





Munosan leCtun

MAPKOBI/I'E

YMeTHUYKa ranepuija "Hagexxaa Metposuh’, Yauak






CALIPKAJ « CONTENTS

Munuya Iemponujesuh « Milica Petronijevic

[Tpenrosop « Preface

Jewa Jlenezpu o Jesa Denegri

Beorpapckn nepuon Munosana Jectnima Mapkosuha

Belgrade Period of Milovan Destil Markovi¢

Hosu npoctop - New Space

Josan [lecnomosuh « Jovan Despotovi¢

e Ctun Mapkosuh u Hosa cruka ocaMpeceTux

De Stil Markovi¢ and the New Image of the Eighties
MpotoTunosu « Prototypes

Beneduxm Cmezmajep » Benedikt Stegmayer

Peannoct mmmnake: MapkosuheBu TpancuryparnBam pagosu
Make-up Reality: Markovi¢s Transfigurative Works
TpaHcdurypaTtusm « Transfiguratives

Bopuc Byden « Boris Buden

IITTa je momuTN4Ko y ymeTHOCTY Mumnosana Jectuna MapkoBuha?
What is political in the art of Milovan Destil Markovi¢?
Buorpacguja « Biography

Bubnuorpaduja « Bibliography

Vmmpecym « Colophon

17

49

57

97

104

137

143

151

158



For 50 years, Umetnicka galerija Nadezda Petrovi¢, from the distance of a gallery in “the
provinces,” in Cacak, 150 kilometers from the metropolis, has managed to successfully
follow the current art scene with its programs. It was the distance that made it possible
not to give way to momentary fads and authorities, to be objective and to recognize true
value. This distance also made it possible to avoid political influence and the dictation
of dominant cultural and art lobbies. That's why this gallery became the cult place of the
current art production, which was and still is struggling for legitimacy today.

The Memorial of Nadezda Petrovi¢, the first one organized in 1960, is a biennial mani-
festation of contemporary and current visual art production, which continues the tradi-
tion of the First Yugoslav Exhibition held in 1904. This biennial, as well as the regular
triennial exhibition The Young, are planned to represent, affirm and evaluate innovative
phenomena in contemporary Serbian and international art. In these manifestations and
within other gallery programs, all essential art movements and artists (about 1,300 au-
thors have taken part in over 300 exhibitions) have been presented for the last 50 years.
So, if the programs of the Umetnicka galerija Nadezda Petrovi¢ in Cac¢ak can be labeled
“provincial,” in terms of a geographical distance from the capital city, they certainly are
not of local importance in terms of local art production, or they may be, if we consider
the following authors to be local artists from Cacak: Nadezda, Risim, Tikalo, DeStil,
BeZani¢ ... and about 80 other artists from Cacak in the last 50 years, who have left a
lasting impression in the art world of their time.

Of course, this distance also implies a strong lack of media and press, which ex-
plains the existence of the term “cultural provinces,” in other words, “decentralization
- demetropolisation of culture” In fact, the problem of “the cultural provinces” is the
problem of the center itself, which doesnt manage, or perhaps doesn't want to recog-
nize, a cultural space outside the metropolis. “The cultural provinces,” in fact, implies a
distance/inaccessibility to the centers of finance and media and, naturally, of open pos-
sibilities. But as a famous French writer said, “All beautiful things come from the prov-
inces to Paris, for instance the river Seine”

Thus, numerous artists from Cacak, who moved to the world metropolises because
of education and affirmation, are often coming back home, and in doing so, they are
building two-way bridges. Umetnicka galerija Nadezda Petrovi¢ doesn't reject its local
character, the character of Cacak. This is confirmed again in 2008, the year that Catak
celebrates six centuries from the day that its name was written down in documents for
the first time. With numerous programs, primarily with the project Visual Artists of
Cacak, 150 Years, which includes eight exhibitions and a monograph, our gallery in its
own way activates this bridge, which stretches to all continents to bring back artists to
our town in the best way - to represent their creative work, which makes this town a
part of the world art scene. One of the artists from Cacak is Milovan De Stil Markovi¢,
who, in the year of the anniversary, presents himself with a one-man show as well as the
winner of the Public Prize at the international exhibition, the 19th Memorial of Nadezda
Petrovi¢. The Public Prize at the Memorials, for a long time the only prize in this region,
has a special complexity and value. Looking at the list of winners of this prize, it is con-
firmed that the public of Cacak judge artistic value well, that they recognize the con-
temporary art scene, that they are willing to be educated, tending to accept new visual
expressions that mark the actuality of the contemporary art world at a certain moment.
In another way, this explains that “the cultural provinces” can't always have a negative
connotation. We recognize Milovan DeStil Markovi¢ not only as our native artist, but
also as an authentic artist who has confirmed the value of his creative work all over the
world.

Cacak, August 2008 Milica Petronijevi¢



Beh 50 rommua Ymernmuka ramepuja “Hapexpa ITerpoBmh’, ca mucraHue ramepuje y
“npoBuHIMjI, ¥ Yauky, 150 KuioMeTapa Of MeTPOIIOie, yCIieBa /ia CBOjUM IIporpammma
YCIIEIIHO ATy aKTYe/IHY TMKOBHY clieHy. bai Ta mycraniia oMoryhyia joj je ja He opyiexe
TPEHYTHUM IIOMOJHOCTVMA M ayTOpUTeTMMa, fa Oyie oOjeKTMBHa, fja caIjiefia IIpaBe
BPEIHOCTY, Kao IUTO joj je oMoryhmma ja msOerHe MVKTAaT JOMMHAHTHUX KyITYPHUX M
YMeTHIYKIX 7I001ja V1 HO/IMTUYKIX YTHIaja. 3aTo je IPOCTOP OBe rajiepije MOCTao KyITHO
MECTO aKTYe/THOT CTBApa/IAIlITBa Koje ce TeK OOPIIIO 3a JIETUTYMMUTET Ha jaBHO] CLIEHM.

Memopujan Hadesxoe Ilemposuh (IIpBu OpraHu30BaH 1960) je TpaAMLIVIOHAIHA, OujeHa-
Ha MaHuecTalyja caBpeMeHOI, aKTYe/THOT JIMKOBHOT CTBAPA/IAIITBa, KOja HACTaB/ba Tpa-
mjy IIpBe jyrocnoBeHcke U3/IoxOe OfpyKaHe 1904. TOMMHE, Kao U PelOBHA, TPUjeHaHa
U3710K06a M71a0u, IPOrpaMCKy Cy OCTAB/beHM JIa PENICTaB/bajy, abUPMMIIIY 1 eBamynpajy
MHOBATUBHe TI0jaBe Ha CaBPeMeHOj IMKOBHOj crieHn. Ha oBum manmdecranyjama, v y ok-
BUPY JPYTUX TaJIePUjCKUX IIPOrpamMa IpeICcTaB/beHe CY, Y IPOTEK/INX 50 TOIVHa, CBe OUTHe
TI0jaBe U IOjeMMHIIY (Ha BUILE Off 300 M3/I0KOM YUeCTBOBAIIO je OKO 1300 ayTopa). ITa ako ce
nporpamu Ymernuuke ranepyje “Hapesxpa ITerposuh” y Yauky Mory mopgsect of “mpo-
BUHIWja/IHE , Y CMUCITY Teorpad)cKe MCTAHLIE Off METPOIIO/Ie, OHY CBAKAKO HIICY JIOKA/THOT
3Hauaja y CMVCITY JIOKaJTHOT CTBAapasIallITBa, MV MOXK/IA jeCy, aKO ce TOfI IOKAJTHUM CTBapa-
onyma roppasymesajy Hanesxma, Pucnm, Tuxano, TeCryor, bexxannh... n ocampieceTak apy-
TVIX YMETHVKA ITOTEK/INX 13 YadKa y OC/IeNbIX 50 TOIMHA, KOj| Cy OCTAaBI/IV 3HAYajaH Tpar
Y YMETHOCTH CBOTa BpeMeHa.

Hapagro, Ta ucraHija nogpasyMeBa M MeMjCKO 3aIIOCTaB/balbe, IITO OfjalibaBa 1
HOCTOjatbe TI0jMOBA “KYNITYpPHe MPOBMHIjE, Tj. “TelieHTpam3aljja — AeMeTpOro/m3arpja
kyntype”. IIpo6reM “KynTypHe mpoBuHLje” je, y CTBapy, Ipob/IeM LieHTpa Koji1 He YCIIeBa, a
MOXKJIa M1 He >Ke/M fia caryiefia KyNTypHY HPOCTop BaH MeTpornore. “Kynrypha nposunnmja”
THIopa3yMeBa AVICTaHIy — HEPUCTYIIAYHOCT IIeHTapyMa MHpOpMaLVja, HOBLIA 1 MefIyja, a
He I/IacKparbe IIPorpamMa MeTpPOIIoie Y YHYTpalIbocT. KpeTame je, y CyIITHHM CYIIPOTHO,
Of, IPOBMHIje Ka METpPOIIO/IV, LIEHTPY HOBL, MO 11 Meyja a CaMyM TMM YI OTBOPEHMX
MoryhHocty. VI Kako To pede MosHaTH (paHIyCKM KibVDKeBHMK: “CBe jerie ctBapy y ITapus
momasy v3 mpouHIyje. CeHa, Ha IIpyMep .

Tako cy myT Merporiona, pajy IKosoBama 1 adupManmje, n3 Yauka kpeHym 6poj-
HI CTBapaoLy Koji1 ce y iera Bpahajy rpagehy gBocMepHe MOCTOBe. YMeTHIYKA rajepyja
“Hapexxpa IlerpoBuh” He 6e>xu Off CBOT JIOKa/THOL, YadaHCKOT obenexxja. To moTBphyje 1 oBe
2008. rofiHe, Kaa Yagak obeiexxasa IecT BeKOBa Off lAHA KaJja je FbeT0BO JIMe IIPBY ITy T 3a-
NMCAHO Y IOKYMeHTVMA. BbpojHyM mporpammma, MpBEeHCTBEHO MTPojeKToM JIukosHu ymemn-
Huyyu Yauaxa, 150 200uHa Kojy TIOfpasyMeBa ocaM M3/Iox6u 1 MoHorpadujy, [anepuja Ha
CBOj HauVH aKTVBMPA Taj MOCT KOjI Ce ITPOTeKe Ha CBe KOHTUHEHTe, U Y poiHy Tpaj Bpaha
IberOBe CTBApaoLie Ha HajOO/bY HAYMH — IIPEfICTaB/bajyNul IbJIXOBO CTBAPAJIAILITBO, Y/ME OBaj
Tpaji YMHM [e/IOM CBETCKe KyITYpHe clieHe. Jeman of Tvx YadaHa je 1 Muosan JeCrun
Mapxkosuh, Kojy1 ce y 0BOj TOIVIHM jyOuIeja IpecTaB/ba Y CAMOCTATHOM U3/I0KOOM, Kao JI0-
6utauk Haepade ny6nuxe Ha MehyHaponHoj n3nox6m, 19. Memopujany Hapgexxne Iletposuh.
Hazpada ny6bnuxe Ha MeMopyja/iMa (caMOCTaHa M37IoK0a), YTO BpeMe jeyHCTBeHa Ha
OBVM IIPOCTOPVIMA, MIMa TIOCEOHY TEKMHY U BPEIHOCT. YBUIOM Y CIIMCAK JOOMTHMKA OBe
Harpajie IOTBphyje ce UMmEHNIA [a YadaHCKa MyOmKa JoOpo IpoLembyje BPeTHOCTH, [ia
TIO3Haje JIMKOBHY CLIEHY, A je OHEerOBaHa Vi CKJIOHA Jla ITPVXBaTy HOBE /IMKOBHE M3pa3e Koju
Kao TaKBY 00eIeXXaBajy aKTYelTHOCT JIKOBHE CLIeHe y JaToM TpeHyTKy. OBO Ha jollI jefiaH Ha-
YYH TOBOPU O ,,KY/ITYPHO]j IIPOBVHIMJI  KOja He MOYKe YBEK Ia ¥IMa HeTaTUBAHY OfjPEIHIALLY.
Muwunosana leCrin Mapkosuha my6/vka je pero3Hasa He Kao CBOT, 3aBIYajHOT YMETHMKA,
Beh Kao ayTeHTIYHOT yMETHNMKA KOjH je BPEIHOCTY CBOT CTBApaIallTBa MOTBPAYO IINPOM
CBETa.

Yauak, aBrycr 2008. Mwnomia Ierpornjepuh



Jesa Denegri

Belgrade Period of Milovan DeStil Markovi¢

Since 1986, Milovan Destil Markovi¢ has been living and working in
Berlin and since then, his artistic activity has been taking place in an envi-
ronment of formation and first appearances. By then, starting in the first
half of the ‘8os, he was one of the outstanding protagonists of the Belgrade
art scene in the period of turbulent ferment which took place under the
sign of an artistic and broader cultural climate marked by postmodern plu-
ralism. In other words, as in numerous other European (and ex-Yugoslav)
environments, the beginning of the ’8os in Serbian art brought a time of
striking transformations of artistic ideas, marked with the symptoms of
the definite exhaustion of historical modernism. At the same time, it was
a period of completing the revolution of art of the *7os with the dema-
terialization of the art object, the preponderance of the conceptual and
mental over the formal and visual, as well as the artist’s physical behavior
and “speech in the first person.” And finally, it brought the appearance of
a new generation to which Markovi¢ himself belonged, and which held di-
verse and different pretensions from its predecessors. He was searching for
his own generation and individual artistic identity, in compliance with the
changed spiritual climate of the epoch.

In the international, predominantly Western European cultural ambi-
ence, the changed artistic climate was marked by exhibitions such as Aperto
’80 at the Biennial in Venice in 1980, New Image - Nuova Imagine in Milan
in the same year, The Biennial of the Young in Paris in 1980, A New Spirit in
Painting in London in 1981, Baroques ‘81 in Paris in 1981, Zeitgeist in Berlin
in 1982, Avanguardia-Transavanguardia in Rome in 1982, with all the fea-
tures that these art events own and bring, as well as the consequences they
produce. At the same time, the Belgrade art scene followed with other inter-
national exhibitions of the former modern art, from American Painting of
the Seventies in the dome of Buckminster Fuller built on this occasion next
to the Museum of Contemporary Art in 1979, the artists from the Biennial
of the Young in Paris, The Class of Klaus Rinke, 1980, Vocations of Painting,
1981, Young Artists from Munich, 1982, Kryptoniana, 1983, Anarchists and
Painters of Memory, 1984, all in Galerija SKC (Student’s Cultural Centre
Gallery), New European and American Drawing in the Youth Centre
Gallery, 1985, up to numerous individual and group appearances of the
protagonists of art around and after the "7os. All these and, of course, many
other events, entered the field of knowledge and left an impression to form
the generation of those Belgrade artists of whom Markovi¢ was a protago-
nist, and it is this generation that entered the art life of their own milieu in
the climate of postmodern pluralism.

The Belgrade art scene of the early ’8os is characterized by such pro-
motional exhibitions of then-current artistic tendencies as: The First and
the Second Exhibition of Young Artists, 1980, Close Encounter of the Third
Kind, 1981, The First Ten Years of the SKC, Slovenian New Scene, 1981, The
New Turn - Painting, 1982, two visits of Young Artists in the Gallery of
the Kunstmuseum in Diisseldorf in 1982 and at the Academy in Munich



Jewa [lenezpu

beozpadcku nepuod MunosaHa [JeCmuna Mapkosuha

Op 1986. MunosaH JJeCtun Mapkosuh >xvBu u pagu y bepnuny, on Taja mwe-
roBa yMeTHMYKA aKTMBHOCT OBMja Ce M3BaH cpenyHe GopMupama 1 IPBUX
HaCTyIa, ajqu JO Tajia JJaKje TOKOM IIpBe IIOJIOBMHE OCaMJIeCETUX TOfMHA
IPOLIJIOT BeKa, OH je jeaH Off MCTAaKHYTHUX aKTepa Oeorpajcke yMeTHUYKeE
ClLieHe Y BpeMe OypHUX IIpeBMpaba Koja ce Ha TOj CLIeHM OffBHjajy IO 3HAKOM
yMeTHMYKe ¥ IIMpe KyITypHe KIIMMe o6e/e>xeHe 0COOMHaMHa OCTMOJePHOT
nnypanusMa. HauMe, kao 1 y 6pojHUM IpyruM eBPOICKUM (M OMBIINM jyTo-
CJIOBEHCKMM) CpefilHaMa, y/Ia3ak y ocampeceTe 6uhe 1 y CPIICKOj YMETHOCTH
BpeMe KPYIIHUX IIpeoOpakaja yMETHUYKUX CXBaTamba 03HaUeHUX CUMITOMMU-
Ma meMHUTUBHOT UCLpIUbea Hacmeha mcropujckor MopepHu3Ma, yjegHo
BpeMe NOBpIleha IpeBpaTa 00aB/beHOT 10jaBOM HOBE YMETHOCTH CeflaMece-
THX Ca IIOCTYIILMMA leMaTepujann3alje yMeTHIIKOT 06jeKTa, mpeBare KOH-
eI TyaTHOT ¥ MEHTa/THOT Hafl GOpMaTHNM ¥ BU3YETHNUM, KaO ¥ YMETHIMKOBOT
TeJIeCHOT NOHAIlIaba “y IIPBOM JIMITY , Haj3af TO je BpeMe HacTyIa jefHe Tajia
HOBe TeHepalyje Kojoj u cam Mapkosuh Ipunaja, a koja ca co60M IOHOCK
TeXIbe [pyrauuje ¥ pasaudnuTe Off CBOjUX IPETXOJHMKA U TPAKU CONCTBEHN
TeHepalyjcKy U IOjefINHAYHM YMETHUYKM UAEHTUTET Y CKIafly ca U3Merbe-
HOM JI[yXOBHOM KJIMMOM €eIl0Xe.

Y MebyHapopHOM, IpeBacXomHO 3aNafiHOEBPOINCKOM KYITYPHOM aM-
OMjeHTy Ty Cy UM3MemeHy YMETHUYKY KIUMY obenexxmie u3noxbe Kao LITO
cy: Aperto ‘8o Ha bujenany y Benenujn 1980, New Image — Nuova Immagine
y Munany ucre rogute, bujenane mnadux y Ilapusy 1980, A new Spirit in
Painting y Jlonpony 1981, Barokues *81'y ITapusy 1981, Zeitgeist y bepnuny 1982,
Avanguardia-Transavanguardia y Pumy 1982, ca cBUM ocoOMHaMa Koje OBU
yMeTHM4KH forabaju mocenyjy 1 moHoce, Kao 1 ca mocegyiaMa Koje 3a cobom
nponspofie. [oToBO MCTOBpeMeHO, Ha 6e0rpafickoj YMETHIYKOj CLIEHN HIDKY
ce MehyHapopHe M3710>k6€ Tafia aKTyelTHe YMETHOCTH, Off AMepuukoz cnukapc-
mea cedamoecemux 200uHa y Kynomu bakmucrepa ®ynepa noguruyToj 3a oy
OpUINKy nopexn Myseja caBpeMeHe YMeTHOCTH 1979, YMeTHULM ca bujenana
mnadux y Ilapusy, Knaca Knayca Punxea, 1980, Bokayuje cnuxapcmea, 1981,
Mnaou ymemuuyu us Munxena, 1982, Kryptoniana, 1983, AHaxpornucmu u cnu-
kapu memopuje, 1984, cBe y lanepuju CryzieHTCKOr Ky/ITypHOT LieHTpa, Hosu
esponcku u amepuuxu ypmesxy lanepuju Joma omnanuse 1985, 10 H13a CaMo-
CTa/IHUX U TPYTIHUX HACTYIIA HPOTArOHUCTA YMETHOCTHU OKO U IOCTIE CEfaM-
mecete. CBe TO (11, HAPABHO, jOLI MHOTO IPYIMX 301MBamba) MOIJIO je Aa yIasu
y TI0Jbe CasHama 1 OCTaB/ba Tpara Ha popMupamy reHepaluje oHUX beorpas-
CKMX YMeTHMKa K0joj 1 MapkoBuh Kao jefjaH off IpOTaroHycTa mpunaja u
KOja yIIpaBo y K/IMMM TI0jaBe IIOCTMOAEPHOT IUTypaiu3Ma ylasu y yMeTHUIKYI
JKIBOT COIICTBEHE CpelMHe.

Beorpajicky yMeTHMUKY CLIEHY paHMX ocaMfeceTux obenexasajy cienehe
IPOMOTHUBHE U3NIOKOe Tafalllbe aKTyelHe YMeTHOCTU: [Ipea u opyea u3nox-
6a mnadux ymemnuxa, 1980, bnucku cycpem mpehe spcme, 1981, IIpeux decem
eoouna CKIJ, Cnosenauka Hosa cyena, 1981, Hosu o6pm — cnukapcmeo, 1982,
IBa rocroBama Miagux ymerHuka y lanepuju Kyncrmyceyma ducenmopd
1982. 1 Ha AKageMuju y Munxeny 1983, Axmyennocmu, 1983, /Iuxosna kosno-



in 1983, Actualities, 1983, The Art Colony Sopocani, ’83, 1984, Young Artists
/ 2nd Meeting of Critics, 1985, organized by Galerija SKC, then the exhibi-
tions New Now, In New Temper, Umetnici plasti¢ari, The Young ’82, 1982,
The Art of the Eighties, 1984, and Postisms, 1985, in most of which Markovi¢
was one of the participants. The exhibition Junge Kunst aus Yugoslawien, in
which Markovié¢ was one of the exhibitors, held in Vienna and some other
Austrian cities, 1986-87, was a representative selection of young Yugoslav
art selected for a promotion abroad. Milovan Markovi¢ and Vlasta Miki¢,
as the group Zestoki, with the artists Mrdan Baji¢, Darija Kaci¢, Vera
Stevanovi¢, Dragoslav Krnjaski and others and the group Alter Imago
(Nada Alavanja, Tahir Lusi¢, Vladimir Nikoli¢, Mileta Prodanovi¢), were
leaders of the new generational transformation of the Belgrade art scene
of the early ’80s, whose work testifies to their common sensibility and had
a hand in ideologically forming critics Bojana Peji¢, Lidija Merenik, and
Jovan Despotovi¢, who were close to them. The concept of the “new wave,”
which included not only the visual scene but also the music scene of early
Belgrade postmodernism, became a an accepted term for the whole exis-
tential mood, which is said to have been an “exclusively Belgrade, urban,
generational artistic dialect” (L. Merenik). This “new wave,” as a whole cul-
tural phenomenon in today‘s projection of history, can be seen as an initial
chapter of extensive conceptual changes on the domestic art scene since
the "8os.

Markovi¢ studied at the Faculty of Fine Arts in Belgrade between 1977
and 1983. He showed publicly for the first time at the exhibition The Young
’80 in the Salon of the Museum of Contemporary Art in 1980. In the same
year, he took part in the exhibition Small Painting in the Gallery Meduza in
Kopar, which was recognized by Slovenian critic Andrej Medved as a final
and completed presentation of elementary, primary and analytical painting
of the ’7os in Yugoslav art space not long before a sudden expansion of a
Transavanguardia and neoexpressionistic “new image” characteristic of the
art of the early ’8os.

The activity of the group Zestoki lasted between 1981 and 1985. Its work
was characterized by art workshops, spatial presentations, performances,
video rituals and installations within the Galerija SKC, performance of am-
bience for TV program On Friday at 10 p.m., and almost daily music and
media happenings in the Academy of Fine Arts Club (which they founded
in 1982 and ran until 1985) and other night parties. Markovi¢ kept the com-
pany gathered in Galerija SKC, where he organized numerous individual,
performance and media happenings important for his early Belgrade pe-
riod: New Space, 1980, Monument of Art, 1981, Fragments of the Painting:
Monument, 1982, Black Space, 1983, etc.

Instead of using natural white walls on which he displayed already fin-
ished exhibits, the artist used the space of the Gallery as total ambience,
occupied and formed on the spot; after the exhibition, the elements that
had been included in its display were thrown away and left to definite de-
struction. In this period of the affirmation of painting, Markovi¢ want-
ed the painting (if we can talk about it as a painting at all, having been
made of expendable materials, paper and cardboard) to be degraded and
destroyed, reducing it to its very last physical remains and dividing it into
tiny fragments to leave in order to exist temporarily in the vast surround-
ing gallery space.



Huja Conohanu '83, 1984, Mnaou ymemnuuyu / II cycpem kpumuuapa, 1985,
y oprauusanuju Tanepuje CKIl-a, satum usnoxx6e New Now / Hosu Caoda, Y
Hosom pacnonoxcery, ITnacmuuapu, Mnaou 82, 1982, Ymemrocm ocamoece-
mux, IIpocmop, 1983, Crnuxa/upmen ocamoecemux, 1984, Ilocmusmu, 1985, y
Behunu xojux je u Mapkosuh jeman o yuecuuka. Vsnox6a Junge Kunst aus
Yugoslawien, y aujem cacrasy je 1 Mapkosuh, ogpskana y beuy 1 Buie apyrux
ayCTPUjCKUX IPafioBa 1986-87, penpeseHTaTUBHA je CeleKLMja TaJallbe MIaje
jYTOCNOBEHCKE YMETHOCTM HaMeheHa IPOMOLMj|U Y MHOCTPAHCTBY. MunoBan
Mapkosuh n Bracra Muknh, kao rpymna 2Kecrmoxu, ca ymerHunMa MphaHom
Bajuhem, Japujom Kauuh, Bepom Crepanosuh, [Iparocnasom KpHajckum u
ap. urpymna Alter Imago (Haga AnaBama, Taxup JIymmh, Bragumup Hukonuh,
Munera ITpoganosuh), mpegBofHNIM Cy HOBOT FeHepaLMjCcKOT mpeobpaxaja
Ha 6eorpajzickoj YMETHUYKOj CLIeHM paHMX OCaMJieCeTHX, O 4Mjoj I0jaBy CBe-
fode ¥ CBMMA BJMa 3ajelHNYKI CaH3MOWIUTET, UiejHO YOOIuaBajy 6/cKu
uM Kputndapu bojana Ilejuh, JIuguja Mepennk, Josan decnorosuh. ITojam
“HoBU Taac’, Koju he o6yxBaraTy He CaMo TMKOBHY HETO Y ICTOBPEMEHO MY-
3MYUKY CLieHY paHe 6eorpajcke MOCTMOAEPHE IIOCTaje TEPMUHOIONIKA O3HAKA
npuxsaheHa 3a o6enexxaBame IIe/I0T jeHOT er3MCTeHIIMjaTHOT PACIIONOKemha
3a koju he 6uTu pedeHo aa je “UckpyunBo 6eorpancku, ypoanu, renepanujc-
KM yMeTHWYKY AujanekT” (JI. MepeHMK) 1 Koju ce yIIpaBo Kao LjelMHa jeHOT
KYITYpHOT peHOMeHa Y [JaHaIlIb0] UCTOPUjCKOj IIPOjeKLiju yKasyje Kao Io-
YeTHO NOIJIaB/be NATeKOCeKHUX KOHIEIIMjCKUX IPOMeHa Ha goMahoj ymer-
HIYKO]j CLIeHM Off OcaMJeceTUX TOfiMHa IPOIUIOT BeKa fajbe.

Mapxkosuh je ctyaupao Ha PakynaTeTy MTMKOBHUX yMeTHOCTH Y beorpamy
usMeby 1977. 1 1983, IpBY ITyT HACTYIA y jaBHOCTY Ha M3NOXKOM Mnadu '80 y
Canony Myseja caBpeMeHe YMETHOCTM 1980, MICTe TOVHE YIeCTBYje Ha W3-
noxx6u Mana cnuxa y Fanepuju Menysa y Kompy, koja he 6utu npernosuara ox
CTpaHe C/IOBEHAUKOr KpuTudapa AHfpeja MepiBefa Kao 3aBpIIHA 1 3aK/bydeHa
Ipe3eHTalllja eeMeHTapHOT, IPYMAapHOT 1 aHAJIUTUYKOT CTMKAPCTBA CeflaM-
TeceTHX y jyroC/IOBeHCKOM YMETHUYKOM IIPOCTOPY HeJYTO Ipe Har/le eKCIaH-
31je TpaHCaBaHrapfie ¥ HeOeKCIPEeCOHUCTHYKe “HOBe C/IMKe KapaKTepuc-
TUYHE 32 YMETHOCT paHuX ocampeceTux. Vsmehy 1981-85. Tpaje akTMBHOCT
rpyne JKecmoxu, Ty akTUBHOCT 00e/leXKaBajy YMETHUYKe PafiMOHNIE, IIPO-
CTOpHe Ipe3eHTalje, HepPOopMaHCcy, BUICO PUTYAIN U MHCTAIALMje Y OKBU-
py ranepuje CKII, n3penda ambujenta 3a TB emucujy Ilemxom y 22, y3 TOTOBO
CBaKOJfHEBHA My3M4YKa 1 MeiujcKa flelaBama y KiyOy Axagemuje MMKOBHUX
yMeTHOCTM (KOju OCHUBAjy 1982 U Bofie /10 1985) U APYruMX HONHUX XYpKu.
Mapkosuh ce kpehe y gpymTBy okymbenoM oko lanepuje CTygeHTCKOT Kyil-
TYPHOI LleHTpa y KojeM he HmpupeguTy BMIIe caMOCTAaIHMX, NepdopMaTuB-
HUX 1 Megujckux forabaja OuTHNUX 3a weroB panu Georpajcku nepuop: Hosu
npocmop, 1980, CnomeHux ymemuocmu, 1981, Ppazmenmu cnuke: CHOMEHUK,
1982, IlpHu npocmop, 1983, u Ap. YMETHUK IIPOCTOP Trajepuje, yMecTo Kao Ha-
TypasHe Oefle 3UIoBe Ha Koje IOCTaB/ba Beh [JoBpIIeHe eKCIIOHATe, KOPUCTH
Kao TOTa/IHU aMOMjeHT IIpUBPEeMEHO 3aIl0CefHYT U GOpMUpPAH Ha JINILY Mec-
Ta, IIPY YeMY ce IT0C/Ie OKOHYama Tpajarba M3/I0K0e eJIeMEeHTH KOjY Cy YMHVJIN
IbeHY IIOCTaBKy 6MBajy of0aueHy Y IpelylITeH Ie(pVHUTUBHOM YHUIITEY.
Y BpeMeHy adupManuje FUCHUIIIMHE CIMKapcTBa MapkoBuh Texu fia CIuKy
— YKOJIMKO OBJie 0 cnuuy, 6ynyhiu fa je HarrpaB/beHa Off TOTPOIIHOT MaTepyja-
J1a XapTuje U KapTOHa, YOIILITe MOXKe Jia Oy/ie peuy — pasrpajy 1 pasopu CBO-
mehn je mo caMux meHMX MOCTENBUX GU3NIKMX OCTaTaKa M TaKO paclapya-



Installation and ambience, instead of the painting as a solid material
object; these are the basic characteristics of Markovi¢'s projects, which ob-
viously says that he did not come to the “revival of painting” or “return to
painting,” according to the pleaders of the art of the early 8o0s. With the
absence of an art object and by leading the way in exhibiting in the form
of short display, he continued certain postulates of the new art of the ";os.
That the art of the yos was Markovi¢'s ideological and operative source
was proved with action: the performance World Art Day - Monument of
Art performed in front of the Student Cultural Centre in 1981, as well as
the video works Great Invocation, 1983-84, and Sacred Warrior, 1984, both
realized together with Vesna Viktorija Bulaji¢. After participation in nu-
merous group exhibitions in Belgrade, other Yugoslav centers (Ljubljana,
Sarajevo) and abroad (Diisseldorf, Munich, Locarno, Vienna, Graz, New
York, Venice), and after he was awarded at the 24th October Salon in
1983, he became fully recognized in his native country with the exhibition
Eucharist at the Salon of the Museum of Contemporary Art in 1985, which
brought him a prestigious prize from the newspaper Politika. The most
important international exhibition, together with Vesna Viktorija Bulaji¢,
was Aperto ’86 at the Biennial in Venice organized by Galerija SKC.

Markovi¢ and Miki¢ gave their artistic tandem the name Zestoki, which
was reminiscent of the notion of “New Wild” (Neue Wilde), a characteris-
tic phenomenon in new German neo-expressionistic painting of the early
’80s. These Belgrade “tough guys,” together with a common resistance to
the education that they were provided, didn't want to be or remain only
“wild” painters; much more than that, they were attracted to living in the
rush and chaos of unpredictable daily events in a big city, similar affin-
ity for music, entertainment, fashion, photography, media, disguise in the
game of ego and alter ego ... Sometime in that period, Markovi¢ added
to his name and surname the nickname DeStil; later, Miki¢ called himself
Vlasta Volcano. All these things are, in fact, signs of an intense feeling of
artistic individualism, exposure and intrusion of an artist's personality, a
kind of “speech in the first person,” different in occurrence but basically
psychologically similar to the need for cherishing a symbolic expression
of the artist’s wild delinquent personality. This owes more to the emanci-
pated energy of the new art of the ’yos rather than referencing the classical
branches in the art of the *80s.

Having become known by then as an artist of extroverted profile and
behavior, it could have been surprising when Markovi¢, in the installation
Golden Temple in Motovun in 1983, then at the one-man show Eucharist
in the Museum of Contemporary Art Salon in Belgrade in 1985, appeared
as an artist who, consistent with the erudite features of art in the peri-
od of postmodernism, revealed his reorientation to the historical sources
and levels of artistic memory. Markovi¢ did not return to painting in the
classical meaning of that word and he did not give up his earlier nomadic
wanderings using different procedures and media, Yet, regarding the men-
tioned Belgrade exhibitions, he felt that he needed to call his art “anthro-
posophic,” considering that “the ,secrets® were involved in it: astrology, al-
chemy, theosophy or mythology,” as he said in a conversation with Bojana
Peji¢ published in the magazine Moment 3/4, 1985-86. With these meta-
physical references, Markovi¢ expressed the awareness that contemporary



HY JJO CUTHUX YeCTHUIIa OCTaBU Jja IPMBPEMEHO MOCTOj! Y BEIMKOM OKOTHOM
rajziepujckoM npoctopy. VMHcrananuja u aMb1jeHT YMeCTO C/IuKe Kao YBPCTOT
MarepMjayHOT IpeaMeTa — TO Cy OCHOBHe ocobuHe MapkoBuheBux 3axpara,
4yMe eBM/IEHTHO yKasyje fla ce He IIPMK/Iama Te3) O ‘0OHOBM CIMKAPCTBA~
WM 0 “IOBPATKy CAMKApCTBY IIpeMa 3arOBOPHMIIMMA YMETHOCTY PaHMX
ocaMJieceTHX, HeTO ce HelOCTojaHoIhy yMeTHIMYKOT 06jeKTa 1 OIIpefe/bebeM
3a HaYMH M3JIarama y BUY KPaTKOTpajHe IIOCTaBKe HAacTaB/ba Ha IIOjefiHe
IIOCTYy/IaTe HOBE YMETHOCTU ceflamjieceTux. [la je ynpaBo HOBa YMETHOCT ce-
mampaeceTx MapkoBuheBo MIEjHO M OIlepaTMBHO M3BOPUIITE OH JIOKa3yje
akuujom-neppopmancom Csemcku 0an ymemnocmu - CHOMEHUK yMemHOC-
mu usBeneH npen CTymeHTCKMM KyITYPHUM LEHTPOM 1981, KaO M BUJEO
pagoBuMa Benuka uneoxayuja, 1983-84 nu Ceemu pammuuk, 1984, o6a n3pe-
IeHa 3ajefHo ca BecHom Bukropujom Bynmajuh. Ilocne cypmenoBamwa Ha 6poj-
HUM T'PYIIHUM u310k6aMa y beorpany, y ApyIM jyrocioBeHCKUM LieHTpUMa
(Jby6mmanu, CapajeBy) u y unoctpanctsy (ducensopdy, Munxeny, Jlokaphy,
Beuy, Ipany, Ibyjopky, Benenuju), momro je mperxopHo HarpabeH Ha 24. Ok-
TOOGAPCKOM CanoHy 1983, IyHy adupmManyjy y somahoj cpeayuu mocTiKe us-
nox6oM Eyxapucmuja y Canony Myseja caBpemeHe ymeTHOCTM y Beorpany
1985. K0ja My IOHOCU IpecTIDKHY Harpafy nucta [Tonutuka. HajsHauajauje
MmebhyHaponHo usnarame, 3ajegHo ca BecHom Bukxropujom Bymajuh, 6mo je
Aperto 86 Ha Bujenany y Benerujn y opranusanuju Tanepuje CKLI.

Hasus JKecmoxu xoju Mapkosuh u Mukuh fajy cBoM YMeTHUYKOM TaH-
memy mopiceha Ha mojam “HoBu guBBKU (Neue Wilde) xao kapaKTepUCTUYHO]
IOjaByM y M/IaJloM HEMAuKOM HEOEKCIPEeCHMOHMCTMYKOM CAMKAPCTBY PAaHUX
ocampeceTnx. OBy Georpajicku ““KeCTOKM MOMIMN , IOBE3aHM 3ajefHIYKUM
OTIOPOM IIpeMa HacTaB) Ha KOjoj Cy BaCHUTaHM, He >KeJle la OYay M oCTaHy
jelMHO YaK HY “IUB/BM” CIIMKApW, BUIIE O TOTA IIPUBIAYY UX APYXKembe, I10-
Halllabe, HAYlH XUB/beHha Y OP3MHY Y Xa0Cy HeNPeABUI/BUBUX CBAKOTHEB-
HUX 301Baa y BEIMKOM Tpafly, CPORHYU My3UdKy adpUHUTETH, 3a6aBa, MOJa,
dororpaduja, Meauju, IpepylaBame y UTpy era u antep era.. Herme y To
BpeMe MapkoBuh npujopaje cBoM MMeHy U npesuMeHy Hagumak JJeCmus,
Muxuh he ce HemrTo xacHuje npossary Bracra Volcano. A cBe To cy, 3anpaso,
3HAIIM HEKOT I0jayaHor ocehama yMeTHUYKOr MHAVBUYaIN3Ma, MCTULamba I
HaMeTara YMETHUKOBE IIePCOHATHOCTH, jefHa BPCTa “TOBOpA Y IPBOM JIMITY ,
II0jaBHO [ipyrojauyja anay y OCHOBM IICHXOJIOIIKY CPOJHA MOTpeby 3a Hero-
BamkeM U CUMOONMYKUM MCKa3UBameM YMETHUKOBe HeoOysaHe HpecTyIl-
HIYKe TMYHOCTY, KaO TeKOBMHM KOja Ce y CYIITMHM IIpe AyTyje eMaHIIMIIa-
TOPCKOj €Hepruju HOBe YMETHOCTM CeflaMeceTUX YMecCTO Ja ce MOoABprasa
NO3VBY Ha KJTaCM4YHE YMETHUYKE AUCHUIUIMHE Y YMETHOCTU OCaMECETHX.

ITosHaBajyhu ra goT/ie kao yMeTHUKA Kpajibe eKCTPOBEPTHOT Ipoduia u
IOHalllaka, MOITIO je a 6yne usHeHabyjyhe xaga ce MapkoBuh Hajope y uH-
cTanmauuju 3namuu xpam y MoToByHy 1983, a TIOTOM Ha CaMOCTa/IHOj M3/I0XK-
6u Eyxapucmuja y Canony Myseja CaBpemeHe yMeTHOCTM Y Beorpany 198s.
II0jaBMO KAaO YMETHUK KOjU HOC/IETHO ePYAUTCKUM OCOOMHAMA YMETHOCTU Y
pasfob/py MoCTMOfIEpHE Ofjaje CBOjy MPeOpUjeHTaLN]y Ka UCTOPUjCKMM M3BO-
p¥Ma ¥ CI0jeBYMa yMeTHUYKe MeMopuje. Mapkosuh ce, uctuHa, Hehe BpaTu-
TV CIMLY Y KJTACMYHOM CMMC/IY TOT HojMa, Hehe ce ogpehu cBojux paHmjux
HOMAJICKIX JTyTalba PasIMYuTIM IOCTYIIIMMA M MeIUjuMa, anu he nmak oce-
TUTY TOTPeby [ja TIOBOJOM IOMeHyTe Georpasicke U3ox6e y pasroBopy ca
Bojanom Ilejuh objaBenoM y waconycy Momenm 3/4, 1985-86. — COIICTBEHY



art should not ever be left only to the instant messages of mass media, but
on the contrary, it should rely on ancient spiritual treasures of cultural
heritage that are familiar to the artist. Again, this does not mean that in
doing so, he agrees in advance to limiting himself to the local and national
scope.

Markovi¢ noticed that the artists of the ’8os, from various European
regions - for instance, the members of the Italian Transavanguardia and
German neo-expressionism - directly or indirectly modeled themselves
after farther or closer historical memory of their own cultures. He, too,
intending to escape the general points of the “new image” language of the
’80s, looked for a base and shelter in the contents and meanings that re-
mained and that he experienced as close to him, which he could identify
with and which he could adopt and possess. He did his best for the neces-
sity of the “artist’s originality,” he spoke about “tradition and the tradi-
tional” thinking of “the view inside, in oneself, in what the secrets were
written down in us, that we shouldn’t look for them beyond our space - the
space of us” But anything concrete that he exactly meant by that, yet with
his plastic realizations, he stayed far from any anachronistic “museum” or
“monastery” retro treatment of his formal visual solutions.

Hence the topic Eucharist in Markovi¢’s formed interpretation didn’t
assume a “holy” visual image, but kept a “profane” one and an ideologi-
cal meaning. At the end of the early Belgrade period of his art activity,
Markovi¢ deepened the cognitive and abstract understanding of art with
that series, convinced that in himself and behind himself, he possessed
enough spiritual energies. Leaving the place of his artistic beginning, in
some other cultural spaces and different living conditions, he looked for
possibilities and chances of further development.

Jesa Denegri was born in Split in 1936. Lives and works in Belgrade. Graduated in history of art from
the Faculty of Philosophy, Belgrade University. PhD in history of contemporary art from the Faculty
of Philosophy, Belgrade University. From 1965 until 1989, curator in the Museum of Contemporary
Art in Belgrade. From 1990 till 2005, professor of history of contemporary art at the Arts Faculty,
Belgrade University. Editor-in-chief of the magazine for contemporary art Moment. Since 1965 has
collaborated with more than 100 art magazines, newspapers and art publications published in the
countries of ex-Yugoslavia and abroad. Curator of numerous exhibitions of international artists

and those from ex-Yugoslav area, realized in art institutions in the country and abroad. He selected
Yugoslav participants for the Biennial in Paris (1971, 1976, 1983) and Venice Biennial (1976, 1982).
Author of numerous essays and books, as well as monographic editions about many contemporary
artists published in Serbia and abroad. Themes of Serbian Art: From the Fifties to the Nineties, Novi
Sad, 1993/1999; One Possible History of Art: Belgrade as an International Art Scene, Belgrade, 1998; The
Student’s Cultural Centre as an Art Scene, Belgrade, 2003; Survival of Art in the Time of Crisis, Belgrade,
2004, etc.



YMEeTHOCT Ha3uBa “aHTpono3odckoM’, cMaTpajyhu na cy y my “ynnereHe ‘raj-
He), aCTPOJIOTHja, anxemMuja, Teo3oduja uim Murtonoruja’. TuM mosuBameM Ha
MeTtadusuike pedpeperne Mapkosuh he uskasaTu cBecT o ToMe fja caBpeMeHa
YMETHOCT HUIIOLITO He Tpeba fa Oyfe NpenyliTeHa jefHO MHCTAHT HOpyKa-
Ma MacOBHVX Mefi)ja, HETO fla Ce HaCYIPOT TOMe OC/lama Ha peBHa [yXOBHa
611ara yMeTHUKY OJIVICKOT My KY/ITypHOT Hac/eba, IITo oIleT He 3HAuM Jia TMe
YHaIIpe[ IpUCTaje Ha Cy>KaBaibe y JIOKa/IHe U HallMOHaIHe OKBupe. Mapkosuh
he, HanMe, oCByza OKO cebe 3aIasUTU A ce YMETHULIM OCaMJieCeTUX U3 pas-
JNYNUTYX eBPONCKUX CPeAVHA — Ha IpUMep NIPUIaJHNIY UTaTNjaHCKe TPaH-
caBaHrapfe ¥ HeMa4KoTr HEOeKCIIPeCHOHU3MA — [UPEKTO W/IU MHAVPEKTHO YI-
7Nefiajy Ha fla/be MM O6/1MkKe MCTOPMjCKO IaMheme COICTBeHe KYType, CTOra
he u oH y Texxm1 1a M36erHe OIIITA MeCTa je3MKa “HOBe CIIMKe  OCaMJieCeTHX
IOTPAXXWUTY YIIOPUILITE ¥ YTOYMINTE Y OHMM Cafip)KajiiMa 1 3HademuMa Koja
he ocratn n goxxuBeTV cebu OMUCKMM, IPUCHUM, ca KojuMma he Mohm ma ce
oncToBeTH, Koja he mohu fa ycoju n npucsoju. 3anoxnhe ce 3a Heonxon-
HOCT “OpUTMHA/IHOCTM YMETHMKA , ToBopuhe 0 “Tpaguijuju U TpaguLmuoHa-
HoM~ Muciehy Ha “OHaj noezed yHyTpa, y cebe, y OHO LITO CY TajHe 3amiyca-
He y HaMa, Jja He Tpeba fla MX TPaKMMO M3BaH Halller IPOCTOpPa — IPOCTOpa
Hac”. Ay 6110 IIITa KOHKPETHO fia je IOf TMM Ta4yHO IOfipasyMeBao, unaxk he
Y CBOjUM ITACTMYKUM peainsanyjaMa OCTaTH JaleKo Of CBAaKOT aHAXPOHOT
“Mysejckor” WM “MaHaCTUPCKOI” PeTpo TPeTMaHa CBOjUX (popMaTHMX JN-
KOBHUX pellema. Oryna Tematuka Eyxapucmuja y MapkoBuheBoj 06/11KOB-
HOj uHTepnpetanyju Hehe monpyumuty “cBeTn” Hero he sagpxaTn “cBeTOB-
HI” BU3YeTHU M3ITIE[ U UJejHO 3Hademe. [Ipyu Kpajy modeTHor 6eorpasickor
Iepuofa CBoje yMeTHIYKe aKTMBHOCTY MapkoBuh je yIpaBo THM LIMKITyCOM
npopy61o CI03HAjHO U MUCAOHO NOMMame YMEeTHOCTH, yoeheH fa y cebu u
u3a cebe mmocefyje DOBO/BHO JYXOBHe eHepruje, Hamyurrajyhn cpegusy csor
YMETHUYKOT IIOYeTKa Y HEeKUM APYTUM KYITYPHUM IPOCTOpPUMA Y JIpyroja-
YMjUM KUBOTHYM yC/I0BYMMA, ToTpaxkuhe MoryhHOCTH 1 mpuyKe famer pas-
BOja.

Jewa [leHerpu je poheH 1936. roguHe y Cnnuty. 2Kneu n pagn y beorpaay. Innnommpao ucropujy
ymeTHOCTM Ha Ouno3odckom dpakynTeTy YHUBep3uTeta y beorpagy. lokTopnpao ncropujy
caBpemeHe ymeTHoCTU Ha Dunosodckom dpakynteTy YHuBep3uTeTa y beorpagy. Of 1965. Ao 1989.
roguHe Kyctoc y Mysejy caBpemeHe ymeTHocTn y beorpagy. Of 1990. Ao 2005. roauHe npodecop
nctopuje caBpemeHe ymetHocTu Ha Gunosodckom dakynteTy YHuBep3suTeta y beorpapy. [masHu

1 OArOBOPHM YPeAHVK Yaconuca 3a caBpemeHy ymetHocT Momenm. Of 1965. rognHe Ao faHac
capahuBao ca BuLe of CTOTUHY YMETHUYKUX YaCcoNmnca, HOBUHA, yMETHUYKNX Ny6nukauumja
o6jaB/beHUX y 3eM/bama 6uBLUIe JyrocnaBuje vy MHOCTpaHCTBY. CenekTop 6pojHUX n3noxom
MehyHapoAHMX 1 yMeTHUKa 13 busLle Jyrocnasuje, peasin3oBaHUX Y YMETHUUKUM UHCTUTYLMjaMa
Y 3eMJbU U MHOCTPAHCTBY. b1o je cenekTop jyrocnioBeHCKrx ymeTHUKa Ha bujenany y Mapusy (1971,
1976, 1983), Ha bujeHany y BeHeuunjn (1976, 1982). AyTop 6pojHMX eceja 1 Khbura, Kao u MoHorpaduja
0 BeIKoM 6pojy caBpeMeHuX yMeTHUKa, objaBrbeHnx y Cpbuju n nHOCTpaHCTBY: Teme cpncke
ymemHocmu: 00 nedecemux 0o 0esedecemux, Hoeu Caa, 1993/1999; JeOHa mozyha ucmopuja
ymemHocmu: beoepad kao mehyHapooHa ymemHu4ka cyeHa, beorpag, 1998; CmydeHmMcKu KysimypHuU
yeHmap kao ymemtuyka cyeHa, beorpap, 2003; OncmaHak ymem+Hocmu y KpusHUM 8pemMmeHuMd,
Beorpap, 2004. utp.






HOBW NMPOCTOP - NEW SPACE

TB AMBWJEHT - TV AMBIENT

OPATrMEHTU CJIUKE: CMMOMEHUK « FRAGMENTS OF THE PAINTING: MONUMENT
LPHW MPOCTOP « BLACK SPACE

3J1IATHW NPOCTOP - GOLDEN SPACE

EYXAPUACTUJA « EUHARIST

KAMMJA XAPMOHWJE - GATE OF HARMONY



HOBW MNMPOCTOP (geTam) « NEW SPACE (detail)
Ceuenu nanup « Cuted paper

18 HOBW NMPOCTOP - NEW SPACE
Ceyvenn nanup, lanepuja CKL, beorpag, 1980 - Cuted paper, Galerija SKC, Belgrade, 1980
[cnepeha cTpaHa « next page]










v

—
——
 —
-
L TN
A :
-
T
AmEm.
“SEEEETER,

1 |

o =y




22

HOBW MPOCTOP - NEW SPACE
Akpun Ha nanupy, 330 cm x 190 cm, 1981 « Acryl on paper, 350 cm x 190 cm, 1981



HOBW MNMPOCTOP « NEW SPACE
Akpun Ha nanupy, 330 cm x 190 cm, 1981 « Acryl on paper, 350 cm x 190 cm, 1981
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TB AMBWJEHT « TV AMBIENT
AKpun Ha nanupy u nogy, objektu, TB emncuja llemkom y 22, ctypno PTC, Beorpag, 1981
Acryl on paper and flor, objects, TV program Petkom u 22, studio RTS, Belgrade, 1981
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OPATMEHTW CITMKE: CNOMEHWK (getasm) « FRAGMENTS OF THE PAINTING: MONUMENT (detail)
Axkpun Ha nanupy « Acryl on paper

26 OPATMEHTW CJTUKE: CMTOMEHWK « FRAGMENTS OF THE PAINTING: MONUMENT
Akpun Ha nanupy, lanepwuja CKL, beorpag, 1982 « Acryl on paper, Galerija SKC, Belgrade, 1982
[cnepeha cTpaHa « next pagel



HOBW MPOCTOP « NEW SPACE
Akpun Ha nanuvpy, 300 cm x 201 cm, 1981 « Acryl on paper, 300 cm x 201 cm, 1981
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WIYMUHATW « ILLUMINATES
BruTymeH Ha nnaTHy, KapToH, akpun, 305 cm x 175 cm, 1983 « Ter on canvas, carton, acryl, 305 cm x 175 cm, 1983
Konekuwnja Myseja CaBpemeHe ymeTtHocTH, Beorpap « Collection of the Museum of Contemporary Art, Belgrade

LIPHV/ MPOCTOP « BLACK SPACE
BuTtymeH Ha KapToHy 1 nnaTHy , BeHau, ceehe, lanepuja CKL, Beorpag, 1983 « Candle, wreath, ter on carton and canvas, Galerija SKC, Belgrade, 1983
[cnepeha cTpaHa » next page]



LIPHV/ MPOCTOP - BLACK SPACE
BruTymeH Ha KapToHy, 3natHu nuctnhn, 258 cm x 206 cm, 1983 « Ter on carton, gold leaf, 258 cm x 206 cm, 1983
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3N1ATHW XPAM (peTam) « GOLDEN TEMPLE (detail)
BritymeH 1 akpun Ha kameHy - Ter and acryl on stone

3J1IATHM XPAM « GOLDEN TEMPLE
BbrtymeH Ha KameHy, HanywTeHa Kyha, MoToByH, XpBaTcka, 1983 - Ter on stones, abandoned house, Motovun, Croatia, 1983
[cnepeha cTpaHa « next page]



3/TATHW XPAM (geTasb) « GOLDEN TEMPLE (detail)
BbrtymeH Ha KameHy  Ter on stone
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EYXAPUCTWJA - EUHARIST
ButymeH, akpun n 3natHm nuctuhin Ha nnaTHy, 280 cm x 130 cm, 1983
Ter, acryl and gold leaf on canvas, 280 cm x 130 cm, 1983

EYXAPUCTWJA - EUHARIST
ButymeH, akpvn 1 3natHm nuctuhin Ha nnatHy, 280 cm x 130 cm, 1984
Ter, acryl and gold leaf on canvas, 280 cm x 130 cm, 1984



EYXAPUCTWNJA « EUHARIST EYXAPUCTWJA « EUHARISTOS
ButymeH, akpun n 3natHm nuctuhin Ha nnatHy, 280 cm x 130 cm, 1984 ButymeH, akpun n 3natHm nuctuhiy Ha nnaTHy, 280 cm x 130 cm, 1984
Ter, acryl and gold leaf on canvas, 280 cm x 130 cm, 1984 Ter, acryl and gold leaf on canvas, 280 cm x 130 cm, 1984
MpuBaTHa Konekumja, Xambéypr - Private Collection, Hamburg MpuBaTHa konekuwja, beorpap « Private Collection, Belgrade 39
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EYXAPUCTWJA - EUHARIST
ButymeH, akpun 1 3natHm nnctuhiy Ha nnaTHy, 280 cm x 130 cm, 1984
Ter, acryl and gold leaf on canvas, 280 cm x 130 cm, 1984

EYXAPUCTWJA - EUHARIST
ButymeH, akpvn 1 3natHu nanctuhin Ha naaTtHy, 280 cm x 130 cm, 1984
Ter, acryl and gold leaf on canvas, 280 cm x 130 cm, 1984



EYXAPUCTWJA « EUHARISTOS EYXAPUCTWJA « EUHARIST
ButymeH, akpun, ctakno v 3natHy nuctuhin Ha nnatHy, 280 cm x 130 cm, 1984 BuTtymeH, akpun 1 3natHy nnctmhn Ha nnatHy, 280 cm x 130 cm, 1984
Ter, acryl, glass and gold leaf on canvas, 280 cm x 130 cm, 1984 Ter, acryl and gold leaf on canvas, 280 cm x 130 cm, 1984
Konekuuja My3eja CaBpemeHe ymeTHOCTU, Beorpag 41
Collection of the Museum of Contemporary Art, Belgrade



EYXAPUCTUJA « EUHARIST
BuTtymeH, akpun 1 3natHu nnctuhn Ha nnatHy, CanoH My3eja caBpemeHe ymeTHOCTU, Beorpag, 1985
Ter, acryl and gold leaf on canvas, Salon of the Museum of Contemporary Art, Belgrade, 1985
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KAMMJA XAPMOHWJE « GATE OF HARMONY
ButymeH, akpvn 1 3natHu nnctuhin Ha nnaTtHy, 310 cm x 230 cm, 1986 « Ter, acryl and gold leaf on canvas, 310 cm x 230 cm, 1986
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KAMMJA XAPMOHWJE « GATE OF HARMONY
ButymeH, akpun 1 3natHm nuctuhin Ha nnaTtHy, 310 cm x 115 cm, 1986 - Ter, acryl and gold leaf on canvas, 310 cm x 115 cm, 1986
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1 The name De Stil or Destil was taken over from
his grandfather, known as Destilacija (Distillation),
who had been given this nickname for making
(distilling) brand Pakuja in Mokra Gora. Symboli-
cally, it can be said that the name De Stil originated
from the abbreviation “destyled,” or without style,
which was a significant characteristic of new artists
of that period. They avoided being classified in any
way, especially in stylistic categories.

2 In 1980, in the same gallery, at his first one-man
exhibition, as a student of the Faculty of Fine Arts
in Belgrade, he showed for the first time the initial
concept called New Space, in which he clearly
expressed his art credo.

3 The first public appearance of De Stil Markovi¢
was in 1979, when together with, Veso Sovilj, Milo-
rad Vujasanin and Zdravko Santra¢, he executed
the performance Laying the Carpet at the entrance
of the Gallery of the Belgrade Cultural Centre,
Belgrade.

4 This is where the name of the artistic group-pair
he made with Vlasta Mikic¢ from 1981 to 1985 came
from. More details: JeSa Denegri, The Eighties: Sub-
jects of Serbian Art, Novi Sad: Svetovi, 1997

5 With Vlasta Miki¢ with whom he made the group
Zestoki, Belgrade, 1981

6 The exhibition New Now (May 1982), when the
artists of a new image for the first time publicly
demonstrated a change in the art of the ‘8os.

7 Fragments of the Painting: Monument, Galerija
SKC, Belgrade, 1982

8 Bojana Peji¢, “Breaking of the painting and..”in
catalogue De Stil Markovi¢, Fragments of the Paint-
ing: Monument, Belgrade: Galerija SKC, 1982. Also,
see: Jovan Despotovi¢, Tough Strokes with Paint, De
Stil Markovi¢, Fragments of the Painting: Monument,
Belgrade: Knjizevne novine, December 9, 1982

9 More details: Jovan Despotovi¢, The New Image,
Belgrade: Clio, 2006
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Jovan Despotovi¢

DeStil Markovi¢ and the “New Image” of the Eighties

In 1982, the exhibition Fragments of the Painting: Monument was displayed
at the Galerija SKC by a Belgrade artist, Milovan DeStil Markovi¢[1] (1957)[2].
A member of the youngest generation of that time, still a student of painting,
DeStil Markovi¢ showed his ability in several different fields of plastic pro-
duction. He had started exhibiting three years earlier (1979)[3] with works in
performance and pseudo- and post-analytical painting. He defined himself
in relation to the medium itself, which he used to express himself beyond the
stated limits, examining possibilities of painting in relation to forms and to
his own creative aims, to the language he had just started to form as an artist.
He was occupied with exhibiting his work, creating extremely personalized
artistic narratives, photographing, innovating fashionable trends, creating a
new look (image), and discovering and promoting Belgrade New Wave and
rock groups. However, in the course of 1981-82, he turned towards more ac-
tive and aggressive changes in art, which could be defined, for want of a bet-
ter name in that period, as a new image, which was later confirmed by criti-
cism and art theory.

The artist established a predominantly colorist and expressive idiom with
large-format decorative paper posters of “tough”[4] strokes of basic colors. He
exhibited the paintings as stage scenery on a television program, On Friday at
10 p.m.,[5] and extended the lives of the same “paintings-paintings” in two dif-
ferent spaces with different purposes. One space was a “classical” gallery space
(Galerija Pinki)[6], where they started an ambient dialogue with the works of
other artists. In a non-gallery space in the same place - the swimming pool
(where there was a special rock program) - the paintings again functioned
as a mise-en-scéne (in both cases, displayed as a part of the integral exhibi-
tion New Now). The third and final phase of the same paintings took place at
Galerija SKC[7]. Markovi¢ created a unique space-ambience from the remains
of these torn paintings-fragments that had been displayed at the mentioned
exhibitions; pieces of the paintings were pierced with pins, hung on the gallery
walls and then partially painted black directly on the walls. This lent a certain
ambivalence to the meaning of a new image on the wall and a painting over a
painting. As written in the catalogue by Bojana Peji¢: “We feel as if we were in
a medieval monument, covered with frescoes, being worn out by time and his-
tory.’[8]

Diversity, which was characteristic of the Belgrade art scene in the first half
of the ’80s, was reflected in the high profiles of certain young creators in whose
work was recognized the most important characteristics of the plastic change
of that time. In numerous features defining those specific artistic views, those
commonly dealing with an exposed individualization of the pictorial language
appear quite often. The formalism of artistic expression assumed characteris-
tics of extremely specific states whose sum is identified as a special sensibility
of the art of the ’8os - simply called a new image.[9] These changes were run-
ning in two parallel plans: through explicit subjectivity of autonomous artists’
ideas and through plastic-visual inventions whose individual, already formed
contents can be studied now. DeStil Markovi¢ was standing among all of them



JosaH [lecnomosuh

HAeCmun Mapkosuh u “Hosa ciuka” ocamdoecemux

Kaga je 1982. ropuse y Tanepyjn CK1I-a rioctaByo usnoxx6y Opasmenimu cauke: cno-
MeHuK 6eorpajicKi YMETHIIK, Tafia IpUIafHyKa HajMyabe reHepariyje, joL yBeK CTy/ieHT
cmkapera Munosas, amvac, [TeCrin Mapkosuh([1] (1957)[2], on ce go Taga Beh orre-
a0 Y HEKOMMKO Pas3/MuUTX OO/IACTH IUIACTIYKE MPOTYKLMje. AKO je jaBHy M3/aradxy
JETIaTHOCT 3aII04eo TPy rofyHe paHyje (1979)[3] pamoByMa Ha muHuju niepdopMaHca 1
(Ticeyno W TOCT)aHA/IMTIYKOT CIMKAPCTBA, Kaia je cebe oppehnBao y omHOCY Ha cam
Me/iyj KOjJIM Ce M3paKaBao 3HATHO Ia IIPOLIMpYjyhyl 13BaH HOTaj] IOCTAB/bEHIX TPAHN-
1ja ucrmTyjyhy o6/mikoBHe MOryRHOCTY CIMKapCTBa Y OHOCY Ha COTICTBEHe KpeaT/BHe
LbeBe, Ha je3K KOjy je TeK Io4eo /ja popMypa Kao YMETHVIK, 11 aKO Ce Tajja 6aBuo ns-
JIaTarbeM Y JIeK/IAPYICAIbeM U3PasUTO TIEPCOHA/IM30BAHNX YMETHIYKIX HapaTyBa, Bo-
TOrpaCKMM aKTMBHOCTVIMA, MHOBMPAeM MOJHIX TPEHIOBA, KpeMparbeM HOBOT 13-
r71efa (UMuya), OTKPVIBAFbeM V1 IIPOMOBICAEbeM 6e0rpaicKor HOBOT TaJlaca ¥ POK IPyTIa
T, TOKOM 1981/2. TOf/HE HAYMHYIO jé 3a0KpeT IIPeMa OHVM aKTVBHIIM 11 arPECHBHIIM
HpOMeHaMa Y YMETHOCTH KOje CY e, Y HelOCTaTKy Tajia O07ber HasVBa, MOITIE OfipeITI,
Y3 CB€ YC/IOBHE JIOITYHE, KAO HO8d C/IUKA — IITO je KaCHMja KPUTMKA, IIOTOM U Teopuja
YMETHOCTY, TIOTBPIIA.

Hamme, y mitamy cy 6wm Berky ¢popMaTyl IeKOpaTVBHUX IAIVIPHUX T1aHOa, Ha
KojuIMa je “>KecTOKMM [4] HoTe3Ma OCHOBHIMX 00ja YCTaHOB/bEH jefjaH HMPEeBACXOMHO
KOJIOPUCTIYKI U eKCIIPECUBHI MIVIOM OJHOCA KOMe je OBaj ayTop OfjMaxX Hajasyo 1
afleKBaTHY IIPMMEHY: IIPBO je Te C/VKe jeTHOM V3/Iarao Kao crieHorpadcke Kymyce y TB-
emyicyju [lemkom y 22[5], @ 3aTM je ca TVIM VICTVM C/IMKaMa MICTOBPEMEHO Ha JiBa Haul-
Ha IIPOIY>KIO BIIXOBY aKTVBHOCT. Y JIBa IPOCTOPA €2 Pa3/IMUNTIIM HAMEHAMa, OBe C/IVi-
Ke-C/VKe Cy IPOLIIE KPO3 HAKHA/THE ITPOBEPE CBOjVX IEKOPATVIBHIX CBOjCTABa: jEMlaH je
6o “xracyann” ranepujcku npoctop (Tanmepuja “TInxkir”)[6] y KoMe cy OHe cTymmie y
aMOMjeHTaJTHM IUjaJIor ca PaJioBIIMa APYTVIX YMETHMKA, JIOK CY Y PYTOM IIOTITYHO Hera-
TIepUjCKOM IPOCTOPY Ha MCTOM MecTy — 6aseHy (Tzie ce ofjBijao nocebaH pok-ephop-
MepCKI IIpOrpaM) C/IVKe IIOHOBO VICITyHaBajle (PYHKIIjy MU3aHCIeHa (y oba crydaja
TIOCTaB/beHE KA0 JIe0 jenuHCcTBeHe M37IoKoe New Now). Tpehu u uHa sy crapmjym vic-
VX oviKa opurpao ce y faneprju CKI-a.[7] Mapkosuh je of octaraka 0Bux nodeparuix
C/vKa-(pparMeHara ca IOMEHMUTIX M37IaTakba HAUVHIO jeHCTBEHN IPOCTOP-aMOMjeHT:
€/leMeHTH TOT TIPOCTOpa OWI Cy YTIOTpeb/beHy nap4ufiu CTvKa KOjyi Cy IVPEKTHO IITie-
HajylaMa Ipo6yjeHN 1 KadeHy Ha 3U70Be Tajlepyje a IOTOM, HAKHATHO U IeTVMITIHO,
VC/IVIKAQHV LIPHOM 60jOM HPEKO TVX KOMaJia HeKa/JAIIIbJX VKA 1 HETIOCPEHO T10 311~
moyMa. Ha Taj Ha4yH NOCTUTHYTA je Mi3BecHa aMOVIBA/ICHTHOCT 3HAYCHa HOB€ CIKe Ha
3udy (torryT Qpecke) u cuke Ha cauyy (Kao BIfia ieKopatpje), Kako je y Karaiory Ha-
ricasia Bojana Iejuh: “VIMamo yTrcak Kao fia ce HalasyMo Y HEKOM CPeEOBEKOBHOM
CTIOMEHVKY OCTMKAQHOM (ppecKama i UsjefleHOM BpeMeHOM 1 CTOpujoM . [8]

Pa3HOBpCcHOCT KojoM ce OIIKOBajIa Georpajicka yMETHIYKA CIieHa Y TIPBOj TI0TIO-
BUHU JleBeTe JielieHlje HajHerocpeHyje ce ofipakaBana Kpo3 IOCTENHO AeyHICabe
HEKO/IMKO M3PA3UTO ayTOPCKI IPOQIUIMCAHYX TIO3MLIja MIAIVX CTBapaIalia y dujeM
pagmy Cy IpelosHaTe HajBOKHIje KapaKTepUCTIMHE IVIACTIYKe IPOMeHe TOT BpeMe-
Ha. Y Husy ocobuHa Koje ofpebyjy Ta crerpidiaHa yMeTHIYKA CXBaTarba MoHajuelhe
Ce jap/bajy OHE 3a KOje je 3ajeqHIUKa M3pasuTyja MHAVBIIyaI3alyja JMKOBHOT je3N-
Ka. PopMa/m30Babe YMETHIMKIX VCKa3a TOIPUMIIO je obellexje Kpajibe 0coOeHNX
CcTarba Yujyt 30Mp y/Iasy y Lie/MHY OHVIX I10jaBa Koje Cy 1ieHT(IKOBaHe Kao rocebaH
CEH3VOVWINTET Y YMETHOCTY OCAMJIECETX TOMIVHA — WIV jeJHOCTABHO Ha3BaHVIX HO8(

1 Ume fJe Cmun vinn JeCmun, Mapkosuh npeysuma
o[ cBora fepe 3BaHor [lectunauuja, Hagumak

Koju je poburo nekyhu (pectunupajyhn) pakujy

y Mokpoj lopu. Cumbonunuku, moxe ce pehn

na je ume JeCmun Hactano n u3 ckpahenuue

- AecTunn3oBaH, 6e3 cTuna, WTo je 6una 3HavajHa
ofipeAHvLa 3a HOBE YMETHIKe TOr neprnoaa Koju
cy nsberaBanu, y TOM TPeHYTKY, Aa ce 61no Kako
CcBpCTaBajy, NocebHO y HeKe CTUIICKe KaTeropuje.

2 A HaKoH 1980. roiniHe Kajaa je y ucToj ranepwuju,
Ha NPBOj CAaMOCTaNHO]j N310XK0W, jol Kao CTyaeHT
DakynTteTa IMKOBHUX yMmeTHOCTW y Beorpagy, npeu
nyT NOKa3ao NMoYeTHU KOHLEeNT NoA Ha3usom Hosu
npocmop y KOMe je jaCHO U3HeO CBOj CIMKapCKKn
Kpeno.

3 [pBo jaBHO nojaBbuBarbe JeCtun Mapkosuha
6u10 je oap>KaHo 1979. roAnHe Kaaa je ca Becom
CoBwbem, Mnnopagom ByjawaHuHom n 3gpaBkom
CaHTpauem n3Beo pap-nepdopmaHc lonazare
menuxa Ha yna3sy y lanepujy KyntypHor ueHTpa
beorpapa, beorpag.

4 OTypaa noTuye 1 Ha3UB yMETHUYKe rpyne

- napa Koju je ca Bnactom Muknhem umHmo og
1981. 0 1985. rogunHe. [letarbHuje: Jewa eHerpu,
Ocamoeceme: meme cpncke ymemHocmu, Hosu Cap:
CBeToBU, 1997.

5 Ca Bnactom Mukunhem ca Kojum je op Taga YMHMO
rpyny Kecmoku, beorpag, 1981.

6 W3nox6a New Now, Maj 1982. Kafla Cy yMETHULM
Hoge C/IuKe NPBY NYT jaBHO MaHndecToBanu
NPOMEeHY y YMETHOCTV OCamMAeceTux.

7 ®OpaemeHmu cnuke: cnomeHuk, Fanepuja CKL,
Beorpapg, 1982.

8. bojaHa Mejuh,"Pazbujarbe cnuke u..." y Katanory
Jle Cmun Mapkoguh: ®pazmeHmu ciuke: CNOMeHUK,
beorpap: lanepuja CKL, 1982. BugeTtn n: JoBaH
llecnotosuh, Xecmoku nome3su 6ojom, [le Cmun
Mapkosuh, ®pazmeHmu cnuke: cnomeHuk, beorpap:
Ktbu>keBHE HOBUHE, 9.12.1982.
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as an extremely paradigmatic phenomenon whose actions were noticed as
very specific settings closely related to a rather large circle of the authors of his
generation.

DeStil started his public art activity, totally contrary to school rules (he
missed an academic year because of it), while he was a student of painting
at the Academy of Fine Arts in Belgrade in 1979, the year that stands at the
beginning of the newest stylistic line defined by the program. At first, most
characteristics of his work of that time were not clearly perceived. In a way, the
similarity of his art to the art practice that directly preceded it (conceptual art,
performances, installations, minimal painting, etc.), resulted in interpretation
that searched for primary pictorial contents in art. From the basis of the form,
the elements that had come from examining material and work settings were
studied, taking the work in the direction of out-of-plastic meanings. The use
of rudimentary formed means, often within the purview of tautology, brought
about other work which later appeared to be the initial elements of the forth-
coming change. So, for example, the collaged use of materials that were torn,
glued, pierced, crumpled and applied served Markovi¢ as a way of defining
his work between an ironic, even subversive relationship towards serious, aca-
demically cherished art and the new views and different visualizations based
on a new feeling in the general climate and expressed in the sub artistic fields
of pop culture: fashion, rock, image, behavior.

One element of the situation in art at the beginning of the ’8os in Belgrade
was the fascination of certain artists with the “space” where people were build-
ing or where there was a work of art. The ambience of the object of art should
reach, according to this interpretation, such a level of practical convenience
that the essence of the creative impulse could be directly seen. The space is
understood not only as a place where one works/exhibits, but also as a means
and material of work. At the exhibition New Space, realized in 1980, such a
presentation of work was demonstrated for the first time. On that occasion,
Markovi¢ exhibited many miniature works on/with paper that were arranged
over the whole gallery in an organized system, creating an impression of spe-
cial content. The difficulty of a clear perception of such a display derives from
a disproportion between the number of works, their dimensions and visually
widened spatiality, which was the author’s intention.

Markovi¢ continued this kind of relationship with the exhibiting space
in another form. At the end of 1981, in the studio of TV Belgrade where the
program On Friday at 10 p.m. was shot, he organized an exhibition that cov-
ered the space with large-format works on paper. Massive enlargement and
the introduction of totally different chromatic sounds of aggressive colors
marked a change of interest in the direction of painting one-dimensional col-
oristic works that had a tendency to widen in the space. In this kind of work,
Markovi¢ approached the basic line of the new image of the Belgrade circle
and almost established it.

After that, a change followed. He destroyed the paintings from the previous
exhibitions by tearing them into pieces of various dimensions and shapes, with
which he changed their art status, and from these remains, he made a new spa-
tial display called Fragments of the Painting: Monument in Galerija SKC in 1982.
Keeping to the extreme views of the meaning and sense of Markovi¢’s work,
his accumulated previous content flowed from artistic intentions and princi-
ples, life attitudes, a way of everyday living and behavior. The changes followed



cnuxa.[9] OBe IIpoMeHe TeK/Ie Cy Ha [iBa YHOpPeHA IVTAHA: KPO3 U3PIINT CYOjeKTVBIUTET
ayTOHOMHJX ayTOPCKMX IPECTaBa ¥ KPO3 IJIACTUYKO-BU3YE/THE MHBEHLMjE Y KOjuMa
ce cajia MOTY MIIMMUTABaTH HojeyHa4Hy, Beh cacBuM dopmmpann cappkaji. JeCrmn
Mapxopuh je MeDy cBrMa HMa CTajao Kao M3PasUTO IApaUIMaTIHa [ojaBa y dujeM
Cy ce JieTioBatby youasaJie 1 ofipehere, cacByM criermduHe ocTaBKe y OHOCY Ha O71ic-
Ka OIIpeNe/berha y He TAKO MAJIoM KPYTy ayTopa HeroBe reHeparjyje.

HeCrun je jaBHYy YMETHMYKY JIE/IATHOCT, IIOTITYHO CYIIPOTHO IIPaBW/IMMA IIKOJIE,
(360r yera je M3ryoMo rofMHy) 3a04eo0 jOII Kao CTYHEHT CIMKApCTBa Ha Oeorpajickoj
JIMKOBHO] AKajieMuju1 1979. JaKJle, OHe TOIVHE KOja CTOj| Ha TIOYeTKY TaJjd HajHOBIjeET,
HPOTPaMCKI Ae(MHIICAHOT CTV/ICKOT Hu3a. Y IIPBOM TPEHYTKY HUCY jaCHO YOUeHe CBe
0COOVIHE HEroBOT Pajia 113 TOT BpeMeHa. Bemika 6/cKoCT yMeTHITIKe IpaKce Koja My
je HeTocpeiHO MpeTXomuIa (KOHLENTYaIHa YMETHOCT, IepOpMaHCH, MHCTA/IALje,
MVHVMAJTHO CTIMKAPCTBO) YHEKO/IMKO je YCTIOBIIO OHY BPCTY TyMadelba Koje je Tparauio
Ty>K TIPYMAPHIIX JIMKOBHIIX Ca/ipyKaja y HeKOM YMETHITIKOM IIpenmMeTy. V3 enemeHTap-
HOCTY pOpMe IIIYMTaBaHe Cy 0COOHE ITOTeKIe Of (IIpe)ICIMTIBa A MaTePVja/THIX 1
PajHyX MocTaBKy ofBofehy feno 1o 061acTy M3BaHIVIACTHYKIX 3HAYeHa. YIoTpeba
PYAVIMEHTapHIX OO/IVKOBHYIX CPEJICTaBa, YeCTO Y JOMeHY TayTOTIOTHje, IIOKPEHYIIa je 11
HeKe JIpyTe cafipXkaje Koju he ce KacHumje OKa3aTy Kao MHMIMpajyhn efleMeHT IIpefi-
crojehe npomene. Tako je, Ha pyMep, KOIBKMPaHa YIIOTpeba IeIaHIX, T JIeIUbEHIIX,
NpoOMjeHNX, M3TY)KBAHIIX, ITa aIUIMIMPAHVX MaTepyjaia y jefHOM aHTVIMKOHITIKOM
3Havemy, Mapkosuhy ocTy>xita ka0 OCHOBa 3a iepyHNCarbe HOApPYYja Ae/IOBAba 13-
Meby MPOHIYKOL, 4aK CyOBEp3MBHOT OTHOCA IIpeMa CEPUO3HOj, aKalIeMCKVI OfJHErOBa-
HOj YMETHOCTM ¥ CXBaTarba Koja cy (GopMyvicasia HOBe IIPU30pe ¥ pyradyije BU3ye/He
TpefcTaBe Ha 6asy HOBOT oceharba OCIIeNor Ha TaJIacy OIILTe KIMMe Y OfyMeTHIY-
KM O0/IaCTVIMA TIOTI KY/ITYpe: MOJIV, POKY; M3ITIENY, IIOHALIIAMGY.

CrielppIMHOCT yMeTHIMKe CUTYaIyje IIOYeTKOM ocaMpeceTyx romyHa y beorpamy
yO4eHa je y ToceOHOj 3a0KYIUbEHOCTM — TOTOBO (haCIMHAHTHOj — jeHor Opoja ayTo-
pa IIpocTopoM y KoMe ce rpay Wiy HOCTOI HEKO YMETHIYKO JIeno. AMOMjeHT yMeT-
HIYKOT O6jeKTa Tpeba Jja JOCTUIHe, [0 TAKBOj MHTEPIIPETALV)}, OHAj CTeIleH IIpaK-
TUYHE TIOTOJHOCTY KaKO O ce IVPEKTHO MOTOAVIA CYIITVHA CTBAPA/IAYKOr VIMITY7ICA.
ITpocrop je cxBaheH He caMo Kao MeCTO y KoMe ce pajiv/usnaxe Beh 1 Kao cpencTso u
marepujan. Ha nsnoxx6m Hosu nocmop, 1980. ropyiHe, IpBY ITyT je AeMOHCTPYPaH jefiaH
00/K OBaxBe Ipe3eHTaIyje paga; Mapkosuh je Taga M3/IOXKMO Be/mK Opoj MyHYja-
TYPHUX PafioBa Ha/ca IaImipoM Koju ¢y y Bpio ypeheHoM cucremy 61w pacriopehenn
TIO CBUM TIOBpILIHAMA Tajlepyje CTBapajyhy yTycak HapOuMTOr U3/I0KOEHOT capjpykaja.
OwMeTarbe pasroBeTHe Ieplieliiyje OBaKBe MOCTaBKe MOTIYe Off MCIIPONopLyje usMehy
Opoja pamoBa, BYXOBIX AVIMEH3j 1 BU3YeTHO HPOLIIPeHe IPOCTOPHOCTH, IITO je 1
6wia Hamepa ayTopa.

OBakaB BIJ; OfJHOCA Y M3/1ara4koM rmpoctopy Mapkosuh he vacrasutyt u y joru jen-
HOM IIpoMerbeHoM 067Ky. Kpajem 1981. rommse, y crymujy TB Beorpaz y kome je cHyma-
Ha emvicuja ITermxom y 22, peam30Bao je M3MoXOy TAKO IIITO je IPOCTOP 3aTPIIao OrPOM-
HyM (opMaTyMa pajioBa Ha armpy. Bermiko ysehamse 11 yoberse oTIryHo ipyraunjer
XPOMATCKOT 3BYKa arpecHBHIX 00ja O3HAYIIIN CY IPOMEHY MHTEPecoBamba y CMepy ak-
TYE/THOT C/IMKAIba jEMHONVIMEH3VMOHAIHYX KOJIOPUCTUYKIX IIPM30pa KOjU VIMajy TeH-
IeHLy /ia ce IIpoLmpe y pocTopy. Y 0Boj Bpct pajsa Mapkosuh ce Hajutte mpu6m-
KO, TOTOBO Ji jy je TMMe yTeMe/bIO, OCHOBHO] JIMHIjU HOBe C/VKe GeOrpajiCKOr Kpyra.

Iorom je ycremya jour jefHa pOMeHa: TIOIITO j€ YHUIITHO C/IUKE Ca IIPETXOHIX 13-
JIOKOM TaKO IITO VX je TOLIeNao Ha KOMajie Pas/IuMTIX AVMeH3Mja 1 00/VKa, YiMe VM
je TIPOMEHMO YMETHIYKM CTaTYc, Off, TVX OCTaTaKa OCMIC/IVO je 1982. ropyHe y [anepujn
CKII-a HOBY IIPOCTOPHY IIOCTaBKY IIOf, HasuBoM Ppazmenmu cuxe: cnomerux. OBrie
je HOIWIO 0 pamyKa/IM3alyje 3Haderba 1 cMuc/Ia MapkoBrheBor fiefta: cajia je y ieMy

9 [etarbHuje: JoBaH lecnoTtosuh, Hoga ciuka,
Beorpapa: Knuno, 2006.
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10 More details: Lidija Merenik, Belgrade: the Eight-
ies, Novi Sad: Prometej, 1995

11 Galerija SKC, Belgrade, 1983

12 In Christian art the Eucharist is an act of taking
communion with bread and wine as Christ’s body

and blood and it was a frequent topic in icon-paint-

ing and fresco-painting.

13 Eucharist, Salon of the Museum of Contempo-
rary Art, Belgrade, 1985

14 More details: Jovan Despotovi¢, Belgrade New
Painting, Zagreb: Questions, 1983
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a general change in the artistic atmosphere of the SKC Painting Workshop[10]
at that time, and which partially forned his understanding of painting. The
phrase, individual author’s mythologies, which spread in the "7os, can be ap-
plied to this form of the author‘s behavior that was suggested at that moment.
Here a repertoire of the signs was sublimated, which (re)materialized the au-
thor's specific views about the character of recent art, the mystical aspects such
a work implicitly contained, and finally, a spiritual anarchy that became the
author’s vital orientation. All these levels of meaning were brought to extreme
limits of articulation in his last individual exposition with the same topic —
Black Space.[11] This installation-ambience is full of symbols and metaphors
that point to the author’s increasingly complex subjective projection.

It seems to be easy to see that on the Serbian scene, the artists developed
their plastic and formed language much more quickly than the theoretical dis-
course was able to follow them and critically position, argue and explain. One
such formed phenomenon of the recent period is certainly De Stil Markovi¢’s
work, which, in a unique spatial-ambient format, was displayed under the
name Eucharist[12] in the Salon of the Museum of Contemporary Art.[13]

It was already then obvious that DeStil Markovi¢ belonged to the genera-
tion which appeared on the art scene at the beginning of the ’80s, bringing a
different sensibility that was noticed as a changed creative programme com-
pared with the previous decade, but also in relation to parallel events. In that
sense, Markovi¢’s work marked an accented stroke in the field of the art object,
in which the Belgrade scene pointed out some specific features that led to its
broader affirmation.[14]

Certainly, there were several important parallel sources then from which
young artists could experience direct creative stimuli. They were largely in-
fluenced by Serbian medieval (Byzantine) painting, which represent a unique,
convenient base for their new creative impulses in each transitional period (or
a period of occasional crises in art). In his former work (in the course of the
second half of the ’80s), DeStil Markovi¢ directly relied on that period, giv-
ing it a different, wider, problematic and current plastic basis, framed by the
idea and sense of great Byzantine art. Its modern image was given by almost
all the forms of reception of feelings and creative and aesthetic needs of the
young generation. Of course, the elements of such complex and complicated
terrain as the iconography, stylistics and semiotics of the art of old Nemanides
Serbia are not possible to inherit in one work or one opus. Only on those that
appear as essential and aligned with the creative interests of the authors are
selected and applied in new ideological and aesthetic circumstances. However,
it should be pointed out that DeStil Markovi¢’s work, even then, didn't have a
religious (and even less a nationalistic) character. These works had been done
considerably before the burst of church trash and collective frenzy for tradi-
tion which became obligatory content on the cultural fringe and almost state
art (turbo folk) in visual arts in the ’9os.

DeStil was then interested in several things at the same time. Above all, in
a broader sense, the workings and possibilities of spatial influence of artistic
complexes on the viewer who is physically and mentally within them. Big li-
turgical and ritual ensembles, such as sacred temples, were a necessary gen-
eral norm for him. The psychological and emotional factors that act in them
even then were motivating for DeStil to define the role which the previous
creative work should possess in its current segment. This moment was already



aKyMy/paHa OVBIIIA CaIpyKIHA NOTEKIA U3 apTUCTUIKIX HaMepa M Ha30pa, KIBOT-
HJX CTaBOBA, HAYMHA CBAKOJHEBHOT >XMB/beH-a M TTOHaIIama, uty, Ipomene o kojuma
je ped crieyie Cy OIILTY U3MeHY YMETHIYKe arMocdepe Koja Ce THX TOHA OfBUjajia
y JInkoBroj pagmonyam CKII-a[10], a 13 Koje je jemHM Ie/oM ¥ IIPOMCTEKIIO HeroBO
CXBarambe CMKapcTBa. CHHTarMa o MHAVBITYa/THMM MUTOTIOTHjaMa YMETHMKA Koje Cy
ce IMPOMIMpIIE TOKOM TeK ITPOTEK/IOT TIepMofia CefaMeceTIX TOfyHa, MOXKe Ce TIpyMe-
HUTY 1 Ha OBaj OO/VK JIe/IATHOCTY, BUILIE ayTOPCKOT TIOHAIIIAM3, KOjI je IIPEIIOXEH Y
TOM TPeHYTKY. Ty je cybrmimiicaH perieproap 3HaKOBa Koju (pe)Matepujamisyjy ayTopo-
Ba creIy(IYHA CXBaTamwba O KApaKTepy pelieHTHe YMEeTHOCTY, MACTMYHIM aCIeKTVIMA
KOjé jeHO TaKBO JIEJIO IMIUIMLIMITHO Cafip>KU, M Haj3af, TyXOBHY aHApXM3aM KOji CBE
BIILIE TIOCTaje ¥ ayTOPOBO >KMBOTHO onpefierberbe. CBI OB HUBOY 3HAYErba JIOBEIEHI
CY [0 KPajibJX IPaHNIIA apTUKY/IaLyje y BerOBOj II0C/IENIb0j CAMOCTA/THO) EKCIIO3ULV)I
ca mctoM TeMoM — Llpru npocmop.[11] OBa MHCTaIaIMja-aMOVjeHT UCITyEbeHa je HU30M
cyM607a 11 MeTadpopa Ykasyjyhyt Ha YMETHVKOBY Ja/bEby VI CBE CTIOXKEHNY CYOjeKTUBHY
npojextyy

Yy ce fa je Ha CPIICKOj CLIEHM JIAKO YOWBMBO /ia Cy YMETHUIIM 3HATHO BUILIE pas-
BV CBOj IUTACTVYKY 1 OO/IMKOBHY je3MK HETO LIITO je TEOPUjCKI AMKCYPC YCIeBao fa
VIX TIPaTV ¥ KPUTVYKY TIO3ULOHVPA, 0OPasNoXKy 1 06jacHM. JeliHa Off TaKBIIX, LIeIO-
BUTVX OO/IMKOBHYIX I10jaBa HajHOBUjer Tlepuona, je u aeno HeCrun Mapkosuha koje je
Y jeNVHCTBEHOj IPOCTOPHO-aMOVjeHTaTHOj CUTYalyjii OM/IO M3/IOKEHO TOJ Ha3MBOM
Eyxapucmuja[12] xao TotaHa rocraska y Canony MCV[13]

Beh taja je 6uo ounrnento ma JeCrin Mapkosuh npuriazia OHOj TeHeparmju Koja
je TIOYeTKOM OCaMJieCeTX TOMHA, CTYTajyhyt Ha YMeTHIUKY TIO3OPHILYY, JOHETA jefiaH
JIpyraumjyi CeHSMOWINTET KOjJ Ce 3aIlaKao Y IPOMEeHOM KPeaTMBHOM IIPOrpamy y
OJHOCY Ha TIPETXOMHY JICLIeHNY, a1 1 Y OfHOCY Ha HeKa ITapaie/Ha 30uBama. Y ToM
CBOjcTBY, MapkoB1heBo fIe/io 03Ha4aBaso je, y TOM MOMEHTY, OHaj HaIJIAIeH) BIAJ] 3a-
XBaTa y II0/by YMETHIMUKOT 06jeKTa 0 KoMe je 6eorpajicka CLieHa MCTAK/Ia HeKe CIIeLy-
¢rrane ocobHe Ha OCHOBY KOjVIX Ce OfjBUjasia I theHa I1mpa apupmaniyja.[14]

HecymmsuBo je fa je ymopeno ocTojato HeKOMMKO BayKHIX M3BOPa U3 KOjUX Cy MJIa-
v, Mucnehyt Wi CeHsSUTVBHM}Y YMETHUIM, Tajia MOI/IM Jia LIy HeIlocpenHe CTBa-
pauKe noficTHIAje. Bpno BemKy yTuLaj 3a WBIX je MMAIO U CPIICKO CPENbOBEKOBHO
(BM3aHTMjCKO) CIMKApCTBO, Koje je y CBaKOM IIpe/Ia3HOM BpeMeHY (WM IOBPEMEHNX
YMETHIYKIX Kp13a) IIPECTaB/bajIo CBOjeBPCHO HOTOJJHO YIIOPHUILITE 33 bJXOBE HOBE
KkpeatyBHe nmyrice. JeCryor Mapkosuh ce y cBOM TapjaliimeM pafty (TOKOM Apyre IIo-
JIOBUHE JieBeTe JielieHlje) HeTIOCPEHO OC/IAIbao Ha Taj BPeMEHCKI IIePUOf, € TVM, IITO
MY je JaBao jelHy Apyradjy, IMpy HpOOIEeMCKY U aKTYelTHy IVTACTITYKY OCHOBY dlije OK-
BUIPE je TOCTaBIIA MJEja Y CMYICAO0 BEJVIKE BU3AHTHjCKE YMETHOCTY, & CABPEMEHM M3ITIET,
TOTOBO CBY OO/ peLieryje oceharba ¥ KpeaTMBHIIX U eCTeTHYKIX TToTpeba Mitajie
reHepanyje. HapaBHO [a 143 TaKBOT CTIOXEHOT 1 KOMIDIVKOBAHOT MeCTa KaKBa je O1ra
MKOHOrpaduja, CTWINCTIKA Y CEMIOTHKA YMETHOCTH cTape, Hemarsuhke Cpouje, Hije
Moryhe GAIITVHITY Y jefHOM pafy HUTY jeFHOM OIIyCY, Ha CBYM JIMHMjaMa KOje IpeK-
THO OfiaT/Ie oTudy, Beh caMo Ha OHMMa Koje ce jaB/bajy Kao CYIITHHCKA U MIeHTIIHA
KpeaTyBHAa JIHTepecOBarba ay TOpa KOje OHM CENeKIMOHMIITY M ITPUMeEbY]y Y HOBUM Tgj-
HIM ¥ ecTeTaknM ycroBuma. Ho, otpe6Ho je mcrahm a JeCruoBo feno Hu Taja
HYje IMaJIO PeITHjCKY (2 jOLL Makbe HALVIOHA/IICTIIKIL) KapakTep. OBY pajioBJ Cy Ha-
CTaja/ 3HAaTHO TIpe NpoBajie LPKBEHOT IYH/A U KOJIEKTVBHE TTOMaMe 3a TPaJLIMjoM
KOja je, fieBeJleceTVX TOfIYIHa, Ha KY/ITYPHMM MapIMHaMa I0CTa/la HEeM30CTaBHIU CafIpiKaj
VI TOTOBO JIPYKaBHA YMETHOCT, T3B. TYP0OO-(OJIK 1 Y BUYE/TH/M YMETHOCTVMA.

JeCrun Mapkopuha je Tajja 3aHMMaIO HEKOIMKO CTBapy McroBpeMeHo. Hajmipe,
TO je, y IIMpeM CMMUCITY, Ha4VH ¥ MOTYNHOCT IIPOCTOPHOT AETIOBaba TUX YMETHITIKIX
KOMIUIEKCa Ha ITOCMaTpada Koju ce (DV3MUKI 1 MEHTIHO HaJlasyl YHyTap WX Bermku

10 [eTtamHuje: ingnja Mepenuk, beoepao:
ocamoeceme, Hosu Cap: Mpomertej, 1995.

11 Tanepwnja CKL, beorpag, 1983.

12 Y XxpuwhaHCKOoj yMETHOCTM eBXapucTuja je YnH

TajHor npuyewha xne6a u BMHa Kao Mcycosor
Tena v KpBu 1 6una je yecta Tema y MKOHONWCY 1
bpeckocnnKkapcTay.

13 Eyxapucmuja, Canom My3eja caBpemeHe
ymeTHocTu, beorpap, 1985.

14 [etamHuje: JoBaH lecnotoBuh, beoepadcko
HOB0 c/lukapcmao, 3arpe6: NuTarba, 1983.
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15 The work-ambience Golden Temple, Motovun,
1983

16 See: Jovan Despotovi¢, The Eucharist by De Stil
Markovi¢ - a question of the relation of tradition,
the modern and the post-modern in contemporary
art, Belgrade: Moment, 5, 1986; Jovan Despotovic,
Milovan De Stil Markovic¢, Belgrade: Umetnost, ‘87,
'70,'71,'72, New Series llI, 1V, V, 1987
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extremely present in his work when he started public appearances, though he
was inspired then by the circulations from other sources, and he mostly con-
centrated on the task of disturbing a strict media status of the art object. As a
matter of fact, he had long before been interested in forming complex ambient
installations, which was part of the effort of the Belgrade art scene to make
free structures in whose inner field multifunctional visual and sensual experi-
ences could be offered to viewers.

Another field DeStil was more and more interested in was creating an ex-
tremely esoteric system whose meaning was founded in his deepest experi-
ential layers as a painter. The first work that he did in that sense was in the
period of the Art Colony of Motovun[15], in an abandoned, half-demolished
house where he made a ritual and cryptic sacred place. That space was filled
with interventions on the found wall surfaces using bitumen, then golden and
silver signs which were strictly coded with personal and hidden meanings. At
the exhibition at the Salon of the Museum of Contemporary Art (1985), he ex-
hibited paintings that echoed the idea of the space in Motovun, but the whole
system was more complex, with characteristics that combined the Kabbalah,
pagan mythology and Jewish religious elements.

On the opening night of this exhibition, DeStil also presented video works,
in which the narrative level dominated over the visual one, so that it became
closer to the film medium than video, which certainly wasn't his predominant
intention. Here he was experimenting with the possibility of making a video
spot, which dominated as a form in mass teenage culture and represented a
basic medium of their interest and consumption of art. Besides that, DeStil
also executed a performance-ritual which utilized the very idea of the exhibi-
tion's name, Eucharist, in the idea of self-sacrifice as a metaphor of the place
and position of the modern artist. This vital existential crisis of artists repeated
as a usual part of the art system and it was, of course, characteristic of the gen-
eration of young creators. Certainly, we shouldn't overlook that the first half
of the ’80s was infused with an overexuberant atmosphere of creating new art
without a thought or hint that, only a few years later, the political outcome
of the former Yugoslavia would be war devastation, mass exodus and ethnic
cleansing. At that time, indeed, there was no hint that the country was living
out its last years, and artists were producing their last works based on charac-
teristic optimism and a feeling of collective belonging.

Nevertheless, the value and causes of the movement and the manifestation of
the artists’ work, with its high creative motifs, confirm once again that these were
relevant works whose final consequences for further artistic perspective were not
accepted by the then critics, who were neither aware nor ready to do so.[16]

Jovan Despotovi¢ was born in Belgrade in 1952. Historian of art and art critic. Published six
monographs and books about Serbian artists and critics, there are over 1500 bibliographic units in
catalogues of exhibitions, professional journals, magazines, weekly and daily newspapers. Trans-
lated into French, English, German, Finnish, Norwegian, Swedish, Greek, Italian, Spanish, Slovenian,
Macedonian and Albanian. Organized about 300 exhibitions of contemporary art in the country and
abroad. 1982-2000 Curator, chief of the Art Collections and Exhibitions Department of the Museum
of Contemporary Art, Belgrade. 1993-1994 Consultant in the Fund for Open Society, Belgrade. 1995-
2000 Editor of visual programme of the Centre for Cultural Decontamination, Belgrade. 2000 Art
Criticism Prize Lazar Trifunovic. 2001-2004 Assistant of the Minister of Culture in the Government

of Serbia, Belgrade. 2002-2003 Chief of the Cultural Heritage Protection Department, the Coordi-
nate Centre for Kosovo and Metohija of the Serbian Government, Belgrade. 2004 Radio Television
Serbia, Radio Belgrade, the Third Channel, Editor-in-chief of the cultural-informative editorial staff,
Belgrade



JITYPIUCKY Y PUTYAJIHY @HCAaMOIV, TIOITYT CAKPaJTHIX XPaMOBa, 3a Fbera Cy Oy MoT-
pebHa okBMpHA HOpMA. I ICHXO/IOIIKIY 1 eMOLOHATHM (PaKTOPU KOj/1 y BbMMa JeTIyjy; 32
He Crmma cy u Tafa 6w ofcTmiajHy 3a feduHmcarbe yore Kojy je OHIAIlIkbe CTBa-
P/IALLITBO Y CBOM aKTYe/THOM CETMEHTY Tpebao Aa rocenyje. OBaj MOMeHar je 610 Ha-
IVIAIIIEHO TIPUCYTaH Y BeTOBOM pajly Beh Off IPBYIX jaBHMIX MCTYTIak-a, Majia je Tafa 6110
TeHepVICaH U CTPyjarblMa U3 APYIVX M3BOPa, a 61O je YI/IABHOM KOHLIEHTPJCAH Ha 3a-
JaTaK HapyIIaBara CTPYKTHOI MEIMCKOT CTaTyca YMETHIYKOT IIpeaMeta. Beh n y ro-
IVHaMa IIpe OBe M3TIOKOe, 3aHMMao ce 3 opMIpatbe BP0 CTIOXKEHVX aMOVIjeHTaTHIX
MHCTajIalyja 11T Ce CBe 3ajeHO YOpajasio, Takobe, y HacTojarbe Georpajicke yMeTHITIKe
ClIeHe Jja ce CTBOpe CI000IHE CTPYKTYPe Y UMjeM Cy Ce YHy TpalllibeM I0/bY MOV U3a-
3VIBaTV BULIECTPYKY BYSYE/THV Vi CEH3VIOV/THN IOYKMBbaj)i IOCMATpada.

Jpyra obmact Koja je leCrita o Tafia CBe BMIIle 3aHMMaJIA jecTe CTBaparbe jeTHOT
V3y3€THO e30TePUYHOT CUCTEMA Yljja je 3SHAKOBHOCT yTeMe/beHa Y HheroBe Hajayorbe Vic-
KYCTBEHe C/I0jeBe, TaKaKo Kao c/vkapa. IIpBu pajy Koji je y TOM cMIUCITY M3Beo O¥O je
kayia je Beh y Bpeme MOTOBYHCKe C/MKapcKe KOZIOHMje[15] Y jeHOj HaIyIITeHOj, HOy-
CpYILEeHOj Kyl HaMMHMO PUTYaTHO M KPUIITUYHO CBETO MecTo. Taj mpocTop je 6vo mc-
IIyHbeH MHTepBEeHIjaMa Ha 3aTedeHVM SVHUM NOBpLIHAMA OMTYMEHOM, Te 3TaTHUM
¥I CPeOPHIIM 3HALVIMA KO/ CY CTPOTO KOJIVPAHM F-erOBVM NIEPCOHATHIM U CKPUBEHVM
3HaverbyMa. [ToToM je Ha n3nox6M y Catory Myseja caBpeMeHe yMETHOCTH, 1985. TOTy-
He, [IeCTu M3710K110 IJIaTHA KOja IOHAB/bajy Miejy MOTOBYHCKOT IIPOCTOPA, C TVM JIa je
110 crcTeM croXkeHwju 6ymyhu ma crieny oHe ocobuHe Koje Cy KOMOVHOBaJIE LITaBHILIE
¥ KabaJIy 11 ITaraHCKy MUTOJIOTH]Y U jeBpejcke PeIIMjCKe CafipyKaje.

Ha orBaparsy oBe nsnox6e [TeCrut je mpuxasao 1 cBoje BUAEO PaioBe KOf KOjUX je
HapaTVBHM CJI0j TIPEB/IAZA0 HAJ, BU3YEHVM I1a je TaKO II0CTa0 Ok (VJIMCKOM Me-
JIVAjy HETO BIJIe0-YMETHIKY, ILITO CBAKAKO Huje O1/Ia Berosa peBacxoBHa HaMepa. Tazia
je excriepuMeHTHCao ca MoryhHohy fa CHUMY BUZIEO-CIIOT Koji je kao ¢opMa Tana
TOMVHIIPAO Y MacOBHOj TUHEJEPCKO] Ky/ITYpH a IPECTAB/basIa je OCHOBHO MOZIpydje
IBJIXOBOT IHTEPECOBaba 1 KOH3YMYpara YMETHOCTH. ¥3 To, [leCTuit je 13Beo 1 jeman
nepOpMaHC-pUTYaTT KOjU CaMy Mfejy HasvBa 1snox6e — Eyxapucimuja TpaHCIIOHYje ¥
VIJIejy CAMOXKPTBOBAHba Kao MeTapode MecTa 11 TIO7Ioykaja CaBpeMeHOT YMeTHMKA. Y3 OC-
TaJle, ¥ CaMa >KMBOTHA er3MCTeHIMjaIHa Kp13a YMETHIKA Tajja ce IIOHAB/ba/la Kao OITII-
Te MECTO y YMETHIYKOM CYICTEMY U OHa je, HApaBHO, O1UIa HajcBOjCTBEHMja TeHeparji
MWIaVx cTBapaiana. CBakako He Tpeba MCIyCTUTY U3 BUJA Jia je IIpBa IIOJIOBIHA OCaM-
JieceTVIX IPOTHLIATIA Y jeHOj er3aITupaHoj aTMocdepy CTBapara HOBe YMETHOCTY 6e3
MKaKBe IPMMIC/IV VI HasHake fia he momiraky paciviet Tapjanise Jyrociasuje mpo-
Teh1 map rojyHa KacHuje y paTHIM pa3aparbliMa, MACOBHVM €r30[yCHMAa U €THUYKIM
wnuhersyma. Tajia 3acTa HUKO Huje HacTyhiBao fia Ta 3eM/ba SKVBY CBOje TTOCTIEbe
TOZIVHE a YMETHUIIM CTBapajy CBOje MOCTIEibe PajioBe 3aCHOBaHe Ha M3PasUTOM OIITH-
Mu3My 11 oceharby 32 KOJIEKTVBHY IIPUIIATHOCT.

Mebhytnm, yBepetbe y BpemHOCT 1 pasyore (eHOMeHa 1 MaHMdecTalyja HbIXOBOr
Ppana, y3 BUCOKe CTBapaiadKe MOTVBE jOLI jefHOM HOTBphyje Aa je y muTary 6110 jemHo
PEEBAHTHO JIE/I0 YMj)X KOHAYHIX MOCTIEIMIIA 3a /by YMETHIYKY HePCIIeKTUBY Taja
KPUTIKA jOIII Hyje O1/Ia CACBYIM CBECHA HUTM CIIPEMHA JIa IIPYXBATIL. [16]

JoBaH [lecnoToBuh je poheH 1952. roauHe y beorpagy, xxusu y beorpagy. ictopuuap ymeTHoCTM 1
NNKOBHM KpuTnyap. O6jaBro wect MmoHorpaduja 1 Kibrra 0 yMeTHULMMa 1 KpUTUYaprmMa, uma BuLle
ol 1500 6ubnuorpadckrx jearHmLa y n3nox6eHrm Katanosmma, CTpy4YHUM 4Yaconmcuma, MarasmHm-
Ma, HefleJbHUM U AHEBHUM HOBUHaMma. Mprnpemno oKo 300 U310X61 caBpeMeHe YMEeTHOCTUN Y 3eM/bU
1 nHocTpaHcTBY. [peBoheH Ha ppaHLyCKK, eHreckn, HeMayuku, GUHCKN, HOPBELIKU, LWBELCKN,
FPYKM, UTaNNjaHCKK, WMAHCKKW, anbaHCKK je3uk. 1982-2000. Kyctoc y Mysejy caBpemeHe yMETHOCTH,
Beorpap; 1993-1994. KoHcynTtaHT y ®oHAy 3a oTBOpeHo ApywTBo, beorpan; 1995-2000. YpegHuk
NUKOBHOT Nporpama LleHTpa 3a KynTypHy feKoHTamunHauwjy, beorpap; 2000. Harpaga 3a 1MKoBHy
Kputuky Jlazap TpugyHosuh; 2002-2003. LLled ofjceka 3a 3alwTnTy KynTypHe bawTnHe, KoopanHa-
uMoHm LyeHTap 3a Kocoo n Metoxujy Bnage penybnuke Cpbuje, beorpag; 2001-2004. lNomohHuMK
MUHUCTPpa KynyTpe y Bnagn peny6nuke Cpbuje, beorpag

15 Pag-ambujent 31amHu xpam, MoToByH, 1983.

16 Bupetun: JoaH lecnotoBuh, Eexapucmuja e
Cmun Mapkosuha, numarse o0Hoca mpaoduyuje,
MoOepHO2 U NOCMMOOepHo2 y caspemMeHoj
ymemHocmu, beorpaa: MomeHT, 5, 1986, n JoBaH
Lecnotosuh, MunosaH [Je Cmun Mapkosuh,

Beorpaa: YmeTHOCT, ‘87, ‘70, '71, '72, HoBa cepuwja lll,

IV, V, 1987.
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MPOTOTUN OCJ10 « PROTOTYPE OSLO

MPOTOTUN CAPAJEBO - PROTOTYPE SARAJEVO
MPOTOTUN NNOH « PROTOTYPE tODZ

MPOTOTUN BPELLA - PROTOTYPE BRESCIA
MPOTOTUN MAPMA « PROTOTYPE PARMA

MPOTOTUN PUM - PROTOTYPE ROME

MPOTOTWUMN BAHAC - PROTOTYPE WANAS

MPOTOTUN AJHAXOBEH « PROTOTYPE EINDHOVEN
MPOTOTUN HYJOPK - PROTOTYPE NEW YORK
MPOTOTUN BEPNINH 3anap « PROTOTYPE BERLIN west
MPOTOTUIN BEPJIMH nctok « PROTOTYPE BERLIN east
ANOABETUA N AHANNOABETWU - ALPHABETS AND ANALPHABETS
MPOTOTUN JYTOCNABUJA - PROTOTYPE YUGOSLAVIA
MPOTOTUN TYPCKA « PROTOTYPE TURKEY
MPOTOTUN JANAH - PROTOTYPE JAPAN

MPOTOTWN CPBUJA « PROTOTYPE SERBIA
JNECTUNOBAHO JINLE - DESTILLED FACE
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MPOTOTUIM OCJO - PROTOTYPE OSLO
8 BUJEe0 MOHMTOPA, yrasb, jaja, 24 npara ca 3natHum anctmhnma, 5 m x4 m x4 m
8 video monitors, coal, eags, 24 slippers with gold leaf, 5m x4 m x4 m
Ymem+ocm-Buoeo!, Tanepuja F 15, Moc, Ocno, 1988 - Kunst-Video!, Galleri F 15, Moss, Oslo, 1988
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MPOTOTWIMT CAPAJEBO - PROTOTYPE SARAJEVO

BakapHu noHau, mneko, yrasm, 20 nparosa ca 3natHUM nnctuhnma, 15 m x 2,25 m
Copper vessel, milk, coal, 20 slippers with gold leaf, 15 m x 2,25 m
JyeocnoseHcka dokymeHma ‘89, Onumnujckn ueHtap Ckengepuja, CapajeBo, 1989
Jugoslovenska dokumenta ‘89, Olimpijski centar Skenderija, Sarajevo, 1989
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MPOTOTUM NNOH - PROTOTYPE £tODZ
En. rpajay, 19 ornepana, 20 nparoBa ca 3natHUM nuctuhnima, 15 m x 2,25 m - El. heather, 19 mirror, 20 slippers with gold leaf, 15 m x 2,25 m
KoHcmpykuuja y Mpouyecy, My3ej ymeTHUKa, JToh), 1990 « Construction in Process, The Artists’ Museum, £6dz, 1990
Konekuuja YmeTHUUKOr My3eja, Jloh « Collection of the Artist's Museum, £6dz
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MPOTOTWIM BPELLA - PROTOTYPE BRESCIA
MoTorpaduja, kapta EBpone 13 1990. r., en. namna, ornefano 3a WMWHKY, 14 ornepana, 15 nparosa ca 3natHum nauctmhma, 10 m x 2,25 m
Photos, map of Europe from 1990, el. lamp, make-up mirror, 14 mirror, 15 slippers with gold leaf, 10 m x 2,25 m
Fanepwja MNujepo Kasenuxu, bpewa, 1990 - Galleria Piero Cavellini, Brescia, 1990
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MPOTOTWUM NMAPMA - PROTOTYPE PARMA
®otorpaduja, kapTta EBpone u3 1970 r., rac namna, nnekcurnac, gHesHu nuct LUnita, 15 nparosa ca 3natHum nuctnhuma, 10 m x 2,25 m
Photos, map of Europe from 1970, gas lamp, plexiglas, newspapers L'Unita, 15 slippers with gold leaf, 10 m x 2,25 m
Fanepwja Masoku, Mapma, 1990 - Galleria Mazzocchi, Parma, 1990
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NPOTOTUIM PAM - PROTOTYPE ROME
Motorpaduja, kapta EBpone 13 504. r., ysbaHa namna, 3actaBa, Kibure HoBor 3aBeTa, 15 nparosa ca 3natHum nanctmhnma, 10 m x 2,25 m
Photos, map of Europe from 504 AC, oil lamp, flag, books of New Testament, 15 slippers with gold leaf, 10 m x 2,25 m
Fanepwja Opn bambmoHu, Pum, 1990 « Galleria Oddi Baglioni, Rome, 1990
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MPOTOTUIM BAHAC - PROTOTYPE WANAS
10 ypTexa, 20 ornegana, 20 nparosa ca 3naTHUM NUCTUAMA, en. cBeTno, 2 X 15 m x 2,25 m
10 drawings, 20 mirror, 20 slippers with gold leaf, el. light, 2 x 15 m x 2,25 m
BaHac 1991, Banac dpoHzauumja, KHucnmnre, 1991 « Wands 1991, The Wanas Foundation, Knislinge, 1991
Konekuuja BaHac doHpauuje, Kuucnunre « Collection of the Wanas Foundation, Knislinge
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MPOTOTUIM AJHOXOBEH - PROTOTYPE EINDHOVEN
Ornepano 250 cm x 250 ¢cm, 20 nparosa ca 3naTHum nuctmhuma, 15 m x 2,50 m
Mirror 250 cm x 250 cm, 20 slippers with gold leaf, 15 m x 2,50 m
XeT Anonoxuc, AjHaxoseH, 1992 - Het Apollohuis, Eindhoven, 1992
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MPOTOTWIM BEPJIMH « PROTOTYPE BERLIN
25 dotorpaduja 30 cm x 20 cm, 18 ornepgana, 18 ApBEHUX KyTuja, enl. cBeTno, 15 m x 2,25 m
25 photos 30 cm x 20 cm, 18 mirror, 18 wood boxes, el. light, 15 m x 2,25 m
Xayc am Jlyyosnnau, bepnvH, 1992 « Haus am Lutzowplatz, Berlin, 1992
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NMPOTOTUM HYJOPK «-PROTOTYPESNEW YORK F
2 x 15 poTorpadumja, ornepgano, 15 nparosa ca 3natHum nuctrhma, 10 m x 2,50 m=2 x 15 photos, mirror, 15 slippers with gold leaf, 10 m x 2,50 m
MooerveHu bepnuH, P. S 1. LleHTap 3a caBpemMeHy yMeTHOCT, tbyjopk, 1991 « Berlin DividetpS % €Contemporary Art @enter, New Yorky=1-981
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MPOTOTWM BEPJINH nctok « PROTOTYPE BERLIN east
®oTorpaduja 200 cm x 200 cm, 15 nparosa ca 3natHUM Auctuhima, 10 m x 2,50 m « Photo 200 cm x 200 cm, 15 slippers with gold leaf, 10 m x 2,50 m
Bepke, bepnviH, 1993 - Kunst-Werke, Berlin, 1993
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MPOTOTWUIM BEPJINH nctok « PROTOTYPE BERLIN east
Ouvrutanty npuHT 200 cm x 200 cm, 15 nparoBsa ca 3naTHUM nuctuhnma, 10 m x 2,50 m -« Digital print 200 cm x 200 cm, 15 slippers with gold leaf, 10 m x 2,50 m
- KymmBepke, bepauH, 1993 . Kunst-Werke, Berlin, 1993
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AJNTOABETU I AHATTOABETW (cnoso W) « ALPHABETS AND ANALPHABETS (letter W)
3naTHU nuctrhu, nanup, ApBo, 26 cm x 23 cm, 1993 - gold leafs, paper, wood, 26 cm x 23 ¢cm, 2 x 250 cm x 180 cm, 1993



ANOABETU 1 AHANTOABETU (cnoso ®) - ALPHABETS AND ANALPHABETS (letter ®)
3naTHK nucTrhu, nanup, ApBo, 26 cm x 23 cm, 1993 - gold leafs, paper, wood, 26 cm x 23 cm, 2 x 250 cm x 180 cm, 1993
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ANOABETU N AHATTOABETW Y MIKOHOCTA3W « ALPHABETS AND ANALPHABETS IN ICONOSTASIS
20 ypTexa 26 cm x 23 cm, 2 x 250 cm x 180 cm « 20 drowings 26 cm x 23 cm, 2 x 250 cm x 180 cm
BaHka npaeja nm pajek, Opepbepreputpace 2, bepnuH, 1993 « Ideenbank im Dreieck Oderbergerstrasse 2, Berlin, 1993






MPOTOTWM JYTOC/TABUIJA « PROTOTYPE YUGOSLAVIA
70 doTorpaduja 30 cm x 20 cm, 270 cm x 540 cm, 1998 « 70 photos 30 cm x 20 cm, 270 cm x 540 cm, 1998
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MPOTOTUM TYPCKA « PROTOTYPE TURKEY
70 doTorpaduja 30 cm x 20 cm, 270 cm x 540 cm « 70 photos 30 cm x 20 cm, 270 cm x 540 cm
...l.../...ve..., 3anox6eHun npoctop BojHor my3eja, Victanbyn, 2003 - ...and... / ...ve..., Military Museum Exhibition Halls, Istanbul, 2003
Konekuuja ®oHpauuje nctaHbynckor Myseja ymetHoct, Mictan6yn « Collection of the Istanbul Art Museum Foundation, Istanbul







MPOTOTUM JAMNAH - PROTOTYPE JAPAN
50 ¢oTorpaduja 26 cm x 21 cm, 234 cm x 460 cm « 50 photos 26 cm x 21 ¢m, 234 cm x 460 cm
Huwmgo ranepuja caBpemeHe ymetHoct, Tokno, 2005 « nichido contemporary art, Tokyo, 2005
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MPOTOTUIM CPBUJA « PROTOTYPE SERBIA
70 ¢otorpaduja 30 cm x 20 cm, 270 cm x 540 cm « 70 photos 30 cm x 20 cm, 270 cm x 540 cm
YmeTHuuKa ranepuja “Hagexpa MNetposunh’, Yauak, 2008 « Umetnicka galerija Nadezda Petrovi¢, Cacak, 2008
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Benedikt Stegmayer

Make-up Reality: Markovic’s Transfigurative Works

Milovan Markovic’s transfigurative works can be seen under a variety of dif-
ferent aspects. They explore the essence, possibility, and limits of portraiture,
they experiment with text and subtext, with different possible forms of rep-
resentation, they eliminate pictorial illusions such as likeness or perspective.
Each series of transfigurative works, the Lipstick Paintings, the Selfshaves, and
the Text Portraits, is the result of intensive research and the attempt to de-
velop and expand the idea of the portrait. Markovi’s refusal to simply repeat
and reproduce the achievements of other artists from all ages as well as his
own, leads him to amass new methods and concepts to realize groundbreak-
ing works. They are, even though based upon thorough research of other art-
ists and their works, independent and often bear little physical resemblance
to their predecessors.

The first series of transfigurative works by Markovi¢ is the Lipstick
Paintings. They are a series of portraits of some of the world’s most famous
women in their respective fields: politics, philosophy, music, and film. The
portraits are monochrome paintings, each portrait using roughly 60 to 100
tubes of lipstick, which is applied to silk velvet enclosed in a heavy golden
frame, the names of the portrayed engraved onto an affixed brass plate.

Markovi¢ conducts research into the cultural background of each of the
portrayed women in order to determine an adequate lipstick colour. He is
interested in make-up and all its facets and chooses lipstick as the most ste-
reotypical form of female make-up; however, the heavy golden frame and the
engraved brass plate are also part of the make-up, which Markovi¢ doesn’t
consider only where it is concerned with enhancing the appearance of a hu-
man being, but also the appearance of objects and their fagades in general.
In this way, the Lipstick Paintings are ironically self-referential. The artist is
making-up their surfaces so they are more pleasing to the eye. However this
is not a cheap way to attract our attention by satisfying our desire for some-
thing beautiful. Markovi¢ is simply coherently applying the content of his
work to its outer form. Both the Selfshaves, which use make-up in a reverse
form, and the Text Portraits, which function by applying make-up to a differ-
ent context and with a different content, completely lack any sensually attrac-
tive qualities that the Lipstick Portraits have.

The made-up appearance of the Lipstick Portraits, however, lacks, or rather
suppresses, any informative content because it only communicates the empty
surface. The presence of the make-up, though, draws attention away from
this feature of the series. Furthermore, all of the information we get about
the portrayed is already pre-existing within ourselves, which is communicat-
ed to us by a small detail, the engraved names of the women, which activates
a number of discourses about the portrayed. This renders it unnecessary to
add any further information, since we ideally have a fair amount of knowl-
edge about them, which we only need to reactivate. In these ways, we do not
gain any information or knowledge by seeing the Lipstick Paintings, though
the make-up distracts from this fact. Even though Markovi¢ is aware of this,



beHedukm Cmezmajep

PeanHocm wmuHke: Mapkosuhesu mpaHcgpuzypamugHu padosu

Tpancduryparusnu pagosu Munosana Mapkosuha Mory fia ce carnefajy ns
BHIIIE PA3INYUTHX acTieKaTa. OHM MCTPaXKyjy CYLITUHY, MOTYhHOCT MTpaHNIie
HOPTPeTa, eKCIEePMMEHTHUINY Ca TeKCTOM U HOATEKCTOM, Ca PasIN4MTUM
moryhuMm ¢opmama mnpencraB/bama, MMMMHUINY JTMKOBHE WIysHuje Kao
IITO CY CAMYHOCT MaM HepcrnekTuba. CBaky LMKIYC TPaHCOUIYPAaTUBHUX
panoBa (Kapmunxe, Camobpujawa wm Texcmn nopmpemu) pesynTar je
MHTEH3MBHOT MCTPa)XMBama UM IOKYIIAj Ja ce pasBMje U IPOIIMpPU MAeja
noprpera. MapkosnheBo of6ujae ja IOHOBM M penpopyKyje focturayha
APYTUX YMETHMKA, KaO ¥ CBOI' COIICTBEHOL, HaBOAY Ia Ja IPUKYIba HOBE
MeTojie U KOHIIeIITe Kako 01 peaan3oBao MOTIYHO HoBe pagose. OHMU cY,
MaJja 3aCHOBAHM Ha eTa/bHOM MCIUTHUBAKBY APYTUX YMETHUKA U BUXOBUX
pajfioBa, He3aBJMICHY M YeCTO BEOMa MajIo IMde Ha IPeTXOHe pajioBe.

ITpBu nukryc MapkoBuheBux TpaHcUrypaTuBHUX pafoBa cy Kapmunxe.
To je cepuja moprpera CIaBHMX XXEHa y CBeTy M3 OONacTU IONUTHKE,
¢unosoduje, mysuke u ¢unma. IToprpern ¢y MOHOXpPOMHE IOBpPIIVHE, a
3a CBaKM MYy je 6110 IOTpe6HO O 60 IO 100 KapMMHA KOjM Cy HaHOLICHU
Ha CBWJIEHM COMOT Yy TEIIKOM 3JIaTHOM pamy. VIMmeHa ocoba Koju cy
HOpTpeTHCaHe M3TPaBUpaHa Cy Ha MpUyYBpLINeHOj MECUHIAHO] IJIOYNIIN.

Mapxkosuh ny61MHCKM NCTpaXKyje KyITypHY CpeAMHY CBaKe IOPTPETUCAHe
JKeHe Kako Om joj ompenuo oprosapajyhy 6ojy xapmuHa. Ibera unrepecyjy
IIMMHKa ¥ CBU HEHM acIleKTM, a KapMUH Oupa Kao HajcTepeOTUIIHMUjU
00MMK >XeHcke mMUHKe. MehyTuMm, u Temku 3maTHu paM U U3rpaBUpaHa
MeCHUHTaHa IJI0YMIIA Jleo CY Te LIMUHKeE Koja ce, mo Mapkosuhy, He ogHOCK
caMo Kafia je ped o mobojplIaky u3riefa pyackor 6uha, Beh u usriema
objexara 1 muxose dacage. Tako, Kapmunke uponnyHo ymnyhyjy Ha came
cebe. YMETHMK IIMMHKA BJXOBe IIOBPIINHE KaKo 61 6M/Ie ITO IpyjaTHMje
3a oko. MehyTum, oBo HuKako Hiuje jePTUH HA4MH fla Ce IPUBYYe MaKmba
3a[J0BOJ/baBalbeM Hallle JKe/be 3a HeuuM JenuM. Mapkosuh, jemHOCTaBHO,
[IOCTIeTHO TIpMMembyje Cafpkaj CBOI pajjla Ha cropammby dopmy. Oba
nuknyca Camobpujara Koja KOpUCTe HMIMUHKY Y 0OpHYTOj popmu, Kao u
Texcm nopmpemu Koju GYHKIVOHMITY IPMMEHOM LIMUHKE Y PasinduTOM
KOHTEKCTY ¥ Ca paslIM4NTUM cafp)kajeM, Iybe cBe CeH3YyalTHO aTpPaKTUBHe
KBa/lMTeTe Koje umajy Kapmunxe.

OBa HamMuHKaHa nojaBa Kapmunku Kao fa Hema (a mpe 61 ce pexsio ja
HOTHCKYyje) MHGOPMATUBHU CaAp)Kaj, jep Kao da KOMYHMIMpa jeAMHO ca
IIpa3HOM IOBPIIMHOM, Maja IPUCYCTBO LIMUHKE OfBIAYV IaXKiby Of OBe
KapakTepuctuke uukayca. IlltaBuimre, cBe mHpopmanuje Koje gobujamo
0 OHMMAa 4YNUjU je MOPTpPeT HACIMKaH Beh IocToje MeMopucaHe ofpaHuje y
Hama camuma. CaMo jefaH MalaM fieTa/b (M3TpaBMpaHa VMMEHA TUX JKEHa)
yCIOCTaB/ba Be3y ca HaMa, IITO aKTUBUpa OpojHe paclpaBe O OHMMA
koju cy moprperucanu. Ilocmarpajyhu Kapmunke He [ob6ujaMo HUKaKBe
uHdopManyje MIn KOLATHO 3Halbe, Majia IIMMWHKA OfBIAYM NaXXHY Of Te
unmeHnIe. Masia je MapkoBuh Tora cBecTaH, OH HeMa 3a /b JIa KPUTHKYje
IIMMHKY ¥ IOCTYIKe IIMUHKama. OH caMo Kpo3 3a6aBy OTKpMBA IIXOBE
edexre KopucTehy X 3a cBoje caMOMpPOHUYHE PajiOBe.

97



1 Obviously neither strategy can be attributed
to either of the sexes. Female make-up includes
depilation and male make-up includes painting
one’s face.

2 Bojana Pejic, “Working on the Face,” in: Markovic,

Transfigurative Works, Nurnberg: Verlag fir
Moderne Kunst, 2006, 103-117, 111-112.
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his aim is not to criticize make-up and make-up practizes with the Lipstick
Paintings. He is, rather, playfully disclosing their effects by using them for his
self-ironic works.

The Selfshaves is the second series of Markovic’s transfigurative portraits.
They are self-portraits, but they are, at least in appearance, quite unlike any
self-portraits we can think of. The artist shaves himself, or gets a barber to do
so, and afterwards cleans and dries his face with a white towel. The resulting
artwork, or fetish, is the towel with the artist’s DNA traces. And what better
and more objective form of a portrait could possibly exist? The Selfshaves are
completely objective or at least as objective as natural science can be, since
genetic analyses of the traces left in the towel can link the model to the work
without recurring to some obscure and highly subjective notion of likeness,
which is required for classical portraits. The correlation between Markovié
and his self-portraits is truly verifiable, something we previously might have
assumed to be quite at odds with products from the realm of art.

This form of representation, however, might not be all that new and in-
novative after all. We can go back two thousand years in history to find the
mentioning of a portrait being produced in just that way. In Christian my-
thology, St. Veronica is said to have given her veil to Jesus so he could wipe
his forehead. According to the story, Jesus” face was miraculously impressed
upon it. Of course, the inventors and early adherents of Christianity presum-
ably knew very little about genetics, but the story of St. Veronica has inspired
folk etymology to (falsely) attribute the origin of the name Veronica to the
Latin vera (true) and the Greek eikon (image). The idea of the truest portrait
as the impression of someone’s face might have been inspired by the thought
that this would be a form of representation relatively safe from conscious or
accidental manipulation by an artist working as a medium, a quality which
is retained even in Markovi¢’s Selfshaves. The chosen iconoclastic form does
not leave the artist any room for manipulation.

Markovi¢, however, goes further than Jesus. Unlike the image in Christian
mythology, Markovi¢ doesn’t leave the impression of his face on the towels
and gives us no directly perceivable clues with his work. Only the tops he
paints on the towels afterwards suggest to us that there is a face present, even
though its sensual qualities are missing.

Just as make-up is important for the Lipstick Paintings, so too it plays a
central role in the Selfshaves. This time, however, it is male make-up. The
male equivalent of a woman’s application of lipstick is to shave, a process of
removal. So we are presented with two opposing strategies of make-up, one
used by men, the other by women.[1] This suggests that Markovi¢’s Lipstick
Portraits and Selfshaves have to be analysed under the aspect of gender ste-
reotypes which is certainly one of the central themes of the works. Bojana
Pejic has focused on gender aspects in Markovi¢’s transfigurative works in
her text Working on the Face.[2] She does not fail to mention that the tradi-
tionally female domain of make-up is also linked to the notions of appear-
ance versus essence or fagade versus substance. Not being interested in high-
lighting make-up as something specifically female, nor indeed restricted to
living beings, Markovi¢ works with the dualism of removing versus adding.
Both removing and adding are traditional techniques used in the making of
art. The artist can sculpt his face either out of a block of material he reduces
or by joining materials together.



HuxnycCamobpujarajenpyracepujaMapkorheBuxTpaHcHUTypaTUBHNX
noprpeta. To cy ayTonopTpeTy Koju €y, 6ap 1o usrieqy, HOTIYHO pa3IninTi
Off ay TOIIOPTPeTa KOje MOXKeMO fla 3aMUC/IMMO. YMETHUK ce Opuje cam 1iau ra
Opuje 6epbepuH Koju My HOC/Ie TOTa YACTH YU CYLIN TULie Oe/TiM IeMKNPOM.
Kao ymeTH1MYKO [ienio mojaBibyje ce memkup ca JHK Tparosuma ymeTHuKa.
Koju 60/mu 11 06jeKTUBHNjM BUA IOPTpeTa MOXKe fa moctoju? Camobpujarva
CY NIOTHIYHO 06jeKTMBHA WaM 6ap 00jeKTMBHA OHOJMKO KOJMKO TO MOXKE
ma 6yne mpMpORHA Hayka, HOIITO IeHeTCKe aHa/lu3e TParoBa Koju OCTajy
Ha NEeHIKMPY MOTY fla TIOBEXY MOJEN Ca PajioM, a /la Cé OH He ITOHaBJba Jj0
HejacHe M Kpajme Cy0jeKTUBHE Mpeje CIMYHOCTY, ITO KIACUYHU HOPTPETH
3axreBajy. Kopenanuja namely Mapkosuha n meropux ayronoprpera Moxe
3alCTa fla ce MPOBEPH, KA0 HELITO MITO CMO IIPETXONHO HPETIOCTaBIUIN fia
ce TO He C/Iake ca IPOM3BOAYIMA U3 00/1aCTU YMETHOCTH.

OBaj BUJ, IpefcTaB/bamba, MehyTuM, 1 Huje Tako HOB. AKO ce BpaTUMO IBe
Xmpajie TOHA YHa3aJ, MoxkeMo npoHahu nmoprpere uspahene ympaso Ha
Taj HauyH. ITo xpunrhanckoM Ipenamy, cBeTa BepoHuka je fana cBoj yopyc
XpucTy Kako 6u o6pucao deno. ToM IpUINKOM, BErOBO JINIle Ce Ha YyfecaH
HauMH YTUCHYNIO Ha ybpyc. HapaBHO, 3aueTHMIM ¥ IpPBU ClefOeHUIIN
xpumrhaHCTBa BEPOBATHO Cy BeOMa MaJIo 3HAIM O T€HeTHIN, ay Ipefame
0 cBeTOj BepoHMkm MHcCnmpmcano je HapoOmHY eTUMOJIOTHjy Aa (JIaXKHO)
HOpPEeK/IO MMeHa BepoHyKa mpumnmiie 1aTMHCKOj peyuu vera (MCTVMHA) U IPYKO]
peun eikon (nmuk). Vigeja HajBepHuMjer mopTpeTa HACTAJOr Ha OBaj HA4YMH
(xao oTucak Heumjer /yIla), BEpPOBATHO je MHCIMpPMCaHAa MUIIBY fia OBaj
BIJ, IPeCTaB/balba PEAaTUBHO OCUIYPaBa YMETHMKA Of lbeTOBe CBECHE M/II
clly4ajHe MaHUIy/IalMje SOK pafy Kao MefyjyM. OBaj KBaJuTeT ce 3a/ipKaBa
u y Mapkosuhesum Camobpujaruma. OBa m3abpaHa MKOHOKIACTUYHA
¢dopMa He 0CTaB/ba YMETHMKY HUMAJIO MECTa 33 MaHUITY/IALjy.

Mapxkosnh, mebyrnm, uge mame om Xpucra. 3a pasnumky of JuKa y
xpunthanckoM mpenamy, MapkoBuh He ocTaB/ba OTMCAaK CBOI IMIja Ha
NeUIKMpPKUMa U He flaje HaM HeIloCpefiHe, BU//bMBe Iy TOKa3e cBor pasia. Camo
Ie/IOBM IMELIKMpa Koje HaKHaJHO 60ju yKasyjy Ha TO f#a je juile MPUCYTHO,
MaKO HEerOBU CEH3yaTHM KBa/lUTeTV HeJOoCTajy.

bam kao mTO je mMMHKa BakHa 3a Kapmumnke, TAaKO OHa UTpa ITaBHY
ynory u y Camobpujarwuma. OBor myTa, MebyTum, y OUTamy je MylIKa
IIMMHKAa. MYLIKM eKBMBajJeHT >XEHCKOj NpMMEHM KapMuHa je Opujambe.
Jakne, mpeacTaB/bajy HaM cCe [iBe CYNPOTHE CTpaTeruje HMIMMHKE — jefHa
KOjy KOPMCTY MYIIKapal 1 Apyra Kojy kopucTu xkena.[1] OBo ykasyje fja ce
Mapxkosuhesu nuknycu Kapmunke n Camobpujara MOpajy aHaIU3UpaTH
U3 aCIeKTa CTEpPEeOTUIIOBA II0/I0BA, IUTO jé CBAKAKO LIEHTpAajHa TeMa OBMX
pamoBa. Y cBoMm Tekcty Pad Ha nuuy[2] Bojana Ilejuh ce ycpencpenmna
Ha aclleKTe mojoBa y MapkoBuheBMM TpaHCPUIYpaTMBHUM pajoBMMa.
Omna He mpomymTa fa IOMeHe Ja je TpagMIMOHAIHA >KeHCKa JOMMHAILMja
IIMMHKe IIOB€3aHa ca IIOjMOBMMA II0jaBa — €CeHIMja MM CIO/balliby
usrnen — cymruHa. HesamHTepecoBaH 3a MCTMIIalbe IIMMHKE Kao Heder
noce6HO KeHCKOT, MapkoByh paiy Ha CyIpOTCTaB/baby OTKIalbama IpeMa
mofaBamy. V oTKNamame 1 IofjlaBame Cy TpafiuIIMOHATHe TEXHUKE Koje ce
KOPMCTE Y YMETHUYKOM CTBapamy. YMETHUK MOKe M3BajaTy CBOje NUIie UK
u3 6710Ka MaTepujaia Kojy cMambyje MK CllajalbeM MaTepujaja y LeNnHy.

Opn 2002. rogune Mapkosuh pagym Ha Texcm nopmpemuma, Tpehem
LUKIYCY TpaHCOUTYpaTUBHMX pajoBa. To cy mopTrperu 6eckyhHuka koju

1 OunrnefHo HMjeaHa CcTpaTervja ce He MoXe
npunucaTtn jegHom nony. KeHcka WMUHKa YKibyuyje
Jenunauvjy a Mylka WMUHKa YKibyuyje 6ojerbe
nnua.

2 bojaHa Mejuh, “Pag Ha nuuy”y: Mapkosuh,
TpaHcgueypamueHu padosu, CTp. 103-117,
HupH6epr: Verlag fir Moderne Kunst, 2006, cTp.
1M1-112.
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Since 2002, Milovan Markovi¢ has been working on a third series of trans-
figurative works, the Text Portraits, which are portraits of homeless men -
persons who, for an almost infinite number of different reasons, do not cope
with life in the society they live in. They are usually regarded as failures since
they cannot adapt or conform to the way of life their society expects from
its members. We know that homeless persons exist and we cannot help but
encounter them in the streets of every city. However, we do not know much
or anything about the individuals. We might have some stereotypes about
homeless people but society tries to eliminate the homeless from our col-
lective memory as thoroughly as possible. They are inconvenient since they
reveal shortcomings in and of our society. Politicians don’t like to associ-
ate with them and thus do not provide them with a discursive platform and
companies aren’t interested in them due to their lack of purchasing power.
For these and other reasons they are unrepresented in public discourse.

Markovi¢’s Text Portraits are giving a voice to these persons. The approach
he takes in portraying them is very different from both the Lipstick Paintings
and the Selfshaves. The viewer has no previous knowledge about the indi-
viduals in the Text Portraits, which is quite the opposite of the other trans-
figurative works. Markovi¢ therefore cannot work with strategies that rely on
such. Using the names of his models in the title of the portraits, maybe with
the supplement homeless person, producing some realistic, figurative image
of them would probably be enough for us to activate our stereotypes about
homelessness in general. Yet we wouldn't learn anything about the portrayed
persons themselves. Markovi¢ hence resorts to text. He interviews homeless
individuals and lets them speak about themselves, their thoughts and ideas
about life and society, their experiences or whatever else they want to dis-
cuss. The interviews are videotaped and then transcribed. Markovi¢ picks
a fragment of the story and paints it on canvas. In exhibitions, the resulting
Text Portraits are usually shown in combination with the video interviews.
But even without seeing the videos, the Text Portraits communicate some-
thing essential about the portrayed: they are depicted as individuals with in-
dividual stories, rather than as members outside of society, made-up of our
stereotypes.

Like the other transfigurative works, the Text Portraits need to fulfill a set of
functions, which determine their form. The function has always dictated the
form of any particular portrait. Propaganda portraits are different from icon
paintings because their makers are concerned with representing something
largely different. Unlike in the Lipstick Paintings and the Selfshaves, Markovi¢
needs to give us information about the portrayed when using homeless per-
sons as his models. Painting text on canvas is a radical form of painting that
cannot clearly be distinguished from literature.

In contrast to the Selfshaves, which are characterized by a high degree of
objectivity, the Text Portraits are highly subjective and manipulative. The
homeless persons are telling us stories. Very often they tell about their own
history and how they remember it. There is no way for us to know whether
their memory is accurate or whether one of them deliberately wants to de-
ceive us. But these are still the genuine thoughts of a homeless person. By
only transferring a fragment of each interview onto canvas, however, the art-
ist is selecting and thus lowering the degree of objectivity yet again, as he



u3 6e30poj pa3nMUNTUX pas3yiora He M3/1a3e Ha Kpaj ca XMBOTOM Y JPYLITBY
y koMe >xyBe. Ibux o6uyHO cMmarpajy mpoMalleHUM JbyAUMa IIOLITO HE
MOTY fia ce NMpUIarofie Ha4MHy XMBOTA KOjU APYIITBO OYEKYyje Off CBOjUX
npunagHuka. 3HaMo Aa 6eckyhHMLM HOCTOje M He MOXKeMO a fja UX He
CpeTHeMO Ha ynmijama CBakor rpaga. MehyTum, He 3HaMO MHOro O TUM
IojeMHIMMa. YIIABHOM MMaMoO yoOMdajeHa MUIberma o OeckyhHmiymMma,
a IpYyLITBO IOKYIIaBa /Ia UX MOTIHYHO eMMMMHMNIIE U3 HAaIler KOJIeKTUBHOT
namhewa. OHM Cy HeImpuMepeHM IOMITO OTKPUBAjy HENOCTAaTKe HaIler
gpyuwrsa. [Tonutuyapu He Bojie fja ce Apy>Ke ca mwyMa u He 06e36ebyjy num
MeCTO y TONUTMYKOM IpOTpaMy, a KOMIaHHMje HUCY 3alfHTepecoBaHe 3a
BUX, jep OHM HeMajy IIaTeXXHy Moh. 360r oBMX U JPYTUX pasiora OHM Cy
HeJJ0OBOJbHO IIPeCTaB/beH! Y jaBHUM paclpaBaMa.

Mapxkosuhesu Texcm nopmpemu pajy rmac opuMm ocobama. Ilpummas
KOjJ MIMa IIPU M3Pajy IBUXOBMX MOPTPeTa MOTIYHO je Pa3AndnuT y OFHOCY
Ha Kapmunxe n Camobpujara. IlocmaTpad Hema NPETXORHUX CasHama O
HOjeAMHIMMa, IITO je HOTIYHO CYIPOTHO APYTUMM TpaHC(UIypaTUBHUM
papoBuma. 36or Tora Mapkosuh He MOXXe [ja pafu ca cTpaTerujaMa Koje ce
ocnamajy Ha TakBe pajose. Kopuurheme nuMeHa cBojux Mojena y Ha3uBMMa
nopTpeta (MOXXAa ca JOIYHOM 0c00a 6e3 0oma) U CTBapame HeKe IHIXOBE
peanucTuyHe, (UrypaTuBHe C/lMKe, OMI0 OM BepoOBaTHO MNOBO/BHO [a
aKTUBMPaMO Halle cTepeoTMnoBe o OeckyhHumrBy. Jmak, Humra He
6McMo Hay4uman o caMuM ocobama Koje ¢y nmoprperucare. Crora Mapkosuh
npuberasa TekcTy. OH MHTepBjyulle 6eckyhHuKe [0jeAMHAYHO ¥ MyIITA UX
[a Ipu4ajy o ce6u, CBOjUM pasMULIbakIMa U I/jejaMa 0 )KUBOTY U APYIITBY,
CBOjMM JO>KMB/bajJIMa MJIM O OVIJIO 4eMY IPYTOM LLITO XKeJle fa Kaxy. VIHTepBjyu
CY CHUM/bEHM Ha BUJI€O-TPaKy, a OHjja TpaHckpuboBaHu. Mapkosuh 6upa
(dparMeHT mpuye U CIMKa Tra Ha IIaTHY. Texcm nopmpemu KOju HaCTajy Ha
Taj HAa4MH, Ha M3710)k0aMa Cy 0OMYHO IIpUKa3aH!U Y KOMOMHALV]M ca BUJICO-
MHTepBjyuMa. ANM 4ak 1 Ja ce He BUJe BUJeO-pafoBu, Texkcm nopmpemu
IpeHoce HEellITO CYLITUHCKO O OHMMa YUji Cy MIOPTPeTH peanu3oBaHU: OHU
CYy OIMCAaHM Kao MHAMUBM/YE ca COIICTBEHNM IIpMYaMa, Kao MpUIafHUIN BaH
OPYUITBA, CTBOPEHN Off HAIINX CTPEOTUIIOBA.

Kao m pgpyru rtpaHcurypatuBHu papou, u Texcm nopmpemu Ou
Tpebano fa ucrnyHe Hu3 pyHkuuja. DyHKIMja je ofyBeK JuUKTUpana GpopMy
6uno kor noprpeta. [IponaraHfHu MOPTPETH Ce Pa3NMKYjy Of MKOHA 3aTO
IITO Ce HUXOBY TBOPLM MHTEPECYjy 3a IpefcTaB/balbe Heder pasjanuuTor.
3a pasnmuky op Kapmunku u Camobpujarwa, Mapkosuh uma norpe6y na Ham
npyxu nHGopManMjy o oHuMa Koje je moprperucao. Caukame TEKCTa Ha
IIJIATHY je pafiIuKaaHM BUJ, CAMKarba KOjU Cé HE MOXKE jaCHO OfBOJUTU Of
KIbVDKEBHOCTIL.

Y nopebewmy ca Camobpujarwuma, Koja Cy OKapaKTepUcaHa BUCOKUM
CTeIleHOM 00jeKTMBHOCTH, Texcm nopmpemu Cy Kpajibe CyOjeKTUBHM U
MaHUIynaTuBHMU. beckyhHunu Ham mnpudajy cBoje mpude. Bprmo decto
rOBOpe O COIICTBEHO]j MPOLIIOCTM OHAKO KakKo je ce cehajy. Hema naunna na
3HAMO Jia /I je BUX0BO cehame TauHO VM Ja IM HEKO Off ’bYIX HAMEPHO >KeJIN
Ia Hac mpeBapu. Ay, OBO CY jolI yBeK OpurmHanHe Muciu OeckyhHmka.
Mebhyrtum, caMuM npeHoueneM GpparMeHTa MHTEPBjya Ha IVIATHO, YMETHUK
6upa 1 Tako yMamyje cTereH 06jeKTUBHOCTH, O6ynyhu ma usBmaum TeKCT u3
KoHTekcTa. OBO je HemsOeXXaH pesyaTar MOKYyILIaja fa ce cBaku OeckyhHmk
IpefoYM Kao MHAMBLYA Ca jefHCTBEHOM IIpoutonhy.
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3 Jean Baudrillard, Simulacra and Simulation
[original title: Simulacres et Simulation], Ann Arbor:
University of Michigan, 1994, 87.
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takes the text out of its context and therefore works as a medium. This is an
inevitable result of the attempt to communicate how homeless persons are
individuals with unique histories.

Markovié’s Text Portraits are political but very subtle and subversive. He
does not merely want to depict a homeless person in order to make us aware
of the fact that homelessness is still a problem in our society that we cannot
ignore. This would be too banal ... He wants to go further. This is why he
needs to give them a voice and include them in public discourse. The Text
Portraits are always realized as part of a bigger project which takes place in
any one city. Markovi¢ produces eight video interviews per city, eight corre-
sponding Text Portraits and one massive banner, on which a fragment of one
interview is printed. The banner is then installed on a prominent facade in a
commercial area of the city.

These are spaces, which are otherwise only taken by advertising, commer-
cial or political. “Today what we experience,” Baudrillard claims, “is the ab-
sorption of all virtual modes of expression into that of advertising ... the form
of advertising, that of simplified operational mode, vaguely seductive, vague-
ly consensual because it has no depth, it is instantaneous and instantaneously
forgotten”[3] For a short time, Markovic¢’s publicly displayed Text Portraits
interfere with this discourse, presenting a mass audience with something
rather unexpected. His banner might at first sight be seen as an advertise-
ment, since this is what we would expect on a public facade. But already its
form makes us suspicious, since we expect to get the important informa-
tion instantaneously, namely what to buy or whom to vote for, without hav-
ing to actively look for it or having to read a whole text. The banner is thus
subverting public space in two ways, through its form as well as through its
content.

The subversion of public space and our stereotypical understanding of
homelessness is essential for the Text Portraits. They stand in opposition to
our cityscapes and to our mindsets and become creative products by being
an antithesis to the general politics of representation. The banner-sized Text
Portraits appear strange in city centers, just as if they were from another,
utopian world; they seem foreign to us because they are not instantaneous,
because we need to spend some time reading them, and because they don’t
want to seduce us to do something. They are make-up for the city. At the
same time Markovi¢ makes the homeless visible, who are made invisible by
the current power relations. So he makes-up the homeless as well.

Benedikt Stegmayer was born in Rosenheim in 1981. Lives and works in Berlin. He studied philoso-
phy, art history, and comparative literature in Tibingen, Cambridge, Paris, and Berlin. He works as a
free curator and writes texts on art.



Mapkosuhesu Texcm nopmpemu Cy TOTUTUIKY, AT/ BeOMa CYIITUIHY 1
pyunwrauky. OH He >Kely caMo fia onuire 6eckyhHyuka kako 61 Hac HaTepao
ma OymeMo cBecHU uuibeHMIe fa je 6eckyhHuiutBo mpobrem y Hauiem
APYLITBY ¥ Jia Ta He MoxkeMo urHopucaru. OBo 61 6umo cysuile 6aHamHo.
On xenu fa upe gabe. 360r Tora My je HOoTpe6HO fa MM fa I7Iac U fa UX
YK/BYYM Y jaBHY pacmpaBy. Texcm nopmpemu ce yBeK peannsyjy Kao [eo
onpebenor Beher npojexra y HekoM rpagy. MapkoBuh npaBu ocaM Bufeo-
MHTEpPBjya 10 Ipafly, ocaM OAroBapajyhmx TekcT moprpera u jefjlaH MacuBaH
TPaHCIIapeHT Ha KOMe ce IITaMIa pparMeHT jefHOT MHTepBjya. TpaHcrapeHT
ce Tajla MHCTa/IMpa Ha BUAHY dacafy y LeHTpy Ipaja.

OBO cy mpocTopy KoOju ce ¥ MHade KOPUCTe 3a KOMepIijanHe WK
nonutudke pekmame. “‘OHO LITO JaHAc FOXMUB/BaBamo', TBpau Bompujap,
“amcopmiyja je CBMX IpaBMX HAYMHA M3pa’kaBama y OHO LITO HAa3MBAMO
pekIamMmpame, 6U0 peKIaMMpama, OHaj ympourheH ONepaTMBHM HAa4MH,
[IOMajio 3aBOA/BYB, IOMano omuitenpuxsaheH, jep Hema ayb6uny. OH je
TPeHyTaH 1 MOMEHTAJTHO ce 3a00paB/ba’.[3] Y KpaTKOM BpeMeHCKOM IIePUOAY
Mapxosuhesu jaBHO usnoxenn Texcm nopmpemu OMeTajy OBO M3JIararbe,
IpefCcTaB/bajyin MacoBHOj] HYyOMMIM HEIWITO NPMINYHO HEOUeKMBAHO.
IberoB TpancmapeHT 61 ce Ha IPBU IOITIEN MOTa0 CXBATUTH KA0O peKIaMa,
HOIITO je TO OHO IITO OMCMO OdYeKMBaIM Ha jaBHOj dacamm. Amm, Beh
caMa merosa ¢popMa 4uHM fia 6yLeMO CyMIbMYaBM, NIOLITO OYEKYyjeMO ha y
TPEHYTKY Jo6MjeMo BakHY MHGopMalyjy (LITa fa KyIMMO MIN 3a KOra fia
I71acaMo), a ja He MOpPaMoO aKTMBHO Ja je TPRKMUMO MIN YUTAMO I1e0 TEeKCT.
OBakaB TpaHCIIapeHT [IOAPNBA jaBHYU IIPOCTOP Ha [ABa HaYMHA — GOPMOM I
cagpoxajem.

IlogpuBame jaBHOI MHPOCTOpa ¥ HAllle CTEPEOTUIIHO pasyMeBaibe
6eckyhHuITBa 0/ CYIITMHCKOT Cy 3Haydaja 3a Texcm nopmpeme. OHM cTOje
HACyIpOT IPafCcKUM IIPU3OpYMMa U HAIIUM >Ke/baMa M IIOCTajy KpeaTUBHU
npousBoau 6yayhu a cy aHTMTe3a ONIITOj HOMUTULIN IIpe3eHTOBama. Texcm
nopmpemu Kao Be/IMKYU TPAHCIAPEHT U3IVIENAjy YYAHO Y LIeHTPY rpafa, 6aru
Kao [ja Cy U3 HEeKOT APYrorl, YTOMMjCKOT cBeTa. VI3Iefajy HaM CTpaHO 3aTo
IITO HUCY TPEHYTHHU, 3aTO IITO HAM je IIOTPEeOHO BpeMe [a UX HPOYNTAMO
U 3aTO LITO He XeJle [ja Hac HaBefy Jia HelTo ypaaumo. OHU Cy HMIMIHKA 3a
rpaj. VictoBpemeHo, Mapkosuh unuu fa 6eckyhHunu 6yny Bupbusy, oK
OIHOCH Y aKTYye/IHOj B/IacTy 4YyuHe fa 6yay HeBubuBu. [lakie, oH Takohe
IMIHKaA 1 6eckyhHuKe.

BbeHeankT Ctermajep je poheH y PoseHxajmy 1981. XKusu n pagu y bepnuny. Ctygupao éunosodujy,
NCTOPUjY YMETHOCTUN 1 KOMMapaTUBHY KhbXKeBHOCT Yy TnbuHreny, Kembpuy, NMapusy n bepnuny.
Paau Kao KypaTop 1 nuiie TeKCToBe O YMETHOCTH.

3 XaH boppwjap, Cumynakpu u cumynayuja,

[opurnHanHu HacnoB: Simulacres et Simulation] Ann

Arbor: University of Michigan, 1994, cTp. 87.
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KAPMWHKE - LIPSTICK PORTRAITS
CAMOBPUJAHA. SELFSHAVES

TEKCT MOPTPETWU - TEXT PORTRAITS
BAPKOJ CJINKE - BARCODE PAINTINGS



MopTpeT BVIBVJEH BECTBY/ « Portrait of VIVIENNE WESTWOOD
MopTpet XUTAPU KJIMHTOH « Portrait of HILLARY CLINTON
MopTpet AYHI CAH CY XU « Portrait of AUNG SAN SUU KYI
106 KapMVH Ha CBNIEHOM COMOTY, YrpaBupaHa MecrHraHa nnoya, 122 cm x 86 cm « Lipstick on silk velvet, gold leaf, engraved brass plate, 122 cm x 86 cm
1995, 1995, 1996
Konekuuja My3eja caBpemeHe ymeTHoCTH, KymamoTo « Collection of Contemporary Art Museum, Kumamoto



Moptpet LIECK HOPMAH - Portrait of JESSYE NORMAN
Moptpet FAJT KOCTE - Portrait of GAL COSTA
Moptpet JYJINJE KPUCTEBE - Portrait of JULIA KRISTEVA
KapMVH Ha CBMIEHOM COMOTY, yrpaBupaHa MecuHraHa nnoya, 122 cm x 86 cm « Lipstick on silk velvet, gold leaf, engraved brass plate, 122 cm x 86 cm 107
1996, 1996, 1996
Konekuuja Myseja caBpemeHe ymeTHOCTU, Kymamoto « Collection of Contemporary Art Museum, Kumamoto



Moptpet ®OJIAH [IEBU - Portrait of PHOOLAN DEVI
MopTpeTr HOPBELLUKE KPAJBULIE COHSE « Portrait of QUEEN SONJA OF NORWAY
Moptpet BEHA3UP BYTO - Portrait of BENAZIR BHUTTO
108 KapMVH Ha CBNIEHOM COMOTY, YrpaBUpaHa MecrHraHa nnoya, 122 cm x 86 cm « Lipstick on silk velvet, gold leaf, engraved brass plate, 122 cm x 86 cm
1995, 1995, 1995



Moptpet KATPUH [IEHEB - Portrait of CATHERINE DENEUVE
Moptpet JANMAHCKE MPUHLIE3E MACAKO - Portrait of PRINCESS MASAKO OF JAPAN
MopTtper MAJOHE - Portrait of MADONNA
KapMVH Ha CBNIEHOM COMOTY, yrpaBUpaHa MecrHraHa nnoya, 122 cm x 86 cm « Lipstick on silk velvet, gold leaf, engraved brass plate, 122 cm x 86 cm 109
1995, 1995, 1999
MpwuBaTHa Konekuuja, bepnuH « Private collection, Berlin



TPAHCG)MI_'Y.P-/‘-\TI/IBHA CJINKA « TRANSFIGURATIVE PAINTING
Ffanepuja A. doH LLlonu, bepnuH, 1996 - Galerie A. von Scholz, Berlin, 1996
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CAMOBPWUJAHE 19.02.00 « SELFSHAVE on 19.02.00

CAMOBPWUJAHE 06.05.00 « SELFSHAVE on 06.05.00

CAMOBPWJAHSE 08.10.00 « SELFSHAVE on 08.10.00

112 CAMOBPWJAHE 30.08.00 « SELFSHAVE on 30.08.00
TekcTunHa 60ja Ha namyyHom y6pycy 100 cm x 50 cm, 2000 « Textile paint on cotton towel, 100 cm x 50 cm, 2000



CAMOBPWUJAHE 20.09.00 « SELFSHAVE on 20.09.00

CAMOBPWUJAHE 15.09.00 « SELFSHAVE on 15.09.00

CAMOBPWUJAHE 25.03.00 « SELFSHAVE on 25.03.00

CAMOBPUJAHE 17.10.00 « SELFSHAVE on 17.10.00 113
TekcTunHa 60ja Ha namyyHom y6pycy 100 cm x 50 cm, 2000 - Textile paint on cotton towel, 100 cm x 50 cm, 2000



BECKYRHWLI/ BEOIPALl - HOMELESS BELGRADE
Bupeo vHcTanauwja, LU3K[ / MaeumwoH Bemkosuh, beorpag, 2003 - Video installation, CZKD / Paviljon Veljkovi¢, Belgrade, 2003
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MopTtpet JOBULIE HUKOMNRA - Portrait of JOVICA NIKOLIC
Moptpet JAPTAHA CTAHKUTRA - Portrait of DRAGAN STANKIC
Moptpet BNIAZIE TPBOBWRA - Portrait of VLADA TRBOVIC
Moptpet PATKA AMATOBWRA - Portrait of RATKO AMATOVIC
MnrmeHTy Ha nnatHy, 250 cm x 85 cm, 2003 « Pigments on canvas, 250 cm x 85 cm, 2003
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MoptpeT APUOA MEMETOBURA - Portrait of ARIF MEMETOVIC
Moptpet 30PAHA LUNJBKA - Portrait of ZORAN SILJAK
MopTpeT XABV/BA BIbALLVJA « Portrait of HABIB VLJASI
MoptpeT BPAHKA XYCTURA « Portrait of BRANKO HUSTIC
MurmeHTy Ha nnaTHy, 250 cm x 85 cm, 2003 « Pigments on canvas, 250 cm x 85 cm, 2003
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BECKYRHWMLIV BEOTPALl - HOMELESS BELGRADE
LI3KA / MaBurboH Berskosuh, beorpag, 2003 « CZKD / Paviljon Veljkovi¢, Belgrade, 2003
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Bupeo nHcTanay 3:?0 , Galerie Kai Hilgg , Berlin, 2006
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MopTpet XAKA IYMKEA - Portrait of JACQUES DUMKE
Moptpet JIOTAPA TOPKEA - Portrait of LOTHAR GOERKE
MopTper TOMACA KNTMMXEHA - Portrait of THOMAS KLIEMCHEN
MopTtpet METEPA LLUEJIEPA - Portrait of PETER SCHELLER
MurmeHTy Ha nnaTHy, 250 cm x 85 cm, 2005 - Pigments on canvas, 250 cm x 85 ¢cm, 2005
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MopTpet EPXAPOA BEPHEPA - Portrait of ERHARDT WERNER
MopTtpet YBA ¢pom YOEPA - Portrait of UWE VOM UFER
MopTpetr TOMACA HOBAKA - Portrait of THOMAS NOWAK
Moptpet XE/bKA HOBAKA « Portrait of ZELJKO NOVAK 125
MurmeHTy Ha nnaTHy, 250 cm x 85 cm, 2005 - Pigments on canvas, 250 cm x 85 cm, 2005



BECKYRHWL BEP/TNH « HOMELESS BERLIN
lanepuja Kan XunremaH, bepnuH, 2006 - Galerie Kai Hilgemann, Berlin, 2006
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Moptper BEATE C/TOMUHCKM - Portrait of BEATE SLOMINSKI
oditu PKOA, NrMeHTU Ha 31ay, 3,5 m x 6 m, npusathakyha, bepnuk, 2008 « mock-up™ barcode, pigments on wall, 3,5 m x 6 m, Private house, Berlin, 2008







, AVM, BUCKI Y KAPMUH - CIGAR, SMOKE, WHISKY AND LIPSTICK
mock-up™ 6apKog, NUrMeHTY Ha 3uay, 3,5 m x-6 m, ApuBaTHa Kyha, BepnuH, 2008 - mock-up™ barcode, pigments on wall, 3,5 m
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Boris Buden

What is political in the art of Milovan DeStil Markovic?

Let me start with a rhetorical question: is Milovan Markovi¢’s art political?
The answer is quite easy - Yes, it is. But the trouble is, why and how? A typ-
ical explanation of the political meaning of his artworks is given in terms
of the so-called politics of representation. In short: Markovi¢’s art is po-
litical insofar as it makes visible what is socially underrepresented, that is,
what the given power relations have made invisible. His Homeless Project
is usually understood as the best example of such a politicization of art. In
this project he makes text-portraits (based on interviews) of homeless men
— a group of poor people from the margins of our modern, developed so-
ciety, which is a synonym for social exclusion and public invisibility - and
presents their life stories in the public space both in galleries and, in the
form of large billboards, on squares and important buildings in seven dif-
ferent cities on four continents, like Berlin, Belgrade, Tokyo, London, etc.
In this way, as we are supposed to believe, Markovi¢ helps first the home-
less people. By giving them voice and so making them heard in the society,
which has forgotten them, he literally lifts them up from the clandestinity
and powerlessness of their marginalized existence. On the other side he
helps the entire society as well. By means of his art he makes it aware of
its exclusions and injustice supporting thereby demands for social reforms
and political improvements. We can therefore say that Markovi¢’s art is po-
litical as it tries to influence given hegemonic relations with the objective
to make society more transparent, more tolerant, more inclusive, which
ultimately means more democratic.

This interpretation seems to explain perfectly why is Markovi¢’s art po-
litical. But one could cynically object that it doesn’t tell us why then it is
still considered as art? Although completely missing its target this objection
gets directly to the point: It is precisely because of its “politicity” that we
can identify Markovi¢’s works as art. Lets try to explain that: Contempo-
rary art is considered as art primarily by its belonging to a separate sphere
of life and not by some specific features allegedly inherent to the authentic
artworks. In other words, an artefact can be identified as artwork inasmuch
as it occupies this realm of autonomy where it only falls under purely aes-
thetic criteria. This doesn’t contradict the politicity of art as so many be-
lieve. On the contrary, art can always become political due to its ability to
expand or transgress the boundaries of its own autonomous sphere and
enter into — or interfere with — other spheres of social and political life. But
this move of artwork from a world of its own outwards must always stay
retraceable. This is the case in Markovi¢’s Homeless Project, which operates
so0 to say as a sort of two wheels drive - both in art galleries and “outdoor”
in urban space, that is, simultaneously in its own, separated public space,
which can always claim notorious autonomy of art, and in what we under-
stand as public in political terms. It is therefore extremely important not
to mistake this “dualism” of Homeless Project for any sort of Markovi¢’s
hesitation in politicizing his art. He never cuts the umbilical cord of his
artwork with the autonomous sphere of art but not because he is anxious



bopuc byoeH

lWima je nonumuyko y ymemunocmu Munosara JleCmun Mapkosuha?

JosBomuTe MM Jla TIOYHEM jeNHUM DETOPUYKMM IMTAFbeM: [l JIM jeé YMETHOCT
Munosana Mapkosuha nomrirdka yMeTHocT. OroBop je NpyUIMdHo naxK. [a, jec-
Te. AJIV IIUTakbE je 3allITO U KaKo. TUIINYHO 06jallliberbe HOMUTIYKOT 3HaYCHa Hhe-
TOBYMX YMETHUYKMX JIeNIa []ATO je Ha OCHOBY TaKO3BaHe MOJUTHUKE peNpe3eHTalje:
MapkosuheBa yMETHOCT je OHOMMKO MOJIMTVYKA KOMMKO YMHY BUJJBUBUM OHO
LITO je APYLITBEHO HEJOBO/LHO IPENCTAB/bEHO, TO jeCT, OHO LITO CYy IaTH OFHOCK
CHara y4uMHWIM HeBumbuBuM. Iberos IIpojexm beckyhnuyu o6udHO ce cMmarpa
HajOO0/BJIM IIPUMEPOM TaKBe MOTUTH3ALMje YMETHOCTI. Y OBOM IIPOjeKTy OH IIpa-
BUI TEKCTYa/IHe IOpTpeTe (Ha OCHOBY MHTepBjya) OeckyhHuKa — rpyie cupoMari-
HJX JbYIU Ca MapIyHe Halllel MOJIEPHOT, Pa3BUjeHOT JPYLITBA, LITO je CMHOHUM 3a
IPYUITBEHO UCK/by4etbe U jaBHY HEBUJBMBOCT — U ITPECTaB/ba HBUXOBE )KMBOTHE
TIpyde y jaBHOM IIPOCTOPY, Y rajepujama, ami 1 y GopMy BeMKNX 61nboppa, Ha
TProBMMa U 3HAYajHMM 3IpajiaMa y CefjaM PasIMuuTHX IPajioBa Ha YEeTUPU KOH-
tuHeHTa (beprm, beorpap, Toxno, Jlonaon). Tako, kao 1ITO ce Off HaC OYeKyje aa
BepyjeMo, Mapkosuh nomaske npso 6eckyhuymmma. dajyhn um riac u omoryha-
Bajyhy MM Ja ce Ha Taj HAYVH 4Yjy Y APYLLUTBY KOje VX je 3a060paBUIO, OH VX JOC/IOB-
HO HOJVDKe U3 IIPUKPUBEHOCTY ¥ HEMONHOCTY BIXOBE MapIiHa/IM30BaHe er3MUC-
teHiyje. C Apyre CTpaHe, OH IIOMaXXe M YNTaBOM ApyIuTBy. CBOjOM yMeTHOIINY
OH My oMoryhaBa ja IIOCTaHe CBECHO CBOjIX M3OIIITEHVIKA J HelIpaBfie Koja MM ce
HaHOCH, TIOAip>KaBajyhu Tako 3axTeBe 3a JPYIITBEHNM U IIOMUTIIKIM pedopMama.
Crora, c1060gHO MOXKeMO Jia KaxkeMo Ja je MapkoBuheBa yMeTHOCT ITO/IUTIYKA,
jep MOKyIlIaBa Jja yTH4e Ha JaTe XeTeMOHMCTUYKE OfHOCE Ca LIW/bEM Jia IPYLITBO
YYMHJ TPaHCIIAPEHTHU)UM, TOTEPAHTHU]UM, UHKTYSUBHUjUM — j€JHOM P€Yjy IITO
TeMOKPATUYHUjUM.

VMsrnema fa oBakBa MHTepIpeTaljfja OIMYHO oOOjallllbaBa 3aIITO je
MapkosnheBa ymeTHOCT noymTudka. Jopylire, Heko 61 MOTrao LIMHIYHO Ja 3aMe-
PY [Ia He pasyMe 3allITO Ce OHA ¥ Jjajbe cMaTpa yMeTHolhy. Jako IoTIyHo Mamm
CBOjy MeTY, OBa OIIacKa AMpPEeKTHO yKa3yje Ha CYIITUHY: YIPaBO 3axBasbyjyhu mu-
x0BOj “nonmrmanocTi’, MapkoBuheBe pajjoBe MOXXeMO 72 MAeHTH(UKYjeMO Kao
yMeTHOCT. la moky1amo To fia o6jacHumo. CaBpeMeHa YMETHOCT Ce JIOXKMB/baBa
Ka0 YMETHOCT IIPBEHCTBEHO 300T CBOje IIPUIIAFHOCTH jefHOj ONBOjEHOj cpepyt xu-
BOT4, a He 300T HEKVX IO0CeOHMX 0COOVHA CBOjCTBEHMX ayTEHTUYHVUM YMeTHNY-
KuM fermMa. JIpyruM pednma, HeKy apTeakT MOXKe ce MAEHTU(PUKOBATH Kao
YMETHMYKO JIE/IO YTIPABO 3aTO LITO 3ay3VMa OBaj JOMEH ayTOHOMIje I7ie IOTIa-
7a TIOf], YMCTO ecTeTcKe KpuTepujyme. OBO HUje Y CYIIPOTHOCTH C TIONMTU3ALMOM
YMETHOCTM Kao IITO MHOTH Bepyjy. HampoTus, yMeTHOCT yBeK MOKe fla TOCTaHe
HOMUTIYKA 3aXBa/byjyhin CBOjOj CIIOCOOHOCTH A ce LIMpH, TauHuje Ipobiuje rpa-
HIIIIe COIICTBEHe ayTOHOMHe cdepe u yhe y - mim ce momenra — ca apyrum ce-
pama IpYLITBEHOT M IOIMTUYKOT XMBOTA. AJV OBaj IOMAaK YMETHIMYKOL JI€fia U3
COICTBEHOT CBETa Ka CIIOJballllheM YBEeK MOpa Jla OCTaHe TaKaB Ja 6U MOrao fia ce
pexoncrpyuite. To je cny4aj y Mapkosuhesom Ipojexmy Beckyhnuyu xoju nemnyje
Kao HeKa BPCTa BOXKIbe Ha IBa TOYKA — KaKO Y YMETHMYKMM TajiepyjaMa Tako U y
yp6aHOM IPOCTOPY, TO jeCT ICTOBPEMEHO Y CBOM COIICTBEHOM, OJIBOjeHOM jaBHOM
IPOCTOPY ¥ Y OHOME LITO CXBAaTaMO Kao jaBHO y oymTiIKoM cMucity. Crora je Be-
OMa BOXHO Ja ce Taj “myamsam” [Ipojexma BeckyhHuyu IIOrpeIHO He CXBAaTH Kao
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about dissolving art in politics and so losing his artist identity. It is the
other way round. He insists on the organic bond of his artworks with the
separate sphere of art because his understanding of art and therefore his
artworks are truly political.

To understand this means above all to overcome something we may call
the fetishism of content, in other words, a believe that politicity of art lies
in its — to use an old-fashioned expression - tendency, that is, in what it
wants to achieve in its social and political reality. In the case of Homeless
Project this is, as already mentioned above, the intention of helping the
poor, of making visible what the existing power relations have made invis-
ible before, of including the excluded, of improving the social life, in short,
of deepening, broadening or simply pushing forward the existing democ-
racy.

If this was Markovic’s true intention or rather the final “tendency” of
his artworks then one cannot avoid the question: what is actually politi-
cal about it? What is political in helping homeless people, in making their
problems publicly visible? Why, for instance, there is in this context no
mention whatsoever of class relationships, or of any tensions or conflicts
between the excluded and the included?

The answer is clear: we (mis)take the alleged tendency of Homeless Pro-
ject for an authentic politicization of art because we have already mistak-
en today’s liberal concept of consensual democratic politics for politics as
such. This is the reason why any sort of moralistic trash can be so eas-
ily recognized as an authentic and even subversive political statement and
why, by the same token, any insisting on an antagonistic, conflictual no-
tion of politics can be declared ideological, totalitarian and historically ob-
solete. It is exactly in this power to decide what is political and what is not
political in social life or art, where the existing hegemony shows its stron-
gest expression.

If we want to subvert this hegemony in our reading of Milovan Markovi¢’s
artwork we must suggest a completely different formula of its political
meaning: his art becomes political not by its tendency, that is, in the inten-
tional content of its public interventions, which is in the case of Homeless
Project the act of making poor, marginalized and excluded people more
visible, but on the level of seemingly pure artistic creation. What his art
makes visible on this level is not a social exclusion but the forgotten, or
better, suppressed possibility of a different public space. This is actually
the “function” of the large billboards with the excerpts from the life sto-
ries of the homeless people. They are not exposed in the public to transmit
some social or political message, but to reframe our sensibility for the pub-
lic space, which is today, in a profoundly totalitarian manner, completely
subjected to the capitalist domination, that is, literally crippled to serve the
only one purpose, the commodification of everything existing - and, ac-
cordingly, to serve as political apologia of this commodification. Homeless
Project shows us — makes visible - that this is not the ultimate reality and
does so by using exclusively artistic means. It is therefore worth repeat-
ing that Markovi¢’s project has no social function whatsoever precisely in
terms of what Adorno once wrote on that matter, namely, that the social
function of art is to have no function. Homeless Project is a pure art and
exactly as such it is also political. This obviously means that we can un-



MapkosnheBo ok/IeBambe 110 NUTakbY NO/IMTH3ALMje Berose yMeTHoCTH. OH HIKa-
Ja He cede IyITYaHy BPIIIY KOja B5eTrOBO YMETHIYKO JIeIO II0Be3yje ca a3y TOHOMHOM
chepoM yMeTHOCTH, /I He 3aTo LITO ce 60ju Aa he ce meropa yMeTHOCT yTOIUTI Y
HOMUTHLIY M TaKO USTYOUTH CBOj yMeTHMUKM UaeHTHTeT. Hanporus. OH uHcucTH-
Pa Ha OPraHCKO]j Be3M CBOjUX YMETHIYKIX Jle/la Ca U3JIBOjeHOM c(epOM yMeTHOC-
TY 3aTO IITO CY IErOBO CXBaTabe YMETHOCTH, 4 CAMVM TUM U HeT0Ba YMETHIYKA
TieJ1a, 3a1iCTa MO TIYKIL.

Pasymernt 0BO 3Ha4y, Iipe CBera, IpeBasyhi HEIITO WITO ce MOXKe HasBaTy de-
TUIIM3MOM CafipKaja, [PYTUM pedrMa, BepoBame fia MONMUTHU3alja YMETHOCTH
JI&XXU Y 1EeHO] — Jia YIIOTPeOVM CTapOMOJHY M3pa3 — TeHACHLN)I, TO jeCT ¥ OHO-
Me IITO OHA K€/ fla TIOCTHUTHE Y CBOjOj APYIUTBEHO] U HOJMTIYKOj PEaTHOCTIL.
IIpojexm Beckyhnuyu, xao mTo je Beh IpeTXOHO pedyeHo, HaMepaBa Jja IIOMOTHe
CUPOMAIIIHNM JbyMMa, YiHehV BUJBMBYIM OHO IITO CY OZHOCH ITocTojehe Mohu
PpaHuje YMHIIN HeBUIJBUBIUM, YK/bYIYjyhy MCK/by4eHO 1 T060bIIaBajyhu apymT-
BEeHU KMBOT. YKPaTKo, Ipoxyorpyjyhu, mmpehn win rypajyhn Hanper mocrojehy
TE€MOKDATHjy.

Ako je oBo 6mma MapkosuheBa MCTHHCKa HaMepa M, 607be pedeHo, (pyHaIHA
“TeHMeHIMja” HeroBUX YMETHNYKIX JiefIa, OHJA ce He MoKe u3behy murame mmra
je, y cTBapy, MOMMTUYKO Y cBeMy ToMe. 11ITa je moymrTudko y momaramy 6eckyhHu-
LVIMA, Y YNEbeIbY fIa BbJXOBYU IPOO/IeMy 6y jaBHO BUUBMBIY 3allTO, HA IIPUMED,
Y OBOM KOHTEKCTY HeMa IIOMeHa 0 6110 KaKBUM K/IaCHUM OJHOCUMA VI OJJIO0 Ka-
KBJM TeH3UjaMa WM KOHQIUKTYMA U3MeDy YK/by4eHVX M UCK/BYYeHNX?

Onrosop je jacaH: MM MOTPELTHO TYMAauuMMO HAaBOAHY TeHAeHUUjy IIpojexma
beckyhnuyu XKao ayTeHTMYHY IIOMUTH3ALYY YMETHOCTH, jep cMo Beh moOpKamm
TAHAIIbBY MOepaTHY KOHLENT ITO/IUTHKe JeMOKPATCKOT KOHCEH3yca ca IIO/IUTH-
KOM Kao TakBoM. To je pasjior 3aImTo ce 6110 KakaB MOPaJICTIYKI OTIAJ| TaKO
JIaKO IIpeNo3Haje Kao ayTeHTWYHA WM, YaK, CyOBepsVBHA IIOJIMTUYKA TBPHEbA.
VcTo TaKo, 3aIITO CBaKO MHCUCTUPAkbe Ha aHTarOHUCTUYKOj, KOH(GIMKTHO] MAeju
HOINTHKE MOXKe Jia Oyfie AeK/IapucaHo Kao MAEOTIOUIKO, TOTAIMTAPHO U UCTO-
PUjcKY 3acTaperno. YIIpaBo y 0Boj Mohu /ia OfTydyje ITa je y IPYIITBEHOM >KMBOTY
WIM YMETHOCTY TIOJIUTUYKO, a IITA He, Ta4Ka y K0joj nocrojeha xereMoHumja moxa-
3yje CBOj Hajja4dy U3pas.

AKO >ke/MO fia IIOIPYIBaMO OBY XeTeMOHN]Y Y HallleM YMTakby YMEeTHIYKOT Je/ia
Munosana Mapkosuha, MOpaMo fia IPeyIoKMMO IIOTIIYHO PasmmauTy GopMyry
FbeIOBOTI' IONIMTIYKOr 3Hadera. MapKoBuheBa YMETHOCT HOCTaje TIOMUTHYKA He
360r CBOje TeHAEeHLNje, TO jecT 300r MHTEHIMOHAHOT CafjprKaja HerOBUX jaBHIUX
MHTepBeHLja, WITO je y cny4ajy IIpojekma BeckyhHuyuy 9mH KOjUM Cy CMpOMalll-
HJI, MapIVHA/IM30BaHN U VICK/bYYEHU JbY YINMEbEHY BUIJBUBUJUM, HETO HAIIPO-
TVB, Ha HUBOY HaM3IJIe[] YMCTe YMETHIUKe Kpeanuje. OHO IITO HeroBa yMETHOCT
YYHU BUJUBVBMM Ha OBOM HUBOY HMje JPYIUTBEHO UCK/bydere, Beh 3abopasbe-
Ha W, 60/be pedeHo, MOTUCHYTa MOrYhHOCT fpyradujer jaBHOT mpocTtopa. OBoO
je, y ctBapy, “yHkimja” BemmKux 6MIO0pHA ca OfyIOMINMA V3 YKMBOTHMX IIPU-
4a 6eckyhHuka. OHU HUCY MB3TOKEHN Y JABHOCTY fla 6V IIpEHe/N HeKy IPYLITBEHY
VULV TIOUTUYKY TIOPYKY, Beh fja 611 pedopMysiycany Hallly OCeT/bMBOCT 3a jaBHU
IPOCTOP, KOjU je JaHac Ha jefiaH yOOKO TOTa/IMTapaH HauMH IIOTITYHO HOABPTHYT
KauTaIMCTIYKO] JOMMHALV)Y, TayHMje ocakaheH [ja OM CIy>KMO jeHOj jennHOj
CBpCH, IIpeTBaparby CBera LITO IIOCTOjU ¥ poOy — U, IpeMa TOMe, IIO/INTUYKO] aro-
JIOTMj¥ OBOT TIpeTBapama ceera y poby. ITpojekm beckyhHuyu okasyje HaM — YMHN
BVYIBVBYIM — JIa OBO HIfjé KOHaYHA PeaTHOCT, U TO HOCTVDKe MCK/BYIMBO YMETHIY-
KM cpencTByMa. CTora je BpeHo IOHOBUTH Jja MapkosuheB IpojekaT HeMa aMma
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derstand its political meaning only on the ground of its aesthetic logic and
Markovi¢’s own artistic development.

In his earlier works from the nineties — in the so-called transfigura-
tive works - Markovi¢ was dealing with the problem of portrait (Lipstick
Portraits and Selfshaves). His “solutions” to this problem are often under-
stood as a sort of symbolic sublimation of the figurative. According to this
interpretation, in portraying famous women as simple lipstick-colours
Markovi¢ changes the original appearance into something more noble, that
is, in its symbolic essence. This is, as I strongly believe, completely wrong.
The women Markovi¢ portrays - from Hillary Clinton to Madonna, from
Vivienne Westwood to Catherine Deneuve, etc — are in their original ap-
pearance nothing but symbolic images. They are the pop-icons of our time
and precisely as such they incorporate already the highest form of modern
“noblesse”. In his portraits Markovi¢ reduces the aura of these pop icons
to their essence, which is by no means a noble symbolic image, but, on the
contrary, their most trivial and cheapest element - the fetish-object of the
lipstick. There is nothing Markovi¢ sublimes in his lipstick portraits. He
profanes instead - in the best tradition of modern art and modernity in
general. Something similar he has done in his Selfshaves. The auratic idea
of the Veronica’s shroud - not only the most symbolic, the most noble,
but literally the most divine idea of an authentic portrait - he reduces to
its most trivial and at the same time the most realistic element, to a DNA-
sample.

To profane, as we have learned from Giorgio Agamben, means actually,
to restore to the common usage what was separated in the sphere of the sa-
cred, or, to say it simpler, it means to give the humans back, what the heav-
en had alienated from them before. He understands the profanation also
as an act of liberation the means of the ends to which they were attached
before and sees in it the political task of the coming generation. Well, in his
artworks Milovan DeStil Markovi¢ already belongs to this generation. This
means that he is neither a social worker nor a political propagandist but a
true artist indeed. So if you want to understand what is political in his art,
take first this art as art seriously.

Boris Buden was born 1958 in Croatia. He lives in Berlin. He studied philosophy in Zagreb and
cultural science at the Humboldt University in Berlin. Since 1984 he has been working as a freelance
publisher and journalist. Several publications in various newspapers, magazines, culture and
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form_2 in New Delhi (2001). Translator of the works of Sigmund Freud into the Croatian language.
Book publications: Barrikade, Zagreb 1996; Kaptolski kolodvor, Belgrade 2001. Der Schacht von Babel,
Berlin, 2004.



Oallr HMKaKBY JPYLITBEHY QYHKIjY, YIPaBO Y CMUCIY Y KOjeM je To AOPHO jeni-
HOM peKao, HauMe, Jia je IpyLITBeHa (QpyHKIMja yMETHOCTH YIIPaBO y TOMe Jja HeMa
HVKaKBYy GyHKUMjy. ITpojexm Beckyhnuuyu je 4ucTa yMETHOCT M YIIPaBO Kao TaKap
OH je ¥ momTN4Ky. OBO OYMITIENHO 3HAYM J]a MO>KEMO JIa CXBATMMO HEr0BO MOMN-
TIYKO 3HaUeHhe ICK/bYIVBO Ha OCHOBY eCTeTCKe JIoruke 1 Mapkosuhesor corcTse-
HOT YMETHIYKOT pasBoja.

Y cBOjuM paHMjuUM pajoBMMa U3 JEBElECETMX — Y TaKO3BaHUM
TpancduryparuauM pamosuma — Mapkosrh ce 6aBro mpo6meMoM HopTpera
(Kapmumnxe u Camobpujaroa). Hberosa “pertiersa” 3a Taj Ipo6/ieM 4ecTo ce CXBaTajy
Kao HeKa BpcTa cuMOomdke cyommanyje ¢puryparusHor. [Tpema Toj MHTepIpeTa-
Ij11, Y TIOPTPETHCakbY ITO3HATIX JKeHa Kao jeTHOCTaBHMX 60ja kapMuHa Mapkosuh
Merba OPUTVMHA/IHY II0jaBy y HEIITO CYNTIIHMjE, HEMITO IUTO j€ BUIIE OTMEHO, TO
jecT y leHy cMbo/mdKy cyrTuay. To je, 1o MoM uBpcToM yoeherny, TOTITyHO mor-
pentHo. XKene xoje Mapkosuh norperuue — op Xwrapu Kmvaron no Majose, ox
Busujen Bectsyp no Karpun JleHeB - y cBOjoj OpUTMHAIHO] IIOjaByM HUCY HMUIITA
ApyTo Ho cuMbommdke cnuke. To cy IO MKOHe Halller foba 1 YIPaBoO Kao Takse
OHe VIHKOPIIOPYPajy HajBUIIN OO/INK MOfiepHe “OTMEeHOCTIC. Y CBOjUM IIOPTpeTH-
Ma Mapxkosuh cBoziy aypy THX ITOI MKOHA Ha BJIXOBY CYLITUHY KOja HUIIOIITO Huje
HeKaKaB OTMEeHU CYMOO/IYaH MMMII HETO, HAIIPOTUB, HUXOB HajTPUBMjATHUU U
HajjeTHMjU eneMeHaT — peTuuI-objekar kKapMmuHa. Y csojuM KapmuH-nopTpe-
tMa MapkoBuh Huiurta He cyonmmuiie. YIIpaBo CyIIpOTHO, OH mpodanuiie — y
HajO0/p0] TPaAMLMjU MOFIePHE YMETHOCTY ¥ MOfiepHOCTH yomtuTe. Heruro crmmano
ypamuo je uy cojum Camobpujarouma. Aypatcky unejy BepoHnkuHor yopyca — He
caMO HajcMMOONMYHMjY, HajOTMeHYjy, Beh JOCIOBHO OOXKaHCTBEHY MJiejy ayTeH-
TUYHOT IIOPTPeTa — OH CBOAY Ha HajTPUBMja/IHIj| U ICTOBPEMEHO HajpeacTiy-
Huju enemenat — Ha JTIHK ysopaxk.

ITpodanucary, Kao mTo cMo Haywwm of, hopha Arambena, 3HauM BpaTUTU Y
yobu4ajeHy yrorpe6y oHo 1to je 6mmo oryheno y cepy cakpaiHor, jefHOCTaB-
Hyje, TO 3HAUV BPATUTH /bYA¥IMa OHO LITO M je Heb6o mpe Tora oTybuo. OH 1mpo-
danucame pasyme Kao urH ocrobaharma cpeficTaa of I/beBa KOjuMa Cy OHM pa-
HMje TIPUIIa/IayIi ¥ y TOMe BUIY IIONMTUYKY 3a/iaTaK ionadehe reHepanyje. CBojum
pamosuma Mmnosan JeCtun Mapkosuh Beh mpunana Toj renepanmju. To sHaum
[a OH HMje HU COLMja/IHY PafHMUK HY HOJUTIYKIY IPONAraHyCT, Beh McTHHCKN
yMeTHUK. Jlaksie, ako YKefUTe /ja pasyMeTe HITa je ITOTUTUYKO Y FeTOBOj YMETHOCTH,
IIPBO [IPYXBATUTE 030M/BHO OBY YMETHOCT K40 YMETHOCT.
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lpaHT MNonok-KpacHepose doHaaumje,
Hyjopk
2004.
lpaHT doHAa 3a Kyntypy MmaBHor rpaaa,
bepnuH
2005.
lpaHT 3a KaTanor, bepnuHckmn ceHart, bepnuH
2007.
PagHa ctunengwmja, bepnnHckn ceHar,
bepnuH

Konekyuje

Opermetbe 3a KynTypy rpaga beorpaga,
beorpag

YmeTHunuku mysej nsengopda, Ansengopd
My3ej caBpemeHe ymeTHOCTU, Beorpag
OkpyxHU My3ej JoaHeym, [pau, AycTtpuja
®onp “Bnagucnas PubHukap’, MonnTuka,
beorpag

CaBa ueHTap, beorpag,

Konekuuja 6epnuHckor okpyra, bepnuH
36upka Joma pesonyuuje, Mpujenosbe
YMeTHUuKK my3ej, Jloh, Morbcka

BaHac doHgaumja, Knucnunre, Lsepcka
HapopgHwn my3ej, beorpag

My3ej CaBpemeHe ymeTHOCTH, KymamoTo,
JanaH

QoHpaumja nctaHbynckor Myseja
yMeTHoCTW, VicTaHbyn

Heye bepnuHep KyHctdepajH, bepnuH
Mys3ej rpapa beorpaga, beorpag

Kao 1 MHore nprBaTHe Konekuuje: bepnuH,
beorpag, bbyjopk, Tokno, KenH, Ocno, Pum
uTtg.
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Solo exhibitions (selected)

1980
Novi prostor, Galerija SKC, Belgrade

1981
Dan umetnosti — spomenik umetnosti /
World Art Day - Momument of Art, Marshal
Tito Street, Galerija SKC, Belgrade
Ambijent (with Vlasta Miki¢), Petkom u 22,
Studio Radio Televizije Beograd, Belgrade

1982
Fragmenti slike: spomenik, Galerija SKC,
Belgrade (cat.)

1983
Crni prostor, Galerija Galerija SKC, Belgrade
(cat.)
Zlatni hram, abandoned house, Motovun,
Croatia

1984
Velika invokacija (with Vesna Viktorija
Bulaji¢), Galerija Sintum, Belgrade
De Stil Markovic, Davide Cecilia, Nuova
Galleria Internazionale, Rome (cat.)
Velika invokacija (with Vesna Viktorija
Bulaji¢), Sre¢na galerija / Happy Gallery
SKC, Belgrade

1985
Euharistija, Salon Muzeja savremene
umetnosti, Belgrade (cat.)
Bilder, Zeichnungen, studio d, Ingrid Dacic,
Tubingen, Germany
Destil Markovi¢, Vlasta Miki¢, Galerija
Kulturnog centra, Novi Sad, Serbia (cat.)
Zeit der Zeremonie, Sonne Berlin
Ausstellungen, West Berlin

1986
Zeit der Zeremonie, studio d, Ingrid Daci¢,
Tubingen, Germany

1987
Laboratorium: Berlin (with Sissel Tolaas),
org.: Berliner Kiinstlerprogramm des DAAD,
Monumentenstrasse 24,
Katakomben, West Berlin (cat.)
Laboratorium: Bergen (with Sissel Tolaas),
org.: Bergens Kunstforening, Georgernes
Verft 3 USF, Bergen, Norway
Trinity (with Sissel Tolaas and Ilija So3kic),
org.: Croatian Association of Artists (HDLU),
crypt of St. Duje Cathedral, Split, Croatia
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1988
Satzgegenstand, Monumentenstrasse 24,
Katakomben, West Berlin

1989
Laboratorium: Australe — Boreale (with
Sissel Tolaas), org.: Briihler Kunstverein,
Orangerie Schloss Augustusburg, Briihl,
Germany

1990
Zeichnungen und Installationen, Galerie
André Joliet (Galerie Neuburger), Duisburg,
Germany
Laboratorium: The Drawing of Nature — The
Nature of Drawing (with Sissel Tolaas),
Galeria ON and Galeria AT, Poznan, Poland

1991
Galerija Doma revolucije, Prijepolje, Serbia
(cat.)

1992
Prototypes, Het Apollohuis, Eindhoven
Prototypes, Haus am Liitzowplatz, Berlin

1993
Alphabeten und Analphabeten in Iconostasis,
Ideenbank im Dreieck, Oderbergerstrasse
2, Berlin

1996
Prototipovi/ Prototypes, Galerija Zvono,
Belgrade (cat.)
Transfigurative Painting, Galerie A. von
Scholz, Berlin (cat.)

2003
Karminke, Galerija Zvono, Belgrade
Homeless Belgrade, fagade of Albanija
Palace, Terazije Square, and Centar za
kulturnu dekontaminaciju / Center for
Cultural Decontamination / Paviljon
Veljkovi¢, Belgrade

2005
Prototype Tokyo, nichido contemporary art,
Tokyo

2006
Homeless Berlin, facade at Checkpoint
Charlie, and Galerie Kai Hilgemann, Berlin

2008
Milovan DeStil Markovi¢, Umetnicka galerija
Nadezda Petrovi¢, Cacak (cat.)
Transfigurative Painting, Kunstverein
Rosenheim, Rosenheim, Germany

Group exhibitions (selected)

1979
Polaganje tepiha, (with Veso Sovilj, Milorad
Vujasanin, Zdravko Santrac), entrance
of Likovna galerija Kulturnog centra
Beograda, Belgrade

1980
Miladi ‘8o, Mladi beogradski umetnici, Salon
Muzeja savremene umetnosti, Belgrade
(cat.)
Likovna radionica, Studentski kulturni
centar, Belgrade
Mala slika, Galerija Meduza, Koper, Slovenia
(cat.)

1981
Likovna radionica, Galerija SKC, Belgrade
SKC Beograd, Galerija SKUC, Ljubljana
Beogradski umetnici najmlade generacije,
Salon Muzeja savremene umetnosti,
Belgrade
Workshop and exhibition of students
from the Faculty of Fine Arts Belgrade,
Kunstmuseum Dusseldorf, Dusseldorf

1982
New Now, Galerija Pinki, Zemun,Serbia
(cat.)

1983
Prostor: Beograd / Raum: Belgrad, Akademie
der Bildenden Kiinste, Munich (brochure)
Umetnost osamdesetih, Muzej savremene
umetnosti, Belgrade (cat.)
5. Dubrovacki salon, Umjetnicka galerija,
Dubrovnik, Croatia (cat.)
24. Oktobarski salon, Umetnicki paviljon
Cvijeta Zuzori¢, Belgrade
Beograd - Wien / Be¢ - Belgrad, Galerija SKC,
Belgrade; Institut fiir Gegenwartskunst
an der Akademie der Bildenden Kiinste,
Vienna (cat.)
11. Jesenji salon, Umjetnicka galerija, Banja
Luka, Bosnia-Herzegovina (cat.)
9 x 3, Cankarjev dom, Kulturni in Kongresni
centar, Ljubljana (cat.)
Kriti¢ari su izabrali, Likovna galerija
Kulturnog centra Beograda, Belgrade (cat.)



Camocmante uznox6e (us6op)

1980.
Hosu npocmop, lanepuja CKL, beorpag

1981.
JaH ymemHocmu — CnomeHUK ymem+ocmu,
Ynuua mapwana Tuta, lanepwja CKL,
beorpaa
TB AmbujeHm (ca Bnactom Mukuhem),
"Metkom y 22" ctyamo Tenesusuje beorpag,
beorpag

1982.
OpazmeHmu cnuke: cnomeHuk, lanepuja
CKL, beorpag (kat.)

1983.
LpHu npocmop, Fanepuja CKL, beorpag
(KaT.)
3namHu xpam, HanywwTeHa Kyha, MoToByH,
XpBaTcKka

1984.
Benuka ViHeokayuja (ca BecHom Buktopujom
Bynajuh), lanepuja Cuntym, beorpag
Je Cmun Mapkoesuh, [lasude Lleyunuja, Hosa
mehyHapogHa ranepuja, Pum (kat.)
Benuka MiHeokauuja (ca BecHom Buktopujom
Bynajuh), Cpehna ranepuja CKL|, beorpag,

1985.
Eyxapucmuja, CanoH My3eja caBpemeHe
ymeTHOCTK, beorpap (Kat.)
Cnuke, upmexu, Cryano g (fanepuja NHrpug
Hauwh), TnbuHreH, Hemauka
Jecmun Mapkosuh, Bnacma Mukuh,
Fanepwja KyntypHor ueHTpa, Hoen Cag (kart.)
Bpeme yepemoHuje, Fanepuja Sonne Berlin
Ausstellungen, 3anagHv bepnux

1986.
Bpeme yepemoHuje, Cryauo o (fanepuja
WHrpug Jauvh), TubrHren, Hemauka

1987.
Jlabopamopujym: bepnuH (ca Cucen Tonac),
opr.: bepnuHCKN yMeTHNYKM Nporpam
DAAD, Monumentenstrasse 24, Katakombe,
3anagHu bepnuH (Kat.)
Jlabopamopujym: bepzen (ca Cncen Tonac),
opr.: bepreHcKo yapy»ere yMeTHIKa,
Georgernes Verft 3 USF, bepreH, HopseLuka
Tpojcmeo (ca Vinnjom LWowkunh n Crucen
Tonac), opr.: XpBaTCKO APYLUTBO JINKOBHUX
ymeTHuKa (XAJTY), kpmnta Kateppane csetor
Hyje, CnnwuT, XpBatcKa

1988.
Cy6jekm, Monumentenstrasse 24,
Katakombe, 3anagHu bepnuH

1989.
Jlabopamopujym: Aycmparne — bopeane (ca
Cncen Tonac), opr.: bpuncko ygpyxeme
YMETHUKa, 3amak ABryctycbypr, bpun,
Hemauka

1990.
Lipmexu u uHcmanayuje, Fanepuja AHgpe
*Konwe (fanepwja Hey6yprep), yncbypr,
Hemauka
Jlabopamopujym: Lipmex npupooe
- Mpupooa ypmexa (ca Cucen Tonac),
lanepwja OH u lanepwja AT, MNo3Hatb,
Momcka

1991.
lanepwja loma pesonyuuje, Npujenome
(kaT.)

1992.
lpomomunosu, XeT Anonoxuc, AjHaxoBeH
lpomomunosu, Xayc am JlyLosnnat,
bepnuH

1993.
Angpabemu u AHangabemu y ukoHocmasu,
baHka ngeja um Opajek, Ogepbepreplutpace
2, bepnuH

1996.
lpomomunosu, lanepwja 380Ho, beorpan
(kaT.)
TpaHcgueypamusHo cnukapcmeo, lanepuja
A. ¢oH LLonu, bepnuH (Kat.)

2003.
KapmuHke, lTanepuja 3BoHo, beorpag
beckyhHuyu beoepad, Manata “An6aHuja’,
Tepasuje, LleHTap 3a KynTypHy
feKkoHTamunHauwjy, beorpag

2005.
lpomomun Tokuo, Huwngo ranepwja
caBpemeHe ymeTHoOCTH, ToKno

2006.
beckyhHuyu bepnuH, YeknonHT Yapnu,
lanepuja Kan XunremaH, bepnnH

2008.
MunosaH [JleCmun Mapkosuh, YmeTHMUKa
ranepuja “Hapgexpaa Metposuh’, Yauak (Kat.)
TpaHcguzypamugHo ciukapcmeo,
KyHcTdepajH PoseHxajm, Po3eHxajm,
Hemauka

IpynHe uznox6e (usbop)

1979.
Monazarwe menuxa (ca CoBnbOMm,
CaHTpauewm, ByjawaHvnHom), ynas y fanepujy
KyntypHor ueHTpa beorpaga, beorpag
1980.
Mnadu ‘8o - Mnadu 6eozpadcku ymem+uyu,
CanoH Myseja caBpemeHe yMeTHOCTH,
Bbeorpag (kat.)
JlukosHa paduoHuya, CTyAEeHTCKM KyNTypHU
ueHTap, beorpaa
Mana cnuka, Tanepuja Megy3a, Konep,
CnoseHuja (Kat.)
1981.
JlukosHa paduoHuya, lanepwja CKL,
beorpag
CKl beozpad, lanepwuja LUKYL, Jby6rbaHa
beozpadcku ymemuuyu Hajmnabe
2eHepayuje, CanoH Mys3eja caBpemeHe
ymeTHOCTWY, beorpap
PaduoHuya u usnox6a cmydeHama
6eozpadckoe Dakynimema IUKOBHUX
ymemHocmu, My3ej ymeTHoCTV [ncenpopd,
Oucenpgopd, Hemauka
1982.
New Now, Tanepwja “IMnHKKU’, 3emyH (KaT.)
1983.
Mpocmop: beozepad, Akagemmja NMKOBHKX
ymeTHOCTW, MrHxeH (6poLuypa)
YmemHocm ocamdecemux, My3ej caBpemeHe
ymeTHocTu, beorpap (kat.)
5. [ly6posayku canoH, YMeTHWNYKa ranepuja,
Lly6poBHuK, XpBaTcKa (KaT.)
24. OKmo6apcKu casnoH, YMETHNUKN
naBuboH “LiBujeta 3y3opuh’, beorpag
beoepad - Wien / beu - Belgrad, Tanepuja
CKL, beorpag; HCTUTYT 3a akTyenHy
YMETHOCT Ha AKaZeMujn NINKOBHe
ymeTHOCTK, bey (Kat.)
11. Jecerbu €asioH, YMeTHUYKa ranepuja,
barbanyka, bocHa n XepuerosuHa (kart.)
9x 3, LlaHKapjes oM, KynTypHU 1
KOHrpecHu ueHTap, JbybrbaHa (Kar.)
Kpumuyapu cy uzabpanu, JinkoBHa ranepuja
KyntypHor ueHTapa beorpaga, beorpag
(kaT.)
lMymosarbe, HoBa mehyHapopHa ranepuvja,
Pum (kar.)
10 X 3, JlIukoBHa ranepwja KyntypHor LeHTpa
Bbeorpaga, beorpapg, (kaT.)
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1984
Likovna kolonija Sopocani, Galerija
Studentskog kulturnog centra, Belgrade
Viaggio, Nuova Galeria Internationale,
Rome
10 x 3, Likovna galerija Kulturnog centra
Beograda, Belgrade (cat.)
Slika/crtez: osamdesetih godina, Galerija
Likovni susret, Subotica, Serbia (cat.)
Nova slika crteZa, Savremena galerija
Centara za kulturu Olga Petrov, Pancevo,
Serbia (cat.)
Videoart: 5. Festival international d'art video,
Locarno, Italy (brochure)
XIX. Internationale Malerwochen in
der Steiermark, Neue Galerie am
Landesmuseum Joanneum, Graz,
Austria (cat.)
Video 84, Montreal; Québec (cat.)
Predeo kao povod — prostor kao ishodiste,
Narodi muzej / National Museum, org.:
Savremena galerija, Zrenjanin, Serbia (cat.)
YU Video, Muzej savremene umetnosti,
Skopje
1985
EU-Video ‘85, org.: Centro Videoarte, Palazzo
dei Diamanti, Ferrara, Bologna (cat.)
YU Video, Sarajevska zima 85, Sarajevo
Giovane Arte Yugoslavia - Senz’ arte ne
parte, Collegio Universitario, Turin
Godisnja izlozba Udruzenja likovnih
umetnika Pristine, Galerija doma omladine
Boro i Ramiz, Pristina
Aprilski susreti / April Meetings, Galerija SKC,
Belgrade
Video Meeting, Galerija SKC, Belgrade
Beograd 1999, Salon Muzeja savremene
umetnosti, Belgrade (cat.)
13. Bijenale mladih, Moderna galerija, Rijeka,
Croatia (cat.)
Postizmi: Beogradska scena, Galerija
Koprivnica, Koprivnica; Galerija Slika,
Varazdin, Croatia (cat.)
3. Festival Internazionale Cinema Giovani,
Turin
Zugehend auf eine Biennale des Friedens
— Dem Frieden eine Form geben, Kunsthaus
und Kunstverein Hamburg, Hamburg (cat.)
1986
Jugoslovenska dokumenta ‘86, Olimpijski
centar Skenderija, Sarajevo
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Sixth Triennale-India 1986, Lalit Kala
Akademi Rabindra Bhavan, New Delhi (cat.)
Aperto '86, 42nd Venice Biennial, Venice
(cat.)
Umetnost interrelacija, Umetnicki paviljon
Cvijeta Zuzori¢, Belgrade (cat.)
Zwischen Himmel und Erde, Rhumeweg 26,
West Berlin (cat.)
Junge Kunst aus Jugoslawien / Mlada
jugoslavenska umjetnost: Steirischer Herbst
‘86, Kiinstlerhaus und Neue Galerie
am Landesmuseum Joanneum, Graz;
Hochschule fiir Angewandte Kunst, Vienna;
Kinstlerhaus, Klagenfurt; Salzburger
Kunstverein, Salzburg (cat.)
1987
33. Westdeutsche Kurzfilmtage, Luise-
Albertz-Halle, Oberhausen, Germany
1988
Kunst-Video!, Galleri F 15, Moss, Norway
Letniji susreti, Tvrdava Lovrjenac, Dubrovnik,
Croatia
Letnji susret umetnika / Summer Artists’
Meeting, SKC, Belgrade
Kreuzung, Rhumeweg 26, West Berlin
1989
Synnyt: Nykytaiteen Idhteité / Sources of
Contemporary Art, Nykytaiteen Museo,
Helsinki (cat.)
Mediterraneo per I'’Arte Contemporanea,
Expo Arte, Bari, Italy (cat.)
Paradies ohne Ort, Rhumeweg 26, West
Berlin
Sava Projekt, Park of the International
Center Sava, Belgrade
Jugoslovenska dokumenta ‘89, org.:
Galerije grada Sarajeva, Olimpijski centar
Skenderija, Sarajevo (cat.)
1990
Inventionen ‘9o: Festival Neuer Musik,
org.: Akademie der Kiinste, Berliner
Kuinstlerprogramm des DAAD, TU, Ballhaus
Naunynstrasse, Berlin
La poetica materiale: Lopera come spirito
del luogo, Galleria Piero Cavellini, Brescia;
Galleria Mazzocchi, Parma; Galleria Oddi
Baglioni, Rome (cat.)
Malerei — Grafik — Installationen: 40 Jahre
Ktinstlerférderung 2. Teil, Technologie- und
Innovationspark Berlin (TIB), Berlin (cat.)

Mileseva ‘90, Galerija Doma revolucije,
Prijepolje, Serbia (cat.)
Construction in Process back in £t6dzZ 1990,
The Artists’ Museum et al., £6dz, Poland
(cat.)

1991
Berlin Divided, P.S.1 Contemporary Art
Center, New York
Wands 1991, The Wanas Foundation,
Knislinge, Sweden (cat.)
Kiinstler fiir den Frieden, Galerie Ingrid
Daci¢, Tibingen, Germany

1992
Farbe Gold: Dekor - Metapher — Symbol,
Beweggriinde fiir Malerei heute, Haus am
Lutzowplatz, Berlin (cat.)
Berlin 37 Rdume, Kunst-Werke, Berlin (cat.)
International Painting Interactive, Siggraph
Art Show, McCormick Place, Chicago (cat.)
S.LN.N., Rhumeweg 26, Berlin
Junge Kunst, Saarland Museum,
Saarbriicken; Brandenburgische Kunst-
sammlungen Cottbus, Germany (cat.)

1993
Privat, Kunst-Werke, Berlin

1994
Grad galerija, Umetinicka kolonija Mileseva,
Dom revolucije, Prijepolje (cat.)

1995
Pars pro toto (en passant 9), Podewil, Berlin
(cat.)
ExtraMuros, House of Kristian Dubbick and
Eva Sjodahl-Essén, Lohmar-Neuhonrath,
Germany
Faire Face, 46th Venice Biennial, Palazzo
Bragadin, Venice
Slikarstvo u Srbiji: osma i deveta decenija,
Vukova spomen-galerija, Tr3i¢; Galerija
savremene umetnosti, Sombor; Umet-
nicka galerija, Krusevac; Narodni muzej,
Pozarevac; Gradska galerija, UzZice; Narodni
muzej, Valjevo; Narodni muzej, Kraljevo;
Narodni muzej, Zajecar; Muzej rudarstva
i metalurgije, Bor; Galerija, Pirot; Narodni
muzej, Sabac (cat.)
Orient/ation: 4th International Istanbul
Biennial, Istanbul (cat.)

1996
19. Memorijal NadeZde Petrovi¢, Umetnicka
galerija Nadezda Petrovi¢, Cacak (cat.)



Cnuka/upmex: ocamoecemux 200UHa,
Fanepwja JlukoBHu cycper, Cybotuua (Kart.)
Hoea cnuka upmexa, CaBpemeHa ranepuja
LleHTpa 3a kynTypy “Onra MNeTpos”, MaHyeBO
(KaT.)
Budeo ymemHocm: 5. MebyHapooHu
¢hecmusan sudeo ymemHocmu, JlokapHo,
Wranuja (6powypa)
XIX IHmepHayuoHanHAa IUKOBHA KOJIOHUJA y
Limajepmapky, Hoa ranepuja y 3emarbckom
My3ejy JoaHeym, [pau, AycTpuja (KaT.)
Budeo 84, MoHTpean; Keebek (KaT.)
Mpedeo kao No8ood — hpocmop Kao
ucxoduwme, HaponHu my3ej opr.:
CaBpemeHa ranepuja, 3pemaHuH (Kat.)
JY Budeo, My3ej caBpemeHe yMETHOCTH,
Ckonme

1985.
EY Budeo '85, opr.: LieHTap B1aeo ymeTHOCTY,
OujamaHTcka nanata, ®epapa, bonoma (kat.)
JY Budeo, CapajeBcka 31ma 85, CapajeBo
JyeocnoseHcka ymem+Hocm mnadux — bes
ymemHocmu Hema cmaed, CTyReHTCKN
ueHTap, TopnHo
[o0uwWHba u310XX6a TUKOBHUX yMEMHUKA
lMpuwmuHe, Tanepwja Joma omnaguHe
“Bopo 1 Pamuz’, NpuwtrHa
Anpurncku cycpemu, Fanepuja CKL, beorpag
Buoeo cycpemu, Tanepuja CKL, Beorpag,
beozpad 1999, CanoH My3eja caBpemeHe
ymeTHOCTK, beorpap (Kat.)
13. bujeHane mnaoux, MopepHa ranepuvja,
Pujeka, XpBatcka (kat.)
lMocmusmu: beozpadcka cyeHa, fanepuja
“KonpusHuua’, KonpusHuua; lanepuja
CnrKa, BapaxaunH, XpBatcKa (kat.)
3. MehyHapoOHuU umcku pecmuean
maaoux, TopuHo
bujeHane mupa - 0amu popmy 3a mup,
KyHcTtxayc n KyHctdepajH Xambypr, Xambypr
(kaT.)

1986.
JyeocnoseHcka 0okymeHma ‘86, ONUMNMcKm
ueHTap "CkeHzepuja’; CapajeBo
6. mpujeHane-VIHOuja 1986, Akafemuja
Nanut Kana, PabnHapa bxasaH, by enxu
(kaT.)
YmemHocm - kpumuka ycped ocamoecemus,
Konerunjym aptuctmukym, CapajeBo (kat.)
Aperto ‘86, 42. bujeHane y BeHeuuju,
BeHeuuja (kaT.)

Ymemuocm uHmeppenayuja, YMeTHUUKM
naBusboH “LiBujeta 3y3opuh’, beorpap (kat.)
V3mebhy Heba u 3emree, Rhumeweg 26,
3anagHu bepnuH (kat.)
JyeocnoseHcka ymemrocm mnaoux:
Llimajepcka jeceH 86, lom ymeTH1Ka v
Hoga ranepuja y 3emarbckom my3ejy
JoaHeywm, [paL; YHuBep3uTeT 3a npumerbeHy
ymeTHOCT, bey; [lom ymeTHrKa, KnareHdpypT;
Canubyprep KyHctdepajH, Canubypr (KaT.)
1987.
33. 0dHU 3anadHOHeMAayKoe Kpamkoe ¢husima,
Xana Jlynce-An6epu, Obepxay3seH, Hemauka
1988.
YmemHocm-Budeo!, Tanepuja F 15, Moc,
HopseLluka
Jlemrou cycpemu, Tephasa JloBpjeHal,
Oy6poBHKK
Jlemrou cycpem ymemHuka, lanepuja SKC,
beorpaa
Ykpwmaree, Rhumeweg 26, 3anagHu
bepnvH
1989.
V3eopu caspemere ymemuocmu, My3ej
CaBpemMeHe YMeTHOCTU, XencunHKm (Kat.)
CaspemeHa MeoumMepaHcKa ymemHocm,
Expo Arte, bapw, Ntanuja (kat.)
Paj 6e3 oopeheroz mecma, Rhumeweg 26,
3anapHv bepnuH
Caea lNMpojekm, NMapk MehyHapogHor LeHTpa
“CaBa’, beorpag
JyeocnoseHcka 0okymeHma ‘89, opr.:
lanepwja rpaga CapajeBa, Onumnujcku
ueHTap “CkeHgepuja’; CapajeBo (kat.)
1990.
WHosayuje ‘90: GectBan Hose My3ukKe, opr.:
Hemauka Akagemuja ymeTHOCTH, BepavHckn
ymeTHuYKK nporpam DAAD, TU, Ballhaus
Naunynstrasse, bepnvH
La poetica materiale: Lopera come spirito del
luogo, Tanepuja MNujepo KasenuHu, bpelwua;
lanepuja Masoku, MNapma; lanepuja Ogn
BarbmoHu, Pum (kart.)
Cnukapcmaeo - epagpuka — uHcmanayuje: 40.
200UHa NOOpWIKe yMemHuyuma 2. 0eo, MNapk
TexHonoruje n uHosauwuje (TIB), bepnuH
(kaT.)
Munewesa ‘90, Tanepuja [loma pesonyuuje,
Mpujenorbe (kat.)
KoHcmpyxkuuja y lNpouecy nospamak y Jloh 1990,
My3ej ymeTHuka v ap, Joh, Morbcka (kat)

1991.
ModerweHu bepnuH, P. S 1. LieHTap 3a
caBpemeHy yMeTHOCT, Hbyjopk
BaHac 1991, BaHac doHgaumja, KHucnure,
Lseacka (kart.)
YmemHuyu 3a mup, lanepwja NHrpug Jaumh,
TnbuHreH, Hemauka

1992.
3namHa 6oja: Ykpac — memaghopa — cumbos,
pa3/103U 3@ C/IUKAPCMBOo 0aHAc, Xayc am
Jlyuosnnau, bepnuH (Kat.)
bepnuH 37. npocmopa, Kunst-Werke, bepnuH
(KaT.)
MehyHapodHo UHMepakmMuBHo C/IUKApcmMao,
YmemmHuuka usnoxb6a Siggraph, McCormick
Place, Yukaro (kaT.)
S.LN.N., Rhumeweg 26, bepnuH
YmemHocm mnadux, CapnaHg my3ej,
CapbpykeH; bpaHaembypLuKa ymeTHUYKa
36mpka, Kotbyc, Hemauka (kar.)

1993.
MpusamHo, Kunst-Werke, bepnunH

1994.
[pad eanepuja, YmemHuuy4ka konoHuja
Munewesa, fom pesonyuuje, Mpujenome
(kaT.)

1995.
Pars pro toto (en passant 9), Podewil, bepnuH
(kaT.)
ExtraMuros, Kyha KpuctujaHa lybuka v Ese
Cjopan-EceH, JTomap-HeyxoHpaT, Hemauka
Faire Face, 46. bujeHane y BeHneuuju, Manata
BbparaguH, BeHeunja
Cnukapcmeo y Cpbuju: ocma u 0esema
OeyeHuja, Bykosa cnomeH-ranepuja, Towmh;
lanepwja caBpemeHe ymetHocTi, Combop;
YmeTHnuKa ranepwja, Kpywesau; HapogHu
mys3ej, MoxapeBay; lpagcka ranepuja,
Yxuue; HapogHu my3ej, BarbeBo; HapogHu
Mmys3ej, Kparmmeso; HapoaHu my3ej, 3ajeyap;
My3ej pygapctsa n metanypruje, bop;
Fanepwja, Mupot; Hapoaxu mysej, LLiabayy
(kaT.)
OpujeHm/ayuja, 4. mehyHapopHo bujeHane y
WcTtanbyny, Victanbyn (kat.)

1996.
19. Memopujan Haoexoe Memposuh,
YmeTHuuKa ranepuja “Hapexaa MNetposuh’,
Yavak (kaT.)
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1997
Entgegen: ReligionGeddchtnisKérper in
Gegenwartskunst, Kulturhaus et al., Graz,
Austria (cat.)
Art Cologne, art fair, Galeria A. von Scholz,
Cologne

1998
Gruppenbild, Galerie A. von Scholz, Berlin
Madonna & Co — Female Icons, Galerie
Christa Burger, Munich

1999
After the Wall: Art and Culture in Post-
Communist Europe, Moderna Museet,
Stockholm (cat.); Ludwig Muzeum,
Budapest; Nationalgalerie im Hamburger
Bahnhof - Museum fiir Gegenwart, Berlin
Video umetnost u Srbiji / Video Art in Serbia,
org.: Centar za savremenu umetnost /
Center for Contemporary Arts, Bitef teatar,
Belgrade (cat.)

2000
Art Forum Berlin, art fair, Galerie A. von
Scholz, Berlin
Umetnost 2000: 21. Memorijal Nadezde
Petrovi¢, Umetnicka galerija Nadezda
Petrovi¢, Cacak (cat.)

2001
Véigskdl 2001, Leksands Kulturhus, Leksand,
Sweden
Vizanteme, Umetnicka galerija Nadezda
Petrovi¢, Cacak; Gradska galerija, Pozega
(cat.)

2002
Zum in zum aut: 43. Oktobarski salon /
Zoom In Zoom Out: 43rd October Salon,
Muzej istorije Jugoslavije — Muzej 25.
maj / Museum of History of Yugoslavia
— Museum 25th May et al., Belgrade (cat.)
Attitude 2002: One Truth in Your Heart,
Contemporary Art Museum, Kumamoto,
Japan (cat.)

2003
Identity, nichido contemporary art, Tokyo
..and.../...ve..., org.: Istanbul Art Museum
Foundation, Military Museum Exhibition
Halls, Harbiye, Istanbul (cat.)

2004
Old Now: Kriti¢ari su izabrali 2004, Likovna
galerija Kulturnog centra Beograda,
Belgrade (cat.)
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Lies, Lust, Art & Fashion: Signale der Kleidung,
Podewil, Berlin
Love It or Leave It: 5. cetinjsko bijenale /
Cetinje Biennial V, Cetinje, Dubrovnik, Tirana
(cat.)

2005
Prepoznavanje, Umetnicka galerija Narodni
muzej, Krusevac (cat.)

2006
Prepoznavanje, Umetnic¢ka galerija Nadezda
Petrovi¢, Cacak; Galerija likovhe umetnosti,
Ni$; Narodni muzej, Kraljevo
Art Cologne, art fair, Galerie Kai Hilgemann,
Cologne

2007
paper works, Galerie Kai Hilgemann, Berlin
Férderkohle, Neuer Berliner Kunstverein,
Berlin (cat)

2008
Otkup umetnickih dela, org.: Grad Beograd
- Sekretarijat za kulturu, Galerija Magacin,
Belgrade (cat)
Prole¢ni anale, Likovni salon Doma kulture,
Cacak (cat.)
Umetnik-gradanin / Umetnica gradanka,
Kontekstualne umetnicke prakse: 49.
oktobarski salon, Muzej istorije Jugoslavije
- Muzej 25. maj et al., Belgrade (cat)

Videos and films

1983-84
Velika invokacija / Great Invocation (with
Vesna Viktorija Bulajic), 21 min., video,
independent production, Belgrade

1984
Sveti ratnik / Sacred Warrior (with Vesna
Viktorija Bulaji¢), 8.40 min., video,
production: TV Galerija, Radio Television
Belgrade, Belgrade
Main role (with Vesna Viktorija Bulaji¢) in
Spica za TV Galeriju, by Boris Miljkovi¢, 1
min., video, production: TV Galerija, Radio
Television Belgrade, Belgrade

1985
Viktorija, 5 min., video, production: TV
Galerija, Radio Television Belgrade,
Belgrade

1987
Laboratorium (with Sissel Tolaas), 20 min.,
film, super 8, independent production,
West Berlin
Zwischen Feuer und Wasser, 2 x 60 min.,
independent production, West Berlin

1988
Sun Mountain, 8 x 60 min., production:
independent production, West Berlin
lluminates Inka, 20 min., film, super 8,
independent production, West Berlin

1992
Perfect Soldier, 5 min., video, independent
production, Berlin

1996
Autoportrait with Knife (Roman Principles),
10 min., video, production: mock-up, Berlin

1998
make-up-no-war, 1 min., DVD, production:
mock-up, Berlin

1999
5.Mai 1999, 1 min., DVD, production: mock-
up, Berlin
Radomir, 60 min., DVD, production: mock-
up, Berlin
worldbeograd (with Vlasta Miki¢ and Mima
Marjanovi¢), web project, production:
Zestoki, Berlin, Belgrade, New York

2000
www.markovic.org, website, production:
mock-up, Berlin
make-up, DVD, production: mock-up, Berlin
Aftershave, 10 min., DVD, production: mock-
up, Berlin

2003
Homeless Belgrade, 8 x 60 min., DVD,
producation: CZKD, Belgrade

2005
Homeless Berlin, 8 x 60 min., DVD,
production: mock-up, Berlin



1997.
Cynpom+ocmu: PenueujallamherseTeno y
O0aHawrboj ymemHocmu, Jlom Kyntype, lpad,
AycTpuja (KaT.)
Apm KesnH, cajam ymeTHOCTU, [anepuja A.
¢oH LWonu, KenH

1998.
IpynHa cnuka, Tanepuja A. doH LWonu,
bepnun
MaodoHa u komnaHuja - eHcke ukoHe,
lanepwja Kpucta byprep, MuHxex

1999.
Mocne 3uda: YmemHocm u kynmypay
nocmkomyHucmudykoj Esponu, My3ej
mMogepHe ymeTHocTu, LLitokxonm (KaT.);
Mysej Nyasur, ByammnewTa; Xambyprep
BbaHxo¢ — My3ej akTyenHe ymeTHOCTY,
bepnuH
Budeo ymemHocm y Cpbuju, opr.: LieHTap
3a caBpemMeHy ymeTHocT, bruted Teatap,
beorpag (kat.)

2000.
Apm Qopym bepnuH, cajam ymeTHOCTH,
lanepwuja A. ¢oH Wonu, bepnuH
YmemHocm 2000: 21. Memopujan Hadexoe
lMemposuh, YmeTHMUKa ranepuja “Hagexga
Metposunh’, Yauak (kaT.)

2001.
Véigskdl 2001, Nekcanpcku lom KynType,
INekcaHg, LLiBeacka
Buzanmeme, YmeTHnuKa ranepuja “Hagexpaa
Metposunh’, Yauak; Mpaacka ranepuja,
Moxera (kaT.)

2002.
3yM UH 3ym aym: 43. o0KmobapcKu CasioH,
Mys3ej ncropuje Jyrocnaeuje — Mysej “25.
Maj’, Beorpag (kar.)
Haueno 2002: JedHa ucmuHa y meom cpuy,
My3ej caBpemeHe ymeTHOCTM, KymamoTo,
JanaH (kaT.)

2003.
MoeHmumem, Huwmpo ranepuja caBpemexe
yMeTHOCTK, ToKno
..U.../...ve..., opr.: DoHpaumja nctaHGynckor
Myseja ymeTHocTu, M3nox6eHn npoctop
BojHor my3eja, Harbiye, ictaHbyn (KaT.)

2004.
Old Now: Kpumuuapu cy usabpasnu 2004,
JInkoBHa ranepuja KyntypHor ueHTpa
Beorpaga, beorpag (kat.)

Jlaxu, noxnend, ymem+Hocm & Mood: CueHanU
obnayerva, Podewil, BepnuH
Jbybu un’ ocmasu, 5. LETUHCKO bujeHane,
Leture, lybpoBHUK, TvpaHa (KaT.)

2005.
lpeno3Hasarbe, YMeTHNUKa ranepuja
HapopaHu my3ej, Kpywesay

2006.
lpeno3Hasarve, YMeTHMYKa ranepuja
"Hapexpa Metposuh’, Yauak; fanepuja
caBpemeHe NMKOBHe yMeTHOCTY, Huw;
HapogHu mysej, KpasbeBo (kar.)
ApT KenH, cajam ymeTHOCTW, [anepuja Kan
Xunreman, Kenn

2007.
Padoesu Ha nanupy, fanepuja Kan XunremaH,
bepnuH
lpeno3Hasarbe, YMETHNYKM NaBUbOH
YKYUT, Mogropuua
Heye BepnuHep KyHctdepajH, bepnuH (kaT.)

2008.
Omkyn ymemHuykux 0end, opr.: [pap
beorpapn - CekpeTapujat 3a KynTypy,
lanepwja MarauuH, beorpag (kart.)
MponehHu aHane, FINkoBHM canoH Joma
KynType, Yauak (Kat.)
YmemHuk-epahaHuH — Ymemuuya-zpahaHka,
KoHmekcmyarsnHe ymemHuuke npakce:
49. okmobapcku canoH, My3ej uctopuije
Jyrocnasuje - Mysej “25. Maj’, beorpag (Kat.)

Qunmcku u eudeo padosu

1983-84.
Benuka Mineokayuja (ca BecHom Buktopujom
Bynajuh), 21 MuH, BUaeo, He3aBUCHa
npoaykumja, beorpag

1984.
Ceemu PamHuk (ca BecHom Buktopujom
Bynajuh), 8.40 MuH, BUAeO, NpoayKumja
TB lanepwja, Paguno TeneBusnja beorpag,
beorpaa
Wnuya 3a TB [anepujy, rnaBHa ynora (ca
BecHom BukTtopujom Bynajuh), pexuja:
Bopuc MurbkoBuh, 1 MUH, BULEO,
npoaykuwja TB lanepwja, Pagno Tenesunsuja
beorpag, beorpap,

1985.
Bukmopuja, 5 MuH, Bugeo, npogykuuja
TB lanepwja, Pagno TeneBusuja beorpag,
beorpag

1987.
Jlabopamopujym (ca Cucen Tonac), 20 MUH,
dunm, cynep 8, HesaBrCHa NpoayKLuKja,
3anagHu bepnuH
V3mehy sampe u 800g, 2 X 60 MUH,
He3aBuWCHa npoaykuuja, 3anagHu bepnvH

1988.
CyHYaHa nnaHuHa, 8 X 60 M1H, He3aBUCHa
npogaykuwmja, 3anagHv bepnuH
Ynymurayuje MiHka, 20 MuH, dunm, cynep 8,
He3aBuWCHa NpoayKkuuja, 3anagHu bepnvH

1992.
CaspweH 80jHUK, 5 MUH, BUJEO, He3aB/CHa
npogykuwuja, bepnunH

1996.
Aymonopmpem ca 6pumeom (Pumcku
lpuHyunu), 10 MWH, BUAEO, NPOAYKLMja
mock-up, bepnuH

1998.
make-up-He-pam, 1 mvH, DVD, npoaykumja
mock-up, bepnnH

1999.
5.Maj 1999, 1 MuH, DVD, npopykumja mock-
up, bepnuH
Padomup, 60 mvH, DVD, npopgykumja mock-
up, bepnuH
worldbeograd (ca Bnactom Mukuhem n
Mwnmom MapjaHoBuhem), Be6-npojekar,
npoaykuuja *Kectokn, bepnun, beorpag,
Hyjopk

2000.
www.markovic.org, Be6-cTpaHu1ua,
npogykuuja mock-up, Berlin
make-up, DVD, npogykuuja mock-up,
bepnuH
Mocne 6pujarba, 10 MuH, DVD, npogykuuja
mock-up, Berlin

2003.
beckyhHuyu beoepad, 8 x 60 MuH, DVD,
npopykuuja LI3K[, beorpag

2005.
beckyhHuyu bepauH, 8 x 60 myH, DVD,
npoaykuuja mock-up, bepnuH
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Performances

1981
Dan umetnosti — spomenik umetnosti/
World Art Day — Momument of Art, Marshal
Tito Street and Galerija SKC, Belgrade
1982
Zestoki, event, swimming pool “Pinki,’
Zemun, Serbia
Zestoki, live concert (with Vlasta Miki¢, Srba
Travanov, Pegi Gavros), club Akademija,
Belgrade
1983
Crni prostor, Galerija SKC, Belgrade
1985
Euharistija, Salon Muzeja savremene
umetnosti, Belgrade
Viktorija, Salon Muzeja savremene
umetnosti, Belgrade
Kraft des Lichtes (with Detlef Katzinski),
Leuchtturm, West Berlin
1986
Tor der Harmonie, “Aperto '86," 42nd Venice
Biennial, Venice
1987
Laboratorium (with Sissel Tolaas),
Monumentenstrasse 24, Katakomben, West
Berlin
Pantokreator, “Trinity,” Crypt of St. Duje
Cathedral, Split, Croatia
Zwischen Feuer und Wasser,
“33. Westdeutsche Kurzfilmtage,” Luise-
Albertz-Halle, Oberhausen, Germany
1988
Sun Mountain, "Kunst-Video!," Galleri F 15,
Moss, Norway
Velika Gospojina, “Letnji susret umetnika /
Summer Artists’ Meeting,” SKC, Belgrade
1989
¢, d, lj, nj,"Jugoslovenska dokumenta‘89,”
Olimpijski centar Skenderija, Sarajevo
Laboratorium, Orangerie Schloss
Augustusburg, Brihl, Germany
1990
abcdefg,"Zeichnungen und Installationen,”
Galerie André Joliet (Galerie Neuburger),
Duisburg, Germany
Umwiilzung (with Henning Christiansen,
Sissel Tolaas et al.), “Inventionen ‘90,"
Ballhaus Naunynstrasse, Berlin
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Prototype Brescia - Know How Europe, “La
poetica materiale: Lopera come spirito del
luogo,” Galleria Piero Cavellini, Brescia, Italy
Prototype Parma — Know How Europe,

“La poetica materiale: Lopera come spirito
del luogo,” Galleria Mazzocchi, Parma, Italy
Prototypes Roma — Know How Europe

“La poetica materiale: Lopera come spirito
del luogo,” Galleria Oddi Baglioni, Rome
Prototype Lodz, “Construction in Process
back in £t6dz 1990, The Artists’ Museum,
tédz, Poland

LECTURES

1980
Student Culture Center (SKC), Belgrade
1981
Art History Department, University of
Belgrade, Belgrade
1983
Club “Akademija,” Faculty of Fine Arts,
University of Arts, Belgrade
1987
Universities of Oslo, Sdo Paulo, Belgrade,
and at Technical University Berlin, West
Berlin
1990
Mileseva Symposium, House of
Revolution, Prijepolje, Serbia
1993
Student Culture Center (SKC), Belgrade
2002
Merit College and Ezu School,
Kumamoto, Japan
2003
Istanbul Art Museum Foundation
Symposium, Turung, Turkey
2005
Academy of Fine Arts, Wienna
2006
The Institute for Art in Context, University
of the Arts, Berlin
2007
Presentation of the book: Transfigurative
Works (with Boris Buden, Claudia
Wahjudi), Miinzsalon, Berlin
Neue Berliner Kunstverein, Berlin
2008
Kunstverein Rosenheim, Germany

BIBLIOGRAPHY

Books and catalogues solo exhibitions

De Stil Markovic: Fragmenti slike: spomenik,
Belgrade: Studentski kulturni centar, 1982.
Text: Bojana Peji¢, “Razbijanje slikei..."/
“Breaking up the Painting and..."

De Stil Markovi¢: Crni prostor / Black Space,
Belgrade: Studentski kulturni centar,
1983. Text: Bojana Peji¢, “Akatist crnom”/
“Akathistos to Black”

De Stil Markovi¢: Euharistija, Belgrade:
Muzej savremene umetnosti, 1985.
Text: Bojana Peji¢, “Mythopoeic”

Destil Markovi¢, Vlasta Miki¢, Novi Sad:
Galerija kulturnog centra, 1985. Text:
JeSa Denegri

Milovan Markovic, Sissel Tolaas,
Laboratorium: The Key of Creation,
book, Berlin: Deutscher Akademischer
Austauschdienst, 1988

Milovan De Stil Markovi¢, Prijepolje: Dom
revolucije, 1991

Markovic: Prototipovi/ Prototypes, Belgrade:
Galerija Zvono, 1996. Text: Miroljub
Marjanovi¢

Markovic: Transfigurative Painting, Berlin:
Galerie A. von Scholz, 1996

Markovic: Transfigurative Works, Nirnberg:
Verlag fir Moderne Kunst, 2006. Texts:
Boris Buden, Bojana Pejic, Claudia Wahjudi,
Yoshiko Honda

Milovan DeStil Markovic, Ca¢ak: Umetnicka
galerija Nadezda Petrovi¢, 2008. Texts:
Jesa Denegri, Jovan Despotovi¢, Benedikt
Stegmayer, Boris Buden



Meppopmancu

1981.
Cgemcku 0aH yMemHOCMu — CNOMeHUK
ymemHocmu, Ynuua mapluana Tuta un
lanepwja CKL, beorpag
1982.
Mecmoku pewaBama, 6aseH “MHKN', 3emyH
Mecmoku, KoHUepT rpyne (ca Bnactom
Muknhem, Cpbom TpaaHoBUM 1 Mervjem
FaBpowem), Kny6 “Akagemuja’, beorpag
1983.
LpHu npocmop, Tanepuja CKL, beorpag
1985.
Eyxapucmuja, CanoH My3eja caBpemeHe
ymeTHoCTu, beorpag
Bukmopuja, CanoH My3eja caBpemeHe
ymeTHoCTu, beorpag
CHaza ceemnocmu (ca letnedom
KauunHckum), CBeTnoHunK, 3anagHu bepnuH
1986.
Kanuja xapmoHuje, "Aperto '86’, 42. bujeHane
y Beneuujn, BeHeuyja
1987.
Jlabopamopujym (ca Cncen Tonac),
Monumentenstrasse 24, Katakombe,
3anagHu bepnuH
lanmokpeamop, “TpojcTBo’, KpunTa
Kartegpane csetor [lyje, CnnwnT, XpBaTcka
W3mehy eampe u 800e, “33. faHu
3anapHoOHeMauKor KpaTkor ¢unma’; Xana
Nynce-Anbepu, ObepxayseH, Hemauka
1988.
CyH4aHa naaHuHa, "YmetHocT-Bugeo!’
lanepwja F 15, Moc, HopBeluka
Benuka locnojuHa, “TeTrbu cycpet
ymeTHuKa", CKLL, beorpag
1989.
h, b, /v, 1, “JyrocnoBeHcKa JOKyMeHTa ‘89",
Onumnujckmn ueHTap CkeHgepuja, CapajeBo
Jlabopamopujym, 3amak ABryctycoypr,
Bbpun, Hemauka
1990.
abcdefg, “LpTexn n nictanauwje’, lanepuja
Anppe Xonue (Tanepwja Heybyprep),
Oyncbypr, Hemauka
Peyupkynayuja (ca XeHUHrom
KpwucTtnjaHceHom, Cucen Tonac), “iHoBaumje
‘90", Ballhaus Naunynstrasse, bepnuH

lpomomun bpewa — Know How Egpona, “La
poetica materiale: Lopera come spirito del
luogo’, fanepuija Mujepo KasennHu, bpelua,
WTanuja

lMpomomun lNapma - Know How Egpona, “La
poetica materiale: Lopera come spirito del
luogo’, lanepwuja Ma3soku, Mapma, Utanuja
lpomomun Pum - Know How Eepona, “La
poetica materiale: Lopera come spirito del
luogo’, fanepuja Ogn barbroHn, Pum
lpomomun Jloh, “KoHcTpyKuwja y Mpouecy
nospartak y Jlof) 1990" Jloh, MNorbcka

MPEAABAA

1980.
CTypeHTCKM KynTypHU LeHTap (CKL),
beorpaa

1981.
Ounozodckm pakyntet, Opcek ncropuje
yMeTHOCTW, beorpaackun yHuBep3uTeT,
beorpaa

1983.
Kny6 Akagemuja, DakynteT IMKOBHMX
YMETHOCTY, YHNBEP3UTET YMETHOCTH,
beorpaa

1987.
Yuusepsutet y Ocny, Cao Naony, beorpagy
1 Ha TexHNYKOM yHVBep3uTeTy Y bepnnny,
3anagHu bepnuH

1990.
MwuneweBcku cumnosnjym, lom
pesonyuuje, lNpujenosbe

1993.
CryneHTCKM KynTypHU ueHTap (CKL),
beorpan

2002.
Mepur koneu n Esy wkona, Kymamorto,
JanaH

2003.
Cumnosmjym ®oHpaumje nctaHbynckor
Mys3eja ymeTHoCTH, TypyHL, Typcka

2005.
Akapemuja NMKOBHUX ymeTHoOCTHY, beu

2006.
WNHCTUTYT 33 KOHTEKCTYanHy yMETHOCT,
YHuBep3uTeT ymeTtHoCTU, BepnvH

2007.

Mpe3eHTaumja Kroure: TpaHcguaypamusHu

padosu (ca bopncom byneHom n Knaygunjom

Bajyaw), MyHu canoH, bepnunH

Heye BepnuHep KyHctdepajH, bepnux
2008.

KyHcTdepajH Po3eHxajm, PoseHxajm,

Hemauka

BUBJIMOTPAOUIA

Krouze u kamanosu camocmanHux
usnoxoéu

Je Cmun Mapkosuh: ®pazmeHmu ciuke:
cnomeHuk, beorpap: CTyaeHTCKN KynTypHU
LeHTap, 1982, TekcT: bojaHa Mejuh,
“Pasbujarbe cnvke u.."

Je Cmun Mapkosuh: LpHu npocmop,
beorpapa: CTyneHTCKN KynTypHU LieHTap,
1983, TeKcT: bojaHa Mejuh, “AkaTncT upHoMm”

Je Cmun Mapkosuh: Eyxapucmuja, beorpag;:
My3ej caBpemeHe yMeTHOCTU, 1985, TEKCT:
BojaHa Mejuh, “Mythopoeic”

Jecmun Mapkosuh, Bnacma Mukuh, Hosun
Cap: Tanepwuja KynTypHor LieHTpa, 1985,
TeKkcT: Jewa [leHerpun

MwnoBaH Mapkosuh, Cucen Tonac,
Jlabopamopujym: Kreyy Cmeaparba, Kibura,
BepnuH: Hemauka akagemcka pasmeHa
DAAD, 1988.

MunosaH [le Cmun Mapkosuh, Npujenosse:
[lom pesonyuuje, 1991.

Mapkosuh: [l[pomomunosu, beorpap:
Fanepwja 3BOHO, 1996, TeKCT: Mnporby6
MapjaHosuh

Mapkosuh: TpaHcguzypamugHo

cnukapcmeo, bepnun: fanepuja A. doH
LWonu, 1996.
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Catalogues group exhibitions
(selected)

Mladi 8o, Belgrade: Muzej savremene
umetnosti, 1980. Text: Milovan Markovi¢

New Now, Zemun: Galerija “Pinki," 1982

Umetnost osamdesetih, Belgrade: Muzej
savremene umetnosti, 1983. Texts: Jesa
Denegri, Jadranka Vinterhalter, Jovan
Despotovi¢, “Posle osamdesete: umetnost
u znaku raznolikosti”

Beograd - Wien / Be¢ — Belgrad, Belgrade:
Studentski kulturni centar, 1983. Text:
Biljana Tomi¢

Kriticari su izabrali, Belgrade: Kulturni
centar, 1983. Text: Jovan Despotovic,
“Mrdjan Baji¢, Tahir Lusi¢, De Stil Markovic¢”

Viaggio, ed. by Antonio d’Avossa, Rome:
Nuova Galleria Internazionale, 1984

XIX. Internationale Malerwochen in der
Steiermark, Graz: Neue Galerie, 1984

Postizmi: Beogradska scena, Koprivnica:
Galerija “Koprivnica,’Varazdin: Galerija
slika, 1985. Texts: Bojana Peji¢, “Postizmi”;
“Milovan De Stil Markovi¢” (interview)

Zugehend auf eine Biennale des Friedens

— Dem Frieden eine Form geben, Hamburg:
Kulturbehérde Hamburg und das
Kuratorium der Art-of-Peace-Biennale, 1985

Sixth Triennale-India 1986, New Delhi: Lalit
Kala Akademi, Rabindra Bhavan, 1986

Umetnost - kritika usred osamdesetih — Art
and Criticism in Mid-Eighties, Sarajevo:
Collegium artisticum, 1986. Text: Bojana
Peji¢, “Strategija kameleona / Cameleon
Strategies”

XLIl Esposizione Internazionale d’Arte, La

Biennale di Venezia: Arte e Scienzia, Venice:
Electa, 1986
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Junge Kunst aus Jugoslawien / Mlada
jugoslavenska umjetnost: Steirischer Herbst
’86, Zagreb: Galerije grada Zagreba, 1986.
Text: Lidija Merenik, “Belgrad: Die Achtziger
Jahre”/“Beograd: osamdesete godine”

Synnyt: Nykytaiteen lahteita / Sources of
Contemporary Art, Helsinki: Nykytaiteen
Museo, 1989

Mediterraneo per I'’Arte Contemporanea,
Bari: Fiera del Levante Expo Arte, 1989. Text:
Biljana Tomi¢

Jugoslovenska dokumenta ‘89, Sarajevo:
Olimpijski centar Skenderija, 1989

La poetica materiale: Lopera come
spirito del luogo, Brescia: Edizioni Nuovi
Strumenti,1990. Text: Martina Corgnati,
“AD.S”/"ForD.S"

Wands 1991, Knislinge: The Wanas
Foundation, 1991

Farbe Gold: Dekor — Metapher — Symbol,
Beweggriinde fiir Malerei heute, Berlin:
Haus am Lltzowplatz ed.: Kiinstlerhaus,
Berlin: Nicolai, 1992. Text: Bojana Pejic, “Die
goldene Dimension”

Berlin 37 Rdume, Berlin: Kunst-Werke, 1992

Junge Kunst, Saarbriicken: Saar Ferngas AG,
1992

Orient/ation: 4th International Istanbul
Biennial, Istanbul: Istanbul Foundation
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Markovic, “Collective Portrait”

19. Memorijal NadeZde Petrovi¢, Cacak:
Umetnicka galerija "Nadezda Petrovi¢,”
1996. Text: Bojana Peji¢, “Andjeo, telo,
zazorno”/“Angel, Body, Abject”

Entgegen: ReligionGeddchtnisKérper in
Gegenwartskunst, Graz: Kulturhaus /
Ostfildern-Ruit: Cantz, 1997. Texts: Manfred
Richter, “Zum Streit um das Bild aus
heutiger 6kumenischer Sicht”; Alexandra v.
Scholz, “Milovan Markovic”

After the Wall: Art and Culture in Post-
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Museet, 1999. Text: Angelika Stepken

After the Wall: Kunst und Kultur im
postkommunistischen Europa, exh.

guide, Berlin: Stiftung “Brandenburger
Tor” der Bankgesellschaft Berlin und
Staatliche Museen zu Berlin — Preuf8ischer
Kulturbesitz, 2000. Text: Bojana Peji¢,
“Milovan Markovi¢”

Zum in zum aut: 43. Oktobarski salon / Zoom
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Kulturni centar, 2002

Attitude 2002: One Truth in Your Heart,
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Forderkohle, Berlin: Neuer Berliner Kunstverein,
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Mapkosuh: TpaHcgpuzypamuegHu padosu,
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lymoearba, n3pare AHToHMja [1’ABOCE,
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Xambypr: 3aBog 3a KynTypy Xambypra u
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6. mpujeHane-ViHouja 1986, tby enxu:
Akagemwja Nanut Kana, PabnHapa bxasaH,
1986.

YmemHocm - Kpumuka ycped ocamoecemus,
CapajeBo, Konervjym apTuctnkym,

1986, TeKcT: bojaHa Mejuh, “CrpaTternja
KameneoHa”

42. bujeHane y BeHeyuju: YmemHocm u Hayka,
BeHeuwja: Electa, 1986.

JyeocnoseHcka ymem+ocm maaoux:
Llimajepcka jeceH ‘86, 3arpeb6: lanepuje
rpaga 3arpeba, 1986, TekcT: Jlnguja
MepeHuk: “beorpag: ocamgecete roguHe”

M3sopuwma caspemere ymem+ocmu,
XencuHku: My3ej caBpemeHe yMeTHOCTH,
1989.

CaspemeHa MedumMepaHcKa ymemHocm,
Bapu: Fiera del Levante Expo Arte, 1989,
TeKkcT: bumbaHa Tomuh

JyeocnoseHcka dokymeHma ‘89, CapajeBo:
Onumnujckmn ueHTap CkeHaepwuja, 1989.

La poetica materiale: Lopera come spirito del
luogo, bpewua: Edizioni Nuovi Strumenti,
1990, TeKCT: MapTrHa Koprsatu, “3a . C!

BaHac 1991, Knucnutre: BaHac poHpaupja,
1991

3namua 6oja: Ykpac — memagopa — cumbosn,
pas/iosu 3a c/IuKapcmeo 0aHac, bepnuin:
Xayc am Jlyuosnnau, nsgare floma
ymeTHuKa, bepnuh: Nicolai, 1992, TekcT:
BojaHa MNejuh, “3natHa ovmeH3uja”

bepnuH 37. npocmopa, bepnunn: Kunst-
Werke, 1992.

YmemHocm mnadux, CapbpykeH: Saar
Ferngas AG, 1992.

OpujeHm/ayuja: 4. mehyHapodHo bujeHarne

y icmar6yny, ictan6yn: ®oHpauyja 3a
KynTypYy ¥ YMETHOCT Y VIcTaHbyny, 1995, TEKCT:
MwnosaH MapkoBuh, “KonekTneHu noptpet”

19. Memopujan Hadexoe lNempoguh, Yavak:
YmeTHuuKa ranepuja “Hapexpaa MNetposuh’,
1996, TeKCT: bojaHa Mejuh, “AHbeo, Teno,
3a30pHO”

Cynpomuocmu: PenuzujallamherseTeno

y akmyenHoj ymemHocmu, [pau: lom
Kyntype, Ostfildern-Ruit: Cantz, 1997,
TekcToBu: Mandpep Puixtep, “Pacnpase
oko CnnKe 13 faHallHer Bace/beHCKOr
Bubera”; Anekcavgpa ¢. Lonw, “MunosaH
Mapkosuh”

Mocne 3uda: Ymemuocm u kynmypay
nocmkomyHucmuykoj Esponu, LLITokxonm:
My3ej mogepHe yMeTHOCTI, 1999, TEKCT:
AHrenuka LLtenkeH

Mocne 3uda: Ymemuocm u kynmypay
nocmkomyHucmu4koj Esponu, n3sop

13 6poluype, bepnuH: 3agyx6uHa
“BpaHaembyplLuKe Kanuje” yapy»era
6aHaka bepnuH n pxasHu Mmy3ej bepnuH
- MNpycKa KynTypHa CBOjWHa, 2000, TEKCT:
BojaHa lMNejuh, “MunosaH Mapkosuh”

3yM uH 3ym aym: 43. okKmo6apcKu CasIoH,
beorpap: KyntypHu LeHTap, 2002.

Hayeno 2002: JeOHa ucmuHa y meom cpuy,
KymamoTto: My3ej caBpemeHe yMeTHOCTH,
2002, TekcToBu: MunosaH Mapkosuh,
“TpaHcourypatunsun”; Jowmko XoHaa,
"MpeHeT noptpet”

U/ Ve: Cycpem ymemHuka, ictaH6yn:
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YMETHOCTW, 2003, TeKcT: Cy3aHa Munescka

Old Now: Kpumuyapu cy usabpasnu 2004,
beorpap: KynTypHu LeHTap, 2004, TEKCT:
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Jbybu un' ocmasu: 5. uemurcko bujeHare,
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KyHcTxane OpupepurumaHym, 2004, TEKCT:
MwunosaH MapkoBuh
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Prole¢ni anale, Ca¢ak: Likovni salon Doma
kulture, 2008. Text: Julka Marinkovi¢ “Grad
- Lice grada”

Umetnik-gradanin — Umetnica-gradanka,
Kontekstualne umetnicke prakse: 49.
Oktobarski salon, Belgrade: Kulturni centar,
2008. Text: Bojana Peji¢

Books (selected)

Stefanie Endlich and Rainer Hoynck (eds.),

Blickwechsel: 25 Jahre DAAD, Berlin: 1988. Ill.:

Laboratorium |

Monika Minnhagen-Alvsten and Marika
Wachtmeister (eds.), Wands - konsten,
parken, slottet, Kristianstad: Linsmuseet

i Kristianstad, 1994. Text: Marika
Wachtmeister, “Myt, rit och angest, 1991”/
“Myth, Rite, and Anxiety, 1991”

Lidija Merenik, Beograd: osamdesete — Nove
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“Muzeum artistow” miedzynarodowa
prowizoryczna wspéinota artystycza
t6dZ / The Artists’ Museum international
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Jesa Denegri, Osamdesete: Teme srpske
umetnosti 1980-1990, Novi Sad: Svetovi,
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Art Gamadas, vol. 2, Kumamoto:
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Dragana Bozovi¢, Likovni umetnici Cacka,
150 godina, Ca¢ak: Umetni¢ka galerija
“Nadezda Petrovi¢," 2008
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Bojana Peji¢, “De Stil Markovi¢: ¢ovek
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Dobitnik Milovan De Stil Markovi¢,” Politika
(Belgrade), January 17,1986

Mirjana Zivkovi¢, “Posveéenost umetnosti,’
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lpeno3Hasarbe, Kpywesau: HapogHu my3ej;
Yayvak: YmMeTHUYKa ranepuja “Hagexaa
MeTtposuh”; Huw: lfanepuja caBpemeHe
NNKOBHe ymeTHOCTH; KparbeBo: HapoaHm
My3ej, 2005, TeKcT: Jynka MapuHkosuh
“OTBOpPEHO OKO BpemeHa”
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LieHTap, 2008, TeKcT: bojaHa Mejuh
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LWredaHn EHannx n PajHep XojHK, MpomerHa
noeaneda: 25 200uHa DAAD, bepnvH: 1988,
Jlabopamopujym bepnuH

MoHuka MuHxareH-AndcTeH n Mapuka
BaxTtmajctep, Banac — ymemHocm, napk,
3amak, KpuctmnaHcTag: 3eMarbCcku mysej
y KpuctnaHcTagy, 1994, TekcT: Mapuka
Baxtmajctep, “MuT, 06peg 1 Hemmp, 1991”

INugnja MepeHuk, beozpad: Ocamoeceme
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ymemHuka Jlob, Iloh: My3ej ymeTHUKa, 1996.
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Crnn Mapkosuh”; “Xectokun”

Art Gamadas, Krbuira 2, Kymamoto: My3ej
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Yauka, 150 200uHa, Yauak: YMeTHUUKA
ranepuja “Hagexpaa Metposuh’, 2008.
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Monumuka (beorpag), 31. feuembap, 1983/1-
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155



ac [Andreas Conrad], “Der ‘Schlissel der
Schoépfung’in einem Kreuzberger Keller,
Der Tagesspiegel (Berlin), March 22, 1987
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