


/oéo e VQ&/&:M&
o FPc mogLene o 2 epaif st
& /onj N2z tederobake Couwceoc 9 4L 7 >
£ - - 773 g
£agey [amcteg  pest p Yt /ﬁz;e;‘ezmwﬂ«/ caprze @”’%f‘? -
L ROLgs — 240 R & e 7 <
Yzq a2 « z P P Rope 3 A Leyd g ot magu i crueryy , b K’L“/§ ~
i fednqae pacntapacs oo gacrof 7 PTECTET oty R
< Yebuprras gt (uodor “2fe  egocessw ST e ReTe  cyusbu e LT
07 /Lﬂbolw‘é . o R #a/ﬂ L& 4604_0'4"/63/0 071 / o 74/[,@ Z’/B cﬁﬁ” o Bt e o /@a’7
o %5/{/04‘1 #@7@0) 7 e 7+ oo a&Q/ J&cﬂﬂcf”g f/’ _ éc{“(mz < e e {3&/7"/4’%/

7914 Yo Gher g rzof— . Looctebes % Sequzaceo poestZX /f/a by e

Ogqgur . #@7{:4(4 ) ) <t =20 L6 BALL &C.{“&/%t/ cquro oo aw/l/kéb
7 qzag > < Z/ “ e /670 4
opaceje %edl oot & { “Rcss peckne e /A% /Q“ e Leragpta oc/LaéZ@/

J Heqeea 14 pamoia P Japocixs %pa’ﬂ“eé/ & R Coqme /)ajaﬁéﬂ‘“
072 “=ey erRog e fa “n 7 , rrobda Z/a% _ Zeq 2T~ A ad 76//6@6%” ol e o gorg L
0J7 @ remeess & B gEne apfzeg /‘/T ¢o gk crp® 7° A7

, A _ 9 7 o
Jqzan  Yerasoss el e L o=t Lyse eS— /QZ - = I I iva g S
oL S Hegoyario t Tre  qumed g« T Jeczocurap  gpuquiny A | , Zoquen
2IDT A oo spz wbop LETEL decmoc Lo ratin, Afpeden < Cougapembs  ye o
ban tar g %,cﬁ“ /ewf 22 LURA P Couroc ) u B/ /%L(L Ffomt p L R o5 sy LrNUY
0d g ero Hocquec (& = bosbe a7/oodU"L“§§‘/ 1 ) . g e /{/5«2@% Cf /ab e Crupade /D ro QU R/
OJ g akcbace e s i ol K Ol pe QuRrRsYUf = 7"t , S YA A1 e — ,e/a g
; #a w?_?l @Jzﬂ/goé%;—? Z 7 a/oﬁy‘/f/be/ oL O Wbdﬁ“@alw 49515@“206 & ,ZuZ’Y“@
g w2fe - oakedo “ne 7 o | o2
0J’Z/€&/ # o z//éé/a/ G@Q/é@d 7 Robozi e (A Z/“@ /67747 a /@5’(,‘“ g 0‘3//4{%@ wor LQ‘Y
#@ q A ~ ?offz ()7[&40,21&'& R/’Z’“’Z/ /]b b o
o3 eeyo SRS ot/ gl : g S - pet
CA bt 4 peompelfn TR o’ Gt 3o e Zakﬂ/g& @ - 60%
casbsrs & eafp ‘akanl edechky  qeez{o v z J/&& @’/L“ e dq«®a osraky
. — _ V2Q 7 R 77 . ’ ) 4
<S4 e 5 e e {a@é‘&d‘/ 7 &« Luggo e /VCMJL 74 Fekol 2 /zé/l”faﬂ/ /’5? ©o et
e pra
o cLure d’@ﬁf/’tu Bé/é/baz ; L le tu e aze’zféz“’“, O /u%w A /C/C/@”’L 'WZ”Q‘QS
eob% 7 Ry o) Zae { F/Q é £ -
Coet . Cleuev 0l orEC D oGe I Z/Dﬁ'za “ J /“z¢§/0 WC_ R
CQuuRobetZeocea " foasacex B gee q 422 aff /; Jao0d acast “ /Z/\,aaafé/déﬁ/ R o R
— T« 0 co RO “ (Lt aa /@1% ’ B
S S C g fR Ao A Z“ga s pequzfo Raa Y Aahiing /{,Zy\ag/;ag%’“ é“eﬂ%& _ /;E‘ad/b,a 4 e /o,ucw’ﬁ’lié@ e G
e, Gt e e et ey perpnotepel - omens s N eI
x X e @ e S g4 A . o.,;é/ ' o Lo q e _
- za,éozglzxg A brse foasq <L %Jﬂ/%‘/ Qéé 76 - /@,&4(//6077 Ler o ey P = ot e’(,%
coenodaize S S fredn et s Sy e REy Do q L /él/ﬂ edioc/wyyl 2 e
Gt o e oz oy begurate - o a g UL o Ao Uruxs
bt et LeRo <z Zlbeto S - oz p LK 2ol =y
e T <ad 2 e 2ot & ej&o’@“zﬂ'& e Z#w/%cw 2 ettt /b roepu /7 Z Roruya
» rRobaH 5 — /Dwaﬂﬂ/{zxé‘?/d, _ a /e R /«z zay<f o o sz @ o g uz=y % 2csme = [é
- st o clemruge  pe, epucesy e S e
rocnobpe 2/ a gl fa o Kﬂ/{j/l(% ﬁ naad i?
C < o p e Cla Capreper /aéﬂ//«é‘jw Gﬂgazﬂ% /éew;/dr’ /a 5 Oz eroc > /y,,‘;m/«o‘ool‘”w“ o 7
C’(’/":awq G/ﬂaozu o ﬁl{&cd@ﬁczé“ C/Owci/clja] T éﬁatﬂw ‘ RO L 22 RETE /%C% J,Lazaédaolz‘{é '/% CVV
c > 4 g _ ‘o 2
~ 2 e, P17 V73 / 07« ClooRo
c q R/ ’e; Cha? aq P 5/1/“7 o1 (S‘P‘?“’U—‘éﬁw / /D/‘FS ﬁ{@ QLT X L {070@4£O \3&/41%4/ /ym e /[‘?//"D 'Z/‘-%
& zlr © o 2o g e - 7 #”
/:) aszodqecz (/ﬁ,ﬁu 7” Sfo asqcr & e f2 o A {//(é e/ﬂ/ﬁ@“%éﬂ%d{% 29 v - . 8@ T 1 /D/Zf/ (’{Cﬂg }/’éﬂ#;{@
‘ o2 XY IA D y @ Fo gLt / g ; L2 = = o c
¢ beporu Ay p e G Jad,e ) Spuz2alayga It 7°C Yy daqittya 7 < 2 J R M oy ot L c/%a/a = N
B2 e tps — 7l Dodoncr ﬁa 4 b oro s 7 o L ﬁc/éfl_ 4 ” dée/ @émféd-MQ/g
i ot s desiowy g = “x gy oy
“lu e / oyt 2 g g C R ss Leta ! eqEs :
C/éej%@/w KV /jaw@“@ /,@otl{@" Ja/ 4 /L% 7’?k% / @3()'/09,/4/7///@“/ paJtywéa%& ﬁce7 z Q/C/DUQMZA(W/C
e ) / N bogeezje ° - ‘ c S\
Az/bﬂ"é > c/&ﬂ@é7%g€/ /50’6‘&”?’ ? & /,/, [ 29 re ) f A /é/eéz,”z%, ﬂaos,z/qzu‘zgé& /%, 94% /%
;\?47“64?64 - /@’2“67 > cpoRis “ g foasea %mxxﬁ«é’gﬁ/ : @(
A e A oABTLYA— 2o g ROCTTT 7/a qerfocss
Symoqara Geodgunoboto ypuci
Bocoygt e

Bapres
6@#”{%
Jegtoee
\’fwc%g
Vazaewrvas
JWZ/L“ZZ//‘S/
4 sod s o

/ 300,14,26’—‘%/
/ 5 e o
/ 3 g uRa>
//cé/gdél%
CU{,MO{}C”
o 7o A
/a/woﬁf“

/0 “lu ag oy

PYT Al g

'/z/oxﬂé’@%/&(/ﬁfv
G bepeprss

e odq 2 ’eogaj/o
Je3 a:/l//"xg/

Jowar g™

7 o o QL2 P2

A osTa il

T Za/g AL X
/Q/

Lo s s g remess
7ot

7 Tt ez
Y e

oy Eo

7 oM"L/QéA/

/oa/l&/( 17 ‘L&M
3
ot
7/0‘ ’Lg{/

C /(;7/1"“’1/26u

[ oy
/k

ook«
/7@}/&442@4/0‘ /7









2 Y LY il e R L A sl fcug. yelRusade  Rpes  UESIEI Bk el e wseseran g " R 7 S o
41 L "’flu‘c& ‘f“.’}“? f;‘d"m {5““”" tqu {ekeren ABeauishe Lesiryos. e A pratse .ﬁ # . Fdeasuresr Amcyr 'M!"ﬂ:ﬁ;e [wissaye 1‘,"‘!‘1&; reesys ST Jrid e,z.u;?.!.“( Fileions ferngadis [ Asainloge ’/,qo"“i "
a7 f , * ¢ : : i

Frecqamnes [ N T TR /bbakeu? Cipepetane ﬁ{a;wu,} Apgepuge Ghedeques Braelae Feslogim Craunes Urlicas  fastrforis  [osqeredess  HKecwln) vorevnise dpushiog 1“""5" Racemne  prowetepe  Kcut)  atniete pRE Parsaen e I i s AR s Cfhers
'ie.'«t‘ﬁu"u.' Ghpopurnss  Avmdaeg  catds j & o ne 7""‘,'@ 4 T T e S i I AEE l crisg  (Ehagids y S ity ortadn et ent Lot daedguny Lpboreaps ;ﬁ"‘(“&‘
M"““ﬂ” ! enagime :,"'gw”“( § poacc e ’i‘.‘ Couaetacdgn  paspaitiecis tf“w;w QL2 T S S if“('u‘n Facfuiass J:Juu/g arta Ferymyviedes NI e 5o ""‘"?‘wx [m‘w "‘".‘?"‘-5" frerewansy

) ' e, e ear ' Ry { veselonyle r ' ) . .

%‘w‘ Teesiys Polelagil ¢ "f"i"iﬁ& /f“‘“"* _ltmfof et htarin, ﬂ@(w Tobeb ?hluu‘u Juedeueavs , ROEs Draagurey Trwremn Lessfmin  Spowi NIt “““,i? J.‘lﬂl“ 4/{,6'«4‘8' fuedat itvmmu fﬁfs‘hfaﬂh&
s (Gsse Jeapr Maseisete Fespiopic rroniase Jedfupmer  davarpe  pREUQALe  Kuwe ) i el odrue  caxloppup  Fpstarim ARAT ML iz

Risiigg comones: g (Bopihre eyl Rue
Drgerne  ©oueabiaga bepmigds  ofxe qeays et o w8

hroi&rg Gecpute lqpnsiakacie ‘;ﬁ'ci&uue t«v”jl‘ 6‘3‘.&'%&" sqrues ‘M‘!ﬁ“‘."“ ) ]:;_p wedz qmad Cauesbieive

""l"bﬂ(ﬂﬂ 2 TV .ﬁ’yia(lla b oy wiin DT (S
'

Hegrrise Wﬁ‘ﬂ;ﬁu Cuuenlote  Yoeolrskotcpe  VApatads Lok LT o Ll Clrussbaios  Ljadicays Vi

Ceuvsdbn 4-'“'“;“' ,7ad7a:.&4zug WL WS cqshiam puss Fqtusiese freciers  dmppeninf Seumtye ,lﬁ,"“mt
J"‘W"S" um’pg ﬂﬁm@g- /[y:%a '4]"7“{-7‘? Hochpans  defotans Zcm{ey SHplly  fayomicl faxurpech  tus fcjg :,{ﬁe'{f_(n, B J“hé(véu Clivruga  Ciilagium 4‘71"‘!?‘ crugeleiy  faimon
-!73{4@;‘, Jeaeasen Castut Pegoras ?ﬁyqq& dplsge Hopsto qabsihey dpuge:  Eraries Tacapaxe (g - esereRer: bpelhians: DicPesn it tabeie pirses g bisited ddeun Kotsfusteynr  Tatiwes
_“"f"'"“ Gouseisi  siptare pasedgursff  cpuwreye hiwtns Sgleiais, PMIY sunfiers WMWVL prque s gl Jrafarne Siveviens  Bifefn Yerie e fedapens Byragrss Coueige Qeepafr _,?,;rt-'_g-“ r/'i‘i“’.“’“‘“" Al
| Yflary  Sauiend gigny  dimwiake Gejpmife; hasdparapsys  Crus f]“'."i%’; Aethsap  exéaens

.‘;‘.'ul.'.x&q‘ 4;/_'“‘57‘\ e Frrr e Sortuite, ,fﬁ?l‘!ughlﬁ '(’Jl“"f‘ (“f,"-. "3“ ;b‘\’) Jf e
o : ALy ik s ) : » ) 3 i v S y Soboiy  Chmerud Apesorit
Whooss  mewssh  gemer  pege  gediae falass fipakns fatess cuiaper Sfef rewrabfons  Crodee  4iSesre. flge UL geilasse  Atetdaw Reroe | pec AR
. 3 ' Ll g i
'f“‘f I‘M c"‘w GW"‘I Peaudasuy J,&'f" ‘(Sa A“?'t""" ‘Jf‘,'ﬂi" ’Q{”"l “.w .°",‘€.“-f‘ .Qwal'to'“& '(y-'ﬂ " ALt iy PNATAN Ao tine s Soary s wits A0k Aded e /‘ ‘ !:S‘ ?

My father Radomir's handwriting, Destilled Face, 390 words derived from the Serbian word "face', wall installation, 4 m x 10 m
Pykonuc mor oua Pagomupa, [JlecmunosaHo nuuye, 390 nsBeaeHrx peumn of peun ,Jimue’, 3ugHa nHctanauymnja, 4 mx 10 m
Umetni¢ka galerija Nadezda Petrovi¢, Cacak, Serbia, 2008 - YMeTHuuKa ranepuja,Hanexnaa Metposuh’, Yauak, Cp6uja, 2008



for Tara, Claudia, Olga and Radomir
3a Tapy, Knaygujy, Onily u Pagomupa

BARCODED PAINTINGS - BAPKOAVUPAHE CJIMKE

Danijela Puresevic¢ « anujena ITypewesuh
From Euharist to Inquisition
Opn Eyxapucruje o VinkBusuunuje

Benedikt Stegmayer o Beneguxin Lllinieimajep
Barcoded Paintings (The Sexual Life of Catherine M.)
Bapkogupane cnuke (Cexcyanuu xxusot Karpun M.)

LIPSTICK PORTRAITS « KAPMUHKE

Benedikt Stegmayer « beneguxin Lllitieimajep
Make-up Reality: Markovic’s Transfigurative Works
Peannocr mMuHke: MapkosuheBu TpaHchurypaTtuBHm pagoBu

TEXT PORTRAITS « TEKCT MOPTPETU

Boris Buden « bopuc Bygen

What is political in the art of Milovan Destil Markovic?
IITa je momuTH4Ko y ymeTHOCTH Munosana Jectun Mapkosuha?
FACE . INLE

Bojana Pejic¢ « bojana Ilejuh

Working on the Face

Pap Ha muny

PROTOTYPES « MPOTOTUMNOBU

NEW SPACE « HOBU NMPOCTOP

Miroljub Mima Marjanovié « Mupowy6 Muma Mapjanosuh
Spaces of Fiercy Spirituality

YKecTokn mpocTopy yXOBHOCTH

Biography « buorpaguja

Bibliography « Bu6muorpaguja
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THE ABDUCTION OF EUROPE « OTMULIA EBPOTIE
THE SEXUAL LIFE OF CATHERINE M. « CEKCYAJIHU XXNBOT KATPUH M.
CODING THE EARTH « KOOUPAHE 3EMJbE
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INQUISITION « MUHKBM3WLIMJIA
Barcode: Abduction of Europe « Bapkoa: Otmuua EBpone
Gold leaf, MDM binder and pigments on canvas, 250 cm x 450 cm, 2019 - 3natHu nuctuh, MDM Be31BO 1 NIUFMEHTU Ha NiaTHY, 250 cm x 450 cm, 2019



MESSENGER « TMACHUK
Barcode: Abduction of Europe « Bapkoa: Otmuua EBpone
Gold leaf, MDM binder and pigments on canvas, 250 cm x 390 cm, 2019 - 3natHu nuctuh, MDM Be31BO 1 NIUFMEHTU Ha NaTHY, 250 cm x 390 cm, 2019



TOXIC - TOKCMYHO
Barcode: Abduction of Europe - bapkoa: OtTmuua EBpone
Pigments and MDM binder on canvas, 200 cm x 300 cm, 2019 « MurmeHT 1 MDM Be3uBo Ha nnaTtHy, 200 cm x 300 cm, 2019



ENTRY DENIED - 3ABPAHEH Y/1A3
Barcode: Abduction of Europe « Bapkog: OtmMuua EBpone
Pigments and MDM binder on canvas, 200 cm x 300 cm, 2017 « MurmeHT 1 MDM Be3uBo Ha nnatHy, 200 cm x 300 cm, 2019



TOP SECRET - CTPOIO NMOBEP/bMBO
Barcode: Abduction of Europe - bapkoa: Otmuua EBpone
Pigments and MDM binder on canvas, 200 cm x 300 cm, 2016 - MurmeHT 1 MDM Be3uBo Ha nnatHy, 200 cm x 300 cm, 2018
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BANK ME NOW! - YBAHU ME CA!
Barcode: Abduction of Europe - bapkoa: OTmuua EBpone
Enamel, MDM binder and pigments on canvas, 86 cm x 250 cm, 2014 « Jlak, MDM Be31BO 1 MMIrMeHTU Ha nnaTHy, 86 cm x 250 cm, 2014

IN BANK WE TRUST - C BEPOM Y BAHKY
Barcode: Abduction of Europe - bapkoa: Otmuua EBpone
Gold leaf, enamel, MDM binder and pigments on canvas, 86 cm x 250 cm, 2015 - 3natHu nuctuh, nak, MDM Be31BO 1 MUIrMEHTU Ha MiaTHY, 86 cm x 250 cm, 2015
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LOVE THE BANK « BOJIUTE BAHKY
Barcode: Abduction of Europe « bapkog: Otmuua EBpone
Gold leaf, enamel, MDM binder and pigments on canvas, 86 cm x 250 cm, 2014 - 3natHu nuctrh, nak, MDM Be31BO 1 NIUFMEHTU Ha NnaTHY, 86 cm x 250 cm, 2014
Umetnicka galerija NadeZda Petrovi¢ Collection, Cacak, Serbia - Konekuuja YmeTHuuke ranepuje ,Hagexnaa Metposuh’, Yauak, Cpbuja

SAVE THE BANK « CITACABAJ BAHKY
Barcode: Abduction of Europe « Bapkoa: Otmuua EBpone
Pigments and MDM binder on canvas, 86 cm x 250 cm, 2013 « lNurmeHT 1 MDM Be3rBo Ha nnatHy, 86 cm x 250 cm, 2013
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MEET ME AT THE BOTTOM OF THE POEM « HABMMO CE HA IHY NMECME
Barcode: Meet me at the bottom of the poem - bapkoa: Hahumo ce Ha fHy necme
Pigments and MDM binder on canvas, 130 cm x 300 cm, 2016 - MurmeHT 1 MDM Be3uBo Ha nnatHy, 130 cm x 300 cm, 2016
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REVOLUTION - PEBONTYLUMJA
Barcode: Abduction of Europe « Bapkog: Otmuua EBpone
Gold leaf, oil, MDM binder and pigments on canvas, 70 cm x 210 cm, 2014 « 3natHu nctuh, yrbe, MDM Be3vBO 1 NUrMeHTI Ha nnaTHy, 70 cm x 210 cm, 2014

OCCUPY « OKYMPAJ
Barcode: What is to be done? - bapkoga: Lta aa ce pagn?
Pigments, MDM binder and acrylic on canvas, 86 cm x 250 cm, 2012 « lMurmeHTy, MDM Be31BO 1 akpvivK Ha nnatHy, 86 cm x 250 cm, 2012
Gradska galerija Collection, Pozega, Serbia - Konekuwja lpagcke ranepuje, MNoxera, Cpbuja
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1. ApT 30Ha:,Op Eyxapuctnje go VIHkBU3ununje”,
pexuja Mapko LoTpa, ayTop n ypeaHuk JaHnjena
Mypeweswuh, PTC, 2018.

HaHwujena Mypewesunh

Og Eyxapuctuuje go IHkgu3uyuje

Mene suwie Huje unitiepecosana gopma. Jep tpuua o yeHiipanHoj epclieKitiusu, Kud-
CUMHO CUKAPCITIBO 0g peHecance go gawnac, jecme idpuua o gopmu. To me suue Huje 3a-
Humano. Og 1983. logure tpecitiao cam ga ce 6asum popmom. 3aUHTAPUTUPAIO Me je KAKO
HeWilo Moxe ga ce ciuka u3 Heke gpyie depciiexitiuge. IIpenomuu momeHaill 6Uo je moj
6opasax na Coniohanckum euherwuma. Taga cam tipeu Uyl ypaguo jegaun pag kojum cam
003HAHUO ga ce 6ABUM ,HOBOM CTUKOM ... Y WKONIU CAM HAYHUO WA Ce C6e Jeuiasano 0g
peHecarce HA0BAMO, ANY HUCAM 3HAO Wiiia je buno ipe wioia. bopasehu y Coiiohanuma,
fioueifikom ocamgeceimiux, 6uo cam cacéum 61uU3y ppeckama u ukonama. 3auniiepecosana
Mme je Wia 0OpHyiHa depcilexitiusa. Iloueo cam ga omxpueam Hoéu Hpociiop, Koju He Gpo-
u3una3u u3 Hawel payuja, Heio u3 jegroi gpyioi kouitiexcitia. XKeneo cam ga gouapam iiaj
00pHY U UPOCIHLOP, ga HATUPABUM 6UGHLUSUM OHO WIHO je He8Ugbueo. VHTYUTHUEHO cam
ywiao y tpocitiop obpHyitie iepciexiiuse. VM iio He U3 Hekol penuiujckoi iopuea, éeh me je
uHilepecosana cama ciuka. 3aKopavuo cam y 6oge Koje cy y oHo speme 6une 3abparoene, jep
je o jow ysex 6uno epeme KomMyHuU3MA...

MwnoBan Jectnn Mapkosuh, usBopu us emucuje ,,Apt 3ona’”, PTC, 2018.

IIpu cycper ca [ectunosom Muxeusuyujom, y meroBoM arebey y bepmuny y majy
2018. rofguHe, 610 je cuIOBUT. MOHYMEHTa/lIHU TPUITKX TeK je 610 3aBpuieH. buma
caM jeflHa off NMPBMUX KOjU Cy BUJENU OBy CIMKY. VIMIpecrMoHMpao Me je BpeMeHCKH,
anmy U 3HaYEeHCKM YK Koju je MapkoBuh OBMM TPUITUXOM 0OYXBaTHO. JeZHOM CIMKOM
MapKMpao je M 06jefiMHNO HajsHAa4YajHUje IYHKTOBE BJIACTUTOT OMNYyCa, AYr HYT Of
Eyxapucmuje, npexo IIpomomuna n Tpancpueypamuenux padosa (TexcT moprpern
y npojexty Beckyhnuyu, Kapmunke, bapkooupare cnuke), 9nju je HajHOBUjU M3JaAHAK
npefcTaBbana MHkeusuyuja — of CpefiuHe ocaMjieCeTUX TOfiMHa 20. BeKa Ia [0 Kpaja
IpyTe melieHuje 21. BeKa. KpajeM 2018. rofguHe 3aBpINiIa caM IOTYy4YaCOBHY TeIeBU3UjCKY
emucujy o lectumry Mapxosuhy, kojy cam, nparehu Taj KOHCeKBEeHTaH CTBapaiadku 1yk,
Hacnosuna ,Op Eyxapuctuje go VukBusnnnmje” [1]

Eyxapucitiuja je 6uma k/pyuyHa usmoxba Ha pasBojHOM nyTy MmoBana [ectumma
Mapkosuha. OnprkaHa je 1985. roguse y Canony Myseja caBpemeHe ymeTHoctu y beorpany.
buna je BpXyHall ¥ CMHTe3a CBUX HheTOBUX JOTANALIBYUX MIaaladyKUX Tparama, TeXbU U
craBoBa. Eyxapuciiiuja je 6vna 1ienoBuTa aM6OujeHTanHa Lie/Ha, MHOBATUBHA, Xpadpa, 3pe-
Ja, yHne4yar/pyBa, yoenpuBa. Y NyXy ,HOBe CIMKe’, amy 6MTHO camocBojHa. OBa 13nox6a
Hectuny nonocu turyny Hajmaaber naypeara yrnepue ,,Ilonmurukune” narpage. Beh cnenehe
rof/iHe OH Of1asy u3 JyrocnaBsuje, HacTaB/bajyhu >kuBot u pap y bepnuny.

M xao mto je Eyxapucitiujy OBJIMKOBANO yjeoUbemhe MaTpyLja BU3AHTHjCKE [YXOBHOCTH
1 MKOHOrpaduje ca 6YHTOBHMIITBOM, )XECTMHOM U Hab0jeM pOKeHpO/Ia, TaKO 1 Y C/I0jeBUMa
HErOBUX HOBUjMX CIMKa HAHOBO MPeIN03HajeMO BU3AHTHUjCKY KOJ| YAPYKeH ca CHAKHUM Ha-
60jeM peBO/ITa U APYLUITBEHOT KPUTHLM3MA.

IIpojexain je 6asupan Ha Wome ga je uHKeU3UuUja yeex ocitiojand, ga iocimioju gaHac u
ga he ysex siociniojaitiu... O8ge i080pum 0 HeKOj UEeHTUPANHO] KOOPGUHATHU CABPeMEHUX HOTIU-
muuxux kpewdarea. 1llizia 3Havu GONUTHUMKY KOPEKILAH YMETIHUK, Willa je HONUTUYKY KO-
pexiina Hayuja, Wila je Honuiu4Ky KOPeKiiHa eKOHOMUJa, WA je ToNUMMUYKY KOpeKilita
gprasa... Taxo cam ypaguo tipojexaiil koju ce 306e VInkBusunuja. Kputtiukyjem caspemero
gpywiitieo Kpo3 MUKOBHY YMEMIHOCHI, WL je 8PI0 KOMUAUKOBAHO, jep ja HUCAM KHUNEBHUK,
HUTIYU H030PUWHU H0BEK, KOjU KPO3 je3ux, Kpo3 fipuuy, Moty ga KpUitlukyjy Hexe Citiéapu...
Ja mucnum ga gauac donuitiuke euuie Hema, Uociioju camo exoHomuja. Cee je eKOHOMCKU
muwwero. Ionuitiuka ce OHAWA OHAKO KAKO eKOHoMuja guxkiiupa. VIHKBusunuja je gy-
fopounu tipojexaiti, kao wiiHo je o Hexkag 6una u Eyxapuctuja. Taj pag cam 3aiioueo iipe
Tpamiia. To je 6una moja xpuitiuxa HATO-a kao opianusavuje. Mnkeusuyuja uma eese ca
HATO uepcilexitiusama... YmeitiHocill jecitie 0 Heuemy y36UULEHOM U JIEHOM U HEBUGbUBOM,
HAPABHO, AU MOPA ga UMA 6e3e Ca peanHouthy, ca eKOHOMCKOM U HOAUTHUMKOM CUTLYAUUJOM.
W o gaje axiniyennociu ymeininocitiu. Camo ino.

MwnoBan [lectnn Mapkosuh, usBopn us emucuje ,,Apt 3ona”, PTC, 2018.

Danijela Puresevic

From Eucharist to Inquisition

I was no longer interested in form. Because the story of linear perspective of classical paint-
ing since the Renaissance until the present time is the story of form. I was no longer interested
in that. In 1983 I stopped dealing with form. I got intrigued by how something could be paint-
ed from another perspective. The turning point was my residency at the Sopocani Encounters
Art Colony. It was the first time I had produced a piece of work that announced I was dealing
with the “new image”... I had learned at school about the developments since the Renaissance
onward, but I didn’t know what had been going on before. While in Sopocani, in the early
1980s, I was very close to frescoes and icons. I got interested in inverse perspective. I started
discovering new space, which came not from our rational mind but from another context. I
wanted to represent this inverted space, to make the invisible visible. I entered the space of
inverted perspective intuitively. Not out of a religious urge, but because I was interested in the
image itself. I stepped into the waters that were forbidden at that time because it was still the
time of communism...

Milovan Destil Markovi¢, excerpts from the programme Art Zone, RTS, 2018

My first encounter with Destil’s Inquisition, at his studio in Berlin in May 2018, was fierce.
The monumental triptych had just been finished. I was one of the first to see this painting.
I was impressed with the temporal and semantic range that Markovi¢ enshrined in this
triptych. With one painting he marked and connected the most significant points of his
oeuvre, the long path from Eucharist, through Prototypes and Transfigurative Works (to
which Text Portraits from the project Homeless, Lipstick Portraits, and Barcoded Paintings
belong), whose most recent offshoot was Inquisition — from the mid-1980s, to the end of
the second decade of the 21 century. At the end of 2018, I finished a half-hour television
programme about Destil Markovi¢, which, following this consequent creative range, I ti-
tled “From Eucharist to Inquisition”.[1]

Eucharist was the key exhibition on Milovan Destil Markovi¢’s development path. It was
held at the Salon of the Museum of Contemporary Art in Belgrade in 1985. It was the cul-
mination and synthesis of all his youthful pursuits, aspirations and views. Eucharist was an
integral spatial whole, innovative, courageous, mature, compelling, convincing. It was in
the spirit of “new image painting,” but essentially authentic. This exhibition brought Destil
the title of the youngest laureate of the prestigious Politika Prize. The very next year he left
Yugoslavia and went to live and work in Berlin.

Just as Eucharist brought together the matrixes of Byzantine spirituality and iconogra-
phy with rebelliousness, fierceness and a rock 'n’ roll charge, we recognize the Byzantine
code again in the layers of his more recent paintings, combined with a strong charge of
revolt and social criticism.

The project is based on the fact that inquisition has always existed, it exists today and will
always exist... I am talking here about the central axis of the developments in today’s politics.
What is a politically correct artist, what is a politically correct nation, what is a politically cor-
rect economy, what is a politically correct state... So, I did a project titled Inquisition. I criticize
contemporary society through visual arts, which is very complicated, because I am not a writer
or a theatre man, who can criticize things by means of language, through a story... I think that
there is no politics anymore, there is only economy. Everything is thought about from the angle
of economy. Politics behaves as economy dictates. Inquisition is a long-term project, as was
Eucharist previously. I started that work before Trump. It was my criticism of NATO as an orga-
nization. Inquisition has to do with NATO's perspectives... Art is about something sublime and
beautiful and invisible, of course, but it has to do with reality, with the economic and political
situation. That’s what makes art topical. That only.

Milovan Destil Markovi¢, excerpts from the programme Art Zone, RTS, 2018

1. Art Zone, “From Eucharist to Inquisition,” di-
rected by Marko Sotra, author and editor: Danijela
Puresevi¢, RTS, 2018
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2. O nporpamy PRISM Bugu:

https://en.wikipedia.org/wiki/PRISM_(surveillance_
program)

Hectun Mapkosuh c/vKy He cTBapa HUTY IIPOMMILUBA Ka0 CAMOCTAJIHY €HTUTeT, Beh yBek Kao
CerMeHT KOMIUIEKCHe aMOujeHTaHe Busnje. Taxo je u usnoxo6a bapxogupare ciuke, OCMUITbEHA
3a mpoctop JIukoBHe ranepuje KynrypHor nentpa beorpapa, jequHcTBeH 1cKas, Koju ce TeMe/by
Ha JIpaMaTypIijyi CHOKHOT 3HAYeHCKOT Haboja 1 yHaMuke. CBa M3IOKeHa fiefia IPUIaiajy Lin-
KITyCY ,,]paHCUIypaTUBHMX pafioBa’, Koje OH KPO3 Pas/IMuNTa IOIVIaB/ba OCTBapYyje Off 1994. To-
nuse (cepuje Kapmurxe, Camobpujarve, Texciti tiopitipeitiu, bapkogupare cnuxe).

Ha jemnom supy ranepuje ympykeHa cy nBa Tpunrtuxa: JMukeusuyuja n Inacnux. Ha Ha-
CIIpaMHOM 3UJy IO3VLVIOHVMpAaHa Cy TpM IUIATHA aJTapMaHTHIUX, ynosopasajyhux Hacnosa Top
Secret, Entry Denied, Toxic, objenumsena HacmosoM [IPVI3MA, 1mTo je KopmpaHO MMe Iporpa-
Ma PRISM 3a Hapsupame nenokyHor World Wide Web cuctema.[2] Ilentpanto MecTo y rase-
PUjCcKOM IIpOCTOpY 3aysuMa ItatHo In Bank We Trust. Visa ranepujcke mperpaje, y CBOjeBpCHOM
»ONTapCKOM ™~ IIPOCTOPY, CMellITeHN Cy Tekcm nopmpermu u3 npojekra beckyhnuiu, TOK OBJie LieH-
Tpa/IHy IO3ULIMjy 3ay3MMa CacBMM U3[IBOjeHa C/IMKA MamblX JuMeH3uja JIanuc nasynu opeona.

Tpuntucu Muxeusuyuja u Inactuk, 3aTum, nnaTHa objenumena HacnosoM [IPVI3MA, kao
u In Bank We Trust, fakine, ,6apKopupaHe CIMKe, jeCy CIOKeHM HaaMMIICeCTH, YUjU [O-
MVHAHTHU U IIOBe3yjyhu c10j KOHCTUTYMINY CIMKaHM OapKOROBH, KOjU, Y CBAKOM Of, OBMX
paznoBa, HOCe UCTH cafipxaj — a To je ,OTmuna Espomne”. To cy koaupaHe peleTke, OfFHOCHO
aZITOPUTMM KOju 3apo6IbaBajy MHOTe ClIojeBe ¥ OHeMoryhaBajy HecMeTaH LMBUIN3AINjCKY
IPOTOK U KOHTMHYUTET, a 3alIPaBo OINNCYjy pPaBaH CaBpeMeHOT TPeHyTKa.

MonyMeHTamHN TpUITVX MHK6U3UYUja dHY 6apKox GOpMIUpaH Of LIPHUX U 3/IaTHUX T'eo-
METPUjCKMX TIOBPLIMHA, KOMOPUCTIIKY O/UCKUX HeroBoj cmiy Eyxapucitiuja, Koja je Maxom
6wa usrpabena on 6urymeHa u 3maraux auctuha. Y 6apKop pelieTKy yivreTeHa je mporecuja
3/IaTHUX OpeosIa Koju Ay Ha nokyomee HATO 3Besnn, unja je MOpHapMYKOIIaBa 60ja cacBUM
6/111CKa OHOj IIABOj KOja je y BU3aHTUjCKOM CIMKAPCTBY O3HAYaBajIa Hajy3BUIIEHN)Y ZyXOBHOCT.
Tpunyx [nacnux, y gujanory ca Mruksusuyujom, y XXyTo-LpHY 6apKof, CTpyKTYpy yrwmthe kpy-
na ,MwmnocpoHux anhena’, JOK Cy y LeHTpalHOM Jely KOMIIO3MILiyje Marle KOHTMHEHaTa, Koje
I10Ka3yjy I7106a/HO 3arpeBatbe, TpaHcdopmMucare y popmy anheockux kpua.

[Tapadpasupajyhn mosnary kpumartuny koja je, nsmehy ocranor, ucmmcana n Ha CBUM
HOBYaHMIIaMa aMepuyKor gonmapa — ,In God We Trust” (C BepoM y Bora), Ha LjeHTpan-
HOM 31y Tajepujckor Haoca Mapkosuh mosunmoHupa miaTHo HaciosbeHo In Bank We
Trust (C BepoM y 6aHKy), anoctpodupajyhy JOMUHAHTHY pelurujy caBpeMeHOI CBeTa.
MonymenTanHu pagosy, Texcm nopmpemu u3 pojekra beckyhiHuyu, cakpuBeH! 13a Ipe-
IPajHOr 311[a, 00e/I0fjabyjy OHO IITO CaBpeMEHM CBET CaKpyBa, a TO CY HOC/IeA1LIe CypPOBOT
U HEXyMaHOT eKCIUIOATaTOPCKOT CBETa Heo/MbepaIHor KaluTaanu3Ma.

KoHnauHo, cBOjeBpCHO paspellembe NpyKa /laiiuc nasysu opeona, y LpHOM JPBEHOM paMy,
Ca JIOMMHAHTHOM Jy0OKO IIpPHOM IIOBPIINMHOM, OCTBAPEHOM LPHMM KapMMHOM Ha IUIMILY,
r7ie je mpocedeHa opma Koja ce, 3axBasbyjyhu I03aAMHCKOM C10jy, yKa3yje Kao JIaIluc /1a3y-
nu opeon. Tamo Herzie 13a, u3a cBeTa 6apKofoBa, beckyhHMKa, Ipu3Me, cCaBpeMeHe UHKBU-
3uLMje, IoMasba ce IPOCTOP CIOKOja U TYXOBHOCTI.

W xao mTo cy HeKaja OPKBEHN IPOCTOPU MIPEICTAB/ba/IN XUjepapXujy cBeTa, Tako u Jlectun
OBOM ITOCTABKOM aMOMjeHTanu3yje opefak caBpeMeHor cBeTa. OH TO YMHMY Ty TeM ITa/IMMIICeCT-
HOT ITpeK/Iallatba BU3aHTUjCKOT KaHOHA, TeOMeTPHMjCKe allcTpakiyje, patern painting-a, rpacmu-
ta. lllndposann jesux 6apkofoBa, KA0 OCHOBHU je3MYKM KOl TPXKMIITHO-€KOHOMCKOT CHCTeMa
Heo/MOepaIHOT KaIlMTa/IM3Ma, KOjii MOTY Ja OfTOHETHY CaMO VHMIVMPAHY, OH IIpey3yMa Kao
TEME/bHM je3VYKM KOl BIaCTUTOr CIMKAPCTBa. bapKonoBu Koju ce yKasyjy y 3aBOI/bUBUM KO-
JIOPUCTUYKYM MHTepIpeTaljaMa HICY allCTPaKTHA, Ipa3Ha CeMaHTIYKa I107ba, Beh Bu3yenHa
10/ba KpljaTa ppoBaHUM cafipykajumMa 1 3HadernMa. [Ipeko cBOjuX IUIaTaHa 1 aMOMjeHTaIHe
tenmHe Jlectun Mapkosuh BelTo mpojieBa HUT KOHTMHYUTETA, KOja OJUIMKYje BEKOBe Tpajarmba
LVBWIM3alMje, OCTBapyjyhu BUCOKO pedepeHTHO, CHKHO KPUTUYKY MHTOHMPAHO CBETOYaH-
CTBO U TyMaderbe CaBpeMeHOT CBeTa — TOTAIMTAPHOT IeXyMaHI30BaHOT HeOMbepaTHOT KaIll-
Ta/ICTUYKOT MOJIENA, Te Ce PasIMIUTIM METOJAMA HaJi3Mparba Y KOHTPOJIe CIPOBOJM CaBpe-
MeHa VHKBUSUIIVja Hafl CTIOOOIOM JyXa ¥ MUIbEHba.

Hanunjena MNMypewesuh aunnomvpana je 1985. roaviHe NCTopujy ymeTHocTV Ha Ounosodpckom pakyntety y beorpapy, Ha Katenpu
3a MofiepHy yMeTHOCT. Oft 1984. aKTUBHO fesTyje Ha CPICKOj, jyroc/IoBeHCKOj 1 MehyHapOAHOj IMKOBHO]j CLieHW 11 06jaBbyje
TeKCcToBe y loMahM 1 CTPaHMM Yaconucrma v Katanosmma. buna je cenektopka 1 yMeTHUUKa UpeKTopKa MHOMMX U306
(OkTobapckm canoH, bujeHane mnagux y Bpuwy, ®ectusan AntepHatuse ¢unm-uaeo ntg). Cenektopka je Brle npeseHTauuja
jyrocnoBeHcKe B0 yMETHOCTH Y MHOCTpaHCTBY (Folkwang Museum y Eceny, Time Based Arts y Amcteppamy, Videonale y BoHy,
European Media Art Festival y OcHabpuky nta). O 1990. roamHe IMKOBHa je KpuTryapka v ypegHuua y Pepakumjy 3a Kyntypy

TB Beorpap (PTC): ayTopKa je BuLUE OA Xbafy Npuiora y 06nacTt BU3yenHyxX yMETHOCTU 1 ypeHU1La, ayTOpKa U CLEeHapuCT-
Kuhba BULLIE CTOTUHA emuncuja (cepujanu [esegeceitie, Apiu 30Ha, Meitpotionuc, KyniuypHu yeHiap, wig). Op 2018. 04roBopHa je
ypenHuua Pepakumje 3a Kyntypy 1 ymeTHocT PTC. [lobuTtHiua je BULLe Harpapa: MNoserbe HaumoHanHor LeHTpa 3a gpotorpadujy
(Npur3Hambe 3a HGOPMICarE) 2002. FoAUHE, Harpaae,PaHko Pagosuh” y Kateropuju TeneBmsmjcke eMmncuje, N3noxoe 1 Myntrime-
AvjanHe npeseHTaumje 2010. 1 Harpage J1asap TpudyHosuh” 2016.

Destil Markovi¢ does not create an image nor does he think of it as an independent entity,
but always as a segment of a complex spatial vision. Thus, the exhibition Barcoded Paintings,
designed for the premises of the Gallery of the Cultural Centre of Belgrade, is a unique state-
ment grounded in a semantically rich and dynamic dramaturgy. All the exhibited works be-
long to the Transfigurative Works series, which he has been creating in stages since 1994 (the
Lipstick Portraits, Selfshaves, Text Portraits and Barcoded Paintings series).

There are two triptychs joined on one wall of the gallery: Inquisition and Messenger.
Three canvases with alarming, warning titles — Top Secret, Entry Denied, Toxic — are on
display on the opposite wall, united under the title PRISM, which is a coded name of the
surveillance program PRISM, used to monitor the entire World Wide Web system.[2] In
the central part of the gallery is the canvas In Bank We Trust. Behind a gallery partition,
in a kind of altar, Text Portraits from the Homeless project are situated, with a completely
separated smaller painting, Lapis Lazuli Aureola, as the centrepiece. .

The Inquisition and Messenger triptychs, as well as the canvases grouped under the ti-
tles PRISM and In Bank We Trust, that is, “barcoded paintings,” are complex palimpsests,
whose dominant and connecting layer is made up of painted barcodes, whose content is
the same in all of these works — the “Abduction of Europe” These are encoded grids or
algorithms, which capture many layers and disrupt the smooth flow and continuity of civi-
lization, while actually referring to the present moment.

The monumental triptych Inquisition is a barcode made of black and gold geometric
surfaces, colouristically similar to his painting Eucharist, which was mostly made from
bitumen and gold leaf. Interwoven in the barcode grid is a procession of golden aureoles
heading to pay obeisance to the NATO Star, whose navy blue is very similar to the blue that
signified the highest spirituality in Byzantine painting. The triptych Messenger, in dialogue
with Inquisition, has the wings of “Merciful Angels” entwined into the yellow-black bar-
code structure, while in the middle part of the composition there are maps of continents,
which have been transformed in the form of angelic wings and show global warming.

Paraphrasing “In God We Trust,” the well-known motto found, among other things,
on all US dollar bills, Markovi¢ put the canvas titled In Bank We Trust on the central wall
of the nave of the gallery, emphasizing the dominant religion of the contemporary world.
The monumental works called, Text Portraits from the Homeless project, hidden behind
the partition wall, reveal what the modern world is hiding: the consequences of the cruel
and inhuman exploitative world of neoliberal capitalism.

Finally, a sort of resolution is provided by Lapis lazuli Aureola, in a black wooden frame,
with its dominant deep black surface created by covering velvet with black lipstick, with a
cut-through form that, due to the background layer, appears as a lapis lazuli aureole. Over
there, somewhere behind, behind the world of barcodes, homeless people, prism, contem-
porary inquisition, a space of tranquility and spirituality emerges.

Just as churches used to represent the hierarchy of the world, so Destil, with this instal-
lation, spatializes the order of the contemporary world. He does this through layering of
Byzantine canon, geometric abstraction, pattern painting, graffiti. He uses the encrypted
language of barcodes, as the basic linguistic code of the market-economic system of neo-
liberal capitalism, which can only be figured out by initiates, as the basic linguistic code of
his painting. The barcodes, which emerge out of his seductive colouristic interpretations,
are not abstract empty semantic fields, but visual fields packed with encrypted contents
and meanings. A thread of continuity, synonymous with centuries of civilization, runs
through Markovi¢’s canvases and spatial works offering a testimony and interpretation
- highly referential and with a strong critical overtone - of the modern world, the totali-
tarian dehumanized neoliberal capitalist model where, by means of different methods of
surveillance and control, a contemporary inquisition is established over the freedom of
mind and thought.

Danijela Puresevi¢ graduated in Art History from the Faculty of Philosophy in Belgrade, Modern Art Department in
1985. Since 1984, she has been active on the Serbian, Yugoslav and international art scene and published articles in
national and international magazines and catalogues. She has been the selector and art director of many exhibi-
tions (October Salon, Biennial of Young Artists in Vrsac, Alternative Film and Video Festival, etc.) and the selector

of several presentations of Yugoslav video art abroad (Folkwang Museum in Essen, Time Based Arts in Amsterdam,
Videonale in Bonn, European Media Art Festival in Osnabrtick, etc.). In 1990 she became an art critic and editor with
the TV Belgrade Culture Department (RTS) and, as part of her work at this department, she has authored more than
1000 features on visual arts; the editor, author and screenwriter of hundreds of programmes (The Nineties Series, Art
Zone, Metropolis, Cultural Centre, etc.). In 2018 she became the Editor-in-Chief of the RTS Culture and Art Section.
She received a Charter of the National Centre for Photography (in recognition for media work) in 2002; the Ranko
Radovi¢ Award in the category of television shows, exhibitions and multimedia presentations in 2010 ; and the Lazar
Trifunovi¢ Award in 2016.

2. See more details about the PRISM programme
at https://en.wikipedia.org/wiki/PRISM_(surveil-
lance_program)
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[previous page « npeTxofHa cTpaHa]
THE SEXUAL LIFE OF CATHERINE M. « CEKCYAJTHU KBOT KATPVH M.
56" October Salon, Belgrade, Serbia, 2016 « 56. OkTo6apcku canoH, beorpag, Cpbuja, 2016

WITNESS BETWEEN HER LEGS - CBEAOK MEBY FbEH/M HOTAMA
Barcode: Witness between her legs - bapkoa: CBeiok mehy keHUM Horama
Pigments and MDM binder on canvas, 86 cm x 250 cm, 2010 « MurmeHT 1 MDM Be3uBo Ha nnaTtHy, 86 cm x 250 cm, 2010

NAKED LIKE THE GOLDEN BUDDHA - O KAO 3/IATHM BYIA
Barcode: Naked like the Golden Budda - bapkog; [o kao 3natHu byga
Pigments and MDM binder on canvas, 86 cm x 250 cm, 2013 « lNurmeHT 1 MDM Be3rBo Ha nnatHy, 86 cm x 250 cm, 2013
October Salon Collection, KCB, Belgrade, Serbia « Konekuunja Oktobapckor canoHa, KU, beorpag, Cpbuja
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IT REALLY DID FILL MY MOUTH (evening) « 3AVICTA MW HAMYHW YCTA (Beue)
Barcode: It really did fill my mouth - Bapkop: 3ancta My HanyHu ycTa
Pigments and MDM binder on canvas, 86 cm x 250 cm, 2013 « lurmeHT 1 MDM Be3rBo Ha nnaTtHy, 86 cm x 250 cm, 2013

IT REALLY DID FILL MY MOUTH (morning) « 3AUCTA MW HAMYHW YCTA (jyTpo)
Barcode: It really did fill my mouth « Bapkog;: 3ancta My HanyHu ycTa
Pigments and MDM binder on canvas, 86 cm x 250 cm, 2013 « lurmeHT 1 MDM Be3rBo Ha nnatHy, 86 cm x 250 cm, 2013
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SOFTNESS OF HER OPENING « MEKORA HEHOI OTBOPA
Barcode: Softness of her opening - bBapkoa: Mekoha meHor oTBopa
Pigments and MDM binder on canvas, 86 cm x 250 cm, 2009 « NMurmeHT 1 MDM Be3uBo Ha nnaTtHy, 86 cm x 250 cm, 2009
Krohne Art Collection, Duisburg, Germany - Krohne Art konekuuja, Lyncéypr, Hemauka

SKIRT LIFTED UP HER BACK - CYKHA 3AIUTHYTA HA HbEHA JIEBA
Barcode: Skirt lifted up her back - bapkop: Cykra 3agnrHyTa Ha teHa neha
Pigments and MDM binder on canvas, 86 cm x 250 cm, 2009 - lNurmeHT 1 MDM Be3nBo Ha nnatHy, 86 cm x 250 cm, 2009
Private collection, Berlin, Germany « lNprBaTHa Konekuwja, bepnvH, Hemauka
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RAMMED RIGHT UP TO THE HILT « HABMJEH CKPO3 1O TP/1A
Barcode: Rammed right up to the hilt - bBapkog: HabujeH ckpo3 go rpna
Pigments and MDM binder on canvas, 86 cm x 250 cm, 2009 - NMurmeHT 1 MDM Be3uBo Ha nnaTtHy, 86 cm x 250 cm, 2009

MISSIONARY POSITION « MMCMOHAPCKA NMO3A
Barcode: Missionary position « bapkoa: MucroHapcka nosa
Pigments and MDM binder on canvas, 86 cm x 250 cm, 2009 - lNurmeHT 1 MDM Be3nBo Ha nnatHy, 86 cm x 250 cm, 2009
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SELF-PORTRAIT « AYTOMOPTPET

Barcode: Milovan Destil Markovic « bapkog: MunosaH Jectun Mapkosuh
Pigments and MDM binder on wall, 3.5 m x 6 m « NMurmeHT 1 MDM Be3uBo Ha 3ugy, 3,5 mx 6 m
Umetnicka galerija Nadezda Petrovic, Cacak, Serbia, 2008 « YMeTHMUKa ranepuja,Hagexpa Metposuh’, Yauak, Cpbuja, 2008




Benedikt Stegmayer
Barcoded Paintings (The Sexual Life of Catherine M.)

Although they look like abstract paintings, the bright, colorful stripes on Markovi¢’s
Barcoded Paintings signify written words. Every text can be translated into a barcode and
could thereby be entered into the system of global trade. Barcodes are the product of a
systematic process of codification at the end of which only a rhythmic series of vertical
lines remains. This abstraction allows for an international rationalized system of mer-
chandise management that offers the appreciable advantage of cutting down the length
of waiting lines in supermarkets.

By transferring this digital structure to the canvas, Markovi¢ pushes this system ab
absurdum. His artistically demanding and laborious paintings (pigment on canvas) are
anything but mass products; they don’t offer any possibility for rationalization or opti-
mization of labor and they don’t “translate” into product names and prices. They contain,
however, short text quotations from pornographic literature, politics and banking: repre-
sentations of the world of power and suppression. On the border side of each painting, a
“normal” sized version of the gigantic barcode is printed as a sly comment on the possibil-
ity of art as commodity.

The obscene content of Markovic’s barcodes [1] is veiled in the normalized form of
commerce. In effect, they can be understood either as an impish joke of their maker or
as a critique of the opaque structures of markets that mask their global deficiencies, in-
justices and corruption.

beHepgukT LTermajep
bapkogupane cnuke (CekcyanHu xusotu Katipux M.)

Mako wm3riefajy kao japke amcTpaknuje, LIapeHe mpyre Ha Mapkosuhesum
Bapkooupanum cnukama o3HadaBajy nucane peun. CBaKu TEKCT MOXKe OUTHU IIpeBefieH
y 6apKoj ¥ caMUM TUM YVHeT y CUCTeM I7IoOajHe TProBuHe. bapkomoBu Cy pesynrat
CUCTEMCKOT Ipoleca Kogudukaumje ofi Koje Ha Kpajy jefUHO IpeocTaje pUTMUYHA
cepuja BepTukanHux juHuja. OBa amcrpakymja omoryhasa wmehyHapopnHOM,
palMOHATM30BAHOM CUCTEMY KOHTpOJIe IPOM3BOJA Kpajibe Mep/bUBY KOPUCT — fia
kpahe yekamo y pefy y cynmepmapkery.

[TpeHocehn oBe guruTamHe CTPyKType Ha I1aTHO, MapKkoBuh crcTeM HOBOAM [0 aIcyp-
na. Iberose 3axTeBHe 1 enabopupaHe ciuKe (IIMIMEHT Ha IUIATHY) IPOM3BOX CY TELIKOT
paja u cBe Cy Ipyro Ao MacoBHM npoussoan. OHe He Hyzie MOTYNHOCT paIoOHaNN30Ba-
HOT, O/fHOCHO ONTMMAa/M30BaHOT pajia M He MOTY Ce ,IIPEBeCTH  y HasuBe IIPOM3BOJIA U
wuxose 1eHe. OHe, MehyTnm, cajip>ke HEIITO [Pyro: KpaTKe LUTATe U3 MOpPHOTrpadCKe Mu-
TepaType, Kao 1 IIUTaTe O HOMUTULM ¥ 6AaHKapCTBY — TO je CBeT Mohu, TIadyema U yrmbeTa-
Bama. Ha 604HOj CTpaHU CBaKOT I/TaTHA OALITAMIIAH je U 6apKof y ,HOPMaTHOj“ Beuyu-
HI1, KA0 CKPMBEHa OIlacka Ha MoryhHocT KoMoanuKaije yMeTHOCTH.

Mapxkosuhesu 6apkofoBM NPMKPUBAjy OICLeHM cafpxkaj[i1] Koju ce Hamasu usa
HOpMaIM30BaHuX 00/11Ka TproBuHe. Ha Kpajy, MOXXeMO UX pa3yMeTy MM Kao BParoaacTy
mrajxy ImbUXOBOT TBOPLIAa MM KaO KPUTUKY HENPOSUPHUX TPXUIIHUX CTPYKTypa KOje
CaKpMBajy I06aTHe MalbKaBOCTH, HEIIPaB/ie ¥ KOPYIILN]y.

1. The quotations are taken from the English trans-
lation of the book by Catherine Millet, The Sexual
Life of Catherine M., New York: Grove Press, 2001.
French original: Catherine Millet, La Vie sexuelle de
Catherine M., Paris: Seuil, 2001. Serbian transla-
tion: Katrin Mije, Seksualni Zivot Katrin M., Beograd:
Narodna knjiga - Alfa, 2001. Millet is a French art
critic and theoretician who founded the monthly
art journal Art Press in 1972, and has since been its
editor-in-chief

This is a shortened version of the article “Milovan Mar-
kovic” published in the catalogue of the exhibition Texte-
Bild-Konzepte, Mannheim, Stadtgalerie Mannheim, 2012,
12-16. (The text was headlined by the editor.)

1. utaTti cy npeyseTun U3 eHrneckor nsfama Krure
Catherine Millet, The Sexual Life of Catherine M.,
Hyjopk: Grove Press, 2001. OpaHLyCKN opurmHan:
Catherine Millet, La Vie sexuelle de Catherine M.,
Mapu3: Seuil, 2001. Cpnckn npesof: Kalipux Muje,
CekcyanHu xueow KatupuH M., Beorpag: HapogHa
Krbura — Anda, 2001. Muje je nosHaTa PppaHLycka
KpUTMYapKa 1 TeopeTnyapka yMeTHOCTM Koja je
1972. OCHoBasa mehHyHapogHU YMETHUYKN Yaconuc
Art Press, Kojvi U3n1a3y MeCe4Ho 1 OHa ra v fjaHac

ypehyje. Mpum. ypeq.

CkpaheHa Bep3uja TekcTa ,Milovan Markovic” o6jaBbeHor
y KaTanory nsnox6e Texte-Bild-Konzepte, Manhajm,
Stadtgalerie Mannheim, 2012, cTp. 12-16.

(Hacnos TekcTa pana ypegHuua.)
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[this and following pages - oBa 1 cnepehe ctpaHe]
CODING THE EARTH - KOOWPAHE 3EMJbE
Barcode: Stars & Sky - bapkopa: 3Be3ge & He6o
Collaboration with Claudia Chaseling - Konabopauwja ca Knayamjom YejcnvmHr
Polycarbonate, pigments, MDM binder, aluminum, wood, concrete and solar lights, 3 m x 5 m x 3,5 m « [onukap6oHar, nurmeHTy, MDM Be31BO, anymMrMHUjyMm, IPBO, 6ETOH 11 CONAPHO CBETII0, 3MX5mx3,5m
6" Lorne Sculpture Biennial, Melbourne, Australia, 2018 « 6. JlopH 6ujeHane, MenbypH, Ayctpanuja, 2018
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LIPSTICK PORTRAITS

K A P M n H K E

Portrait of GONG LI - MopTpet TOHI JIN

Portrait of MADONNA . Noptper MAJOHE

Portrait of ANNA NETREBKO « Moptpetr AHE HETPEBEKO

Portrait of MARINA ABRAMOVIC . MopTtper MAPUHE ABPAMOBUT
Portrait of TARA « NMoptpet TAPE

Portrait of ANGELIQUE KIDJO « MopTtpet AHXXEJIUKE KUHO
Portrait of PHOOLAN DEVI « Moptper ®YJNIAH JEBU

Portrait of BENAZIR BHUTTO « NMopTpetr BEHA3UP BYTO

Portrait of CATHERINE DENEUVE . MopTpetr KATPUH AEHEB
Portrait of AUNG SAN SUU KYI « Moptpetr AYH CAH CY Rl

Portrait of JESSIE NORMAN . Noptpet LLECKN HOPMAH

Portrait of GAL COSTA . MopTtpet I'AJ1 KOCTE

Portrait of JULIA KRISTEVA « MopTpeT JYJINJE KPUCTEBE

Portrait of MADONNA . NMopTtper MAOOHE

Portrait of VIVIENNE WESTWOOD . MopTtper BUBUJEH BECTBY/]]
Portrait of PRINCESS MASAKO OF JAPAN « Moptpet JAMAHCKE NMPUHLUE3E MACAKO



LIPSTICK PORTRAITS « KAPMUHKE
Kumamoto Contemporary Art Museum, Kumamoto, Japan, 2009 « My3ej caBpemeHe ymeTHOCTU KymamoTo, KymamoTo, JanaH, 2009
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Portrait of GONG LI « Moptpet MOHT J1
Lipstick on silk velvet, gold leaf, engraved brass plate, 122 cm x 86 cm, 2012 « KapmyH Ha CBINIEHOM COMOTY, 3MaTHV ICTVR, yrpaBrpaHa MecuHraHa rniova, 122 cmx 86 cm, 2012

Portrait of MADONNA « Moptpetr MAJOHE
Lipstick on silk velvet, gold leaf, engraved brass plate, 122 cm x 86 cm, 2012 « KapMuH Ha CBUIEHOM COMOTY, 3naTHW ICTYR, yrpaBrpaHa MecuHraHa riova, 122 cmx 86 cm, 2012
Krohne Art Collection, Duisburg, Germany « Krohne Art konekuwja, lyncbypr, Hemauka
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Portrait of ANNA NETREBKO « MopTpet AHE HETPEBKO
Lipstick on silk velvet, gold leaf, engraved brass plate, 122 cm x 86 cm, 2012 « KapMyH Ha CBIEHOM COMOTY, 31aTHI MCTYR, yrpaBypaHa MecyHraHa rnouva, 122 cmx 86 cm, 2012

Portrait of MARINA ABRAMOVIC « Moptpet MAPUHE AGPAMOBUR
Lipstick onsilk velvet, gold leaf, engraved brass plate, 122 cm x 86 cm, 2011 « KapmiH Ha CBIEHOM COMOTY, 3naTHI McTUR, yrpaByipaHa MecviHraHa nioya, 122 cm x 86 cm, 2011

Portrait of TARA « MNopTpeT TAPE
Lipstick on silk velvet, gold leaf, engraved brass plate, 122 cm x 86 cm, 2012 « KapMyH Ha CBIEHOM COMOTY, 31aTHI MCTR, yrpaBupaHa MecHraHa riova, 122 cmx 86 cm, 2012
Krohne Art Collection, Duisburg, Germany « Krohne Art konekuwja, Lync6ypr, Hemauka

Portrait of ANGELIQUE KIDJO « Moptpet AHXXEJIMKE KUHO
Lipstick on silk velvet, gold leaf, engraved brass plate, 122 cm x 86 cm, 2018 « KapMuH Ha cBUNEHOM COMOTY, 3maTHU nncTuh, yrpaBrpaHa MecrHraHa riouya, 122 cmx 86 cm, 2018
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Portrait of PHOOLAN DEVI « Moptpet OYNIAH IEBU
Lipstick on silk velvet, gold leaf, engraved brass plate, 122 cm x 86 cm, 1995 « KapmyH Ha CBIIEHOM COMOTY, 3naTHi IMcTvih, yrpaBripaHa MecvHraHa rnoya, 122 cm x 86 cm, 1995

Portrait of BENAZIR BHUTTO - MopTtpet BEHA3UP BYTO
Lipstick on silk velvet, gold leaf, engraved brass plate, 122 cm x 86 cm, 1995 « KapmuH Ha CBIIEHOM COMOTY, 3naTHU McTuh, yrpaBripaHa MecvHraHa nioya, 122 cm x 86 cm, 1995
Private collection, Berlin, Germany « MNpuBaTHa Konekuuja, bepnvH, Hemauka

Portrait of CATHERINE DENEUVE « MopTpet KATPVIH JEHEB
Lipstick on silk velvet, gold leaf, engraved brass plate, 122 cm x 86 cm, 1995 « KapmuH Ha CBIIEHOM COMOTY, 3naTH McTuh, yrpaBripaHa MecvHraHa nioya, 122 cm x 86 cm, 1995
Private collection, Berlin, Germany « lNprBaTHa Konekuuja, bepnnH, Hemauka
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Portrait of AUNG SAN SUU KYI « MopTpeTt AYH CAH CY Al
Lipstick on silk velvet, gold leaf, engraved brass plate, 122 cm x 86 cm, 1996 « KapmyH Ha CBIEHOM COMOTY, 3aTHI MCTIR, yrpaBUpaHa MecHraHa rnova, 122 cmx 86 cm, 1996
Kumamoto Contemporary Art Museum Collection, Kumamoto, Japan « Konekuuja My3eja caBpemeHe ymeTHocTi, KymamoTo, JanaH

Portrait of JESSIE NORMAN « MopTtpeT LIECM HOPMAH
Lipstick on silk velvet, gold leaf, engraved brass plate, 122 cm x 86 cm, 1996 « KapMiH Ha CBIEHOM COMOTY, 31aTHI MCTUR, yrpaBypaHa MecyHraHa rnova, 122 cmx 86 cm, 1996
Kumamoto Contemporary Art Museum Collection, Kumamoto, Japan « Konekuuja My3eja caBpemeHe ymeTHocTi, KymamoTo, JanaH

Portrait of GAL COSTA « NMopTpeT NAJ1 KOCTE
Lipstick on silk velvet, gold leaf, engraved brass plate, 122 cm x 86 cm, 1996 « KapMiiH Ha CBIEHOM COMOTY, 3naTHY cTh, yrpaBrpaHa MecviHraHa rioua, 122 cm x 86 cm, 1996
Kumamoto Contemporary Art Museum Collection, Kumamoto, Japan « Konekumja My3eja caBpemeHe ymetHOCTH, KymamoTo, JanaH

Portrait of JULIA KRISTEVA « MoptpeTt JYINJE KPUCTEBE
Lipstick on silk velvet, gold leaf, engraved brass plate, 122 cm x 86 cm, 1996 « KapMiH Ha CBMIEHOM COMOTY, 31aTHI McTuh, yrpaBrpaHa MecviHraHa nnoua, 122 cm x 86 cm, 1996
Kumamoto Contemporary Art Museum Collection, Kumamoto, Japan « Konekuuja My3eja caBpemeHe ymetHoCTH, KymamoTo, JanaH
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Portrait of MADONNA « MopTper MAJJOHE
Lipstick on silk velvet, gold leaf, engraved brass plate, 122 cm x 86 cm, 1999 « KapmiH Ha CBIEHOM COMOTY, 31aTHU IMCTIR, yrpaBupaHa MecHraHa nnova, 122 cmx 86 cm, 1999
Private collection, Berlin, Germany « lNpuBaTHa konekuuja, bepnuH, Hemauka

Portrait of VIVIENNE WESTWOOD « MopTtpet BUBWJEH BECTBY[]
Lipstick on silk velvet, gold leaf, engraved brass plate, 122 cm x 86 cm, 1995 « KapmuH Ha CBIIEHOM COMOTY, 3naTHU McTUh, yrpaBripaHa MecvHraHa nioya, 122 cm x 86 cm, 1995
Kumamoto Contemporary Art Museum Collection, Kumamoto, Japan « Konekuuja Myseja caBpemeHe ymeTHocTi, KymamoTo, JanaH

Portrait of PRINCESS MASAKO OF JAPAN s« Moptpet JANMAHCKE NMPUHLIE3E MACAKO
Lipstick on silk velvet, gold leaf, engraved brass plate, 122 cm x 86 cm, 1995 « KapmH Ha CBIIEHOM COMOTY, 3naTHU McTUh, yrpaBripaHa MecvHraHa niioya, 122 cm x 86 cm, 1995
Krohne Art Collection, Duisburg, Germany - Krohne Art konekuuja, Jyncéypr, Hemauka
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Galerie A. von Scholz, Berlin, Germany, 1996 « lanepuja A. ¢oH LLony, bepnuH, Hemauka, 1996
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benegukT LUtermajep

PeanHociu wmuHke: Mapkosuhesu TpaHcguiypaliusHu pagosu

Tpancpuiypamusnu pagosu MwumoBaHa MapkoBuha Mory ja ce carnefajy u3 Bullle
pasmmunTux acnekata. OHM MCTPaxyjy CyWITUHY, MOryhHOCT u rpaHulie mopTpera,
eKCIIepUMEHTHUINY ca TeKCTOM MU IOATEKCTOM, ca pasamuutuM Mmoryhum dopmama
IpefCTaB/bakba, IMMIHUITY TMKOBHE MIy3Hje Kao IITO CYy CIMYHOCT VIJIU NePCHeKTUBA.
Ceaku uuxnyc Tpaucpuiypaitiuenux pagosa (Kapmunxe, Camobpujarwa n Texcili
dopilipeiiu) pe3ylTaT je MHTEH3VBHOI MCTpa)kMBama ¥ IIOKYIIAj fla ce pasBuje U
npomMpu ujeja moprpera. MapkoBuheBo opbujame [a IIOHOBM M peIpOAYKyje
mocturHyha pyrux yMeTHUKa, Kao U COIICTBEHO, HABOJM Ta Jja MPUKYIba HOBE METO/e
U KOHIIeIITe KaKo 61 peaan3oBao IOTIIYHO HOBe pajose. OHU Cy, Maja 3aCHOBaH!U Ha
JeTa/bHOM MCIMTUBABY JPYTUMX YMETHUKA U IHUXOBUX PajioBa, HE3aBUCHM M 4ECTO
BeoMa MaJjIo JIM4e Ha IIPeTXOfHe pajioBe.

ITpeu uuknayc MapkosuheBux Tpaucuiypaimiuenux pagosa jecy Kapmunxe. To je
cepuja IOpTpeTa CIaBHUX >KE€Ha Y CBETY U3 00/1acTu NMONUTHKe, puno3oduje, My3uke U
¢unma. [TopTpeTn cy MOHOXpOMHe IIOBPIINHE, @ 32 CBaKU MY je 6un1o nmorpe6Ho of 60
[0 100 KapMUHa, KOj/ CY HAHOLIEHM Ha CBU/IEHN COMOT y TELIKOM 3/1aTHOM pamy. VMeHa
ocoba Koje Cy IOpTpeTucaHe U3rpaBupaHa Cy Ha IpuYBpiIheHOj MECUHTAaHO] IIOYNLIN.

MapkoBuh ucTpaxyje KyITypHY CpefMHY CBaKe IOpTpeTHCaHe >XeHe Kako Ou
joj oapenno oprosapajyhy 6ojy kapmuua. Ibera mHTepecyjy LIMMHKA M CBU HeHU
acIleKTH, a KapMUH OMpa Kao HajCTepeOTUIIHMjU OONMK >KeHCKe MIMUHKe. MebyTum,
Y TeIIKY 3JIATHM paM M M3IpaBMpaHa MeCHHTaHa IIOYMIIA Jleo CY Te LMIMMHKe, Koja
ce, mo MapkoBuhy, He ofHOCU caMo Ha mobospliame u3rinena pyackor 6uha Beh u
Ha usriep objekara um wuxose ¢acage. Tako Kapmunke mpounndHo ynyhyjy Ha came
cebe. YMeTHUK LIMVHKA BUXOBE IOBPIIMHE KaKo OM OuiIe IITO NpUjaTHUje 3a OKO.
MebyTtum, 0Bo HuUKAaKO HUje jedTUH HAYMH [ja Ce IPUBYUe IaXkKibha 3a0BO/baBalbeM
Hallle >)Ke/be 32 He4yM JlentuM. MapkoBuh, jeHOCTaBHO, JOC/IEJHO IPUMebYje cafipKaj
CBOT paja Ha cropaiimy popmy. Ob6a nukinyca Camobpujared, Koju KOPUCTe LIMUHKY Y
00pHyTOj hopmu, kao u Texcili Gopiipeifiu, KOju PYHKIMOHNIIY IPUMEHOM IIMIHKE Y
PasIMYNTOM KOHTEKCTY ¥ Ca PasJIMIUTUM Cafip>KajeM, I'ybe CBe CeH3yalHO aTpaKTUBHe
KBa/luTeTe Koje uMajy Kapmunke.

OBa HalIMMHKaHAa [10jaBHOCT Kapmunku Kao fa HeMa (a pe 61 ce peKIIo fja MOTUCKYje)
MHPOPMATUBHU Cafip)kaj, jep Kao Ha KOMYHMIMpa jefMHO ca IPa3HOM IOBPIIVHOM,
Majia IPUCYCTBO IIMMHKeE OfiBIa4l IIaXKIby Off OBe KapakTepucrtuke nyknyca. llltasumre,
cBe uHdpopMaumje Koje fobMjaMo O OHMMA 4MjU je NOPTpPeT HAcAMKaH Beh mocroje
MeMoOpMcaHe OfipaHuje y Hama camuMa. CaMo jemaH Manu fieTab (M3rpaBMpaHa MMeHa
TYX JKeHa) YCIIOCTaB/ba Be3y Ca HaMa, IITO aKTUBYpa OpojHe paclipaBe O OHVMMa KOju
cy moprperucaun. Ilocmarpajyhu Kapmunke, He nobujamo Hukakse MHOpMaLuje MIn
IOJATHO 3Hakbe, Majla LIMIHKA OfiB/IauM [TAXKEbY Off Te unMmeHuIe. Vako je Mapkosuh Tora
CBeCTaH, OH HeMa L[W/b a KPUTUKYje UIMMHKY ¥ IOCTYIKe IIMUHKama. OH caMo Kpo3
3abaBy OTKpMBa mbUxoBe edeKre, Kopucrehn ux 3a cBoje caMOMpOHMYHE pafioBe.

Iuknyc Camobpujarwa je ppyra cepuja Mapkosuhesux Tpaucpuiypamiuenux pagosa.
To cy ayTomopTpeTu Koju cy, 6ap 0 U3ITIeNy, IOTIYHO PasJINduUTU Off ayTOOPTpeTa Koje
MO>KEMO Jia 3aMMCIMMO. YMETHUK ce Opuje caM wam ra 6puje 6epOepyH, Koju My mocie
TOTa YMCTY U CYLIM /yLe OenyuM rmemkypoM. Kao yMeTHMYKO fe/Io HojaBbyje ce MeLIKIp ca
IOHK tparoBuma ymetHuka. Koju 60/bu 1 06jeKTUBHMjI BUL TOPTPETA MOXKe fa IIOCTOjU?
Camobpujara Cy IIOTIYHO 06jeKTUBHA Wy 6ap 006jeKTMBHA OHOMMKO KOJIMKO TO MOXeE fia
Oyne IpUpofHA HayKa, IIOLITO eHeTCKe aHa/i3e TParoBa KOji OCTajy Ha HEIMIKUPY MOTY
[I0BE3aTV MOJETI Ca PajioM, a Jja Ce OH He IIOHaB/ba {0 HejacHe U Kpajibe CyOjeKTUBHe nyeje
CIMYHOCTM, INTO KJIACUYHM HOPTpeTH 3axTeBajy. Kopemaumja MapkoBuha u meroux
ayTOIIOpTpeTa MOXKe 3aJICTa ia ce IPOBep, Kao HEIlITO LIITO CMO IIPETXOIHO NPeTIOCTaBUIIN,
IpeMja ce TO He CIaXKe ca MPOM3BOAMMA U3 00/I1acTU YMETHOCTH.

Benedikt Stegmayer

Make-up Reality: Markovic’s Transfigurative Works

Milovan Markovi¢’s Transfigurative Works can be seen from a variety of aspects. They ex-
plore the essence, possibility, and limits of portraiture, experiment with text and subtext,
with different possible forms of representation, and eliminate pictorial illusions such as
likeness and perspective. Each series of Transfigurative Works - the Lipstick Paintings, the
Selfshaves and the Text Portraits - is the result of extensive exploration and an attempt to
develop and expand the idea of the portrait. Markovic’s refusal to simply repeat and repro-
duce the achievements of other artists from all ages as well as his own leads him to amass
new methods and concepts to make groundbreaking works. Although based upon thor-
ough research into other artists and their works, they are independent and often bear little
physical resemblance to their predecessors.

The first series of Transfigurative Works by Markovi¢ is Lipstick Paintings. It is a se-
ries of portraits of some of the world’s most famous women in their respective fields:
politics, philosophy, music and film. The portraits are monochrome paintings, each
one of which needed roughly 60 to 100 tubes of lipstick, which was applied to silk vel-
vet enclosed in a heavy golden frame, with the names of the portrayed engraved onto
an affixed brass plate.

Markovi¢ conducts research into the cultural background of each of the portrayed
women in order to determine an adequate lipstick colour. He is interested in make-up
and all its facets and chooses lipstick as the most stereotypical form of female make-up;
however, the heavy golden frame and the engraved brass plate are also part of the make-
up, which Markovi¢ see as merely a means used to enhance the appearance of a human
being, but also the appearance of objects/buildings and their facades in general. In this
way, the Lipstick Paintings are ironically self-referential. The artist makes up their sur-
faces so they are more pleasing to the eye. However, this is not a cheap way to attract
our attention by satisfying our desire for something beautiful. What Markovi¢ does is he
simply coherently applies the content of his work to its outer form. Both the Selfshaves,
where make-up is used in in the opposite way, and the Text Portraits, where it is applied
in a different context with a different content, completely lack the sensually attractive
qualities of the Lipstick Portraits.

The made-up appearance of the Lipstick Portraits, however, lacks - or rather suppress-
es - any informative content because it communicates but an empty surface. The pres-
ence of the make-up, nonetheless, draws attention away from this feature of the series.
Furthermore, we already have all the information about the portrayed, and it is communi-
cated to us by a small detail, the engraved names of the women, which activates a number
of discourses about them. This renders it unnecessary to add any further information,
since we ideally have a fair amount of knowledge about them, which we only need to re-
activate. In these way, we do not gain any information or knowledge by seeing the Lipstick
Paintings; the make-up really only distracts us from this fact. Although Markovi¢ is aware
of this, his aim is not to criticize make-up or make-up practices with the Lipstick Paintings.
Rather, he playfully discloses their effects by using them for his self-ironic works.

Selfshaves is the second series of Markovi¢’s Transfigurative Works. They are self-por-
traits, but they are, at least in appearance, quite unlike any self-portraits we can think of.
The artist shaves himself, or gets a barber to do so, and afterwards cleans and dries his
face with a white towel. The resulting artwork, or fetish, is a towel with traces of the art-
ists DNA. And what better and more objective form of a portrait could possibly exist? The
Selfshaves are completely objective, or at least as objective as natural science can be, since
genetic analyses of the traces left on the towel can link the model to the work without re-
curring to the obscure and highly subjective notion of likeness, which is required for clas-
sical portraits. The correlation between Markovi¢ and his self-portraits is truly verifiable,
whose existence we might be assuming, although this is quite at odds with products from
the realm of art.
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1. OunrnefHo, HMjefHa cTpaTernja ce He MoXe
npunucaTtn jegHoM nony. KeHcka WMUHKA YKibyuyje
aenunauujy, a mywka 6ojerse nuua.

2. bojaHa MNejuh, ,Working on the Face”y: Markovic,
Transfigurative Works, cTp. 103-117, HupH6epr:
Verlag fir Moderne Kunst, 2006, cTp. 103-117, oBfie
CTp. 111-112.

(TekcT je npeBefieH Ha CPNCKX Y OBOj Ny6nnKayumju.
Mpum. yp.)

Osaj Bup mpepncrasbama, MehyTnM, 1 Huje Tako HOB. AKO ce BPaTHMO JBe XMbajle
rofyHa yHasajl, Mo)XxeMo IpoHahu moprpere uspabene ympaBo Ha Taj HaumH. Ilo
xpumrhasckom npepamny, CBeta BepoHuka je mana cBoj yopyc Xpucry Kako 6u o6pucao
4esmo. ToM MPUIMKOM HeroBo JIuIle ce Ha YyfiecaH HauMH YTUCHYIO Ha yopyc. HapasHo,
3aUeTHUIM M TIpBM CrlefbeHuny xpumhaHCTBa BepOBaTHO Cy BeOMa Majo 3HAIM O
reHeTULIM, ANy Npefiambe 0 CBeToj BepoHMKM MHCOMPKCAIO je HAPOSHY €TUMOIOTH]Y Jia
(ma>xHO) mOpekIo MMeHa BepoHMKa npunuie JTaTMHCKOj pedy vera (MCTUHA) U TPUKO]
peun eikon (nmmk). Vpeja HajBepHujer moprpeTa HacTajor Ha OBaj HauMH (Kao OTHCAaK
HedMjer IMla) BepOBaTHO je MHCIMpUCaHa MUII/BY 1a OBaj BUJ] IIPe/ICTaB/balba PEIaTUBHO
OoCHUTIypaBa yMeTHMKa Off IEroBe CBeCHe MIM CAydajHe MaHMUIyNaluje JOK pafy Kao
MenujyM. Taj kBanmureT ce 3agp>xaBa u' y Mapkosuhesum Camobpujaruma. OBa nsabpana
MKOHOK/IACcTNYHA (OpMa He OCTaB/ba YMETHMKY HIMMAJIO MeCTa 3a MaHUIYIalljy.

Mapxkosuh, mehyrtum, nge game op Xpucra. 3a pasnuky o nauKa y XpuurhaHcKOM
npefamy, MapkoBuh He ocTaB/ba OTHMCAaK CBOT JIMLIA Ha IEIIKMpKUMA ¥ He flaje HaM
HeIoCpefiHe, BUJ/bUBE IIyTOKase cBOr pajia. CaMo [IeJIOBU IIEIIKMpPa KOje HaKHaJTHO 00ju
YKa3yjy Ha TO fia je Mlle IPUCYTHO, MAKO IbeTOBY CEH3YyalHM KBa/JIMTETU HEJOCTAjy.

bam kao mTo je mMMHKA BaxkHa 3a Kapmunke, TaKO OHa WUTpa IJIaBHY YIOTY U Y
Camobpujarouma. OBor nmyTa, MehyTum, y IUTamy je Mylka mMuHKA. MyIIK) eKBUBaIeHT
JKEHCKOj IIPMMeHM KapMMHa jecTe Opujame. [lakie, IpefcTaB/bajy HaM ce iBe CYIPOTHE
CTpareruje MIMIHKe — jeJHa KOjy KOPMCTM MYILIKapal 1 Ipyra Kojy Kopuctu >keHa.[1] Oo
ykasyje ma ce Mapkosuhesu nuknycu Kapmunxe u Camobpujara MOpajy aHaIU3UpaTH
U3 acleKTa POJHUX CTEPEOTMIIA, LITO je CBAKAKO I[eHTpajlHa TeMa OBUX pajioBa. Y
CBOM TeKCTy ,Pap Ha nuny”’[2] Bojana Ilejuh ce ycpemcpenmna Ha pofHe aclekTe y
Mapxkosuhesum Tpancpuiypaimusuum pagosuma. OHa He IPONYLITA Ja IOMEHe KaKo
je TpafMIMOHA/IHY >KEHCKM [NOMEH IIMMHKE TyMadeH II0OjMOBMMAa KaKBU CY IIOjaBHOCT
IIPOTUB eCeHIuje, OGHOCHO dacajia IpOTUB CylUTHHe. HesanmHTepecoBaH 3a MCTUIIabe
IIMMHKe Kao Heder ImoceOHO >KeHCKor, MapkoBuh pajyu ca myannsMoM OTKIambama U
moflaBama. V oTK/Iamame U JOfaBambe Cy TpafiMliMOHaNTHe TeXHMKE KOje ce KOpUCTe Y
YMETHUYKOM CTBapamy. YMETHUK MO)Ke U3BajaTU CBOje /MMIje WIuU U3 6/I0Ka MaTepujaia
KOjU CMarbyje UM CllajatbeM MaTepujana y LeanHy.

Op 2002. rogmuHe Mapkosuh pagm Ha Tekcili dopilipeitiuma, Tpehem nuKIycy
Tpancpuiypaimusrux pagosa. To cy noprpern 6eckyhHuka Koju 13 6e36poj pasmuantux
pasJora He U3/1a3e Ha Kpaj ca >KMBOTOM Y [PYLITBY Y KoMe >xuBe. Ibux 0614uHO cmarpajy
IIpOMallleHNM JbyJ¥Ma MOLITO He MOTY /la Ce NPU/IArofie Ha4YMHY XKMBOTA KOjU IPYLITBO
OYeKyje Of CBOjUX NpUNafHMKa. 3HaMO fja 6ecKYRHUIN IIOCTOje U He MOXKEMO Ja UX He
CpeTHeMO Ha ynMilaMa CBaKoT Tpaga. MebhyTum, He 3HaMO MHOTO O THM IOjeMHIMMA.
YrnaBHOM MMaMO CTePeOTUIIHA MUII/bElba O BIMA, a APYLITBO IOKYIIaBa Ja UX MOTIIYHO
eIVMIHMNIIE U3 Halllel KOMeKTUBHOT naMhema. OHM Cy HelpyMepeHM IIOIITO OTKPUBAjy
HeJoCTaTKe HalleT ApyuITsa. [lonnTuyapy He Bosle a ce ApyxKe ca wyMa 1 He 06e36ehyjy
VIM MECTO y IMOIMTUYKOM IIPOrpaMy, a KOMIIaHMje HUCY 3afHTEPECOBaHE 3a IHIX, jep OHM
HeMajy IiaTexkHy Moh. 360r OBYX U APYTUX pasjiora OHYU Cy HEOBO/BHO MIPENCTAB/EHN Y
jaBHMM pacIpaBaMa.

Mapkosuhesu Tekciti dopiipeitiu Aajy rmac oBuM ocobama. IIpmmas koju mma mpu
M3pajy BUXOBUX IOPTPeTa HOTIYHO je pasmnauT y ogHocy Ha Kapmunke u Camobpujarva.
ITocMaTpay HeMa HpPETXOJHNUX Ca3Harba O IOjefMHLMMA, IITO jeé IOTIHYHO CYIPOTHO
APYrUM TpaHCOUIYpAaTMBHMM panoBuma. 36or Tora MapkoBuh He Moxe fa pagy ca
CTpaTerujaMa Koje ce OC/lamajy Ha TakBe pajoBe. Kopumhemwe uMeHa cBojux Mopena
y HasuBUMa IOpTpeTa (MOXJaA ca JOIYHOM 0co6a 6e3 goma) ¥ CTBapame HeKe HIXOBe
peanucTuyHe, GUrypaTuBHe CIMKe OMI0 6M BepOBATHO JOBO/BHO J1a aKTMBMPAMO Hallle
crepeoruie o 6eckyhuuuTsy. Mnak, Humra He 6MCMO Hay4M/IM O CaMuUM ocobama Koje
cy noprperucane. Crora Mapkosuh npuberaBa tekcty. OH MHTepBjyuue 6eckyhHuke
IIOjefMHAYHO ¥ IyIiTa MX fla IIpU4ajy o cebM, CBOjUM pasMuIUbambMMa U HJejaMa o
XVBOTY U APYIITBY, CBOjUM [OXXMB/bajUIMa VN O OUIO YeMy APYTOM IITO JKelle fia Kaxy.
VIHTepBjyn Cy CHUM/bEHU Ha BUJIEO-TPAKy, a OHZA TpaHCKpmOoBaHu. Mapkosuh 6mpa
dbparMeHT npude ¥ C/IMKa ra Ha IIATHY. Texcili dopiipeiliu KOjU HACTajy HA Taj HAYMH Ha

This form of representation, however, might not be all that new and innovative after
all. If we go back two thousand years, we will find portraits made in exactly the same
way. According to Christian mythology, St. Veronica gave her veil to Jesus so he could
wipe his forehead. As stated in the story, Jesus’ face was miraculously impressed upon it.
Of course, the inventors and early adherents of Christianity presumably knew very little
about genetics, but the story of St. Veronica has inspired folk etymology to (falsely) at-
tribute the origin of the name Veronica to the Latin vera (true) and the Greek eikon (im-
age). The idea of the truest portrait as the impression of someone’s face might have been
inspired by the thought that this would be a form of representation relatively safe from
conscious or accidental manipulation by an artist working as a medium, a quality also
found in Markovi¢’s Selfshaves. The iconoclastic form the artist chooses does not leave
him any room for manipulation.

Markovi¢, however, goes further than Jesus. Unlike the image in Christian mythology,
Markovi¢ doesn’t leave an impression of his face on the towels and gives us no directly per-
ceivable clues with his work. Only the tops he paints on the towels afterwards indicate the
presence of a face, whose sensual qualities are, nevertheless, missing.

Just as make-up is important for the Lipstick Paintings, so too it plays a central role in
the Selfshaves. This time, however, it is male make-up. Shaving, a process of removal, is
the male equivalent of a woman’s application of lipstick. Thus, we are presented with two
opposing making-up strategies, one used by men, the other by women.[1] This suggests
that Markovi¢’s Lipstick Portraits and Selfshaves have to be analysed from the aspect of
gender stereotypes, certainly one of the central themes of the works. Bojana Peji¢ focuses
on the gender aspects in Markovi¢’s transfigurative works in her text “Working on the
Face”[2] She does not fail to mention that the traditionally female activity of making-
up is interpreted through binaries such as appearance versus essence, or facade versus
substance. Not interested in insisting that make-up is something specifically female, nor
indeed restricted to living beings, Markovi¢ creates adhering to the dualism of removal
and addition. Both removal and addition are techniques traditionally used in the mak-
ing of art. An artist can sculpt his face either out of a block of material he reduces or by
joining materials together.

In 2002, Milovan Markovi¢ began working on a third series of Transfigurative Works,
Text Portraits, which are portraits of homeless men - persons who, for an almost infi-
nite number of reasons, do not cope with life in the society they live in. They are usually
regarded as failures since they cannot adapt or conform to the way of life their society
expects from its members. We know that homeless persons exist and we cannot help but
encounter them in the streets of every city. However, we do not know much - or anything
- about the individuals. We might have some stereotypes about homeless people, but so-
ciety tries to eliminate them from our collective memory as thoroughly as possible. They
are inconvenient since they reveal shortcomings in and of our society. Politicians don’t like
being associated with them and thus do not provide them with a discursive platform; like-
wise, companies aren’t interested in them due to their lack of purchasing power. For these
and other reasons they are unrepresented in public discourse.

Markovié’s Text Portraits give a voice to these persons. The approach he takes in por-
traying them is very different from both the Lipstick Paintings and the Selfshaves. The
viewer has no previous knowledge about the individuals in the Text Portraits, which is
quite the opposite of the other transfigurative works. Therefore, Markovi¢ cannot work
with strategies that rely on such works. The fact that the artist names his portraits after his
models (adding a homeless person to some of them) and produces realistic, figurative im-
ages of them would probably be enough for us to activate our stereotypes about homeless-
ness in general. Yet, we wouldn’t learn anything about the portrayed persons themselves.
Hence, Markovi¢ resorts to text. He interviews homeless individuals and lets them speak
about themselves, their thoughts and ideas about life and society, their experiences or
whatever else they want to discuss. The interviews are videotaped and then transcribed.
Markovi¢ picks a fragment of the story and paints it on canvas. In exhibitions, the result-
ing Text Portraits are usually shown in combination with the video interviews. But even
without seeing the videos, the Text Portraits communicate something essential about the
portrayed: they are depicted as individuals with individual stories, rather than as members
living on the margins of society, made up of our stereotypes.

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

2. Bojana Pejic, “Working on the Face,” in: Markovic,
Transfigurative Works, Nurnberg: Verlag fur
Moderne Kunst, 2006, 103117, here 111-112.

73



74

3. ’KaH bogpwjap, Cumynakpu u cumynayuja,
[opurnHanHu Hacnos: Jean Baudriallard, Simulacres
et Simulation], AH Ap6op: MuunreH yHusepsurer,
1994, CTp. 87.

TekcT je npsu nyT o6jaerbeH y Milovan DeStil Markovic,
Yauak: YMeTHuuKa ranepuja ,Hagexga Metposuh’, 2008,
97-103.

usnoxbama cy 00M4YHO NpUKa3aHy y KOMOMHALMjY ca BULEO-MHTEPBjyuMa. Au 4ak 1 jja
ce He BUJIe BUNEO-PafioBy, Texcili iopiipediiu IpeHOCe HEeIlITO CYIITUHCKO O OHMMA 4MjI
Cy TIOPTPeTU peanyu3oBaHU: OHU CY ONNMCAHM Kao MHAMBUIYE Ca COIICTBEHMM IpuUyYama,
Kao NPpUIATHUIN BaH JPYIITBA, CTBOPEHNU Off HALIMX CT€PEOTHUIIA.

Kao n pgpyru rtpancduryparusHu pajosu, um Texcil topiipeiiu Tpebamo 6m pa
ucnyHe Hus ¢ynkuuja. OyHKIUja je ofyBek AUKTHMpana GopMy OMIO KOT HOPTpeTa.
ITpomarangHM HOPTPETH Ce PasNMKyjy OJ MKOHA 3aTO WITO C€ IUXOBM TBODPLU
VIHTEPECYjy 3a IpeACTaB/batbe He4er PpasnuuuTOl. 3a pasnuky op Kapmuuxu wu
Camobpujarwa, MapkoBuh nma norpeby na Ham Hpyxu nHbopMannjy o oHMMa Koje je
nopTpeTucao. CiMkame TeKCTa Ha IUIATHY je pafiMKaaHU BUJ, CTMKakba, KOjU ce He MOXe
jacHO OJIBOJUTY OJ] KIbV>KEBHOCTIL.

Y mopebewy ca Camobpujarwuma, Koja Cy oKapaKTepucaHa BUCOKMM CTEIIEHOM
objexTuBHOCTHU, Texcili Uopiipeiiu Cy Kpajibe CyOjeKTMBHM ¥ MaHMITYIaTUBHIU.
BeckyhHunu HaM nmpudajy ceoje mpude. Bpio 4yecto ropope o COICTBEHOj IPOLITIOCTH
OHaKo Kako je ce cehajy. Hema HaumHa fja 3HaMoO fja i1 je BUX0BO ceharme Ta4HO UK
HEKO O] ’UX HaMepHO >KelM fla Hac NpeBapu. AMM OBO Cy joll YBeK OpPUTMHaIHe
mucnu 6eckyhuuka. Mehytum, camum npeHoinewmeM ¢pparmMmeHTa HHTEPBjya Ha IIaTHO
YMeTHMK OMpa ¥ TaKo yMamyje cTelleH 00jeKTUBHOCTY, O6ynyhu fa u3Bmauy TeKCT U3
koHTeKcTa. OBO je HemsbexxaH pesyITaT MOKYIIaja fja ce cBakyu 6eckyhHuUK nmpepoun
Kao MHAVBUAYA ca jefMHCTBEHOM Ipouutourhy.

Mapxkosuhesu Texcili flopiipeiiiu CY IOMUTUIKY, a/I) BeOMa CYITUIHUA U CYOBEP3UBHIL.
OH He xemu caMo fja mpefcTaByu 6eckyhHuka Kako 61 Hac HaTepao fa OyAeMO CBECHIU
yMbeHnIe fa je OeckyhHMINITBO IpobmeM y HalleM [PYLUITBY U Ja ra He MOXEMO
urHopucartu. OBo 61 6mno cysuie 6ananHo... OH Xenu fja une fabe. 360r Tora My je
noTpeOHO a MM JjA IJIac M Jla UX YK/bY4YU Yy jaBHY pacipaBy. Texcili opiipeiiu ce yBeK
peanusyjy kao feo ogpehenor Beher nmpojexra y HekoM rpapy. Mapkosuh npasu ocam
BIJIEO-VHTEPBjya IO Tpajy, 0caM OfroBapajyhmx TeKCT MopTpeTa M jefaH MacUBaH
TpPaHCIIapeHT Ha KOMe ce ITamia (parMeHT jeHOT MHTepBjya. TpaHcHapeHT ce Taja
MHCTanupa Ha BUAHY acagy HEKOT KOMepLMjalIHOT lleHTpa y Tpazy.

OBo cy mpocTopy KOjI Ce 11 MHaYe KOPUCTe 3a KOMepLMjanHe UK IONMUTHIKE PeKTaMe.
,»OHO 1ITO aHac JOXMB/baBaMo , TBpAu boxpujap, ,ancopnumja je cBUX MpaByUX HauMHa
U3pakaBarmba y OHO IITO HasMBaMO peKIaMUpame, 6Ug peKIaMupama, OHaj ymnpoiheH
OIlepaTMBHU HauyVH, IIOMajI0 3aBOJ/bUB, IIOMaJNo OHIITenpuxBaheH, jep HeMa AyOuHY.
OH je TpeHyTaH M MOMEHTAlHO ce 3abopaBpa’.[3] Y KpaTkoM BpeMEHCKOM IEpPUOAY
Mapxosuhesu jaBHo usnoxxenn Texcill opilipeiliu OMeTajy OBO U3JIarae, IpefCcTaBbajyhn
MaCOBHO]j ITyO/INIIV HEIITO NIPUINYHO HeodeKnBaHo. Fberos TpaHcmapeHT 6u ce Ha IpBU
THIOIJIef; MOTa0 CXBAaTUTY Kao peK/IaMa, IOLITO je TO OHO IITO 6MCMO OYeKVBa/IN Ha jaBHO]
¢dacapu. Anu Beh cama mwerosa ¢popma 4MHM [ja OyIeMO CyMmbJ4YaBy, IOMITO OYEKYjeMo
Ia y TPEHYTKY fobujeMo Ba>KHY nHPopManujy (IITa fa KyIMuMO WIK 3a KOTra Jja [1lacaMo),
a Jla He MOPaMO AKTUBHO Jia jeé TPaXXMMO MM YUTAMO Iieo TeKcT. OBaKaB TpaHCIApEeHT
peMeTH jaBHU MPOCTOP Ha [1Ba HaunHa — GOPMOM U CafpxKajeM.

Cy6Bepanja jaBHOI IpOCTOpa M Hallle CTEPEOTUIIHO pasyMeBame OeckyhHmimTBa off
CYLITMHCKOT Cy 3Hauaja 3a lexcii lopiipeiie. OHM CTOje HACYIIPOT IPafCKUM IIPU3OPUMaA
Y HAIUM >Ke/baMa ¥ II0CTajy KpeaTUBHM IpousBopu, 6yayhu pa cy aHTMTesa Baamajyhoj
MOJIUTULU pelipe3eHTanuje. Texcill dopitipeitiu Ka0 BEMMKU TPAHCIAPEHT MU3I/IeNajy YyAHO
y LIeHTPY I'paja, 6alll Kao Ja Cy U3 HEKOT JPYror, yTOIUjCKOT cBeTa. V3rienajy HaM cTpaHo
3aTO IITO UX He MOXEMO CXBaTUTU Ha MPBMU IOIVIEN, 3aTO IITO HaM je MOTpeOHO BpeMe ja
UX IPOYMTAMO U 3aTO LITO HAC He >KeJle HABECTU Ja HelITO IpemysMeMo. OHM Cy HIMMHKA
3a rpajl. VicroBpemeHo, Mapkosuh unan ga 6eckyhnunu 6yay BUA/bUBY, JOK UX HOCcTOjehn
opHOocu Mohy 4unHe fia Oyny HeBubUBY. [Jakile, OH MIMWHKA 1 OeckyhHuKe.

BeHepukT LUtermajep je poheH 1981. y PoseHxajmy, Hemauka. Ctyanpao je dénnosodujy n nctopumjy ymeTHocTm y
Kembpuy, Tnbureny, Napusy n bepnuny. loamHe 2008. je KoocHoBao n3faBauky Kyhy "Verlag fir zeitgendssische
Kunst und Theorie”y bepnuHy. Og 2011. 1o 2015. 610 je aupekTop paacke ranepuje y MaHnxajmy, Hemauka. Og 2015.
[0 2019. Bogmno je Operberse 3a Kyntypy y EcnmHreny, Hemauka. TpeHyTHO je gupektop Operbera 3a Kyntypy v
Typusamy bajpojty, Hemauka. Xueu n pagun y bajpojty, Hemauka.

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

In contrast to the Selfshaves, which are characterized by a high degree of objectivity, the
Text Portraits are highly subjective and manipulative. The homeless persons tell us stories.
Very often they speak about their own histories and how they remember them. There is no
way for us to know whether their memory is accurate or whether any one of them deliber-
ately wants to deceive us. But these are still the genuine thoughts of a homeless person. By
only transferring a fragment of each interview onto canvas, however, the artist selects and
thus lowers the degree of objectivity yet again, as he takes the text out of its context and
therefore works as a medium. This is inevitable when one attempts to present homeless
people as individuals with unique histories.

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

Those areas or spaces are normally used for advertising, whether commercial or po-
litical. “Today what we experience,” Baudrillard claims, “is the absorption of all virtual
modes of expression into that of advertising ... the form of advertising, that of simplified
operational mode, vaguely seductive, vaguely consensual because it has no depth, it is
instantaneous and instantaneously forgotten.”[3] For a short time, Markovi¢’s publicly
displayed Text Portraits interfere with this discourse, presenting something rather unex-
pected to a mass audience. His banner might at first sight be seen as an advertisement,
since that is what we expect to see on a public facade. But already its form makes us sus-
picious, as we expect to get the important information instantaneously, namely, what to
buy or who to vote for, without having to actively look for it or read the whole text. The
banner thus subverts public space in two ways, through both its form and content.

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

Benedikt Stegmayer was born in Rosenheim, Germany, in 1981. He studied Philosophy and Art History in
Cambridge, Tubingen, Paris and Berlin. In 2008 he co-founded the publishing house Verlag fiir zeitgendssische Kunst
und Theorie, Berlin. From 2011 until 2015, he was the director of the Stadtgalerie Mannheim, Germany. From 2015 until
2019, he was the head of the Arts Department Esslingen, Germany. Currently, he is the director of the Department for
Arts and Tourism in Bayreuth, Germany. He lives and works in Bayreuth, Germany.

3. Jean Baudrillard, Simulacra and Simulation
[original title: Simulacres et Simulation], Ann Arbor:
University of Michigan, 1994, 87.

Originally published in Milovan DeStil Markovic, Ca¢ak:
Umetnicka galerija Nadezda Petrovi¢, 2008, 96-102.

75



HOMELESS SHANGHAI « BECKYRHULMWU LWWAHTAJ
HOMELESS BERLIN « BECKYRHULUW BEPJINH
HOMELESS BELGRADE « BECKYRHULUW BEOIPALL






[previous page « npeTxoaHa cTpaHal HOMELESS SHANGHAI « BECKYRH/LW LWAHTAJ
Portrait of TANG WHEI, HOMELESS SHANGHAI - MopTpeT TAHIA BEJA, BECKYRHULW LUAHTAJ Video installation, Fei Contemporary Art Center, Shanghai, China, 2011 « Bugeo-uxctanauunja, Oen ueHTap 3a caBpemeHy ymetHocT, LLUaHraj, KnHa, 2011
Banner, 15 m x 4 m, Lingshi Road, Shanghai, China, 2011 - banep, 15 m x 4 m, Jlunrwn poag, LWaHraj, Knuxa, 2011




HOMELESS SHANGHAI « BECKYRHULW LLAHTAJ
Fei Contemporary Art Center, Shanghai, China, 2011 « ®en LeHTap 3a caBpemeHy ymeTHocT, LlaHraj, Kuna, 2011
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Portrait of LI YUN « MopTpeT JINJA JYHA
Pigments and MDM binder on canvas, 250 cm x 85 cm, 2011 « MurmeHT 1 MDM Be3nBo Ha nnatHy, 250 cm x 85 cm, 2011

Portrait of SHI « MopTpet LUAJA
Pigments and MDM binder on canvas, 250 cm x 85 cm, 2011 « lMurmeHTvt 1 MDM Be3rBo Ha nnatHy, 250 cm x 85 cm, 2011

Portrait of ZHANG YANGGUANG « MoptpeT LIAHIA JAHTYAHTA
Pigments and MDM binder on canvas, 250 cm x 85 cm, 2011 « MurmenTn 1 MDM Be3rBo Ha nnatHy, 250 cm x 85 cm, 2011

Portrait of ZHOU GUANGEN « Moptpet LIOYA TYAHTEHA
Pigments and MDM binder on canvas, 250 cm x 85 cm, 2011 « MurmeHT 1 MDM Be3uBo Ha nnaTtHy, 250 cm x 85 ¢cm, 2011
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Portrait of HUANG YONGMING . MopTpeT XYAHTA JOHTMWUHTA
Pigments and MDM binder on canvas, 250 cm x 85 cm, 2011 « lNurmeHTt 1 MDM Be3rBo Ha nnatHy, 250 cm x 85 cm, 2011

Portrait of LIU CHANGPENG « MoptpeT JINYA YAHITIEHTA
Pigments and MDM binder on canvas, 250 cm x 85 cm, 2011 « MurmeHT 1 MDM Be3wnBo Ha nnaTHy, 250 cm x 85 cm, 2011
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Portrait of TANG WEI « Moptpet TAHTA BEJA
Pigments and MDM binder on canvas, 250 cm x 85 cm, 2011 « MurmeHT 1 MDM Be31BO Ha nnaTtHy, 250 cm x 85 ¢cm, 2011

Portrait of YANG YONG « MopTpeT JAHIA JOHTA
Pigments and MDM binder on canvas, 250 cm x 85 cm, 2011 « MurmexTn 1 MDM Be3uBo Ha nnatHy, 250 cm x 85 cm, 2011
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[previous page  npeTxofHa cTpaHal HOMELESS BERLIN « BECKYRHWLI BEPJTIMH
Portrait of PETER SCHELLER, HOMELESS BERLIN - MopTpeT METEPA LUENEPA, BECKYRHWLW BEPJINH Video installation, Galerie Kai Hilgemann, Berlin, Germany, 2006 « Bugeo-utctanauuja, lanepuja Kan Xunreman, bepnnH, Hemauka, 2006
Banner, 12 m x 24 m, Checkpoint Charlie, Berlin, Germany, 2006 - BaHep, 12 m x 24 m, YeknouHT Yapnu, bepnuH, Hemauka, 2006
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HOMELESS BERLIN « BECKYRHWLI BEPTMH
Galerie Kai Hilgemann, Berlin, Germany, 2006 « lanepuja Kan XunremaH, bepnuH, Hemauka, 2006
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Portrait of THOMAS KLIEMCHEN « Moptpetr TOMACA KIIMMXEHA Portrait of THOMAS NOWAK . Moptper TOMACA HOBAKA
Pigments and MDM binder on canvas, 250 cm x 85 cm, 2005 « MurmeHTn 1 MDM Be3rBo Ha nnatHy, 250 cm x 85 cm, 2005 Pigments and MDM binder on canvas, 250 cm x 85 c¢cm, 2005 « MurmeHTn 1 MDM Be3uBo Ha nnatHy, 250 cm x 85 cm, 2005

Portrait of PETER SCHELLER « MopTpet METEPA LLEJTEPA Portrait of ZELJKO NOVAK « MopTpet *E/bKA HOBAKA
Pigments and MDM binder on canvas, 250 cm x 85 cm, 2005 « MurmenT 1 MDM Be3rBo Ha nnatHy, 250 cm x 85 cm, 2005 Pigments and MDM binder on canvas, 250 cm x 85 cm, 2005 « MurmexTyt 1 MDM Be3rBo Ha nnatHy, 250 cm x 85 cm, 2005
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Portrait of JACQUES DUMKE « MopTpet *KAKA IYMKEA
Pigments and MDM binder on canvas, 250 cm x 85 cm, 2005 « MurmenTyt 1 MDM Be3rBo Ha nnatHy, 250 cm x 85 cm, 2005

Portrait of LOTHAR GOERKE « MopTpeT JIOTAPA TEPKEA
Pigments and MDM binder on canvas, 250 cm x 85 cm, 2005 « MurmenHTyt 1 MDM Be3rBo Ha nnatHy, 250 cm x 85 cm, 2005
Private collection, Berlin, Germany « lNprBaTHa Konekuuja, bepnvH, Hemauka
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Portrait of ERHARDT WERNER « MopTpeT EPXAP[A BEPHEPA
Pigments and MDM binder on canvas, 250 cm x 85 cm, 2005 « MurmexTy 1 MDM Be3rBo Ha nnatHy, 250 cm x 85 cm, 2005

Portrait of UWE vom UFER - MopTpeT YBA op YOEPA
Pigments and MDM binder on canvas, 250 cm x 85 cm, 2005 « lMurmeHT 1 MDM Be3rBo Ha nnaTtHy, 250 cm x 85 cm, 2005
Private collection, Lohmar, Germany « lMpuBaTHa Konekuuja, Jlomap, Hemauka
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[previous page  npeTxofHa cTpaHal HOMELESS BELGRADE « BECKYRHWLI BEOTPALL
Portrait of DRAGAN STANKIC, HOMELESS BELGRADE - Moptpet IPATAHA CTAHKURA, BECKYRHULI BEOTPA/] Video installation, CZKD / Paviljon Veljkovi¢, Belgrade, Serbia, 2003 « Bugeo-uHctanauuja, LI3K / NMaBusboH Besbkosuh, beorpag, Cpbuja, 2003
Banner, 40 m x 8,90 m, Albania Palace, Terazije Square, Belgrade, Serbia, 2003 - baHep, 40 m x 8,90 m, Nanata,An6aHuja’, Tepasuje, beorpaa, Cpbuja, 2003




HOMELESS BELGRADE « BECKYRHWLW BEOTPALL
CZKD / Paviljon Veljkovi¢, Belgrade, Serbia, 2003 « LI3K/, / MaBumboH Berbkosuh, beorpag, Cpbuja, 2003
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Portrait of HABIB VLJASI « MopTtpeT XABMBA BJbALLIVJA

Pigments and MDM binder on canvas, 250 cm x 85 cm, 2003 « [MurmeHTt 1 MDM Be3rBO Ha nnatHy, 250 cm x 85 cm, 2003
Portrait of BRANKO HUSTIC « MopTpeT BPAHKA XYCTURA

Pigments and MDM binder on canvas, 250 cm x 85 cm, 2003 « MurmeHTi 1 MDM Be3uBo Ha nnatHy, 250 cm x 85 cm, 2003
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Portrait of VLADA TRBOVIC « MoptpeT BJIALIE TPEOBMRA
Pigments and MDM binder on canvas, 250 cm x 85 cm, 2003 « lMuurmeHTyi 1 MDM Be3rBo Ha nnatHy, 250 cm x 85 cm, 2003

Portrait of RATKO AMATOVIC « Moptpet PATKA AMATOBRA

Pigments and MDM binder on canvas, 250 cm x 85 cm, 2003 « MurmexTn 1 MDM Be3rBo Ha nnatHy, 250 cm x 85 cm, 2003
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Portrait of JOVICA NIKOLIC « MopTpeT JOBULE HUKOSIMRA
Pigments and MDM binder on canvas, 250 cm x 85 cm, 2003 « MurmeHTn 1 MDM Be3rBo Ha nnatHy, 250 cm x 85 cm, 2003
Muzej grada Beograda Collection, Belgrade, Serbia - Konekuuja My3eja rpaga beorpaga, beorpag, Cpbuja

Portrait of DRAGAN STANKIC « Moptpet IPATAHA CTAHKURA
Pigments and MDM binder on canvas, 250 cm x 85 cm, 2003 « MurmeHTn 1 MDM Be3rBo Ha nnatHy, 250 cm x 85 cm, 2003
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Portrait of ARIF MEMETOVIC « Moptpet APVOA MEMETOBURA
Pigments and MDM binder on canvas, 250 cm x 85 cm, 2003 « MurmeHTyt 1 MDM Be3mBo Ha nnatHy, 250 cm x 85 cm, 2003

Portrait of ZORAN SILJAK - Moptpet 30PAHA LLIWIBKA
Pigments and MDM binder on canvas, 250 cm x 85 cm, 2003 « MurmexTn 1 MDM Be3nBo Ha nnatHy, 250 cm x 85 cm, 2003
Private collection, Lohmar, Germany - lpusaTtHa Konekuuja, Jlomap, Hemauka
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1. HakoH o06jaB/buBarba OBOT TEKCTa, 2006, yMETHUK
je HacTaBumo npojekat y Knunu, Homeless Shanghai
(2010-2011). Mpum. yp.

bopuc bygeH

Wida je aonutuuyko y ymewiHoctuu MunosaHa [lecetuun Mapkosuha?

JlosBomuTe MM [a IIOYHEM jeffHUM pPeTOPMYKMM ImTameM: [la i1 je ymeTHocT MusoBaHa
Mapkosyha noymTiraka ymeTHOCT? OITOBOP je pUIM4HO MaK. [la, jecte. Ay InTabe je 3alITo 1
Kako. THI4HoO objallimberbe IIOMUTIIKOT 3HAYeHha BEerOBIX YMETHIYKYIX fie/Ia IATO je Ha OCHOBY
TaKO3BaHe IOMUTIKe penpeseHTanyje: MapkosuheBa yMETHOCT je OHOMMKO MOJIUTIYKA KOTUKO
YYHY BUJBUBUM OHO ILTO je PYLITBEHO HEOBO/BHO IPECTAB/bEHO, TO jeCT, OHO ILTO CY JaTh
OJTHOCH CHara y4yHIIV HeBUIbMBIM. Eberos npojexr beckyhHuiu 06MIHO ce cMaTpa HajoobyM
IPMMEPOM TaKBe IIOMUTH3ALMje YMETHOCTU. Y OBOM IIPOjeKTy OH IIPaBU TeKCTYasHe IIOpTpeTe
(Ha OcHOBY MHTepBjya) GeckyhHUKa — IpyIle CMPOMAIIHNUX JbY/JU Ca MapryHe HallleT MOJIEPHOL,
PasBMjEHOr IPYINTBA, IUTO j€ CMHOHMM 32 IPYIUTBEHO MCK/BYYEHE U jaBHY HEBUIJBMBOCT — U
IIpefiCTaB/ba BIXOBE XIMBOTHE IIpIYE y jABHOM IIPOCTOPY, Y TajlepyjaMa, alnu 1 Y GOpMI Be/IMKIX
6wnbopma, Ha TProBUMa U 3HAYajHUM 3IpajiaMa y CeflaM paslIuuMTIUX IPajjoBa Ha YeTUPU
koHTUHeHTa (bepmuH, Beorpap, Tokno, Jlonnon utx).[1] Tako, kao mTO ce off Hac OYeKyje Aa
Bepyjemo, Mapkosuh nmomaxke npBo 6eckyhunumma. Jajyhy nm rnac n omoryhasajyhu um fa ce
Ha Taj Ha4yyH 4yjy y APYLITBY KOje VX je 3a00paBu/IO, OH MX JOC/IOBHO ITOVDKE U3 IIPUKPUBEHOCTH
1 HeMONHOCTH BYIXOBe MapriHanu3oBaHe ersucteHnyje. C pyre cTpaHe, OH IIOMaXKe Y YUTaBOM
mpyury. CBojoM yMerHomhy oH My oMoryhaBa Jja OCTaHe CBECHO CBOjUX M3OIIITCHUKA U
HeIlpaBfie KOja MM ce HaHOCK, HOAp)KaBajyhy Tako 3axTeBe 3a APYLITBEHUMM U IIOMUTHYKIM
pedopmama. Crora cmobogHo Mokemo pehu ga je MapkoBuheBa yMETHOCT IOTMTHUKA,
jep TOKylIaBa [ja yTude Ha JjaTe XeTeMOHMCTUYKE OfJHOCE Ca IUbeM Ja JPYIITBO YUMHU
TPAHCIAPEHTHUUM, TOJIEPAaHTHU)UM, VHKITYSUBHWM — jeTHOM P€Yjy, JEMOKPATUIHMj VM.

Vsrnena na oBakBa MHTepIIpeTalija O[UIMYHO ObjalliibaBa 3amTo je MapkosnheBa yMeTHOCT
noymtrdKa. Jopyle, HeKo O MOrao LMHMYHO 3aMEPUTH Ja He pasyMe 3allTO ce OHa U Jiajbe
cMmarpa yMeTHouthy. Jako IOTIyHO Mallli CBOjy MeTY, OBa OIlacka IVPEKTHO YKasyje Ha CYLITHUHY:
YIIpaBO 3aXBa/byjyhyt BIX0BOj ,TIOMUTUIHOCTI , MapKoBuheBe paoBe MOXKeMO IIeHTI(DUKOBATH
Kao yMeTHOCT. [la moky1ramo 1o objacanti. CaBpeMeHa yMETHOCT Ce IOXKMB/baBa KaO YMETHOCT
IIPBEHCTBEHO 300T CBOje IIPUITAJHOCTH jefHOj OIBOjeHOj Chepy KMBOTA, @ He 300T HEKVIX ITOCeOHIX
0CO0OVHA CBOjCTBEHNX ay TeHTMYHVIM YMETHIYKIM fie/iMa. [IpyryM peunma, HeKu apTeakT MOXKe
ce VIeHTU(VKOBATH Ka0 YMETHIYKO /IO YIPaBO 3aTo IITO 3ay3UMa OBaj JOMEH ayTOHOMIje
Ife IOTHajia IOf, YMCTO ecTeTcke Kpurtepujyme. OBO HMje Y CYIIPOTHOCTY C IOTMTY3ALVjOM
YMETHOCTH, Kao IITO MHOTM Bepyjy. HampoTuB, yMETHOCT yBeK MOXKe MOCTaTy HOMUTHYKA
3axBasbyjyhu cBojoj cioco6HOCTM la ce Py, Ta4HMje Ja TpoOuje IpaHMIle CONCTBEHe 8y TOHOMHE
cepe n yhe y npyre chepe BpyIITBEHOT ¥ HOTIMTUYKOT )XMBOTA IV Ce IIOMeIIIA Ca BUIMa. AJIV 0Baj
IIOMAK YMETHIYKOT JIeJIa 13 COIICTBEHOT CBeTa Ka CIO/balllbeM YBEK MOpa [ja OCTaHe, TaKaB Ja ou
Morao fia ce pekoHcTpyuie. To je cydaj y MapkouheBoM npojekTy beckyhHuuu Koju fienyje Kao
HeKa BPCTa BOXIbe Ha [IBa TOUKA — KaKO y YMETHIYKVIM TajiepyjaMa Tako U Y ypbaHOM IIPOCTOpY,
TO jeCT MICTOBPEMEHO Y COIICTBEHOM, OffBOjEHOM jaBHOM IIPOCTOPY M1 y OHOME LITO CXBAaTaMo Kao
jaBHO y momTiakoM cmucry. CTora je BeoMma BaXKHO JIa Ce Taj ,,iya/msaM” npojekta beckyhnuuyu
He CXBaTH IIOTPeNTHO Kao MapkopiheBo oK/leBarbe y Be3! C IIOMMTU3ALOM HheroBe YMEeTHOCTIL.
OH HUKaJja He cede IyIIYaHy BPIILY KOja HErOBO YMETHIUKO JIETI0 IIOBe3yje ca ayTOHOMHOM
chepoM yMeTHOCTH, /Iy He 3aTo 1ITO ce 60ju fja he ce meroBa yMeTHOCT YTONUTH Y TIOMUTHULIY U
TaKO MSTyOUTH CBOj yMeTHNYKY ueHTHTeT. Harporus. OH MHCKCTHPa HA OPTaHCKO]j Be3M CBOjUX
YMETHMUKIX JIefla Ca M3IBOjeHOM c(hepOM YMETHOCTH 3aTO IITO Cy HeIOBO CXBATakbe YMETHOCT,
a CaMVIM TVIM V1 Fb€TOBa YMETHIIKA Ie7Ia, 3a1ICTa MONUTIIKIAL

PasymeTn oBo 3Haum, mpe cBera, npesasuhyl HEIITO INTO ce MO)Ke Has3BaTy (HEeTMINNZMOM
cagp)Kaja, OPYIMM pedYyuMa, BepoBambe fla IONMUTM3ALja YMETHOCTU JIEKM Y IbEHO] — Ja
YHOTpeOMM CTapOMOJHY U3Pa3 — TeHeHIMjH, TO jeCT Y OHOME IITO OHa ey IHocTuhu y cBojoj
ApPYLITBEHOj ¥ IIOIUTIYKO]j peamHoCcTH. IIpojext beckyhnuyu, kao mro je Beh pedeHo, Hamepasa
Jla TIOMOTHe CYIPOMAIIIHMM JbyAMMa, YiHehy BUIUBMBUM OHO ILITO Cy ofHOcK moctojehe Mohm
PaHVje YMHWIN HeBUBUBUM, YK/bYdyjyhy cK/bydeHO 1 no6ospiaBajyhy ApyliTBeHn K1BOT.
Ykparko, npogy6byjyhm, mupehn nm rypajyhn sanpen nocrojehy geMokparijy.

Axo je oBo 6wta MapkoBuheBa MCTHHCKa HaMepa 1y, 607be pedeHo, QyHaIHA ,, TeHeHIuja”
IbETOBIX YMETHIYKYIX JIe/Ia, OHJIa ce He Moyke M30ehu IiTambe 1ITa je, y CTBApYL, IIOIUTIIKO Y CBEMY
toMme. Illta je monmmTMyKO y moMaramy OeckyhHUIMMA, V UMIbEbY a HBUXOBHU Ipobmemu Oymy
jaBHO BIIbMBM? 3allTO, HA IIPMMeEp, Y OBOM KOHTEKCTY HeMa IIOMeHa O IO KaKBUM KIaCHUM
OJTHOCMMA WM OU/TO KaKBUM TeH3MjaMa Wi KOHQIVKTIMA M3MeDy YK/bydeHNX 1 MCK/bYYeHNX?

Boris Buden

What is Political in the Art of Milovan Destil Markovic¢?

Let me start with a rhetorical question: is Milovan Markovi¢’s art political? The answer is
quite easy - yes, it is. But the trouble is, why and how? A typical explanation of the politi-
cal meaning of his artworks is given in terms of the so-called politics of representation.
In short: Markovi¢’s art is political insofar as it makes visible what is socially underrepre-
sented, that is, what the given power relations have made invisible. His Homeless project
is usually understood as the best example of such a politicization of art. In this project
he makes text-portraits (based on interviews) of homeless men - a group of poor people
from the margins of our modern, developed society, which is a synonym for social exclu-
sion and public invisibility — and presents their life stories in the public space both in gal-
leries 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.[1] In this way,
we are supposed to believe, Markovi¢ helps the homeless first. By giving them voice and
so making them heard in society, which has forgotten them, he literally lifts them up from
the clandestinity and powerlessness of their marginalized existence. On the other hand,
he helps the entire society as well. By means of his art he makes it aware of its exclusions
and injustice, supporting thereby calls for social reform and political improvements. We
can therefore say that Markovi¢’s art is political as it tries to influence the given hegemonic
relations with the objective to make society more transparent, tolerant and more inclusive,
which ultimately means more democratic.

This interpretation seems to explain perfectly well why Markovi¢’s art is political.
But one could cynically object that one still doesn’t understand why it's considered art.
Although completely missing its target this objection gets directly to the point: It is pre-
cisely because of its political nature that we can identify Markovi¢’s works as art. Let’s try
to explain this: contemporary art is considered as art primarily because of its belonging
to a separate sphere of life, and not because of some specific features allegedly inherent to
authentic artworks. In other words, an artefact can be identified as artwork inasmuch as it
occupies this realm of autonomy, the only one where it falls under purely aesthetic criteria.
Contrary to popular belief, this doesn’t contradict the political nature of art. Quite the op-
posite, art can always become political due to its ability to expand or transgress the bound-
aries of its own autonomous sphere and enter - 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 with Markovi¢’s Homeless project, which operates, so to
say, as a sort of two-wheel drive — both in art galleries and “outdoors”, in urban space, that
is, simultaneously in its own, separated public space, which can always claim the notori-
ous autonomy of art, and in what we understand as public in political terms. It is therefore
extremely important not to mistake this “dualism” of the Homeless project for any sort of
Markovi¢’s hesitation to politicize his art. He never cuts the umbilical cord connecting his
artworks 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 between his artworks with the separate sphere of art because his understand-
ing of - thereby also of his works - is truly political.

Understanding this means, above all, overcoming something we may call the fetishism
of content, in other words, a belief that the political in art lies in its - to use an old-fash-
ioned expression - tendency, that is, in what it wants to achieve in its social and political
reality. In the case of the Homeless project this is, as already mentioned above, the inten-
tion of helping the poor, of making visible what the existing power relations have made
invisible before, of including the excluded, of improving social life, in short, of deepening,
broadening or simply pushing forward the existing democracy.

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

1. After the publishing of this article in 2006, the
artist continued his project in China (Homeless
Shanghai, 2010-2011). Editor’s note.
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OnroBop je jacaH: My IOTPELTHO TyMadMMO HAaBOIHY TeHJeHIMjy IpojekTa Beckyhinuyu xao
ayTeHTUYHY IIOIUTH3aLVjy YMETHOCTH, jep cMO Beh IMoOpKa/m faHAIIY MMbepaTHy KOHLEIT
HOJIUTHUKE JIeMOKPATCKOT KOHCEH3yca ca MOJIMTUKOM Kao TaKBOM. To je pasjior 3auTo ce 6110
KaKaB MOPA/IMCTMYKIM OTIAJ| TakKo /IaKO Ipero3Haje Kao ayTeHTMYHa WIH, YaK, CyOBep3yBHa
IIO/IMTUYKA TBP/HbA. VICTO TaKo, 3aIITO CBAKO MHCYCTVPAbe Ha aHTarOHNUCTUYKOj, KOH(/IMKTHO]
VJiejl TIONUTHKe MOXKe Jia Oyfe JIeK/TapucaHO Kao MJEOTIONIKO, TOTaMTAPHO ¥ VICTOPUjCKU
3acTaperno. YIIpaBo y OBOj MONM fla OmIydyje IITa je y APYIITBEHOM XVMBOTY JUI YMETHOCTH
IIOZIMTIYKO, a 1IITA He, TTocTojeha XereMoHMmja Iokasyje CBOj Hajjauy u3pas.

AKO >XenuMoO Jia IOApMBaMO OBY XETEMOHMjy Y HallleM YUTary YMETHWYKOT fena MuoBaHa
MapkoBuha, MOpaMO HPEIOKUTH IOTIYHO Pas/IMUNTy (POPMYILY HErOBOT IIOMIUTUYKOT
3Havyera. MapkoBuheBa yMETHOCT MOCTaje MOMMTMYKA He 300r CBOje TEHZEHIMje, TO jecT
3060T MHTEHLMOHATHOT CafjpKaja HErOBUX jaBHMX MHTEPBEHIMjA, LITO je y CIydajy MpojeKTa
DeckyhHuyy 49MH KOjUM Cy CHPOMAILIHY, MApIMHAIM30BaHM ¥ VMCK/BYYeHN JBYAU YUMEbEHN
BUJUBVMBUjUM, HETO HAIIPOTYB, HA HVMBOY HaMSIJIE], YMCTe yMETHIYKe Kpearyje. OHO LITO Herosa
YMETHOCT YVHM BUJBYBMM Ha OBOM HUBOY HMje APYIITBEHO UCK/byderbe, Beh 3abopas/beHa Wi,
607pe pedeHo, IOTUCHYTa MOTYhHOCT Apyraunjer jaBHor npoctopa. OBO je, y cTBapy, ,QyHKImja”
BeMUKUX O1160pAa ca OmIoMIMMA M3 KMBOTHUX Tpuda OeckyhHyka. OHM HUCY UBTOKEHNU Y
jaBHOCTY Jia 6V TIpeHe/ HeKy APYIUTBEHY WV TIOJIMTIIKY TOPYKY, Beh 1a 6u npedopmymcam
Hallly OCeT/bYBOCT 32 jaBHM IIPOCTOP, KOjI je JaHac Ha jefjaH IyOOKO TOTaluTapaH HauyH IIOTITYHO
HOABPIHYT KaIlMTa/IMCTIYKOj HOMUHALVjHU, Ta4HMje ocakaheH [ja 61 CIy»KIO jeHOj jelVIHOj CBPCH,
IpeTBapamy CBera LITO HOCTOjU Y poby — 1, TpeMa TOMe, IIOIUTIYKO]j alIOJIOTVj OBOT IIpeTBapama
cBera y po6y. IIpojexar beckyhHuyu MoKasyje HaM — YMHM BUUBMBYM — Ja OBO HMUje KOHA4yHa
PEaTHOCT, U TO MOCTVDKE UCK/BYUMBO YMETHUUKMM cpefcTBuMa. CTora je BpeHO IMOHOBUTH fia
Mapkosuhes npojekaTr Hema aMa 6alll HYKAKBY APYIITBeHY QYHKIN)Y, YIIPaBO Y CMUCITY Y KojeM
je To AZOPHO jemHOM peKao, HauMe, Jia je ApYIITBeHa (PYHKIMja YMETHOCTH YIIPAaBO Y TOMe Jia
HeMa HMKakBy (yHKuyjy. [Ipojexat Beckyhnuyu je uncta yMETHOCT 1 YIIPAaBO Kao TaKaB OH je U
nomuTYKK. OBO OUMITIESIHO 3HAYM Ja MOYKEMO CXBATUTH H-ETOBO IIOIMTUYKO 3HAYEHE VICK/bYIMBO
Ha OCHOBY eCTeTCKe JIorvKe 1 MapkoB1heBOr COICTBEHOT YMETHIYKOT pa3Boja.

Y cBOjUM paHUjUM pafioBIMa 13 IeBefleCeTUX — Y TAKO3BAHUM TpancuiypatiiueHum pagosuma
- Mapkosuh ce 6aBno npo6remom noprpeta (Kapmunke u Camobpujarea). Fberosa ,,penrersa”
3a Taj IpOO/IeM YeCcTO Ce CXBaTajy Kao HeKa BpCTa cMMOO/MuKe cyonmMarje (GuryparyiBHOL
ITpema TOj MHTepHIpeTaLji, Y HOPTPETHCAY ITO3HATHX JKeHa Kao jeHOCTaBHMX 60ja KapMuHa
Mapkosyh Mera OpUTMHA/IHY H0jaBY Y HEIITO CYHTYIHMjE, HELITO IITO je BUILIe OTMEHO, TO jecT
y BeHy cuMO0MuKy cywruay. To je, mo MoM uBpcToM ybehemy, normyHo morpentHo. JKeHe koje
Mapkosuh noprpernie — on Xurapyu Kmuton no Mapone, on Busnujen Bectsyrn mo Karpun
JleHeB — y CBOjOj OPMTMHA/IHO] TI0jaBU HUACY HUIIITA APYTO 10 cuMOo/muKe cvke. To Cy 1or vkoHe
Halller 106a M yIpaBo Kao TakBe OHe MHKOPIOPUPajy HajBUIIM OOMK MOJEpHE ,,OTMEHOCTH .
Y cBojum mopTperMa MapkoBrh cBOmM aypy THX IOII MKOHA HA HbVXOBY CYIUTHHY, Koja
HUIIOIITO HYje HeKaKaB OTMEHV CMMOO/IIYaH VML, HeTO, HAIIPOTYB, HIXOB HajTPUBMjaTHUI 1
HajjeTUHUjM eleMeHaT — peTniI-o6jeKaT kapMuHa. Y cBojuM Kapmuu-noprperuma Mapkosuh
HMIITA He cyOnumuiie. YIPaBo CYIPOTHO, OH IpodaHulle — ¥ Hajoo/boj TpafuLiji MOIEpHe
yMeTHOCTM M MopepHocTy yorurre. Hemrro cmmyno ypamo je u 'y cBojum Camobpujarouma.
Ayparcky upejy BeponuxuHor yopyca — He caMo HajcMMOOIIYHY]Y, HajoTMeHNjY, Beh TOCTIOBHO
00XXaHCTBEHY WJiejy ayTeHTNYHOI OPTpeTa — OH CBOZY Ha HAjTPMBUjA/IHUjU U MICTOBPEMEHO
HajpeamucTiyHuju eneMeHar — Ha JTHK ysopax.

ITpodanucary, kao mro cMo Hayuwm of, hopha ArambeHa, 3HauM BPaTUTU y yoOUdajeHy
ynotpeby oHo IuTO je 6110 oTyheHo y cdepy cakpanHOL, jefHOCTaBHMje, TO 3HA4YM BPATUTH
JbyAMMa oHo 11To 1M je Hebo npe Tora orybhuno. O npodanmucarse pasyme kao 4nH ocnodabhama
CpeficTaBa Of, Ly/beBa KOjiIMa Cy OHM PaHMje NPUIIafali U y TOME BUIM IIOATUYKM 3ajaTaK
monasehe renepanmje. CojuM pagoBuma MwunoBan [lectun Mapkosuh Beh mpumama Toj
reHeparyjy. To 3Ha4M fa OH HMje HY COLWjaJIHU PafHMK HY HOJUTMYKY IIPOHAraHAucT, seh
VCTMHCKM YMETHHMK. [laKiie, aKo JKeuTe Jja pasyMeTe IITa je IOUTIYKO Y ErOBOj YMETHOCTH,
IIPBO NIPUXBATUTE 030M/BHO OBY YMETHOCT K40 YMETHOCT.

Bopuc ByaeH je aytop 1 Kputnuap Kyntype, poheH y XpBatckoj 1958. Kusu y bepnnny. [lokTopcky avceptauujy 13 Teopuje Kyntype
CTeKao je Ha XymbonT yHuBep3uTeTy y BepnmHy. Tokom 1990-1x 610 je ypeAHMK Yaconuca 3a Kyntypy Apk3uH y 3arpeby. YuectBoBao
je Ha MHOro6pojHUM KOHbepeHLjama 1y yMETHUYKM NpojeKTrMa y 3anaaHoj u VictouHoj EBponu, Asujun n CAJL, ykibyuyjyhi
NokymeHTa X| (2002). CranHu je unaH EBponckor MHCTWTYTa 3a NporpecrBHe KynTypHe nonuntuke y beuy. AyTop je 1 KoypeaHuK
MHoruvx nybnvikauwja: bapukage, 3arpe6, 1996; Kaaitioncku konogeop, beorpag, 2001; Der Schacht von Babel, BepniiH, 2004; Zone des
Ubergangs, ®parkdypT, 2009; Transition to Nowhere, Bepnun, 2019 uTa. Mpepaje Teopujy KynType Ha DakynTeTy 3a yMETHOCT U An3ajH
Bayxayc yHvBep3uTeTa y Bajmapy.

The answer is clear: we (mis)take the alleged tendency of the Homeless project for an
authentic politicization of art because we have already mistaken today’s liberal concept
of consensual democratic politics for politics as such. That is the reason why any sort of
moralistic trash can so easily be 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. This power to
decide what is political and what is not political in social life or art is the exact place where
the existing hegemony can express itself most convincingly.

If we want to subvert this hegemony in our reading of Milovan Markovi¢’s artwork
we must suggest a completely different formula for its political meaning: his art becomes
political not by its tendency, that is, by the intentional content of its public interventions,
which in the case of the Homeless project is the act of making poor, marginalized and ex-
cluded people more visible, but on the level of seemingly pure artistic creation. What his
art makes visible on this level is not social exclusion but the forgotten or, better yet sup-
pressed possibility of a different public space. This is actually the “function” of the large
billboards with excerpts from the life stories of homeless people. They are not publicly
displayed to convey a social or political message, but to reframe our sensibility for pub-
lic space, which is today subjugated to capitalist domination in a profoundly totalitarian
manner, that is, literally crippled to serve only one purpose, the commodification of ev-
erything that exists — and, accordingly, to serve as the political apologia for this commodi-
fication. The Homeless project shows us — it makes visible — that this is not the ultimate
reality, and does so by using exclusively artistic means. It is therefore worth repeating that
Markovié’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.
The Homeless project is pure art, and it is exactly as such that it is also political. This obvi-
ously means that we can understand its political meaning only on the ground of its aes-
thetic logic and Markovi¢’s own artistic development.

In his earlier, 1990s works - in the so-called Transfigurative Works — Markovi¢ dealt with
the problem of the portrait (Lipstick Portraits and Selfshaves). His “solutions” to this prob-
lem are often understood as a sort of symbolic sublimation of the figurative. According
to this interpretation, in portraying famous women as simple lipstick-colours Markovi¢
changes the original appearance into something more noble, that is, into its symbolic es-
sence. This is, as I strongly believe, completely wrong. The women Markovi¢ portrays —
from Hillary Clinton to Madonna, from Vivienne Westwood to Catherine Deneuve, etc.
- are in their original appearance nothing but symbolic images. They are the pop icons
of our time and it is precisely as such that they already incorporate the highest form of
modern “noblesse”. In his portraits Markovi¢ reduces the aura of these pop icons to their
essence, which is by no means a noble symbolic image but, on the contrary, their most
trivial and cheapest element - the fetish-object of the lipstick. There is nothing Markovi¢
sublimes in his lipstick portraits. Instead, he profanes - in the best tradition of modern
art and modernity in general. He does something similar in his Selfshaves. He reduces the
auratic idea of Veronica’s shroud - not only the most symbolic or noble, but literally the
most divine idea of an authentic portrait - to its most trivial and, at the same time, the
most realistic element, to a DNA sample.

As we have learned from Giorgio Agamben, to profane actually means to restore to
common usage what was separated in the sphere of the sacred, or, put more simply, it
means to give back to humans what heaven took away from them before. He also under-
stands profanation as an act of liberation of the means from the ends they were previously
attached to and sees in it the political task of the coming generation. Well, in his artworks
Milovan Destil Markovi¢ already belongs to this generation. This means that he is neither
a social worker nor a political propagandist but a true artist indeed. Therefore, for those
who wish to understand what is political about his art, they should, first of all, seriously
accept it to be art.

Boris Buden is a writer and cultural critic born in Croatia in 1958. He is based in Berlin. He received his PhD in cultural
theory from Humboldt University in Berlin. In the 1990s, he edited the Arkzin magazine in Zagreb. His essays and articles
cover topics in philosophy, politics, cultural and art criticism. He has participated in various conferences and art projects

in Western and Eastern Europe, Asia and the USA, including Documenta Xl (2002). He is permanent fellow of the European
Institute for Progressive Cultural Policies in Vienna. Buden is the author and co-editor several books, including Barikade
[Barricades], Zagreb, 1996; Kaptolski kolodvor [The Capitol Station], Belgrade, 2001; Der Schacht von Babel, Berlin, 2004; Zone
des Ubergangs, Frankfurt/Main, 2009; Transition to Nowhere, Berlin, 2019, etc. Buden teaches cultural theory at the Faculty of
Art and Design, Bauhaus-Universitat Weimar.
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LAPIS LAZULI AUREOLA - NAMNC NNA3YJIN OPEOJTIA

GOLD LEAF AUREOLA « 3N1ATHU JINCTUR OPEOJIA
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LAPIS LAZULI AUREOLA « NANUC NA3YNIN OPEQJIA
Eifel Pavilion « Ajben naBusboH
Drei-Hauser-Kunst-Pfad 2019, Daun-Steinborn, Germany, 2019 « Tpu-kyhe-ctasa-ymetHoctnt 2019, layH-CtajH60pH, Hemauka, 2019
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GOLD LEAF AUREOLA « 3NATHW NNCTWUR OPEOJIA
Gold leaf and lipstick on silk velvet, 122 cm x 86 cm, 2019 - 3naTHy nUcTUh 1 KAPMUH Ha CBUIEHOM COMOTY, 122 cm x 86 cm, 2019

LAPIS LAZULI AUREOLA « NANC NTA3YJIN OPEOJIA
Lapis lazuli and lipstick on silk velvet, 122 cm x 86 cm, 2019 « JTanuc nasynu n KapMUH Ha CBUIEHOM COMOTY, 122 cm x 86 cm, 2019
Private collection, Brussels, Belgium « lNpuBaTHa konekuuja, bpucen, benrnja
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LETTER TO MARIE-JOSE MONDZAIN « MACMO MAPU-*KO3E MOHJ3EH
Watercolor, paper on MDF, 58 cm x 220 cm,1996 « AkBapen, nanup Ha MA®, 58 cm x 220 cm, 1996
Krohne Art Collection, Duisburg, Germany - Krohne Art konekuuja, yncéypr, Hemauka
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UNTITLED - BE3 HA3VIBA
Lipstick, wax, lead and gold leaf on wood, each 58 cm x 38 cm, 1999 - KapMuH, Bocak, 0510BO v 3naTHU nncTrh Ha gpBeTy, cBaku 58 cm x 38 cm, 1999
Krohne Art Collection, Duisburg, Germany « Krohne Art konekuwja, lyncbypr, Hemauka
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ALPHABETS and ANALPHABETS in ICONOSTASIS « AJIOABETE n AHAJIOABETE Ha MKOHOCTACY
Gold leaf, ink, paper on MDF, 20 x 26 cm x 23 cm, 250 cm x 180 ¢cm, 1993 « 3natHu nuctuh, Tyw, nanup Ha MA®, 20 x 26 cm x 23 ¢cm, 250 cm x 180 cm,1993

122 123



EUROPALETTS - EBPOMANETE
Photo, bitumen, wax and gold leaf on Europallet, 122 cm x 86 cm each, 1987 - ®oTtorpaduja, 6uTymeH, Bocak 1 3natHu nuctuh Ha eBponanety, 122 cm x 86 cm caku, 1987
Private collection, Belgrade, Serbia « lNpuBatHa konekuuja, beorpaa, Cpbuja
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IMAGE - CJTUKA
Ink and gold leaf on paper, 45 cm x 35 cm each, 1990 « Tyw v 3natHn nucTuh Ha nanupy, 45 cm x 35 cm cBaku, 1990
Private collection, Prijepolje, Serbia « MpvBaTHa konekuwja, Mpujenosbe, Cpbuja
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PETER SCHELLER, LOTHAR GOERKE and ERHARDT WERNER - METEP LUEJIEP, JIOTAP FEPKE 1 EPXAP[ BEPHEP
Gold leaf on steel plate, 124 cm x 44 cm, 2013 « 3naTHu ncTUh Ha YenuyHoj nnoun, 124 cm x 44 cm, 2013
Krohne Art Collection, Duisburg, Germany - Krohne Art konekuuja, Jyncéypr, Hemauka
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BbojaHa lNMejuh
Pag Ha nuuy

Jluye je nonumuxa.
Kun enes u ®enukc larapu, Xumwagy inaitioa, 1987

Kapa ra nurajy ma omuire cBojy yMeTHUYKY Ipakcy, MuioBaH Mapkosuh 0614HO Kaxe
fla IOC/IebUX AeceTaK rofjuHa ,paau Ha muy .[1] Ha HuBoy Teopuje, 360r TakBor paja je
MOpAo fla BPIIY MCTPaKMBambe O JPYIITBEHOj Ipou3Boamy nuua. Ha HuBOy ymMeTHMYKe
npakce, GoKyc mpebaiyje ca MHCTaAalMja Ha CIMKambe ¥ OKO 1995. TOAMHE IOUNIbe fla
,IIPOM3BO/Y JINIIA”; Pe3YIITAT je OIlyc Koju HasuBa Tpanculypattiueru dopipeitiu.

Jluye

Mapkosuh je modeo fa m3y4yapa IpefcTaB/bame JbYACKOT MIA HAjIpe Y pasiuduTUM
PEeMUIMjCKMM TpafiMlMjaMa, a 3aTUM C€ OKPEHYO CEeKYTapHOM KOHTEKCTY, MCTPAKUBAbY
IpUCYCTBA JULA Y jaBHOj uKoHOCPepyu. To My je IIOMOITIO Ja CXBaTu fa J/bYACKO JUIiE
HUje yHUBep3aJHa KaTeropuja, Beh [ja merosa IpOU3BOAA Y IOTIYHOCTY 3aBUCK OF
HEMOCPENHOT APYLWITBEHOT OKPYXKema Y KOjeM ce JIMIlE I0jaBJbyje: MOXE Ce€ MOjaBUTHU Y
PENMUTUjCKOj YMETHOCTH, Y CEKY/IapHOj ,BMCOKOj  YMETHOCTH, Y MacOBHOj KYITYpM, Ha
yIu4HOM OMIOOPAY; Ha JIUIY Ce pajy ¥ Y CBAKOJHEBHOM >XMBOTY, [fie Ce U3 [aHa y jaH
06aBbajy pajme ,lpapbera Muia“ (HIp. MIMUHKabeM WK OpujameM). Y3 To, CBe OBe
pasHe IPOM3BOJbE NINIIA KOje cycpeheMo y jenHOj KynTypu HUCY puKCcHe u cTabuiHe, Beh
ce MeHbajy TOKOM BpeMeHa[2] 11, 0CMM TOra, y ’bJIMa 10 IPAaBUITY He YYeCTBYjy CBU WIAHOBI
#pyutBa, Beh camo Heku. Kako oHza na nedununinemo nue? Moxxzaa je Haj6obe OKpeHYTH
ce Tomacy Jlakepy u mapa¢pasupaTu HEroBYy ,apXUMEJOBCKY TauKy 3a JbYHACKO TeJo:
nute 6u ce MOITIO f06po feduHUCATI KA0 UPOciHiop usmel)y CTBAPHOT, TPAHCKY/ITYPaTHOT
nuIa u werose penpesenranuje.[3] Taj npocrop usmeby jecre uniiepaximusma cepa xoja
ce, npema Hopmany bpajcony, cacroju of ,,clioxkeHe MHTepaKLyje CBUX IIPAKCH KOje YMHe
cdepy KynType: Hay4He, BOjHe, MEAVMI[HCKe, MHTE/IEKTYya/IHe U BepCKe IIpaKce, IPaBHUX I
MOMUTNYKUX CTPYKTYPa, CTPYKTYpe KIace, CeKCYaTHOCTH U IIPUBPERHOT XMUBOTA Y HATOM
apywtBy’.[4] ¥ TOM EpyILITBEHOM MPOCTOPY, KOjU Ce Pa3IuKyje Of KYAType K0 KYATYpe, O
KOHIIETITY /IMI[a Ce IIPeroBapa 1 oH ce popMynuile, KOHCTPYUILE X ZeKOHCTPYHULLE, O LY
ce pa3MUII/ba, OHO Ce 3aMUII/ba, OMBa M3/IM3aHO Y YK/IOHBEHO.

Mucnum pa cBa oBa 3amaxkama Tpeba yseTu y o63up KajJ TOBOPUMO O >KaHPY
IIOPTPETHOT CAMKApCTBa HaHac. TpaamumoHanHO, M3paja IOpTpeTa ce 3acHMBAala Ha
CAIlPUCYTHOCTHY, Tj. Ha OIM3VHM MOJe/Ia U YMETHUKA; Y IOCTeNBIX TPUieCeTaK FOAIHA
Taj 00M4aj je HEIIOBPATHO HECTA0 M JJaHAaC CKOPO Jia U He IOCTOjU PEIeBAHTHY CIIUMKap
KOjJ IOPTpeTHIle Jbyfe IIpeMa IPUPOII. YMECTO TOTa, JaHAIIbY CIMKApY Ce YITTaBHOM
OC/lamajy Ha IMIla Koja Hac I7eflajy ca yIMYHUX Inakara, TB ekpana wan u3s HoBuHa. Ta
JINIIA Ce YeCTOo AeMHMINY Kao ,MallNHe 3a UHTUMHOCT  jep Cyrepuury O/IMCKOCT, ajy CaMo
cuMynupajy 6mmsuHy. 360r TOra Cy JNMIa IOCTana MefUju GpucyiHOCHiU-HA-JabUHY,
Kako je pexkao Maudpen acnep.[5] Kag pase moprpere, yMeTHUIM IPOM3BOJie IPKKa3 Ha
OCHOBY IIpuKa3a, kopucrehu kao ,mopen” Beh ypaheny cnuky - cmxy kKojy cy mpoussenn
MacoBHM Meauju (HOBMHCKa dororpaduja, ¢punm, TeneBusuja, MHTEPHET 1, IOBPEMEHO,
MCTOpMja YMeTHOCTHM). [IpyruM pedmma, KOf CIMKama MOpTpeTa caBpeMeH! YMeTHMIN
ce OClamajy Ha JMIa Koja Cy IPEeTXOJHO YCTaHOB/bEHA y MAacOBHUM MeAujuMa, a 6es3
MOJIePHUCTUYKE XY/Iibe 32 ,U3BOPOM™~ MU ,UI3BOPHUM IIpucycTBom . [u [lebop 6u pexao
Ia OHM 3ay3MMajy MO3ULU)Y ,lTOoCMaTpaya’, ¢ 003MpPOM Ha TO Jja Ce Ap>Ke UCKYCTBa ,U3
npyre pyke”.[6] IlonaB/parbeM nuia 13 MeAyja, OHYM KOjI JaHAC pajie TOPTPeTe 3apXKaBajy
IJIaBHU MMIIEPAaTUB MOPTPETHOT JKaHPa, a TO je cnuuHoci usMely noprpetncane ocobe un
IerOBe WM IbeHe penpesenTaluje. Mehytum, ctBapameM ,,Komnuje” auia Ha KojeM je Beh
pabeHo y HekoM IpyroM Mefujy, OHM Ha Kpajy 3aBplue ca GUTypaTUBHOM CIIMKOM.

Bojana Peji¢
Working on the Face

The face is politics.
Gilles Deleuze and Felix Guattari, A Thousand Plateaus, 1987

When asked to describe his artistic practice, Milovan Markovi¢ usually states that in the
last ten years, he has been “working on the face”[1] On a theoretical level, this work has en-
tailed 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 resulted in a body of work he came to name Transfigurative Portraits.

The Face

Markovi¢ commenced researching the representation of the human face in various reli-
gious traditions and then turned to the secular context, exploring 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 immedi-
ate 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 everyday
life, where the acts of “putting on a face” (by wearing make-up or shaving, for example) are
performed daily. Moreover, all these diverse productions 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 paraphrase
his “Archimedean point” as regards the human body: the face could be well defined as the
space between the real, transcultural face and its representation.[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, intellectual 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 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 today there is hardly a relevant painter who paints people according
to nature. Instead, today’s painters rely mainly on those faces that look at us from city posters,
TV screens or newspapers. These faces are often defined as “machines of intimacy” since they
suggest closeness, but only simulate proximity. Due to this, faces have become the media of
presence-at-distance, as Manfred Fassler put it.[5] In producing portraits, artists manufacture
representation after representation, 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
previously been instituted in mass media without sharing modernism’s longing for an “origin”
or “original presence” Guy Debord would say that they take the position of “spectators,” given
that they keep to the “second-hand” experience.[6] In repeating faces from the media, today’s
portrait producers maintain the major imperative of the portrait genre, which is similarity
between the portrayed subject and his or her representation. In producing a “copy” of a face
that has already been worked on by another medium, however, they end up with a figurative
image.

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

2. The 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”
(presence-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.: B6hlau, 1998, 171.

6. Guy Debord, The Society of the Spectacle, Detroit:
Black & Red, 1983. [Original: La société du spectacle,
Paris: Editions Buchet-Chastel, 1967]
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7. Gilles Deleuze, ,Plato and the Simulacrum” [1969]
unTtmpaHo y Hal Foster, The Return of the Real, Cam-

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

8. HakoH ob6jaBrbriBatba OBOT TEKCTa, 2006. roANHE,
YMETHUK je HacTaBuno npojekat y KnuHiu, Homeless
Shanghai (2010-2011). Benewka ayTopke.

Ynpaso opatiie kpehe Munosan Mapkosuh. Ceu merosu TpancgulypaiiuéHu pagosu
cy nopTpetu Koju, mehytum, He mpmkasyjy nuua. YMecTo fja IpaBu ,Komuje  obOmape-
He ¢usnykoM ciamyHouthy, OH HaM HYAU CUMYIaKpyM, Koju, Kako je mucao [enes, ,10-
BOAY Y MUTame caM IojaM Komuje u Mopena’.[7] Of cpeayHe 1990-MX TOAMHA YMETHUK
panu Ha Tpu cepuje: Camobpujare (Selfshaves), cacroju ce op 18 ayronoprpera, 3aBpiie-
Ha (2000-2001. roguHe); Ha cepujama Kapmunie (Lipstick Portraits) u Texcini dopitipeitiu
(Text Portraits) jomr yBex papgu. Cepuja Kapmunke (3amodera 1995. rofjuiHe) OTBOpeHa je
cepuja moprpera Koja §o cajia [2006, IPUM. ayTOpKe] Caip KM 12 C/IMKa PeHOMUPAHUX
xeHa 13 Asuje, Jyxae u CesepHe Amepuke u EBporne. 3a cBaky IOPTPeT YMETHUK KOPU-
cTU fpyraunjy 60jy KapMmHa, 3a KOjy cMaTpa jja OAroBapa Ky/ITypHOM Hacnehy u pacu Te
eHe. bojy KapMMHa paBHOMEPHO yTp/baBa Ha IUIMIIAHY HOBPIINHY, HOKpUBajyhu weHy
opuruHanny 60jy. HakoH HaHOIIewa KapMIHa, KOjJ Kao HOBA ,K0XKa  IITUTI MeKY ITOBP-
IIMHY, 3aTe)XXe IVINII Y 3MaTHM paM. Kafi clmka eHe, off KOjUX HeKe CMaTpaMo ,,IKOHaMa™
Haller BpeMeHa, MapkoBuh He IIOHaB/ba BVXOBA JIUIIA, KOja CY HaM II03HaTa 360r (Ipe-
Be/VKe) IPUCYTHOCTHU Y CPECTBIMA MAaCOBHE PeIpOAYKIjje. YMecTo Tora, oH 06/mKyje
VHVBYUJYATHOCT XXeHa 4MCTO CAMKOBHUM cpeAcTBuMa (oppeberHom 60joM kapMmmHa),
a/Iu yKasyje Ha BUXOB UJEHTUTET HOMUHATMCTUYKMM IeCTOM, Tj. IyTeM HUXOBUX MMeHa
IpefiCTaB/beHMX Ha MeTa/IHUM IUIOYMIIaMa Koje ITOCTaB/ba Ha /IObY UBUIY paMa.

Kop Kapmunxu MapxoBuh npucryna cBOjUM ,MO#enMMa’ Kao GUCKYP3UBHUM
guiypama 4mja cnaBa, ,MMUY M, Ha Kpajy, ,XapusMa Y BeINKOj MepU HACTajy IyTeM
IbVXOBE BUJ/BMBOCTY y MaCOBHVM MeMjUMa, a 3alIpaBo, 3a HAC CMPTHUKE, OHE II0CTOje
caMo y BU3Ye/IHUM pelipe3eHTauujama u fpexo wux. Y Texcii flopitipeitiuma 3 IpojeKTa
Beckyhnuyu (cepuju 3amodetoj 2002. ToanHe), MapkoBuh ucnuTyje cacBUM Fpyradujy
IONIUTUKY HpeAcTaB/balba, Koja ce O0MYHO 3aCHNMBA Ha IPOM3BOMIBY HEBUI/BUBOCTU
onpebene fpymrBeHe rpyne — 6eckyhuuxka. [lTonnmraBameM TaKBe IONMUTUKE KOHIMIINPAO
je ImpojeKaT KOHTEKCTya/IHE YMETHIMYKE IIPAaKce KOju je Y TOKY, M O cajja je peannu3oBaH
y Beorpany, Tokujy n bepnuny.[8] YmeTHuk Bopu Bupeo-uHTepsjye ¢ 6eckyhHunuma u
OHJIa, HAaKOH LITO ofabepe oppebenn ¢pparMeHT Koju yKasyje Ha >KMBOTE TUX JbYAY WU
IVIXOB IIOITIE[ Ha CBET, ,IIPEBOAYM BUMEO-U3jaBe y MeAMj CAMKApCTBa: ,CIMKa  Koja
TaKO HACTaje jecTe TeKCTyalHU MOPTpeT. VI3jaBe ce MpBO IITaMIajy Ha IJIaTHA BEIMKOT
¢dopmaTa, a HaKoH Tora py4Ho 6oje murmeHTuMMa y 6o0ju koxe. Ilopex Bujeo-cueHa
U TEeKCTYaJTHUX IOPTPeTa KOjU Ce M3/IaXy y TalepijcKOM IPOCTOPY, Y CBAKOM I'Pany y
KOjeM ce IIpojeKaT U3BOAY jeflaH TeKCTyaHU opTpeT beckyhHMKa ce mocTaB/ba Ha HEKY
rpaacky ¢acany. Kapg ce Habe y jaBHOM mpocrtopy, noprper 6eckyhHuka u Beoma
NMMYHA IpKYa O HerOBOM MHAMBUAYATHOM (M 6e[HOM) APYIUITBEHOM CTaly yIasu y
KOHKYPEHIIUjy ca CIMKaMa/3HaKOBMMa KOMepIyjanHe U HOAUTUIKe IpoMoIuje.

TpaHcguiypaitiugHo

Oxko 1995. roguHe MwuinoBaH MapkoBuh je modeo ma mpaBu MOPTpeTe, any Kaj ce
BpaTHO CTapOM >KaHpY, 3aHeMapuo je yobOudajeHy CIIOCOOHOCT HOpTpeTa 3aCHOBaHY
Ha CIMYHOCTU. 3alcTa, U merose cepuje Kapmuwnxe u Texcii dopiipeitiu TOKasyjy
pajiuKaaHO 3a00MIaXxKebe TpaguLyje ,peaIMCTUYHIX VIV MKOHMYKIX pellpe3eHTalyja.
C o63mpoM Ha TO Ha HMjeaH Of TUX HOPTpeTa He MOCeAyje OHO LITO Ce O4YeKyje Of
IOpTpeTa y 3allafHOM KOHTEKCTY, a TO je IIPUKa3 JIMIA, JIaKo je 3aK/by4uTy fia Mapkosuh
MIOKyIllIaBa — Ia YaK U YCIleBa — fia IPOMU3Befie MOPTPeTe UCHpaKibeHe off cnuka. CTBapu
cToje 06pHyTO. MapkoBuheBu mOpTpeTH 3allpaBoO MMajy ML, alU HAC OHA He 3aBOfe
cBojoM pemnpesenrarysHouthy. Te mopTpeTe 61CMO MOIIM O3HAYUTU KAO ,aICTPaKTHE
»HeurypatusHe” WM 4Yak ,nocruryparuBHe. MapkoBuh ux, mehyrum, Hasusa
wpanchuiypatiueHuma.

3a Mapkosuha peu iipaHcpuiypamiuéHo uMMa HBOCTPYKO 3Hademe. Taj TepMMH
cyrepmine, IpBO, Ja C€ IHETOBO NOPTPETUCAIE HANA3U U3BAH WIN C gpyie cuipare
¢urypatuBHOr. IberoBym >KeHCKM M MYLIKM IOPTPETH Cy JMKOBHE pellpe3eHTalyje
y KOjuMa OH HeIpeCcTaHO TeCTHpa OHO LITO ce Kpyuje u3a MOryhHOCTM MKOHHM3amuje.
[lojam wpancPpuiypaitiugHoi He MOXKe Ce y NOTIYHOCTM pasyMeTH aKO 3aHeMapuMmo

This is exactly where Milovan Markovi¢ starts. His Transfigurative Works are all por-
traits, which, however, do not show faces. Instead of making “copies” endowed with physi-
cal resemblance, he presents us with a simulacrum 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 com-
pleted (2000-2001) and the other two, Lipstick Portraits and Text Portraits, are still in
progress. Lipstick Portraits (initiated in 1995) is an open series comprising up to now (in
2006, author’s note) 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, covering its original color. After the application
of the lipstick, which, like a new “skin,” protects the soft surface, the velvet is stretched
and mounted in a golden frame. In portraying women, some of whom are regarded as the
“icons” of our time, Markovi¢ 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 particular 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, Markovi¢ approaches his “models” as discursive figures whose fame,
“image” and, ultimately, “charisma” are in great part produced through their visibility in
mass media, and in fact, for us mortals, they only exist in and by visual representations. In
the Homeless project (a series started in 2002), Markovi¢ deals with an opposite politics of
representation, which involves the production of invisibility of a particular social group
- homeless men. In undoing such politics, Markovi¢ conceived of an ongoing project of
contextual art practice that has so far been performed in Belgrade, Tokyo and Berlin.[8] The
artist carries out video interviews with homeless men and then, after selecting a particular
fragment indicative of the men’s lives or worldview, “translates” video statements into the
medium of painting: the resulting “image” is a text portrait. The statements are first printed
on large-scale canvas, 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 cities where
the project has evolved, one text portrait of a homeless man is installed on a city fagade.
Once in the public space, the portrait of the homeless man and a rather personal story about
his individual (and destitute) social condition enters a competition with images/signs of
commercial and political promotion.

The Transfigurative

Around 1995, Milovan Markovi¢ 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 Markovi¢ tries —
and even succeeds - to produce portraits emptied of images. The reverse is true. Markovi¢’s
portraits do offer us faces, but they do not seduce us with their representational aspect. We
could label these portraits “abstract,” “non-figurative” or even “post-figurative” Markovi¢,
however, calls them transfigurative.

The term transfigurative has a double meaning for Markovi¢. 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 ceaselessly tests 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 theoreticians 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 perspective illusion of the third dimension as it was instituted in

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. After the publishing of this article in 2006, the
artist continued his project in (China, Homeless
Shanghai, 2010-2011). Note by the author.
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9. Bugetu: Peter Osborne, ,Modernism, Abstraction
and the Return to Painting,” in P. Osborne, A. Benja-
min, eds, Thinking Art: Beyond Traditional Aesthetics,
London: ICA 1991.

10. Francis Frascina, ,Abstraction”, in Charles Harri-
son et al, eds, Primitivism, Cubism, Abstraction — The
Early Twentieth Century, New Haven & London: Yale
University Press, 1993, 203.

11.,, TpaHcodurypaumja” — 3Hak 6GnmcTaBor ykasusarba
XpurcTa Ha BpXy NnaHuHe Tpojuumn cneabeHrka.

12. W.J.T. Mitchell, Iconology - Image, Text, Ideology,
Chicago and London: The Chicago University Press,
1986, 31.

KYITypHe U YMeTHMYKe Tpajuliyje Koje u3a mera cToje: Hacnebe ancrpaxiyje 20. Bexa 1
IOCTKYOUCTUYKN CIMKOBHY IIPOCTOP, KOjU CY, IpeMa MOAEPHUCTUYKIM TeOpeTUIapyuMa,
yCHenu fja mpeBnajajy ,Tepop pelpe3eHTAaTHBHOI , KOjU je Tpajao CTOTMHaMa TOfMHA.
IIpocTop MOpepHMCTMYKE CIMKe, KAaO IITO je paHuje 6MO CIydaj C BU3AHTUjCKUM
VIKOHAaMa, KOHLMINPAH je Kao WU/0WHOCH, Ta 3aTo Mopa fila 1u30erHe OWIO KakBy
WITY3Mjy TPOAMMEH3NOHA/IHe IIePCIeKTUBe KOoja je yBelleHa y peHeCaHCH. Y KOHTEKCTY
MOJlepHe YMETHOCTY TO ce IOjaBM/IO ca KyOMCTMYKOM PeBONyLMjOM, Koja je, 6ap mpema
Knemenry IpuH6epry, ocmobonua cIMKy off bbeHe pelpe3eHTaTUBHOCTI[9], Ipy 4eMy ce
Hepenpe3eHTaTUBHO Y3MMa Kao 3aMeHa 3a He(UI'ypaTUBHO.

Mebyrtum, pacrnpaspajyhnu o mojaBu ancTpakTHor cnimkapctsa, Ppancuc Opamnna
OTKpUBA jeflaH Ba)kaH aCIIeKT KOjI je YKIbYUeH Y beroBy pellenuujy, TBpaehn fa ,KoHIenT
He(UTypaTUBHOT Kao 13abpaHy Ha4MH IPeCTaB/batba IPeTIIOCTaB/ba fla je GUIypaTUBHO
OHO IITO Ce HOPMATHO o4eKyje.” TakaB TeOPUjCKM CTaB JOBOAM y MUTambe AYTOTOAVIIY
MOJICPHUCTUYKY JOKTPUHY KOjy Cy 3acTyHaaM IMOHMPM aICTpaKLuje U IUXOBU
KacHUjU CNIefOeHNIY, KOj) CY CMaTpaju Ja je ,4icTa’ allCTpaKTHa YMETHOCT (HapOdUTO
C/IMKApCTBO) HY)KHO IIPEKMHYNA CBe Be3e Ca HEIOCPeJHOM cTBapHowhy: To oiBajame
[OBENO je [0 NyHe ayTOHOMMje yMeTHOCTM. DpallimHa OfCTYIA Off MOJEPHMUCTUYKOT
eCeHLlMjalu3Ma M YMeCTO TOra HyAM INPUCTYI Yy KOjeM je CTPMKTHA rpaHmia usmeby
aIICTPAKTHOT ¥ pelpe3eHTaTUBHOT 3allpaBo 3aMarjbeHa: ,MoryhHocT fja ce ancTpakTHe
CIMKe BUJie Kao cuke (TO jecT, Kao IMOTeHIVjaaHe GpopMe BYCOKe YMETHOCTH) 3aBYICH OF
Hallle CK/IOHOCTH Jja IOCMaTpaMo BbUXOBe IOBPIINHE Ka0o gpyiayuje Off caMO paBHUX — fia
UX IOCMaTpaMo, y CTBapu, Kao doilieHyujanqo durypatusHe”[10] To ce memaBa, YnMHM
MU ce, Kaj rnefamo MapkosuheBe TpaHCUIypaTUBHe pajioBe, jep OHU NOApPa3yMeBajy
npoliec Iponaxkewa Kpo3 GurypatusHo. TpaHchuUrypatmsHM HOPTpeTH MOIIM Ou ce
OIINICAaTV Kao IOPTPeTH KOjU 6utde HUCY M joul HUCYy QUIYPATUBHU: 6Ulde HUCY, jep je
VHUIVja/Ha ciyKa (Mofiern) 3a IIOpTpeTe, Koja MoTuUYe U3 Meyjcke nKoHocepe (1TamIre
U eJIeKTPOHCKMX CpeficTaBa MHpOpMUCawma y cay4dajy Kapmunku v BUeo-MHTEpBjya y
Texciti opilipeiliuma) OBJe MpeNcTaB/beHa Ha TaKaB HaYMH [a IMOPTPETUCAHO JIUIle He
NVYY Ha CBOj MEAMjCKY OPUIVHAT; jOoud He, jep YMM IIPOYMTAMO Ha3UB [je/ia M CXBATUMO
la I7eflaMo IOPTpPeT, MOPaMO aKTMBMPATY CBOjy BU3YelTHY MEMOpPUjy U Ha ,IlIpasHe”
IIOBPLIMHE NIPOjeKTOBATY JINIiE KOje II03HajeMO 13 Mefuja.

Tepmun wpancpuiypaiiueno y MapkosrheBoM pajy mma joul jenHo 3Hademe. Vako
je OYXOBHa pYTHMHa ,OTKpMBama auua’ (Tako 3HadajHa KOJ TPagMLMOHAJIHUX MKOHA)
6nma BaKHa 3a 1eroBo (opmmparbe, mojam Tpancurypamnuje opje rybu cBojy msBop-
HY penurnjcky konorauujy.[11] Tpancuiypaitiuero 6u mpe Tpebamo CXBaTUTH Ka0 BEroB
YMETHUYKY IOCTYIAK, MOJYC OIeEpaH/y, 3ajefHN4KM, Moro 6u ce pehn, cimkapuma n
¢dororpadpuma Koju ce 6aBe MOpTpeTUCAHEM: OHY 3aIIPaBO TPAHCOUIYPUILY, Tj. TPAHC-
dbopMuIly TPOZMMEH3MOHATIHY CTBAPHOCT (JBY[ICKO TeJIO, JNIle) Y HMOKYIIAjy Aa Jooujy
IheH U0WHY 1ipesog — CIMKY Ha PaBHOj IOBPIIMHY, ocoboheny ,6amacta 06jeKTuBHOT
cBeTa’, KaKo je jefHOM pekao MajpeBud.

Mebyrtum, xag ce pagyu o Menujy nuia, Mapkosuh He mpaByu IOpTpeTe KOju MMajy
ofipeheHn cTeneH cIMYHOCTY MU CY ULIEHTUYHM ca 0cobama Koje je n3abpao Kao Moperne
— BErOBY MOPTPETH Cy CTBAPHO Oe3 nuya. Moxe ce, Jakje, YNHNUTHU Jja YMETHUK OBJIe
pacKujia ca salafmadKyM IMKOBHMM IIpaKcaMa y Koj/Ma ce IojaM IOpTpeTa 3aCHMBA Ha
UAejU MUYema WIN CIMIHOCTU. Y paspanu upeonoruje cnuke B. I1. T. Muden pasmarpa
I0jaM CuKe KAo CAUYHOCIHIY Y JONIa3) 1O CYIPOTHOTr 3aKk/byuka. OH TBpAMU [ia Cce Y HaIloj
TpagULMjU ped ,CIMKa” y3UMa Kao ,OfIy4YHO He- WAV YaK aHTU- CIMKOBHM Iojam’. OH
objamrmasa: ,10 je TpaguIMja Koja IMOYMIbe, HAPABHO, IPMYOM O CTBApamby YOBeKa Ha
cimky u npunuky bBora. Peun koje caja mpeBofuMo Kao ‘cimka’ (xebpejcku tselem,
TPUKM eikon M JTATMHCKY imago) Tpeba cXBaTUTH, [...] He Kao OMIO KaKBYy MaTepujanHy
CIIMKY, Beh Kao ancTpakTHY, ONINTY, JYXOBHY ‘CIMYHOCT. YoOudYajeHU Hoparak IIOCTIe
‘cnmka’ y ToM m3pasy ca ‘u npunuka’ (xebpejcku demuth, rpuku homoioos v maTMHCKA
similitude) Tpeba cXBaTUTK He Kao [joflaBame HOBe MH(popMauyje, Beh kao crpedaBarme
moryhe xoH}y3uje: peu ‘cnmka’ (‘image’) He Tpeba cxBatuTy Kao ‘cnuka’ (‘picture’) Beh
Kao ,C/IMYHOCT , CTBAp [yXOBHEe CIMYHOCTN .[12] INefaHO M3 Te IepCIeKTHBe, MOIJIO
6u ce pehn fa TpaHcHUTYpaTMBHY IOPTPETH MAY Ha TaKBY BPCTY AYXOBHE CIMYHOCTH.
Mebyrum, 3a pasnuky of Hallle XYMaHUCTMYKe M XpumrhaHcke TpamuLuje, y Kojoj ce,

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 representation,[9] in
which the non-representational is taken to be a substitute for the non-figurative.

However, in discussing the advent of abstract painting, Francis Frascina reveals an
important aspect involved in its reception, claiming that “the concept 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 instead an approach in which
the strict boundary between the abstract and the representational is actually blurred: “The
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”[10] This occurs, it seems to me, when
we look at Markovi¢’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 image (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 portrayed 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 yet another meaning in Markovi¢’s work. 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 transfiguration here loses its original religious
connotation.[11] The transfigurative should rather be understood as his artistic procedure,
a modus operandi common, as it were, to the painters and photographers involved in
portraiture: 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 a flat surface that
is freed of the “ballast of the objective world,” as Malevich once put it.

In dealing with the medium of the face, however, Markovi¢ 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 the ideology of images, W.J.T. Mitchell discusses the 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-pictorial 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”[12]
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,
Markovi¢ introduces a likeness that is not general, but instead gendered: the works for which
he uses lipstick are “naturally” portraits of women, 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 comparisons they employ when discussing the face
revolve around the notion of the surface (“the face is a map” or “the screen with holes”).[13]
Even though their theory may be influenced by film images, they do not write here about
representations of the face in visual arts. When we turn to the field of painting, it is easy to

9. See Peter Osborne, “Modernism, Abstraction
and the Return to Painting,” in P. Osborne and A.
Benjamin, eds., Thinking Art: Beyond Traditional
Aesthetics, London: ICA, 1991.

10. Francis Frascina, “Abstraction,” in Charles Har-

rison et al., eds., Primitivism, Cubism, Abstraction —
The Early Twentieth Century, New Haven & London:
Yale University Press, 1993, 203. (Italics in original.)

11. “Transfiguration” — a sign of the radiant appear-
ance of Christ on a mountain peak before three of
his disciples.

12. W.J.T. Mitchell, Iconology - Image, Text, Ideology,
Chicago and London: The Chicago University Press,
1986, 31.

13. Gilles Deleuze and Félix Guattari, A Thousand
Plateaus, Minneapolis: University of Minnesota
Press, 1987, 170. [Originally published as Mille pla-
teaux, Paris: Les Editions de Minuit, 1980.]
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Kako Mmuyen cMarpa, ciaMka OO/MKYyje aIlCTPaKTHOM WIM YHMBEp3aJHOM cimdHomrhy,
Mapxkosuh yBou CIMYHOCT Koja HYje omuta, Beh poHa — pajjoBU Koje IIpaBy KApMUHOM
Cy »IIPUPORHO” HOPTPETU >KeHa, JOK Cy OHM Ca TeKCTOBMMa IOPTPeTH MylIKapana. VI kop,
XKEHCKMX U KOJj MYIIKMX IOPTpeTa [yXOBHA CAMYHOCT je IoBe3aHa ca IIOLUIHOLINY.

lospwuHa

ObjammaBajyhn ,ancrpaktHe MaiinHe Koje npousBoje danmjannoct’, Jenes u Tarapu
CY 3aK/BY4M/IN Jia je ,,/INIle IIOBpIINHA” U, 3aCTa, CBa Apyra nopebhema koja oHU Kopucte
Kajla TOBOpe O /NIy BPTe Ce OKO IOjMa IOBpIIMHe (,IMIe je Mama’ WIN ,eKpaH C
orsopuma”).[13] Vako Ha BUXOBY Teopujy MOXJa yTU4Yy QUIMCKe CIUKe, OHU OBJie He
NIy O pelpe3eHTalMjaMa ANIA y BU3yeTHNM yMeTHoCTuMa. Kaza ce okpeHeMo momy
CIMKapCTBa, TAaKO je TOBOPUTU O JIMIIY-Kao-NOBpIIMHN. IInTame je mra mmiue gobuja
Kajla ce MpeACTaBy Ha PaBHOj MOMIO3M, OMJIO Jia ce pajy O 3UAY, IUIATHY, IANUpy WIN
dumvckom mmatHy. Crepy jom nurama. IIpso: 3amTo 61 Tpebanmo MpeTHOCTaBUTH fa
IIBOAVMMEH3NOHATHA cuKa o6ehaBa, minm 4ak rapaHryje, ,lIpUCycTBO  fyXoBHOI? JIpyro:
3amTo ce 3a /Ml CaBpeMEHOT 100a, Npe/iCTaB/beHa Ha NOBPUIMHAMA, YITTABHOM Bepyje
Ia rosope ,yucTuHy o nuny? Y rpehe: 3amro Mapkosuh y ceojum Kapmunxama n Texcili
dopiipeifiuma 6e3 MUIla KOPUCTY MOBpIIMHe (TUINII, OZHOCHO IIJIATHO) Jja 61 cyrepucao —
Kao ¥l MHOTY YMETHNUIY Y TPAAULUjI aIICTPAKTHOT CJIMKApCTBa — I je OHO LITO je OUTHO
y HOPTPETY ,yXOBHA CIMYHOCT ; @ He MKOHMYKO IIOHAB/balbe JINIIa?

Nako ce umny fa y MapkosuheBoj mpakcy 3aHMMame 3a IUIOIIHOCT JO/MAsy U3 fiBa
pasanumuTa U3BOpa — jefaH Cy BM3AaHTUjCKe MKOHE, a APYTY MOAEPHUCTUUKY CIIMKAPCKM
KaHOH — 3ampaBo je cymporHo. OBa jBa u3Bopa (jefaH ,MCTOYHN , IPYTU ,3aNajHU’)
Hamajajy ce n3 mcte ¢uiaozodcke Tpaguuyuje, Tj. HEOIJIATOHM3MA, Koju opbaiyje 6ummo
KakaB IIpyka3 Tpehe fumeHsnje u reomerpujcke nepcrekrtuse.[14] ITojaBom pororpaduje
YMETHOCT je MOIJIa IIpecTaTu fia Oyhe caMo IPO3Op Yy BUJJBMBY CBET, CBET HAIpaB/beH
Off TIPO/Ia3HUX ¥ OOMambMBAYKVX II0jaBa; YMETHULM Cy IOYeNU Ja Tpaxe ,JICTUHY Ha
IpyroMm Mecty. IIpuxBaTameM eCeHLMjaIUCTUUKe TPajuLyje, MHOTY PaHU MOREPHMUCTU
IoYyeny Cy ja Tparajy 3a ,HEIPOMEH/bUBOM CYIITMHOM WM ,MCTMHOM ¥ BpPaTUIN
ce HeoITaTOHMCTUYKoM Hacneby.[15] YmpaBo To je ¢umosodcka Mucao Koja cToju
u3a BU3AaHTMjCKe UKOHe, Koja je, MehyTum, mamo mpmiaroheHa kako 6u oprosapana
xpumhaHCKOj JOKTPUHY Cllacera. BU3aHTMjcka yMETHOCT Ce YeCTO CMaTpa IPBOM MCTHHCKY
MeTapM3MIKOM yMETHOIINY, jep je packpcTiia ca CeeKTUBHMM VIMUTHPabeM IIPUPOLie U
OKpeHy/a ce IpVKa3uBamwy HyTpMHe yMa. To BuIIe HMje OVIa IIaHApHA AMMEH3Mja, Kao
y €TMIIaTCKOj yMeTHOCTH, Beh mpe dnanailina fyuMeHsuja.[16] TakaB KOHIIENT CIMKOBHOT
IIPOCTOpA HYAM CIUBOIITEHY C/IMKY, @ Ha 0CHOBY Tora KiemenT Ipunbepr rpangu maparnerne
usMehy BusaHTHjCcKe ¥ MOfepHUCTIYKe yMeTHOCTH. OH yKasyje Ha CIMKOBHe, He-TaKTI/IHE
edekTe OC/IMKaHe IOBPIINHE I ,,BaH-YMeTHIYKe  eeKTe Koje TaKBa MOBPIIVHA IPOM3BOAN
Ha rnefaona. On e ,HoBa BpcTa MOJIEpHMCTHYKE CITUKE, TIOMYT BM3aHTHjCKOT 37TATHOT
¥ CTaKJIEHOT MO3aMKa, UCITyhaBa MpocTop usMehy cebe u mocmaTpada cBojoM cjajHornhy.”
ITpoliec mOCTeNeHOr CIUbOILITaBama CIMKOBHOI IpocTopa op lorena fmo Kkybmusma, mo
Ibymana, Porka n ITonoka, cmarpa Ipun6epr, Morao 6u Hahm mapanene y BU3aHTHjCKO]
CIMKOBHOj TpafMLIMjX IIOWITO Cy ,BM3aHTMHLM [eMaTepyjaln3oBalyM HENOCPENHY
CTBAapHOCT Ipu3uBajyhm TpaHcueHmeHTHY.[17] Yak m mpe Hero wmTo je Ipunbepr To
HAaIMCao, aMepyyYKU YMETHULM Cy TBPAWIM: ,MM XeMMMO fia IOHOBO YTBPAVMO IUIAH
cnmuke. My cMo 3a mromHe GopMe jep OHe YHMINTaBajy WIY3Wjy ¥ OTKPMBAjy UCTUHY .
(18] HacympoT ToMe, aMepyyKy MOIEPHUCTY KOjy TIPUIAZIajy KacHMjoj reHepauuju 6mumm
Cy HajleKo Mame (aKO Cy yoIITe ¥ 6uIn) 3aiHTepPeCOBAaHN 3a MOBe3UBame IUIOMIHOCTH Ca
LucruaoM.” Expu Bopxorn je nmpumafao Toj HOBOj reHepauMmjy, U OH je, MOX/ja BUILle HETO
010 KOjU YMETHMK HeTOBOT BpeMEHa, CXBaTMO He CaMO 3Hauaj IIOBPIIVHE Y YMETHOCTH
(xao y meroBuM cImKaMa — CUTO-ITamMnaMa) Beh u y caBpeMeHoj KyaTypu yomuire. [19]

Hexonuko kputudapa koju cy nucanmu o Mapkosuhesum Kapmunkama 9utanm cy ux
Kao ,MOHOXPOMHE C/IMKe’, YMMe Cy YCIIOCTABUIV Be3y Ca MOJIEPHUCTUYKMM UCKYCTBOM
MOHOXPOMHOT CIMKapcTBa. Hujeman of kputudapa Koju Cy TOBOPUIN O WeroBuM Texcil

speak of face-as-surface. The question is what the face gains when it is represented on a 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 Markovi¢ 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 flatness comes from two
different sources - one the Byzantine icon, and the other the modernist painting canon - the
opposite is true. These two sources (one “Eastern,” the other “Western”) are both informed
by the same philosophical tradition, namely, Neoplatonism, which refutes any representation
of the third dimension and geometric perspective.[14] 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 modernists started to search for the “immutable essence”
or “truth” and went back to the Neoplatonic heritage.[15] This is exactly the philosophical
thought behind the Byzantine icon, slightly adapted, however, to fit the Christian doctrine
of salvation. Byzantine art is often believed to be the first truly metaphysical art because it
broke with a selective imitation of nature and turned towards depicting the inwardness of the
mind. This was not a planar dimension anymore, as in Egyptian art, but rather the planate
dimension.[16] Such a concept of pictorial space offers a flattened image, and on the basis
of this, Clement Greenberg construes the parallels between Byzantine and modernist art.
He points to the pictorial, non-tactile effects of the painted surface and the “extra-artistic”
impact such a surface exerts 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 radiance” 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 firsthand
reality by invoking a transcendent one’’[17] 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”[18] 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 surface in art (as in his silkscreen paintings), but in
contemporary culture in general.[19]

Several critics who wrote about Markovi¢’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 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 the 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 Markovi¢’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 appeared 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 recognizable as painting’s essence
- as paradigmatic painting”[20] “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
European modernists and their American colleagues (Robert Ryman and Ad Reinhardt, for

14. Traces of this philosophical approach persist, for
example, in contemporary film theory, particularly
in those studies that deal with the close up “The
close-up is a specific feature of the photographic-
mechanical representation of reality, and therefore
a phenomenon which is attached to the twentieth
century. Strategically, the close-up is the ultimate
consequence of the modernist ambition of seeing
through surface, the ultimate expression of the
idea of depth per se. The depth of close-up is not

a spatial depth, but the depth of the object, the
depth of the mind.” L. Crone and L. Movin, “How
close can you get?”in Close-Ups, op. cit. 16.

15. Cf. Mark A. Cheetham, The Rhetoric of Purity — Es-
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Cambridge: Cambridge University Press, 1991.

16. 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, here 76.

17. Clement Greenberg, “Byzantine Parallels” [1958],
in C. Greenberg, Art and Culture, Boston: Beacon
Press, 1961, 167-170.

18. This statement of 1943 is signed by Adolph Got-
tlieb, Mark Rothko and Barnett Newman. Cited in
Donna De Salvo, “Afterimage,” in Andy Warhol - Ret-
rospective, Los Angeles: The Museum of Contempo-
rary Art, 2002, 47.

19. D. De Salvo, op. cit., 47.

20. Cf. Ann Eden Gibson, “Color and Difference in
Abstract Painting: The ultimate case of mono-
chrome” [1992] in Amelia Jones, Ed., The Feminism
and Visual Culture Reader, London and New York:
Routledge, 2003, 193-194.
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Lebensztejn, ,Starting out from the Frame”, in Peter
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dopiipeifiuma HYje IIOMEHYO Jia CY OBY PaJiOBM Ha IUIATHY illakofe MOHOXPOMHeE CIIUKe,
jep je yMeTHMK, HaHOCehM TeKcToBe Ha IUIATHO, KOPUCTUO CBaKU IYT CaMo jegHy 60jy
(IUTMEHT) CIMYHY KOXMY, YUjU Ce TOH PasjMKyje Of MOpTpeTa 4o MopTpeTa. VI KO »KeH-
CKMX ¥ KOJ MYNIKMX JIMKOBA HAa/la3MMO INOCTYIAK ,jeHa IOBpIINHA — jefHa 60ja” (K.
Perxnud), koju je ounrnenan y noprpetuma paheHnM kapMmuHOM, rje ce 60ja HAHOCHU TI0
1le/10j TOBPIIVHY, @ Mabe TPaHCIIApeHTaH KoJ opTpeTa 6eckyhHumka, rae Mame obpaha-
MO HaXy Ha 00jy U HauMH U3BefiOe, jep CMO BUIlle ycpefcpeheHy Ha ynTame TeKCTOBA.

Ako IpUXBaTMMO Ja je MomepH(a)/MCTNYKa MOHOXPOMHA C/IMKA MICTOPUjCKY IIPETXO-
mHUK MapkosuheByx moprpera, OHfja OBJie MO>KeMo IpusBaTu y cehame Ajekcanpupa
Popyenka, VBa Kmajua wmm Iljepa MaHioHuja, 4mja ce mpakca cMaTpa BPXyHIEM
MoJepHUCTIYKOr McKycTBa. EH Vnen InbcoH aHanmumsupa MOHOXPOMHO CIMKapCTBO Kao
OTE/IOTBOpEmhE MOJEpHM3Ma: ,Kao MOMepHUCTHYKA MKOHA, MOHOXPOMHA C/IMKAa M3ITefa
jecitie w #pegciliaépa ‘TecTMpame TpaHMLAa CIMKe KOjUMa ce M3[IBOjiIa CYIITMHA U
of6anuao HeOMTHO. AKO ce 4MTa Ha Taj HA4YMH, HMXOBA CIIAPTAHCKA CaMOJOBOJBHOCT
[IOCTaBI/Ia je MOHOXPOMHO Ka0 OHO ILITO Ce HEKaKo 00jeKTMBHO, YHUBEP3aTHO IPeNo3Haje
Kao CYIITMHA CIMKe — Kao mapajurmarcka crauxa.[20] ,IummHa” U ,,[IpasHKHA’, Koja ce
IPUIINCYje MOHOXPOMHOj IIOBPILIHY, 0OMYHO Ce 3aCHVBA Ha IPETIOCTABLM Aa Kopuinhere
caMo jemHe 6oje ocmobaba cimke of pempeseHTaTMBHOL. VIcTOpuyapy yMeTHOCTH CY
MHOTO IyTa IIOKa3alu fa Cy eBPOIICKM MONEPHMCTM U IMXOBe aMepyuKe Kojere (Ha
npumep, Pobepr Pajman n Ex Pajuxappn) xopucTuam pasnudurte HauMHe Ja GOy o Tauke
LIIpasHor mnatHa”. Mehyrtum, pasmarpajyhu ,npasuuny” u ,Hyntu crened’ ciuke, Yapic
XapucoH TBpau: ,JoBOpUTH 0 NMPa3HOj CAUIM HE 3HAYM IIPOCTO 3aMUC/IATY IIPA3HO IIIATHO.
HampoTus, TunnyHa ‘mpasHa’ CIMKa jecTe IUIATHO KOje je HAIIPaB/bEHO TAKO [ja M3ITeAa
IIPasHO — WM CKOPO TIPa3HO — HaHolleweM 6oje”” OH Takobe HOBOIY y INTalbe BepOBambe
fla je MOHOXPOMHA C/IMKa ,HeMa~ CIMKa: ,[[oBpILIMHA CKOPO IpasHe CIMKe MOXe OuTm —
Io cajia je 6ua — LpHa wiu 6ena ywin cuBa. IbeHa TekcTypa MoXe BapupaTu — Bapyupa —
Off TycTe ¥ JeTa/bHe O IJIaTKe U paBHOMepHe. Hemoryhe je ma Ta IOBpIIMHA UCK/BYYYje
cBaky MoryhHocT durypanyje wmm acoumjanuje’[21] Imbcon HYyAM CIUYHY IMHUjY
pasMullUbatba ¥ TBPAYU Ja ,MOHOXPOMHO HUje HUKakKaB Oer of ¢uryparuje, jep je Beoma
OTBOPEHO 32 I1e0 CIIeKTap QUrypaTMBHMX Tymadera. [Ipe Mopa fja MMa Bese ca Y)KUTKOM
MOHOXPOMHOT, 1eTOBOM UI'POM ca purypanyjama’.[22] ¥ TuM HOBUjUM IPUCTYINMA, KOjK
IecTabMIN3yjy MOLEPHUCTIYKO YNTabe MOHOXPOMHOT, jeflaH Ba)kaH acIeKT ce He OTKPMBa,
a TO je OIHOC jeTHOOO0JHOT CIMKApCTBa IIpeMa je3VKY: MaKO CY ¥ MOAEPHMCTUYKY yMETHULI
Y KpUTHYApM KOjU Cy UX HOAp)KaBalu OMIM CKIOHU fa IIPUKPUBAjy (aKO He U HErupajy)
YOIy je3auka y ,TMXMM IUIATHMMA', CaMyl alCTPAaKTHYM YMETHMIM MOpajy IpuberaBary
jesuKy. PelrpeseHTaIMOHM eIeMEHT I0jaB/byje ce y O0/MMKY HacloBa IBUXOBMX PajioBa, KOju
BeoMa 4ecTo II0CMATpauy faje HapaTMBHU K/bYY MM OTKpPMBA TeMy muxoBe cimke. Kama
Mapxosuh nuiie nMe noprpeTncane ocobe npex jefHOO0jHOM IMOBPIIMHOM KOja je 4MCTO
CIVIKOBHA, OH 3allpaBO OMETa HABOJHY CIIOCOOHOCT caMOpedepeHTHOCT! MOHOXPOMHOL,
jep He kpuje, Beh HamepHO OTKpMBaA CBOj pedpepeHTHNM CafpiKaj: MMe >KeHe je TEKCTYaaHU
TofaTak Koji je cacTaBHM JieO BeHOT IIOpTpeTa.

Jour jemaH HauMH Ha Koju MapkoBuh mectabunmsyje TpaguIujy MOHOXPOMHOT jecTe
paM, mrasuire — nosnahenn pam. MofiepHMCTIYKA IIpaKca y CIMKAapCTBY ce U3BOAU Kao
HelpeKUiHO ocnobahame o pama, mourto taj parergon (Jepupa), Kao TpOAMMEH3MOHAI-
HMU ,J0faTaK’ CINIY, OMeTa KOHIIEHTpaLyjy IIoCcMaTpada Ha IVIOLIHU CIMKOBHU IIPOCTOP.
MouppujaH je To HajjesrpoBuTHje u3pasno, TBpaehu ga ,ypampuBame nsasusa ocehaj
TpU AUMEH3Uje ,jep Aaje mnysujy ayouHe...”[23] ¥ MapkosuheBom crmydajy 6nucraBu
PaM Koju OKpY>Kyje 6apIIyHacTy HOBPIIMHY HeMa QYHKIIN)Y YCIIOCTaB/baba OUIo KaKBOT
IpUBNJA [IePCIeKTUBE; HauMe, Io3naheHn paM, CIMYaH aypeonuMa Koju IpefcTaBbajy
CBET/IOCT OKO ITIaBe OOXKaHCTBA VIJIM CBelld Y CPefibOBEKOBHOj YMETHOCTH, yKasyje fia je
IIPUKA3aHO JIMILE Ty, NUaKO HYje BUIJBUBO.

Mackapaga

Mapxkosuhese Kapmunke n werosu Texcili fiopilipeiti CyTepyIly jacCHy POTHY IO3ULN]Y
y KOjoj je >KeHCKOCT IoBe3aHa ca jaBHUM JOCTUTHyhuMa, CTaBOM U, KOHa4YHO, MOh, oK
je MYLIKOCT [TOBe3aHa ca IPYILITBEeHNM HeyclleXoM, aHoHuMHomhy u Hemohu. OBo Moxxe
M3a3BaTy HN3 IUTAA.

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 conceive 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 the monochrome as “mute” painting:
“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 detailed to the smooth and even. It is not
possible that this surface should exclude all possibility of figuration or association.”[21] Gibson
proffers a similar line of thinking and argues that the monochrome “is hardly an escape from
the figuration, since monochrome is eminently open to an array of figural interpretations. It
has to do, rather, with monochrome’s juissance, with its play with figurations”[22] In these
recent approaches, which destabilize the modernist reading of monochrome, one important
aspect is not revealed, and that is the relation of monotint painting to language: even though
the modernist practitioners as well as critics who supported them tended to obscure (if
not negate) the role of language in “silent canvases,” abstract artists themselves have had to
resort to language. The representational element emerges in the form of titles of their works,
which, as often as not, provide the viewers with narrative clues or the subject matter of their
paintings. When Markovi¢ presents the name of the portrayed subject in front of a single-
colored surface that is purely pictorial, he in fact disrupts the monochrome’s alleged 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 Markovi¢ subverts the tradition of the
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 ...”[23] In Markovic’s case, the aureate frame surrounding the velvet
surface does not have the function 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 Masquerade

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

Does Markovi¢ propose here an inversion of a patriarchal vision of women’s and men’s
social and gender roles? Indeed, all portrayed women are chosen because they are suc-
cessful in their professions and on account of their social and political engagement. The
men, in contrast, figure in Markovi¢’s work precisely because they are “losers” and social
outsiders who enjoy zero visibility in both life and in the media where they are repre-
sented, not as individual subjects, but as a faceless “collective body” that points to the
“other side” of our society steeped in a myth of abundance. On the other hand, Markovi¢’s
gender constellation may as well trigger a completely opposite question: do his women
portraits reactivate — instead of destabilizing — the patriarchal technologies of representa-
tion? 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 here to be
“sexualized” and framed as image (in both the metaphorical and literal sense), the home-
less men in the Text Portraits acquire their public visibility through speech (the inter-
views), which is then transferred into written language. All in all, Markovi¢’s gender set-
ting 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.
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Ja nmu Mapkosuh oBpe mpepnake MHBep3ujy NaTpujapxajiHe BU3Uje >KEHCKUX U
MYIIKMX APYIITBEHUX M POSHMX ylora? 3alucTa, CBe IIOpPTPETMCAaHE >KeHe Cy M3abpaHe
3aTO IITO Cy yCIeILIHe y CBOjuM mpodecujamMa U 360r CBOI' APYIITBEHOr U IOMUTUYKOT
aHraKMaHa. MyLIkapIy cy, HallpOTuB, IpuKasaHu y MapkosuheBoM pajy ympaBo 3aTo
IITO Cy ,TYOUTHUIN ¥ APYIITBEHY ayTCajAepy KOju MMajy HY/ITY BUIJBUBOCT U Y KUBOTY
U Yy MeAUjuMa, Ifie Cy 3acTyIUbeHV He Kao IojegMHayHM cybjektnu, Beh kao 6e3mmyHo
»KOJTIEKTMBHO TeJI0” Koje yKasyje Ha ,,Jpyry CTpaHy" Haller APYIITBA, YPOHEHOT y MUT
o nzo6bmmy. C gpyre crpane, MapkoBuheBa pofHa KOHCTe/Ialyja MoXKe Takohe nzassaru
MIOTIYHO CYNIPOTHO NNTambe: JJa 11 HeroBy >XeHCKM IOPTPETU PeaKTUBUPAjy — YMECTO Jia
HecTabunM3yjy — maTpujapxajaHe TEXHONIOTHUje IpefcTaBmbama?l Y Kapmunkama mosHare
JKEHCKe JTMYHOCTY Cy HpefcTaB/beHe Kao ,C/IMKa', Kao HEIITO y IiTa ce ITefjla 1, KaKo
6u Heka QeMMHUCTMYKA KPUTMYApKa IMPUMETNIA, OHE Cy 4aK M HacAMKaHe ,TUINYHO
KEHCKMM~ CpeACTBOM, KapMuHOM. HacympoT MCTakHyTMM >KeHaMa Koje Cy OBfe
»CeKCyannsoBaHe” U ypammere kao cnuka (1 Metadopudky u 6yKBanHO), 6eckyhHnn
y Texcini dopilipeifiuma CTUIY CBOjy jaBHY BU/BMBOCT IIPEKO roBopa (MHTEpPBjya), Koju
YMETHUK IIPeHOCU Y IucaHu jesuk. CBe y cBeMy, MapkosuheBo pogHO OKpy>Keme MOX/[a
HOJp>KaBa — OIEeT — OHO TPAJUI[MOHATHO IIOMMake XeHCKOCTHU U MYIIKOCTH, IIpeMa KojeM
ce )KeHe ,,[10jaB/byjy” Kao HEeMYLITH Cy6jeKTH, JOK MYIIKAPIY CTUYY CTATYC MIPEKO je3NKa.
BepyjemM na momeHyTe fuieMe, Kako OM cBaka HpPUCTOjHA (PEeMMHMCTKMIbA UCTAKIA,
3aXTeBajy HeKa JofaTHa ofjallmbermna.

Kapmunke mpepcTaB/bajy )XKeHe Koje CBe HOCe CBOje ,,Macke ciase’. Ty cy >keHe 4uja je
npodecuja moBesaHa ca ,,IaMypoM”: 3Be3fie GuaMa, Mol My31Ke, OIepe 1 MOIHE MKOHe,
nonyT Kerpun [lanes, MapoHne, Ilecu Hopman u Busujen Bectsyz. ¥3 mux je u I'an Kocra,
KOja je KpajeM Ile3JieceTUX M cefaMAeceTMX IOfiMHa Oula jegHa Of HajUCTAKHYTUjUX
IeBauMIia ¥ TUTAPUCTKMIba Opasuiackor nokpera Tpoduxanusmo. Cepuja yxbydyje
HopTpeTe HOMUTUYIAPKHU Kao 1mTo cy Xunapu Knuuron (npsa gama Cjenumenux dpxasa
y TO BpeMe) 1 iBe monurudapke us Asuje, [Taknucranka benasup byTo u akTMBUCTKMIbA
3a 60pOy 3a pynacka mpaBa bypme [laB Ayur Can Cy Ru (koja je mobmma Hobemosy
Harpajy 3a Mup 1991. TOAVHe); Iopef BbUX je u jenHa VIngyckuma, ynan [leBu, mHAMjCKa
IIONIUTHYAPKA, OfMETHMIIA ¥ OYHTOBHMIIA, MO3HATa Kao ,baHmuTcKa Kpabuia” Win
XeHCKN ,Pooun Xyn” (ybujena je 2001. roguue). Y MapkosuheBoj ranepuju cy u jegHa
kpabuia — Coma, Kpa/buua HopBelike, 1 jamancka npuHLesa Macako 1, Ha Kpajy, jefHa
¢unosodxnma koja xxusu y @pannyckoj - Jynmmja Kpucresa.

OBa rrobanHa maHOpaMa J>KEHCKMX 3Be3[la CBaKako Ou ce MoOIa YHOPeRuUTH ca
BopxonoBuM cimkama — CUTO-LITAMIIaMa — >KeHa Koje ce CMaTpajy amepuukum ukoHamad,
Kao mTo ¢y Mepunun Moupo, JIus Tejnop unn Ilexu Kenenu, umja je nuija yMHOXKaBao,
IIOHAaB/bAO0 ¥ Memao uM 6oje. BopxomoBu mopTpeTm ce He 6as3mpajy Ha AMPEKTHOM
Cycpery, IUIeM Yy JNle, YMETHMKA U MOJeNna, ¢ 0631poM Ha To #a ce Bopxoi, kako cy
HeK) KpUTUYapy VICIPAaBHO IIPUMETIIIN, Huje 6aBMo ,ucTMHOM o Mepuina MoHpo Kao
0co61, Beh ,,lbeHOM jaBHOM CIIMKOM, C/IMKOM KOja ce o AeUHUIUjU MOXKe O€CKOHAYHO
perpopykoBati. Bopxon He cImka TOMMKO 0coby Kommko mpoussop’.[24] Tosopehu o
BopxonoBum noprpernma, noce6Ho noprperrma Mepunus MoHpo, HeKM MapKCUCTUYKY
KPUTHYapy MpEeIO3HaNu Cy ,IPUBUJHO HpUXBaTame CBOhema >KEHCKOI MIEHTUTETa
Ha ¢eruur pobe MacoBHe mpomsBopme’.[25] IllTaBume, mouuto je fo peMmMHUCTIYKe
IEeKOHCTPYKLMje IaTpujapXalHUX peXMMa pelpe3eHTalyje, a paf ce Takohe OKpeHYO
MOTPOIIAYKOM APYLITBY, KOje, Kako je Jlopa MynBej TBpANIa, 3aXTeBa Ja ,,)K€Ha MOpa [ia
KyIlyje CpefcTBa fia 61 HacauKana (LIMMHKA) U M3Bajasa (Home pyospe/ofeha) skeHCTBeHN
VI3TJIE]], KOjY je TapaHIIMja 6Ug/bUBOCHIU 3 CBAKY IIOjeIHY )KEHY Y CEKCUCTUYKOM JAPYLITBY .
[26] JIako je KOpMCTUTM CIMYHe apryMeHTe Kaj je ped o MapkosuheBum moprperuma
femmes célébres, jep ce BusyenHo 3aBobheme OBJe IOCTIDKE Kpo3 ¢eTuIm3anyujy obnmka
pobe, cyrepucany caMyM MaTepyjaarMa Koje je KOPYCTHIO KaJl UX je CIMKao: KapMUH, YMju
danycHu 06MMK ¥Ma OYUIVICAHE CEeKCyalHe KOHOTaluje (eKCIIoaTMCaHe IO MyYHMHE Y
pekaMaMa, Ije ra OOMYHO IPUKa3yjy KaKo >KeHu yaasu y ycra). OBo je KOMaj LIMUHKe
KOj¥I KOHBEHIVIOHA/IHO O3Ha4aBa )XEHCKY ePOTUKY M 3aBobeme, any Koju UCTOBPEMEHO
CUTHANM3Mpa MCIOPA3HOCT CIO/ballllbel M3INefa ¥ IPOa3HOCT IMocTojamwa. lllTaBuire,
MapxkoBuh noprpere ypambyje 31aToM, 60jOM UMje je CeKy/lIapHO 3Ha4Yelbe IOBE3aHO C
TPUBUjaTHOIINY K14a C jefiHe CTPaHe, a C pyre ca ,CHOBUTVM CBETOM  IJIaMypa.

Lipstick Portraits include women who all bear their “masks of fame.” Here are wom-
en whose professions are linked with “glamour”: film, pop, opera 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 por-
traits of politicians such as Hillary Clinton (The First Lady of the U.S.A. at the time) and
two women politicians from Asia, Pakistani Benazir Bhutto and Burma’s human rights ac-
tivist 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). Markovi¢’s gallery also
includes two royal women, Sonia, the Queen of Norway, and Princess Masako of Japan,
and finally, Julia Kristeva, a philosopher based in France.

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 be-
tween the artist and the sitter, given that, as some critics rightly remarked, Warhol did
not deal with the “truth” about Monroe as a person but rather with “her public image, an
image which per definition is infinitely reproducible. Warhol is depicting not so much a
person as a product”’[24] When approaching Warhol’s portraits, those of Monroe in par-
ticular, some Marxist critics acknowledged a “seeming acceptance of the reduction of a
woman’s identity to a mass-commodity fetish.”[25] Moreover, feminist deconstruction of
patriarchal regimes of representation was rather influent, and the work also turned to con-
sumerist 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.’[26]
It is easy to use similar arguments apropos Markovi¢’s portraits of fermmes célébres, as visu-
al seduction is here performed through fetishizing the commodity form, suggested by the
very materials he employed for painting them: 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, Markovi¢ frames the portraits in 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 appear to con-
form to the regimes of representation that manufacture “woman” as “image” and ulti-
mately commodity icon fit for global consumption. Thus, it seems that Lipstick Portraits
indeed reduce women who successfully practice their professions in 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 address-
ing the same dichotomies, feminists such as Luce Irigaray in her philosophical discourse
and Laura Mulvey in her theories of female spectatorship took a rather negative stance as
regards masking and make-up; they critically recognized make-up as a “patriarchal strat-
egy” that constructs femininity as pure appearance, as it stresses woman’s role as a 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 trigger two rather different posi-
tions: “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.”[27] Indeed, the meaning of cosmetics, and coloring of the lips in par-
ticular, 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.’[28]
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OBo je ckpaheHa Bep3uja eceja Koju je NPBOGUTHO
ob6jasreH y Markovic - Transfigurative Works 1995-2006,
HupH6epr: Verlag fiir Moderne Kunst, 2006, 103-117.

CBe 0BO [10BOAM IO 3aK/bydKa fla MapkoBuheBU IUIMIIAHM >KEHCKU IIOPTPETU Kao
ma ce ycknabyjy ca pexxumuma mpeicTaB/baiba KOjU IPOU3BOJE ,,)KeHY Kao ,CIUKY M,
Ha Kpajy, poOHY MKOHY KOja OfroBapa I706anHoj norpoummy. [Ipema ToMe, YMHY ce Aa
Kapmunxe 3aucTa cBOfe XeHe — yCIIellIHe y CBOjOj Mpodecujy y pasnuInTuM Ae/I0BUMA
CBeTa — Ha ,TUINYHO >KEHCKe“ pUTYyaje y/lelllaBama M IIMMHKamba. PeMUHUCTHYKe
TeopeTMYapKe ceflaMAeceTuX TOfMHAa MpPOIIJOr BeKa Trajuie Cy aHMMO3UTET IIpeMa
IIpaKcaMa IIMMHKawba M, CIMYHO Kao ¥ MYIIKM ayTOpHU, CYIPOTCTAaBUIIE ,IIPABO JINIie”
XKeHe ,JIJAKHOCTY LIMUHKe. Y o6pahamy ucTuM puxoroMujama, GeMUHUCTKNIbE Kao
JIuc Vipurapan, y cBojoj ¢punosodckoj pacupasu, u Jlopa MynBej, y cBojuM Teopujama
0 YK€HCKOM IIOCMaTpallUTBY, 3ay3MMajy NPUIMYHO HETaTUBaH CTaB IIpeMa MacKUpamby U
IIMMHKY; OHe Cy KPUTUYKY CXBaTajle IIMMHKambe Kao ,laTpujapXaaHy CTpaTernujy’ Koja
rpajy XEHCTBEHOCT Kao 4MCT M3ITIef], jep HaI/lallaBa yIOry )KeHe Kao BU3YelnHOT 00jeKTa
KOjU CITy>KU Kao IOfIPIIKa MYIIKOM Cy0jeKTy. Y HoBMje BpeMe, MehyTuM, peMUHNCTIIKI
ayTopu Koju ce 6aBe KOZOBYMA y/IeIIIaBama YBe/IU Cy Mambe PUTMIHO CXBaTambe IIMIHKE
U KEHCKe JIeNOTe, Cyrepuilynm na oBa CBaKOJHEBHA IIpakca MOXe [a IIOKpeHe IBe
IpMINYHO pasiMyuTe nosunuje: ,,oKeHe pacrpaBbajy O TOMeE Ja /M je HEYXBaT/bUBU
upean jnenore mpertehm MMT Koju Cy M3MMCIMIM MYIIKapLu, a KOjU Of >KeHa IIpaByu
XXPTBe, WIM IYT CAaMOCIIO3HAje KOjUM JXeHe II0CTajy OCHaXKeHM uuHumonu’.[27] 3aucra,
3HaYeme KO3MeTHKe, a IIoceOHO Oojeme ycaHa, Bullle Huje JeUHMCAHO Kao yobuyajeHa
CYIPOTHOCT IOBpLIMHE U CYICTaHIe: ,KapmuH ce mpumarohasa ymoTpebm >XeHCKOT
00/IMKa Kao K/IMIIEjCKOT CIIPEeMUINTA HaTpyjapXaTHUX BPeJHOCTI U CyOBep3upa ra”.[28]

Axo ce HajoBeXxeMo Ha IpoOyieM cyOBepsyje, MUTalbe Koje ce IOCTaB/ba HUje fja In
Mapxosuhese Kapmutke penpomyKyjy eCeHUMjaTUCTUUIKO CXBaTakbe >KEHCTBEHOCTH;
HEro Ipe MUTambe KOju II0jaM >KeHCTBEHOCTY OBM IOPTPETHU IOAp>KaBajy. BepyjeM ma je
I10jaM YKEHCTBEHOCTY O KOMe Ce Pajiy Y OBUMM YMETHIUYKMUM Jle/IMMa I10jaM ,,KeHCTBEHOCTH
Kao Mackapajie’, KOjy je 1929. TOAMHe paspaiMia eHIJIeCKa jJaMdKa aHaJIUTHYapKa
Iloan PuBujep, umjeM ce pmeny decto Bpahamo y HOBMjOj GeMUHUCTUYKOj, GUIMCKO] 1
IICKXOAaHATUTIYKO] Teopuju.[29] ¥V cBOM HajyTHIjajHMjeM aHAIUTUIKOM TeKCTY PuBujep
HacToju fa mpeBasube samagmadko AyalTuCTUIKO pasMULIbambe, YMjI je feo AUCKYPC fBa
TUIIA YKEHCTBEHOCTI: MHTE/IEKTYaTHOT I HeXKHOT JK€HCTBEHOT. YMeCTO TOra, OHa TBPAM Jja
je cBa XEHCTBEHOCT MacKapaja 1 fepdopmanc: ,,KeHCTBEHOCT ce CTOra MO)Ke CMaTpaTu
MacKOM ¥ HOCUTH Ce Kao MacKa, KaKo OJ1 ce CaKpIJIO IIOCefiOBalbe My>KeBHOCTHU 1 KaKo 61
ce n3beria oueKMBaHa OffMa3/a ako ce OTKpuje Aa je mocexayje [...]. Ynuranar ce caga Moxe
IUTATH KaKo ja JedpMHUIIEM XEHCTBEHOCT WM Ifie YIUCyjeM rpaHuny usMmeby crBapHe
JKEHCTBEHOCTU U ,MacKapane’. Mehyrum, ja He cyrepuiem fa Ta pasnamka IIOCTOjU;
6MI0 pajiMKamHa MM TOBPIIHA, OHE CY jedHa Te ucTa cTBap’.[30] KoHuenryanusosana
Ha OBaj HauMH, Macka IIpecTaje Ja yKa3yje Ha ,O[CYCTBO WCTMHE: OHA je KOHCTPYKT U
OTIIOp MAaTpujapXaaHOj HOpMU, Koja O6u ce 360r cBoje mepdopMaruBHe AUCIIO3ULNMje
Mor/Ia MOOVIMcaTy Ha MHOrO Moryhux HaumnHa. CTora MOXeMo IIPeTIIOCTaBUTH Ja XKeHe
mpefcTaB/beHe Y Kapmunkama Hoce ,MacKy XXeHCTBEHOCTY Ha FOPEOIMCAaH!U HaYlH, ajIn
MapkosuheBa npakca ykasyje Ha jolI jeTHO cXBaTame MackKe: C 003MpOM Ha TO Ja Cy OBe
II03HATe XKeHe jaBHO M3/I0)KeHe TMYHOCTM KOje MOpajy Jia IOKa3yjy CBOja ,,/IuIa’, Macka
ce MOXKe CXBaTUTM Kao >Ke/ba 3a 3aIUTMTOM NIPMBATHOCTH. 3a Muxamna baxTuHa, Kako
objammasajy Anekcanapa Bopsuk n Janu Kaamapo, Macka je ,,ITUT Of YK/bY4MBamba,
Ipy 4eMy IOjefVHLM IITUTE CBOjy IPMBATHOCT HOK KOMYHULIMpaAjy ¢ Apyruma’, u
TaKO ,,yCIIEBajy [a ce M30Iyjy, any UCTOBPEMEHO II0Ka3yjy cBOje m3abpaHe MIEHTUTETE
HaMemeHe CIO/balllibeM CBeTy .[31]

Bojana Mejuh je nctopnuapka ymetHoctn poheHa 1948. y beorpagy. Mouena je pa pagn y CTyaeHTCKOM KyNTYPHOM
ueHTpy beorpagckor yHuBep3uTeTa y beorpagy Kao acucteHT y fanepuju, a usmehy 1977. 1 1991. 6una je ypegHuua y
CKL-y. Muwe o caBpemeHoj ymeTHOCTN 04 1971. Of 1991. KuBu y Bepnunny. buna je roctyjyhu npodpecop Ha Xymbont
yHuBep3uTeTy y bepnuny, 2003; Ha UIHCTUTYTY 3a KynTypHe cTyauje Ha YHuBep3uTety y OnfieHbypry; roctyjyhn
npepasay Ha LleHTpanHoesponckom yHusepsutety (LIEY) y ByanmnewTn, 2013. buna je rnaBHa KycTockutba
meBhyHapopnHe usnoxbe After the Wall - Art and Culture in post-Communist Europe (Moderna Museet, CTOKX0nMm, 1999;
ByaumnewTa, 2000. 1 bepnuH, 2000-2001). fofrHe 2008. 6UNa je KycToCKMtba MehyHapoaHe nsnoxbe YmeiHuUK-
ipabaHuH, YmetuHuya-ipaharka, 49. Oktobapcku canoH, beorpag. buna je rnaBHa KycTockura mehyHapopHe nsnoxobe
Gender Check, MUMOK, (Beu, 2009-2010. 1 BapwaBa 2011) u ypeaHuua nybnukauunje Gender Check: Art and Theory in
Eastern Europe — A Reader (2010). Peanu3oBana je y capagru nsnoxoée: Good Girls_ Memory, Desire, Power y My3sejy
caBpemeHe ymetHocTn (MNAC) y BykypewTy 2013) U HERO MOTHER — Contemporary Art by post-Communist Women Re-
thinking Heroism, bepnuH, 2016). locTyjyhu je npepnasay Ha YHuBep3uTeTy bayaxyc y Bajmapy, y knacu laHuue Jakuh
“Public Art and New Strategies” (of 2014. o aaHac). TpeHyTHo je Senior Non-Resident Fellow Ha New Europe College
(NEC) y bykypewTy (Getty Program), 2018-2020. Oft 1980. A0 faHacC Hanwncana je BeMKn 6poj TeKCToBa O YMETHOCTUN
Jectnna Mapkosuha.

Taking up the issue of subversion, the question to be asked is not whether Markovi¢’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,” elabo-
rated in 1929 by English lay analyst Joan Riviere, whose work is frequently revisited in re-
cent feminist, film and psychoanalytic theory.[29] In her most influential piece of analytic
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 performance: “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 woman-
liness 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”[30] 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 possible 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 protec-
tion of privacy. For Mikhail Bakhtin, as Alexandra Warwick and Dani Cavallaro explain,
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 external world”[31]

Bojana Pejic is an art historian born in Belgrade in 1948. From 1977 to 1991, she was curator at the Student Cultural
Center of Belgrade University. She started to write on contemporary art in 1971. Since 1991, she has lived in Berlin. She
was guest professor at Humboldt University in Berlin, 2003, and at the Institute for Cultural Studies at the University
in Oldenburg, Germany (2006/2007). She was guest professor at Central European University (Gender Studies) in Bu-
dapest (winter 2013). She was chief curator of the exhibition After the Wall — Art and Culture in post-Communist Europe
(Moderna Museet, Stockholm,1999; Budapest, 2000, and Berlin (2000/2001). In 2008, she curated the international
exhibition Artist-Citizen, 49. October Salon in Belgrade (Serbia). She was chief curator of the exhibition Gender Check,
MUMOK, (Vienna, 2009/2010 and Warsaw, 2011). She is the editor of the Gender Check: Art and Theory in Eastern Europe
- A Reader (2010). She co-curated the international exhibition Good Girls_ Memory, Desire, Power at the Museum of
Contemporary Art (MNAC) in Bucharest, 2013, and the international exhibition HERO MOTHER - Contemporary Art by
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in the course “Public Art and New Strategies” (2014 till now). She is currently a Senior Non-Resident Fellow at New
Europe College (NEC) in Bucharest (Getty Program), 2018/2020. She has been writing on Markovi¢'s art since 1980.
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PROTOTYPE CACAK « MPOTOTUIN YAYAK
PROTOTYPE TOKYO - TIPOTOTUIM TOKHNO
PROTOTYPE BERLIN east - TPOTOTUIN BEPJINH nctok
PROTOTYPE NEW YORK « MPOTOTUI BbYJOPK
PROTOTYPE BERLIN west « BEPJINH 3anap
PROTOTYPE EINDHOVEN - ITPOTOTUMN AJHOXOBEH
PROTOTYPE WANAS - MPOTOTUM BAHAC
PROTOTYPE ROME - MPOTOTUIN PUM

PROTOTYPE PARMA - MTPOTOTUIM NAPMA
PROTOTYPE BRESCIA - TIPOTOTUIM BPELLA
PROTOTYPE LODZ - [IPOTOTWUIM JIOH

PROTOTYPE SARAJEVO - [TIPOTOTUIN CAPAJEBO
PROTOTYPE BRUHL - MIPOTOTUIM BPU
PROTOTYPE OSLO - MPOTOTUN OCJIO

PROTOTYPE BELGRADE - MPOTOTWM BEOIPA/,
PROTOTYPE SPLIT - IPOTOTUN CMJINT



PROTOTYPE CACAK - MPOTOTUM YAYAK

Gold leaf, 70 photos 30 cm x 20 cm each, 2,70 m x 5,40 m « 3naTtHu nuctuh, 70. potorpaduja 30 cm x 20 cm cBaka, 2,70 m x 5,40 m
Umetnicka galerija Nadezda Petrovi¢, Cacak, Serbia, 2008 - YMeTHuuKa ranepuja,Hanexpaa NMetposuh’, Yauak, Cp6uja, 2008




PROTOTYPE TOKYO « MPOTOTWIN TOKNO
Mirrors, glass, acrylic glass, 50 photos 26 cm x 21 cm each, 4,60 m x 2,25 m « Ornepana, CTaksio, akpUIHO cTako, 50. poTorpaduja 26 cm x 21 cm cBaka, 4,60 m x 2,25 m
Nichido Contemporary Art, Tokyo, Japan, 2005 « Hiwwmpao caBpemeHa ymeTHocT, Tokro, JanaH, 2005




PROTOTYPE BERLIN east « MPOTOTWIM BEPJZINH nctok
Digital print 200 cm x 200 cm, 15 sleepers with gold leaf, 10 m x 2,25 m « JurutanHu npuHT 200 cm x 200 cm, 15 nparosa ca 3natHum nnctuhma, 10 m x 2,25 m
Kunst-Werke, Berlin, Germany, 1993 « KyHcT-Bepke, bepnuH, Hemauka, 1993
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PROTOTYPE NEW YORK « MPOTOTUIM HYJOPK
2 x 15 photos, mirror, 15 sleepers with gold leaf, 10 m x 2,25 m - 2 x 15 poTorpaduja, ornegano, 15 nparosa ca 3natHum nuctuhrma, 10 m x 2,25 m
MoMA PS1, New York, USA, 1991 - MoMA TC1, bbyjopk, CAL, 1991
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PROTOTYPE NEW YORK « MPOTOTWIM HbYJOPK
2 x 15 photos, mirror, 15 sleepers with gold leaf, 10 m x 2,25 m - 2 x 15 poTorpaduja, ornegano, 15 nparosa ca 3natHUM nuctrhmma, 10 m x 2,25 m
MoMA PS1, New York, USA, 1991 « MoMA TC1, bbyjopk, CA, 1991
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PROTOTYPE BERLIN west « MTPOTOTWIM BEP/INH 3anag
25 photos 30 cm x 20 cm each, el. light, 18 mirrors, 18 wood boxes, 15 m x 2,25 m « 25 ¢poTtorpaduja 30 cm x 20 cm cBaka, en. cBetno, 18 ornefana, 18 gpBeHux Kytrja, 15 mx 2,25 m
Haus am Lltzowplatz, Berlin, Germany, 1992 « Xayc am Jlyuosnnau, bepnuH, Hemauka, 1992

R i e e B R SRt s I 2 td R d Rt it i Rt R A R R R LR et S At L AP AR AL LA b o s S bl AL R AL S M LA LS MMM L oA L

PERTPAS PRI AR ANNRAANARS

L R e e i s Sy




R
B ITeVTeT s T—
2

PROTOTYPE EINDHOVEN - MPOTOTWMN AJHOXOBEH
Mirror 250 cm x 250 cm and gold leaf on 20 sleepers, 15 m x 2,25 m « Ornegano 250 cm x 250 cm 1 20 nparosa ca 3naTHUM iuctnhuma, 15 m x 2,25 m
Het Apollohuis, Eindhoven, Netherlands, 1992 « XeT Anonoxyc, AjHaxoBeH, XonaHawja, 1992
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PROTOTYPE WANAS « MPOTOTWMN BAHAC
10 drawings, light, 19 mirrors and gold leaf on 20 sleepers, 2 x 15 m x 2,25 m - 10 upTexa, cBetno, 19 ornepana u 20 nparoea ca 3natHUM nuctuhuma, 2 x 15 m x 2,25 m
Wanas 1991, The Wanas Foundation, Knislinge, Sweden, 1991 - Banac 1991, BaHac ¢oHpaumja, KHucnure, LLBepcka, 1991
162 The Wanas Foundation Collection, Knislinge, Sweden - Konekuuja BaHac poHgauuje, Kuucnunre, LLiseacka
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PROTOTYPE ROME - MPOTOTUIM PUM
Photos, map of Europe from 504 AC, oil, flag, books of New Testament and gold leaf on 15 sleepers, 10 m x 2,25 m
Qotorpaduja, kapta EBpone u3 504. rof., y/be, 3acTaBa, Kibure HoBor 3aBeta u 15 nparosa ca 3natHum iuctnhuma, 10 m x 2,25 m
164 Galleria Oddi Baglioni, Rome, Italy, 1990 « lanepuja Ogn bamsuoHu, Pum, Utanuja, 1990




PROTOTYPE PARMA - MMPOTOTWIM NAPMA
Photos, map of Europe from 1970, gas lamp, plexiglas, L'Unita newspaper and gold leaf on 15 sleepers, 10 m x 2,25 m
Qotorpaduja, kapta EBpone u3 1970. roa., rac-namna, nnekcurnac, gHesHu nnct LUnita n 15 nparosa nparosa ca 3natHum nnctnhmnma, 10 m x 2,25 m
166 Galleria Mazzocchi, Parma, Italy, 1990 - Tanepwja Mauoku, Mapma, Vitanuja, 1990




PROTOTYPE BRESCIA - MTPOTOTWIM BPELLA
Photos, map of Europe from 1990, lamp, make-up mirror, 14 mirrors and gold leaf on 15 sleepers, 10 m x 2,25 m
®Ootorpaduja, kapTta EBpone 13 1990. rog, namna, orneaano 3a WMUHKY, 14 ornegana v 15 nparosa ca 3naTHum nanctuhma, 10 m x 2,25 m
168 Galleria Piero Cavellini, Brescia, Italy, 1990 - lanepuja Mjepo KaBenuHw, bpewa, Utanuja, 1990




- »

——

ek

A

. . = -’
- — o ..,."‘.:_“~ "&, Y
,—” ,__’_;..- A =re_s ",')

o P g A

PROTOTYPE £tODZ - MPOTOTUM JIOH
Heather, 19 mirrors and 20 sleepers with gold leaf, 15 m x 2,25 m « [pejay, 19 ornegana v 20 nparosa ca 3naTHUM IucTrhnma, 15 m x 2,25 m
Artists Museum, £6dz, Poland, 1990 « YmeTHU1uKn my3ej, Jloh, Morbcka, 1990
170 Artists’ Museum Collection, £t6dz, Poland - Konekuuja YmeTHUuYKor myseja, Jloh, MNMosbeka




"..—d-. N S

. .
> — LR .
e G e g——— . -

PROTOTYPE SARAJEVO - MPOTOTWIM CAPAJEBO
Copper vessel, milk, coal and 20 sleepers with gold leaf, 15 m x 2,25 m - bakapHu noHaL, Mneko, yrasb 1 20 nparoa ca 3natHumM nuctuhnuma, 15 mx 2,25 m
Olimpijski centar Skenderija, Sarajevo, Yugoslavia, 1989 - Onumnujcku LeHTap CkeHpepuja, CapajeBo, Jyrocnasuja, 1989
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PROTOTYPE BRUHL - MPOTOTUM BPUN
Copper vessel, water, oil, straw, milk and 20 sleepers with gold leaf, 15 m x 2,25 m - bakapHu noHaL, Boaa, y/be, cnama v 20 nparosa ca 3natHum nnctuhmma, 15 m x 2,25 m
Orangerie Schloss Augustusburg, Briihl, West Germany, 1989 - OpaH»xepuja y 3amKy ABryctycoypr, bpun, 3anagHa Hemauka, 1989
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PROTOTYPE OSLO « MPOTOTWM OCNO
8 video monitors, coal, eggs and 24 sleepers with gold leaf, 5 m x 4 m x 4 m « 0ocam B1Aeo-MOHMTOPA, yrasb, jaja 1 24 npara ca 3naTHUM imctnhuma, 5mx4mx4m
Gallery F15, Moss, Oslo, Norway, 1988 « lanepuja ®15, Moc, Ocno, Hopgeluka, 1988
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DORMITION - TOCMOJUNHA
Milk, eggs, sand, candles and 20 sleepers with gold leaf, 6 m x 6 m - Mneko, jaja, cBehe 1 20 nparosa ca 3natHUm nucTrhma, 6 m x 6 m
SKC, Belgrade, Yugoslavia, 1988 - CKL|, beorpag, Jyrocnasuja, 1988
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PROTOTYPE SPLIT « MPOTOTWMN CIJTAT
Anvil, coal and 5 sleepers with gold leaf, 2,5 m x 1 m x 1T m « HakoBakm, yrasb 11 5 nparoBa ca 3naTHum nuctuhma, 2,5 mx 1 mx1m
Crypt of St. Domnius’ Cathedral, Split, Yugoslavia, 1987 - Kpunta Kategpane Cs. [lyje, Cnnut, Jyrocnasuja, 1987
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GATE OF HARMONY « KAMMNJA XAPMOHWIJE

EUCHARIST « EYXAPUCTUJA

ABANDONED SPACE - HANYWTEHW NMPOCTOP

BLACK SPACE - UPHW MPOCTOP

FRAGMENTS OF PAINTING: MONUMENT « ®PATMEHTWU CJIMKE: CTOMEHUK
TV AMBIENT « TB AMBUJEHT

NEW SPACE - HOBU NMPOCTOP






[previous page » npeTxoaHa cTpaHal
GATE OF HARMONY « KAMMJA XAPMOHWJE
Marble, anthracite, acrylic, gold leaf and bitumen on canvas, 4 m x 4 m x 4 m - Mepmep, aHTpauuT, akpunuk, 3naTHu nucTrh n 6UTymeH Ha nnaTtHy, 4 m x4 m x4 m
42 Venice Biennial, Aperto, Venice, Italy, 1986 « 42. BeHeuwnjaHcku 6ujeHane, Anepto, Beneuwja, tanuja, 1986

GATE OF HARMONY (detail) « KAMMJA XAPMOHWJE (netas) GATE OF HARMONY « KAMJA XAPMOHWJE
Marble and anthracite, 25 cm x 25 cm x 25 cm « Mepmep 1 aHTpauuT, 25 cm x 25 cm x 25 cm Gold leaf, acrylic and bitumen on canvas, 310 cm x 230 cm, 1986 « 3naTHu nIMCTUR, aKPUNUK 1 BUTYMEH Ha nnaTtHy, 310 cm x 230 cm, 1986

186 187



L

GATE OF HARMONY (day) « KAMJA XAPMOHWJE (naH) GATE OF HARMONY (night) « KAMJA XAPMOHWJE (Hoh)
Gold leaf, acrylic and bitumen on canvas, 310 cm x 162 cm, 1986 - 3naTHU nUcTKh, aKPUAKK 1 GUTYMEH Ha nnaTtHy 310 cm x 162 cm, 1986 Gold leaf, acrylic and bitumen on canvas, 310 cm x 162 cm, 1986 « 3naTHu IMCTURA, AKPUNUK 1 BUTYMEH Ha nnaTtHy, 310 cm x 162 cm, 1986
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TIME OF CEREMONY « BPEME LLIEPEMOHWJE
Gold leaf, acrylic and bitumen on canvas, 300 cm x 162 cm, 1985 « 3naTHy nMcTKh, aKPUNKK 1 6UTYMeH Ha nnaTHy, 300 cm x 162 cm, 1985
Zika and Ingrid Daci¢ Collection, Tiibingen, Germany « Konexkuuja »Kuka v Wnrpug faunh, TubnHreH, Hemauka
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TIME OF CEREMONY « BPEME LIEPEMOHWJE
Gold leaf, acrylic and bitumen on canvas, 300 cm x 162 cm, 1985 « 3naTHU nUCTKh, aKPUNKK 1 GUTYMEH Ha nnaTtHy, 300 cm x 162 cm, 1985
Private collection, Hamburg, Germany - MprBaTHa Konekuuja, Xambypr, Hemauka
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GATE OF HARMONY (night) - KAMIMJA XAPMOHWJE (Hoh) GATE OF HARMONY (day) « KAMUJA XAPMOHWJE (paH)
Gold leaf, acrylic and bitumen on canvas, 310 cm x 162 cm, 1986 « 3naTHU nUCTKh, aKPUKK 1 GUTYMEH Ha nnaTtHy, 310 cm x 162 cm, 1986 Gold leaf, acrylic and bitumen on canvas, 310 cm x 162 cm, 1986 - 3naTHu nIMCTUR, aKPUNUK 1 BUTYMEH Ha nnatHy, 310 cm x 162 cm, 1986
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EUCHARIST « EYXAPUCTUJA
Salon Muzeja savremene umetnosti, Belgrade, Yugoslavia, 1985 - CanoH My3eja caBpemeHe ymeTHoCTU, beorpag, Jyrocnasuja, 1985




EUCHARIST « EYXAPUCTWJA EUCHARIST « EYXAPUCTUJA
Gold leaf, acrylic and bitumen on canvas, 270 cm x 138 cm, 1984 « 3naTHu IMCTUR, aKPUNUK 1 BUTYMEH Ha nnaTtHy, 270 cm x 138 cm, 1984 Gold leaf, acrylic and bitumen on canvas, 270 cm x 138 cm, 1984 - 3naTHU nUCTKh, aKPUNKK 1 BUTYMEH Ha nnaTtHy, 270 cm x 138 cm, 1984
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WHITE VIRGIN « BEJIA JEBULIA
Gold and silver leaf, acrylic and bitumen on canvas, 270 cm x 138 cm, 1984 « 3naTHK 1 cpebpHK NMCTKA, aKPUKK 1 BUTYMeH Ha nnaTHy, 270 cm x 138 cm, 1984
Muzej savremene umetnosti Collection, Belgrade, Serbia « Konekuuja My3eja caBpemeHe ymetHocTu, Beorpap, Cpbuja
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FORCE OF DARKNESS « MO TAME ZX

Gold leaf, acrylic and bitumen on canvas, 270 cm x 138 cm, 1984 « 3naTHu IMCTUR, aKPUNUK 1 BUTYMEH Ha nnaTtHy, 270 cm x 138 cm, 1984 Gold leaf, glass, acrylic and bitumen on canvas, 270 cm x 138 cm, 1983 « 3naTHu nncTUh, CTakNo, akPUAMK 1 BUTYMeH Ha nnaTHy, 270 cm x 138 cm, 1983
Zika and Ingrid Daci¢ Collection, Tiibingen, Germany - Konexuuja *wka n ViHrpug Jauwh, Tnbntren, Hemauka
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EUCHARIST « EYXAPUCTWJA EUCHARIST « EYXAPUCTUJA
Gold leaf, acrylic and bitumen on canvas, 270 cm x 138 cm, 1984 « 3naTHu nIMCTURA, aKPUNUK 1 BUTYMEH Ha nnaTtHy, 270 cm x 138 cm, 1984 Gold leaf, acrylic and bitumen on canvas, 270 cm x 138 cm, 1984 « 3naTHu nUCTUh, aKPUAKK 1 BUTYMEH Ha nnaTtHy, 270 cm x 138 cm, 1984
Private collection, Belgrade, Serbia « MpusatHa konekuwja, beorpaa, Cpbuja
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FIERCE WRITINGS - XKECTOKW CMNCK
Gold leaf, acrylic and bitumen on canvas, 270 cm x 138 cm, 1984 « 3naTHu nUCTKh, akKPUNNK 1 BUTYMEH Ha nnaTtHy, 270 cm x 138 cm, 1984
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[previous page « npeTxoaHa cTpaHal
BLACK SPACE - LIPHW MPOCTOP
Galerija SKC, Belgrade, Yugoslavia, 1983 - lanepuja CKL, beorpag, Jyrocnasuja, 1983

BLACK SPACE - LIPHW MPOCTOP
Gold leaf, acrylic and bitumen on cardboard, 310 cm x 206 cm, 1983 « 3naTHu AIMCTUR, aKPUIUK 1 BUTYMEH Ha KapToHy, 310 cm x 206 cm, 1983
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ISHS - UC XC
Gold leaf, acrylic, carton and bitumen on canvas, 270 cm x 136 cm, 1983 « 3naTHU NUCTWh, aKPUKK, KAPTOH 1 BUTYMeH Ha nnaTtHy, 270 cm x 136 cm, 1983

ILLUMINATI « UNYMUHATW
Gold leaf, carton, acrylic and bitumen on canvas, 250 cm x 182 cm, 1983 « 3naTHu IMCTUR, aKPUIINK, KAPTOH 1 BUTYMeH Ha niaTHy, 250 cm x 182 cm, 1983
Muzej savremene umetnosti Collection, Belgrade, Serbia « Konekuunja My3eja caBpemeHe ymeTtHocTH, Beorpaa, Cpbuja






[previous page - npeTxofHa cTpaHal
ABANDONED SPACE « HAMYLUTEHW NPOCTOP
Abandoned house, Motovun, Yugoslavia, 1983 « HanywTeHa kyha, MoToByH, Jyrocnasuja, 1983

ABANDONED SPACE (details) « HAMYLUTEHW MNMPOCTOP (getarbn)
Acrylic and bitumen on stone, 2,5 m x 3,5 m x 5 m whole space, 1983 « AKpUnuK 1 6UTYMEH Ha KameHy, 2,5 m x 3,5 m x 5 m ueo npocTop, 1983
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[previous page « npeTxoAHa cTpaHal
FRAGMENTS OF PAINTING: MONUMENT « ®PATMEHTW CJTUKE: CTTOMEHWK
Galerija SKC, Belgrade, Yugoslavia, 1982 - lanepuja CKL|, beorpag, Jyrocnasuja, 1982
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FRAGMENTS OF PAINTING: MONUMENT (detail) - ©PATMEHTW CJTUKE: CTTOMEHWIK (geTam)
Acrylic on paper and wall « AKpynuk Ha nanupy u 3ugy
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NEW SPACE - HOBM MPOCTOP
Acrylic on paper, 300 cm x 201 cm, 1981 « Akpunuk Ha nanupy, 300 cm x 201 cm, 1981
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TV AMBIENT - TB AMBUJEHT
TV program Petkom u 22, RTS Studio, Belgrade, Yugoslavia, 1981 « TB emucuja MNetkom y 22, ctyauo PTC, Beorpag, Jyrocnasuja, 1981



NEW SPACE - HOBM MPOCTOP NEW SPACE - HOBM MPOCTOP
Acrylic on paper, 350 cm x 190 cm, 1981 « Akpunuk Ha nanupy, 330 cm x 190 cm, 1981 Acrylic on paper, 350 cm x 190 cm, 1981 « Akpunuk Ha nanupy, 330 cm x 190 cm, 1981
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[previous page « npeTxofHa cTpaHa] NEW SPACE - HOBW MPOCTOP
NEW SPACE - HOBM NMPOCTOP SKC Gallery, Belgrade, Yugoslavia, 1980  lanepwuja CKL, beorpag, Jyrocnasuja, 1980
SKC Gallery, Belgrade, Yugoslavia, 1980 - lanepuja CKL, Beorpag, Jyrocnasuja, 1980
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1.,lWapno akpobata” - Aywan Kojuh Koja, Munan
MnageHosuh (1958-1994) n Bnua Baosuh Ba
(1961-1992).

2. MapuHa Abpamosuh, Hewa Mapunosuh, Epa

MwunuBojesuh, lepress Ypkom, Pawa Togocunjesuh,

3opaH Monosuh.
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Mwuposrby6 Muma MapjaHosuh

Kectioku upoctuopu gyxosHociliu

OcampeceTe TopmHe 20. BeKa y beorpagy cBakako He 6u 6uie 6eoipagcke ocamgeceitie
Ia Huje OMIO HOBOTa/acHe MY3WM4Ke, aly U JIMKOBHE ClieHe U jeMHCTBEHEe eHepruje,
aTMocdepe, ecTeTMKe UM CaMOCBECTH, KOja je HacTajaja IUXOBOM CHUHEpPIUjoM, a
U3pa)KaBaHa je i IIMPEeHa KPO3 Hajpas/IMInTHje Meinje, AMHAMMYIHO, )XMBOTHO U XKECTOKO.
CrenyudnuyHoCcTUMA IMKOBHE ClieHe IIpBe [I0TI0BMHE OCAMAECETUX K/bYYHO je JOIIpUHeNa
rpyna JKecitioku, Kojy cy 1981. rogune dopmupamun Mwnosan [lectun Mapkosuh u
Bnactumup Volcano Muxknh, npencraBuuiy Hose cnuke (y3 rpyny Anrep Vimaro u fpyre
yMmerHuKe). Kecilioku cy OMnIM yjemHO M akTepu M MHULMjaTOpU OPOjHUX TIPafiCKUX
felllapama — TAJallBbUM >KaprOHOM pedeHo, YK/bY4yjyhu 1 mokpeTame KyITHOr KiIyba
»AKafemuja” 1982. rogyHe y nogpymy Pakynrera mukoBHUX ymeTHocty (PJIY), Ha KojeM
cy crypupamu. UeTupu jelieHuje KacHMje Ta CHeLUPUIHOCT 0eoipagckux ocamgeceitiux
IpEeKpUBEHA je BeJIOM MUCTEpMje ¥ MUTA, jOII yBeK HMje CYIITMHCKM MCTOPM3OBaHA, a
HepeTKo ce Habe 1 moxg ceHkoM cymme. OBaj OCBPT, ¢ 003MpPOM Ha TO fia je MUCAH U3 yITIa
CBeJOKa M aKTepa TUX YMETHUYKUX ,,JellaBaba’, Ma/It je JOIpUHOC nofcehamy Ha LYXOBHO
3ajeJHUINTBO ayTeHTHYHNX IIOjefiluHalLla U BIXOBMX OPOjHUX IpaTUIala Ha U3I0K6aMa,
KOHIIepTMMa, )XypKaMa U pyruM forabhajuma TOKOM IIpBe IIOTOBUHE OCaMIECeTHX. Y TUIIa]
TOT 3ajeHMINTBA TUIbA U [la/be, MAKO je OHO JJaHaC TOTOBO HE3aMMCIMBO — ITIEJaHO U3
IIepCIIeKTVBe BpeMeHa aTOMU3MpaHe TMKOBHE U TOTOBO 3aMpJie, KaKkopoHNMIHE My3UUKe I
KJIYIICKe ClieHe, Kao U CypOBe JJOMIHallMje MaTepyujaTHOT HacIIpaM AYXOBHOT ¥ CBe BUILE
BUPTYETHOT CIIpaM >KMBOTHOT Y CBUM CETMEHTNMA [IpYIITBA.

HMaxo cy ocampueceTe CTBOPWIN JbYAM, @ He OOPHYTO, UIIAK je VI CaMO TO BpeMe TPaKu-
710 aKuuMjy u 3ajeqHuIuTBO. [JaHK-pOK 1 HOBOTa/acHa MY3MKa, KOja je CTu3ajia U3 CBeTa 'y
KOMafiuMa IUI0Ya, Mopaa ce joIlI yBeK CIYLIaTH KOJIEeKTUBHO — HIUCY ¥IX CBY MOI/IM Haba-
BT, Ha U3T0XKOe ce gonmasuno usmebhy ocranor u 3aTo mro 61 06aBe3sHO ClefuIa CBUP-
Ka HEKOT Off BMIIE [leCeTVHa aKTYBHUX O€H/0Ba, 3a XXyPKe Ce Ca3HaBaJI0 HEMOCPEJHO U
MIITIO Ceé Ha IbUX Y KOHBOjMMa MY Ce IIPAaBU/IO HEKO SPYTo JlellaBambe, KOje je YBeK IIpu-
TOM MMaJIO 03y YMETHUYKOT U HMKaJa HMje OMIO CIIy4ajHo.

»3JIaTHU TIararaj’, jeiuHyu npaBy rpajcku kaduh, kapana ,Mamwex” 1 Mamenky napk,
»Crymuna”, kadana ,JloBar’, Crygentrcku kyntypum uenrtap (CKI]) u ,,Axagemuja’,
O6unu cy HesaoOmma3Ha MecTa cBake Bedepy, uMHehm >XuMBOT Tajamme reHepanuje.
[ToxpasymeBario ce ia ce IIpe CBUX THX JlelllaBarba UIUIO Ha n3nox6e. ITpuyano ce ceyna o
YMETHOCTH. YMETHOCT, YMETHOCT 1 CaMO YMETHOCT (U 3e3ame — IpoBoxH)!

Y BpeMe TOT caMOT ITo4YeTKa 0CaMIeCeTHX, 00e/Ie)KeHOT TOCTOBAbeM IIPBOT IPAaBOT TaHK
6enpa y beorpany (The Ruts, pebpyap 1980), ok cy llapno[1] u gpyru npaBunu 6yky
Bexx6ajyhu y mogpymy CKII-a, Maagyu yMeTHULHM, BehMHOM jolI CTYHeHTH, MaKCHMaHO
cy nodenu fa kopucte cnobony y lamepuju CKIJ-a, xojy je Boguna bumpana Tomuh joru of,
CpelMHe ceflaMJieceTuX, paBehy NCTMHCKY CKIom apTa u ypbaHor xuBoTa. Mehy wuma
ce usfBajao Jectmn Mapkosuh, Koju je 1980. rofiiHe ¥ UMao IIPBY CAaMOCTA/IHY U3/I0XKOy
y Tanepuju CKLI-a - Hosu tipocitiop. Kao u reHepanyja KOHIeNITyanana ceflaMaeceTux,[2]
UMao je MOTpeOy 3a HEYMM IITO je ,BUIIe Off CIMKamba KakBo cy yumwnu Ha QJIV. To je
3HAUWIO IOHOBHO IpoOMjame MCTOT TPafUIVIOHAJIHOT Jiefa Ha cryaujama. Hajmmabu
RoOuTHMK ,, ITonutukuHe” Harpaze (3a usnox6y Eyxapucitiujay Canony Myseja caBpeMeHe
YMETHOCTH, 1985), II/IATHO je CaMO HeKOJIVKO TOfIMHa PaHuje 1 LieHy 300T HelpyucTajamba Ha
cneno npaheme HaCTaBHOT IUIAHA ¥ TPaJUIMOHATHE LIIKO/Ie CIMKApPCTBa — OO je MpBU
ucropuju ®JIY xoju je nsrybmo (rpehy) ronuny. Opnyuy npodecopa 3opana [Tapnosuha
la My He JIa HOTIIJIC BEPOBATHO je JOIPUHEO Y IPOTeCTHY HepdopMaHc Koju je Mapkosuh
u3Beo KpajeM Maja 1980. roguHe ucnpep JInkosHe ranepuje Kynrypror nentpa beorpana
(c Becom CosmmeM, 3upaBkom CanTpauem m Mwunopazgom Ilyjom Byjamanmzom),
IIOCTABYBIIM yOUM OTBapama n3noxoe cnmkapa Munnha Crankosuha anujac Munmha on
Mause Tenux u3 coje cobe y Cryzmentckom fomy Ha Kapabypmm.

Miroljub Mima Marjanovic¢

Spaces of Fierce Spirituality

The 1980s in Belgrade would certainly not have been the Belgrade Eighties, had it not been
for the new wave music, but also the visual arts scene and the unique energy, atmosphere,
aesthetics and self-awareness, developed through their synergy and expressed and spread
through various media, dynamically, lively and fiercely. The group Zestoki (The Fierce), es-
tablished in 1981 by Milovan Destil Markovi¢ and Vlastimir Volcano Miki¢, representatives
of the new image painting (including the Alter Imago Group) and other artists, contributed
enormously to the specificities of the art scene of the first half of the 1980s. The Zestoki
were both the protagonists and initiators of many city events — in the jargon of that time,
including the founding of the cult club Akademija in 1982, in the basement of the Faculty
of Fine Arts (FLU), where they studied. Four decades later, this specificity of the Belgrade
Eighties is veiled in of mystery and myth, it has not been substantially historicized yet, and
quite often it even comes under a shadow of doubt. This article, being written from the
perspective of a witness of and participant in these artistic “events’, is a small contribution
to the remembrance of the spiritual community of authentic individuals and their many
companions at exhibitions, concerts, parties and other activities during the first half of the
1980s. The impact of this community is still smouldering, though it is almost unimaginable
today - from the perspective of a time of the atomized visual arts and almost dead, cacoph-
onic music and club scene, compounded by the cruel dominance of material over the spiri-
tual and the increasingly virtual over the real-life, in all segments of the society.

Although it was people who generated the 1980s, and not the other way round, the
period itself called for action and togetherness. Punk rock and new wave music, com-
ing from the world on records piecemeal, had to be listened to collectively - not ev-
eryone could acquire them; people went to exhibitions, among other reasons, because
they were always followed by a gig of some of the dozens of active bands; we would
hear about parties directly and attend them in oodles, or some other event would be
organized, always with a dose of art in it, and that was never accidental.

The Zlatni papagaj (The Golden Parrot), the only true urban café, the Manjez Restaurant
and Manjez Park, the Stupica Club, the Lovac Restaurant, the Student Cultural Centre
(SKC) and Akademija, were must-go-to every night, making the life of that generation.
Attending exhibitions beforehand went without saying. Everywhere, people talked about
art. Art, art and nothing but art (and fooling around - having fun)!

At the very beginning of the 1980s, marked by a guest appearance of the first true punk
band in Belgrade (The Ruts, February 1980), while Sarlo[1] and the rest made noise re-
hearsing in the SKC basement, young artists, mostly students, made maximum use of their
freedom at the SKC Gallery, run by Biljana Tomi¢ from the mid-1970s, creating a true mix
of art and urban life. Destil Markovi¢, whose first solo exhibition, New Space, was held at
the SKC Gallery in 1980, stood out among them. Just like the generation of conceptualists
of the 1970s,[2] he needed something “more than painting”, more than what they taught at
the FLU. That meant breaking the same traditional ice at the faculty again. Markovi¢, the
youngest recipient of the Politika Prize (for the exhibition Euharistija (Eucharist) at the Salon
of the Museum of Contemporary Art, 1985), had paid the price for not blindly following the
curriculum and traditional school of painting only a few years earlier — he was the first in the
history of the FLU to fail a year (the third). Professor Zoran Pavlovi¢’s decision not to sign his
student attendance book was quite possibly aided by the protest performance he held in late
May of 1980 in front of the Art Gallery of the Cultural Centre of Belgrade (with his colleagues
Veso Sovilj, Zdravko Santra¢ and Milorad Cuja Vujasanin), on the eve of the opening of the
exhibition by painter Mili¢ Stankovi¢, alias Mili¢ of Macva, where he laid the carpet from his
Karaburma Dormitory room.

1. Sarlo akrobata (Charlot the Acrobat) — Dusan
Koji¢ Koja, Milan Mladenovi¢ (1958-1994) and lvica
Vdovi¢ Vd (1961-1992)

2. Marina Abramovi¢, Rasa Todosijevi¢, Zoran
Popovi¢, Nesa Paripovi¢, Era Milivojevi¢, Gergelj
Urkom.
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Hectun MapkoBuh of caMor modyeTka Huje CXBaTao YMETHOCT Kao CTaTH4YHY. 3aro je
CTAJIHO M TPa)XNO HOBE IPOCTOpe 32 OCTBapeme KPeaTMBHNUX IM/beBa M CaMOCTAa/HOT
YMETHUYKOT je3uKa, jep 00jeKTH, MHCTananuje y IpoCTOpy [ajy YTUCaK JUHAMIKE, OMO-
ryhaBajy kpetame. Pap Ha dpocifiopy 0cTao je jeXHO Of IIaBHUX YIOPUIITA FEroBe YMeT-
HMYKe IIPAKCe ¥ YKYITHOT [ie/IoBaba Ha CIIeHM — 6110 /1a je KOPMCTHO IaIepUjCKU IPOCTOP
Kao CPefiCTBO 3a paji ¥ MHTEerpalHu feo mpomupeHe cauke (Hosu dpocitiop, Tanepuja
CKI, 1980; Qpaimenitiu cnuke — Chiomenuk, Tanepuja CKII, 1982), ofHOCHO MHCTana-
nuje-ambujenta (Lpru tpocitiop, Tanepuja CKII, 1983); 6uno na je feMOHCTpUPAO OTIIOP
3aTBapamy Y aTe/be U CIMKABY CaMO CBOT CBETA M3/IaCKOM Y jaBHM IIPOCTOp (IIecToda-
coBHU nepopmanc Ceeilicku gan ymeiminociiu: Ciomenux ymeiminocitiu ucapen CKII-a,
14. anpuia 1981); 6110 [ja je CKBOTMPAO NMPOCTOP (CTaH MOpeJ Tafjallliber 61Poa apXUTeK-
ToHcke Tpyne MEY y BojHOj srpagu y CaBamanu) 3a gewasara v CHUMamwe Bujea Great
Invocation (ca Becuom Buxkropujom Bynajuh); 6uno pma je mpaBuo akumje y MefujcKkom
npocropy nuuyhu nop nceygonumom e Ctun Mapkosuh (meroB fiefia je nekao paxujy,
umao je Hagumak [ectunanuja) o gorabajuma koje je mucueHupao, y3 nparehe ¢pororpa-
¢buje XKecitiokux, Kojuma je ,JOKyMEHTOBaHa HIUXOBA UCTUHUTOCT; O6MI0 Aa je Ppusmy-
ku npocrop cryguja TB Beorpap xopuctuo y emmcuju us Kyarype ,Iletkom y 22”7 (ca
Brnactrom Muknhem) sa ambujeHTe HcIymeHe CIMKaMa Off Tofia 1o miadoHa; 6mio Aa je ca
MHOM ,,0CKpHaB1o~ npoctop HoBor rpo6/pa ga 61cMo y3enu jefaH of OCYIIEHMX BeHala
norpebas 3a usnox6y Lpru dpociop y Tanepuju CKL-a...

Y MehyBpeMeHy ce cTBOpMIa 1 BeIMKa OTpeba 3a HOBUM IPOCTOPOM KOju OU OKyIIno
yuTaBy cueHy, a To CKI] Huje morao fa 6yge 3060r MHCTUTYIIMOHATHOT KapakTepa Koju
je, uamebhy ocranor, mogpasymesao u Bpatapa Ha ynasy. Jectun Mapkosuh je ¢ Bractom
Muxkuhem, kao rpyna JKeci@ioku, mpommpno yop3o IpoCTop Ae/oBama OTBapambeM KIIy-
6a y mogpymy PJIY (1982) 3a unTaBy HOBOTANACHY ClieHY. Ta pyma y 6yKBaTHOM CMMCITY
peun IocTaa je BPEMEHOM jeflaH Off Haja/ITEPHATUBHU)UX U HAj3aHUM/BUBUjUX KIIYIICKUX
IIPOCTOPA M Ha eBPOIICKOM HMBOY. CBe je II0uesIo IO3MBOM KoJIeraMa Jja ce OKyIe y3 rajoy
IIMBa, @ Ha TOM cacTaHky MapxkoBuh je 3a ImpefcefiHuKa cTyAeHaTa npennoxno Mukuha,
a OH mera 3a IpefcefHMKa Taja jour Hermocrojeher kimy6a. CBe je YpeZHO 3aBefEHO U
3aVICHMK. YCIIeNN Cy fla CTBOpPe OKOTHOCTH Jia YHUBep3uUTeT yMeTHOCTH 06¢eha onpebe-
Ha cpeficTBa 3a cpehuBame Pyile, nop ycnosoM ja To u 6yfie kiy6 YHusepsnrera. Ha ca-
MOM IIOYeTKY Cy, MehyTuM, packuHynmm capafmy ca yHUBEP3UTETCKOM OpPTraHM3allljoM
Y KJIYTICKM TIPOCTOP KOjU Cy PEHOBMPAIN 3alPaBO CBOjUM pykKama ocTao je mpu PJIV.
I pyroBu 13 exnie cy mymTaan My3uKy, CTUIJIA je IpBa CKpPOMHa onpema... CTBOpeHO je
y6p30 MYITUMEAMjaTHO MECTO OTPOMHe crieluuHe eHeprije 3a ,)KeCToKa  [HellaBama.
Ty cy jomasuny v yMeTHUIIM, My3UIapy, IeCHUIN, epdopmep, AnsajHepu, GoTorpadu,
apxuTekTe, mpodecopu... Moro je na ce cBupa, IeBa, peunTyje, NIpaBe NepHOpMaHCH,
Ipuya, YT, U3/aXKe, MM IIaK Jja ce He paay Humura. Kny6 ,AxamemMnja” ocrao je MecTo
OTBOPEHO 3a OKYII/balbe MEHTATHO CPOJHMX IOjefuHaIla — HOBYM IPOCTOP AYXOBHOCTH.
. Kectokn” je Morao ma 6yze cBako Ko je 610 caMOCBeCTaH, LITO je 610 Ba)kKaH TEPMUH TOT
BpeMeHa, a IIOTBpAia Tora 61Ia je wiancka Kapra. To Huje OM1a caMo jollI jegHa AMCKOTeKa
y rpagy — 6uo je To npocTop nocsehenux.

Moryhe fa ympaBo 360r THX pa3HOPOJZHMX aKI}ja Koje Cy II0Be3MBajie ¥ HOBOTATACHY
MY3M4Ky U JIMKOBHY CLeHYy, YMETHOCT 4IaHoBa rpymne JKeciliokux Huje Hajiope 6mia
IOBO/BHO 030M/BbHO cxpaheHa y CTPYYHUMM KpYroBuMMa — MY3MYKM HUCY J[OBO/BHO
MIO3HABA/IM CaBPeMEHY YMETHOCT, a JMKOBHM HICY 3HaJIM HOBOTAJacHy MY3UKY.
YmetHocT JKeciliokux 4ecTO je CXBaTaHa Kao ,3e3ame . MHOTM HUCY CXBaTauu fia Cy
JKecifioku moKa3MBaM Jia je yMeTHOCT — )KMBOT. Jako je lectun Mapkosuh 1983. rogune
mobuo Harpapy Ha 24. OKT06apCKOM CaJIOHY, TMKOBHOj KPUTHUIIM (4acT U3ysennuma) 6uma
je 6rypKa ¥ 3aXBaslHUja 3a TyMadelbe M [I0XBaJle YMEeTHUYKA IIpaKca rpyme Anrtep Vimaro
(Hapa AnaBama, Taxup JIymuh, Bragumup Huxonuh, Munera Ilpoganosuh). Tek 1986.
rOfiVHE, Kafia je Kao 28-TOANIIbaK I0CTa0 A0 Taga Hajmnabu noburtHuk ,Ilonurnknze”
Harpage u3 QPonpa ,Bmagucia Pubnukap”, Hectun MapkoBuh je mpemosHaT kao
3HayajaH yMeTHMK. YO6p30 HakoH Tora, MehyTum, nmpecemmno ce y 3amaguu bepnus, y
IIOTPa3y 3a HOBYM IIPOCTOPOM JieN0Bamba.

HajunTpuranTHMju Neo HeroBOr pPaHOT OIyca YMHMU Ce fla je ocTaja II0Be3aHOCT ca
BM3aHTHUjCKOM yMeTHoIINy, Koja ra je salpaBo MHTepecoBaja IIpe CBera Kao HauMH
pelaBama IPOCTOpa U CTaTyca CAMKe Kao IpeMeTa, a He Kao IIpMKa3a peayTHOCTH NN
Bepcke gorme. To je 3HaYMIIO M [a ce ca CIMKOM MOXKe YPauTHU CBe, 11a jy je Moryhe u

Destil Markovi¢ has never perceived art as static. That is why he has constantly been in
search for new spaces to accomplish his creative goals and independent artistic language,
because objects, installations, give the impression of dynamics and enable movement.
Working on space remains one of the mainstays of his artistic practice and overall activity
on the scene — whether he uses gallery space as a means of work and an integral part of
extended painting (New Space, SKC Gallery, 1980; Fragments of Painting: Monument, SKC
Gallery, 1982) or of installation-space (Black Space, SKC Gallery, 1983); mounts resistance
to shutting oneself in a studio and painting but one’s own world, by stepping out into
public space (the six-hour performance World Art Day: Monument of Art in front of the
SKC, April 14, 1981); squats a place (an apartment next to the then studio of the architec-
tural group MEC in a military building in Savamala) for events and for shooting the video
Great Invocation (with Vesna Viktorija Bulaji¢); performs actions in media space by writ-
ing under the pseudonym of De Stil Markovi¢ (his grandfather distilled brandy and had
the nickname of Destilacija [Eng., distillation]) about the events he stages, accompanied
by photographs of the Zestoki, which “testify” to their veracity; uses the physical space of a
Belgrade TV studio in the cultural programme “Petkom u 22” (Fridays at 22) (with Vlasta
Miki¢) to create spaces filled from floor to ceiling with paintings; or, together with me,
“desecrates” the space of the New Cemetery in Belgrade by taking a dried wreath, required
for the exhibition Black Space at the SKC Gallery...

In the meantime, a great need arose for a new space that would bring together the
whole scene, and this could not be the SKC because of its institutional character, which
meant it had to have a porter at the entrance, among other things. Destil Markovi¢ and
Vlasta Mikié¢, as the Zestoki Group, soon created extra room for activity by opening a club
in the basement of the FLU (1982) for the entire new wave scene. In time, this dump (Srb.,
rupa) became one of the most alternative and interesting clubs at the European level; it
eventually became known as the Rupa. It all started by inviting colleagues to gather with
a crate of beer; on that occasion Markovi¢ nominated Miki¢ for the student president,
and Miki¢ nominated him for the president of the then non-existent club. Everything was
neatly recorded in the minutes. They managed to create the conditions for the University
of Arts to promise to give them a certain sum of money for renovating the Rupa, provided
that it became a university club. At the very beginning, however, they terminated coopera-
tion with the university organization, and the club, which they had actually renovated on
their own, remained affiliated with the FLU. Friends from the crew played music, the first
basic equipment arrived... A multimedia place was soon created, with tremendous spe-
cific energy for “fierce” events. Artists, musicians, poets, performers, designers, photogra-
phers, architects, professors and others frequented the place. One could play music, sing,
recite poetry, make a performance, speak, read, exhibit art or do nothing. The Akademija
Club became a place open for the gathering of like-minded individuals - a new space of
spirituality. Any self-aware — an important expression at that time — could be a “Fierce”,
with a membership card to prove it. It was not just another disco in town - it was a space
for the devout.

It might have been precisely because of these heterogeneous actions connecting the
new wave music and the visual arts scene that the art of the members of the Zestoki Group
was not taken seriously enough in the professional circles at the beginning - those cover-
ing music did not know much about contemporary art, and art critics were not familiar
with the new wave music. The Zestoki’s art was often perceived as “fooling around.” Many
did not realize that the Zestoki were attesting that art was - life. Although Destil Markovi¢
won the award at the 24th October Salon in 1983, art critics (with a few honourable excep-
tions) privileged the work of the Alter Imago Group (Nada Alavanja, Tahir Lusi¢, Vladimir
Nikoli¢, Mileta Prodanovié), as it was closer to them and more convenient for interpreta-
tions and praises. It was not until 1986 that Destil Markovi¢ was recognized as a significant
artist. At the age of 28, he became the youngest laureate of the Politika Prize, traditionally
awarded by the Vladislav Ribnikar Fund. Shortly after, however, he moved to West Berlin
in search of a new space for action.

It seems that his connection to Byzantine art remains the most intriguing part of his
early oeuvre; he was actually interested in it primarily as a way of solving the issue of
space and status of the painting as an object, rather than as a representation of reality or
religious dogma. This also meant that anything could be done with the painting; it could
even be torn and exhibited in pieces, as he demonstrated at the exhibition Fragments of
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IIOLIeTIaTY M M3/IOKNUTH Y Ae0OBMMa, Kao ITO je M II0Ka3ao0 Ha U3NI0XKOu Ppaimeniliu ciuke
- Ciiomenux y Tanepuju CKII-a 1982. BU3aHTMjCKY YMETHOCT IIPOy4aBao je U 0OMUIacKoM
MaHacTVpa, yKbydyjyhu yyemhe Ha JInkoBHOj Kononuju ,Conohanu” 1983. roguse, Kojy
je opranusosana lanepuja CKIl-a y capagmwu ¢ Kynrypaum nentpom Hosu Ilasap, u To
ca MJIagMM YMeTHMIVIMAa U3 OMBIINMX jyrOCIOBEHCKNMX pelyO/MKa Koju Cy IO3BaHM fia
pajie y OKBUPY MCTOPMjCKOT aMOMjeHTa MaHaCTUPa U3 13. BeKa. [IpumafHuIy yMe THMYKOT
Tajlaca HOBe CIIMKe MM/ Cy IPWINKY Aa Ha 3uposuMa CorohaHa U y)XUBO BUje IIpUMep
Heyer C/IMYHOT U3 JaBHE IPOLIOCTY — HOBU IIPOCTOP CIIMKE U CIUKY MPOCTOPA, KOjUMa Cy
Beh 6mnu saokynupanu. Mphau Bajuh, Bpena Beban, Bracta Mukuh, Becua ITonpsxas,
Hectun Mapkosuh, Munopan Byjamanun Ilyja, A6gyn Bepuina, Anexcangap Camra
Byksuh, bojan Topenen, Hapuuc Kautaynh, Jparocnas Kpuajcku, Muno Hepagosuh,
Bepa CreBanoBuh, Tama IllmeHko u ja, Kao MIaf MCTOpUYApP YMETHOCTM, OKYCHIN
CMO VICTMHCKY CT00O0[Y, eKCIIO3Ujy KPeaTMBHOCTI M [YXOBHOT OTBapama — IOHeKaJ I
cabraxmaBajyhnu jokaHe opraHmusarope, Koju HUKaKO HYICY MOIJIM fia pasyMejy upeje u
IIPOXTEBHE 3axTeBe ey(QOPUYHUX U pas3y3[JaHUX YMETHMKA, 300T dera je HEKOJIUKO IIyTa
mouuio u fo usuue cykoba. Mehy 6pojuuM pamoBuMma, akuujama, neppopMaHcuMa U
aMOMjeHTaTHMM MHTepBeHLMjaMa y IPUpoau 61o je u mepdopMaTuBHY 0Open pajHOTr
HacnoBa Kpwisiewe bpene beban u [lectmna Mapkosuha y MHCIIMpPaTUBHOM IIPOCTOPY
Tajja HalymTeHe u pynHupade npkse Ceetu Hopbe y Hyphesum crynosnuma, MaHacTupy
C IOYeTKa 12. BeKa. VI3BeneH 6e3 6110 KaKBOT pe/nryjckor ocehama 1 Bese ca pUTyarioM
TPagMLMOHATHOT IIPKBEHOT KPIITewa, MaXX/BUBO PeXUpaHu nepdopMaHc 3abeexeH je
Ha JlectunoBuM ¢ororpadujaMa CHUM/BEHUM 13 yITIa CBe YeTUPU CTpaHe cBeTa, Oyayhnu
Ia je mpocTop 610 6e3 3170Ba, caMo ca KymojoM. IIpeMa BeroBoM yBepewy, Taj paj u
fla/be Tpeba fja 3aIp>KU Beo MUCTepHje U era.

CynpoTHO ayTeHTMYHO] JyXoBHOCTM BLypbeBumx crymoBa, Koja ra je MHCIMpycaa
3a MHTMMaH paj ca bpemom bBeban (1952-2012), ectun Mapkosuh je 3a Bpeme
MoTOByHCKe CIMKapcKe KonoHmje, Takobhe 1983. ropuHe, caM CTBOPMO HOBU JYXOBHU
[IPOCTOp Y HaIyuITeHoj opoHynoj kyhu. 3a papy Hailywilien Gpociiop VHTEPBEHUCAO je
Ha TOIYCPYIIEHUM 3UA0BYMA OUTYMEHOM U 37IaTHUM M CPeOPHUM 3HAIMMa KOAMPAHOT
3Hayema. Taj MOTOBYHCKM aMOUjeHT, y3 HOIYHY caip>kKajuMa U3 IaraHcke MUTONOTHje U
jeBpejcke penurnje, IpeHeo je Ha IIaTHa Koja je 1985. roguHe npegcTasuo y Canmony MCY
Ha usnoxo6u Eyxapuciiuja, 3a xojy je u gobuo ,,Ilomutuxkuny” Harpazny.

YnoTpeba 3/1aTa Ha BeTOBUM CIMKaMa, Kao BI3aHTVjCKOT CUMOOJIa OHO3eMaJ/bCKOT — 60-
XaHCKor, Koft Jectyna Mapkosuha je 6vta cuM60JI IyXOBHOCTM, OFFHOCHO CaMe yMETHOCTH.
ITpocTop Koju je kopuuiheH 3a pelTurnjy KOpUCTHO je 3a YMeTHOCT. IIpocTopu fyXOBHOCTH
MOIJIN Cy y TOM CMUCITY 3aTo 1 Aa Oyay u kaduhu, kadane, HohHM KTy60BY, jep je n 'y BuMa
CTBapaHa YMETHOCT U IIPMUYAJIO C€ O YMETHOCTH, a JOCTa CMO IIpUYajM ¥ 0 BusaHTuju.

BusaHTMjcKM yTMIJaj Ha HEroBO CTBAPA/IAIITBO OITIEfla Ce, YOCTa/loOM, M y pajjoBUMa
KOjU Cy HacTamm y moctbeorpasckoM, OepImnHCKOM Nepuopy — cepujama IIpoiioiiuiosa,
Tpancguiypaimiusrux u bapxogupanux cnuka, Koje, U3/I0)KeHe y Tanepuji, IOHOBO CTBapajy
IOJaTHY aMOMjeHTaIHy BPERHOCT IPOCTOpPa, Aajyhy My JYXOBHM Npef3HaK.

CBojeBpcHY 60p0Y 3a yXOBHOCT, OJHOCHO 3a ITPOCTOP 3a yMeTHOCT, [lectin Mapkosuh
BOZIU ¥ JJAHAC — LIMK/TyCOM CIIVKA 3aCHOBAaHVX Ha 6apKOJy, IPelo3HaT/bUBOM CUMOOITY Ma-
TepMjaIHOT CBETa ¥ CYpOBOT HeonubepanHor Kanuranusma. Iberos Hatnuc ,,Okynupaj”
Ha jemHOM off bapxoguparux pagopa cTora 6y Tpebaao CXBaTUTU M Kao IIO3YB 3a CaMOO-
ceenrhmBame, KOju L1ajbe jOII OFf TIOYETKA 6e0Ipagckux ocamgeceimiux.

Mwupomy6 Muma MapjanoBuh (1953), cTopryap yMETHOCTU 1 HOBMHApP, CYOCHMBaY je Yapyxera SEEcult.org u rnaBHu
ypenHuk MopTtana 3a kyntypy JyromnctouHe EBpone SEEcult.org. iunnomupao je nctopujy ymetHoctn Ha ®unosodckom
dakyntety y beorpaay. AyTop je ctyamje y 360pHuKY ,31AHO CIMKApCTBO MaHacTupa [leyaHa’, y nsgary Cpncke akagemuije
Hayka 1 ymeTHocTU. HOBUHapCTBOM je noyeo Aa ce 6aBu 1976. roguHe, capabyjyhu ca pasnuuutim meaujuma. Pagm n
npomoLmje yMeTHNUKIX npojekata (My6nrkymos KaneHaap, 19. 1 20. Memopujan Hagexpaa Metposuh”), opraHusyje
nsnoxo6e (Mpoitiotutiosu MunosaHa lectuna Mapkosuha, lanepuja,3BoH0", 1996, beorpag; Quick Time Bnactumnpa
Mwkunha, fanepuja,3BoH0", 2004, beorpag...) n yuecTByje y opraHn3oBatby NOCTXyMHe peTpocnekTnee bpepae bebaH
(Let’s Call it Love, KLIB, Beorpag; MCYB, Hosu Cag, MCYPC, Batbanyka, 2014). Of 1998. GOKyCMpaH je Ha MHTEPHET, Kao
KoayTop BuLe npojeKkaTa, ykibyuyjyhu SEEcult.org.

Painting: Monument at the SKC Gallery in 1982. He studied Byzantine art also through
visiting monasteries, including his participation in the Sopoc¢ani Art Colony in 1983,
organized by the SKC Gallery in collaboration with the Novi Pazar Cultural Centre, for
young artists from the former Yugoslavia, who were invited to work in the historic set-
ting of a 13th-century monastery. Practitioners of the New Wave Painting had the oppor-
tunity to experience live, on the walls of the Sopoc¢ani Monastery, something from the
past, something similar to the new space of painting and an image of spacee they were
already preoccupied with. Mrdan Baji¢, Breda Beban, Abdul Berisha, Aleksandar Sasa
Bukvi¢, Bojan Gorenec, Narcis Kantadzi¢, Dragoslav Krnjajski, Destil Markovi¢, Vlasta
Miki¢, Milo Neradovi¢, Vesna Poprzan, Vera Stevanovi¢, Milorad Vujasanin Cuja, Tanja
Spenko and me, as a young art historian, tasted true freedom, an explosion of creativity
and spiritual opening - that would sometimes appall the local organizers, who could in
no way understand the ideas and difficult requests of the euphoric and rampant artists,
which led to the brink of conflict several times. Among the numerous works, actions,
performances and ambient interventions in nature, there was a performative rite by
Breda Beban and Destil Markovi¢, under the working title of Christening, in the inspir-
ing space of the then abandoned and destroyed Church of St. George at Purdevi Stupovi,
an early 12'"-century monastery. Performed with no religious sentiment or connection of
the ritual of traditional church baptism, the carefully planned performance was captured
in Destil’s photographs, taken from all the four direction of the world, since the space
had no standing walls, and only the dome had been preserved. According to him, the
work should retain the veil of mystery and epic.

Contrary to the authentic spirituality of the Purdevi Stupovi Monastery, which inspired
his intimate work with Breda Beban (1952-2012), also in 1983, Destil Markovi¢ created,
on his own, a new spiritual space in an abandoned dilapidated house at the Motovun Art
Colony. For the needs of his work Abandoned Space he applied bitumen and made gold
and silver coded markings on the semi-collapsed walls of the house. He transferred this
Motovun space, complemented with contents from pagan mythology and Judaism, to the
canvases that he presented at the Salon of the Museum of Contemporary Art, at the exhi-
bition Eucharist, in 1985, for which he was awarded the Politika Prize.

For Destil Markovi¢, using gold as a Byzantine symbol of the supernatural - of the
divine - in painting is symbolic of spirituality, namely, of art itself. He uses buildings
formerly used for worship to make art. That is why, in this sense, cafés, restaurants, night-
clubs could be places of worship, because art was created in them, and people talked about
art, and we talked a lot about Byzantium, too.

The Byzantine influence on his art is also reflected, after all, in his works created in the
post-Belgrade period, in Berlin, in the series Prototypes, Transfiguratives and Barcoded
Paintings, which exhibited at galleries, enhanced their ambience, adding to it a touch of
spirituality.

Destil Markovi¢ still leads a kind of struggle for spirituality, that is, for space for art
- with a series of paintings based on the barcode, a recognizable symbol of the material
world and brutal neoliberal capitalism. His inscription “Occupy” on one of the Barcoded
works should therefore also be understood as a call for self-awareness, which he has been
letting out since the early Belgrade Eighties.

Miroljub Mima Marjanovic (1953), art historian and journalist, is a co-founder of the SEEcult.org — Association of Citizens
and editor-in-chief of the SEEcult.org - Portal for South-East European Culture. He graduated in Art History from the Faculty
of Philosophy, University of Belgrade. He is the author of a study in the volume “Fresco Painting of the Monastery of Decani,’
published by the Serbian Academy of Sciences and Arts. He started a career in journalism in 1976, and he has collaborated
with various media. He has also worked on the promotion of art projects (Publikum’s Calendar; the 19th and 20th Nadezda
Petrovi¢ Memorial...), organized exhibitions (Milovan Destil Markovi¢'s Prototypes, Zvono Gallery, 1996, Belgrade; Vlastimir
Miki¢'s Quick Time, Zvono Gallery, 2004, Belgrade...) and co-organized a posthumous retrospective of Breda Beban (Let’s Call
it Love, Belgrade Cultural Centre, Belgrade; Museum of Contemporary Art of Vojvodina, Novi Sad; Museum of Contemporary
Art of the Republic of Srpska, Banja Luka, 2014). Since 1998, he has focused on the Internet as a co-author of various projects,
including SEEcult.org.
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With Boris Miljkovi¢ and Danijela Puresevi¢, Treptower
Park, Berlin, Germany, 2018

With Kristian Dubbick, Claudia Chaseling, Dodi
Reifenberg and Ryszard Wasko, Drei-Hduser-Kunst-Pfad,
Daun-Steinborn, Germany, 2016

With Rachel Rits-Volloch, Bjern Melhus and David Krippendorff
at the 56" October Salon, Belgrade City Museum, Belgrade,
Serbia, 2016

With Gile Fragile, Miroljub Mima Marjanovi¢, Marija
Dordevi¢, Danijela Puresevi¢, Claudia Chaseling and Vesna
Milosavljevi¢, Kaleni¢ Pub, Belgrade, Serbia, 2016

With daughter Tara, Chiharu Shiota, Sanja Ivekovi¢, Bojana Peji¢
and Hiroshi Minamishima, Treptower Park, Berlin, Germany, 2005

PoheH 1957. y Yauky, Cpbuja
1977-1983.
Cryanpa cnvkapcTo Ha MakynTeTy IMKOBHUX YMETHOCTW, YHBep3uUTeT ymeTHOCTW, Beorpag, Jyrocnasuja
1980—-1985.
Capabyje ca CryaeHTcKMM KynTypHUM UeHTpom (CKL), Beorpag, Jyrocnasuja
1981-1985.
OcHuBa rpyny XKecitioku (ca Bnactom Mukuhem), beorpag, Jyrocnasuja
1982-1984.
OcHuBa 1 Boaw (ca Bnactom Muknhem) kny6 ,Akagemuja” Ha ®akynteTy NIMKOBHUX YMETHOCTH,
beorpag, Jyrocnasuja
1982-1985.
OpraHusyje cepujy Xecltioku gewasarea, beorpag, Jyrocnasuja
1983.
Aunnomupa Ha QakynTeTy MMKOBHMX YMETHOCTY, YHMUBEP3UTET ymeTHOCTW, Beorpap, Jyrocnasuja
,ConohaHcka konoHuja’, Conohanu, Jyrocnasuja
CTyavpa uKoHe 1 ppecke y BU3aHTUCKMM 1 CPIICKUM MaHacTMprmMa
1984—1985.
Capabyje ca boprcom Murbkosuhewm, , TB Ffanepuja’, TeneBusmja beorpap, beorpag, Jyrocnasuja
198s5.
Own-uejy Knyby Akagemuja, beorpap, Jyrocnasuja
OpraHu3yje n3noxo6y ToltiasnHo ymeltiHu4ko geno, lanepwuja CKU, beorpag, Jyrocnasuja
1986.
Atermbe y 3anagHom bepnuHy, 3anagHa Hemauka
1987.
Mounme capagmy ca Crcen Tonac Ha cepwju npojekaTta Jlabopaitiopujym
Cryaujcka nyTtoBama y Mepy, Konymbujy, bonusujy n bpasun
1989.
OpraHusyje Casa llpojexiu, Bpoporpagunuwte ,CaBa”y MausaHckoj Mutposuum u,CaBa ueHTap”y
beorpapy, Jyrocnasuja
1990.
Mounrbe aa pagu Ha cepuju lMpowoltiutosu
1991.
Aterbe y Kunst-Werke, bepnuH
Munewescka KonoHwuja, flom pesonyuuje, lNpujenosve, Jyrocnasuja
1992.
OpraHu3yje LpseHu Kpciti — IHliepHayuoHanHa ymeluHu4Ka akyuja (ca Puuapgom Backom v Padaenom
PajuHc6eprom), BepnuH, Jloh, Mpar, Bpatncnasa, byaumnewTa, Capajeso v TupaHa
OpraHu3yje ¢yabancky ytakmuuy YmeliHuyu Upoiliug Kyciuioca, Ha oTBapatby ,bepnuH 37. npocTtopa’
Kunst-Werke, bepnuH, Hemauka
OpraHu3yje nomoh HeapXaBHUM He3aBUCHUM MeaujuMa y beorpapy 3a Bpeme paTa y Jyrocnasuju
1993.
OpraHu3yje n3noxoy pusaitiHo, Kunst-Werke, bepnuH, Hemauka
1994.
Moune pap Ha cepuju TpaHcgueypaiiugHa cauka
OcHuea mock-up, bepnuH, Hemauka
1999.
Papu Ha nHTepHeT npojekTy worldbeograd (ca Bnactom Muknhem n Muposby6om Mumom
MapjaHosuhem), BepnuH, beorpag, byjopk
2002.
Mounrse pap Ha NpojekTy beckyhHuyu
2003.
Cumnosunjym QoHpaumje ncraHbynckor Myseja ymetHocTt, TypyHu, Typcka
2009.
CaocHuBau nsgaBaudke kyhe:,Verlag fir zeitgendssische Kunst und Theorie’, bepnuH, Hemauka
loctyjyhm npodecop, Kunst im Kontext, YHnBep3uteT ymetHocTH, BepnuH, Hemauka
2013.
YmeTHMuYKa KonoHwja ,Mpagay’; Pawka, Cpbuja
2016.
YmeTHnuKM cumnosujym,Bundanon’, Hosu JyxxHu Benc, Ayctpanuja

Born in Cacak, Serbia, in 1957
1977-1983

Studies painting at the Faculty of Fine Arts, University of Arts, Belgrade, Yugoslavia
1980-1985

Cooperates with Student Cultural Centre (SKC), Belgrade, Yugoslavia
19811985

Founds group Zestoki (with Vlasta Miki¢), Belgrade, Yugoslavia
1982—-1984

Founds and manages (with Vlasta Miki¢) Akademija club at Faculty of Fine Arts, Belgrade, Yugoslavia
1982-1985

Organizes series of events Zestoki Desavanja, Belgrade, Yugoslavia

1983 With Claudia Chaseling, Coding the Earth, 6th Lorne
M.A., Faculty of Fine Arts, University of Arts, Belgrade, Yugoslavia Sculpture Biennale, Lorne, Victoria, Australia, 2018
Art symposium Sopocani, Sopocani, Yugoslavia
Study of icons and frescos in Byzantine and Serbian monasteries

1984-1985
Cooperates with Boris Miljkovi¢ TV Galerija, Television Belgrade, Belgrade, Yugoslavia

1985
DJ events at Akademija club, Belgrade, Yugoslavia
Organizes exhibition Total Art Work, SKC Gallery, Belgrade,Yugoslavia

1986
Studio in West Berlin, West Germany

1987 Video still from Art zona, by Danijela Puresevi¢, RTS,
Begins collaboration with Sissel Tolaas on Laboratorium projects Belgrade, Serbia, 2018
Study travels to Peru, Columbia, Bolivia, and Brazil

1989
Organizes Sava Projekt (with Sissel Tolaas), Sava Shipyard, in Mac¢vanska Mitrovica, and International
Sava Centre Park, Belgrade, Yugoslavia

1990
Begins work on Prototypes

1991
Studio at Kunst-Werke, Berlin, Germany
Art symposium MileSeva, House of Revolution, Prijepolje, Yugoslavia

1992
Organizes Red Cross — International Art Action (with Ryszard Wasko, 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, Germany

Organizes support for independent media in Belgrade during the war in Yugoslavia
1993

Organizes exhibition Privat, Kunst-Werke, Berlin, Germany
1994

Begins work on Transfigurative Painting

Founded mock-up, Berlin, Germany
1999
Work on worldbeograd internet project (with Vlasta Miki¢, Miroljub Marjanovic), Berlin, Belgrade, New York
2002
Begins to work on Homeless
2003
Art symposium Istanbul Art Museum Foundation, Turung, Turkey
2009
Co-founds publishing house: Verlag fiir zeitgendssische Kunst und Theorie, Berlin, Germany
Visiting Professor, Kunst im Kontext, University of Arts, Berlin, Germany
2013
Art symposium Gradac, Raska, Serbia
2016
Art symposium Bundanon, NSW, Australia

Bernd Jansen taking photos of the artist at the Berlin
studio, Berlin, Germany, 2018
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With Benedikt Stegmayer, Homeless, Kunstverein
Rosenheim, Rosenheim, Germany, 2008

With Vlasta Volcano Miki¢, Srba Travanov, Ada Ciganlija,
Belgrade, Serbia, 2007

With David Elliott, Prototype Tokyo, Nichido Contemporary
Art, Tokyo, Japan, 2005

Installing the exhibition Prototype Tokyo, Nichido
Contemporary Art, Tokyo, Japan, 2005

With Marina Abramovi¢, Attitude 2002, Kumamoto
Contemporary Art Museum, Kumamoto, Japan, 2002

SOLO EXHIBITIONS (selected) « CAMOCTAJIHE U3JTOXKBE (cenekunja)

2019
Milovan Destil Markovic - Destilovano lice - Destilled Face, Muzej savremene umjetnosti Republike
Srpske, Banja Luka, Bosnia and Herzegovina
Barcoded Painting - Barkodirana slika, Likovna galerija Kulturnog centra Beograda, Belgrade, Serbia
2017
In Bank We Trust, Galerie Dirk Halverscheid, Munich, Germany
2016
At the Bottom of the Poem, Lennox House, Australian National University, Canberra, Australia
Roundup Cloud in Valley (with Claudia Chaseling), Bundanon Trust, Bundanon, NSW, Australia
2013
Milovan DeStil Markovic, Krohne Messtechnik GmbH, Duisburg, Germany (cat.)
2012
Milovan Destil Markovi¢, Gradska galerija, Pozega, Serbia
2011
Homeless Shanghai, Fei Contemporary Art Center, Shanghai, China
2010
Transfigurative Malerei (with Kristian Dubbick), Kapelle Schloss Auel, Lohmar-Wahlscheid, Germany
2008
Milovan DeStil Markovi¢, Umetni¢ka galerija Nadezda Petrovi¢, Cacak, Serbia (cat.)
Homeless, Kunstverein Rosenheim, Rosenheim, Germany (cat.)
2006
Homeless Berlin, facade at Checkpoint Charlie and Galerie Kai Hilgemann, Berlin, Germany
2005
Prototype Tokyo, Nichido Contemporary Art, Tokyo, Japan
2003
Karminke, Galerija Zvono, Belgrade, FR Yugoslavia
Homeless Belgrade, facade of Albanija Palace at Terazije square and CZKD, Belgrade, FR Yugoslavia
1996
Prototipovi - Prototypes, Galerija Zvono, Belgrade, FR Yugoslavia (cat.)
Transfigurative Painting, Galerie A. von Scholz, Berlin, Germany (cat.)
1993
Alphabeten und Analphabeten in Iconostasis, Ideenbank im Dreieck, Oderbergerstrasse 2, Berlin, Germany
1992
Prototypes, Het Apollohuis, Eindhoven, Netherlands
Prototypes, Haus am Liitzowplatz, Berlin, Germany
1991
Galerija Doma revolucije, Prijepolje, Yugoslavia (cat.)
1990
Zeichnungen und Installationen, Galerie André Joliet (Galerie Neuburger), Duisburg, West Germany
Laboratorium 4: The Drawing of Nature — The Nature of Drawing (with Sissel Tolaas), Galeria ON and
Galeria AT, Poznan, Poland
1989
Laboratorium 3: Australe — Boreale (with Sissel Tolaas), org.: Briihler Kunstverein, Orangerie Schloss
Augustusburg, Briihl, West Germany
1988
Satzgegenstand, Katakomben Monumenten Str. 24, West Berlin, West Germany
1987
Laboratorium 2: Berlin (with Sissel Tolaas), org.: Berliner Kiinstlerprogramm des DAAD, Katakomben,
Monumenten Str. 24, West Berlin, West Germany (cat.)
Laboratorium 1: Bergen (with Sissel Tolaas), org.: Bergens Kunstforening, Georgernes Verft 3 USF, Bergen, Norway
Trinity (with Sissel Tolaas and llija So3ki¢), org.: Hrvatsko drustvo likovnih umjetnika, crypt of St.
Dominus’ Cathedral, Split, Yugoslavia

1986
Zeit der Zeremonie, Galerie Ingrid Daci¢, Tibingen, West Germany
1985
Euharistija - Eucharist, Salon Muzeja savremene umetnosti, Belgrade, Yugoslavia (cat.)
Bilder, Zeichnungen, studio d - Galerie Ingrid Daci¢, Tiibingen, West Germany
Destil Markovic, Galerija Kulturnog centra, Novi Sad, Yugoslavia (cat.)
Zeit der Zeremonie, Sonne Berlin Ausstellungen, West Berlin, West Germany
1984
Velika invokacija - Great Invocation (with Vesna Viktorija Bulaji¢), Galerija Sintum, Belgrade, Yugoslavia
De Stil Markovic, Nuova Galleria Internazionale, Rome, Italy (cat.)
Velika invokacija - Great Invocation (with Vesna Viktorija Bulaji¢), Sre¢na galerija SKC, Belgrade, Yugoslavia
1983
Crni prostor - Black Space, Galerija SKC, Belgrade,Yugoslavia (cat.)
Napusteni prostor - Abadoned Space, abandoned house, Motovun,Yugoslavia
1982
Fragmenti slike: spomenik - Fragments of Painting: Monument, Galerija SKC, Belgrade, Yugoslavia (cat.)
1981
Svetski dan umetnosti — spomenik umetnosti - World Art Day - Momument of Art, Marshal Tito Street,
Galerija SKC, Belgrade, Yugoslavia
TV Ambijent - TV Ambience (with Vlasta Miki¢), Petkom u 22, Studio Televizije Beograd, Belgrade, Yugoslavia
1980
Novi prostor « New Space, Galerija SKC, Belgrade, Yugoslavia

GROUP EXHIBITIONS (selected) « TPYMHE U3NTOXBE (cenekuwuja)

2019

Bonum et Malum, Galerie Kleiner von Wiese, Berlin, Germany

Drei-Hduser-Kunst-Pfad 2019, Daun-Steinborn, Germany

Kriticari si izabrali, Likovna galerija Kulturnog centra Beograda, Belgrade, Serbia (cat.)
2018

WonderWoman ARTbltch, Bar Babette, Berlin, Germany

Fiirimmer Blau, Kunstverein Duisburg, Duisburg, Germany

Lorne Sculpture Biennale, Lorne, Victoria, Australia (cat.)

Akvizicije 2015-2017, Umetni¢ka galerija Nadezda Petrovi¢, Cacak, Serbia

Station Paradox, Momentum, Berlin, Germany
2017

Intuition to Fill Emptiness, FreeHome - Arist to Artist, Berlin, Germany

Arbeiten auf Papier, Galerie Dirk Halverscheid, Munich, Germany

We All Love Art, Schlachthaus fresh&fine art, Berlin, Germany

Kunstsamlung, Krohne Messtechnik GmbH, Duisburg, Germany

The Heritage of 1989, Moderna galerija - Museum of Modern Art, Ljubljana, Slovenia (cat.)
2016

56" October Salon - Biennial Belgrade, City Museum, Belgrade, Serbia (cat.)

A Rose Is A Rose, Desert Flower Center, Berlin, Germany

Drei-Hduser-Kunst-Pfad 2016, Daun-Steinborn, Germany

Akvizicije u 2014. godini, Gradska galerija, Pozega, Serbia
2015

aroseis arose, is a rose, Woelkpromenade, Berlin, Germany
2014

Lada 2014, Umetnicki paviljon Cvijeta Zuzori¢, Belgrade, Serbia

50 umetnika iz zbirke MSUB - Jugoslovenska umetnost od 1951. do 1989. godine, Kuca legata, Belgrade, Serbia (cat.)

Conjunction, Greenhouse Berlin, Berlin, Germany

On the set, Homeless Tokyo, Tokyo, Japan, 2002
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With Peter Hutchinson and Emmett Williams, West Berlin,
West Germany, 1988

With Kristian Dubbick and Caspar Markard, Laboratorium 3,
Orangerie von Schloss Augustusburg, Bruhl, West Germany, 1989

Preparing the exhibition Berlin Divided, MoMA PS1, New
York, USA, 1991

Temple of the Sun, Machu Picchu, Peru, 1987
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2013
Biblioteka - otvorena knjiga Balkana, Centar za vizuelna istrazivanja Krug, Cacak, Serbia
Art Salon, 1+1+1...=1, Galerija Progres, Belgrade, Serbia (cat.)
BrandSchutz, Mentalitdt der Intoleranz, Jener Kunstverein, Jena, Germany (cat.)
Gradec Kolonija, Raska, Serbia
Drei-Hduser-Kunst-Pfad 2013, Daun-Steinborn, Germany
Vent Vidi Vici, Collection Vol.4, Kumamoto Contemporary Art Museum, Kumamoto, Japan (cat.)
Beograd Pariz London Berlin, LADA, Galerija SULUJ, Belgrade, Serbia
Universalsprachen, Universal Languages, Kleine Humboldt Galerie, Berlin, Germany
2012
Sichtwechsel, Werke aus der Sammlung des n.b.k. Video-Forums, Nordstern Videokunstzentrum,
Gelsenkirchen, Germany
Berliner Zimmer, HDLU Mestrovi¢ Paviljon, Zagreb, Croatia (cat.)
Berliner Zimmer, Umetnicki paviljon Cvijeta Zuzori¢, Belgrade, Serbia (cat.)
Text-Bild-Konzepte - Markovic, Pepperstein, Pivovarov, Watson, Stadtgalerie Mannheim,
Mannheim, Germany (cat.)
Umetnicka kolonija Mileseva, Dom kulture, Prijepolje, Serbia
2011
Art Format Berlin, UF6 Projects, Berlin, Germany
Shadows of the Bright, Berlin Art Projects, Berlin, Germany
2010
Kunst Sammlung Krohne, Krohne Messtechnik GmbH, Duisburg, Germany (cat.)
Umetnicka kolonija Mileseva, Paviljon Cvijeta Zuzori¢, Belgrade, Serbia
Prateca izloZzba 36. saziva Umetnicke kolonije MileSeva, Muzej u Prijepolju, Prijepolje, Serbia
2009
Merry-go-Round - twinkling and twilight, Kumamoto Contemporary Art Museum, Kumamoto, Japan (cat.)
International Artists’ Museum, Kunstpunkt- Galerie fuer Aktuelle Kunst, Berlin, Germany
2008
49. Oktobarski salon - 49" October Salon, Muzej istorije Jugoslavije, Belgrade, Serbia (cat.)
Muzej u senci, Muzej savremene umetnosti Vojvodine, Novi Sad, Serbia (cat.)
Prolecni anale, Likovni salon Doma kulture, Ca¢ak; Narodni muzej, Krusevac, Serbia (cat.)
Otkup umetnickih dela, Sekretarijat za kulturu, Magacin, Belgrade, Serbia (cat.)
2007
paper works, Galerie Kai Hilgemann, Berlin, Germany
Prepoznavanje, Umetnicki paviljon, Podgorica, Montenegro
Forderkohle, Neuer Berliner Kunstverein, Berlin, Germany (cat)
Biblioteka: otvorena knjiga Balkana, Gradska galerija Collegium Artisticum, Sarajevo, BiH (cat.)
2006
Biblioteka: otvorena knjiga Balkana, Dom kulture Ca¢ak, Cacak, Serbia (cat.)
Art Cologne, art fair, Galerie Kai Hilgemann, Cologne, Germany
Prepoznavanje, Narodni muzej, Krusevac; Umetni¢ka galerija Nadezda Petrovi¢, Cagak; Galerija
likovne umetnosti, Ni$; Narodni muzej, Kraljevo, Serbia
Nova slika 8o-tih, Prodajna galerija Beograd, Belgrade, Serbia
2005
Prepoznavanje, Umetnicka galerija Narodni muzej, Krusevac, Serbia (cat.)
2004
Old Now: Kriticari su izabrali 2004, Likovna galerija Kulturnog centra Beograda, Belgrade, Serbia (cat.)
Lies, Lust, Art & Fashion: Signale der Kleidung, Podewil, Berlin, Germny
Love It or Leave It: 5. cetinjsko bijenale - Cetinje Biennial V, Cetinje, Montenegro (cat.)
2003
Identity, Nichido Contemporary Art, Tokyo, Japan...and... - ...ve..., org.: Istanbul Art Museum Foundation,
Military Museum Exhibition Halls, Harbiye, Istanbul , Turkey (cat.)
2002
Zum in zum aut: 43. Oktobarski salon - Zoom In Zoom Out: 43rd October Salon, Muzej istorije
Jugoslavije — Muzej 25. maj, Belgrade, FR Yugoslavia (cat.)
Attitude 2002: One Truth in Your Heart, Kumamoto Contemporary Art Museum, Kumamoto, Japan (cat.)

2001
Végskdl 2001, Leksands Kulturhus, Leksand, Sweden
Vizanteme, Umetnicka galerija Nadezda Petrovi¢, Cacak; Gradska galerija, PoZega, FR Yugoslavia (cat.)
2000
Art Forum Berlin, art fair, Galerie A. von Scholz, Berlin, Germany
Umetnost 2000: 21. Memorijal Nadezde Petrovi¢, Umetnicka galerija Nadezda Petrovi¢, Cacak, FR Yugoslavia (cat.)
1999
After the Wall: Art and Culture in Post-Communist Europe, Moderna Museet, Stockholm, Sweden
(cat.); Ludwig Mlzeum, Budapest, Hungary; Nationalgalerie im Hamburger Bahnhof - Museum ftir
Gegenwart, Berlin, Germany
Video umetnost u Srbiji - Video Art in Serbia, org.: Centar za savremenu umetnost - Center for Contemporary
Arts, Bitef teatar, Belgrade, FR Yugoslavia (cat.)
1998
Gruppenbild, Galerie A. von Scholz, Berlin, Germany
Madonna & Co — Female Icons, Galerie Christa Burger, Munich, Germany
1997
Entgegen: ReligionGeddchtnisKérper in Gegenwartskunst, Kulturhaus et al., Graz, Austria (cat.)
Art Cologne, art fair, Galeria A. von Scholz, Cologne, Germany
1996
19. Memorijal NadeZde Petrovi¢, Umetni¢ka galerija Nadezda Petrovi¢, Cacak, FR Yugoslavia (cat.)
1995
Pars pro toto (en passant 9), Podewil, Berlin, Germany (cat.)
ExtraMuros, House of Kristian Dubbick, Lohmar-Neuhonrath, Germany
Faire Face, 46™ Venice Biennial, Palazzo Bragadin, Venice, Italy
Slikarstvo u Srbiji: osma i deveta decenija, Vukova spomen-galerija, Tr3i¢; Galerija savremene umetnosti,
Sombor; Umetnicka 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, FR Yugoslavia (cat.)
Orient/ation: 4" International Istanbul Biennial, Istanbul, Turkey (cat.)
1994
Grad galerija, Umetnicka kolonija Mileseva, Dom revolucije, Prijepolje, FR Yugoslavia (cat.)
1993
Private, Kunst-Werke, Berlin, Germany
1992
Farbe Gold: Dekor — Metapher — Symbol, Beweggriinde fiir Malerei heute, Haus am Lutzowplatz,
Berlin, Germany (cat.)
Berlin 37 Rdume, Kunst-Werke, Berlin, Germany (cat.)
International Painting Interactive, Siggraph Art Show, McCormick Place, Chicago, USA (cat.)
S.LN.N., Rhumeweg 26, Berlin, Germany
Junge Kunst, Saarland Museum, Saarbriicken; Brandenburgische Kunstsammlungen Cottbus, Germany (cat.)
1991
Berlin Divided, MoMA PS1, New York, USA
Wands 1991, The Wanas Foundation, Knislinge, Sweden (cat.)
Kiinstler fiir den Frieden, Galerie Ingrid Daci¢, Tibingen, Germany
1990
Inventionen ‘9o: Festival Neuer Musik, org.: Akademie der Kiinste, Berliner Kiinstlerprogramm des DAAD,
TU, Ballhaus Naunynstrasse, Berlin, Germany
La poetica materiale: Lopera come spirito del luogo, Galleria Piero Cavellini, Brescia; Galleria Mazzocchi,
Parma; Galleria Oddi Baglioni, Rome, Italy (cat.)
Malerei - Grafik — Installationen: 40 Jahre Kiinstlerférderung 2. Teil, Technologie- und Innovationspark
Berlin (TIB), Berlin, Germany (cat.)
Mileseva ‘90, Galerija Doma revolucije, Prijepolje, Yugoslavia (cat.)
Construction in Process back in Lodz 1990, The Artists’ Museum et al., Lodz, Poland (cat.)

Performance, Inventionen ‘go: Festival Neuer Musik, Ballhaus,
West Berlin, West Germany, 1990

Performance, Laboratorium 3, Orangerie von Schloss
Augustusburg, Bruhl, West Germany, 1989

Laboratorium 1, Katakomben, Monumenten Str. 24, West
Berlin, West Germany, 1987

Performance opening, Laboratorium 1, Katakomben,
Monumenten Str. 24, West Berlin, West Germany, 1987
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With Veso Sovilj, Jusuf HadZifejzovi¢ and Sissel Tolaas, Sava
Project, Sava Shipyard, Mac¢vanska Mitrovica, Yugoslavia, 1989

4>

With Zarko Radakovi¢, Zeit der Zeremonie, Galerie Ingrid Daci¢,
Tubingen, West Germany, 1986

With Bojana Peji¢, Olga Jevri¢, Seka Stanivuk, Biljana Tomi¢ and
Victoria Vesna [Bulajic], 42nd Venice Biennial, Venice, Italy, 1986

Installing the work at Aperto ‘86, 42nd Venice Biennial,
Venice, ltaly, 1986

Euharistija - Eucharist, Salon Muzeja savremene umetnosti,
Belgrade, Yugoslavia, 1985

1989
Synnyt: Nykytaiteen Idhteitd - Sources of Contemporary Art, Nykytaiteen Museo, Helsinki, Finland (cat.)
Mediterraneo per I’Arte Contemporanea, Expo Arte, Bari, Italy (cat.)
Paradies ohne Ort, Rhumeweg 26, West Berlin, West Germany
Sava Projekt, Sava International Center Park, Belgrade, Yugoslavia
Jugoslovenska dokumenta ‘89, org.: Galerije grada Sarajeva, Olimpijski centar Skenderija,
Sarajevo, Yugoslavia (cat.)
1988
Kunst-Video!, Galleri F 15, Moss, Norway
Letnji susreti, Tvrdava Lovrjenac, Dubrovnik,Yugoslavia
Letnji susret umetnika - Summer Artist Encounter, SKC, Belgrade, Yugoslavia
Kreuzung, Rhumeweg 26, West Berlin, West Germany
1987
33. Westdeutsche Kurzfilmtage, Luise-Albertz-Halle, Oberhausen, Germany
1986
Jugoslovenska dokumenta ‘86, Olimpijski centar Skenderija, Sarajevo, Yugoslavia
Sixth Triennale-India 1986, Lalit Kala Akademi Rabindra Bhavan, New Delhi, India (cat.)
Aperto ‘86, 42nd Venice Biennial, Venice, Italy (cat.)
Umetnost interrelacija, Umetnicki paviljon Cvijeta Zuzori¢, Belgrade, Yugoslavia (cat.)
Zwischen Himmel und Erde, Rhumeweg 26, West Berlin, West Germany (cat.)
Junge Kunst aus Jugoslawien - Mlada jugoslavenska umjetnost: Steirischer Herbst ‘86, Kiinstlerhaus
und Neue Galerie am Landesmuseum Joanneum, Graz; Hochschule fiir Angewandte Kunst, Vienna;
Kinstlerhaus, Klagenfurt; Salzburger Kunstverein, Salzburg, Austria (cat.)
1985
EU-Video ‘85, org.: Centro Videoarte, Palazzo dei Diamanti, Ferrara, Bologna, Italy (cat.)
YU Video, Sarajevska zima 85, Sarajevo, Yugoslavia
Giovane Arte Yugoslavia - Senz’ arte ne parte, Collegio Universitario, Turin, Italy
Godisnja izlozba UdruZenja likovnih umetnika Pristine, Galerija doma omladine Boro i Ramiz, Pristina,
Yugoslavia
Aprilski susreti - April Encounters, Galerija SKC, Belgrade, Yugoslavia
Video Meeting, Galerija SKC, Belgrade, Yugoslavia
Beograd 1999, Salon Muzeja savremene umetnosti, Belgrade, Yugoslavia (cat.)
13. Bijenale mladih, Moderna galerija, Rijeka, Yugoslavia (cat.)
Postizmi: Beogradska scena, Galerija Koprivnica, Koprivnica; Galerija Slika, Varazdin, Yugoslavia (cat.)
3. Festival Internazionale Cinema Giovani, Turin, ltaly
Zugehend auf eine Biennale des Friedens — Dem Frieden eine Form geben, Kunsthaus und Kunstverein
Hamburg, Hamburg, West Germany (cat.)
1984
Likovna kolonija Sopocani, Galerija SKC, Belgrade, Yugoslavia
Viaggio, Nuova Galeria Internationale, Rome, Italy
10 x 3, Likovna galerija Kulturnog centra Beograda, Belgrade, Yugoslavia (cat.)
Slika/crtez: osamdesetih godina, Galerija Likovni susret, Subotica, Yugoslavia (cat.)
Nova slika crteza, Savremena galerija Centra za kulturu Olga Petrov, Pancevo, Yugoslavia (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, Canada (cat.)
Predeo kao povod - prostor kao ishodiste, Narodi muzej - National Museum, org.: Savremena galerija,
Zrenjanin, Yugoslavia (cat.)
YU Video, Muzej savremene umetnosti, Skopje, Yugoslavia
1983
Prostor: Beograd - Raum: Belgrad, Akademie der Bildenden Kiinste, Munich, West Germany
Umetnost osamdesetih, Muzej savremene umetnosti, Belgrade, Yugoslavia (cat.)
5. Dubrovacki salon, Umjetnicka galerija, Dubrovnik, Yugoslavia (cat.)
24. Oktobarski salon, Umetnicki paviljon Cvijeta Zuzori¢, Belgrade, Yugoslavia
Beograd - Wien - Be¢ - Belgrade, Galerija SKC, Belgrade; Institut fiir Gegenwartskunst an der Akademie
der Bildenden Kiinste, Vienna, Austria (cat.)
11. Jesenji salon, Umjetnicka galerija, Banja Luka, Yugoslavia (cat.)
9 x 3, Cankarjev dom, Kulturni in Kongresni centar, Ljubljana, Yugoslavia (cat.)
Kriticari su izabrali, Likovna galerija Kulturnog centra Beograda, Belgrade, Yugoslavia (cat.)

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

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

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

PERFORMANCES - NTEPOOPMAHCHU

1990
abcdefg, "Zeichnungen und Installationen,” Galerie André Joliet (Galerie Neuburger),
Duisburg, West Germany
Umwiilzung (with Henning Christiansen, Sissel Tolaas et al.), “Inventionen '90," Ballhaus
Naunynstrasse, West Berlin, West Germany
Prototype Brescia - Know How Europe, “La poetica materiale: Lopera come spirito del luogo,” Galleria
Piero Cavellini, Brescia, Italy
Prototype Parma — Know How Europe, “La poetica materiale: Lopera come spirito del luogo,” Galleria
Mazzocchi, Parma, Italy
Prototypes Roma — Know How Europe “La poetica materiale: Lopera come spirito del luogo,” Galleria
Oddi Baglioni, Rome, Italy
Prototype Lodz, “Construction in Process back in £t6dz 1990,” The Artists’ Museum, Lodz, Poland
1989
CPLINJ - FBJbHb, Jugoslovenska dokumenta‘89,” Olimpijski centar Skenderija, Sarajevo, Yugoslavia
Laboratorium 2, Orangerie Schloss Augustusburg, Briihl, West Germany
1988
Sun Mountain, “Kunst-Video!," Galleri F 15, Moss, Norway
Velika Gospojina, “Letnji susret umetnika - Summer Artists’ Meeting,” SKC, Belgrade, Yugoslavia
1987
Laboratorium 1, Monumenten Str. 24, Katakomben, West Berlin, West Germany
Pantokreator, “Trinity,” Crypt of St. Dominus’ Cathedral, Split, Yugoslavia
Zwischen Feuer und Wasser, “33. Westdeutsche Kurzfilmtage,’ Luise-Albertz-Halle, Oberhausen, West Germany
1986
Tor der Harmonie, “Aperto '86," 42nd Venice Biennial, Venice, Italy
1985
Euharistija, Salon Muzeja savremene umetnosti, Belgrade, Yugoslavia
Viktorija, Salon Muzeja savremene umetnosti, Belgrade, Yugoslavia
Kraft des Lichtes, Leuchtturm, West Berlin, West Germany
1983
Crni prostor, Galerija SKC, Belgrade, Yugoslavia
1982
Zestoki, event, Pinki Swimming Pool, Zemun, Yugoslavia
Zestoki, live concert with Vlasta Miki¢, Srba Travanov and Pegi Gavros, Akademija Club, Belgrade,
Yugoslavia
1981
World Art Day - Momument of Art - Svetski dan umetnosti — spomenik umetnosti, Marshal Tito Street
48 and Galerija SKC, Belgrade, Yugoslavia
1979
Polaganje tepiha, action with Veso Sovilj, Milorad Vujasanin and Zdravko Santra¢, entrance to Likovna
galerija Kulturnog centra Beograda, Belgrade, Yugoslavia

Performance, Summer Artists’ Meeting, SKC, Belgrade,
Yugoslavia, 1988

Performance, Crypt of St. Dominus’ Cathedral, Split,Yugoslavia, 1987

Performance, 33. Westdeutsche Kurzfilmtage, Luise-Albertz-
Halle, 1Belgrade, Yugoslavia, 1987

Performance, Euharistija - Eucharist, Salon Muzeja savremene
umetnosti Belgrade, Yugoslavia, 1985
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With Boris Miljkovi¢ in Markovi¢'s squatted studio in
Savamala, Belgrade, Yugoslavia, 1984

Crni prostor « Black Space, Galerija SKC, Belgrade, Yugoslavia,
1983

—

With Breda Beban, Burdevi Stupovi, Novi Pazar,
Yugoslavia, 1982

With Breda Beban and Miroljub Mima Marjanovi¢,
Sopocani, Novi Pazar, Yugoslavia, 1982

VIDEOS and FILMS « BUAEO n ®UJIMOBU

201
Homeless Shanghai, 8 x 60 min., production: mock-up, Berlin, Germany
2005
Homeless Berlin, 8 x 60 min., production: mock-up, Berlin, Germany
2003
Homeless Belgrade, 8 x 60 min., production: CZKD, Belgrade, FR Yugoslavia
2000
make-up, production: mock-up, Berlin, Germany
Aftershave, 10 min., production: mock-up, Berlin, Germany
1999
5.Mai 1999, 1 min., production: mock-up, Berlin, Germany
Radomir, 60 min., production: mock-up, Berlin, Germany
worldbeograd (with Vlasta Miki¢ and Mima Marjanovi¢), web project, production: Zestoki, Berlin,
Belgrade, New York
1998
make-up-no-war, 1 min., production: mock-up, Berlin, Germany
1996
Autoportrait with Knife (Roman Principles), 10 min., production: mock-up, Berlin, Germany
1992
Perfect Soldier, 5 min., independent production, Berlin, Germany
1988
Sun Mountain, 8 x 60 min., production: independent production, West Berlin, West Germany
lluminates Inka, 20 min., film, super 8, independent production, West Berlin, West Germany
1987
Laboratorium (with Sissel Tolaas), 20 min., film, super 8, independent production, West Berlin, West Germany
Zwischen Feuer und Wasser, 2 x 60 min., independent production, West Berlin, West Germany
1985
Viktorija, 5 min., production: TV Galerija, Radio Television Belgrade, Belgrade, Yugoslavia
1984
Sveti ratnik - Sacred Warrior with Vesna Viktorija Bulaji¢, 8.40 min., production: TV Galerija, Radio
Television Belgrade, Belgrade, Yugoslavia
Main role with Vesna Viktorija Bulaji¢ in Spica za TV Galeriju, by Boris Miljkovi¢, 1 min., production: TV
Galerija, Radio Television Belgrade, Belgrade, Yugoslavia
1983-84
Velika invokacija - Great Invocation with Vesna Viktorija Bulaji¢, 21 min., independent production,
Belgrade, Yugoslavia

TEACHINGS, LECTURES and ARTIST TALKS - MPEAABAA n PA3roBOPU

2016

Momentum, Berlin, Germany
2014

Australian National University, Department for Painting, Canberra, Australia
2011

Fei Contemporary Art Center, Shanghai, China
2010

Bauhaus University, Weimar, Germany
2009

Visiting Professor, Kunst im Kontext, University of Arts, Berlin, Germany
2008

Kunstverein Rosenheim, Germany

2007
Presentation of the book: Transfigurative Works (with Boris Buden, Claudia Wahjudi), Miinzsalon,
Berlin, Germany
Neue Berliner Kunstverein, Berlin, Germany

2006
Institute for Art in Context, University of the Arts, Berlin, Germany

2005
Academy of Fine Arts, Vienna, Austria
2003
Istanbul Art Museum Foundation Symposium, Turung, Turkey
2002
Merit College and Ezu School, Kumamoto, Japan
1993
Student Cultural Center (SKC), Belgrade, FR Yugoslavia
1990
Mileseva Symposium, House of Revolution, Prijepolje, Yugoslavia
1987

Universities of Oslo, Sdo Paulo, Belgrade; Technical University Berlin, West Berlin, West Germany
1983

Akademija Club, Faculty of Fine Arts, University of Arts, Belgrade, Yugoslavia
1981

Art History Department, University of Belgrade, Belgrade, Yugoslavia
1980

Student Cultural Center (SKC), Belgrade, Yugoslavia

AWARDS, GRANTS and STIPENDS - HATPAAE, TPAHTOBU n CTUNEHAWUJE

2007

Arbeitsstipendium, Senate of Berlin, Berlin, Germany
2005

Katalogforderung, Senate of Berlin, Berlin, Germany
2004

Hauptstadtkulturfonds, Berlin, Germany
2000

Pollock-Krasner Foundation Grant, New York, USA

City of Ca¢ak Award, Cacak, FR Yugoslavia

1996

19th Memorial of Nadezda Petrovi¢ Award, Cac¢ak, FR Yugoslavia
1991

Arbeitsstipendium, Senate of Berlin, Berlin, Germany
1990

Mileseva White Angel Award, Prijepolje, Yugoslavia
1986

Politika Prize, Found Vladislav Ribnikar, Belgrade, Yugoslavia
1984

Young Artists Grant, The City of Belgrade, Belgrade, Yugoslavia
1983

24" October Salon Award, Belgrade,Yugoslavia

Video still from a commercial for the Komunist newspaper,
featuring by Markovic, directed by Boris Miljkovi¢, Belgrade,
Yugoslavia, 1984

With Vesna Victoria Bulaji¢, the filming of TV Galerija by Boris
Miljkovi¢, Radio Television Belgrade, Belgrade, Yugoslavia, 1984

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

Sveti ratnik « Sacred Warrior, with Vesna Viktorija Bulaji¢, video,
8.40 min., Radio Television Belgrade, Belgrade, Yugoslavia, 1984

Velika invokacija - Great Invocation, with Vesna Viktorija Bulaji¢,

video, 21 min., independent production, Belgrade, Yugoslavia, 1983

With Bojana Peji¢, Biljana Tomic¢ and Dunja BlaZevi¢, Fragments of
the Painting: Monument, Galerija SKC, Belgrade, Yugoslavia, 1982
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Markovicat SKC Gallery. Photo and text: Dragan Papi¢,
“Jeftino, toplo obelezje” [“A cheap, warm marking”],

Omladinske novine [Youth Newspaper], (Belgrade), no. 277,

January 17,1981

With Srdan Saper and Hrvoje Horvati¢, SKC Gallery,
Belgrade, Yugoslavia, 1983

ZESTOKI PRESS, no.1, Academy Club, Faculty of Fine Arts,
University of Arts, Belgrade, Yugoslavia, 1982

With Vlasta Volcano Miki¢, opening of Academy Club, Belgrade,
Yugoslavia, 1982

COLLECTIONS - KOJIEKUWWNJE

Neuer Berliner Kunstverein, Berlin, Germany

Momentum Worldwide Art Collection, Berlin, Germany
Gradska galerija, Kulturni centar, Pozega, Serbia

Krohne Art Collection, Duisburg, Germany

Umetnicka galerija Nadezda Petrovi¢, Cacak, Serbia
Kumamoto Contemporary Art Museum, Kumamoto, Japan
Belgrade City Museum, Belgrade, Serbia

Istanbul Art Museum Foundation, Istanbul, Turkey
Kolekcija Oktobarskog salona, Kulturni centar Beograda, Belgrade, Serbia
Wanas Foundation, Knislinge, Sweden

Artists’Museum, Lodz, Poland

National Museum, Belgrade, Serbia

Museum of Contemporary Art, Belgrade, Serbia
Landesmuseum Joanneum, Graz, Austria

Vladislav Ribnikar Foundation, Politika AD, Belgrade, Serbia
Sava International Centre, Belgrade, Serbia
Kunstlerférderung des Landes Berlin, Berlin, Germany
House of Revolution, Prijepolje, Serbia

Department for Culture, City of Belgrade, Belgrade, Serbia
and private collections

BOOKS and CATALOGUES (solo exhibitions) « KbUTE n KATAJIO3U
(camocTanHe nsnoxoe)

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

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

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

Markovi¢: Prototipovi - Prototypes, Belgrade: Galerija Zvono, 1996. Text: Miroljub Marjanovi¢

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

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

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

De Stil Markovi¢: Euharistija, Belgrade: Muzej savremene umetnosti, 1985. Text: Bojana Peji¢, “Mythopoeic”
De Stil Markovic: Crni prostor - Black Space, Belgrade: Studentski kulturni centar, 1983. Text: Bojana Peji¢,
“Akatist crnom” - “Akathistos to Black”

De Stil Markovi¢: Fragmenti slike: spomenik, Belgrade: Studentski kulturni centar, 1982. Text: Bojana Peji¢,
“Razbijanje slike i...”“Breaking up the Painting and...”

CATALOGUES (joint exhibitions) « KATAJIO3U (rpynHe n3noxoe)

Kunstsammlung Krohne, Duisburg: Krohne Messtechnik GmbH, 2019. Text: Uwe Riith

Umetnik (ni)je prisutan - 2019 Kriti¢ari su izabrali, Belgrade: Kulturni centar Beograda, 2019. Text:
Milovan Destil Markovi¢

Lorne Sculpture Biennale, Landfall, Lorne, Australia: Lorne Sculpture Exhibitions Inc., 2018. Text: Lara Nicholls
Dodistina 1989 - The Heritage of 1989, Lubljana: Museum of Modern Art, 2017

The Pleasure of Love, Belgrade: Cultural Centre of Belgrade, 2016. Text: David Elliott

50 umetnika iz zbirke Muzeja savremene umetnosti - Jugoslovenska umetnost od 1951. do 1989., Belgrade:
Museum of Contemporary Art, 2014. Text: Zoran Eric¢

BrandSchutz, Jena: Friedrich-Schiller-Universitaet, 2013. Text: Katsiaryna Chasnakova

1+1+1....=1, Art salon, Belgrade: Ars salon, 2013. Taxt: Danijela Puresevic¢

CAMK Collection vol. 4, Kumamoto: Kumamoto Contemporary Art Museum, 2013

2012, Pozega: Gradska galerija, 2012. Text: Sladana Varagic¢

Berliner Zimmer Zagreb, Zagreb: Goethe Institut, 2012. Text: Benedikt Stegmayer

Berliner Zimmer Belgrade, Belgrade: Goethe Institut, 2012. Text: Benedikt Stegmayer
Text-Bild-Konzepte, Mannheim: Stadtgalerie Mannheim, 2012. Text: Benedikt Stegmayer

Kunst Sammlung Krohne, Duisburg: Krohne Messtechnik GmbH, 2010

Aukcija antikviteta i slika, Zemun: Madl' Art, 2010

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

Likovni umetnici Cacka, Ca¢ak: Umetnicka galerija Nadezda Petrovi¢, 2008. Text: Dragana Bozovi¢
Prole¢ni anale, Catak: Likovni salon Doma kulture, 2008. Text: Julka Marinkovi¢ “Grad - Lice grada”
Otkup umetnickih dela, Belgrade: Grad Beograd - Sekretarijat za kulturu, Galerija Magacin, 2008
Férderkohle, Berlin: Neuer Berliner Kunstverein, 2007. Texts: Peter Funken, Katja Albers

Prepoznavanje, Krusevac: Narodni muzej; Cacak: Umetnicka galerija Nadezda Petrovi¢; Nis: Galerija
savremene likovne umetnosti; Kaljevo: Narodni muzej, 2005. Text: Julka Marinkovi¢, “Otvoreno oko vremena
Trzisni plasman “Nove Slike” 8o-tih, Belgrade: Prodajna galerija Beograd, 2006. Text: Lidija Merenik.

”

Biblioteka: otvorena knjiga Balkana, Ca¢ak: Centar za vizuelna istrazivanja “Krug,’ 2006

”

Love It or Leave It: 5. Cetinjsko bijenale - Cetinje Biennial V, Cetinje: National Museum of Montenegro /
Kassel: Kunsthalle Fridericianum, 2004. Text: Milovan Markovi¢

Old Now: Kriti¢ari su izabrali 2004, Belgrade: Kulturni centar, 2004. Text: Jovan Despotovi¢, “Old Now: ili
profesori FLU - plasticari / Old Now: or Professors at the Faculty of Fine Arts — Sculptors”

And - Ve: Meeting of the Artists - sanatgilar bulusuyor, Istanbul: Istanbul Art Museum Foundation, 2003.
Text: Suzana Milevska

Attitude 2002: One Truth in Your Heart, Kumamoto: Kumamoto Contemporary Art Museum, 2002. Texts:
Milovan Markovi¢, “Transfiguratives”; Yoshiko Honda, “Handed-down Portrait”

Zum in zum aut: 43. Oktobarski salon - Zoom In Zoom Out: 43rd October Salon, Belgrade: Kulturni centar, 2002
After the Wall: Kunst und Kultur im postkommunistischen Europa, exh. guide, Berlin: Stiftung
“Brandenburger Tor” der Bankgesellschaft Berlin und Staatliche Museen zu Berlin — PreuBischer
Kulturbesitz, 2000. Text: Bojana Peji¢, “Milovan Markovic¢”

Afterthe Wall: Art and Culture in Post-Communist Europe, Stockholm: Moderna Museet, 1999. Text: Angelika Stepken
Entgegen: ReligionGeddichtnisKérper in Gegenwartskunst, Graz: Kulturhaus / Ostfildern-Ruit:
Cantz, 1997. Texts: Manfred Richter, “Zum Streit um das Bild aus heutiger 6kumenischer Sicht”;
Alexandra v. Scholz, “Milovan Markovic”

19. Memorijal Nadezde Petrovi¢, Cacak: Umetnic¢ka galerija Nadezda Petrovi¢, 1996. Text: Bojana Peji¢,
“Andeo, telo, zazorno” - “Angel, Body, Abject”

Orient/ation: 4th International Istanbul Biennial, stanbul: Istanbul Foundation for Culture and Arts, 1995.
Text: Milovan Markovic, “Collective Portrait”

Junge Kunst, Saarbriicken: Saar Ferngas AG, 1992

Berlin 37 Rdume, Berlin: Kunst-Werke, 1992

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

Wands 1991, Knislinge: The Wanas Foundation, 1991

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

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

Mediterraneo per I'’Arte Contemporanea, Bari: Fiera del Levante Expo Arte, 1989. Text: Biljana Tomic
Synnyt: Nykytaiteen ldhteitd - Sources of Contemporary Art, Helsinki: Nykytaiteen Museo, 1989

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

”

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

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

Zugehend auf eine Biennale des Friedens — Dem Frieden eine Form geben, Hamburg: Kulturbehorde
Hamburg und das Kuratorium der Art-of-Peace-Biennale, 1985

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

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

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

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

Beograd - Wien - Be¢ - Belgrad, Belgrade: Studentski kulturni centar, 1983. Text: Biljana Tomic
Umetnost osamdesetih, Belgrade: Muzej savremene umetnosti, 1983. Texts: JeSa Denegri, Jadranka
Vinterhalter, Jovan Despotovi¢, “Posle osamdesete: umetnost u znaku raznolikosti”

New Now, Zemun: Galerija Pinki, 1982

Miladi 8o, Belgrade: Muzej savremene umetnosti, 1980. Text: Milovan Markovic¢

Flyer for Momument of Art, Marshal Tito Street 48 and Galerija SKC,
Belgrade, Yugoslavia, 1981

Performance Momument of Art, Marshal Tito Street 48 and Galerija
SKC, Belgrade, Yugoslavia, 1981

Action Polaganje tepiha « Rug Spreading, with Milorad
Vujasanin, Zdravko Santrac and Veso Sovilj, entrance to Likovna
galerija Kulturnog centra Beograda, Belgrade, Yugoslavia, 1979

With Veso Sovilj, Zdravko Santra¢ and Milorad Vujasanin, Knez
Mihajlo Street, Belgrade, Yugoslavia, 1979

At the Faculty of Fine Arts, University of Arts, Belgrade,
Yugoslavia, 1979
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50 umetnika iz zbirke Muzeja savremene umetnosti -
Jugoslovenska umetnost od 1951. do 1989. [50 Artists from the
Collection of the Museum of Contemporary Art: Yugoslav Art
1951-1989), Belgrade: Museum of Contemporary Art, 2014.
Curator: Zoran Eri¢

]
oitd KONz
Lrg

Text-Bild-Konzepte, Mannheim: Stadtgalerie Mannheim,
2012. Curator: Benedikt Stegmayer

Attitude 2002: One Truth in Your Heart, Kumamoto: Kumamoto
Contemporary Art Museum, 2002. Curator: Hiroshi Minamishima

After the Wall: Art and Culture in Post-Communist Europe,
Stockholm: Moderna Museet, 1999. Chief Curator: Bojana Peji¢

L1

Orient/ation: 4th International Istanbul Biennial, Istanbul: Istanbul
Foundation for Culture and Arts, 1995. Curator: René Block

CRITICAL and ACADEMIC STUDIES (selected) « KPUTUYKE n AKABEMCKE
CTYAWIE (cenekunja)

Verena Krieger (Eds.), Aktuelle kiinstlerische Strategien gegen intolerante Mentalitdt, Jena: VDG Weimar, 2018
Jesa Denegri, Srpska umetnost: Osamdesete, Belgrade: Orion Art, 2013

Zoran M. Jovanovi¢, Vizantina u savremenoj srpskoj umetnosti, Belgrade: Sluzbeni glasnik, 2011

Dragana Bozovi¢, Likovni umetnici Cacka, 150 godina, Cacak: Umetnicka galerija Nadezda Petrovi¢, 2008

Jovan Despotovi¢, Nova slika, Belgrade: Clio, 2006. Texts: Jovan Despotovic¢

Art Gamadas, vol. 2, Kumamoto: Kumamoto Contemporary Art Museum, CAMK Press, 2002/2003

Jesa Denegri, Osamdesete: Teme srpske umetnosti 1980-1990, Novi Sad: Svetovi, 1997. Texts: JeSa Denegri,
“Milovan De Stil Markovi¢”; “Zestoki”

Muzeum artistow miedzynarodowa prowizoryczna wspdlnota artystycza t6dz - The Artists’ Museum
international provisional artists’community Lodz, Lodz: The Artists’ Museum, n.d. 1996

Lidija Merenik, Beograd: osamdesete — Nove pojave u slikarstvu i skulpturi 1979-1989 u Srbiji, Novi Sad:
Prometej, 1995. Text: Lidija Merenik, “Novi talas: Beograd ranih osamdesetih godina”

Monika Minnhagen-Alvsten and Marika Wachtmeister (eds.), Wands - konsten, parken, slottet, Kristianstad:
Lansmuseet i Kristianstad, 1994. Text: Marika Wachtmeister, “Myt, rit och angest, 1991”« “Myth, Rite, and
Anxiety, 1991”

Stefanie Endlich and Rainer Hoynck (eds.), Blickwechsel: 25 Jahre DAAD, Berlin: 1988. lll.: Laboratorium 1

ARTICLES and REVIEWS (selected) « YWIAHLUWU v NPUKA3U (cenekuyuja)

Boris Miljkovi¢, ,Put u buduénost 2 - nedelja,” RTS (Belgrade), November 25,2018

Danijela Puresevi¢,, Milovan Destil Markovi¢: Od Euharistije do Inkvizicije,” Art zong, RTS (Belgrade), November 13,2018
Tatjana Njezi¢,, Alo, PoZega, Sta da se radi?," Blic (Belgrade), March 1,2018

Borka Pavicevic,,Degenerisana umetnost,’ Danas (Belgrade), February 10-11,2018

Brainard Carey,,,Milovan Destil Markovic” (interview), Yale University Radio WYBCX (New York), February 1, 2017
Tamara Vucenovi¢, ,Milovan DeStil Markovi¢” (interview), Radio Beograd 2 (Belgrade), August 24, 2016
,Duh Jugoslovenske umetnosti,” SEEcult.org (Belgrade), October 15, 2014

“Milovan Destil Markovic - A Colorful History” (interview), berlin-artparasites.com (Berlin), February 19,2013
Milena Milojevi¢,, Likovnost i tekstualnost radova Milovana DeStil Markovica,’ Danas (Belgrade), January 20, 2013
Zoran Jeremi¢, ,Bice vrlo hard core," Vesti (Uzice), September 18, 2012

,Sta da se radi? Okupiraj,’ SEEcult.org (Belgrade), September 12, 2012

Milovan De Stil Markovi¢, ,Kultura i umetnost su beskucnici,” Politika (Belgrade), March 11, 2012
Gordana Popovi¢, ,Beskucénici u berlinskoj sobi” (interview), Politika (Belgrade), March 1, 2012

Eva Mayer, ,Mehr als nur Bildunterschriften,” Meier (Mannheim), February 12, 2012

Branko Rosi¢, ,Akademija republika” PRESS magazin (Belgrade), January 16, 2011

,DeStil na izlozbi u Kumamotu,” SEEcult.org (Belgrade), June 2, 2010

Milovan De Stil Markovi¢, ,Kilavi maco primitivizam,” Politika (Belgrade), January 18, 2010

,DeStilovi Portreti na zahtev,” SEEcult.org (Belgrade), June 24, 2009

Ljiljana Binkul, ,Ubedljiv umetnicki koncept,” Politika (Belgrade), November 10, 2008

G. [Gvozden] Otasevi¢, ,Markovi¢ u rodnom Cac¢ku,” Politika (Belgrade), September 23, 2008

Dusan Darijevi¢, ,Destilizovani,” Ca¢anske novine (Cac¢ak), September 23, 2008

Iris Tribswetter, ,Ikonen der Vergessenen,” Oberbayerisches Volksblatt (Rosenheim), December 9, 2008
»Molitva za visnji mir," Politika - Kultura umetnost nauka (Belgrade), no. 39, January 5, 2008
“Architecture of Language,’Archis Volume (Amsterdam), no. 7, 2006

Christiane v. Golsa, “Endlich Sommer - Kunst im 6ffentlichen Raum,” Kunst Magazin Berlin
(Berlin), no. 8, July 6, 2006

N.W. [Nora Wagner], “Ausstellung des Monats — Milovan Markovics ‘Homeless Berlin, Kultur Kanal
(Berlin), May 20, 2006

Harald Fricke, “Kunstrundgang,’ die tageszeitung (Berlin), May 17, 2006

Birgit Rieger, “Kein Haus, kein Lobby - Milovan Markovics ‘Homeless Project’in der Galerie Kai
Hilgemann,” Zitty (Berlin), no. 10, 2006

Nakahara Sayoko, “Milovan Markovic ‘Prototype Tokyo;’ Relax (Tokyo), no. 103, September 2005

Ozaki Tetsuya, “Milovan Markovic ‘Prototype Tokyo;" Art it (Tokyo), vol. 3, no. 3, summer/fall 2005
Robert Reed, “Milovan Markovic's ‘Prototype’ artworks,” The Daily Yomiuari (Tokyo), edition A, August 18, 2005
Claudia Wahjudi, “Die Unsichtbaren,” u_Spot (Berlin), no. 4, 2004

S.B. M. [Srdan Bida Markovic], ,Karmin za Zene, za muskarce brijanje,” Glas (Belgrade), November 18, 2003
Ljubica Jelisavac, ,Pri¢a o baskucnicima, pri¢a o nama” (interview), Blic (Belgrade), November 7, 2003

M. Jovanovi¢,,,'Nevidljivi narod’ od Berlina do Johanesburga,” Danas (Belgrade), November 6, 2003
Ljiljana Tadi¢, ,De Stil Markovi¢ - Jedan od ‘Zestokih” (interview), Lice (Belgrade), no. 31, 2003

Sumie Kawai, “Berlin,” Pen (Tokyo), no. 106, 2003

J. Br. [Jacques Brunel], “Miroirs rouge,” Le Monde (Paris), September 20, 2001

Claudia Wahjudi, “After the Wall,” Kunstforum International (Ruppichteroth), January-March, 2001
Angelika Stepken, “Make-up-Bilder: Milovan Markovics Portréats beriihmter Frauen,” Neue Bildende Kunst
(Berlin), February/March 1997

Martin Conrads, “Hillary Clintons Kleid — Die Frau als Projektionsflache im Goldrahmen: Lippenstift-
Bilder von Milovan Markovic in der Galerie A. von Scholz,” Zitty (Berlin), 1996

Gordana Vasiljevi¢, ,Staza prosvetljenja,” Nova Borba (Belgrade), June 26,1996

Jovan Despotovi¢, ,Ruka koja salutira,” Vreme (Belgrade), June 22,1996

Marija Bordevi¢, ,Staza prosvetljenja - susreti sa stvaraocima: Milovan De Stil Markovi¢” (interview),
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