¢noj vidljivosti sanjaju ali iz razli¢itih
razloga nisu uspeli da je dosegnu:

Mi sve registrujemo, ali mi u sve to ne verujemo jer smo mi sami
postali ekrani, a ko moZe da traZi od jednog ekrana da veruje u ono
sto registruje? Na simulaciju mi odgovaramo simulacijom, mi smo
sami postali uredaji simulatori. Ovde nije u pitanju filozofska sumnja
u pogledu bi¢a i pojava, ovde je u pitanju velika ravnodusnost prema
principu stvarnosti pod udarom gubitka svake iluzije.”

Svaki od segmenata Populistickog projekta promisljeni su cinovi
autoistorizacije, odnosno autoselebritizacije, a univerzalnost
koris¢enog jezika potvrdena je cCinjenicom da je upravo ovaj
projekat Buric¢evoj umetnosti obezbedio znacajnu medunarodnu
umetnicku afirmaciju. Hranedi se medijskim slikama, kontekstima,
njihovom uzviSenoscu ili banalno3cu, ispraznoscu ili brutalnoscu,
Buri¢ ironiju, sarkazam, parodiju i grotesku stavlja u funkciju
upitanosti na temu: da li se on kao umetnik dodvorava
umetnickom trzistu (tzv. novoj eliti) ili, upravo suprotno, ogoljuje
njenu hroni¢nu ispraznost i banalnost?

Populisticki projekat: Bog voli snove srpskih umetnika | Populist Project:
God Loves the Dreams of Serbian Artists | EC Kassel Huskies | 2003
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7 Zan Bodrijar, Fatalne strategije,
Knjizevna zajednica Novog Sada,
Novi Sad, 1991, str. 73.

Populisticki projekat: Bog voli snove
srpskih umetnika | Populist Project:
God Loves the Dreams of Serbian Artists
| Lothar Matthdus | 1998 »
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medijski. s:pinovana
karijera:
sejla i duric

Imperativ prisustva u medijima, po svaku cenu i $to ceSce,
drustvo spektakla danasnjice pretvorio je u drustvo ispraznjeno
od svakog, pa i medijskog, smisla. Teror javnosti, tiranija
opsteg uvida u sve i globalni medijski voajerizam kao materijal
Puri¢eve umetnosti svoju kulminaciju dosezu 2005, kada
za potrebe rada na beogradskom Oktobarskom salonu on
pribegava konstrukciji slu¢aja — odnosno strategiji izlaganja
sopstvenog zivota. Svestan kako izmedu manipulatora i
manipulisanog postoji neka tajna veza, pouzdani savez koji
ih spaja, ¢inec¢i da jedan drugim budu direktno uslovljeni —
postojanje onoga ko se nama poigrava umnogome postaje
preduslov naseg sopstvenog (javnog) postojanja. Tako
ulazimo u patolosku situaciju pervertiranog odnosa u kom
se zrtvovalac i Zrtva medusobno nadopunjuju i ispomazu na
istom (medijskom) zadatku. Tematizujuci simptom iskliznuca
iz drustvene normalnosti Duri¢, u saradnji sa sarajevskom
umetnicom i biviom manekenkom §ej|om Kameri¢, odnosno
novinarkom Sveta Bebom Dragi¢, konstruiSe Slucaj Duri¢ tako
$to u Cetiri nastavka iz broja u broj ovog novosadskog tabloida
izlaze tekstovi o tajnoj ljubavnoj aferi Kameri¢eve i Buri¢a.?
Pod budnim okom paparaca Sveta dvoje umetnika pracéeni
su nedeljama na relaciji Beograd - Sarajevo - Dubrovnik -
Herceg Novi, dok su Citaoci Sveta redovno snabdevani novim
detaljima njihove drustveno (ne)prihvatljive veze. Pri¢a o
ozenjenom srpskom umetniku, ocu maloletnog deteta, i
bosanskoj umetnici, bivioj manekenki (s obzirom na ¢injenicu
da se ovaj tabloid distribuira u ¢itavom ex-Yu regionu), brzo
je postala balkanski (umetnicki) tra¢ broj jedan. Razresenje
love storyja usledilo je u petom nastavku, kada je ljubiteljima
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Paralelni zivot (sa Sejlom Kameri¢), Stradun,
Dubrovnik, 5. avgust 2005. | Parallel Life (with
Sejla Kameri¢), Stradun, Dubrovnik, August 5, 2005

8 Beba Dragi¢, Paralelni Zivot: Uros Buri¢, iako
oZenjen, ve¢ Cetiri godine je zaljubljen u sarajevsku
umetnicu Sejlu Kameri¢, Svet br. 411, NIP Color Press,
Novi Sad, 5. maj 2005, str.15; Beba Dragi¢, (Ne)
jaki Uros: Paparaco ,Sveta” ulovio Urosa Puric¢a sa
ljubavnicom Sejlom Kameri¢, Svet, br.413, NIP Color
Press, Novi Sad, 19. maj 2005, str.12; Beba Dragi¢,
Bigamista i delija: Uro$ Duri¢ se u Dubrovniku Sepurio
u,Zvezdinoj” majici sa Cirili¢nim natpisom a ljubavnica
Sejla Kameri¢ mu drzala strah, Svet, br.426, NIP Color
Press, Novi Sad, 18. avgust 2005, str.13 ; Beba Dragi¢,
Muza izmuzenal, Sejli Kameri¢ dojadila uloga ,vjecite
druge” u Zivotu glumca Uro$a Burica i pod pritiskom
sredine veza je pukla po svim Savovimal, Svet, br.432,
NIP Color Press, Novi Sad, 30. septembar 2005, str.28;
Beba Dragi¢, Ljubav podvucena Zutim, Svet br.433,
NIP Color Press, Novi Sad, 6. oktobar 2005, str.49

4 Paralelni Zivot (sa §ej\om Kameric), Svet br. 411,
Novi Sad, 5. maj 2005. | Parallel Life (with Sejla
Kameric), Svet (The World) no. 411, Novi Sad, May 5, 2005
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tabloida, ali i samoj umetnickoj sceni, jednako zaintrigiranoj
i zabavljenoj ovom medijskom aferom, postalo jasno kako je
(navodna) ljubavna afera zapravo bila Kamerickin i Buricev
zajednicki umetnicki rad, za koji su te godine dobili i Specijalnu
nagradu Zirija Salona. Konstatujué¢i kako je u ovom svom
radu Buri¢ koristio format stranice tabloida na nacin na koji je
koristio format platna u svojim ranim radovima, Stevan Vukovi¢
konstatuje kako je ovde re¢ o radu koji zahteva odredenu
medijsku pismenost da bi se razumeo, $to je i uslovilo situaciju
u kojoj je ova Kameri¢kina i Buri¢eva medijska manipulacija u
isti mah bila ¢itljiva vrlo Sirokoj populaciji i sasvim necitljiva ¢ak i
profesionalcima u polju umetnosti.’
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Paralelni Zivot (sa Sejlom Kameri¢), Hotel
Argentina, Dubrovnik, 5. avgust 2005. |
Parallel Life (with Sej\a Kameri¢), Hotel Argentina,
Dubrovnik, August 5, 2005

< Paralelni Zivot (sa Sejlom Kameri¢), Svet br. 413,
Novi Sad, 19. maj 2005. | Parallel Life (with Sejla
Kameri¢), Svet (The World) no. 413, Novi Sad,

May 19, 2005

9 Stevan Vukovi¢, Rad za svakoga i ni za
koga - o jednom umetnickom eksperimentu
u medijskom polju, Remont art files, br. 01,
Remont, Beograd, 2009, str. 59-61.






aproprijacije ili:
crveni duri¢

lako su njegovi radovi ditljivi u Sirem kontekstu, kultura
kojom se Buri¢ bavi, kojoj duhovno i intelektualno pripada
i na koju primarno reaguje je jugoslovenska i srpska kultura
druge polovine XX i pocetka XXI veka. Svoje utemeljenje
Buriceva umetnost nalazi u pracenju paralelnih ranih procesa
stvaranja prve Jugoslavije kao modernistickog projekta i
prvog velikog ameri¢kog politickog uticaja u Evropi, sa druge
strane, odnosno procesima sracunatim na to da zapocetu
modernizaciju osujete ili uspore. Materijal Puri¢eve umetnosti
je nedovrieni modernizam, modernizam ometen u razvoju - i
to upravo onaj modernizam koji, recimo, Marko Luli¢ vidi kao
autenti¢nu pojavu koja funkcionise kao neka vrsta amalgama
zapadnog modernizma i isto¢noevropskog komunizma.

Sindrom nedovrSenog drustva, drustva u stalnoj izgradniji,
sklonog regresiranjima svih vrsta, sindrom je na koji Buri¢
nastoji da ukaze u seriji radova u kojima se postupkom
aproprijacije prisvajaju neka identitetska mesta, dogadaiji ili
licnosti, Cije prisustvo u ovoj umetnosti za ciljima otpocinjanje
dijaloga upravo o mestu, ulozi i zna¢aju umetnosti u izgradnji
svake zajednice koja tezi svom drustvenom, kulturnom i
ekonomskom razvoju. Poigravanje identitetima, kao konstanta
Buricevog umetnickog angazmana, sasvim drugaciju
dimenziju i reakciju dobija kada se pri¢a premesti na ravan
kolektivnih identiteta - odnosno manipulativnih tehnika
koje se primenjuju kada je re¢ o neizgradenim, nedovrsenim
i kontroverznim pitanjima nacionalnog identiteta. Puri¢
posebnu paznju posveluje pitanju istorijskog revizionizma,
tj. pokusajima prekrajanja (skorije i dalje) nacionalne istorije
- bilo iskrivljenim ili pak precutkivanim cinjenicama, sve
sa ciliem konstruisanja paralelnih identiteta, u skladu s
trenutnim politickim ili ekonomskim interesima onih koji te
konstrukcije vrie. Tako na izlozbi Crveni (Prezreni i zaboravljeni
| Studija o revizionizmu), odrzanoj 2009. u beogradskoj galeriji
O3one, Duric¢ izlaze seriju radova inspirisanih dokumentima
i arhivskom gradom, kojima tematizuje istorijska nasleda i
pitanja (dis)kontinuiteta razvoja ideja levice na nasem tlu:
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Povratak mrtvog slikara s novim problemima:
Prelazak velike praznine / Hotel Moderne

| Return of the Dead Painter with New Problems:
Crossing the great void / Hotel Moderne | 2006

4 Aproprijacije 1 | Appropriations 1. Trio | 2008






Danas prisustvujemo jednom trapavom pokusaju revizionizma
istorijske uloge levice u razvoju savremenog srpskog drustva
koji, nazalost, usled potpunog nedostatka reakcije Sire javnosti,
daje rezultate. Mi regresiramo u jedno anahrono i militarizovano
drustvo.® U seriji Aproprijacije, kojom reaguje na pojave
istorijskog revizionizma, amblematski znacaj ima DBuricev
video-rad 1. jun koji zapravo predstavlja dokumentarni
snimak svecanog doceka i impozantne vojne parade koju
je u ¢ast osmodnevne (!) posete jugoslovenskog namesnika
kneza Pavla (i kneginje Olge) u Berlinu priredio voda Treéeg
rajha Adolf Hitler. Navedena poseta rezultirala je dogovorom
o (laznoj) jugoslovenskoj neutralnosti, iz ¢ega Buri¢ izvodi i
istorijskim revizionistima nimalo dragu tezu kako je upravo
ta poseta kneza Pavla predstavljala jedan od klju¢nih
(pripremnih) dogadaja za pocetak Il svetskog rata.

Pitanje konstruisanja identiteta Buri¢ (re)aktuelizuje serijom
Drustvenih portreta, u kojima razli¢ite li¢cnosti iz kulturnog,
politickog i javnog Zivota staju pred staticnu kameru gde, u
potpunoj tisini, po nekoliko minuta zagledani u nas (posetioce
izlozbe), nemo svedoce - kako o vlastitom medijskom
postojanju tako, podjednako, i o vrednosnoj konfuziji kao
dominantnom stanju koje obeleZzava nesto $to se naziva
danasnjim javnim prostorom. Navedenu konfuziju Buri¢
naglasava nataj nacin Sto pred kameru, potpuno ravnopravno,
pozivali¢nostikoje pripadaju krugu visoke kultureiliautenti¢ne
predstavnike urbanog, gradanskog duha, ali i one li¢nosti
koje reprezentuju kulturu uz koju se najcesée vezuju epiteti
poput: turbo-folka, kica ili kulture predgrada. Tako, recimo,
zajedno sa Vojinom Dimitrijevicem, Vesnom Pe3i¢, Dusanom
Makavejevim, Zelimirom Zilnikom, Zagorkom Golubovi¢,
Rasom Todosijevicem ili Dusanom Kojicem — Buri¢ u svoje
radove inkorporira i Seku Aleksi¢, Suzanu Manci¢, Marijanu
Mateus ili lvana Ivanovi¢a Pusa. Valja naglasiti da li¢nosti u
Drustvenim portretima Buri¢ ne povezuje po vertikali ili bilo
kakvoj hijerarhiji ve¢ to cini horizontalno - tako vorholovski
bestrasnom skeniranju stanja, odnosno pruzanju objektivne
(medijske) slike drustva danasnjice, pored selebritija jednako
doprinose i Bane taksista, komsija Rudi, Jelena s Fejsbuka,
klaberka Sanja Korpica, fitnes trener Vlada Aikidoka, blejac
i reziser dokumentarnih filmova Ciki, partimejker i skulptor
Cupa, ¢uvena starleta i grupi iz sedamdesetih Meri Cakic,
nacelnik Resora javne bezbednosti Miroslav Milosevi¢, basista
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4 Aproprijacije 4: 1. jun
| Appropriations 4: June 1 | 2010

10 Marija Pordevi¢, Levicu ovde nisu doneli
tenkovi Crvene armije, intervju sa Urosem
Buricem, Politika, Kulturni dodatak, 31.
oktobar 2009.

Drustveni portreti | Society Portraits |
Marijana Matthaus, Zelimir Zilnik | 2009




Urbane Gerile i Berliner Strasse-a Branko Rosi¢, brojni stranci koji Zive
u Beogradu i mnogi drugi.

Kompleksnost (mnogostrukost) odnosa drustvenih elita i pripadnika
tzv. srednjih i nizih slojeva - odnosno iz tog odnosa proizilazece
socijalne razlike koje su u (ideolo3koj) osnovi ideologije populizma -
Puri¢ objasnjava na sledeci nacin:

Populizam kao ideologija je metodoloski razvio privlacne
modele etabliranja predstavnika podredenih ili manjinskih drustvenih
grupacija, s posebnim naglaskom na rasne, rodne, seksualne i religijske
aspekte. Kako navodiVolter Ben Majkls u jednoj svojojstudiji, neoliberalnu
ekonomsku politiku (koja predstavlja temeljni okvir populisti¢ke
agende, prim. U. D.). Cesto prati izuzetno veliko uvazavanje kulturnih,
etnickih, a ponekad i verskih razlika. Problem koji ova slika sa sobom nosi
(koji objasnjava i sustinu njene priviacnosti), po Majklsu, jeste da je ona
lazna, i to ne laZzna u smislu da zahvaljujuci borbi za ostvarivanje prava
identitetskih grupa nije postignut napredak — ve¢ da taj napredak
drustvo nije napravilo ni otvorenijim ni egalitarnijim. Trik je u tome
da borba za rasnu ili polnu jednakost nije dovela do vise ekonomske
jednakosti. Ona se ¢ak pokazala spojiva sa jos vecom nejednakoscu i sa
formiranjem jos elitistickijeg drustva. Jos od 60-ih godina proslog veka,
antirasisiticke i antiseksisticke borbe nisu kao glavni cilj imale poveéanje
jednakosti u drustvu, niti smanjivanje ili uklanjanje jaza izmedu elite i
ostatka drustva, ve¢ upravo suprotno. Ce$ce se radilo o tome da se u elitu
unese rasna i polna razlic¢itost sto bi onda doprinelo njenom legitimitetu.
Tako danasnji progresisti ne odobravaju i odbacuju nejednakosti
zasnovane na rasi, polu, seksualnom ili verskom opredeljenju, ali
istovremeno zanemaruju nejednakosti koje nisu rezultat diskriminacije,
vec onoga sto se obi¢no naziva eksploatacija.

Drustveni portreti | Society

Portraits | Koja | 2009 »

w Crveni: Vidovdanski proces 1921
| Red:Vidovdan Trial 1921

| 2009






Drustveniportreti | Society Portraits | Zagorka Golubovi¢, Ljubomir Eri¢ | 2009

Drustveniportreti | Society Portraits | JelenaDordevi¢ | 2009 »
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Uros Djurié
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ko se zuri

uleti mu duric
ili: pravda za urosa!

» Ako je trziste bog onda je senzacionalizam njegov apostol. «
Uros Buri¢

Moglo bi se zakljuciti kako za Puri¢a umetnost predstavlja
rizicnu igru ¢ija ozbiljnost i posledice trajno, ili kako se to u
patetici sklonoj ovdasnjoj kulturi obi¢no kaze ,sudbinski”,
odreduju citav njegov Zivot. Dilema da li umetnik kreira
vlastitu stvarnostili je on samo njen odraz u ogledalu rezultira
stalnim preispitivanjima, kako osvojenih/stecenih/nestabilnih/
izgubljenih umetnickih pozicija, mnogostrukih identiteta,
tako i razli¢itih manifestnih oblika (medijskih) patologija koje
postoje u svakom drustvu, a u srpskom posebno. Permanentno
konstruisuci vlastiti umetnicki slu¢aj, smesten negde izmedu
(Marksove) teze o tome kako ce se sistem promeniti tek onda
kada dode do tacke vlastitoga kolapsa i (Makluanove) postavke
o mediju koji se uvek hrani (nekim) drugim medijem - Uro$
Buri¢, precizno i fokusirano, progovara o (srpskom) drustvu (i
umetnosti) danasnjice. Identifikovanje drustvenih patologija
ovu umetnost Cini prostorom (platformom) subverzije gde
se neumerenost savremene kulture i njena sklonost ka
preterivanjima svih vrsta preobrazavaju u umetnicki materijal
koji od samog drustva preuzima upravo simptome njegovih
mnogostrukih poremecaja i patologija. | Sto je stvarnost
drustva kojom se bavi vulgarnija ili banalnija, po principu
spojenih sudova, elementi te vulgarnosti i banalnosti prisutniji
su i u Buri¢evoj umetnosti. Drustvene frustracije postaju licne
— prelamajuci se kroz umetnicki Zivot na isti nacin na koji se
to desava i u (stvarnom) Zivotu. U savremenoj psihologiji
ovaj postupak je poznat kao stalno ponavljanje traumatskih
mesta u svrhu njihovog kona¢nog prevladavanja: Prolazim
kroz razlicite drustvene krize od 1981. do danas i svaka od njih se
direktno reflektovala na moj Zivot, one su neodvojivi deo moje
svakodnevice i prisutne su u mom radu."
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< Instrukcije (Kunsthale, Be¢)
| Instructions (Kunsthalle, Wien) | 2004

urpl durle

pevraiak mitvng clikera 6 nem problemima
den pri: prelarak vellie prazaine

23,00, 06-07.10,0E galcedls sveno wignjkicvn 5
whraranje: subote, 2004 u 20h

Pozivnica za izlozbu Povratak mrtvog slikara

s novim problemima: Prelazak velike praznine,
galerija Zvono, Beograd | Invitation for the
exhibition Return of the Dead Painter with New

Problems: Crossing the Great Void, gallery Zvono
| Beograd, 2006

11 Slobodan Stojici¢, Uros Duri¢ - intervju, na:
http://www.mladireporter.net/2012/07/intervju-
uros-duric/, poslednji pristup: 10. april 2013.



Umetnost za klasno drustvo: Pejzazi za vladajucu
klasu na MDMA-u | Artfor the Class Society:
Landscapes for the Ruling Class on MDMA | 2012

Povratak mrtvog slikara s novim problemima:
Zigomar | Return of the Dead Painter with New
Problems: Zigomar | 2009 »

Na dilemu da li u ovoj sredini savremena umetnost funkcionise
isklju¢ivo na nivou skandala, ekscesa i incidenta, Puri¢
odgovara najnovijim radom xxxx koji vam se smesi sa korica
ovog kataloga. Oznaka xxx obi¢no se koristi za oznacavanje
sadrzaja web-portala sa eksplicitnim pornografskim
sadrzajima; dodavanjem cetvrtog x umetnik, zapravo,
sugerise kako je ovde re¢ o pornografiji sasvim druge vrste
- ukazuju¢i na pervertirani odnos dela ali, i kompletnog
umetnikovog bioloskog postojanja, sa drustvom koje njegova
umetnost tretira kao svoj materijal (ili je, mozda, obratno?).
Sta dakle ovde imamo: izmuéenog, ogoljenog, simbolicki
kastriranog slikara (sa slomljenom rukom kao osnovnim
sredstvom/alatom njegovog zanata), smestenog u jednako
ogoljeni prostor koji bi jednako mogao biti umetnikov stan
koliko i neka od ustanova specijalizovanih za lecenje te vrste
umetnickih poremecaja poput, recimo, muzeja. Diskurs za koji
se umetnik opredeljuje prepoznaje se kao zauzimanje praznog
polja, mesta ispraznjenog od svakog (simboli¢kog) ili bilo
kakvog drugog znacenja - kao $to je od relevantnih znacenja
i ideja ispraznjeno i sdmo drustvo u kom zivi. Umetnik stoji
pred zatvorenim vratima kao snaznom metaforom srpskog
kulturnog, politickog i(li) nacionalnog identiteta, za kog je
Cekanje pred zatvorenim vratima, ¢ini se, jedina pouzdana
i stabilna istorijska konstanta. | ovaj Puricev rad vecina ce
verovatno shvatiti kao neumerenost (nhedostatak mere) ili
pak sklonost ka preterivanjima svih vrsta. Poneko ¢e upravo
u njemu pronadi argumentaciju za tvrdnju kako je umetnik
nacisto prolupao. Bice, svakako, i onih koji ¢e citavu stvar
posmatrati kao puko suocenje s jos jednom manifestacijom/
simptomom/formom umetni¢kog egzibicionizma. Ipak,
oni kojima se umetnik (ali i kustos ove izloZzbe) prvenstveno
obracaju su ljudi koji ¢e imati potrebu da odgonetaju sta
je to $to jednog nesumnjivo uspesnog i poznatog, pritom
nesporno inteligentnog c¢oveka, motivise da se na ovakav,
svakako rizican, nacin poigrava s vlastitom umetnickom, ali i
reputacijom uopste? U traganju za (ne)mogucéim odgovorima
od koristi moze biti pesmica koju preporucujem za slusanje iz
offa tokom posete izlozbi, jednako kao i prilikom ¢itanja ovog
teksta:

Ko se zuri - uleti mu Buric.
Ko ne Zuri - Buri¢ mu ga turi!
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u rog du ri C, Uro$ Buri¢ u razgovoru s Geraldom Matom i Zigrid Miterstajner,
januar 2006. Prvobitno objavljeno u publikaciji Interviews Geralda
Mata, izdanje Kunsthalle Wien / Walther Kénig, K6In, 2007. Gerald

u ra Zg OVO ru S Mat (1958) je studirao pravo, ekonomiju i istoriju umetnosti. Od

1996. do 2012. bio je direktor Kunsthalea u Becu. Mat je autor

I d t zbirkiintervjua sa savremenim umetnicima - Kiinstler im Gespréch
g e ra O I I I I I I a O I I I (2003), Interviews (2007) i Interviews 2 (2008).

» Gerald Mat: U vedcini vasih slika, vas portret zauzima
centralno mesto. Vii Stevan Markus ste 1994. godine objavili
Manifest autonomizma. S obzirom na ¢injenicu da ljudska
bica nisu racionalna, ali traze racionalna objasnjenja, autori
su odlucili da autoportret bude glavni predmet njihove
umetnosti.

Uros Buri¢: Koncept autonomizma je zasnovan na projekciji
licnosti kao posrednika ideja. Autoportret stvara svoj istorijski
utvrden model, sa specifitnom osobinom da slika autora
deluje kao deo sadrzaja kroz ukljucivanje u prikaz. Ova slika se
ne koristi kao jednostavan odraz slikara ili njegovih pripadnosti
i sklonosti, ve¢ kao sredstvo za konceptualne manevre.

Od kada smo poceli sa izlaganjem, oko 1990, moguli
umetnic¢ke kritike i teorije su nas oznacili kao “nove
figurativce,” predstavljaju¢i nas kao slede¢u veliku stvar,
drasti¢ne, provokativne, urbano-orijentisane predstavnike
“medijske generacije” - generacije koja je stekla svoje znanje
iz istorije umetnosti kroz reprodukcije i ilustracije - ovisnik je
o stripu, naucnoj-fantastici i hororu, pop narkomane... Sve
su to gluposti. Izgradili su nam postolje za spomenik: sve sto
smo trebali da uradimo jeste da sko¢imo na njega i zauzmemo
pozu. Iznenadujuce, ali mi smo seli i napisali manifest, $to
je bila ¢udna stvar za devedesete, ali poruka je bila ostra i
precizna.

4

Kakve su bile reakcije?

Nedodirljivi su bili u stanju Soka... Mislim, ne mozete tako
nesto da uradite! Niko nikada to ne radi, ne grize ruku koja ga
hrani, ma koliko ta ruka gresila! Ali to nama nije bilo dovoljno...
Uokuvirili su nas u holivudski klise “odmetnika,” ali ono sto nisu
primetili je da smo obojica prilicno obrazovani. Markus... Taj
momak je odgajan na klasi¢noj paradigmi, dok je paralelno
imao probleme sa zakonom. On je bio nepredvidiv frajer,
ozbiljan uli¢ni tabadzija, njegovi roditelji su bili o¢ajni. Roditelji
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Autoportret s Fantomom | Selfportrait
with Phantom | 1989

4 Populisticki projekat: Bog voli snove srpskih
umetnika | Populist Project: God Loves the
Dreams of Serbian Artists | SK Sturm (Graz)

| 2003



Volim da pijem Grol$ | | Like to Drink
Grolsch | 1993

su mu nastavnici knjizevnosti u gimnaziji, puno su putovali po
inostranstvu sedamdesetih - kao i moja porodica. Video sam
Bijenale u Veneciji, kada sam imao 14 godina, 1978. Stalno sam
se potucao po Evropi tokom osamdesetih... Pa $ta ako smo
vedi deo nasih zivota provodili kao buntovni uli¢ari? To je bio
nas izbor! Nismo Zeleli da hranimo bilo koje od tih stereotipa.

Da li smatrate Manifest autonomizma programom
umetnicke opozicije?

Manifest autonomizma je srocen da bi se odbacila sva ta
ogranicenja. Kao $to je Markus izjavio u jednom intervjuu:
“... Stvoren je radi toga da bi se na minimum svele eventualne
plitkoumne pri¢ce o nasem slikarstvu. Manifest nije program
i ne pretenduje da promeni bilo $ta sustinski u umetnosti,
jer takvi pokusaji dovode do estetike radikalizacije, drugim
reCima, do umetnickih proizvoda, koji su odrazi sopstvene
smrti. Tako da to nije ni avangarda, jer mi sebe smatramo
klasicima...” Definisali smo nasu poziciju terminom autonomija,
¢ije je tumacenje “povinovanje sopstvenim zakonima” i
uspostavili li¢ni princip kao glavni princip za sve. U skladu
sa specificnim drustvenim i politickim okolnostima oko nas,
mi smo promovisali subverziju kao sposobnost izbegavanja
ucestvovanja u velikom procesu razvoja i doprinosa opstem
napretku, zasnovanom na marginalizaciji ljudskih vrednosti
i naizgled jasnim ciljevima. Mladi teoreticari umetnosti su
odmah prepoznali taj stav. Stevan Vukovic je, s tim u vezi,
nedavno napisao “Namera autonomista je da proizvode
sopstvene istorije, price koje izmicu ogranicenjima stvaralastva
vodenog teorijama, interpretaciama kojima dominiraju
istoricari umetnosti, i izlaganju u od strane kustosa nametnutim
okvirima..." Zelelismo damistvorimo kontekst u kome se radovi
stvaraju, posmatraju i izlazu. Kada govorimo o autonomiji, mi
ne govorimo iz pozicije nekog romanticara iz 19. veka. Vukovi¢
je rekao da smo mi (i Markus i ja) uvek bili svesni istorije
termind koje smo koristili i sam termin “autonomizam” se
odnosi uglavnom na levicarske drustvene i politicke pokrete,
koji su nastajali Sezdesetih godina proslog veka sa radni¢kim
(operaistickim) korenima, uz borbu za promenu u organizaciji
sistema nezavisnog od drzave, sindikata ili politickih partija.
On je pomenuo da je na$ Manifest Stampan u vreme velike
obnove diskursa radnicke klase, najpre u politickim, a potom
i u kulturoloskim studijama, koja je dostigla svoj vrhunac
kada se rasprodala Imperija od Hardta i Negrija i postala deo

44



X

biblioteke svakog levo orijentisanog intelektualca. U tom
novom kontekstu termin “autonomija” nije bio povezan sa
“individualnom autonomijom,” ve¢ sa “autonomijom mreza”
i modi produktivnih sinergija. To je bilo vazno zapazanje i
razlog zasto prethodne generacije teoreti¢ara umetnosti nisu
ovo uvidele. Uglavhom zbog toga 3to je njihova levicarska
praksa bila nesto sasvim razli¢ito od navedenog.

Vasi Suprematisticki pejzazi i autoportreti, kao i radovi
Bespredmetnog autonomizma se snazno oslanjaju na
formalni kod ruske avangarde iz dvadesetih godina proslog
veka.

Nakon sto je Manifest objavljen, i posle velike izloZzbe koju
smo odrzali ‘95, sve je nekako utihnulo oko nas. Nije bilo
izloZbi, nije bilo ponuda. Bio sam 3vorc, nisam imao ni novac
ni atelje. Lokalni ratovi su se nastavili, uz drustvene krize koje
su dostigle svoj vrhunac... Dobio sam ponudu da se vratim
na Akademiju, na postdiplomske studije, sto sam i ucinio.
Tamo sam proveo tri veoma vazne i plodne godine. Odmah
sam poceo da istrazujem sopstvenu poziciju, pokusavajuci da
shvatim gde i kako sam usao u ovaj duel sa predstavnicima
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Bespredmetni autonomizam: Iskra
| Non-objective Autonomism:
Spark | 1997




Bespredmetni autonomizam: Beli krst na
beloj osnovi, 1996 | Crnikvadrat, 1997

| Non-objective Autonomism: White Cross
on White Surface, 1996 | Black Square, 1997

umetnickog establiSmenta. Glavna kvaka se sastojala u njihovoj
travestiji ideje o konceptualnoj umetnosti prema nekim
rigidnim normama konceptualne estetike. Odjednom sam se
setio jednog slucaja. Godine 1983. prisustvovao sam izlozbi
ruske avangarde u Muzeju savremene umetnosti u Beogradu,
s radovima iz depoa sovjetskih muzeja. Maljevi¢, koji je vec
proslavljen kao ikona radikalnog modernizma, predstavljen
je radovima koji su bili deo takozvane post-suprematisticke
figurative iz sredine dvadesetih godina proslog veka.
Organizatori su bili pomalo razocarani, jer je ova faza i dalje bila
tretirana kao regresivna u poredenju sa njegovim prethodnim
revolucionarnim suprematistickim ciklusom. Stajao sam ispred
Atleti¢ara ili Crvene konjice, fasciniran... Regresija? O ¢emu oni
pric¢aju? U pitanju je bio zanimljiv iskorak, velika promena u
Sirini okvira u odnosu na tumacenje tog perioda, koje je doslo
sredinom/krajem osamdesetih i ranih devedesetih godina
proslog veka. U svakom slucaju, to je bila idealna platforma za
razvijanje mog sopstvenog koncepta. Tretirao sam celokupnu
istoriju umetnosti kao mrtvi predmet, kao ready-made. Uskocio
sam u formalni element ikonografskog modela Maljevica
i oslobodio ga svih drustvenih i istorijskih manipulacija
stavljajuc¢i ga u drugi kontekst, napunivii ga neocekivanim
sadrzajem. Od samog pocetka, moja umetnost je uvek bila
drustveno orijentisana, istraZivao sam sukobe i odnose izmedu
identiteta i drustva. Na primer, Maljevi¢ je radio “portrete”
razli¢itih drustvenih klasa ili drustvenih tipova poput sportista,
seljaka, mistika, stolara; bavio se kolektivistickom euforijom
i klasnom borbom tog istorijskog perioda. Nasa civilizacija
dozivljava druge fenomene, krizu sopstva koja je proizasla iz
konformizma, konzumerizma i globalne ravnodusnosti. Tako
sam poceo da radim portrete stvarnih ljudi, kanonizujuci
prijatelje i protagoniste beogradske umetnicke scene. Frontalni
portretisubiliizvedenipoikonografskom obrascu Maljevi¢evog
kasnog perioda, sto znaci da se identitet portretisanog lica ne
prepoznaje, kao sto je uobicajeno u portretnom slikarstvu,
kroz crte lica, karakterizaciju pojave, ve¢ po datim atributima
kao sto su gest, ili licni afinitet za fetiSizaciju odece. Mi smo
sopstveni proizvodi, i projektujemo nase vizije o sebi, kao i
odredene stavove, $to se moze tretirati kao ikonografski model.
Prema teoriji Maljevi¢a, naime, lice se dozZivljava samo kao
maska koja krije istinu 0 nasem bicu. Projekat je predstavljen
u junu 1998. godine, kao samostalna izloZzba u Salonu Muzeja
savremene umetnosti u Beogradu, pod nazivom Bespredmetni
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autonomizam. Branioci konceptualne estetike, $to se donekle
moze uporediti sa slucajem Maljevi¢, smatrali su izlozbu
neuspehom, korakom unazad. Godinu dana kasnije, ti radovi su
objavljeni u Flash Art-u.

Na vasoj izozbi GoJJohnny Go predstavljeni ste sa oko desetak
crtezaislika- autoportreta sarazlicitim elektri¢nim gitarama.
Vi niste samo vizuelni umetnik, vi ste i muzicar. Da li ste sami
svirali sve ove instrumente?

Ne, nisam. Ja nisam muzi¢ar. Sviram gitaru, ali ovo je nesto
drugo, to je vazan aspekt mog zivota. Imam veliku zbirku ploca,
moj hi-fi je stalno uklju¢en dok radim. Skoro ritualno. Proveo
sam pola zivota po no¢nim klubovima. Veéina moje ekipe je
zivela na ivici drustvenih tokova, bili smo marginalizovani.
Nedostatak novca je bio nasa stvarnost. Autoportreti sa gitarom
su proizasli iz tog osecaja frustracije, kada ne moZete da
ostvarite svoje Zelje zbog objektivnih okolnosti. Ovi radovi su
bili projekcija fantazije. U Manifestu autonomizma, govorimo
o tom stanju, Zelji da se izrazi moguca realnost odvojena od
stvarnog sveta, kao i same umetnosti, stanje u kome fantazija
zajedno sa konkretnim dogadajima, pravim i izmisljenim
likovima ili objektima, istorijskim stilovima i umetni¢kim
pokretima, idejama, znacima, simbolima i predstavama i dalje
funkcioniSe nesmetano. Kontekst je samo scenografija gde se
dedava simboli¢no konstituisanje moguce stvarnosti, gde se
moze izraziti “li¢ni princip” u potpunosti.

Zaradio sam veliku sumu novca u 2000. godini. Prva stvar koju
sam uradio je da odem do najblize radnje sa gitarama i kupim
sebi najskuplji Fender Telecaster, sa telom od prirodnog drveta
i vratom od ruzinog drveta. Onda sam poceo da radim na
autoportretima koji su ukljucivali moju novu gitaru, ostvarenu
fantaziju. Vrsta eksperimenta uzivo u oblasti drustvene i klasne
emancipacije.

Bili ste deo beogradske pank scene osamdesetih godina
proslog veka, a zatim ste se preselili u Berlin. Pocetak
raspada Jugoslavije, kroz rat, zadesio vas je u Briselu, kada
ste postavljali izlozbu. Nije vam bilo dozvoljeno da se vratite
u Nemacku. Sta ste osecali kada ste se vratili u svoj rodni
grad?

Pokusacu da objasnim ovo 3to preciznije, poSto su sva ta
iskustva bila vazna u formiranju koncepta autonomizma.
Poc¢eo sam 1980. godine, kad sam se priklju¢io ranoj pank
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Autoportret s Gibson Eksplorerom, 1991
| Selfportrait with Gibson Explorer, 1991

Autoportret s Gibson Les Polom na
Carobnom bregu, 1990 | Selfportrait with
Gibson Les Paul on the Magic Mountain, 1990
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sceni, svirao sam sa Urbanom gerilom, bendom kratkog
veka, ali radikalnim i uticajnim. Scena je bila eksplozivna i
ekspanzivna, ali se iznenada istrosila krajem ‘83 - ‘84, dok
sam bio u vojsci. Vratio sam se u izmenjeni grad. Po¢eo sam
da studiram istoriju umetnosti, proveo sam tamo tri ¢udne
godine, izgubio interesovanje vec¢ posle prve godine, bilo
je to takvo gubljenje vremena. Jedina dobra stvar koja se
desavala sredinom osamdesetih je bio uspon alternativne
scene oko no¢nog kluba Akademija, vodili su ga studenti
likovnih umetnosti, kao i gomila gubitnika, frikova, pankera,
Sik riba, homoseksualaca i narkomana, svi izmesani. Ja sam
dosta putovao po inostranstvu, i tako sam otkrio Berlin. Grad
okruzen Zidom izgledao je kao utvrdena utopija kakvu smo
nastanjivali po beogradskim no¢nim klubovima. Stupio sam u
kontakt sa ljudima koji su bili deo autonomistickog politickog
pokreta, mozda najjacom drustvenom alternativom u Evropi,
u tom trenutku. Klju¢na stvar je da sam artikulisao svoju ideju
o umetnosti u takvom okruzenju. Nikada se nisam preselio
u Berlin, ali sam tamo ¢esto putovao - zahvaljujudi Isto¢nom
bloku povratna karta je kostala oko 10 nemackih maraka. Ve¢
sam se upisao na beogradsku Akademiju likovnih umetnosti
i provodio sam skoro svako leto od 1988. do 1992. godine u
Nemackoj. Kada sam bio na poslednjoj godini, Milica Tomi¢
me je pozvala, uz jo$ nekoliko umetnika, da u¢estvujemo na
nekoj izlozbi u Briselu. To je bio na$ prvi nastup u inostranstvu.
Gradanski rat je ve¢ poceo, ali mi nismo zapravo bili svesni
razmere razaranja. Zatim su, 1. juna 1992, koji je bio i dan
otvaranja nase izlozbe, uvedene UN sankcije Jugoslaviji. Mi
smo bili zaglavljeni tamo, nas let je otkazan. Milica je otisla u
Frankfurt, a ja sam otiSao za Berlin. Srbi su ve¢ bili oznaceni
kao losi momci, i ja nisam hteo da ostanem u toj atmosferi,
sa tim nevidljivim Zigom na celu. Velike demonstracije
protiv MiloSevi¢a pocele su odmah posle uvodenja sankcija i
ubrzo nakon toga sam odlucio da se vratim, da se suocim sa
realnoscu, zeleo sam da budem deo toga. Mislio sam da ce
Govnar biti politicki mrtav do kraja godine. Milica se vratila
u Beograd u decembru. To je bilo vreme naseg uspona na
lokalnoj sceni.

Krajem devedesetih ste poceli da radite na Populistickom
projektu. Osnovna teza je bila da je populizam kao
hegemonisticka ideologija izmestio socijalne utopije;
glavna tema je interakcija sistema zvezda i identiteta. U
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Populisticki projekat: Slavni | Populist
Project: Celebrities | Seka Aleksi¢, 2006
| Jelena Karleusa, 2005

Populisticki projekat | Populist Project:
Hometown Boys | August 2000 »

4

Celebrities izlazete sebe, u razli¢itim situacijama sa poznatim
ljudima iz razli¢itih sfera, sa politicarima, umetnicima,
filmskim zvezdama, muzi¢arima.

Tokom devedesetih, nase drustvo je prolazilo kroz tesku
politicku i drustvenu turbulenciju, kompletna socijalna i
klasna struktura se okrenula naopacke, stalno ispunjena
populistickim sadrzajima. U poredenju sa osamdesetim
godinama i mojim svesnim izborom zivota na marginama
javne sfere, devedesete su me gurnule u sam centar,
postao sam zvezda. Iznenada sam bio priznat kao jedna od
najistaknutijih figura na savremenoj umetnickoj sceni, kao i
lik iz igranih filmova, imao sam radio emisije na B92 stanici,
ucestvovao sam u izdavanju stripova za odrasle, radio sam
kao graficki dizajner, DJ... lako sam bio u centru interesovanja
javnosti i medija, postojala je velika nesrazmera izmedu moje
klasne i socijalne pozicije. Moj javni uspeh i aktivnosti nisu bili
nesto $to bi se moglo materijalizovati u to vreme. Zatvoreno
drustvo, sa potpuno razli¢itim parametrima u poredenju sa
spoljnim svetom, bio je vodeci fenomen naseg nacina zivota.
Prave zvezde u Srbiji devedesetih bili su kriminalci, ratni heroji,
politicari, folk pevacice, trgovci, bankari... Ova pseudo-elita
formirala je novu klasu zasnovanu na otvorenom materijalnom
interesu, monopolima i brzom bogacenju. Osnovni kriterijum
za ulazak u klub je da si deo njihove igre. Jedini prostor u
kome sam mogao potvrditi svoju poziciju “zvezde” je u
fotografijama autoportreta sa stranim zvezdama. lako su sve
fotografije nastajale u stvarnim situacijama, izgledale su vise
kao fantazija nego realnost. To ima veze sa duhom vremena.

Hometown Boys, prvi srpski ¢asopis za pornografiju,
umetnost i drustvo, predstavlja vas umetnicki odgovor
na rat u Jugoslaviji. Niz laznih naslovnih strana ¢asopisa,
digitalno montiranih od vasih fotografija i preuzetih
fotografija sa interneta - zivotni stil sa razuzdanom dozom
seksa, glamura i bu¢nog Sovinizma. Da li ste sarkasti¢ni?

Ne bih rekao. Svedoci smo necega $to li¢i na program, novu
Bibliju, ili Manifest populizma proizvedenog u formi lifestyle
magazina. U sustini, ovi magazini su kreatori misljenja novog
doba, doba konzumerizma. Zovu ih lifestyle magazinima, ali
oni ne prodaju stil, oni prodaju norme i ideoloske postulate
populisticke ideologije. Hometown Boys prodaje moj nacin
Zivota, i to je stvarno. Mozda je to lo3e, ali to je ono 3to ja
jesam, to je Citav spektar mojih interesovanja, ono od ¢ega
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Populisticki projekat: Bog voli snove srpskih
umetnika | Populist Project: God Loves the
Dreams of Serbian Artists | FK Dinamo
(Tirana), 2002 | SK Sturm (Graz), 2001

sam sacinjen... Ja ne prodajem nepristupacan ideal, iznosim
realnost, sto bi trebao svaki lifestyle i da bude. To je moj
autoportret u formi naslovne strane ¢asopisa. Mnogi ljudi su
mi rekli da bi Zeleli da ga ¢itaju ...

Bog voli snove srpskih umetnika - Uro$ Puri¢ u grupnom
portretu sa evropskim fudbalskim klubovima. Prava
fotografija, nema montaze. | svet umetnosti i svet fudbala
imaju sopstvena i sasvim razli¢ita moralna opravdanja. Da li
Zivite kao pograni¢ni putnik?

Uloga i umetnosti i fudbala u emancipaciji nize klase krajem
19. i pocetkom 20. veka bila je ogromna. To su bila referentna
polja, mesta susreta klasa koje su bile u dubokom sukobu. Moj
deda, koji je bio kroja¢ u Budimpesti, igrao za Ferencvaros pre
Prvog svetskog rata. On je bio socijal-demokrata, radnik koji
je govorio tri jezika. Njegov ideal je bila Juzna Amerika, posto
je Francuska bila jedina republika u Evropi. Oti$ao je u London
preko Berlina sa dva druga, hteli su da uskoce na brod i odu za
Limu. Ali ostao je bez novca i vratio se u Kund K monarhiju. U
svega 3 generacije, jedan od njegovih sinova je postao svetski
poznat vizantolog i potpredsednik Srpske akademije nauka i
umetnosti, preostala dvojica masinski inzenjer i slikar, jedna
cerka je imala diplomu iz arheologije, a unuci i praunuci su
mu vizuelni umetnik, filmski montaZzer, muzicar, kostimograf,
istoricar umetnosti... Veliki skok u drustvenom smislu, tako
nesto se nikada do tada nije deSavalo u istoriji. On to nije
doziveo, ali je Ziveo za taj trenutak, pripadao je generaciji koja
je verovala u progres. Pratio sam taj pravac.

U drugoj polovini devedesetih, nakon dizanja sankcija UN,
jedine velike svetske zvezde koje su se pojavljivale u Beogradu
bili su fudbaleri koji su igrali medunarodne utakmice. Kao
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lokalna zvezda, ja sam im bio nevidljiv. Tako sam poceo da se
muvam po hodnicima hotela, snimaju¢i navijacke fotografije
sa svim velikim igrac¢ima kao $to su Gulit, Sirer ili Mateus... Tada
je vladala takva depresija, niko ih tamo nije pohodio, nikoga
nije bilo briga, samo taj ¢udak koji bi ¢ekao. Od trenutka kada
sam postao priznat na medunarodnoj sceni, moja pozicija
se promenila, pa sam poceo da direktno pregovaram sa
klubovima. Fotografisao sam se zajedno sa timom, pravilno
obucen u klupsku uniformu, u formi koja simulira zvani¢nu
fotografiju kluba. To je jednostavna pri¢a o prihvatljivosti, o
progresu i drustvenim modelima.

Pioniri. Umetnici bivsih socijalistickih zemalja, ukraseni
crvenom maramom koja je bila tvoja marama kad si bio
decak i pripadnik organizacije Pionira. Socijalizam je mrtav
- Ziveo socijalizam?

Deceniju posle ruenja Berlinskog zida, imali smo buljuk izlozbi
i zapisa sa Zapada koji su pokusali da umetnost s podrucja
CentralneiIsto¢ne Evrope uguraju pod $emu - Zapad "otkriva’
Centralnuilstocnoevropsku umetnost krajem '90-ih!to je dovelo
do stvaranja izuzetno vestacke protivteze. Ovo zanemarivanje
sprecilo je bilo kakvo razumevanje suptilnih razlika medu
sistemima, zemaljama, scenama, drustvenim standardima,
pojedincima i sl. Vezujué¢i ponovo c¢lanovima centralno-
evropskeiisto¢noevropske umetnickeiteoreti¢arske zajednice
ovu pionirsku maramu oko vrata, zeleo sam da istaknem da
neki od njih dozZivljavaju znacajni ideoloski ili teorijski sukob
pri suocavanju sa ovim zapadnim nerazumevanjem. To je
gest otpora protiv zapadnih stereotipa o umetnosti bivieg
Isto¢nog bloka. Zamisao je bila da se pokaZe da je ova grupa
vec jednom prosla kroz neku vrstu drustvenog ponistenja, u
ime jednakosti, i da se to ne bi smelo nastavljati.

U poslednje vreme ste cesto ucestvovali na izlozbama u
Austriji i Nemackoj. Balkan je prilicno ¢esto bio tema ovih
izlozbi. Da li se ponekad osecate eksploatisanim, kao
egzotika, od strane zasicenog zapadnog sveta umetnosti?
Ne tako Cesto. Zavisi od konteksta predstavljanja. Priroda
mog rada ne spada u klise tzv. isto¢noevropske ili balkanske
umetnosti. Ako je zamisao da se predstavi Sirok spektar
umetnickih praksi iz odredenog regiona, nemam problem,
sve dok se moj rad ne zloupotrebljava za neke velike zakljucke
koji hrane predrasude.
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U nekoliko projekata saradivali ste sa Elke Kristufek. Gde
vidite paralele i polja sukoba u dijalogu sa austrijskom
umetnicom?

Ona je impresivna licnost, njen stvaralacki opus je ogroman,
bogat. Bilo je mnogo paralela, u vezi sa eksploatacijom
sebe, drustvenim i politi¢ckim, ¢ak kulturnim aspektima rada,
prijemom... Glavni 30k je bio kada sam otkrio da smo oboje
poceli na sli¢nim pozicijama, gotovo u isto vreme, oko 1989.
Kada smo se sreli, 2001. godine, bilo nam je lako da razvijemo
kontakt koji se pretvorio u saradnju i projekat pod nazivom
Zivot kao narativ, koji je prikazan na nekoliko izlozbi. Po¢eo
sam seriju radova pod nazivom Elkepop. Uradio sam gomilu
autoportreta u stilu Elke Kristufek. Bila je to replika onoga
$to sam uradio sa Maljevicem u ‘96, ali ovaj put sa Zivom
umetnicom. Bilo je to uzbudljivo iskustvo. Kada smo prvi put
izlagali ovaj projekat u Beogradu, u Salonu Muzeja savremene
umetnosti, ljudi bi pitali: “... U redu... ali gde su tvoji radovi?”

Da li radite na novom projektu?

Da. To je ambiciozan projekat sa bosanskom umetnicom
Sejlom Kameri¢. Ona je fenomenalan umetnik, izuzetna zena.
Projekat se zove Paralelni Zivot, koji prati zabranjenu ljubav
dva dzetsetera, ¢lanova post-konfliktnih drustava, nesto kao
Dodi & Dajana, sa sre¢nim krajem.

54

LIFE AS A NARRATIVE

(il i, B4 - pRI0. M0

bafon i aul e USwtnoet, parkka L4, tiogras
plakatizlozbe | posterforthe
exhibition Life as a Narrative, Salon
muzeja savremene umetnosti |
Beograd, 2003

Paralelni zivot (sa Sejlom Kameri¢),

Hotel Argentina, Dubrovnik, 5. avgust
2005. | Parallel Life (with Sejla Kameric),
Hotel Argentina, Dubrovnik, August 5, 2005

Populisticki hepening | Populist Happening
| Spike Art Magazine, Vienna & Berlin |
Summer 2009 »
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Nebojsa Milenkovi¢

strategies of excess, or:
if you're in a hurry,
djuri¢ will slip you one

» All true art lives in the ghetto,
the only difference is in its size. «
Mileta Prodanovic¢

Emptied of content, meaning, weighed down by
a lack of vital motivating ideas and (or) ideologies, morally
disintegrated, economically undermined society of today,
has been created by permanent crises, shocks, cataclysms
and disturbances... Never, it seems, in known history, has
mankind been burdened to this extent by the syndrome
of a chronic lack of meaning. If we then place all this in the
context of a country that was once called S(F)R Yugoslavia,
followed by State Union, then, colloquially these regions, and
then Republic of Serbia, as it is today - and the city of Belgrade,
which has been, only in the last two decades, the capital of
four (different) states, where permanent crisis is ongoing for
at least half a century, the condition of instability imposes
itself as an enduring determining value. An unstable society
produces the same kind of institutions, unstable institutions
produce a state of material and legal uncertainty, material
and legal uncertainty permanently destroy the economy,
and a permanently destroyed economy produces an entropy
of meaning in all areas, resulting, in the final outcome, in
the disappearance of hope as one of the driving forces of a
society without which this vicious circle would not be able to
begin to rotate in the opposite direction. And while shattered
economies, destroyed institutions and a ravaged society may
be repaired in the long run - the question is, what happens
to human souls in these circumstances? Finally, what, then, in
such societies, can we expect from art? For what or to whom
are art and artists actually of use here? And could an artist,
residing in Belgrade, for example, repeat a sentence today
that was, at the time of the so-called real socialism, uttered by
one artist from Budapest: “My social and artistic status? - Well,
that’s pure geographical and biological injustice”?
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Autoportet s Fender Telekaster Standardom
iz'62. | Selfportrait with Fender Telecaster
Standard '62 | 1991



Letim u pomo¢ Damiru Krmaru | I'm Flying to
Help Damir The Swineherd | 1993

1 Uro$ Duri¢, Stevan Markus, Manifest
Autonomizma / Autonomism Manifesto,
Contemporary Art Gallery of the Cultural
Center “Olga Petrov”, Pancevo, June 1995.

\"4 ° o 7/
uros djuric
— a radical optimist or
a pessimist with experience?

And is the aforementioned also true if the artist is, for example,
called Uros Djuri¢?

Are you thinking of “the” Uro$ Djuri¢?

Yes, in fact, I'm thinking of him.

Well, he's not an artist, is he?

What is he then?

A natural disaster!

| don’t know, they say that he is an artist at the Museum.

As if they were all normal people at the Museum, besides,
what'’s with insisting on this Uro3 Djuri¢?

The personality of Uro$ Djuri¢ has been causing
confusion, debate, doubt and controversies ever since his
emergence on the Serbian art scene. The symbolic act of
his stepping through the so-called grand entrance of the art
scene could, however, be marked by the beginning of joint
exhibitions with Stevan Markus, in 1989. The theoretical
articulation of joint artistic activity followed in March 1994,
when Djuri¢ and Markus signed and published Manifest
Autonomizma / Autonomism Manifesto together. In a country
which was rapidly disintegrating and falling apart at the
seams- where the war machine, as well as social and economic
poverty crushed everything in sight, forcing collectivization
and uniformity as desirable values, Djuri¢ and Markus were
declaring Autonomism to be the supreme principle of
their art. The submission exclusively to their own laws and
personal (personalized) principles renders this two-member
movement an incident, that is, an energy which, according to
many theorists, critically marks the situation of the return of
figurative painting in the 1990s:

There is a need for an establishment of a possible
reality, separate both from the real world as from art itself, in
which fiction and specific events, real and imaginary characters
or objects, historical styles and trends, ideas, signs, symbols and
images would be functioning smoothly.
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Djuri¢ and Markus thus define their parallel visual
realities at a time when all of Serbia is living in constructed
parallelrealitiesin which turbo-folk, kitsch, populism and social
escapism of all kinds are becoming dominant values. Playing
with contexts, the Autonomists confront the parallel realities
of Serbia of the suburbs and the culture of tracksuits, with
the modernist tendency towards the aestheticization of society,
renegade culture, leather jackets, historical avant-gardes
and the authentic Belgrade urban spirit. Self-proclaiming
themselves as living classics, as well as the greatest Serbian
painters (see Djuri¢’s programmatic paintings: Dva najveca
srpska slikara u brisu¢em letu/ Two Greatest Serbian painters
in Looping, 1990, Bespredmetni autonomizam: Ubistvo ili dva
najveca srpska slikara umirena svojom veli¢cinom/ Non-objective
Autonomism: Murder or Two Greatest Serbian Painters Subdued
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Bespredmetni autonomizam: Ubistvo
ili dva najveca srpska slikara umirena
svojom velicinom | Non-objective
Autonomism: Murder or Two Greatest
Serbian Painters Subdued by Their
Own Eminence | 1997



Bespredmetni autonomizam: Ravnica | Non-objective Autonomism: Plain | 1996



by Their Own Eminence, 1997), the Autonomists deliberately
provoke, and also irritate the art environment which, with its
own cocooned outlook, certainly could not remain immune to
such excesses. The manifesto was intentionally implemented
as a slap in the face to social taste, and also the art scene,
itself, since, according to the authors, the immediate reason
for its conception was actually an attempt at minimizing
vacuous conversations about their art. Instead of a position of
an artist who depends on the context in which his art is being
positioned by curators, gallery owners and other actors of the
(non/existing) art system - Autonomists construct their own
artistic context (contexts): The beauty of this painting is also in
a charming, but determined rejection of artistic mystifications of
the work itself, and the ironic approach to the concept of culture
and its contemporary and/or historical layers makes Djuri¢’s work
an excellent representative of what we might call “fictional site”
or “active escapism.”?

Djuri¢ has held onto thus marked Autonomist
positions from the moment he began to exhibit
independently, replacing classical painting techniques with
various experiments in the field of expanded artistic media.
What remains unchanged is the presence of the author’s
image - namely, the self-portrait as the thematic thread
that connects various phases and series of Djuri¢’s complex
artistic opus. The second (variable) constant are urban values
that Autonomists also promote within the informal arts
community Urbazona - a project initiated in the summer of

LTV e, CERRIENY
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2 Lidija Merenik, No Wave: 1992-
1995, in: Art in Yugoslavia 1992-1995,
Fund for an Open Society, Center for
Contemporary Art, Belgrade, 1996.

Bespredmetni autonomizam: Portret Darke
Radosavljevi¢ | Non-objective Autonomism:
Portrait of Darka Radosavljevi¢ | 1997

Politi¢ko slikarstvo: Upotrebljivi
heroj populizma | Political painting:
Disposable Hero of Populism | 2001

Politicko slikarstvo: Autonomista
| Political painting: Autonomist | 2003




1993 by another cult figure of the Belgrade countercultural
scene, the painter and radio presenter Miomir Gruji¢ Fleka.
With the support of the independent Radio B92, it was
Urbazona that was trying to legitimize and make visible one of
those principles which remains dominant in Djuri¢’s art until
the present day. This principle, briefly, could be summed up in
an attitude that the artist is a person engaged in the defense
of the city. The artist is responsible for the city in which he
lives in. For its spirit. Urbanity. He is the one who differs and
who constantly points out differences, he is the one whose
language and energetic charge are difficult to fit into the narrow,
intolerant and in every way tragicomic system of cultural values.?
Along with Jugoslovenska kinoteka, Klub Akademija, cinema
Rex, gallery Sebastian, and Paviljon Veljkovi¢ had all become
cult places of Belgrade’s urban scene in the 1990s, as did the
Belgrade streets and private apartments.

Drustveni portreti MK | Society Portraits MK
| Paja Mihajlovski | 2012 »

Populisticki projekat: Slavni | Populist
Project: Celebrities | Masta Killa | 2003

3 Miomir Gruji¢, Uputstvo
za prijem i dalje emitovanje,
katalog za Akciju No.5/
Instructions  for Reception
and Further Broadcast, Action
No.5 Catalog, Urbazona,
Belgrade, 1993.
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comic strip. ego-trip.
or: the artist as art

There are elements in Djuri¢’s biography that often have a
crucial impact on the reception of his art. Namely, whenever
Uros is spoken or written of it is always emphasized that he is
an urban character, from a family of artists, an aficionado of
film and graphic novels, a painter, publisher, designer, radio
host, guitarist, drummer of the punk band Urbana gerila, an
actor, a football fan, a public figure... In a way, Djuric¢ is our
artist who has most fully understood Warhol’s dictum that
a contemporary artist simply has to be famous. Personal
history, his family background (Uro$'’s father was also an artist,
his mother, a city planner), popular culture, as well as the
knowledge gained from history of art (which Djuri¢ studied
before enrolling at the Academy of Arts), are important
as starting points for initiating more complex games in
which the artist himself, his physical, emotional, intellectual
and artistic body become the media(um) through which
different frustrations of the times in which this art is created
are manifested. Particularly in relation to the (micro)changes
daily experienced in the city where he was born, in which he
was intellectually and emotionally formed, and for whose
condition of urbanity he feels directly responsible. The artist,
then, becomes a medium that, speaking about himself, also
speaks about the changes that occur on the body of the city,
which represents his essential spiritual and artistic need:

I hate my paintings because they are not as perfect as |
was perfect while | had the vision of these paintings... One should
represent oneself cynically as a kind but stern Mr. Know-It-All...
There, in the paintings, there’s me and the beings. We do not
need understanding or the burden of grand decisions. We are the
Powerful Game and Glory of Autonomism! We are beings that the
world can be left to for keeping!
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Povratak mrtvog slikara s novim problemima:
Gnev | Return of the Dead Painter with New
Problems: Anger | 2006

Povratak mrtvog slikara s novim problemima:
Sededii blenudi s gospodinom Osterbergom
| Return of the Dead Painter with New Problems:
Sitting & Staring with Mr. Osterberg | 2007
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Populisticki projekat: Slavni | Populist
Project: Celebrities | Lou Reed | 2006 »

We also have our own fears, and obscenities, but do
not give up on any of the characters of our personality, because
we know that when a man wants to do something, to confront
something, he has to swallow an occasional turd. Glory consists
of the possibility of choice of what you will eat from what is
offered. We made our choice. It is a gentle totalitarianism, and we
regret that it has been renounced by all. Our paintings are not the
product of mastery which is a purpose in itself: they are a miracle
of personal heroism, and a few, not very pleasant, things.*

As a supreme act of artistic narcissism, as well as
courage to stand behind his own work, or what it should
represent, Djuri¢ theatrically sets himself up at the forefront
of his art. Self-historization and self-ironizing are strategies
that are consistently applied by Uros, or as he, himself, says:
It is the case of a projection of personality as a mediator of
ideas. He combines experiences of historical avant-gardes,
especially late Malevich, as an element of the sublime which
he cares for, with the banalities of everyday life - producing
a visual language within which strategic shifts are possible,
but whose main direction remains the same. In Djuri¢'s case,
as with Veronikin ubrus / Veronica’s Handkerchief, a self-portrait
becomes a ready-made - that is, the means of intelligent
playing, with himself and, equally, with art, itself, its contexts,
institutions, the art system, the media, and society and its
(in)ability to deal with and integrate within itself various
excesses and incidents whose main purpose is to introduce
disruption to the expected social and artistic contexts.
Djuri¢’s art is a programmatic antipode to all supposed social
normality. He knows that the artist needs to provoke, irritate,
stimulate dialogue, cause reactions. Djuri¢ deliberately
confronts false seriousness, as the dominant discourse of local
traditional (traditionalist) culture, with the culture (strategy)
of excesses and incident - and, therefore, he himself has
often been experienced/perceived as: an incident, disorder,
blank canvass, black hole, derailment, a natural disaster (or,
perhaps, all of it together) of Serbian contemporary culture.
The outcome of these complex, often high-risk games, is
not always easy to predict - that is why our hero knows that
working in the arts in Serbia today, in addition to existential
uncertainty as a constant, also implies a constant risk, losing
ground under one’s feet, and finding this ground yet again.

4 Uro$ Duri¢, Stevan Markus, Manifest Autonomizma / Autonomism Manifesto,
Contemporary Art Gallery of the Cultural Center “Olga Petrov”, Pancevo, June 1995.
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Populisticki projekat: Bog voli snove
srpskih umetnika | Populist Project:
God Loves the Dreams of Serbian
Artists | FKVardar (Skopje) | 2012

5 Uro$ Buri¢, Populisticki projekat/
Populist Project, in: Konverzacija/
Conversation, Museum of Contem-
porary Art, Belgrade, 2001.

the.popuolisf
djuric

» Instead of a big and dangerous dick
-1 have a tormented soul of a black man.«
Goribor, St bluz

Is Djuri¢ an artistic activist or an art (media) mani-
pulator, and, is there generally any difference between the
two? Uro$ Djuri¢, if it should be emphasized at all, is not
politically correct (either towards gender or sexual orientation,
as well) - his art is a programmatic antipode to all presumed
correctness. As an artist, he simultaneously also mocks his
own need and (or) perhaps naive desire to irritate, provoke,
change or produce meanings in a society which cares about
these (and all other) meanings as much as it cares for snows
of yesteryear. If everything is as thus, then what remains as
a possible/desirable strategy for the (Serbian) artist of the
present day? After all, does not art rely precisely on social
surplus value - and is it not logical that, as such, it ultimately is
treated as a social surplus, in itself?

Aware of the necessity of action and producing
context, in the series of works entitled Populist Project
Uros begins an intelligent game of playing with identities -
intertwining the intimate and the public, i.e. of relativization
and blurring of boundaries between them. Concluding that
populism is the last great ideological project of the 20th century,
which has largely adopted a totalitarian matrix, it is, according
to Djuri¢, the supreme ideology of today. Aware that, under the
banner of promoting new values, there has been an ongoing
perverted fight between the high and low classes for social, class,
and sexual emancipation® throughout the entire 20th century,
in Populist Project the role of the emancipator, that is, the
key actor is taken over by the artist, himself. With their auto-
fetishistic character, these works particularly manipulate the
desire of the little man to, at least for a moment, move closer
to a seemingly inaccessible world of celebrity. Being close to
the great stars of the TV screen is a universal (voyeuristic) need
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of people across the globe, and the act of taking a photograph
with a favorite star for many quite often represents a highlight
of their social existence.

Populist Project consists of four segments: God Loves
the Dreams of Serbian Artists is Uros's photo shoot with football
players of well-known European clubs, done in such a way
thatimmediately before the start of a game, dressed in a team
shirt and infiltrated into the team as its 12th player, Djuri¢
poses for the photograph that is the official portrait taken
before every important football game. If we consider as true
the claim that it is, in fact, football that is the most powerful
universal religion of the present day, football stadiums would
then be temples, while the players, in accordance with the
stated stereotypes, would actually be apostles - hence,
Djuri¢, himself, portrayed with great football teams of today
ceases to be a foreign body, or (an artistic) parasite, becoming
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Populisticki projekat: Bog voli snove
srpskih umetnika | Populist Project:
God Loves the Dreams of Serbian Artists
| Alan Shearer | 1998



Populisticki projekat: Bog voli snove srpskih umetnika
| Populist Project: God Loves the Dreams of Serbian Artists | SK Sturm (Graz) | 2001







Populisticki projekat: Slavni | Populist
Project: Celebrities | Grace Jones | 2005

Zivot kao narativ: 15¢ekujuci apoteozu s
Marinom Abramovic i Elke Kristufek | Lifeas
a Narrative: Waiting for Apotheosis with Marina
Abramovi¢ & Elke Krystufek | 2003 »

Populisticki projekat: Pioniri | Populist Project:
Pioneers | Alexander Brener | 2000

the missing, twelfth (apostolic) segment of this mosaic
which, actually, provides him with an iconic (divinational)
dimension and significance. Celebrities consists of Djuri¢'s
photo portraits with well-known local and international
stars (artists, athletes, actors, rock stars, politicians and their
wives, etc.), shot on various occasions (concerts, exhibitions,
theater performances, political rallies, in cafes, on the street...).
Hometown Boys are simulations of cover pages of the first
Serbian magazine for pornography, art and society, where
Djuri¢ occurs in a variety of (staged) situations, with the main
intention of producing social effects that represent a mixture
of sociology and fashion, art and pornography, theory and
gossip.® The series Pioneers is made of portraits of famous
personalities from the art scene of the other (east) side of the
Iron Curtain (amongst others, Oleg Kulik, Lérand Hegyi, Marina
Grzini¢, Nedko Solakov, Dan Perjovschi, the Irwin group, Braco
Dimitrijevi¢, Balint Szombathy, Milica Tomi¢, Tanja Ostojic,
§ej|a Kameri¢ and others), whom Djuri¢ photographs with (his)
pioneer red scarf around their neck - an ideological relic from
the time of growing up in socialism. Therefore, the pioneer
scarf appears here as a symbol, that is, an emptied sign that,
although stripped of its primary ideological meaning, still
remains a bearer of powerful emotional charges. At the same
time - noting that the artists of Central and Eastern Europe had
once already passed through some form of social cancelation
in the name of a supposed ideological equality - Djuri¢ also
responds with this work to the stereotypes that accompany
the art of the Pioneers during their performances in Western
Europe and the United States.

Since he was intellectually formed through his
Belgrade underground, rockand punk scene experience, along
withastrongawareness of conceptual art practices of the 1970s,
as well - Djuri¢ found his artistic position in the interspace,
the gap, between unfinished modernism, undeveloped
capitalism and a confusing and frustrating transition, in terms
of legality and values. Infiltrating the system and the media
of the alleged popular, but actually populist culture, Djuri¢,
by mimicry, as a foreign body, an inserted organism, a social
parasite - without illusions of the possibility of inside action -
transforms them into means of manipulation, not so much the
media, itself, as of our perception and experience of it. Djuric is,
therefore, not interested in the tabloids because of what they
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say as much as in their power (fictional or real- although this
does not become clearer) to influence the creation of (para)
cultural social realities. Simulating covers of Hometown Boys, a
magazine for (contemporary) art and pornography, its author
and publisher Djuri¢ manipulates the manipulator - creating
doubts whether such a magazine, in fact, exists? In addition,
Populist project also displays an awareness of changed social
conditions imposing an imperative according to which
being an artist requires an active participation in a multifold
manipulative system based on complex power games in the
relationships of: sex - politics - media - business. Through
simulating the social impact of the mass media, and due to
his roles in popular films, perfectly in tune with his artistic
philosophy, Djuri¢ has become a celebrity, himself. A bearer
of real media power through which he realizes a personal
artistic benefit, reflected in the fact that he has become
equally recognizable to people on a tram, market vendors,
beggars, whores, passersby, local alcoholics, patrons in a club,
fans at the stadium (and, frankly, those outside the stadium,
as well) - as he did to great curators and gallery owners of
today. The artist, positioned as a subject and an object of his
own art in this way actually simulates the desire of the other -
but, at the same time, falls into the trap of being overthrown
precisely from that other. Achieved public visibility occurs as a
byproduct, a symbolic surplus of artistic value, or a double-
edged sword that often denotes a real life and existential
threat - as the artist’s body becomes a public body, common
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Populisticki projekat | Populist Project:
Hometown Boys | September 2000

4 Populisticki projekat | Populist Project:
Hometown Boys | July 2000

Populisticki projekat: Slavni
| Populist Project: Celebrities |
Blixa Bargeld | 2012



goods, a source of entertainment, a daily pastime and a means
of (circum)venting myriad of frustrations of those who dream
of a similar visibility, but, for various reasons, had been unable
to reachit:

We register everything, but we do not believe all this
because we too have become screens, and who could ask of a
screen to believe in what it registers? We respond to simulation
with simulation, we too have become simulation devices. It is
not a question of philosophical doubt in terms of being and
phenomena, it is a question of great indifference towards the
reality principle affected by the loss of all illusions.”

Each of the segments of Populist project are
thoughtful acts of self-historization, that is, self-celebrization,
and the universality of the language used is confirmed by the
fact that it is precisely this project that provided Djuri¢'s art a
significant international artistic affirmation. Feeding on media
images, contexts, their sublime quality or banality, vapidness
or brutality, Djuri¢ places irony, sarcasm, parody and grotesque
in the function of questioning the following: whether he is, as
an artist, courting the art market (the alleged new elite) or, on
the contrary, exposing its chronic emptiness and banality?

Populisticki projekat | Populist Project:
Hometown Boys | November 2001 »

7 Zan Bodrijar, Fatalne strategije,
Knjizevna zajednica Novog Sada,
Novi Sad, 1991, p. 73.

Populisticki projekat: Bog voli snove
srpskih umetnika | Populist Project:
God Loves the Dreams of Serbian Artists
| GAK(Graz) | 2002
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a media-spinned

career.

sejla and djuric

The imperative of presence in the media, at any cost,
and as often as possible, has turned the society of the spectacle
of today into a society devoid of any, even media, meaning.
The terror of the public, the tyranny of generic information on
everything, and global media voyeurism as material for Djuric¢'s
art reached its peak in 2005, when, for the requirements of
a work for the October Salon in Belgrade he resorted to a
construction of a case study - i.e. the strategy of exposure
of his own life. Aware that there exists a secret relationship
between the manipulator and manipulated, a reliable alliance
that brings them together, making one directly conditioned
by the other - the existence of the one toying with us very
much becomes a prerequisite of our own (public) existence.
Thus we are entering a pathological situation of a perverted
relationship in which the perpetrator and the victim
complement and help each other on the same (media) task.
With the thematization of the symptom of derailment from
social normality, Djuri¢, in cooperation with the artist and
former model from Sarajevo, Sejla Kameri¢, and the journalist
of Svet, Beba Dragi¢, constructs Slucaj Djuri¢ (Case Djuric), in
such a way, that in four installments, from issue to issue of
the Novi Sad-based tabloid, articles are published on a secret
love affair between Kameri¢ and Djuri¢.® Under the watchful
eye of the paparazzi of Svet, the two artists were followed
for weeks on route Belgrade - Sarajevo - Dubrovnik - Herceg
Novi, as regular readers of Svet were continually supplied new
details of their socially (un)acceptable relationship. The story
of a married Serbian artist, father of a minor, and the Bosnian
artist, a former model (taking into account the fact that this
tabloid is distributed throughout the region of ex-Yugoslavia)
had quickly become a top Balkan (art) piece of a gossip. The
resolution of the love story came in the fifth installment, when
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Paralelni Zivot (sa Sejlom Kameri¢), Svet

br. 426, Novi Sad, 18. avgust 2005.

| Parallel Life (with Sejla Kameri¢), Svet (The
World) no. 426, Novi Sad, August 18, 2005 »

8 Beba Dragi¢, Paralelni zivot/ Parallel life:
UrosBuri¢, although married, has been in love
with Sejla Kameri¢, an artist from Sarajevo,
Svet, No.411, NIP Color Press, Novi Sad, 5.
May 2005, p.15; Beba Dragi¢, (Ne)jaki Uros/
Uros the Weak: Svet’s paparazzo caught Uros
Buri¢ with his mistress Sejla Kameri¢, Svet,
No.413, NIP Color Press, Novi Sad, 19. May
2005, p.12; Beba Dragi¢, Bigamista i delija/A
Bigamist and a Delija: Uros Buri¢ strutted
around Dubrovnik wearing a Red Star team
shirt with a logo in cyrillic while his mistress
Sejla Kameri¢ watched his back, Svet, N0.426,
NIP Color Press, Novi Sad, 18. August 2005,
p13; Beba Dragi¢, Muza izmuZena!/The Muse
is Milked!, Sejla Kameri¢ grew tired of the
role of the “eternal other woman” in the life
of the actor Uro$ Puri¢, and the relationship
fell apart at the seams under social pressure!,
Svet, No.432, NIP Color Press, Novi Sad, 30.
September 2005, p. 28.
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9 Stevan Vukovi¢, Rad za svakoga i
ni za koga - o jednom umetnickom
eksperimentu u medijskom polju/A
Work for Everybody and for Nobody
- On One Art Experiment in the Field
of Media, Remont art files, No. 01,
Remont, Belgrade, 2009, pp. 59-61.

it became clear to the fans of the tabloid, as well as to the art
scene, itself, equally intrigued and entertained by this media
scandal, that the (alleged) love affair was actually Kameric's
and Djuri¢’s joint art work, for which they received the Special
Jury Prize at the Salon the same year. Noting that in his work
Djuri¢ had used the format of the tabloid page in the manner in
which he used the format of the canvas in his early works, Stevan
Vukovi¢ concludes that the work in question requires specific
media literacy in order to be understood, causing the situation
in which this Kameri¢’s and Djuri¢’s media manipulation was
at the same time comprehensible to a very broad population and
quite incomprehensible even to professionals in the field of art.

4« Paralelni Zivot (sa Sejlom Kameri¢), Svet br. 433, Novi
Sad, 6. oktobar 2005. | Parallel Life (with Sejla Kameric),
Svet (The World) no. 433, Novi Sad, Ocotber 6, 2005

Paralelni zivot (sa Sejlom Kameri¢), Igalo, 5. avgust 2005.
| Parallel Life (with Sejla Kameri¢), Igalo, August 5, 2005
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appropriation or:

the red djuri¢

Although his works can also be read in the wider
context, the culture which Djuri¢ deals with, which he belongs
to, spiritually and intellectually, and which he primarily
responds to, is the Yugoslav and Serbian culture of the second
half of the 20th century and the beginning of the 21st century.
Djuri¢’s art finds its base in monitoring the parallel early
processes of the creation of the first Yugoslavia, as a modernist
project, and, on the other hand, the first major American
political influence in Europe, i.e. processes designed to thwart
or delay the initialized modernization. The material of Djuri¢’s
art is unfinished modernism, modernism interrupted in its
development - precisely the modernism that, for example,
Marko Luli¢ sees as an authentic phenomenon which
functions as a kind of an amalgam of Western modernism and
East European communism.

The syndrome of an unfinished society, a society
in constant construction, prone to all sorts of regressions,
representsthe syndromewhichDjuri¢triestoindicateinaseries
of works in which, through the process appropriation, he takes
on some identity traits, events or personalities, the presence
of which in this art is aimed at initiating a dialogue exactly on
the place, role and importance of art in the construction of
any community that aspires to social, cultural and economic
development. Playing with identities, as a constant of Djuri¢’s
artistic engagement, obtains an entirely different dimension
and response when the narrative is shifted onto the plane
of collective identities - that is, manipulative techniques
applied in the case of partially constructed, unfinished and
controversial issues of national identity. Djuri¢ pays particular
attention to the issue of historical revisionism, i.e. attempts
to rewrite (recent and distant) national history - either by
distorting or concealing facts, all aimed at constructing
parallel identities, in accordance with the current political and
economicinterests of those who carry out these constructions.
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Aproprijacije 1: Projekat spomenika Zzrtvama
fasizma iz '70-ih (autor Svetislav Buri¢) | Moj
otac | Appropriations I: Fascist victims memorial
monument project from 1970's (author Svetislav
Buri¢) | My father | 2008

4 Povratak mrtvog slikara s novim problemima:
JBT (svet bislusao) | Return of the Dead Painter
with New Problems: JBT (the world would listen)

| 2007



Crveni: Bez naziva (Crna zvezda)
| Red:Untitled (Black Star) | 2009

Thus, at the exhibition Crveni (Prezreni i zaboravljeni | Studija  Drustveniportreti | Society Portraits
o revizionizmu) / Red (Scorned and Forgotten | Study on | Bus | 2009

Revisionism), in the Belgrade O3one gallery, in 2009, Djuri¢

presented a series of works inspired by documents and archive

materials with which he thematized the historical heritage

and questions of (dis)continuity of the development of leftist

ideas in our midst: Today we are witnessing a clumsy attempt

at revisionism of the historical role of the left in the development

of contemporary Serbian society, which, unfortunately, due to

a complete lack of reaction of the general public, is producing

results. We are regressing into an anachronistic and militarized

society.”® In the series Aproprijacije/ Appropriations, with which

he reacts to the phenomena of historical revisionism, Djuric¢’s

video work 1. jun/June 1st has an emblematic significance, it

is actually a documentary recording of the state reception

and impressive military parade in honor of the eight-day ()

visit of the Yugoslav Regent Prince Paul (and Princess Olga) to

Berlin, hosted by the leader of the Third Reich, Adolf Hitler.

The aforementioned visit resulted in an agreement on (false) Aproprijacije4:1jun

Yugoslav neutrality, from which Djuri¢ draws an argument, | App’o’)”at"on_s‘f_:JU”ew | 2010
one not at all dear to historical revisionists, that it was this visit fj_
of Prince Paul that represented one of the key (preparatory)
events for the beginning of World War II.

Djuri¢ (re)actualized the issue of constructing identity
with the series Drustveni portreti/ Society Portraits in which
various personalities from cultural, political and public life step
in front of a static camera where, in complete silence, gazing at
us (the visitors of the exhibition) for a few minutes, give silent
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testimony - equally as much on their own media existence as
on the confusion in values as the dominant state which marks
what is nowadays called a public space. Djuri¢ emphasizes the
stated confusion in such a way that he invites in front of the
camera, in full equality, individuals that belong to the circle
of high culture or authentic representatives of urban, civic
spirit, as well as those figures that represent the culture that
is most commonly associated with epithets like: turbo-folk,
kitsch or the culture of the suburbs. Thus, for example, along
with Vojin Dimitrijevi¢, Vesna Pesi¢, Dusan Makavejev, Zelimir
Zilnik, Zagorka Golubovi¢, Ra3a Todosijevi¢ or Dusan Koji¢
- Djuri¢ also incorporates in his works Seka Aleksi¢, Suzana
Manci¢, Marijana Mateus or Ivan lvanovi¢ Djus. It should be
stressed that Djuri¢ does not connect the figures in Society
Portraits vertically or according to any hierarchy, but he does
it horizontally - thus, the Warholesque passionless scanning
of the state of things, that is, the provision of an objective
(media) image of today’s society is, in addition to celebrities,
equally contributed by Bane the taxi driver, Rudi the neighbor,
Jelena from Facebook, clubber Sanja Korpica, fitness trainer
Vlada Aikidoka, Ciki the slacker and director of documentary
films, partymaker and sculptor Cupa, the famous starlet and
groupie from the 1970s Meri Caki¢, Head of the Department of
Public Security Miroslav Milosevi¢, the bassist of Urbana gerila
and Berliner Strasse, Branko Rosi¢, numerous foreigners living
in Belgrade, and many others.

Djuri¢ explains the complexity (manifoldness) of
the relationship of social elites and the members of the so-
called middle and lower classes - that is, the consequent social
differences that derive from that relationship, which are a part
of the (ideological) basis of the ideology of populism - in the
following way:

Populism, as an ideology, methodologically developed
attractive models for affirmation of the representatives of
subordinate or minority social groups, with particular emphasis
on race, gender, sexual, and religious aspects. According to
Walter Benn Michaels in one of his studies, the neoliberal
economic policy (which represents a fundamental framework
of the populist agenda, obs. U. Dj.) is often accompanied by a
significantly high regard for cultural, ethnic and, sometimes,
religious differences. The problem that this image carries within it
(which explains the essence of its appeal), according to Michaels,
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4 Drustveniportreti | Society Portraits
| Dusan Makavejev | 2009

Drustveni portreti | Society Portraits
Suzana Man¢i¢, Meri Caki¢, Miroslav
Milosevi¢ | 2009






is that it is false, and not false in the sense that progress was not
made due to the struggle for the rights of identity groups - rather
that this progress has not made society more open or egalitarian.
The trick is that the struggle for racial and gender equality has not
led to more economic equadlity. It has even proved to be linkable
to an even greater inequality and the formation of a more elitist
society. Since the 1960s, the anti-racist and anti-sexist struggles
did not set as their main agenda an increase in equality in society,
or the reduction and elimination of the gap between the elite and
the rest of society, but rather the opposite. More often it had to
do with opening the elite to racial and gender diversity, which
would then contribute to its legitimacy. Thus today’s progressives
do not approve of and reject inequalities based on race, gender,
sexual or religious dffiliation, but at the same time they ignore
the inequalities that are not the result of discrimination, rather of
what is commonly called exploitation.
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Povratak mrtvog slikara s novim problemima:
O, Kipenberger?...On je poeta. | Return ofthe Dead Painter
with New Problems: Oh, Kippenberger?.. He's a Poet. | 2007 »
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if you're in a hurry,
djuri¢ will slip you one,
or: justice for uros!

» If market is god then sensationalism is its apostle. «
Uro3 Djuri¢

It could be concluded that for Djuri¢ art represents
a risky game, the seriousness and consequences of which
permanently, or as the local culture prone to pathos commonly
says “fatefully,” define his entire life. The dilemma of whether
the artist creates his own reality, or is just its mirror reflection,
results in constant revisions of won/acquired/unstable/
lost artistic positions, multiple identities, as well as different
manifest forms of (media) pathologies that exist in any society,
and particularly in the Serbian one. Constantly constructing
his own art case study, located somewhere between (Marx’s)
thesis on how the system will change only when it reaches
the point of its own collapse and the (McLuhan) argument
on the medium which always feeds off (some) other medium
- Uro$ Djuri¢, with precision and focus, speaks about the
(Serbian) society (and art) of today. The identification of social
pathologies makes this art a space (platform) for subversion
where the excesses of contemporary culture and its tendency
towards overkill of all kinds is transformed into artistic
material which appropriates from society itself the actual
symptoms of its multiple disorders and pathologies. And as
the reality of a society he engages in becomes more vulgar
or trivial, according to the principle of communicating vessels,
elements of this vulgarity and banality are more present
in Djuric¢'s art, as well. Social frustrations become personal -
they are reflected in the artistic life in the same way that they
are in (real) life. In contemporary psychology, this procedure
is known as constant repetition of traumatic themes as to
ultimately overcome them: | have been going through various
social crises from 1981 to the present day, and each one of them
directly reflected on my own life, they are an inseparable part of
my everyday existence and are present in my work."
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Nocna buka, plakat di-dZej nastupa u Blou ap
baru, Beograd 2009 | Nighttime Noise, poster
for DJ performances at Blow Up bar, Belgrade
2009

11 Slobodan Stojici¢, Uro$ DBuri¢ - interview, see:
http://www.mladireporter.net/2012/07/intervju-
uros-duric/, last access: 10 April 2013.



Djuri¢ responds to the dilemma of whether, in this
environment, contemporary art functions exclusively on the
level of scandal, excess and incident with his most recent work
xxxx that is smiling at you from the covers of this catalog. The
xxx designation is commonly used to mark the content of web
portals with explicit pornographic content; by adding a fourth
x the artist, in fact, suggests that this refers to a very different
kind of pornography - indicating a perverted relationship of
the works, as well as the artist’s entire biological existence,
with a society that his art treats as its material (or, perhaps, it is
vice versa?). What do we have here, then: a battered, stripped-
down, symbolically castrated painter (with a broken arm as a
basic means/tools of his craft), located in an equally stripped-
down space that could just as well be the artist’s flat as much as
some of the institutions specialized in treating these types of
artisticdisorders, such asamuseum, forexample. The discourse
which the artist chooses is recognized as appropriation of an
empty space, a place emptied of any (symbolic) or any other
meaning - just as the society in which he lives in is devoid of
relevant meaning and ideas. The artist stands before a closed
door as a powerful metaphor of the Serbian cultural, political
and (or) national identity, for which waiting in front of closed
doors, it seems, remains the only reliable and stable historical
constant. The majority of people are most likely to understand
this work of Djuri¢ as an excess (lack of moderation), or
perhaps a tendency towards overstatements of all kinds.
Some people will actually find within it an argument for
the claim that the artist has clearly gone berserk. Of course,
there will be those who will view the entire issue as a mere
confrontation with yet another manifestation/symptom/form
of artistic exhibitionism. However, those whom the artist (and
the curator of this exhibition) are primarily addressing are
people who will have the need to decipher what motivated
an undoubtedly successful and well-known, and at the same
time clearly intelligent man, to take on this certainly risky way
of playing with his own artistic and general reputation? In the
search of (im)possible answers a ditty might be of use, which
| recommend for listening in the background during a visit to
the exhibition, equally as while reading this text:

Ifyou're in a hurry - Djuri¢ will slip you one.
If you're not in a hurry- Djuric¢ will shove it in!
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Populisticki projekat: Skola Fontenbloa
| Sigurni evropski dom | Populist Project: School
of Fontainebleau | Safe European Home | 1999

Populisticki projekat: Bez naziva (Crna zvezda)
| Populist Project: Untitled (Black Star) | 1999 »
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u rog d 1 u ri C, Uro3 Djuri¢in conversation with Gerald Matt & Sigrid Mittersteiner
J in January 2006. First published in Interviews by Gerald Matt,
edition Kunsthalle Wien / Walther Kénig, K6In, 2007. Gerald Matt

in CO nve rsation With (1958) studied law, econimics & art history. He was a director

of Kunsthalle Wien from 1996 to 2012. Matt is the author of the

I d tt collections of interviews with contemporary artists - Kiinstler im
g e ra I I l a Gesprdch (2003), Interviews (2007) and Interviews 2 (2008).

Gerald Matt: In most of your pictures your own portrait is
in the centre. In 1994 you and Stevan Markus published the
Autonomism Manifesto. On the basis that human beings
are not rational but seek rational explanations, the authors
decided to make the self-portrait the main subject of their
art.

Uros Djuric: The concept of Autonomism is based on the
projection of personality as a mediator of ideas. The self-
portrait creates its historically determined model with the
specific feature that the image of the author act as a part of
the content by being included into the representation. This
image is not used as a simple mirror-image of the painter or
his appurtenances and affiliations, but as a tool for conceptual
manoeuvres.

Since we started exhibiting, around 1990, the moguls of
art criticism & theory have marked us as a “new figuration”,
presenting us as the next big thing, drastic, provocative,
urban-oriented representatives of the “media generation”
- the generation that acquired its knowledge of art history
through reproductions & illustrations — comics, sci-fi & horror
addicts, pop junkies... All nonsense. They built a pedestal for
our monument: all we had to do was to jump on it and strike
a pose. Surprisingly, we sat down & wrote a manifesto, which
was an odd thing in the 90s, but the message was sharp &
precise.

What were the reactions?

The Untouchables were in a state of shock... | mean you can't
do that! No one ever does it, biting the hand that feeds you,
no matter how wrong that hand might be! But it wasn't good
enough for us...

We had been framed in a Hollywood cliché of “fugitives”, but
what they didn’t notice was that we're both quite educated.
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Autoportret, Karla Marksa 196, Nojkeln,
Berlin | Selfportrait, Karl-Marx Strae 196,
Neukolln, Berlin | 1988

Elkepop: Rep 4 | Elkepop:Rap 4 | 2003 »

Crnaslika | Black Painting | 1990
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Markus... This guy was raised on the classical paradigm, while
having problems with the law. He was an unpredictable dude,
heavy streetfighter, his parents were desperate. His parents
are teachers of literature in grammar schools, they traveled
abroad a lot in the 70s - as did my own family. | saw the Venice
Biennale when | was 14, in 1978. | was constantly bumming
‘round Europe during the 80s... So what if we were spending
most of our lives as restless street punks? It was all our choice!
We didn’t want to feed any of those stereotypes.

Did you see the Autonomism Manifesto as a programme of
artistic opposition?

The Autonomism Manifesto was written to reject all these
limitations. As Markus said in an interview: “..It was created
to reduce potentially shallow stories about our painting to
a minimum. The Manifesto is not a programme and doesn’t
purport to change anything essential in art, because such
attempts bring about aesthetic radicalisation, in other words,
art products, which are the image of their own death. And
so it is not avant-garde either, we consider ourselves to be
classics...”.We defined our position through the term autonomy,
which was interpreted to mean “obedience to its own laws”
& established the personal principle as the major principle
of all. According to specific social & political circumstances
around us, we promoted subversion as an ability not to get
caught up in a big process of development and contribution
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Dva najveca srpska slikara u briSu¢em
letu | The Two Greatest Serbian
Painters in a Steep Dive | 1989

Konjanic¢ki autoportret
| Cavalryman Selfportrait | 1995



to some generalised progress, based on the marginalization
of human values and seemingly clear aims. Younger art
theorists immediately recognized that attitude. Stevan
Vukovi¢ recently wrote, concerning it, “.. the Autonomists’
intention to produce histories of their own, stories that escape the
constraints of theory-led production, interpretation dominated
by art historians, and exhibited in the framework imposed by
the curators...". We wanted to create the context in which the
work is being produced, viewed and exhibited. When we talk
about autonomy, we're not talking from the position of some
romantic, 19" century individual. Vukovi¢ also said that we
(both Markus & 1) were always aware of the histories of the
terms we were using & the very term ‘Autonomism’ refers
mainly to left-wing social and political movements, which
emerged in the 1960s from worker-based (operaismo) roots,
fighting to force changes in the organization of the system
independent of the state, trade unions or political parties.
He said that our Manifesto was published about the time of
the big revival of worker-based discourse, firstly in political
and then cultural studies, that had its highest peak when the
Empire' of Hardt and Negri went out of print and became part
of the library of every left-oriented intellectual. In that new
context the term ‘Autonomy’ was linked not to ‘individual
autonomy’ but to the ‘autonomy of networks’ and the power
of productive synergies.

That was an important observation & a reason why this wasn't
recognized by the previous generations of art theorists. Mainly
because their leftist practice was something very different.

Your Suprematist Landscapes and self-portraits as well as
works of Non-Objective Autonomism refer strongly to the
formal code of the Russian Avantgarde of the 1920s.

After the Manifesto had been published & the big exhibition
we had in 95, there was kind of a silence around us. No
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Bespredmetni autonomizam: Ubistvo

ili dva najveca srpska slikara umirena
svojom veli¢inom (detalj) | Non-objective
Autonomism: Murder or Two Greatest Serbian
Painters Subdued by Their Own Eminence
(detail) | 1997

1 M. Hardt and A. Negri: Empire,
Cambridge, Mass.: Harvard University
Press, 2000.

Bespredmetni autonomizam:
Portret Rase Todosijevica (detalj) |
Non-objective Autonomism: Portrait
of Rasa Todosijevi¢ (detail) | 1998




shows, no bids. | was broke, had neither money nor studio.
Local wars followed with social crises reaching their climax...
| got an offer to get back to the Academy for post-graduate
studies, which | did. | spent 3 very important & fertile years
there. | immediately started to research my own position,
trying to understand where & how | got into this clash with the
representatives of the art establishment. The main catch was
their travesty of the idea of conceptual art according to some
rigid norms of conceptual aesthetics. Suddenly | recalled one
case. In 1983, | saw the exhibition of Russian avant-garde in
the Museum of Contemporary Art in Belgrade, collected from
Russian museums. Malevich who's already glorified as an icon
of radical modernism, was presented with works that were
part of the so-called Post-suprematist figuration of the mid-20s.
The organizers were a bit disappointed as this phase was still
treated as a regression compared to his previous revolutionary
Suprematist cycle. | stood in front of The Athletes or Red Cavalry,
fascinated... Regression? What were they talking about? There
was an interesting step, a big change in scope towards the
interpretation of that period, which came in the mid / late
80s — early 90s. Anyway, it was an ideal platform to develop
my own concept from. | treated the whole History of Art as a
dead object, a ready-made. | jumped into a formal element
of Malevich’s iconographic model & stripped it of all social &
historical manipulation by putting it into a different context,
filling it with unexpected contents. From the beginning, my
art had always been socially oriented, | was exploring conflicts
& the relations between identity & society. For example,
Malevich was doing these “portraits” of different classes or
social types like sportsmen, peasants, mystics, carpenters;
dealing with the collectivist euphoria & class struggles of
that historical period. Our civilization was experiencing other
phenomena, the crisis of self that emerged from conformism,
consumerism & global indifference. So | started to do portraits
of real people, canonizing the friends and protagonists of the
Belgrade arts scene. Frontal portraits were rendered in the
iconographic pattern of Malevich's late period, which means
that the identity of the portrayed person was not recognized,
as is usual in portrait painting, by the facial features, the
characterization of the image, but by given attributes such as
gesture, or a personal affinity for the fetishism of clothes. We're
all our own products and we project our visions of self as well
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Bespredmetni autonomizam: Autoportret,
1996 | Portret Jovana Jelovca, 2005
| Non-objective Autonomism: Selfportrait,
1996 | Portrait of Jovan Jelovac, 2005



as certain attitudes, which could be treated as iconographic
models. According to Malevich’s theory, namely, that the
face is experienced only as a mask hiding the truth about our
being. The project was presented in June 1998, as a solo show
in the Salon of the Museum of Contemporary Art in Belgrade,
under the title Non-objective Autonomism. The defenders
of Conceptual aesthetics, to some extent comparable to
Malevich'’s case, thought it was a flop, a step backward. A year
after, those works were published in Flash Art.

In your show Go Johnny Go you have been represented with
around a dozen drawings and paintings - all self portraits
with various electric guitars. You are not only a visual artist,
you are a musician as well. Did you play all these instruments
yourself?

No | didn’t. I'm not a musician. | play the guitar, but this is
different, and an important aspect of my life. | have a big
record collection, my hi-fi's constantly on while I'm working.
Almost like a ritual. | have spent half of my life in night clubs.
Most of my gang lived on the edge of social streams, we
were marginalized. Lack of money was our reality. Guitar
Self-portraits came from that sense of frustration, when you
can't realize your desires due to objective circumstances.
These works were the projection of fantasies. In Autonomism
Manifesto, we're talking about that state, the desire to express a
possible reality detached from the real world as well as the art
itself, the state where fantasy together with concrete events,
real & made-up characters or objects, historical styles and art
movements, ideas, signs, symbols and performances go on
functioning undisturbed. Context is only the scenery where
the symbolic constitution of a possible reality is happening,
where the “personal principle” can be expressed to the full.

| earned a big sum of money in the year 2000. The very first
thing I did was to go to the nearest guitar shop & buy myself
the most expensive Fender Telecaster, with its natural wood
body & rosewood neck. Then | started to work on self-portraits
that included my new guitar, a realized fantasy. A kind of living
experiment in the field of social & class emancipation.

You were part of the Belgrade punk-scene in the 1980s and

then moved to Berlin. The beginning of the dissolution of
Yugoslavia through war caught up with you in Brussels,
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when you were installing a show. You were not permitted
to return to Germany. What were your feelings when you
got back to your hometown?

I'll try to explain this more precisely as all these experiences
were important in forming the Autonomism concept. | started
in 1980, when | joined the incipient punk scene, | played with
Urban Guerrilla, a short-lived but radical & influential band.
The scene was hot & expansive but suddenly it expired in late
'83 - '84, while | was in the army. | got back to a changed city.
| started to study art history, | spent 3 strange years there, |
lost interest after the first year, it was such a waste of time. The
only good thing that was happening in the mid-80s was the
rise of an alternative scene around the Academy night club,
run by Fine Arts students as well as a whole bunch of losers,
freaks, punks, chic chicks, gays & junkies, all mixed. | was
travelling abroad a lot, and that’s how | discovered Berlin. The
city surrounded by The Wall looked like an established utopia
of the kind we inhabited in the Belgrade nightclubs. | got in
contact with people that were part of the Autonomist political
movement, perhaps the most powerful social alternative in
Europe at that time. The key thing was that | articulated my
idea of art in such surroundings. | never moved to Berlin, but
| travelled there quite often — thanks to the Eastern block the
return ticket cost around 10 DM. | had already been enrolled
at the Belgrade Academy of Fine Arts & | spent almost every
summer from 1988 to 1992 in Germany. When | was in my
final year, Milica Tomi¢ invited me along with several other
artists to take part in some exhibition in Brussels. It was our
first show abroad. The civil war had already started, but we
weren't really aware of the scale of its devastation. Then,
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on 1 June 1992, which was the day of our opening, the UN
sanctions against Yugoslavia started. We were stuck there, our
flight was canceled. Milica went to Frankfurt, | went to Berlin.
Serbs were already singled out as the bad guys, | didn't want
to stay in that atmosphere, with the unseen mark on my head.
The huge demonstrations against Milosevi¢ started right after
the sanctions were implemented & soon after | decided to go
back, to confront reality, | wanted to be part of that. | thought
The Shithead will be politically dead by the end of the year.
Milica came back to Belgrade in December. This was the time
of our rise on the local scene.

At the end of the 1990s you started to work on the Populist
Project. The main thesis is that populism as a hegemonic
ideology has displaced social utopias; the main theme is the
interaction of the star-system and identity. In Celebrities you
exhibit yourself, in various situations with famous people
from different spheres, with politicians, artists, movie-stars,
musicians.

During the 90s, our society was passing through heavy political
& social turbulence, the complete social & class structure
was upside down, being permanently filled with populist
contents. In comparison with the 80s and my conscious living
on the margins of the public sphere, the 90s pushed me into
centre-field, | became a star. | was suddenly recognized as one
of the most prominent figures on the contemporary art scene
as well as a character from feature films, having radio shows
on the B92 station, participating in the publishing of adult
comics, working as a graphic designer, a DJ... even though |
was in the centre of the public & media interest, there was a
huge disproportion between my class & my social position.
My public success & activities weren’t something one could
materialize at that time. The closed society, with completely
different parameters compared with the outside world, was
a leading phenomenon of our way of life. The real stars in
Serbia of the 90s were criminals, war heroes, politicians, folk
singers, merchants, bankers... This pseudo-elite formed a
new class based on open material interest, monopolies &
fast enrichment. The main criterion for entering the club was
to be part of their game. The only space in which | might
confirm my “star” position was in portrait shots with foreign
celebrities. Even though all the photos were coming from the
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real situations, they looked more like a fantasy than a reality.
It's connected to the spirit of the time.

Hometown-Boys, First Serbian Porn, Art & Society magazine,
represent your artistic response to the war in Yugoslavia.
A series of faked magazine covers, digitally mounted from
your own photographs and downloads from the internet
- lifestyle with a ribald dose of sex, glamour and bawling
chauvinism. Are you sarcastic?

| wouldn't say so. We're witnessing something that looks like
a programme, a new Bible or Populism Manifesto produced in
the form of a lifestyle magazine. Basically, these magazines
are opinion makers of the new age, the age of consumerism.
They're called lifestyle magazines, but they don't sell style,
they sell norms & ideological postulates of populist ideology.
Hometown Boys sells a lifestyle of my own, and it's real. Maybe
it's bad, but that’s what | am, that’s the whole spectrum of my
interests, what I'm made of... I'm not selling an inaccessible
ideal, I'm presenting reality, which any lifestyle should be.
That’s my self-portrait in the shape of a magazine cover. Many
people told me they would like to read it...

God Loves the Dreams of Serbian Artists — Uros Djuric
in a group portrait with European football clubs. Real
photography, no montage. The world of art and the world
of football both have their own and quite different moral
justifications. Are you living as a cross-border commuter?

The role of both art & football in the emancipation of the lower
classes in the late 19th & early 20th century was enormous.
These were referential fields, meeting places of the classes
that were in deep conflict. My grandfather, who was a tailor
in Budapest, played for Ferencvéros before The Great War. He
was a social-democrat, a worker who spoke 3 languages. His
ideal was South America as France was the only republic in
Europe. He went to London via Berlin with two comrades, they
wanted to take a ship & go to Lima. He changed his mind &
went back to the K und K monarchy. In just three generations,
one of his sons became a world-renowned Byzantologist &
Vice-president of the Serbian Academy of Science & Arts, the
other two became a machine engineer & a painter, 1 daughter
had a diploma in archaeology, the grandchildren are a visual
artist, a film editor, a musician, a costume designer, an art
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historian... A huge jump in social terms, like nothing that ever
happened before in history. He was not alive to see all that,
but he lived for it, he belonged to the generation that trusted
in progress. | was following that line.

In the second half of the 90s, after the end of the UN sanctions,
the only big international stars that appeared in Belgrade
were football players that were playing international matches.
Being alocal star, | was invisible to them. So | started to appear
in hotel lobbies, taking fan photos with all the major players
like Gullit, Shearer or Matthaus... It was such a depression then,
nobody was there, no one cared, | was the only freak waiting...
From the moment | established myself on the international
scene, my position changed, so | started to negotiate directly
with clubs. | was photographed together with the team,
dressed properly in a club kit, in a form that simulated the
official club photo. That's a simple story about acceptability,
about progress & models of society.

Pioneers. Artists of the former socialist countries, decorated
with the red necklet that was yours when you were a boy
and a member of the Pioneer organization. Socialism is
dead - long live Socialism?

A decade after the demolition of the Berlin Wall, we had plenty
of exhibitions and writings from the West that attempted to
put Central/East European art into a kind of schema - The West
having ‘discovered’ Central/Easter European art in the late 90s! -
resulting in the creation of a highly artificial counterbalance.
This dismissal prevented any understanding of the subtle
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differences between systems, countries, scenes, community
standards, individuals, and the like. By having members of
the Central and Eastern European artistic and theoretical
community re-position this red pioneer scarf around their
necks, | posit that some of them are experiencing significant
ideological or theoretical conflict in the face of this Western
misunderstanding. It's a gesture of resistance against Western
stereotypes of art from the former Eastern Bloc. The idea is
to show that this group has already passed through a kind of
social nullification once, in the name of equality, and it should
not be continued.

Recently you took part rather frequently in exhibitions in
Austria and Germany. Rather often as well “The Balkans”
was the theme of these shows. Do you sometimes feel
exploited as an exotic by a saturated western art world?
Not all that often. It depends on the context of representation.
The nature of my work doesn’t belong to the cliché of so-
called Easter European or Balkan art. If the idea is to present a
wide range of art practices from a certain region, it’s okay with
me as long as my work’s not misused for some big conclusion
that feeds prejudices.

In several projects you have cooperated with Elke Krystufek.
Where do you see parallels and stress fields in the dialogue
with the Austrian artist?

She’s an impressive personality, her production is enormous,
flamboyant. There were lots of parallels, concerning the
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exploitation of the self, social & political, even cultural aspects
of the work, the reception.. My main shock was when |
discovered that we both started with such similar positions
almost at the same time, around 1989.. When we met in
2001, it was easy for us to develop a contact that turned into
a collaboration entitled Life as a Narrative, shown in a couple
of exhibitions. | started a series of works named Elkepop. | did
a ton of self-portraits in the style of Elke Krystufek. It was a
replica of what | did with Malevich in ‘96, but with a living
artist this time. It was an exciting experience. When we first
exhibited this project in Belgrade, in the Salon of the Museum
of Contemporary Art, people would ask: “... Ok... but where are
your works?”

Are you working on a new project?

| am. It's an ambitious project with the Bosnian artist Sejla
Kameri¢. She’s a brilliant artist, an exceptional woman. The
project’s called Parallel Life, following the forbidden love
of two jet-setters, members of postconflictual societies,
something like Dodi & Di, with a happy end.

Paralelni Zivot (sa Sejlom Kameri¢), Topli¢in
venac, Beograd, maj 2005. | Parallel Life (with
Sejla Kameri¢), Topli¢in venac, Belgrade, May 2005

Paralelni zivot (sa Sejlom Kameri¢), Svijet br. 432, Sarajevo,
30. septembar 2005. | Parallel Life (with Sejla Kameri¢),

Svijet (The World) no. 432, Sarajevo, September 30, 2005
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La Criée centre d'art contemporain,
Rennes, 2013

Nacionalna galerija / Mala stanica,
Skopje, 2012

2012

2011
2010
2009
2008
2007

2006

2005

2003

2002

2001
2000

biografija | biography

uros duri¢

Roden 1964. Zivi i radi u Beogradu |
Born in 1964. Lives and works in Belgrade.
www.urosdjuric.com | autonomy@urosdjuric.com

solo izloZzbe | one-man exhibitions

Tisina, Nacionalna galerija / Mala stanica, Skopje

(kustos | curator: Goranco Gjorgjievski)

Kratka zgodovina pozabe ali ne postavljaj mi vprasanj in ne bom tilagal,
Vetrinjski dvor, Maribor

Radovi, Kulturni centar Ribnica, Kraljevo

1. jun, galerija Remont, Beograd

Crveni, galerija O3one, Beograd

A Short View to the Populist Dreamland, Art Point galerie, Wien
Pioneers, Heroes & Other Dedicated Life-Long Decadents

(with Julia Kissina), 18m Galerie flir Zahlenwerte, Berlin

(kustos | curator: Julie August)

7 Steps to Power, galerija New Moment, Beograd

(kustos | curator: Ksenija Marinkovic)

Slike na izlozbi, Savremena galerija, Zrenjanin

Povratak mrtvog slikara s novim problemima /deo 2: 79 - 91,
galerija SKC, Beograd

Povratak mrtvog slikara s novim problemima/ deo 1: Prelazak velike
praznine , galerija Zvono, Beograd

3:1, Sok galerija, Novi Sad

Previously Unreleased, galerija O3one, Beograd

(kustos | curator: Stevan Vukovic)

Life as a narrative (sa Elke Krystufek), Salon muzeja

savremene umetnosti, Beograd

Bog voli snove srpskih umetnika, Dzepni kulturni centar, Beograd
God Loves the Dreams of Serbian Artists, galeria 2META, Bucuresti
Velika Autonomisticka prevara, Galerija Remont, Beograd
Populisticki projekt: Pioniri; Bazelsko iskustvo,

Rezidencija ambasadora Svajcarske, Beograd

Political painting, Kulturkontakt Studio, Wien

Populist project tour 2000, Galerie Behemot, Praha
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1999
1998
1996
1995

1994
1993

2013

2012

2011

2010

2009

2008

Populist project, ATA Centre For Contemporary Art, Sofia

Bespredmetni Autonomizam, Salon Muzeja savremene umetnosti, Beograd
Karika (sa Zoranom Marinkovi¢em),

umetni¢ka galerija NadeZda Petrovi¢, Ca¢ak

Autonomisti (sa Stevanom Markusem), Savremena galerija, Pancevo

Prvih 5 Autonomistickih godina,1989-1994, galerija Sebastian Art, Beograd
Radovi, galerija Doma Omladine, Beograd

grupne izlozbe (izbor) | group exhibitions (selected)

Two Lines Of Life (Or why a rabbit loves weeds), La Criée centre d'art
contemporain, Rennes (kustosi | curators: Mia David, Zorana Dakovic)
Assembly 03, galerija Nova, Beograd

Bogatstvo vizualne realnosti - izbrana dela iz zbirke Zepter, Koroska galerija
likovnih umetnosti, Slovenj Gradec

(kustos | curator: Ivana Simeonovic - Celi¢)

Donumenta 2011 / Serbien, Kunstforum Ostdeutsche Galerie, Regensburg
(kustosi | curators: Miroslav Kari¢, Regina Hellwig-Schmid)

Land of Promises, Vasvéry haz, Pecs

(kustosi | curators: Ana Adamovi¢, Milica Pekic)

Police The Police, Biennial of young artists 4th edition,

Castle Palatul Stirbei, Bucuresti (kustos | curator: Mica Gherghescu)

FAQ Serbia, Austrian Cultural Forum, New York

(kustosi | curators: Branislav Dimitrijevi¢, Andreas Stadler)

Trijumf savremene umetnosti, Muzej savremene umetnosti

Vojvodine, Novi Sad

Central Europe Revisited lll, Schloss Esterhazy, Eisenstadt

(kustos | curator: Lérdnd Hegyi)

Feedback 1989, Hotel Dajti, Tirana

(kustosi | curators: Adela Demetja, Julie August)

Okolnost / 50. Oktobarski salon, Muzej 25. maj

(kustos | curator: Branislava Andelkovic)

On Normality: Kunst aus Serbien 1989-2001,

Museum Moderner Kunst Karnten, Klagenfurt

On Normality: Art in Serbia, The Katzen Arts Center

at American University, Washington D.C.

(kustosi | curators: Branislava Andelkovi¢, Branislav Dimitrijevi¢, Dejan Sretenovic)
Land of Promises, Art Point gallery, Wien

(kustosi | curators: Ana Adamovi¢, Milica Pekic)

Slika 2008, Savremena galerija, Zrenjanin

Experimenta Folklore, Frankfurter Kunstverein, Frankfurt

(kustos | curator: Tobi Maier)

Land of Promises, Bibliotheque Universitaire Lucien Febvre, Belfort
(kustosi | curators: Ana Adamovi¢, Milica Pekic)

Mediations Biennale, Muzeum Narodowe, Poznan

(kustosi | curators: Lorand Hegyi, Gu Zhenging, Yu Yeon Kim)

Zidovi na ulici, Siemens Art Programme / Muzej savremene umetnosti, Beograd
(kustosi | curators: Branislava Andelkovi¢, Marko Luli¢, Thomas Trummer)

Vetrinjski dvor, Maribor, 2012
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Frankfurter Kunstverein,
Frankfurt, 2008

Paviljon Veljkovi¢, Beograd, 2008

2007

2006

2005

2004

2003

2002

Land of Promises, European Commision, Berlaymont Building, Brussels
(kustosi | curators: Ana Adamovi¢, Milica Pekic)

Micro-narratives: tentation des petites réalités, Musée d’art moderne
de Saint-Etienne Métropole, Saint-Etienne

(kustos | curator: Lérdnd Hegyi)

Land of Promises, Centre Culturel de Serbie, Paris

(kustosi | curators: Ana Adamovic, Milica Pekic)

Mikronarativi / 48. Oktobarski salon, Muzej 25. maj

(kustos | curator: Lérand Hegyi)

Land of Promises, Espace Appolonia, Strasbourg

(kustosi | curators: Ana Adamovi¢, Milica Pekic¢)

Overexposures, Muzeul de Arta, Timisoara (kustos | curator: losif Kiraly)
Li¢ni prostor - javni prostor, Magacin, Beograd

(kustosi | curators: Katarina Mitrovi¢, Sasa Janji¢)

Zvezda i njena senka, Muzej savremene umetnosti Vojvodine, Novi Sad
(kustos | curator: Nebojsa Milenkovi¢)

1:0, 18m Galerie fur Zahlenwerte, Berlin (kustos | curator: Julie August)
Gegenwartskunst vom Balkan aus der Sammlung Essl, Osterreichisches
Kulturforum, Praha (kustos | curator: Jirf Sevcik)

Umetnost koja radi - 46. Oktobarski salon, Kuca legata, Beograd
(kustosi | curators: Nebojsa Vili¢, Darka Radosavljevic)

O Normalnosti — Umetnost u srbiji 1989-2001, Museum of Contemporary
Art, Belgrade (kustosi | curators: Branislava Andelkovic,

Branislav Dimitrijevi¢, Dejan Sretenovic)

Tacka preseka, galerija ULUS, Beograd

(kustos | curator: Jasminka Plavsi¢ Derkovi¢)

Situated Self, Muzej savremene umetnosti, Beograd

(kustosi: Mika Hannula, Branislav Dimitrijevic)

Instructions, Kunsthalle, Wien (kustos | curator: Gerald Matt)
Belgrad Art Inc., Secession, Wien (kustos | curator: Stevan Vukovic)
Passage d’Europe, Musée d’art moderne de Saint-Etienne Métropole,
Saint-Etienne (kustos | curator: Lérdnd Hegyi)

Finissage, Rezidencija ambasadora Svajcarske, Beograd

Go Johnny Go - Die E-Gitarre - Kunst und Mythos, Kunsthalle, Wien
(kustosi | curators: Thomas Mie3gang, Wolfgang Kos)

In den Schluchten des Balkan, Kunsthalle Fridericianum, Kassel
(kustos | curator: René Block)

IN OUT | International Festival of the Digital Image, Praha

(kustosi | curators: Ilvan Mecl, Pavel Vancat)

Attack! Kunst und Krieg in den Zeiten der Medien, Kunsthalle, Wien
(kustosi | curators: Gabrielle Mackert, Thomas Mie3gang)

Blut & Honig: Zukunft ist am Balkan, Sammlung Essl, Klosterneuburg
(kustos | curator: Harald Szeeman)

The Stray Show, Julia Friedman gallery |

Thomas Blackman Associates, Chicago

Contemporary Art in Serbia, Espace Auteuil, Paris

(kustos | curator:Gordana Stanisic)

Balkan Konsulat: Mission Belgrade | Steyerischer Herbst 02,

galerie <rotor>, Graz (kustos | curator: Stevan Vukovic)

Céramique d‘artistes Il | Premiére Biennale de céramique dans l'art
contemporain d’Albissola, Museé Ariana, Geneve

(kustosi | curators: Tiziana Casapietra, Roberto Constantino)

Speak to the Man on the Street / Reconstructions; IV Cetinjski Bijenale,
Cetinje (kustos | curator: lara Boubnova)
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2001

2000

1999

1998

1997

Osebno - Politicno, Umetnostna Galerija Maribor

(kustos | curator: Marina Grzini¢)

Osebno - Politicno, Galerija sodobnih umetnosti Celje

(kustos | curator: Marina Grzini¢)

Autoskopija — Radikalne prakse i nove tehnologije u umetnosti prizora /
35. Hercegnovski zimski salon, Galerija Josip Benkovi¢, Herceg Novi
(kustos | curator: Zdravko Vucinic¢)

Osebno - Politicno, Cankarjev Dom, Ljubljana

(kustos | curator: Marina Grzini¢)

Konverzacije, Muzej Savremene Umetnosti, Beograd (kustosi | curators:
Branislava Andjelkovi¢, Branislav Dimitrijevi¢, Dejan Sretenovic)

The Real, The Desperate, The Absolute | Steyerischer Herbst 01, Forum n.._.m: ;:;:mumm i

Stadtpark, Graz (kustos | curator: Marina Grini¢) Spocis! gt tar Juthe Rinsinan (e - ok
The Collection, MUMOK Stiftung Ludwig, Wien ?

(kustos | curator: Lérand Hegyi) ‘}<’

Escape | Tirana Biennale 1, Galeria Kombétare e Arteve & Chinese Pavilion, e

Tirana (kustosi | curators: Edi Muka, Michele Robecchi, Hans-Ulrich Obrist) 18m galerie, Berlin, 2007

Il Volto Felice della Globalizzazione | Binnale di Ceramica nell’ Arte
Contemporanea, Museo Civico d’Arte Contemporanea, Museo della
Ceramica Manlio Trucco, Albisola

(kustosi | curators: Tiziana Casapietra, Roberto Constantino)
ZERO_ABSOLUTE_THE REAL, galerija Marino Cettina, Umag

(kustos | curator: Marina Grzini¢)

Slike, susreti, fotografije, identiteti, galerija Kulturnog centra, Beograd
(kustos | curator: Jasmina Cubrilo)

Red, Gallery Valery Cueto, Paris (kustos | curator: Valerie Cueto)
Welcome Understanding, AAC / C.ART.A, Bratislava

(kustos | curator: Lubomira Slusna)

Inside / Outside, Zacheta Gallery, Warszawa

(kustosi | curators: Jelena Vesi¢, Karolina Ziebirska)

Marcel Duchamp & After Duchamp, Gallery 1900-2000, Art/31/Basel
Izbor - devedesete, Muzej savremene umetnosti, Beograd

(kustosi | curators: Misela Blanusa, Zaklina Ratkovic)

Retour de la miniature, Hotel Van de Velde, Bruxelles

(kustos | curator: Zoran L. BoZovic)

L'Autre moitié de I’ Europe: Realité sociale / Existence / Politique,

Jeu de Paume, Paris

(kustosi | curators: Lérand Hegyi, Viktor Misiano, Anda Rottenberg)
Insomnia, galerija SULUJ, Beograd

(kustosi | curators: Jelena Vesi¢, van Jovi¢, Aleksandar Mihailovic)

111 windows, Black Black gallery, Budapest

(kustos | curator: Laszl6 Lantos)

Jardin de Eros, Palau de la Vireina / Centre Cultural Tecla Sala, Barcelona
(kustos | curator: Victoria Combalia)

Koloristicari, Prodajna galerija, Beograd

(kustos | curator: Jovan Despotovic)

Postindividualizam u Srpskoj umetnosti devedesetih / 31. Hecegnovski zimski
salon, galerija Josip Benkovi¢, Herceg Novi

(kustos | curator: Zdravko Vucinic)

Prva godisnja izloZzba Sindikata samostalnih umetnika,

Muzej 25 maj, Beograd

Ubistvo 1: Druga godisnja izloZzba Centra za savremenu umetnost Fonda za —

otvoreno drustvo, CZKD - Paviljon Veljkovi¢, Beograd _ el inete

(kustosi | curators: Branislava Andelkovi¢, Branislav Dimitrijevi¢, Dejan Sretenovic) 0O3one, Beograd, 2005
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1996

1995
Salon muzeja savremene umetnosti,
Beograd, 2003

1994
Art Point galerie, Wien, 2008 »

1993

Harald Szeeman | dom u Mutapovoj 13 |
home at Mutapova 13 | Beograd, 2003

Il Bijenale Jugoslovenskog akvarela, Savremena galerija, Zrenjanin

Du Bon Usage de I'Emballage, Musee des Beaux-Arts, Verviers

(kustos | curator: Zoran L. BoZovic)

Figuracija devedesetih: umetnost distance, Concordia, Vrsac

(kustos | curator: Svetlana Mladenov)

Il Cetinjski Bijenale: Nova ikona, Vladin dom, Cetinje

(kustosi | curators: Svetlana Racanovi¢, Petar Cukovic)

Excess... , Prodajna galerija, Beograd (kustos | curator: Jasmina Cubrilo)
Otvorena osecajnost, Savremena galerija, Panc¢evo

(kustos | curator: Svetlana Mladenov)

Znaci Zivota, CZKD - Paviljon Veljkovi¢, Beograd

(kustos | curator: Marta Vukoti¢)

Rezime, Daut Pasin Amam, Skopje (kustos | curator: Jovan Despotovic)
Pogled na zid, Radio B92-Cinema Rex, Beograd

(kustos | curator: Darka Radosavljevic)

Drugi jugoslovenski likovni bijenale mladih, Concordia, Vrsac

(kustosi | curators: Jadranka Toli¢, Stevan Vukovi¢, Zoran Eri¢)

Majstori beogradske alternative, Radio B92 — Narodni Muzej, Kraljevo
(kustos | curator: Darka Radosavljevic)

Rezime, Muzej savremene umetnosti, Beograd

(kustos | curator: Jovan Despotovic)

Povratak minijaturi 2, galerija Graficki kolektiv, Beograd

(kustos | curator: Zoran L. Bozovi¢)

1964-1994: 30 godina galerije Doma Omladine, IV izloZba, galerija DOB,
Beograd (kustos | curator: Kosara Stefanovic)
Unbelievable-Neverovatno: Amsterdam-Beograd, Radio B92-Cinema Rex,
Beograd (kustosi | curators: Miriam de Koonig, Darka Radosavljevic)
Autoportret u umetnosti devedesetih / 36. Oktobarski salon, galerija Zvono,
Beograd (kustos | curator: Danijela Puresevic¢)

Jesenja izlozba 1994-95, Umetnicki paviljon Cvijeta Zuzori¢
Umetnicka radionica, galerija NOVA, Pancevo

(kustos | curator: Svetlana Mladenov)

Rane devedesete: jugoslovenska umetnicka scena,

Dvorac Petrovica, Podgorica

(kustosi | curators: Jerko Denegri, Sava Stepanov, Petar Cukovi¢)

Prvi jugoslovenski likovni bijenale mladih, Concordia, Vr3ac (kustosi |
curators: Jerko Denegri, Sava Stepanov, Danijela Puresevi¢, Petar Cukovic)
Dibidon BGLJ, galerija SKUC, Ljubljana

(kustosi | curators: Danijela Puresevi¢, Darka Radosavljevic)

XVIIl Memorijal NadeZde Petrovi¢, Umetnicka galerija NadeZda Petrovic,
Cacak (kustosi | curators: Mileta Prodanovi¢, Nikola Suica, Branko Kuki¢)
Artvrt, Radio B92 - Cinema Rex, Beograd

(kustos | curator: Darka Radosavljevic)

Tajna/ 35. Otobarski salon, galerija ULUS, Beograd

(kustos | curator: Marta Vukoti¢)

Urbazona - Energija 93: Akcija br. 5, Radio B92 - galerija DOB, Beograd
(kustos | curator: Miomir Gruju¢ Fleka)

Rane devedesete: jugoslovenska umetnicka scena,

Galerija savremene likovne umetnosti, Novi Sad

(kustosi | curators: Jerko Denegri, Sava Stepanov, Petar Cukovi¢)
Belgrade, De Marco European Art Foundation, Edinburgh

(kustos | curator: Marc J. Hawker)

Figura - pojave u figuraciji devedesetih, Savremena galerija, Zrenjanin
(kustos | curator: Svetlana Mladenov)
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UROS DJURIC/SERBIEN

A Short View
to the Populist Dream

Uro3 Djuré, Papulist Project: SK Sturm Graz, 2001

1 Urod Djurié




Jedna slika aktuelnog beogradskog slikarstva, Galerija 73, Beograd

(kustos | curator: Jerko Denegri)

Figura — pojave u figuraciji devedesetih, Savremena galerija, Pancevo

(kustos | curator: Svetlana Mladenov)

| Bijenale minijaturne umetnosti, Ku¢a jugoslovensko — norveskog

prijateljstva, Gornji Milanovac

Crtez i mala plastika, Umetnicki paviljon Cvijeta Zuzori¢, Beograd
1991  32. Oktobarski salon, Umetnicki paviljon Cvijeta Zuzori¢, Beograd
1990  Eros, Savremena galerija, Zrenjanin

Jase projekti, radionice, publikovani radovi,
Secession, Wien. 2004 akcije (izbor) | projects, workshops,
published works, actions (selected)

2012 Resonate Tram Ride, Resonate Festival 2012, Beograd 2009
Populist Happening, Spike Art magazine no. 20, sommer 2009,
Wien | Populist Happening, Viennafair 09, Wien 2006 Mobile Studios,
Public Art Lab Berlin — Remont, Beograd 2005 Elkepop, Art — Das
Kunstmagazin nr.1 / Januar, Hamburg 2004 The Danube Streaming
Show, quartier 21 / Freiraum Transeuropa, MQ, Wien 2003 Forum,
Camera Austria, n0.83, Graz | Rencontres Internationales Paris / Berlin,
Podewil, Berlin 2002 Flux 02, predgrada Beograda | Stickers, Umélec
02/2002, Praha 2001 Flux 01, predgrada Beograda 2000 Populist
Neu" mome”r project, Umélec 05/2000, Praha | Expectations, New Moment, no.13,
Beograd | Ukljuceni radio - vizuelni iskazi o gradskom Zivotu / Varosom
- Szabadka, Otvoreni klub, Subotica 1999 The Reality Check, C4, no.
67, October 1999, Liége | The Reality Check, Centre for Contemporary
Art, Fund for an Open Society; Radio B92, Belgrade | Populist Project,
Centre for Contemporary Art, Belgrade; C3, Budapest | Populist
Project: God Loves The Dreams of Serbian Artists, 3+4, no.4, Belgrade
1997 Die Erste Neue Serbische Kunstausstelung, streets of Venice during
Venice biennial 1996 Drawings, Vreme, no.283-287, Belgrade | Sweet
Sugar Romance, PROJECT X, Sugar Factory, Belgrade | Surrealism —
Optimism, calendar of Publikum printing house, U. G. FIA, Belgrade 1995
Doubles, New Moment, no.4, Belgrade 1994 Autonomism Manifesto,
New Moment, Beograd, 2007 Radio B92, Belgrade
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