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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 Markovic’s art political?
The answer is quite easy - Yes, it is. But the trouble is, why and how? A typi-
cal explanation of the political meaning of his artworks is given in terms of
the so-called politics of representation. In short: Markovic’s art is political
insofar as it makes visible what is socially underrepresented, that is, what
the given power relations have made invisible. His Homeless Project is usu-
ally 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 society,
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 different cities on
four continents, like Berlin, Belgrade, Tokyo, London, etc. In this way, as we
are supposed to believe, Markovic helps first the homeless people. By giving
them voice and so making them heard in the society, which has forgotten
them, he literally lifts them up from the clandestin-
ity 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 ' F ¢
and injustice supporting thereby demands for social
reforms and political improvements. We can therefore
say that Markovic’s art is political as it tries to influ- H
ence given hegemonic relations with the objective to A 4
make society more transparent, more tolerant, more
inclusive, which ultimately means more democratic.

This interpretation seems to explain perfectly why
is Markovic’s art political. But one could cynically ob-
ject that it doesn’t tell us why then it is still considered
as art? Although completely missing its target this ob-
jection gets directly to the point: It is precisely be-
cause of its “politicity” that we can identify Markovic’s * -
works as art. Lets try to explain that: Contemporary ¥ r
art is considered as art primarily by its belonging to
a separate sphere of life and not by some specific fea-
tures allegedly inherent to the authentic artworks. In
other words,an artefact can be identified as artwork in-
asmuch as it occupies this realm of autonomy where it
only falls under purely aesthetic criteria. This doesn’t
contradict the politicity of art as so many believe. On the contrary, art can
always become political due to its ability to expand or transgress the bound-
aries 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 Markovic’s

Homeless Project, which operates so to say as a sort of two wheels drive -
both in art galleries and “outdoor” in urban space, that is, simultaneously in

Markovic, Prototype Istanbul, 1996, photo installation



its own, separated public space, which can always claim notorious autonomy
of art, and in what we understand as public in political terms. It is therefore
extremely important not to mistake this “dualism” of Homeless Project for
any sort of Markovic’s hesitation in politicizing his art. He never cuts the um-
bilical cord of his artwork with the autonomous sphere of art but not because
he is anxious 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 mak-
ing visible what the existing power relations have made invisible before, of
including the excluded, of improving the social life, in short, of deepening,
broadening or simply pushing forward the existing democracy.

If this was Markovic’s true intention or rather the final “tendency” of his
artworks then one cannot avoid the question: what is actually political 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 what-
soever of class relationships, or of any tensions or conflicts between the ex-
cluded 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 mistaken
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 easily recognized
as an authentic and even subversive political statement and why, by the same
token, any insisting on an antagonistic, conflictual notion of politics can be
declared ideological, totalitarian and historically obsolete. 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 strongest expression.

If we want to subvert this hegemony in our reading of Milovan Markovic’s
artwork we must suggest a completely different formula of its political mean-
ing: his art becomes political not by its tendency, that is, in the intentional
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 stories of the homeless peo-
ple. They are not exposed in the public to transmit some social or political
message, but to reframe our sensibility for the public 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 com-
modification of everything existing — and, accordingly, 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 repeating that Markovic’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. Home-
less Project is a pure art and exactly as such it is also political. This obviously
means that we can understand its political meaning only on the ground of its
aesthetic logic and Markovic’s own artistic development.

In his earlier works from the nineties - in the so-called transfigurative
works — Markovic was dealing with the problem of portrait (Lipstick Por-
traits and Selfshaves). His “solutions” to this problem are often understood
as a sort of symbolic sublimation of the figurative. According to this inter-
pretation, in portraying famous women as simple lipstick-colours Markovic
changes the original appearance into something more noble, that is, in its
symbolic essence. This is, as I strongly believe, completely wrong. The women
Markovic portrays - from Hillary Clinton to Madonna, from Vivienne West-
wood to Catherine Deneuve, etc — are in their original appearance 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 por-
traits Markovic 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 triv-
ial and cheapest element - the fetish-object of the lipstick. There is nothing
Markovic 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 au-
thentic 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 sacred,
or, to say it simpler, it means to give the humans back, what the heaven 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 Markovic already belongs to this generation. This means that
he is neither a social worker nor a political propagandist but a true artist in-
deed. 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 Vienna and Berlin. He studied philosophy in Za-
greb 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 literature journals in former Yugoslavia, in Europe and the USA. Participation at Documenta

11, Platform_2 in New Dehli (2001). Translator of the works of Sigmund Freud into the Croatian lan-
guage. Book publications: Barrikade, Zagreb 1996; Kaptolski kolodvor, Belgrade 2001.
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My name is Peter Scheller, | live at Checkpoint Charlie in Berlin
April 28 — September 1, 2006
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Portrait of PETER SCHELLER
Checkpoint Charlie, Berlin
sketch, banner: 12 m x 24 m






Unveiling of Portrait of PETER SCHELLER, 12 m x 24 m, Checkpoint Charlie, April 28, 2006
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Homeless Berlin, Galerie Kai Hilgemann, 2006
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Portrait of JACQUES DUMKE
Pigments on canvas, 250 cm x 85 cm, 2005
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Portrait of THOMAS KLIEMCHEN
Pigments on canvas, 250 cm x 85 cm, 2005
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Portrait of LOTHAR GOERKE
Pigments on canvas, 250 cm x 85 cm, 2005
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Portrait of PETER SCHELLER
Pigments on canvas, 250 cm x 85 cm, 2005
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Portrait of ERHARDT WERNER
Pigments on canvas, 250 cm x 85 cm, 2005



Portrait of THOMAS NOWAK
Pigments on canvas, 250 cm x 85 cm, 2005
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Portrait of UWE vom UFER
Pigments on canvas, 250 cm x 85 cm, 2005
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Portrait of ZELJKO NOVAK
Pigments on canvas, 250 cm x 85 cm, 2005
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Homeless Berlin, video installation, Galerie Kai Hilgemann, 2006
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Erhardt Werner, 2004, interview, DVD 60 min Jaques Dumke, 2004, interview, DVD 60 min
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Lothar Goerke, 2004, interview, DVD 60 min Peter Scheller, 2004, interview, DVD 60 min
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Uwe vom Ufer, 2004, interview, DVD 60 min
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Thomas Nowak, 2004, interview, DVD 60 min
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Thomas Kliemchen, 2004, interview, DVD 60 min
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Zeljko Novak, 2004, interview, DVD 60 min

Homeless Berlin, interviews, 2004
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ConTemporary homes, central Berlin, 2005
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My name is Dragan Stanki¢, | live at Terazije Square in Belgrade

November 7 — December 1, 2003
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Portrait of DRAGAN STANKIC
“Albania” Palace, Terazije Square, Belgrade

sketch, banner: 40 m x 8.90 m






Unveiling of Portrait of DRAGAN STANKIC, 40 m x 8.90 m, “Albania” Palace, Belgrade, November 7, 2003
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Homeless Belgrade, CZKD / Paviljon Veljkovi¢, 2003
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Portrait of JOVICA NIKOLIC
Pigments on canvas, 250 cm x 85 cm, 2003
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Portrait of VLADO TRBOVIC
Pigments on canvas, 250 cm x 85 cm, 2003
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Portrait of DRAGAN STANKIC
Pigments on canvas, 250 cm x 85 cm, 2003



Portrait of RATKO AMATOVIC

Pigments on canvas, 250 cm x 85 cm, 2003
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Portrait of ARIF MEMETOVIC
Pigments on canvas, 250 cm x 85 cm, 2003
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Portrait of HABIB VLJASI
Pigments on canvas, 250 cm x 85 cm, 2003
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Portrait of ZORAN SILJAK
Pigments on canvas, 250 cm x 85 cm, 2003
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Portrait of BRANKO HUSTIC
Pigments on canvas, 250 cm x 85 cm, 2003
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Homeless Belgrade, video installation, CZKD / Paviljon Veljkovi¢, 2003
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Arif Memetovié, 2003, interview, DVD 60 min

Jovica Nikoli¢, 2003, interview, DVD 60 min

Branko Husti¢, 2003, interview, DVD 60 min

Ratko Amatovi¢, 2003, interview, DVD 60 min



Dragan Stanki¢, 2003, interview, DVD 60 min Habib Vljasi, 2003, interview, DVD 60 min

Vlado Trbovi¢, 2003, interview, DVD 60min Zoran Siljak, 2003, interview, DVD 60 min

Homeless Belgrade, interviews, 2003
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ConTemporary homes, central Belgrade, 2003
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ConTemporary homes, central Belgrade, 2003
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My name is Hitoshi Suzuki, | live at Tokyo Station Square in Tokyo
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Portrait of HITOSHI SUZUKI
Asahi Bank Building, Tokyo Station Square, Tokyo
scetch, banner: 30 mx8 m
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Kobayashi, 2005
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Kawasaki, 2002

Udagawa, 2005
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Hoshimoto, 2005 Fukagawa, 2002

Tokyo interviews, 2002-2005
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ConTemporary homes, central Tokyo, 2002
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ConTemporary homes, central Tokyo, 2002
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Milovan Destil Markovic on the Text Portraits of Homeless Project,
his conversations with the homeless and the possibilities of portraits.

Interview: Claudia Wahjudi

It is quite a leap from your series Lipstick Portraits to the Text Portraits.
For the one color red Lipstick Portraits, you used world-famous women
such as Hillary Clinton and Phoolan Devi as models. In contrast, the eight
Text Portraits of the Homeless Project are of anonymous homeless men.
How did you get from one extreme to the other?

For the Lipstick Portraits, I needed famous personalities because they
were one color pictures rather than images. The viewer does not see a regu-
lar portrait, but rather red surfaces, and he remembers what he knows from
celebrity. I chose charismatic personalities from all over the world to show
the different cultural backgrounds of images using make-up. However, with
the men’s portraits, it took a little time for me to decide to use the home-
less as models. My key question was, “What is the male equivalent to female
make-up?” In Western culture, it has been the razor, ever since the French
Revolution. Shaving is an initiation rite. But to choose famous men for a
portrait series would be rather boring in the first place, and secondly, there
are not enough charismatic men. Besides, I wanted to create this image dif-
ferently.

Why, of all things, did you portray the homeless?

In my search for models, the form I chose helped a lot: the basis behind
portraits of homeless is using language and text and not pictures as much in
the traditional sense. I wanted to create a portrait out of an interview, bring-
ing together the interview and the picture. An interview is already a kind of
portrait. My creative work consists in choosing a central passage, a still, that
is transfigured as an image. The subject would be recast as a global phenom-
enon, but this time anchored locally, and it should be an antithesis to glam-
our, fame and femme fatale images. Homelessness is a phenomenon of the
city that occurs worldwide but is strongly centered in the local. The home-
less in Homeless Project are men without house or home. In traditional so-
cieties, the man built the house in which the woman then settled.

In traditional thinking, homeless men are also robbed of their manhood?
They are failures: in society, in the family and ...

... to themselves?

Yes. The most important elements for me were the stories. These people
have something to say — about life, about their lives — that a famous person-
ality most likely could not say.

In both series, were you looking for subjects that did not fit the ideal of
their genders? Giving up the role of nurturer and protector in order to be
in the public eye is less understood for women than it is for men.

Yes, although that was not my original intent. For me, the panel came first
and the question was which form it would take.

| = -—.I--'- : i

Markovic, Homeless Berlin, Uwe vom Ufer, 2004, interview
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Homeless Project, recording a homeless man
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Did you plan from the beginning that Homeless Project would use so many
elements: interviews, videos, photographs, eight pictures for the exhibit in
a gallery and a billboard on the public space?

No. That’s the way the project developed. The key element was the in-
terviews. I had decided to do camera interviews, so I could have both: the
picture documents and the tone, the text. That was enough material for me
to begin with. Out of the mass of information, I had to build a profile, all in
one color, compressing one still and finding the 10 or 15 key sentences.

What interview technique did you use?

In Belgrade, Tokyo and Berlin, I did 20 to 25 interviews for an hour each
with homeless people. The interviews began with “police information:”
name, place of birth, place of residence and the length of time of homeless-
ness. I needed this information to begin the conversation. Later the camera-
woman and I just let the interviewees run. Some needed questions because
they didn’t know what they should talk about, but others could not stop once
they had started.

In that case, did you just stop the interview?

I'had to.I gave myself parameters, as in a performance: for each inter—
viewee, we had an hour-long cassette tape. Sometimes that was a shame. With
two or three of the men, I would have liked to do five hours of interviews, but
I could not find them again because they have no fixed address.

Who were your interview subjects?

In Japan, I mostly met people in the parks or other public places that
they have made their own. The homeless in Japan are very organized: they
go into certain places and build shanties. For example, there was one who
worked in management for Sony and decided to live on the street. He want-
ed to free himself from the social structure and the hierarchical construc-
tion of Japanese society. I don’t know if he is rich or poor; it doesn’t matter.
He had lived for 15 years in one of these huts and told me that he was happy
as he never was on the other side. In Belgrade, I interviewed homeless who
were persecuted in the war and were expelled from their homes: Serbians
who had fled Croatia, Bosnia and Kosovo. Others had been mercenary sol-
diers but afterwards landed on the street. Unfortunately I did not get to talk
with the other side, since I did not have projects in Zagreb and Sarajevo. In
Germany, I met one man who had lived with his mother in Brandenburg his
entire life. When he was 40, his mother died suddenly and he ended up on
the street. I was interested in the point at which the subjects entered home-
lessness — these were big decisions for them.

In Homeless Project, you concentrated on “visible homelessness” without
interviewing people living in state or charitable facilities or forced to live
with family and friends. It is interesting that you did not talk about hous-
ing shortages, which is cited as a classic cause of homelessness in the lit-
erature on the subject.

That’s right. Having a home does not necessarily solve the problem. The
problem is upheaval such as war or the German unification. When a person
loses a home, there are always more factors at play; not just the fact that he



has no apartment or house, but also his history, such as his childhood, and
the violence of his daily life, not just larger catastrophes. To dismiss that
would be a lie. Often, the psychological background plays a big role. Many
homeless are stuck so deep in their situation that they need social support in
order to find a socially acceptable position again.

Out of a 60-minute interview, you chose a passage of three or four min-
utes. How did you reach the final extract?

I read. We had the interviews transcribed - in slang, how they were spo-
ken, with all the mistakes. Then I reduced the texts in much the same man-
ner as I reduced the Lipstick Portraits to color.

As a sculptor who must carve away material to find the form, you carved
away the text until one quote remained?

Painting is adding, but shaving is taking away; it’s sculptural work. The
quote consists of a closed piece; I have not made a collage. The selected per-
son made his own particular way through the interview, spoke about certain
topics and thus exhibited his character, his profile. So it was not difficult to
find the 15 sentences to describe the background of the subject or his cul-
ture. In a traditional portrait, let’s say the Mona Lisa, maybe 10 percent is the
character of the subject. That’s not much. The rest is clothing, haircut, make-  soviet Army tanks face U.S. Army tanks, 1961, at the
up. A classic portrait does exactly as much or little to portray a person as my ~ "edrichstrasse checkpoint (Checkpoint Charlie), Berlin
Text Portraits do.

Out of the eight short passages from the interviews that were selected for
each city, how do you choose one particular quote for the city billboard?

That depends on the context. I speak with the people in each city about
the quotes and about the current politics and mood there to figure out
which one of the eight would fit. I should not make this decision on
my own.

Can you give an example?

With my first project, in Belgrade, I initially chose a very politically
charged interview. I thought it would fit; the interview subject had a
lot to say about society and he criticized the war in Bosnia and the Ser-
bian Church. But when I spoke with others involved, they expressed
doubts: the elections would be taking place right after when I wanted to
put up my billboard. It was clear to me that I should avoid being used
politically or help either party get more votes. As an artist, I want to
stay neutral, and I do not want someone’s message that was given in a
certain context placed into a totally different context. I do not want to
manipulate.

But you filter. Is it your wish to define the image of the homeless for
the public?

I always want to show a portrait as a portrait. What the viewer thinks or After the bombardment, Belgrade, May 1999
not depends on him - there is no additional information on the billboard.
But he should not immediately think, “Aha, this is about homelessness.” The
passer-by can ask himself whether the billboard is an ad or a political pam-
phlet. This ambiguity is very important for me.
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Mao Tse-Tung, Tiananmen Square, Peking

e

Markovic, Portait of Detlef Binder, Potsdamer Platz, Berlin,
digital print on transparent material, approx. 8o m x 8 m
(sketch)
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Why did you choose buildings as the media for the portraits?

My work deals with images in public space as has been done since the
Russian Revolution and with which the Russian avant-garde took issue. In
Eastern Europe and other countries with a one-party system, the billboard
was and is a political ad; in Western Europe and countries with similar sys-
tems, it is used commercially and covers whole buildings. Even in the Islam-
ic world, where there is a ban on images, the billboard is either an expres-
sion of Western commerce or a medium for socialist-realist images, as influ-
enced by the Soviet Union. I am using their form for the portraits of people
who count as nothing and nobody in society, in places where commerce or
power dominate. I'm shuffling the deck.

A building - a roof over one’s head - is what the homeless lack.

This is the contradiction with which this project deals. I need these build-
ing because they are in consumer areas. The homeless also go there; there is
something for them to get - a little bit of money. In these same places are of-
fices where decisions are made about millions or about war and peace. When
I deal with the firms located there about using their facades for my bill-
boards, I speak with managers who have power, and the next morning I meet
with people who live on the street.

On which buildings are the billboards already placed and on which build-
ings should they be placed in Moscow and New York?

In Belgrade, I used a building on Terazije Square in the city center in an
area that is now a business center. Earlier, there was a portrait of Tito there
and slogans for the state, brotherhood and labor. In Berlin, I initially wanted
to put it up on Potsdamer Platz, but it was very complicated. Now it is in a
central area — at Checkpoint Charlie - with many tourists and businesses.
In Tokyo, it is on the post bank in the center of Tokyo Square, where
crowds of people gather and shop nonstop. In Moscow, I am looking
for a place where political portraits used to hang and which is now
used commercially. In the USA, the architecture will play a bigger role;
in New York, with its skyscrapers, I have to approach the dimensions
differently.

It is very symbolic that in Berlin, there were no businesses that want-
ed to display the portrait.

The refusal of the businesses reflects the huge crisis in the Berlin
real estate market. There is no desire to be charitable because things
are going poorly for the business itself. When I bring up the subject of
homelessness with my billboard, I am causing yet another problem. In
Germany, people would much rather leave charity to the state than in
== the Anglo-Saxon countries. That is very disappointing to me. The topic

W of homelessness is immediately blocked out. There is a nice passage in

Empire by Antonio Negri and Michael Hardt about the poor and how im-
portant they are for the economy. The whole economy profits from them.
People should be aware of the poor and help them to boost the economy. In
Germany, they have not yet realized this.



What was the reaction in other countries?

Refusal came in other forms. In Belgrade, for example, a minor bureau-
crat wanted money in exchange for his help. And in Tokyo, they wanted to
see what others were doing before they committed to doing anything them-
selves. That meant that no one made a decision. The employees in the public
relations department are afraid of a new topic like mine; they think that it
could be dangerous and that they could be risking their jobs.

Was there anything in the interviews with the homeless that surprised you?
I had not expected to get so much information about the state, social pol-
itics and society. That really surprised me.

Such as?

Something about how people lived in the GDR, that people also sent their
mothers flowers, that in everyday life, people lived as people did in, say, Re-
gensburg. Between East and West there is not such a great difference. But
there are crucial differences that make one man homeless and not another:
places where there was war or economic upheavals or floods, acts of God.
The differences naturally include the cultural background and the moral cli-
mate. In India, for example, everyone gives the beggar money. In Germany,
however, they expect him to find a respectable job. I learned a lot about the
different cultures from what the subjects had to say.

European literature has portrayed homelessness as either a romantic life
of freedom, focusing on roaming and itinerancy, or it has used homeless-
ness as a warning to the bourgeoise and nobility that they can also fall,
as in Balzac’s Oberst Chabert, who after the loss of his love and without
the structure of the military, loses his way and his fortune and dies as an
anonymous, deranged vagabond.

This is what Negri and Hardt called “the dangerous freedom of the poor”
But fear of homelessness is, in part, a northern European view. In the south,
in the Mediterranean, the poor person — quasi a modus operandi - is treat-
ed as a part of society and is recognized as an individual. He is, so to say, the
fool in the king’s court who can say anything. In the south, homelessness is
fated. It is the similar in Japan.

In Belgrade and Tokyo, you photographed the sleeping places of the home-
less. Why?

The photographs relate to the portraits in the series: I was interested in
the dwellings as images of their owners. Besides, I was interested in their
impermanence, the technical know-how of their builders and their mix of
materials, space and culture. The photographs are by-products and are dis-
played in the installation as the interviews are.

What story do these dwellings tell?

I wanted to know: which material is the most flexible, which lasts the lon-
gest, which is used in which culture, which is available on the street? In To-
kyo, for example, the shanties have floors because in Japan people sleep on
the floor. So even the poorest have floors. In Belgrade, this is unimaginable.
In Belgrade, if you have a floor, you are rich. In Berlin, it is forbidden to
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Saparmurat Niyazov, Fidel Castro, Kim Il Sung
and Kim Jong Il, Mustafa Kemal Atatiirk
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sleep on the street or to build temporary dwellings. Here the state has more
control: agencies and welfare institutions offer emergency accommodations,
so there aren’t any shanties in Berlin.

Aren’t there also global similarities in homelessness?

A businessman in Tokyo lives differently than a businessman in New
York, even when both work for Sony. They are affected by their local context.
This is also true for the homeless.

Do you view the photos of the shanties as architecture, documentary or
portrait photography?
They are photos of fagades, not three-dimensional buildings.

I ask, because homelessness is not an uncommon topic in art, especially
in documentary photography. Then there is narrative photography, such
as Boris Mikhailov’s series Case History or Dayanita Singh’s portraits of
a eunuch living in a cemetery. Intervention by artists to improve the situ-
ation of the homeless is quite common, such as the Homeless Vehicles
sculptures by Krzyzstof Wodiczko or the mobile medical
provisions of the Gruppe Wochenklausur in Vienna. How
does the Homeless Project fit in?

I was interested in an image and I approached the topic
from the point of view of this question, not the other way
around. In the ‘20s, artists and intellectuals worked to ap-
proach workers and the poor. Such contact always took place,
and they were very important. It’s like in Neapolitan cooking:
the inspiration always comes from below.

Is the discussion of homelessness in art part of a larger ef-
fort to bridge the assumed divide between art and life?

Perhaps not to bridge it, but to live it. Artists are free
enough to figure out something of their own. I did not have
a preconceived formula of how the Homeless Project should
go. If I may take journalism as an example ...

...please ...

... there is a certain form that is expected from the employer or from the
reader. But in art, you can perhaps go this way, perhaps that way, and maybe
you will not exhibit here, but there. The form is more free than in journal-
ism or politics. My work deals with politics, but that is not my primary
concern. My major interest in this project is the picture.

In 2000, Jochen Gerz created a work about the homeless in Paris: Les Mots
de Paris was exhibited in front of a church, and Gerz also used quotes
from the homeless. However, he engraved these on glass plates, placed them
on the ground in front of bus stops and provided them with a slot for
money so that a homeless association could get some benefit from it. And
for the length of the project, he hired homeless people. Have you also ar-
ranged such cooperation with those involved?



No, I cannot manage such an effort alone. My contribution consists in the
fact that I bring attention to the issue with my project. A percentage of the
sales from the work go to the homeless center that helped me contact the
interviewees.

Can art, by collecting money or offering practical help, suggest solutions?
Or is that not the role of art?

Art is inherently political, and everything that goes on in the public
sphere relates to its role. But as an artist, it is one thing to give a big speech
and another to go beyond and find a way to draw attention to the work situ-
ation and the homeless. That requires give and take. That is a suggestion but
not yet a solution. A solution? Such a project makes a momentary ripple and
makes sure that different people deal with the subject of homelessness. Be-
cause everyone is potentially homeless.

That is why people are afraid of this topic.

I have been asked why I am doing Homeless Project and if I am afraid
of homelessness. Yes, homelessness is not something that you want to go
through.

Homeless Project is your first work in public space. Why did you decide on
this step?

Maybe because of my past. I grew up in a state where portraits and pho-
tographs of famous people were displayed in public space. Now I am at the
point in my life where a step into the public space makes sense: as a boy, I
had to read the pamphlets in Belgrade, and now I can hang them myself in
the center of Berlin or Tokyo.

The late revenge of Milovan Markovic?

Yes (laughs). But seriously: I have always had problems with the cult of
personality and the cult of commodity; it doesn’t matter who or what they
spin. My work is something like the reverse of this cult and its ideology.

Homeless Project also follows cult rules. You do not see the subjects in the
portraits, and in the Ten Commandments it says: “Thou shalt not make
unto thee a graven image, nor any manner of likeness ...” The Text Por-
traits have to do with cults.

It has to do with iconoclasm. I am very cautious about images and the
possible cults surrounding them. I don’t see such a big difference between
an advertising billboard image of an athlete performing and a socialist pic-
ture of workers looking to the future. In Lenin’s time, Socialist Realism, not
Suprematism or Constructivism, won the fight of who was to represent the
image of the new man. The question was, “Why?” and the answer from the
political center was, “Because the people understand Socialist Realism bet-
ter” The communist states rephrased Christian iconography into one-party
system iconography. Marx, Lenin and Stalin, for example, would be depicted
as the Holy Trinity. I am not saying that this was done intentionally, but in
their presentation and perception, not much changed. The big companies do
the same thing today, as Naomi Klein has pointed out in her book, No Logo.

Campaign for the state elections, Berlin, 2006
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Butacontradictionremains. Ononesideyouexpressskepticismabout
the use of portraits. On the other side, the traditional portrait ennobles
the subject. That is exactly what you are doing by placing the image of a
homeless person in public space: lifting up someone who stands very low
in society.

Yes, only I don’t utilize the familiar forms as they are usually used. As I
said before, a billboard with a Riefenstahlesque body or with Coca-Cola
is not so far away from the earlier images in Moscow, or in Tehran or Bel-
grade. Only now it is not about Leninism, but buying. Tomorrow it could be
something else more dangerous than shopping.

With your portraits, you make people visible who are mostly not named
in the debate about society. That is a political act, right now, to form a new
class society in many places. So your portraits are also political portraits.

You could say that. As an artist, I have my opinion and my critical posi-
tion, because I have spoken with 75 people. One lost his job, one a company,
one became homeless for political reasons, one lost his apartment because
he came from the GDR and did not know how to approach social agencies,
and so forth...

Could you say that your type of portraiture generates democratic portraits?
Yes, but I would not call them that. I would rather call them “cult-less”
portraits, because they don’t focus on just one person, but on many. For me

there is not a big difference between working on art or on society, because
art is always a picture of society. Even the Mona Lisa reflected her society:
the hair was cut one way and not another, the clothes followed a certain
look and women were not emancipated. You can see all that in this portrait.
In the public space, there is more to add: I can’t talk about genius, because I
pay closer attention to the other members of society. You register the socio-
political situation more precisely and learn to take political responsibility.

That responsibility is also one of the viewer, who, unlike a gal-
lery visitor, does not see your work voluntarily. What can you
expect of him?

I have a responsibility to the people portrayed. But to the re-
cipients? Architecture does not ask that either. Does the Christ-
mas tree ask passers-by if they are Muslim? In my opinion, art
poses no threat: art, compared with the capital behind adver-
tisements, has very little power. It is different when art is politi-
cally organized and represents the state.

Do you envision doing further work in public spaces?

I don't like to repeat myself. There are very few opportunities
to work with pictures in the public space: mostly it is sculpture
or objects or billboard art that comes from graphic design and advertising.
But if I could explore something new, why not?

Claudia Wahjudi is an editor with Berlin city magazine Zitty and also works as a freelance culture
journalist. Her work has been featured in art and culture publications including, among others,
Kunstforum International, Metropolis M, Der Tagesspiegel, Frankfurter Rundschau, taz, Emma and
u_spot. Her own publications include Metroloops. Berliner Kulturentwdirfe (Berlin, 1999) and Hand-
buch Antirassismus (together with Mirko Heinemann and Alfred Schobert, Essen, 2002).
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SELFSHAVE on 06.05.00
Textile paint on cotton towel, 2000, 100 cm x 50 cm



SELFSHAVE on 25.03.00
Textile paint on cotton towel, 2000, 100 cm x 50 cm
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SELFSHAVE on 30.08.00
Textile paint on cotton towel, 2000, 100 cm x 50 cm



SELFSHAVE on 08.10.00
Textile paint on cotton towel, 2000, 100 cm x 50 cm
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SELFSHAVE on 15.09.00
Textile paint on cotton towel, 2000, 100 cm x 50 cm




SELFSHAVE on 19.02.00
Textile paint on cotton towel, 2000, 100 cm x 50 cm
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SELFSHAVE on 17.10.00
Textile paint on cotton towel, 2000, 100 cm x 50 cm




SELFSHAVE on 20.09.00
Textile paint on cotton towel, 2000, 100 cm x 50 cm
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Bojana Pejic
Working on the Face

The face is politics.
Deleuze/Guattari, A Thousand Plateaus, 1987

When asked to describe his artistic practice, Milovan Markovic usually states
that in the last ten years, he has been “working on the face”[1] On a theoreti-
cal level, this work has entailed his inquiry into the social production of the
face. On the level of artistic practice, his focus shifted from installations to
painting, and around 1995, he started to “produce faces”; this production re-
sulted in a body of work he came to name Transfigurative Portraits.

The Face

Markovic commenced researching the representation of the human face in
various religious traditions and then turned to the secular context, explor-
ing the presence of the face in the public iconosphere. These investigations
helped him acknowledge that the human face is not a universal category, but
that its production is fully dependent on the immediate social surroundings
in which the face appears: it may appear in religious art, in secular “high” art,
in mass culture, on a street billboard; the face is also worked on in every-
day life, where the acts of “putting on a face” (by wearing make-up or shav-
ing, for example) are performed daily. Moreover, all these diverse produc-
tions of the face that we encounter in one culture are not fixed and stable,
but change over time[2], and, furthermore, they are, as a rule, not shared by
all the members of the society but only by some of them. How are we, then,
to define the face? Perhaps it is best to turn to Thomas Laqueur and para-
phrase his “Archimedean point” as regards the human body: the face could
be well defined as a space between the real, transcultural face and its repre-
sentation.[3] This space between is an interactive sphere, which, according to
Norman Bryson, consists of “the complex interaction among all the practices
which make up the sphere of culture: the scientific, military, medical, intel-
lectual and religious practices, the legal and political structures, the structure
of class, sexuality and economic life, in the given society.”[4] In this social
space, which differs from culture to culture, the concept of the face is being
negotiated and formulated, constructed and deconstructed, theorized and
pictured, worn and taken off.

All these observations should be, I think, taken into consideration when
we discuss the genre of portrait painting today. Traditionally, the making of
the portrait was based on co-presence, i.e., proximity of the sitter and artist;
in the last thirty or so years, this convention has been irrevocably lost and to-
day there is hardly a relevant painter who paints people according to nature.
Instead, today’s painters rely mainly on those faces that are looking at us from
city posters, TV screens or newspapers. These faces are often defined as “ma-
chines of intimacy” since they suggest closeness, but only simulate proxim-
ity. Due to this, faces have become media of presence-at-distance, as Manfred
Fassler put it.[5] In producing portraits, artists manufacture representations

1 An unpublished interview with the artist, Berlin,
May 2000.

2 Danish art historian, Simon Sheikh, remarked
that in the media culture of the 1980s, “having a
face” was quite significant for those AIDS-scared
times, when “the face was once again the essence
of the body." He holds that in the more physical
1990s, “the body” came back. S. Sheikh, “Close-up,
Face Off - Contemporary Art, Film and Fragmenta-
tion,”in Lene Crone and Lars Movin, Eds., Close-
Ups, ex. cat., Copenhagen: Nikolaj, Copenhagen
Contemporary Art Center, 1999, 96.

3 Thomas Laqueur, Making Sex - Body and Gender
from the Greeks to Freud, Cambridge, Mass., and
London: Harvard University Press, 1992, 16.

4 Norman Bryson, “Semiology and Visual Inter-
pretation,”in N. Bryson et al., Eds., Visual Theory:
Painting and Interpretation, New York: HarperCollins
Publishers, 1991, 72.

5 Manfred Fassler’s term “Fernanwesenheit” (pres-
ence-at-distance) is cited in Thomas Macho, “Das
prominente Gesicht: Notizen zur Politisierung

der Sichtbarkeit,” in Sabine R. Arnold et al., Eds,
Politische Inszenierung im 20. Jahrhundert: Zur Sinn-
lichkeit der Macht, Wien et al.: Bohlau, 1998, 171.
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6 Guy Debord, The Society of the Spectacle, Detroit:

Black & Red, 1983. [original: La société du spectacle,

Paris: Editions Buchet-Chastel, 1967.]

7 Gilles Deleuze, “Plato and the Simulacrum” [1969]
cited in Hal Foster, The Return of the Real, Cam-

bridge, Mass., and London: The MIT Press, 1996, 104.

8 Unpublished interview with the artist, Berlin
1997.

o Cf.Lidija Merenik, Beograd: osamdesete [Bel-
grade: the 1980s], Novi Sad: Prometej, 1995.

Markovic, Zestoki press, club Akademija, 1982, Belgrade
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after representations, using as a “model” an already-made image - the image
produced in/by mass media (press photography, film, television, Internet and
occasionally, art history). In other words, in painting portraits, contemporary
artists rely on faces that have been previously instituted in mass media with-
out sharing modernism’s longing for an “origin” or “original presence” Guy
Debord would say that they take a position of “spectators,” given that they
keep to the “second-hand” experience.[6] In repeating faces from the me-
dia, today’s portrait producers maintain the major imperative of the portrait
genre, which is similarity between the portrayed subject and his or her repre-
sentation. In producing a “copy” of a face that has already been worked on by
another medium, however, they end up with a figurative image.

This is exactly where Milovan Markovic starts. His transfigurative works
are all portraits, which, however, do not show faces. Instead of making “cop-
ies” endowed with physical resemblance, he presents us with the simula-
crum, which, as Deleuze wrote, “calls into question the very notion of the
copy and the model”[7] Since the mid-1990s, he has been working on three
series, of which Selfshaves, consisting of eighteen self-portraits, is completed
(2000-2001) and the other two, Lipstick Portraits and Text Portraits, are still
in progress. Lipstick Portraits (initiated in 1995) is an open series compris-
ing up to now twelve paintings of renowned women from Asia, South and
North America, and Europe. For each portrait, the artist employs a different
lipstick color that for him corresponds to the woman’s cultural background
and race. The lipstick paint is uniformly rubbed onto the velvet surface, cov-
ering its original color. After the application of the lipstick, which, like a new
“skin,” protects the soft surface, the velvet is stretched and mounted with a
golden frame. In portraying women, some of whom are regarded as “icons”
of our time, Markovic does not repeat their faces, which are familiar to us
due to their (over-) presence in the media of mass reproduction. Instead, he
shapes the women’s individuality with utterly pictorial means (by a particu-
lar color of lipstick), but indicates their identities with a nominalist gesture,
i.e., via their names presented on metal plates placed on the lower side of the
frames.

In Lipstick Portraits, Markovic approaches his “models” as discursive fig-
ures whose fame, “image” and ultimately, “charisma,” are in great part pro-
duced through their visibility in mass media, and in fact, for us mortals, they
only exist in and by visual representations. In Homeless Project (a series start-
ed in 2002), Markovic deals with an opposite politics of representation that
involves the production of invisibility of a particular social group — homeless
men. In undoing such politics, Markovic conceived of an ongoing project of
contextual art practice that has so far been performed in Belgrade, Tokyo, and
Berlin. The artist carries out video interviews with homeless men and then,
after selecting a particular fragment indicative of the men’s lives or world-
view, “translates” video statements into the medium of painting: the resulting
“image” is a text portrait. The statements are first printed on large-scale can-
vas, and afterward colored by hand with skin-tone pigments. Besides video
scenes and text portraits that are shown in a gallery space, in each of the cit-
ies where the project has evolved, one text portrait of a homeless man is in-
stalled on a city facade. Once in the public space, the portrait of the homeless
man and a rather personal story about his individual (and destitute) social
condition enters into competition with images/signs of commercial and po-
litical promotion.



The Icon

Before he commenced working on the face, Milovan Markovic went trough a
working period he retrospectively called “preparing the ground.”[8] Although
this phrase is commonly used by painters who prepare canvases and paints
for their paintings, in Markovic’s case, this phrase has a specific connotation
that does not come from contemporary painting practices, but from icon
painting. This was a tradition that he acknowledged only after he
completed his studies at the Faculty of Fine Arts in Belgrade.

Milovan Markovic started exhibiting in the early 1980s, in
a decade that was marked by a “return to painting” Operation
painting, which then boomed on the international art market,
was carried out by a new generation of painters who recycled
traditional artistic role models and conditions of production
and did not have many problems with the role of art as com-
modity. The figures of the genius and the “hero-painter” (as a
rule, a male painter) of the 1980s microwaved, as it were, the no-
tion of high art and authorship that had been thoroughly ques-
tioned during the 1970s. In contrast with his colleagues in the
former Yugoslavia who became seduced by figurative expres-
sion and who vacillated between the German Neue Wilde and
the Italian Transavanguardia, Markovic did not find the politics
of expression, art of appropriation and cynicism typical of the
1980s appealing. He has instead shown inclination towards the
conceptual and iconoclastic strategies of post-’68 art; since the beginning of
his career, he has never restricted himself to using just one medium, but has
rather worked with non-painting media such as installation, performance,
photography, and, occasionally, video. While there was a trend in Belgrade
known as New Wave Painting[9], Markovic, more than any other member
of his generation, was directly involved in the New Wave music scene: be-
sides taking part in exhibitions, he was organizing art and music events at the
Faculty of Fine Arts, and even producing set design for cultural
programs of TV Belgrade. In this, his position among his art col-
leagues in Belgrade was indeed unique.

After finishing his studies of painting under professors who
were either abstract painters or who at least offered their stu-
dents an education informed by the modernist canon, Markovic
immediately turned down stretched canvas as well as the con-
cept of the “finish fetish” He was much more interested in the
process and therefore commenced working with given gallery
spaces transforming them into “total environments” or spatial
paintings, having, however, limited duration. These works with/
in real space, which directly involved the viewers, manifested
his interest in an art with direct social and utopian disposition.
Yet another element was involved in his spatial works, on a both
theoretical and practical level: besides his interest in modernist
heritage left by Ives Klein, Kazimir Malevich and Piet Mondrian,
Markovic turned to explore a tradition he adopted as his own. This was the
Byzantine “doctrine of the icon,” which had established a particular “theory
of the image” and promoted a specific relation to space; this theory and its

Markovic, Novi prostor / New Space, paper on wall, 1980,
Galerija SKC, Belgrade

Markovic, Fragmenti slike: spomenik / Fragments of
Painting: Monument, paper on wall, 1982, Galerija SKC,
Belgrade

105



10 Marie-José Mondzain, “The Holy Shroud,” in
Bruno Latour and Peter Weibel, Eds., Iconoclash,
Karlsruhe: ZKM, 2002, 327.

11 Eric Alliez and Michel Feher, “Reflections of a
Soul,”in M. Feher et al., Eds., Fragments for a History
of the Human Body, Part One, New York: Zone, 1989,
47-84.

Markovic, Gate of Harmony, gold leaf and tar on canvas,
Aperto ‘86, 42nd Venice Biennial, Venice, 1986

12 P. A. Michelis quoted in E. Alliez and M. Feher,
ibid., 76.

13 During the iconoclastic controversies, it was
seriously discussed whether the face of the “divine
ruler” (Christ) or his “earthly representative” (the
emperor) should appear on the metal money. Thus,
the dispute over icons deeply implicated two in-
divisible - and at the same time invisible - things:
political power and economy. See Marie-José
Mondzain, Image, icéne, économie, Paris: Editions
du Seuil 1996.

Markovic, Prototype New York, photos, mirror and gold leaf
on slippers, Berlin Divided, 1992, P.S.1 Museum, New York
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subsequent applications in Byzantine and later Serbian Christian Orthodox
medieval art were to become central to Markovic’s understanding of picto-
rial space.

The icon doctrine, formulated during the iconoclastic controversies in
Byzantium (730-786, and 813-843) postulated the icon as a sign of the “invis-
ible God” Byzantine scholar Marie-José Mondzain points out: “The doctrine
of the icon is a long construction of the procedures that make it possible
to reproduce without showing, to attain the invisible in the visible, to show
divine infinity without locking it in the idolatrous enclosure of the drawn
line and contours”[10] It is true that in many other religious traditions, the
play of visibility and invisibility has an equally important role, but Byzantine
theoreticians and practitioners elaborated a specific, if not unique, relation
to painted space exemplified in the invention of the reversed perspective. The
icon painter is to avoid the third dimension, the “dimension of the body,
because it is considered to be an obstacle for reaching the “forth dimension,”
that of the soul.[11] As it left the “dimension of matter” behind, Byzantine art
invented ways of depicting bodies in a state of weightlessness. What mattered
now was the face: “In order to represent the depth of man’s internal life, art
no longer needed to evoke the body’s harmonious proportions; now it con-
centrated attention on the characteristic features of the face and its expres-
sivity, on the eyes, the lips and the wrinkles of the face of these ascetics whose
dematerialized, stiff bodies remain suspended in a space, as if they were ‘not
of this world””’[12] Due to the animosity towards three-dimensional represen-
tations that found its peak in the iconoclastic wars, freestanding sculpture
gradually disappeared from Byzantine sacral art. What remained, in the way
of sculptural work, was only the bas-relief that appeared either as a part of
architecture or as a “frame” for the icons in the iconostasis. Consequently, the
site where the image (eikon) is situated is merely a flat surface - the wall is
a support for frescos, the floor for mosaics, wooden panels for the portable
icons and last but not least, the surface of golden or silver coins.[13]

In his installations of the early 1980s, Markovic was primarily concerned
with flatness and thus used the wall of the “white cube” as support and frame
for his works. At that time, he worked with paper and produced unstretched
canvases coated with bitumen and golden signs. In doing so, he did not re-
sort to citation or reprise of iconographic models emerging in Byzantine and
medieval art; rather, as an associate of the Russian/Soviet avant-
garde, Malevich in particular, Markovic linked non-objectiv-
ity with spirituality, examining not forms but the “effects of the
icon’[14] in contemporary culture.

Upon his arrival in West Berlin in 1986, Markovic opened his
series titled Prototypes.[15] It included a number of installations
composed of sculptural and painted units that occupied not only
the walls but also gallery floors. Some elements staged in these
spatial works were designed for a particular exhibition site and
lasted only temporarily, and some others had an independent ex-
istence as specific objects in which Markovic continued exploring
spatial and pictorial potentials of the icon tradition (the golden
aureoles indicating the presence of the face, and the use of wax, for
example). At that time, he introduced into his practice elements of
the ready-made, such as Euro-palettes, for example, serving as the



“carriers” of frail materials (wax and gold). Markovic considers that with the
Prototypes of the early 1990s, he accomplished his “work on the ground” and
started formulating his prime artistic objective: “the work on the face”

The Transfigurative

Around 1995, Milovan Markovic began making portraits, but in revisiting
an old genre, he neglected portraiture’s conventional capability to disclose a
resemblance. Indeed, both his Lipstick Portraits and Text Portraits manifest a
radical detour from the tradition of “realistic” or iconic imagery. Given that
none of these portraits deliver what is expected from a portrait in the Western
context, a display of the face, it is easy to conclude that Markovic tries — and
even succeeds — to produce portraits emptied of images. The reverse is true.
Markovic’s portraits do offer us faces, but do not seduce us with their repre-
sentational aspect. We could label these portraits “abstract,” “non-figurative”
or even “post-figurative” Markovic, however, calls them transfigurative.

The term transfigurative has a double meaning for Markovic. It suggests,
first, that his portraiture lies beyond and on the other side of the figurative. His
female and male portraits are pictorial representations in which he is cease-
lessly testing what lies behind the possibility of iconification. The notion of
transfigurative cannot be fully understood if we disregard the cultural and
artistic traditions that lie behind it: the heritage of the twentieth century’s
abstraction and the post-cubist pictorial space, which, as modernist theo-
reticians used to claim, managed to prevail over a centuries-long “terror of
the representational” The modernist picture space, as earlier with Byzantine
icons, is conceived in terms of flatness and thus it must avoid any perspec-
tive illusion of the third dimension as it was instituted in the Renaissance.
In the context of modern art, this first occurred with the cubist revolution,
which, according to Clement Greenberg at least, freed painting from repre-
sentation[16], in which the non-representational is taken to be a substitute
for non-figurative.

However, in discussing the advent of abstract painting, Francis Frascina
reveals an important aspect involved in its reception, claiming that, “the con-
cept of non-figurative as a deliberate mode presupposes that figurative is
what is normally expected” Such a theoretical position challenges a long-
lived modernist doctrine shared by the pioneers of abstraction and their later
followers, for whom “pure” abstract art (painting in particular) had inevitably
broken all the ties with first-hand reality: this detachment brought about art’s
full autonomy. Frascina departs from modernist essentialism and proffers in-
stead an approach in which the strict boundary between the abstract and the
representational is actually blurred: “[T]he possibility of abstract paintings
being seen as paintings (that is to say, as potential forms of high art) depends
upon our tendency to look at their surfaces as other than merely flat - to
look at them, in fact, as potentially figurative”[17] This occurs, it seems to me,
when we look at Markovic’s transfigurative works, as they entail a process of
going through the figurative. One can describe the transfigurative portraits
as those that are no longer and not yet figurative: no longer, as the initial im-
age (the model) for the portraits, which comes from the media iconosphere
(press and electronic means in the case of Lipstick Portraits, and the video
interviews in Text Portraits) is here re-presented in such a way that the por-
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trayed face does not resemble its media original; not yet, because as soon as
we read the title of the work and understand that we are looking at a portrait,
we must activate our visual memory and project onto the “empty” surfaces
the face we know from the media.

The term transfigurative has in Markovic’s work yet another meaning. Even
though the spiritual routine of “unveiling the face” (so crucial for the making
of traditional icons) was important for his formation, the notion of trans-
figuration here loses its original religious connotation.[18] The transfigura-
tive should rather be understood as his artistic procedure, a modus operandi
common, as it were, to the painters and photographers involved in portrai-
ture: they actually transfigure, i.e., transform the three-dimensional reality
(the human body, the face) in an attempt to obtain its planate translation - an
image on flat surface that is freed of the “ballast of the objective world,” as
Malevich had once put it.

In dealing with the medium of the face, however, Markovic does not make
up portraits that involve a degree of likeness to or identity with the persons
he has chosen as models: his portraits are indeed faceless. It may, therefore,
seem that the artist breaks here with Western pictorial practices in which the
notion of the portrait is premised on the idea of resemblance or likeness. In
elaborating on the ideology of images, W.J.T. Mitchell discusses a notion of
image as likeness and comes to the opposite conclusion. He argues that in our
tradition, the word “image” is taken to be a “resolutely non- or even anti-pic-
torial notion.” He explains: “This is the tradition which begins, of course, with
the account of man’s creation ‘in the image and likeness’ of God. The words
we now translate as ‘image’ (the Hebrew tselem, the Greek eikon, and the
Latin imago) are properly understood, [...] not as any material picture, but
as an abstract, general, spiritual ‘likeness’ The regular addition, after ‘image;
of the phrase ‘and likeness’ (the Hebrew demuth, the Greek homoioos, and the
Latin similitude) is to be understood, not as adding new information,
but as preventing a possible confusion: ‘image’ is to be understood not
as ‘picture’ but as ‘likeness, a matter of spiritual similarity”[19] Seen
from this perspective, transfigurative portraits could be said to engage
a similar kind of spiritual resemblance. However, in contrast with
our humanist and Christian tradition in which, as Mitchell assumes,
the image is formed by an abstract or universal likeness, Markovic
introduces a likeness that is not general, but instead gendered: the
works for which he uses the lipstick are “naturally” portraits of wom-
en, whereas those with texts are portraits of men. In both female and
male portraits, spiritual likeness is linked with flatness.

The Surface

In elaborating on “abstract machines producing faciality, Deleuze and
Guattari concluded that “the face is a surface,” and indeed all other compari-
sons they employ when discussing the face revolve around the notion of the
surface (“the face is a map” or “the screen with holes”).[20] Even though their
theory may be influenced by film images, they do not write here about repre-
sentations of the face in visual arts. When we turn to the field of painting, it
is easy to speak of face-as-surface. The question is what the face gains when it
is represented on flat support, be it wall, canvas, paper, or film screen. Further



questions follow. First, why should the two-dimensional image be presumed
to promise, and even guarantee, the “presence” of the spiritual? Second, why
are modern-age faces represented on surfaces mostly believed to tell the
“truth” of the face? And third, why does Markovic in his faceless Lipstick and
Text Portraits employ surfaces (velvet and canvas, respectively) in order to
suggest — like many artists in the tradition of abstract painting - that what
counts in the portrait is “spiritual likeness” and not iconic repetition of the
face?

Even though it seems that in Markovic’s practice, the concern with flat-
ness comes from two different sources - one the Byzantine icon, and the oth-
er the modernist painting canon - the opposite is true. These two sources
(one “Eastern,” the other “Western”) are both informed by the same philo-
sophical tradition, namely, Neoplatonism, which refutes any representation
of the third dimension and geometric perspective.[21] With the advent of
photography, art could cease to be a mere window onto the visible world, a
world made of transient and deceiving appearances; artists started to look for
“truth” elsewhere. In embracing the essentialist tradition, many early mod-
ernists started to search for the “immutable essence” or “truth” and went back
to the Neoplatonic heritage.[22] This is exactly the philosophical thought be-
hind the Byzantine icon, slightly adapted, however, to fit the Christian doc-
trine of salvation. Byzantine art is often believed to be the first truly meta-
physical art because it broke with a selective imitation of nature and turned
towards depicting the inwardness of the mind. This was not a planar dimen-
sion anymore, as in Egyptian art, but rather the planate dimension.[23] Such
a concept of pictorial space offers a flattened image, and on the basis of this,
Clement Greenberg construes the parallels between Byzantine and modern-
ist art. He points to the pictorial, non-tactile effects of the painted surface
and the “extra-artistic” impact such a surface produces on the viewer. He
writes: “The new kind of modernist picture, like the Byzantine gold and glass
mosaic, comes forward to fill the space
between itself and spectator with its ra-
diance” The process of gradual flattening
of the pictorial space from Gauguin to
Cubism to Newman, Rothko and Pollock,
Greenberg thinks, could find its parallels
in the Byzantine pictorial tradition since
the “Byzantines dematerialized first-
hand reality by invoking a transcendent
one”[24] Even before Greenberg wrote this, American artists affirmed: “We
wish to reassert the picture plane. We are for flat forms because they destroy
illusion and reveal truth”’[25] In contrast, American modernists belonging to
the later generation were far less (if at all) interested in associating flatness
with truth. Andy Warhol belonged to this new generation, and he, perhaps
more than any artist of his time, understood not only the implication of sur-
face in art (as in his silkscreen paintings), but in contemporary culture in
general.[26]

Several critics who wrote about Markovic’s Lipstick Portraits read them as
“monochromes,” thus establishing a lineage with the modernist experience
of monotint painting. None of the critics who discussed his Text Portraits
mentioned that these works on canvas are also monochromes, as the artist, in
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idea of depth per se. The depth of close-up is not
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23 E. Alliez and M. Feher, “Reflection of a Soul,” op.
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applying texts to canvas, employed a single skin-like color (pigment) in each
case whose tone differs from portrait to portrait. In both female and male, we
are confronted with the procedure of “one surface - one color” (C. Ratcliffe),
which is obvious in the lipstick portraits, where the paint is applied over the
entire surface, and less transparent in the homeless portraits, where we pay
less attention to color and method of execution, since we are more focused
on reading the texts.

If we accept that the modern/ist monochrome is a historical antecedent
of Markovic’s portraits, then we can recall here Alexander Rodchenko, Yves
Klein or Pierro Manzoni, whose practices are considered to be the peak of
modernist experience. Ann Eden Gibson analyzes monochrome painting as
the epitome of Modernism: “As a modernist icon, monochrome painting ap-
peared to be, as well as to stand for, ‘testing’ of painting’s limits that isolated
the essential and discarded the inessential. Read this way, their Spartan self-
sufficiency posited monochrome as somehow objectively, universally recog-
nizable as painting’s essence — as paradigmatic painting”[27] “Silence” and
“blankness” attributed to the monochrome surface is habitually based on
the presumption that the application of just one color frees paintings from
the representational. Art historians have demonstrated many times that the
European modernists and their American colleagues (Robert Ryman and Ad
Reinhardt, for example) used different ways to arrive at the point of the “blank
canvas.” However, discussing “emptiness” and the “zero degree” of painting,
Charles Harrison contends: “To talk of blank painting is not simply to con-
ceive of an empty canvas. On the contrary, the typical “blank” painting is a
canvas made apparently blank - or apparently almost blank - through the
application of paint” He also dismantles the trust in monochrome as “mute”
panting: “The surface of an almost blank painting may be - has been - black
or white or gray. Its texture may vary - has varied - from the dense and de-
tailed to the smooth and even. It is not possible that this surface should ex-
clude all possibility of figuration or association.”[28] Gibson proffers a simi-
lar line of thinking and argues that the monochrome “is hardly an escape
from the figuration, since monochrome is eminently open to an array of fig-
ural interpretations. It has to do, rather, with monochrome’s juissance, with
its play with figurations”[29] In these recent approaches, which destabilize
modernist reading of monochrome, one important aspect is not revealed and
this is the relation of monotint painting to language: even though the mod-
ernist practitioners as well as critics who supported them tended to obscure
(if not negate) the role of language in “silent canvases,” abstract artists them-
selves have had to resort to language. The representational element emerges
in the form of the titles of their works, which, as often as not, provide the
viewers with narrative clues or the subject matter of their paintings. When
Markovic presents the name of the portrayed subject in front of a single-col-
ored surface that is purely pictorial, he in fact disrupts the monochrome’s al-
leged capability of self-reference, as he does not hide, but instead deliberately
reveals his referential content: the woman’s name is a textual supplement that
is an integral part of her portrait.

Besides this, the other means by which Markovic subverts the tradition
of monochrome is the frame: moreover, a frame leafed with gold. Modernist
practice in painting is performed as a continual liberation from the frame,
given that this parergon (Derrida) as a three-dimensional “addition” to the



painting disturbs viewers’ concentration on the flat pictorial space. Mondrian
expressed this most succinctly, stating that, “the framing causes sensation of
three dimensions” because it “gives the illusion of depth ...”[30] In Markovic’s
case, the aureate frame surrounding the velvet surface does not have the func-
tion of establishing any perspectival delusion; rather, the gilded frame, akin
to aureoles that represent light around the head of a divine figure or a saint in
medieval art, indicates that the portrayed face is there, although not visible.

The Mask

Markovic’s female portraits in which he employed lipstick are not simply
a happy encounter of “high art” and “low material,” but are also works that
question the understanding of make-up as a “deceptive surface”: this is a
trope recurring in Western philosophy and theory, spanning from Plato to
Hollywood and its figure of the femme fatale. Cosmetics have been perceived
as a “fallacious mask” concealing a woman’s “genuine” self, as a cover that
must be wiped away to reveal a woman’s “true face” In contrast to abundant
literature dedicated to female modes of beautification, there is hardly any
relevant study that exclusively discusses the role of make-up in the produc-
tion of masculinity, although over the past thirty years, the ‘man’s world’ has
undergone radical changes. If some twenty years ago, masking and make-up
were a privilege in “arty” circles (as in camp), today it is unimaginable that a
male politician or leader would appear before photo and TV camera without
“putting on a face,” let alone with a two-day beard. If the beard was a sign
of “true masculinity” only a century ago, and later indicated a refusal of the
society-in-order (with the hippie movement), today, the beard has become a
look by which we recognize the “other”: Muslims, terrorists, and last but not
least, homeless men.

Nonetheless, the practices of masking and its conceptualization are still
stereotypically associated with womanhood only. Consistent with patriar-
chal representation, the dialectic model of the mask vs. the face has been
supplemented with a further set of oppositions such as truth/untruth, sur-
face/depth, outside/inside, fagade/substance, and appearance/essence. Until
relatively recently, Western cultural construction of la femme heavily relied
on these binaries, in which “femaleness” as a rule belonged to the negative
parts of these couplings. If we are to consider womanliness as a “play of sur-
faces” and as “putting on masks,” then we should also bear in mind that these
assessments are in part nourished by the negative implications of the mask in
the Western world. Comparatively observing masking conventions and their
ambiguities in different cultures, anthropologist David Napier points out:
“In the West, the word ‘mask’ has come to connote something disingenuous,
something false, but in many other cultures, such connotations do not per-
tain, or at least are secondary to the development of personae that the mask
incarnate. For Westerners, persona tends to be distinguished from personal-
ity rather than accepted as part of it’[31] Similar considerations feed into a
philosophical tradition that could be, as some theorists argue, traced back
to Plato, where the “appearance” is set against “truth.” In the Christian tra-
dition, which had always manifested a deep-seated uneasiness about nudity
(and ultimately, sexuality), the mask had assumed the status of the “false face”
or even the “absent face” In his book on portraiture, Richard Brilliant also
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elaborates on the ambiguity of masking in the Western world: “Real masks
are hollow, but the masks that civilized people (sic) put on have no physi-
cal existence separate from their own flesh, their ‘own’ face, although what
lies behind them may be impossible to know. They are both transparent and
opaque, because such masks conceal the being within from others, blocking
their access to it, while simultaneously making a social commitment to these
same others by presenting some visible, comprehensible form of the self that
might be recognized”[32]

In her article “Making up the Truth - On lies, lipstick and Friedrich
Nietzsche,” Catherine Constable starts indeed with Plato and explores philo-
sophical and later psychoanalytical and feminist implications of make-up by
analyzing various theoretical constructions of the opposition between the
“surface” of the mask and the “truth” of the face: “The common-sense view
of make-up defines cosmetics as a mask which covers over the true face. This
basic model of opposition between the mask and the face can be seen to feed
into a dialectical model of appearances versus truth that begins with Plato
and later informs the work of contemporary feminist theorists such as Luce
Irigaray and Laura Mulvey”[33] In reviewing the existing literature dealing
with this subject, she follows the valuable writings by Mary Ann Doane[34],
and tries to deconstruct in a feminist way the notion of the mask and make-
up founded upon usual binary models fostering an incompatibility of sur-
face (appearance) and depth (the truth). Constable maps out an “alternative
construction” of make-up and “femininity” and turns to Nietzsche, who, in
The Gay Science, for example, establishes an anti-hermeneutics informed by
a revalorization of the surface, which ultimately brings about a collapse of
the oppositions of surface/depth and appearance/reality. Circling around
Nietzsche, Jacques Derrida holds that “truth” can only be a “surface.” In Spurs,
as Nietzsche earlier, he takes up the idea of “veiling” and associates “the ques-
tion of woman” with instability, indecisiveness, and dissimulation, which are
for him operative concepts helping to destabilize the notion of metaphysics
otherwise central to his philosophical writing. This line of thinking offers, as
it were, a more complex appreciation of masking, veiling, and make-up, as
they bypass the negative pairing figuring in the depth-versus-surface and the
truth-versus-deception model.

Some recent ideas on masking, in contrast, avoid this stereotype, and con-
ceive of the mask either as “the face itself, the abstraction or operation of
the face”[35], or draw attention to the function of the “false face” as a kind of
shelter: “In this respect, the mask is a token of the desire for self-protection,
which is varyingly exemplified by a growing of beards, the elaboration of
hairdo or artful reshaping of eyebrows, the wearing of wigs, jewelry, or make-
up, the practices of dyeing, plastic surgery ... and countless other forms of
physical editing”’[36]

The Masquerade

Markovic’s Lipstick Portraits and Text Portraits offer clear gender positioning
in which femininity is associated with public achievement, fame, and ulti-
mately, power, while masculinity is linked with social failure, anonymity, and
powerlessness. This may occasion a number of questions.



Does Markovic propose here an inversion of a patriarchal vision of wom-
en’s and men’s social and gender roles? Indeed, all portrayed women are cho-
sen because they are successful in their professions and on account of their
social and political engagement. The men, in contrast, figure in Markovic’s
work precisely because they are “losers” and social outsiders who enjoy zero
visibility in both life and in the media where they are represented, not as
individual subjects, but as a faceless “collective body” that points to the “oth-
er side” of our society steeped in a myth of abundance. On the other hand,
Markovic’s gender constellation may as well trigger a completely opposite
question: do his women portraits reactivate — instead of destabilizing - the
patriarchal technologies of representation? In Lipstick Portraits, the female
celebrities are presented as “image,” as something to be looked at, and, as a
feminist critic would remark, they are even painted with a “typically female”
utensil, the lipstick. In contrast with the prominent women who seem to be
here “sexualized” and framed as image (in both the metaphorical and literal
sense), the homeless men in the Text Portraits acquire their public visibility
through speech (the interviews), which is then transferred into written lan-
guage. All in all, Markovic’s gender setting may sustain — yet again - those
time-honored concepts of femininity and masculinity according to which
women “appear” as speechless subjects, whereas men acquire their subject
status via language. The mentioned dilemmas, which every decent feminist
would point out, require, I believe, some additional explanation.

Lipstick Portraits include women who all bear their “masks of fame”
Here are women whose profession is linked with “glamour”: film, pop, op-
era, and fashion stars like Catherine Deneuve, Madonna, Jessye Norman, and
Vivienne Westwood, respectively. Next to them is Gal Costa, who became one
of Brazil’s foremost female Tropicalismo movement singers and guitar players
during the late sixties and seventies. The series includes portraits of politi-
cians such as Hillary Clinton (The First Lady of the U.S.A. at the time and
today an American senator) and two women politicians from Asia, Pakistani
Benazir Bhutto and Burma’s human rights activist Daw Aung San Suu Kyi
(who received the Nobel Prize for Peace in 1991); beside them is a Hindu,
Phoolan Devi, an Indian politician, outlaw and rebel known as the “Bandit
Queen” or female “Robin Hood” (who was assassinated in 2001). Markovic’s
gallery also includes two royal women, Sonia, the Queen of Norway, and
Princess Masako of Japan, and finally, one philosopher based in France, Julia
Kristeva.

This global panorama of female celebrities could certainly be compared
with Andy Warhol’s silkscreen paintings of women considered to be American
icons, such as Marilyn Monroe, Liz Taylor or Jackie Kennedy, whose faces
he multiplied, repeated and varied in different colors. Warhol’s portraits are
not based on a direct face-to-face encounter between the artist and the sit-
ter, given that, as some critics rightly remarked, Warhol did not deal with
“truth” about Monroe as a person but rather with “her public image, an im-
age which per definition is infinitely reproducible. Warhol is depicting not
so much a person as a product”’[37] When approaching Warhol’s portraits,
those of Monroe in particular, some Marxist critics acknowledged a “seem-
ing acceptance of the reduction of a woman’s identity to a mass-commod-
ity fetish”’[38] Moreover, feminist deconstruction of patriarchal regimes of
representation was rather influent, and the work also turned to consumer-
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43 Joan Riviere, “Womanliness as a Masquerade”
cited in M. A. Doane, Femmes fatales, New York and
London: Routledge, 1991, 25. Originally published
in: The International Journal of Psychoanalysis, 10,
1929.

44 A.Warwick and D. Cavallaro, Fashioning the
Frame, op.cit., 130.

45 Peter Marcuse, “Abandonment, Gentrification,
and Displacement: the Linkage in New York City”
[1986] quoted in Martha Rosler, “Fragments of a
Metropolitan Viewpoint,”in Brian Wallis, Ed., If You
Lived Here - The City in Art, Theory, and Social Activ-
ism, (A Project By Martha Rosler), Seattle: Bay Press,
1991, 36.

46 This tendency was very obvious in Berlin, for
example, where Markovic, searching for a facade of
an office building, contacted more than 40 owners
and/or institutions and each time received a nega-
tive answer.

47 M. Rosler, op. cit., 33.

48 Allan Sekula cited in Rosalyn Deutsche, Evic-
tions — Art and Spatial Politics, Cambridge, Mass.,
and London: The MIT Press, 1998, 170.
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ist society, which, as Laura Mulvey once argued, necessitates that “a woman
must buy the means to paint on (make-up) and sculpt (underwear/clothes) a
look of femininity, a look which is the guarantee of visibility in sexist society
for each individual woman.”[39] It is easy to use similar arguments apropos
Markovic’s portraits of femmes célébres, as visual seduction is here performed
through fetishizing the commodity form, suggested by the very materials he
employed for painting them: the lipstick, whose phallus-like form has obvi-
ous sexual connotations (exploited ad nauseam in advertising, where it is
usually shown as entering a woman’s lips). This is a piece of make-up that
conventionally stands for female eroticism and seduction, but which at the
same time signals the vanitas of appearance and the transience of existence.
Moreover, Markovic frames the portraits with gold, a color whose secular
meaning is associated, on the one hand, with the triviality of kitsch and on
the other, with a “dream world” of glamour.

All this leads to a conclusion that Markovic’s velvety female portraits ap-
pear to conform to the regimes of representation that manufacture “woman”
as “image” and ultimately commodity icon fit for global consumption. Thus,
it seems that Lipstick Portraits indeed reduce women who successfully prac-
tice their professions in the different parts of the globe to “typically feminine”
rituals of beautification and wearing of make-up. Feminist theorists of the
1970s shared an animosity towards make-up practices, and, similarly to male
authors, placed woman’s “true face” against the “falseness” of make-up. In ad-
dressing the same dichotomies, feminists such as Luce Irigaray in her philo-
sophical discourse and Laura Mulvey in her theories of female spectatorship
took a rather negative stance as regards masking and make-up; they criti-
cally recognized make-up as a “patriarchal strategy” that constructs feminin-
ity as pure appearance, as it stresses woman’s role as visual object, serving
to support the male subject. More recently, however, feminist authors who
deal with codes of beautification have introduced a less rigid understanding
of make-up and female beauty, suggesting that this daily practice may trig-
ger two rather different positions: “Women debate whether an elusive ideal
of beauty is a menacing, male-fabricated myth that victimizes women or an
avenue of self-realization by which women become empowered agents.”[40]
Indeed, the meaning of cosmetics, and coloring of the lips in particular, is no
longer defined as a habitual opposition between surface and substance: “The
lipstick both conforms to the use of the female form as a clichéd repository
of patriarchal values and subverts it”[41]

Taking up the issue of subversion, the question to be asked is not wheth-
er Markovic’s Lipstick Portraits reproduce an essentialist comprehension of
femininity; the question is rather what notion of femininity these portraits
endorse. The notion of femininity that these artworks put forward is, I trust,
the concept of “femaleness as a masquerade,” elaborated in 1929 by English
lay analyst Joan Riviere, whose work is frequently revisited in recent femi-
nist, film and psychoanalytic theory.[42] In her most influential piece of ana-
lytic writing, Riviere tends to go beyond Western dualistic thinking, part of
which is a discourse of two types of femininity, the intellectual and the gentle
feminine. Instead, she asserts that all femininity is masquerade and perfor-
mance: “Womanliness therefore could be assumed and worn as a mask, both
to hide the possession of masculinity and to avert the reprisal expected if
she was found to possess it [...]. The reader may now ask how I define wom-



anliness or where I draw the line between genuine womanliness and
the “masquerade” My suggestion is not, however, that there is any such
difference; whether radical or superficial, they are the same thing.’[43]
Conceptualized in this manner, the mask ceases to indicate the “absence”
of truth: it is a construct and resistance to patriarchal norm, which due
to its performative disposition, could be mobilized in a variety of pos-
sible ways. We may thus assume that women represented in the Lipstick
Portraits wear “the mask of femininity” in the way described above, but
Markovic’s practice indicates yet another understanding of the mask:
given that these famous women are publicly exposed personalities who
have to show their “faces” on a daily basis, the mask could be understood
as a desire for protection of privacy. As Bakhtin believed, the mask is
an “involvement shield, whereby individuals protect their privacy at the
same time as they commune with others,” and in doing so they “manage to
isolate themselves, yet simultaneously project intended identities on the ex-
ternal world.”[44]

The Facade

Text Portraits are paintings belonging to Markovic’s Homeless Project, which
started in the public space, namely with the interviews the artist carried out
with homeless men in Tokyo, Belgrade, and Berlin. Even though the video in-
terviews and handmade text paintings are shown in art spaces, the main goal
of the project is to “turn back” the homeless problem to the street by visual-
izing the linkage between destitution and town development: in each of the
cities where the project was realized, a text portrait of one homeless man is
printed on a banner and installed on a fagade.

Homelessness is a critical social issue that visual artists started to address
in the early 1980s, particularly in the U.S. of the Reagan era, where the pro-
cess of gentrification was immediately accompanied by anti-loitering law,
which brought urbanist Peter Marcuse to conclude: “Homelessness exists
not only because the system is not working but because this is the way sys-
tem works.”[45] When responding to homelessness, artists usually mount a
similar critique, stressing the fact that each society tends to neutralize this
problem by producing the invisibility of this social group.[46] On the other
hand, when occasionally homeless people become visible in the news media,
they appear exactly as a stereotypical “group” in which the members of the
“group” feature as de-individualized and depersonalized. In order to correct
these state/media strategies, the majority of artworks focusing on unhoused
persons tend to render the homeless problem visible and, in doing so, shed
light on individual members of the “group” Martha Rosler sums up such a
procedure: “it ‘humanizes’ by particularizing”[47] American artists and theo-
rists who have coped with this theme developed a contradictory discourse
debating whether photographic practice is appropriate here at all, since it
further neutralizes homeless men and women by presenting them in an “ar-
tified” manner, a tendency that Allan Sekula once named “the ‘find-a-bum’
school of concerned photography.”’[48] Markovic’s Homeless Project also re-
veals these contradictions, as he also resorts to the documentary method and
interview format: in the portraits of homeless men, he “humanizes” and in-
dividualizes a member of the “group.” However, in contrast to photographic

First of May Parade, with portrait of Marshal Tito (in the
background), Terazije Square, Belgrade, May 1, 1947

Braco Dimitrijevi¢, Casual Passes by, 1971, photographic
documentation, 4 parts 3x (270 x 238 cm) and 87 x 67 cm,
artist’s property, photograph: Archive Braco Dimitrijevic¢

Cigarette advertising
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Follower of Dionisii, St. John Chrysostom and St. Basil,
16th century AD

49 R. Deutsche, op.cit., 51.

50 Unpublished interview with the artist, Berlin,
February 2006.

51 John Berger, Ways of Seeing, London: British
Broadcasting Corporation and Penguin Books, 1972,
149.

Agit-construction with photomontage walls, Sverdlov
Square, Moscow, May 1, 1932
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image, which, once exhibited in art context or in media, “attempts to restore
a surface calm that belies underlying contradictions”[49], Markovic’s picto-
rial representations are not “calm surfaces,” as they do not conceal but make
instead make the conflicting social matrix transparent. This transparency
is obtained by the use of language, which is here the constitutive element
establishing the visibility of a homeless individual. In the video interviews
(each lasting one hour), language is present in the form of speech: a homeless
man, shown only in close-up, narrates about his life. In the painted portraits,
Markovic transfers speech from the interview into a text, which is now ap-
plied to canvas with pigment (250 x 86 cm). Each text portrait presenting a
confession pronounced in the first person is, for Markovic, “the best close-up
you can get.’[50] By reading these textual close-ups, we learn that problems
enmeshed in the homeless condition are not universal, since they differ from
place to place (say, from Belgrade to Berlin to Tokyo). We also understand
that this condition is not a collective “fate” shared by the homeless as a social
“group,” given that reasons for becoming homeless also vary from person to
person.

The banners with the text portrait of Dragan Stankic installed on an of-
fice building on Terazije Square in Belgrade (2003), and that of Peter Scheller
mounted on a facade at Checkpoint Charlie in Berlin (2006) are subversive
visual signs that disrupt two basic ideologies displayed on the cities facades:
political advertising and commercial marketing. During the Cold War, the
facade was indeed a site in which the differences between the Western and
Eastern ways of life were perhaps the most evident. In the West, as John
Berger remarked thirty years ago, commercial culture has had the following
impact: “Publicity turns consumption into a substitute for democracy.’[51]
In the East, the portraits of Lenin and Mao (standing for the East, “ideolo-
gy” and the breaking of human rights) were incompatible with the Marlboro
Man or Marilyn Monroe (personifying the West, “freedom” and democracy).
Within Western mass culture, the “public face” of a movie or pop star was
(and still is) productive in that it “construct[s] ideological subject positions
(i.e., imaginary relationship between the image/character and the viewer/
reader)”’[52] In the democratic setting, the faces of politicians used in elec-
toral campaigns have been, in Roland Barthes’s understanding, the best “anti-
intellectualist weapon,” since the photographic portraits confirm paternalis-
tic quality (and virility) in an election, sending a message to voters: “Look at
me: I am like you”[53] Under state socialism, the portraits of the leader also
confirmed the paternalistic and virile features of Communist power, but in
contrast to the West, the “public faces” were meant to stay forever, since the
petrifying of these faces in monuments was as common as the production of
the face on a flat surface (banners on fagades or photographic albums). The
iconophilic “nature” of Communist power is thus sometimes recognized as
having Byzantine roots: “Political representation has a double signification,
in first projecting the physical persona of the revered leader, and secondly in
constructing an ideological community of shared interests. This entails find-
ing a form that mediates between the corporeal person and transcendental
icon”[54] The face of the leader had been exposed to (or rather imposed
on) “his” masses, as in street celebrations, for example. In addition, the “red
icons” underwent mass consumption as well, as numberless photographs
of Socialist homes containing leaders’ portraits testify. Communist “public



faces” such as those of Lenin, Stalin, Mao, Tito, or Ulbricht were
not simply “expression of power” or a manifestation of inherent
iconophilia, but rather representations (iconic, symbolic, or oth-
erwise) that we read today as signs performing spatialization, i.e.,
the realization of Communist power.

In our post-Communist age, the cityscape of almost every
world’s metropolis has become a cacophonous network of publi-
cizing faces. Markovic mimics the rules of the game, which is no
longer restricted to the West (as Berger described it in the 1970s),
but is played globally: “The visibility of public figures for the sub-
ject of mass culture occurs in a context in which publicity is gen-
erally mediated by the discourse of consumption.”[55] Indeed, in
today’s democratic public spaces, there is basically no big visual
(i.e., formal) difference between the photograph of a political can-
didate whose electoral posters promise us a “better life” (in the
near future) and advertising for plastic surgery that “guarantees”
us our new, “better selves” (again, in the future). Regardless of
the futurological message it transmits, each public face we see in political
and commercial advertising tends to address us “directly” and “personally.”
Markovic’s Text Portraits address us from the facade in the same way, but
these ‘talking faces’ speak of here and now; they tell about things that are “be-
hind the fagade,” thus establishing a merging of the public and the private,
indicating the link between the homeless and social changes - be it rede-
velopment (as in Tokyo and in Berlin) or economic transition and post-war
circumstances (as in Belgrade).

Like any other ‘public face’ that flashes in the public iconosphere and soon
disappears, portraits of homeless men occupy the city’s facades for a restrict-
ed period of time. Even so, they do contribute - temporarily, alas - to the
“production of the city,” as they point at a fusing of social and spatial rela-
tions involved in this production. Following Henri Lefebvre and material-
ist urban theorists, Rosalyn Deutsche does not view the urban setting as a
neutral “context” or “backdrop” for art practices, but instead analyzes spatial
forms as social structures that “produce” the city: “[T]he built environment
- and visual and textual images of the city — can only be rescued from idealist
doctrines and analyzed as social in the first instance if, released from the grip
of determinism, they are recognized, as other cultural objects have been, as
representations. Neither autonomous in the aesthetic sense — embodiment of
eternal aesthetic properties — nor social because produced by an external so-
ciety, representations are not discrete objects at all but social relations, them-
selves productive of meaning and subjectivity.’[56]

Bojana Pejic was born in Belgrade in 1948. She studied art history and worked at the Student
Cultural Center in Belgrade from 1971 until 1991, where she organized many programs and curated
shows. She has been practicing art critique since the mid-1970’s, and was one of the editors of the
art-theoretical journal Moment, edited in Belgrade (1984-1991). She moved to Berlin in January 1991,
and is now working as a freelance art critic/curator. She was chief curator of the exhibition After the
Wall - Art and Culture in post-Communist Europe, organized by Moderna Museet in Stockholm in
1999, which traveled to Budapest and Berlin (2000). She held the Rudolf Arnheim Guest-Professor-
ship at Humboldt University (Berlin), Art History Department, during the Summer Semester 2003.
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52 Leerom Medovoi, Mapping the Rebel Image:
Postmodernism and the Masculinist Politics of Rock in
the U.S.A., Cultural Critique, Nr. 20, 1991-92, 156.

53 Roland Barthes, “Photography and Electoral
Appeal”[1970], in R. Barthes, Mythologies, London:
Vintage, 1972, 91. (italics in original)

54 Albert Boime, “Perestroika and the Destabiliza-
tion of the Soviet Monuments,”in ars, Nos. 2-3,
Bratislava 1993, 218. (special issue on “Totalitarian-
ism and Tradition”)

55 Michael Werner, “The Mass Public and the Mass
Subject” [1991], in M. Warner, Publics and Counter-
publics, New York: Zone Books, 2005, 169.

56 R.Deutsche, op.cit., 224. (italics B. P
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AUNG SAN SUU KYI
JESSYE NORMAN
GAL COSTA
PRINCESS MASAKO OF JAPAN
BENAZIR BHUTTO
JULIA KRISTEVA
QUEEN SONJA OF NORWAY
HILLARY CLINTON
CATHERINE DENEUVE
MADONNA
VIVIENNE WESTWOOD
PHOOLAN DEVI
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Portrait of JESSYE NORMAN
Lipstick on silk velvet, frame with composition gold leaf and engraved brass plate, 122 cm x 86 cm, 1996
Collection of Contemporary Art Museum Kumamoto



Portrait of AUNG SAN SUU KYI
Lipstick on silk velvet, frame with composition gold leaf and engraved brass plate, 122 cm x 86 cm, 1996
Collection of Contemporary Art Museum Kumamoto
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Portrait of GAL COSTA
Lipstick on silk velvet, frame with composition gold leaf and engraved brass plate, 122 cm x 86 cm, 1996
Collection of Contemporary Art Museum Kumamoto



Portrait of PRINCESS MASAKO OF JAPAN
Lipstick on silk velvet, frame with composition gold leaf and engraved brass plate, 122 cm x 86 cm, 1995
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Portrait of JULIA KRISTEVA
Lipstick on silk velvet, frame with composition gold leaf and engraved brass plate, 122 cm x 86 cm, 1996
Collection of Contemporary Art Museum Kumamoto



Portrait of BENAZIR BHUTTO
Lipstick on silk velvet, frame with composition gold leaf and engraved brass plate, 122 cm x 86 cm, 1995
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Portrait of QUEEN SONJA OF NORWAY
Lipstick on silk velvet, frame with composition gold leaf and engraved brass plate, 122 cm x 86 cm, 1995



Portrait of HILLARY CLINTON
Lipstick on silk velvet, frame with composition gold leaf and engraved brass plate, 122 cm x 86 cm, 1995
Collection of Contemporary Art Museum Kumamoto
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Portrait of CATHERINE DENEUVE
Lipstick on silk velvet, frame with composition gold leaf and engraved brass plate, 122 cm x 86 cm, 1995
Private collection Berlin



Portrait of MADONNA
Lipstick on silk velvet, frame with composition gold leaf and engraved brass plate, 122 cm x 86 cm, 1999
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Portrait of VIVIENNE WESTWOOD
Lipstick on silk velvet, frame with composition gold leaf and engraved brass plate, 122 cm x 86 cm, 1995
Collection of Contemporary Art Museum Kumamoto



Portrait of PHOOLAN DEVI
Lipstick on silk velvet, frame with composition gold leaf and engraved brass plate, 122 cm x 86 cm, 1995

135






Yoshiko Honda

Transfiguratives

Milovan Markovic’s Tranfiguratives series features portraits of famous wom-
en from all countries and fields. The list of figures includes singer Jessye
Norman, actress Catherine Deneuve, designer Vivienne Westwood, philoso-
pher Julia Kristeva, politician Hillary Clinton, etc.

Markovic gathers information on the woman who should be painted, and
once he has decided on a specific image, he chooses the most suitable color
to depict her from a palette of lipstick produced in the former East Germany.
Carefully painting in the fine velvet, he uses around 60 lipsticks for each por-
trait. To complete the work, he chooses a special gilded frame, inscribes the
name of the painted figure on a brass plate, and installs the picture in the
frame.

We compare the glossy canvas created from the intimate medium of lip-
stick skin rendered in bold red, pink, and purplish red with the name on the
plate and, further comparing with colors allocated to others, we try to con-
firm the relation between “that color” and “that person.” The idea of the will,
desire, and role of the woman projected by the lipstick colors gives an added
dimension to the image.

These portraits are minimal in simple colors, but the gilded frame is adopt-
ed from classical painting frames following the long traditions of portraiture.
This supports its meaning as a portrait and indicates a key to interpret the
contemporary portrait.

To “transfigure” means to change the original appearance into something
more noble. Since the images of these famous people appear everywhere in
the mass media, the portraits can be said to be filled with a refined and noble
elegance that reproduces a symbolic rather than figurative image.

Throughout the history of art, artists have sought to express universal
truth, and viewers have been trained to interpret the essence through what
was visualized. Because his images of the women are not directly related to a
single situation, and concrete shapes are avoided, the observer is evoked into
facing the picture earnestly and striving for a deep interpretation. It could be
called a warning to the modern media society, that people are vulnerable to
trusting visualized things and allowing no time for questions of truth.

Transfiguratives lead the observer through the silence to reveal the secret
image, and through time to create new stories about the people depicted, as
portraits that can hand down their images.

Yoshiko Honda is curator at Contemporary Art Museum, Kumamoto, Japan.

First published in Attitudes 2002, Kumamoto,
Contemporary Art Museum, 2002.
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BIOGRAPHY

Curriculum Vitae

Born 1957 in Cacak, Serbia. Lives in Berlin
and Belgrade

1977-83
Studied painting at the Faculty of Fine
Arts, University of Arts, Belgrade

1980-85
Cooperates with Studentski kulturni
centar (SKC), Belgrade

1981-85
Founded group Zestoki (with Vlasta
Miki¢), Belgrade

1982-84
Founded and directed (with Vlasta Miki¢)
club Akademija at Faculty of Fine Arts,
Belgrade

1982-85
Organizes series of events Zestoki
Desavanja, Belgrade

1983
M.A., Faculty of Fine Arts University of
Arts, Belgrade
Art symposium Sopocani, Sopocani,
Serbia
Study of icons and frescos in Byzantine
and Serbian monasteries

1984-85
Cooperates with Boris Miljkovi¢ and
Srdjan Saper on TV Galerija, Radio
Television Belgrade, Belgrade

1985
DJ events at the club Akademija, Belgrade
Organizes exhibition Total Art Work,
Galerija SKC, Belgrade

1986
Studio in West Berlin

1987
Beginning of cooperation with Sissel
Tolaas on Laboratorium projects
Study travels to Peru, Columbia, Bolivia,
and Brazil

1989
Organizes Sava Projekt (with Sissel
Tolaas), Shipyard Sava in Macvanska
Mitrovica, and Park of the International
Center Sava, Belgrade

1990
Begins to work on Prototypes

1991
Atelier at Kunst-Werke, Berlin

Art symposium Mileseva, House of
Revolution, Prijepolje

1992
Organizes Red Cross - International Art
Action, (with Ryszard Wasko and Raffael
Rheinsberg), Berlin, Lodz, Prague,
Bratislava, Budapest, Sarajevo, and Tirana
Organizes a soccer game Artists against
curators at the opening of “Berlin 37
Raume”, Kunst-Werke, Berlin

Organizes support for state independent
media in Belgrade during the war in
Yugoslavia

1993
Organizes exhibition Privat, Kunst-Werke,
Berlin

1994
Begins to work on Transfigurative Painting
Founded mock-up, Berlin

1999
Work on internet project worldbeograd
(with Vlasta Miki¢, Miroljub Marjanovic),
Berlin, Belgrade, New York

2002
Begins to work on Homeless Project

2003
Art symposium Istanbul Art Museum
Foundation, Turung, Turkey

Awards and Grants

1983
24th October Salon Award, Belgrade

1984
Grant for Young Artists, The City of
Belgrade, Belgrade

1986
Politikina nagrada, Vladislav Ribnikar
Foundation Award, Belgrade

1990
Mileseva White Angel Award, Prijepolje

1991
Arbeitsstipendium, Senate of Berlin,
Berlin

1996
19h Memorial of Nadezda Petrovi¢ Award,
Cacak

2000
The City of Ca¢ak Award, Ca¢ak

Grant from Pollock-Krasner Foundation,
New York

2004
Hauptstadtkulturfonds, Berlin

2005
Katalogforderung, Senate of Berlin, Berlin

Collections

Department of Culture, City of Belgrade,
Belgrade

Kunstmuseum Disseldorf, Dusseldorf
Museum of Contemporary Art, Belgrade
Landesmuseum Joanneum, Graz, Austria
Vladislav Ribnikar Foundation, Politika,
Belgrade
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International Center Sava, Belgrade
Kinstlerférderung des Landes Berlin,
Berlin

House of Revolution, Prijepolje, Serbia
The Artists’ Museum, £6dz, Poland
Wands Castle, Knislinge, Sweden
Evangelisches Altenheim Wahlscheid,
Lohmar, Germany

National Museum, Belgrade
Contemporary Art Museum, Kumamoto,
Japan

Istanbul Art Museum Foundation,
Istanbul

Neuer Berliner Kunstverein, Berlin

and private collections: Berlin, Belgrade,
New York, Tokyo, Cologne, Oslo, Rome
etc.

Solo Exhibitions

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

142

1985
Euharistija, Salon Muzeja savremene
umetnosti, Belgrade (cat.)
Bilder, Zeichnungen, studio d, Ingrid
Daci¢, Tibingen, 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¢,
Tlbingen, 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 llija So3ki¢),
org.: Croatian Association of Artists
(HDLU), crypt of St. Duje Cathedral, Split,
Croatia

1988
Satzgegenstand, Monumentenstrasse 24,
Katakomben, West Berlin

1989
Laboratorium: Australe — Boreale (with
Sissel Tolaas), org.: Briihler Kunstverein,
Orangerie Schloss Augustusburg, Brihl,
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 Lutzowplatz, 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, facade 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

Group Exhibitions (selected)

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

1980
Mladi ‘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 najmladje generacije,
Salon Muzeja savremene umetnosti,
Belgrade
Workshop and exhibition of students
from the Faculty of Fine Arts Belgrade,
Kunstmuseum Disseldorf, Dusseldorf,
Germany

1982
New Now, GalerijaPinki,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 fur
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.)
Kritic¢ari su izabrali, Likovna galerija
Kulturnog centra Beograda, Belgrade
(cat.)

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, Serbia
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
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; Kiinstlerhaus, Klagenfurt;
Salzburger Kunstverein, Salzburg (cat.)

1987
33. Westdeutsche Kurzfilmtage, Luise-
Albertz-Halle, Oberhausen, Germany

1988
Kunst-Video!, Galleri F 15, Moss, Norway
Letnji susreti, Tvrdjava Lovrjenac,
Dubrovnik, Croatia
Letnji susret umetnika / Summer Artists’
Meeting, SKC, Belgrade
Kreuzung, Rhumeweg 26, West Berlin

1989
Synnyt: Nykytaiteen ldhteitd / 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 ‘go: Festival Neuer Musik,
org.: Akademie der Kiinste, Berliner
Kiinstlerprogramm 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.)

143



Malerei - Grafik - Installationen: 40 Jahre
Kiinstlerférderung 2. Teil, Technologie-
und Innovationspark Berlin (TIB), Berlin
(cat.)

Mileseva ‘90, Galerija Doma revolucije,
Prijepolje, Serbia (cat.)

Construction in Process back in t6dz 1990,
The Artists’ Museum et al., £tédz, Poland
(cat.)

1991

Berlin Divided, P.5.1 Museum, New York
Wands 1991, Wanas Castle, Knislinge,
Sweden (cat.)

Kiinstler fiir den Frieden, Galerie Ingrid
Daci¢, Tubingen, 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.LLN.N., Rhumeweg 26, Berlin

Junge Kunst, Saarland Museum,
Saarbriicken; Brandenburgische Kunst-
sammlungen Cottbus, Germany (cat.)

1993
Privat, Kunst-Werke, Berlin

1994
Umetinicka kolonija “Mileseva” Grad
galerija, Dom Revolucije, Prijepolje (cat.)

1995
Pars pro toto (en passant 9), Podewil,
Berlin (cat.)
ExtraMuros, House of Kristian Dubbick
and Eva Sjodahl-Essen, Lohmar-
Neuhonrath, Germany
Faire Face, 46th Venice Biennial, Palazzo
Bragadin, Venice
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Slikarstvo u Srbiji: osma i deveta decenija,
Vukova spomen galerija, Tr$i¢; Galerija
savremene umetnosti, Sombor; Umet-
ni¢ka galerija, KruSevac; Narodni muzej,
Pozarevac; Gradska galerija, UZice;
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 Petrovic,
Umetnicka galerija Nadezda Petrovic,
Cacak (cat.)

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
Viégskdl 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: Kriticari su izabrali 2004, Likovna
galerija Kulturnog centra Beograda,
Belgrade (cat.)

Lies, Lust, Art & Fashion: Signale der
Kleidung, Podewil, Berlin

Love It or Leave It: 5. Cetinjsko bijenale /
Cetinje Biennial V, Cetinje, Dubrovnik,
Tirana (cat.)

2006
Art Cologne, art fair, Galerie Kai
Hilgemann, Cologne

Videos and Films

1983-84
Velika invokacija / Great Invocation (with
Vesna Viktorija Bulaji¢), 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 Marjanovic), 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

Performances

1981
Spomenik umetnosti, “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
Concert of Zestoki group (with Vlasta
Miki¢, Pegi Gavros, Srba Travanov), 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 gospoina, “Letnji susret umetnika /
Summer Artists’ Meeting”’, SKC, Belgrade

1989
¢, dj, lj, nj"Jugoslovenska dokumenta ‘89"
Olimpijski centar Skenderija, Sarajevo
Laboratorium, Orangerie Schloss
Augustusburg, Briihl, Germany

1990
abcdefg,"Zeichnungen und
Installationen”, Galerie André Joliet
(Galerie Neuburger), Duisburg, Germany
Umwidilzung (with Henning Christiansen,
Sissel Tolaas et al.), “Inventionen '90",
Ballhaus Naunynstrasse, Berlin
Prototype Brescia — Know How Europe,
“La poetica materiale: Llopera 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 £6dZ 1990" The Artists’ Museum,
t6dz, Poland

LECTURES

1980
Student Culture Center (SKC), Belgrade

1981

Art History Department, University of
Belgrade, Belgrade
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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
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Translation of Text Portraits

Homeless Berlin

Erhardt Werner
yes, heres my glasses, glasses case, toothpaste, biro and these ... this plastic cut-
lery, plastic, hard plastic, so when I'm on the move, I can - a tin of fish, I like that
when I'm on the move, I like fish, tin of fish and then straight into the bin, the
empty tin, not with tomato, I like that, pull open, easy, I mean, now this is an ex-
ample.... You know. And heres ear plugs, if youre in a hostel, if someone snores,
you know, coughs or whatever, makes it quieter, doesn’t stop it, mind. When I
was in Munich - a long time, six months - here, I've got a notebook where I've
the phone numbers, of the relatives, where I ring now and then. And heres pen-
sion stuff like, you know, here. I haven’t got my rucksack here now, it’s in there.
Yes. Socks to change, underwear to change, when I have a shower, you know, you
can shower in a few places and then I need a change and I have the outside clothes
on longer of course. Then I put different trousers on and go to the laundrette
or do it on order, here in Wetzowstrafle, I have the address and there you can

Jacques Dumke

when I were a boy, I use ta think about wor it might be like to be a bomber, blowin
up bombs an all. There were yanks, in grunewald an they ad a shootin range. Yeh,
so wed go out there evenings like, and look for ammunition belts. We flogged em
on the Kudamm as jewelry, why not? Main thing, no one found out where wed got
em from, never mind, eh, I mean, spose I'm still a junkie, but now its grass, alcohol,
now and then a few Starda, sleeping pills, Valium, Medinox. Er, there’s no Medinox
these days. They’re all narcos, you know, narcotics, I mean Rodetmol and Valium,
an what else d’they sell these days? No idea. Vestborax and all that crap. What you
can get, has to be cheap, mind, but I want nowt more ta do wiv heroin, that’s over,
even started pinching from my workmates for that, needed the cash, then I found
a couple wiv God knows what stuck in their arms, already turned blue and green.

Lothar Goerke
God only gave us one nose, cos we couldn’t've stuck two in the glass, we'd’ve
had to lap up our wine... course, it’s a shame in’t it. yeh, but I've no other mot-
to left in my life, no sir, not since i saw that protest would be no good. oh, 'm
past the age of protest, what can I say? I don’t mean I agree wiv all that, but
Ive got so far now, I say what good can I do, it'll soon be all over, yeh, like they
say, yeh, I can’t change anything - don’t want to these days, sometimes takes
a long time before you get it, see that all you're doing is running around, for
some folk or other to manipulate, an object of manipulation, that you're be-
ing exploited someow, for their interests. Yeh, one way or another, it makes
you sad, some’ow, yeh, so you say: fuck off, all of you, what the hell, yeh, That’s
about it, In’t it, don’t know anythin else. all be let out now, will it, eh?



Peter Scheller
yknow, I got like — so much gets chucked out — a mattress like and a blanket and
I kipped there. Or under a builder’s shed was good. But that was this high, an I ad
te crawl under. Wi me mattress and blanket like. Then I ad them blue bags like,
keep me warm in wind. But first thing when I got misself down for a kip, I took
me shoes off. A bloke ere got is legs froze. Well, y’know, walkin streets all day wi
shoes on, you avta take em off some time. I allus did that when I kipped. Took me
shoes off. others keep it all on. Well, if you kip wi yer clothes on, you get up an it’s
cold, so you can, or I allus did, don’t know what others do, get undressed. Next
day I move on an I put me clothes on again. Sleepin all night wi all yer clothes on
- sno good. And that was like, here, round the corner, like ... Yeh, but then you

Thomas Kliemchen
do sumfink, cos now theys still goin out on streets wiv banners, but there’ll come a

day when they’ll get their guns out. We'll ave violence and shootin. And then what -
sometime, not when we ... don’t reckon we'll see it, but the day will come, they’ll ave

their guns out on the street, and they can do it - look at ow the state’s falling apart,
even now, police is bein cut back, everyfinks bein cut back, the organs of state thats

there to protect us, yeh, cut back, all of em. So folk can do what they like, even more

now. Me personally, it don’t bother me, cos — how shall I put it? I reckon nuffink

to the state, I live my life and the state can’t tell me nuffink. They can come ere wiv
this and that and I'll say: What d’you want from me? They won’t get no money outa
me, they can’t say 'm responsible, an if they come now ... like they did in the GDR
... if you missed work you did time, I'd go down the nick. Least I'd’av a rest there

Thomas Nowak
I don’t want to be turned out by folk I know and lose my friends. So some-
times I exaggerated a bit when I had a bit of cash available from collecting
empties or something else, I mean I bought a pack of cigarettes, I watched out
there, too, a pack costs 3 Euros in a shop and I got them for 2 Euros from the fi-
jis, so I thought to myself: that would be pretty daft of you, so that’s what I did.
But when I had a full pack, like, and I went to see Holger or Cornelia or who-
ever, I liked to play the lord, you know what, I said, if I eat and sleep here, you
can have this pack of fags, and it was all I had, really, but I didn’t tell it to her
straight. I said to her, I just ... well, I played the lord so she didn’t see how bad
things were, she was dead keen, too, she thought it was ... I smoked some of the
pack, too, ok, but the truth of it was ... well, the truth was somewhere else

Zeljko Novak

where did you used to live? I say: Liitticher Strasse, and she says: Why did you
decide to move? I say: decide is relative, I didn’t have much choice. You couldn’t
pay the rent? Yeh, why should I lie? They only find out some time, don’t they? Yeh,
couldn’t pay. So what have you been doing up to now? Well, homeless. Off the list!
So I go to the next housing office: Where did you live? Here and there. And where
do you live now? Nowhere. No fixed abode? Mm. Off the list! Then ... You can
tell them what you like, it doesn’t help. No, and some time ... I never thought you
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could slither down from regular... from a regular life, like, right down the social
ladder, so quickly, from one day to the next — right, so there’s nothing you can do
about the company going bust - but then, from one day to the next, the company
closes down? You've no money, you lose your flat, you have a load of problems
with the bloody tax office. And its one damn thing after another, and then you
get sick, and all at once everything is going really crap, and you know I admire

Uwe vom Ufer
started up a company, building firm. Trained at fire prevention, qualified an’all. A
building firm, doing well. Had a wife, too, was married before that an’ got divorced.
Engaged to a third woman, she was expecting when I landed behind bars, Stasi
jail, second time, she had the baby when I was in jail. Yep, 1990, after the Wall came
down, I'm back here in Berlin, seeing her, getting to know my son. Hadn’t seen
him before. Then we had a little girl, an’ all. And then they operate on the wife, in
Virchow hospital, 1997, an’ three days later she’s dead. Twice. Started on the booze,
and that’s why... Came to Berlin in 1990, kept the firm going here. Fell off a roof in
1997 and broke my back in two places - platinum in there now, platinum plates. So
I had to close down the company, went bust. And the wife dies. All in six months.
Ran around for ’bout six months, couldn’t get work, no unemployment insurance

Homeless Belgrade

Arif Memetovic¢
I live here, in this shanty. I've only got this one hut, with six of us living here.
Therere four kids, my wife, and me. And we cram ourselves in it somehow, bare-
ly. There’s not enough space in there, but what can we do? We make it through
somehow. Some up there, some here, and that’s how we live somehow, y’know.
Life is very, how you say, it sucks. During the day, in the mornings mostly, I
go around with my handcart and collect cardboard from bins and contain-
ers. I collect cardboard, making one round, it all depends. But there’s loads of
it and you can’t pick up enough, y’know. I used to pick up from 50 to 100 kgs
in a day. And you couldn’t pick more cuz there’s other people who collect card-
board. And that’s all. I'll tell ya now. Two handcarts. I come back twice for one,
two carts a day and ya can’t do more than that, no way. You need three-four
hours to load one cart. There ain’t enough cardboard. There're a lot of peo-
ple who collect cardboard so you can’t take much. It’s hard to find, and I can
hardly pick up two carts full every day. And that’s all. And when I collect it, I
have to buy somethin’ for my kids, winter’s coming, there ain’t no firewood,
this'n’that. Whatever we find in the bins is what we eat. There’s no other choice.

Branko Husti¢
Otisi¢, that’s where the front line was, and I was keeping guard there. I didn’t de-
molish anything. Everything was fine, but, this, 'm sorry about what happened.
What's to know. We went there. First they attacked us and then we cleaned that
terrain of them. Then we kept guard and that’s how that time passed. Four years.
We kept that front line, and so forth. It wasn’t so bad. I was in the company of



others. And when I had free time, I would come here, home. I would work on
something around the house, do some farming and such. My brothers fled to
England. They spent some time here in Serbia. I lived with my folks. My father
died and only my mother and I were left and we fled to here in the exodus in9s.
And then I lived and worked here for some time, some time. Then my mother
went to England, she left me to go to England. I was left on my own. And then I
felt some, I don’t know, pressure. I've no idea. Then I went to a hospital there, I
went two-three times. I am taking some therapy, some medication. And I can’t
take care of myself but the doctor recommended me through the Centre for So-
cial Work for me to be here, so that I can get well, but it’s not really working

Dragan Stanki¢
you hit the sack in the morning, at night, at 4, you get up in the morning, and so
on, at 4, at 4 you get up, at 3, at 4 you lie down, as soon as you hear the birds sing-
ing, you think, aha, it’s dawn. At night when it gets dark and I see the sun start-
ing to set, I come again, they’re working there, I clean up the mess, I've slept on
those, made of... nylon bags, I put hay inside, I put another bag for my head,
and that’s how I slept, I didn’t have a blanket at first, I would cover myself with
cardboard, but later, I found one, oh, I said, what great luck, someone threw out
a blanket, it’s freezing cold when you cover yourself with cardboard, oh, I said,
great, now I'll sleep like a lamb, and I've got hay bags down there, and hay smells
good, and you sleep like a log. The wind is cold, there’s no roof up there, but I
make my way, with branches and such, and one part is covered and the other part
stays open, like a terrace, it’s bare up there, there’s nothing. But it’s never leaked,
later I managed to cover it all up, so that it didn’t leak anywhere. It still leaks in
one part, at night I get up, I can see it dripping. Where’s it dripping from, I look
up, I see some light and I say, oh, that’s where it's coming from, when it’s raining
this is where I hide, where else can I go, I don’t have anywhere else, it’s raining

Habib Vijasi
just so they won’t throw me into tar, so they won’t burn me in the fire. The mosque
won't save me because I'm poor, but because as long as the world lives every man’s

got to answer for his deeds and there’ll be a well. That well will be 3000 years deep.

That’s where sap is to be cooked, it will be cooked for 77 years. And there’ll be a
bridge, one bridge, like a thread, and every man’s got to walk over that thread.
Good people will pass that bridge, and bad people will fall into the well, they’ll
get lost there. Y’know who those people are? Those who kill, steal, who separate
a husband and wife. Those people who separate a husband and wife and who
steal, lie, who kill people who aren’t guilty. Let’s say, therere people who fight,
and kill those who aren’t guilty. There. And for the good people of this world, it’s
God’s will that they plant flowers, and for those bad people to make their graves
too tight, much too tight, tight. They won't rest in peace. Because when a man
dies, it’s only two days he lies in a coffin, and on the third day he’s buried. When
we say a prayer over the dead man, and his soul comes to this finger, it’s already
over. There’s no more. And people will live again when a thousand years pass
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Jovica Nikoli¢
it was hard, really hard. Well, yeah, you have nobody, no one comes to visit, youre
so far away in some God-forsaken place, no one knows anything about you, not
only about me, but about many of those from my generation and from other gen-
erations. It was hard, during the days and nights, the hardest time ever. I don’t
even like to talk about it, I passed, for example, every single border, y’know, from
Croatia to Bosnia. I passed them all, I was there, a sniper, and I don’t know what
else to say... There weren’t many nice details, rarely, y’know, I don’t know my-
self, maybe that’s how I feel. I really don’t have anything. I don’t have anything.
What you see on me is all I got, y’know, I say it like it is. And maybe, not maybe,
I know for sure, y’know, how I lived there and when I had something of my own,
like my own, I knew what I was like, and what I did, and how I did it. Maybe, no,
certainly, if I had something I know what I'd do, what path I'd take, cause now I
don’t really have a path. I mean, I'm going on, but where and how far, let me tell
you, I think I'm running, I don’t know, I'll go again, I think I'm gonna steal, break
in. I'll break in, it'll get worse for me. That’s all that’s left, there’s nothing else.

Ratko Amatovic¢
there was none of that, thank God. There wasn’t any of that. No one’s touched
me since I've been here, except for a policeman who hit me once. What can I say,
they’re awful. He kicked me like a football. Just like that. For no reason. Well, I've
got nothing to say about that. He really kicked me for no reason. I had gone out to
make some money for bread, and he says to me: ¢mhere buddy. Gimme your 1.D. I
didn’t have any I.D. on me, I had my daughter’s I.D. with me. Here, man, I don’t have
any other. My old one was torn up, I knew my number, I can even say it off by heart.
He says: you don’t have to say anything to me, the power’s with us. Alright, man, no
problem. What can I say? What can I say to him when he tells me: the power’s with
us. Well, like that. Nothing, I gave him my stuff. I had, I had found that ammuni-
tion from mortars, that gleaming kind, that burns when fired from those cannons. I
had found one case of that ammunition. He says: Where'd you get that from? Well,
I found it, comrade, in a container. I hadn’t reinforced it, that ammunition, it’s not
like I had made it. I found it and that was that. Whatever I find, I carry with me,
whatever I find. I carry it. Meaning, that's something valuable, and I carry it there,

Vlado Trbovic¢
I don’t see any perspective for me, or any future. I don’t have a future anymore. I
have no perspective, I have nothing. I still have what’s left in my head and I'd like
it to drop dead, to be blunt... They don’t even have it. For these, I don’t know, but
for the ones I know, even they don’t have it. They don’t. They think they’ll succeed,
but they won’t succeed in any case. What'll they succeed in? To steal bottles of al-
cohol? I ask my friends for that. In fact, I ask strangers too. Here’s an example of
what I say when I'm begging: Good day - that’s elegant, isn’t it — if it’s a woman.
Excuse me, sister, would you possibly be able to help me with 20 dinars, or with
what you can. But, I start people off, the serious ladies. No one’s ever told me off,
but they look at me, and if they have something, they’ll give me up to a hundred
dinars. In one piece. They call that mooching. That’s begging. Look, I'm sitting
here, I can’t, I can’t make a hundred meters. I can’t, man... I mean, I can, a hundred



meters. I can make a hundred meters, I can. Maybe. I can go a hundred meters,
and then T'll either fall or I'll sit down. And I usually fall. This kind of security for
“Politika”. Oh, poor martyr, they say, sitting in one place the whole day. The whole
night. They don’t cry, I do. How does he stand it? He can’t reconcile it, he says I can

Zoran Siljak
this morning, let me tell you, I was thinking about something, maybe it’s a sin that I
think that way, to comfort myself in those times, is, for me, very, very... it’s not worth
it. When people say to me, hey man, can I get a cigarette? I can talk and smoke too.
When people tell me don’t pray to God, as I pray to him every night not to wake up
in the morning. For him to take me, into his arms, for me not to wake up anymore,
that I don’t have to live in this misery anymore. And as I lie down, three times a
day, three times daily I pray. I don’t go to the toilet to pray, that’s a sin and a right
shame, but I go to bed, simply, I wait for everything to quiet down, I cover my head
and I say prayers in my head, and that’s that. And the first thing I ask of God is that
he takes my life, that I wake up in the morning and that I see that I haven’t been
dreaming again. Y’know, when it’s the worst, when you dream about yourself in a
healthy state and that something is happening, that you’re in some kind of atmo-
sphere, let’s say, that you're healthy in Paris, like you once were, with some girl, some
nice moment, and then you wake up, and whoosh... It’s like a cloud of sand scat-
tering and you see that you are still that same so-called invalid, as they already call
you a cripple. Fine, so I'm a cripple. It doesn’t matter, that’s a thank you, from this
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Transfigurative Works investigates the possibilities and challenges as
well as the limits of visual representation in general, but it is primarily
concerned with the role of the close-up, which tends to draw attention
to the politics of representation involved in the production of visibility
and invisibility of the human face. Both of these productions are socially
conditioned and socially performed. Moreover, as often as not, they are
produced in/by public space, where the “ideal face” may be used for ful-
filling ideological, propaganda or market purposes.

Markovic applies the term transfigurative to a body of work he started
to produce in the mid-1990s, comprising three series: Lipstick Portraits,
Selfshaves and Text Portraits. In all of these works, his focus has been on
the human face. In contrast to conventional portraits based on figurative
procedures, however, his works are not representational and iconic. Even
though his works are all pictures of real men and women, his portraits
are other than figurative; they go beyond pure resemblance. They are not
abstract, but rather trans-figurative.

In the first series, Lipstick Portraits, he portrayed women he considers to
be the most renowned women of the world, whose faces are familiar to us
because they have been reproduced thousands of times via the media of
mass reproduction: printed press, television, internet, etc. In each of the
Lipstick Portraits, the lipstick is evenly applied onto a velvet surface. The
painting material used is the most common substance for women’s daily
make-up, for making or reinventing the face. Markovic indeed holds
that make-up is women’s self-portraiture. This series deals with female
celebrities who owe their fame and public visibility to their respective
profession or career.

However, his most recent series, Text Portraits, unveils a completely dif-
ferent setting: unemployment, homelessness and social - that is, public
- invisibility. In contrast to the women’s portraits in which, in looking
at the figure-less images, we rely on our memory images to try to recall
the women’s “real” faces as we know them from the media, in Markovic’s
portraits of homeless men, we are facing pictures of individuals who are
anonymous to us, as they belong to a social group that each society in
which they live tends to make invisible. These text portraits are based
on interviews Markovic performed with homeless men in various world
capitals. They represent the men’s identities through their life stories; the
real person is transfigured via autobiographical text that is fixed onto
canvas with pigment.

Milovan Destil Markovic has exhibited extensively in Europe, Asia and
Americas.
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Kunstmuseum Diisseldorf, Kunstvoreningen Bergen, Kunstverein
Hamburg, National Galerie Hamburger Bahnhof - Museum fiir Gegenwart
Berlin, Ludwig Museum for Contemporary Art Budapest, Contemporary
Art Museum Kumamoto, Art Museum Foundation and Military Museum
Istanbul, 5th Biennial Cetinje and many others.
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