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FeHe3a nporpama , [Aujanosn”
Ap UBaHa bawnyeBnh AHTUh

JaBHe 1976. rogu1He, y fanepuju ,beHko Xopat”, y 3arpedy, KycToc ranepuje
Mwha bawnyeBrh MaHrenoc noctasHo je M3noxdy ,,KoHdpoHTauuje”! KoHuent
U3J10X6e NpoMCcTeKao je U3 auneme y Kojoj ce bawnyesnh Taga Hanasuo -
510 je aKTMBHM 3aroBOPHKMK W jeaaH of, Bogehux TeopeTUyapa HOBMX NojaBa

Yy YMETHOCTH, a ycnep porafaja koju cy npatunu ,,Adepy bocuss” HanywTa cBo-
je NpeTxofHO pafHO MeCTO 1, y MOTpasu 3a HOBMM, S1Ba MOCTaB/beH 3a KycToCca
Fanepuje ,,beHko XopBat”. Kao LuTO je No3HaTo, Ta je ranepuja noceeheHa
KOJIeKLMj1 €BPOMCKUX MajcTopa Koju Cy CTBapau y Nepuoay of 14. [0 19. Beka
M cacTaBHU je feo AaHalitber Myseja cyBpeMeHe YMjeTHOCTH. balunyesuhy,
KycTocy Te 36MpKe, y OMMCY nocha CTajaso je fa CTpy4Ho odpafyje ymeTHoCT
3a Kojy je y ToM MoMeHTYy Beh yBeniMko cmaTtpao fa je npeBasuheHa. Kao n3nas
13 TOr pacLena 0CMUCIIHO je ,,KoHdpoHTauuje”, roe je cyyenqo pagoBe

THX €BPOMNCKMX CTApUX MajcTopa ca YMeTHWLMMA 3a Koje je cMaTpao Aa npeg-
CTaBJbajy cafallbocT U SyayhHOCT YMETHOCTH.

TokoM 2021. rog1He, y 3arpedy ce AOronvo jefaH U3y3eTHO 3aHUMJbWB pasro-
BOp MOBOAOM CTOrOAMLIHbMLLE poherba Muhe bawnyeBuha MaHrenoca,? y kKojem
je jenHa op, yyecHMLa M3HeNa NoAaTak Aa je Ha JLokyMeHTH Ofp>KaHoj 2013.
roguHe? 3anpaeo NMOHOB/bEH KOHLLENT KOjH je MaHrenoc cnpoBeo Ha M310Xou
»KOH@PpoHTauuje” jolw faBHUX cefamaeceTUX roauHa. Heros KOHLENT U U3J10-
b&a Tapa cy dunu ToTanHo HecxBaheHW y CBOjoOj CPeMHU, BOK C€ MHOTO KaCHH-
je, Ha JIOKyMeHTH, UCTH KOHLLeNT, HapaBHO, MOKa3ao Kao BPJO paguKanaH U 3Ha-
yajaH. HaBepneHa MHdOpMaLHja OCBECTHIIA MU je OMpaBAaHOCT MOHOBHe
ynotpede KoHLenTa ,,KOH(MpOHTaLMja”, a/lK 1 HeroBe TpaHcPopmaLmje ycnen,
LpYyrayujux nonasHMWx oKOJIHOCTH.

1 »KoHdpoHTauuje”, 30. centemdap — 17. okTodap 1976, lanepuja ,,beHko Xopsat”, 3arped.
Mefy U3n0xeHUM ymeTHULMMa dunu cy: M. CtunuHosuh, T Tpdysbak, U. Koxxapuh,
>K.JepmaH, b. lemyp, B. MapTek, U. Muuess, B. PagoaHosuh, P. Togocujesnh, B. Basapenu,
C. UBekosuh, . MapTuhuc, B. T'yaau, J. Khudep, M. Lodposuh, B. Puxtep u gp.

2 ,»KOH3eKBeHLe N3N10de — pa3roBop 0 TeOPHjCKOM TeKCTy AUMHUTpHja bawmnyesnha”,
Ofp>XXaH je 2. HoBemM&pa 2021, y Manepuju CnoT. YuecHUL M pasroBopa: JleoHnaa Kosau,
Oapko LLnmununh n Cangpa Kpuxxuh PodaH.

3 KycTtockuma Te lokymeHTe duna je KeponnH KpuctoB-bakaprujes.



Kako ce Beh oyrv HM3 roguHa, a y cny4ajy Unuje bocuba U AeLieHuja, NocTaB/ba
nUTare UCrpaBHe MHTEpNpeTaLMje U NpaBUIHE KilacduKaLmje onyca Koju
HacTajy Ha Mef)ama caBpeMeHe YMEeTHOCTH U tbeHe MapriHe, He-HauBHE W HaWB-
He YMETHOCTH, YAHWUIIO MU Ce fa 61 YMeCTO TEOPETCKUX aHaNn3a HajCMUCIEHH-
je duno poBOAMTH OMyce M3 TUX ,,0ABOjeHMX” fOMEHA Ha jefHO MeCcTo, OLHOCHO
omMoryhuTH ga cama yMeTHOCT UITyCTpyje (He)onpaBaaHOCT NOCTOjatba TakBUX
nopena. Hacnawajyhu ce Ha balunyeBuheBy Te3y, NpBU HACJIOB KOjU MU je nao
Ha namet &uo je ,,CyyesbaBara”. MehyTuMm, y npunpeMu Tor Nporpama, TOKom
UCTpaXK1Bakba, ca HU30M KoJlera* BofM/ia camM pa3roBope Kpo3 Koje CMO OCBe-
CTWJIM CYNPOTHOCT OBe No3HLM1je, jep FOBOPUMO O OMycHMa KojuMa XXerMmMo

Ja NoHYAUMO nnatchopMy 3a paBHOMPAaBHO BPELHOBaE U MHTEPIpPETaLLH]y.
Tako ce KoHLenT ,,KoHdpoHTaLKja”, Kao NonasHu, MPeTBOPHUO Y KOHLLENT
»Aujanora”, y cknagy ca Te30M Kojy oBAe NocTaB/bamo.

HakoH oBe kpaTke reHese nporpama ,,Jilnjanosun”, Koju CMO NMOKPEHYHU Y MHMY,
npeoctaje Ham Aa Bepyjemo aa he came usnoxde koje ce dyny peanusosase

y OKBWPY TOF Mporpama LOMpUHETH NpeBasuaxetby jasa usmelhy oHor WTo
JedrHMLLEMO Kao MHCajL, U OHOra LITO OCTaB/baMo Y ayTcajaepckom AOMeHY
caBpeMeHe YMeTHOCTH. OBUM NPOrpaMoM He HYAUMO (DHHaJIHEe CTaBOBe,

Beh oTBapamo MoryhHoCT Manupara KibyYHUX NMUTakba MHTeprpeThpara U npo-
dnema npeseHTaumje. >éxxx

4 W3pBojuna dux oBae KycTockukby Majy inpuh, Koja je v npeanoxunia TepMUH ,aujanor”.



Genesis of the program “Dialogues”
Ivana Basicevi¢ Anti¢, PhD

Back in 1976, at the Benko Horvat Gallery in Zagreb, gallery curator Mica
BaSicevi¢ Mangelos set up the exhibition “Confrontations”™! The concept

of the exhibition stemmed from the dilemma in which the curator BaSicevi¢
found himself — he was an active proponent and one of the leading theoreti-
cians of new phenomena in art, but due to the events after the “Bosilj Affair” he
left his previous workplace in search of a new one, and was appointed curator
of the Benko Horvat Gallery. As it is known, the Gallery is dedicated to the col-
lection of European masters who created in the period from the fourteenth

to the nineteenth centuries and today is an integral part of the Museum

of Contemporary Art. For Basicevi¢, the curator of the collection, the job
description included expertly engagement in the art that he already considered
to be largely outdated at the moment. As a way out of that split, he created the
“Confrontations”, where he challenged the works of those European old masters
to artists whom he considered to represent the present and future of art.

During 2021, an extremely interesting conversation took place in Zagreb on
the occasion of the centenary of the birth of Mica Basicevi¢ Mangelos,? where
one of the participants disclosed the information that at Documenta, held in
2013, the concept that Mangelos conveyed at the exhibition “Confrontations”
in the seventies was actually repeated. His concept and the exhibition were
completely misunderstood in the milieu then, while at Documenta much later,
the same concept undoubtedly proved to be very radical and important. The
above information made me aware of the justification of reusing the concept
of “Confrontations”, but also its transformation due to different initial
circumstances.

1 Konfrontacije, 30 September — 17 October 1976, Gallery Benko Horvat, Zagreb.
The displayed works included the artists M. Stilinovi¢, G. Trbuljak, I. KoZari¢, Z. Jerman,
B. Demur, V. Martek, I. Picelj, V. Radovanovi¢, R. Todosijevi¢, V. Vasarely, S. lvekovic,
D. Martinis, V. Gudac, J. Knifer, P. Dobrovi¢, V. Richter etc.

2 “Consequences of the exhibition — discusion on the theoretical text of Dimitrije
Basicevic”, was held at the Gallery Spot on 2 November 2021. The participants were
Leonida Kova¢, Darko Simi¢i¢ and Sandra Krizi¢ Roban.

3 The curator of Documenta was Carolyn Christov-Bakargiev.



As it has been for many years, and in the case of Ilija Bosilj decades, the issue
has been raised concerning the exact interpretation and precise classification
of oeuvres created on the borders of contemporary art and its margins, non-
naive and naive art; it seemed to me that instead of theoretical analyses

it would be most relevant to bring oeuvres classified as those ‘separate’
domains to one place, that is, to enable the art itself to illustrate the (un)justi-
fication of the existence of such divisions. Relying on BaSicevic¢’s thesis,

my first title was “Confrontations”. However, while preparing such program
during the research, I had talks with a number of colleagues* thus we became
aware of the antithesis of this situation, because we were speaking about

the works that we wanted to offer as a platform for equal evaluation and inter-
pretation. Thus, the concept of “Confrontation” as a starting point, turned into
a concept of “Dialogues” in accordance with the thesis we are establishing
here.

After this short genesis of the “Dialogues” program that we started at the
MNMA, we are left to believe that the exhibitions that will be realized within
the program will contribute to overcoming the gap between what we define
as an insider and what we leave in the outsider domain of contemporary art.
With this program, we do not offer final views, but open up the possibility

of mapping key issues of interpretation and problems in presentation. ->¢xxx

4 I would like here to single out Maja Ciri¢, the curator who suggested the term
“dialogue”.
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Eguiia Kagupuh x Kejitiu BosHuyku

BPYTAJIHA HE)KHOCT
el

Mysej HaMBHe U MapruHanHe yMeTHOCTH
CanoH OTo buxamu-MepuH « bBeorpapg
13.03-25-05-2024

CeHka JlatuHoBUh

Y jelHOj 3eMJbM, Y jefHOM CasloHy, HEOUYEKMBAHO Cy Ce Cycpesie ABe YMeTHHLe.

MpBa yMeTHMLLA je aKafeMCKH LIKOJIOBaHA YMETHULLA, TO je HheHO 3aHUMakbe.
OHa opf1asu M3 jeflHe Masie 3emMJbe M AyrH HWA3 roAMHA XKXMBH Y BEJIMKMM 3eMJba-
Ma EBpone, y pa3fiiunTUM KynTypama, Kinmama, yMeTHUYKUM Kpyrosmuma. Bpa-
ha ce 1 opnasn. tbeH YyMETHUYKH U3pa3 je AenvKaTaH: NpedurbeH U y3HEMUPY]Y-
hu, TenecaH W TpaHcLeHAeHTanaH, TparuyaH U odehasajyhu.

Jpyra yMeTHMLA Ce LLeo XXMBOT U3padkaa Kpo3 pasfinynTe yMeTHUUKe hopMme.
Jonasu ca fpyror KOHTMHEHTA Y jefHy MaNy 3eMJby WU Ty Ce CMeLUTa Ha Heopape-
feHo BpeMe. Huje YyMETHHUUKHM LUKONIOBAaHA, MOYMHbe Aa LpTa ayTOMATCKH, e3
pasMHULLIbakba, U3 CTOMAKa M ofL, Tafia He npecTaje. XKeu Aa yMeTHOCT dyae
HeH jeArHKU No3KB. FbeH YMEeTHWYKH 13pa3 je pnamdojaHTaH: MUCTEPHUO3aH

M eKCMJI03MBaH, HEXaH M CUPOB, lyXOBUT U KOH(Y3aH.

MocToju K Tayka JoAMpa, MECTO Ha KOME Ce WX [IBe MOry CpecTh?
A [a M MX HELUTO HENPEMOCTHBO 3ayBeK pa3fBaja y [Ba HecrnojuBa cBeTa?

To cy NMTaka KojuMa 0TBapaMo NpBY M30XOy y usnaraykom uuknycy Jujanosu.
OBaj LMKIYC BUAMMO Kao Npuamnky aay CanoHy OTo buxamu MepuH nospeme-

HO MpHUpeAUMO CYCpeT yMeTHUKA/yMeTHH1LLA KOjU AoNa3e U3 Hausriem, pasfinim-
THX YMETHUYKMX CBETOBA: CBeTa 3BaHWYHe/MejHCTPUM/aKafeMcKe YMETHOCTH

-



W CBeTa MapruHaHe/ayTcajaepcke/apT SpyT yMeTHOCTH. DKeIMMO ja UCTPaXKH-
MO LUTa CBe M3 TOT Croja HacTaje.

MoTpeda 3a nopefjerbeM W ,TecTHparbeM” MojMOBa KojUMa MOKYLIABAMO [, Onu-
LweMo ¥ oMehMO HYeCTO HeyxBaT/bMBE M KOMIJIEKCHE YMETHHUYKe U3pase,
HEMMHOBHO HaMm ce Hamehe. Kao pecepeHTHa MHCTUTYLM]ja 32 ,,HEMEJHCTPUM”
YMeTHOCT, My3ej HauBHe W MapruHasHe YMeTHOCTH Of CBOT OCHMBaHa NOKYyLLa-
Ba [la OTBOPM W aHaNM3Mpa MHTPUIaHTHO MUTakbe LieHTpa U MapriHe. OBO NuTa-
Hbe je YMETHUUKO TeK NMOCPEeAHO, jep je MpeBacXOAHO YCJIOB/bEHO HU3OM MOJU-
THYKHX, EKOHOMCKHX, COLLUONIOLIKHMX, KYNTYPOJOLUKHUX, MCUXONOLIKHX WU 4pYrHUX
akTOpa. AnM ynpaBo YMETHOCT NpeLCcTaB/ba jeAUHCTBEHO MOJbe Y KOMe MOoXe-
MO MPOYUTATH OApPA3 U 3aMpLUEHY NPENJeTEHOCT CBMX OBUX yTHULAja.

JlBafeceTu Bek je BeK MoTpare 3a ayTeHTU4YHOLNyY — a To je 3anpaBo W LeNoKyn-
Ha MCTOpHja MOAEpHe YMETHOCTH — MOKYLUaj pafMKaHOr pasrpaH1yerba ca
MPeTXOAHULMMA, LIOK W y35yfere Koje AOHOCH HOBO M HEMCTPaXKeHO U MoTpara
32 U3BOPHUM YMETHUYKWUM M3Pa3oM, HeyKasbaHUM (EBPOMOLEHTPUUHUM) KYJI-
TypHUM odpacuuma. Ta nosuumja oduja HOBO 3Hauetbe y NepruoAy nocse Opy-
ror CBETCKOr pata, kafa Bepa y LIMBUIU3aLMjy, KYNTYpy U tbeHe eMaHLmMnaTopcke

->8



noMeTe U fodpe HaMepe ¢ NpaBoOM dMBa [OBefEHa Y NMUTakbe U Kaga MHOMM
YMETHHLM Tpadke HauMHe [a 3ayBeK PACKHWHY Te CMOHe. JeflaH o[, HHX du1o je

n XKan Oudude, Koju je ckoBao nojam apiu dpyi, xenehu Tako aa odjeanHU cBe
OHe YMeTHMKe KOjU1 ce Hasa3e Ha Apyroj CTpaHW 3BaHUYHe KYNType U YMETHOCTH.
Y noueTky cy y dhOKyCy HeroBor hHTepecoBarba SWIJIM NCUXHjaTPUJCKK MaLLujeH-
TH, 3aTBOPEHHLM, fleLia, Koje je cMaTpao HajMarbe AOTaKHYTUM KyNTypHUM odpa-
CLiMMa, O4YeKMBatbUMa, TPXKMULITEM, YOMNLITE YMETHUYKUM cucTeMoM. CMaTpao je
Ja OHW cTBapajy de3 MKkakse Kaskynauuje, LUPEKTHO U3 CONCTBEHMX KanauuTeTa
1 u3Bopa, He Mapehu 3a croJballikba YC10B/baBakba U MPUTUCKE. Y NoveTKy

je ;bybomMopHO 4yBao oBy AedHHULM]jY U CBOjy apT SpyT KoNeKLujy of, norpe-
LWHMX MHTepnpeTaLmja M NoTeHLMjaNHe anponpujaLuje of, CTpaHe 3BaHWYHOr
YMEeTHHYKOT chcTeMa. Mnak, BpeMeHOM je pa3ymeo Aa je HEOMNxXon4aH HOBM
noraes 1 NpoLMperse nosba yKiby4nBateM U Apyrux cTeapanaua. Haume, nog,
nojmom art culturel Audude je MHULMjATHO CMAaTPAO MEJHCTPUM YMETHUUKY Mpo-
DYKUMjy, aNn je ydp30 NocTano jacHo Aa NnocToje U YMeTHULLM ayTcajaepH Koju cy
MPOLUAK KPO3 YMETHUYKM CUCTEM MW HapeM HUCY BUNIK U3 kbera yHanpep,
UCKIby4YeHH. HbrxoBa No3uLMja MapruHe je Suna CBOjeBOJbHU, IMYHK 0Jadup.
Ondude je 3a HUX U3MUCIIMO HOBY KaTeropujy — neuve invention.

OBaj CTaB je M JaHaC NOLNOXaH NpencnuTHBaty. LLIKONOBaHUM YMETHULMMA ce
yecTo ofpuue MoryhHocT ayTcajoepcke nosuumje, 0oLHOCHO MOryhHOCT ckuaa-
tba cJlojeBa Hay4yeHor W Beh popmupaHor. C fpyre cTpaHe, yMETHOCT MapruHe
Ce 0JLaBHO NpOdUAA Ha TPXHULLTE, Y My3eje, KoJeKLMje, YAMe je 3ayBeK U3rydu-
Na aypy HenaTBOpPEHOCTH, HETAKHYTOCTH, 6€3a3/1eHOCTH, ako je Mkaja v uMana.
JacHo je na cy oBakBM yTONMUCTUYKK KOHLeNTH Oududea U heroBUx UCTOMU-
LWJbeHMKa UMM BULLE NPOMU3BOL, XeJbe 32 AUCTUHKLMjOM Koja 61 3ayBek npo-
MeHUna KynTypHY napagurmy, ysena MmoryhHOCT niypanHocTH nosuumja ca
KOjUX YMETHOCT HacTaje U U3dpu1cana pUrniHOCT U KOH3epBaTUBHOCT KaHOHa.
Mnak, fenyje na je v cama cteopuna ogpeheHy noneny.

To je nofena Kojy XenuMmo fa npercnuramo. loe je Ta rpaHMLa, Kako je aedu-
HULLEMO M 3aLTO je yonwTe fjedurHMWemMo? [a N1 je Ta BpcTa KaTeropmsauuje
npesasuheHa, MM MOpaMo Aa je CTBapaMo Kako SUCMO 6oJbe 1 naklie pasyme-
N1 CBET OKo cede, Na Makap U Kpo3 BELUTaYkh CTBOPEHe aHTUNoae apTUdHLM-
JeNHOCTH M NPUPOJHOCTH, MaHUMYNALMje U UCKPEHOCTH, 06pa3oBarba U
MHCTUHKTA, NPOMMLLEHOCTH U UMMYICUBHOCTH?

Yum 3arpedemMo UCMop, NoBpLUKMHE, OBa NUTaka ce ykasyjy M nokasyjy ga kao
Wy XXMBOTY Tako U Y YMETHOCTH CTBapH He MOry Jia ce MocMaTpajy SMHapHO

¥ NoNapyU30BaHO, ako XXeNIMMO Aa UX MOTNYHO padymeMo. Mako ofesbeHe 31a0-
BMMa, CBaKa y CBOjoj cOOM, Hallle yMeTHHWLe ynase y AUjanior Koju Bofe y Nosby
MoJCBEeCHOT, HEM3PEeLMBOT, y3HeMHpyjyher, 3a4yAHOT, AWB/bET U PaHbUBOT.
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EnmTa Kagupuh Kpo3 cBefieHu LpTeX NpeacTaBsba BeUUTY JUMUHAIHOCI XEeHCKOT
nckycTBa. CBET HEXXHE W HEMMWJIOCPpAHE MNafoCTH, eBOjuMLLa Y MepUoay TpaHC-
opmanmje y >keHy, nocne yera H1LWTA BULe Hehe dUTH UcTO. Taj HOHM pUTyan
npenasa je npMKasaH Kpo3 HeoSuyHe 1 y3HeMupyjyhe crnojese sbyACKOT U XKMUBO-
THHCKOT TeNa, MM KpOo3 KOMYHHKaLIMjy CPHa, 3e4eBa, MajMyHa, ca [eBojunL,ama;
XKMBOTHH>E Ka0 [a jOLL >KeJle J,a 3afp>Ke LeBojunLe Y CBeTY AeTUHCTBA Ie je 0Ba
HafpeasHa KOMyHWKaumja moryha, roe je cee moryhe, npe Hero WTo cTyne y cBeT
038UbHNUX Mel)y/byACKUX OQHOCA, PALMOHATHOCTH U 33 KX NpepoapeheHnx yno-
ra. [la 1M geBojumLLe MKO NUTa XKene K Ja OApacTy My LUTa XKene Ja ofpacTy?

Kapa feBojunLe Mnak oApacTy y XeHe, Yeka WX joLl MHOTO CTakba Kpo3 Koja
mopajy npohu, a Eanta Kagmpuh nx c npaBoM noeesyje ca XOpPMOHaIHUM CTa-
Tycom. To je SprbrLa 0, Nepu, HeBUAJbUBH KaBe3 y Koje Hac ApyLUTBO 3aTBapa
M Y4M Kako Ja y Hemy XXMBUMO, SoslyjeMo, TPNMMO M JLOCTOjaHCTBEHO ca OCMe-
XOM U 6e3 peun cBe MOJHOCUMO.

Y ELWTUHOM M3pa3sy BULMMO CUTYpPaH, NaK, LUKOJIOBaH NoTe3 KOjuM CyBepeHO
BJIafa, ajin Taj LpTeX HKje Ty camo Aa dUCMo ce [UBWUAK jacHOhK 1 NenoTK
nssende. OH je pefOBHO 3aMpJbaH, MCTa4KaH, UCMpJbaH, yNpaBo dpywanaH

Yy UCKPEHOCTH CTakba Koje >kenu fa npeactasu. KOHTpacTUpareM HeXXHHUX nep-
N1 1 604JbMKABHX OFpNKLLa, MpJba Koje nofcehajy Ha KpB M CBeYaHO 3/1aTHe
d0oje BU3aHTHjcKMX bpecaka U MKOHA, aCeKCYasHOCTH U NYTEHOCTH, OHOCTPaHOr
u mbynckor, Kapupuh rpany atmocdepy HaneTe HempujaTHOCTH, anu U Heke CBe-
yaHe Tyre Koja, Y4HH Ce, OAYBEK NpaTHh >KeHe Ha MXOBOM XXMBOTHOM MyTY.

OBO je MpuAMKa Aa NOMEHeMO W rOTOBO OMLUTE MecTo apT 6pyTa, a TO je NCHUXO-
aHaJMTHYKK TEPMUH KOjH je yBena punosodkumsa Jynunja Kpuctesa, nojam
adjekiiHol Unwv 3a3opHol. Papga MBekoBuh y norosopy kKkbu3sun Mohu yxcaca Kpu-
cTeBe odjallrbaBa:

»Y CMMBONIMYKOM nopeTKy oHo ce Hacnyhyje kao HewwTo npujeTehe, HewTo
CTPALLHO M OMACHO MO CUCTEM, HEeLUTO rafjbMBO, O4BPATHO, HEMOjMIbUBO,
Kao CMpT, Kao rpaHuLa (Kao XXeHCKO), Kao abomMKHaLMja, HeLLTO LITO je
noTpedHo npepaguTH.”

i)

,»ADjeKTHO HUWje TeK Apyra cTpaHa cybjekTa: adjeKTHO je cama rpaHuua Uau
pe3 Koju NoBe3syje Kao 0XMJsbak, Kao HekH interface, kKao OHO WITO HUje
HW Cy5jeKT HM 08jeKT M TO napTuuunupa y/op 0doje, kao *PpodryHM
08jexT’, usmnuyhu dokycupary Ha 0dje cTpaHe 3puana. Adjekuuja



je npeno3HaT/bMBa y CBUM pUTyanuma npoudviuherba, raje ce HeWTo Hevu-
cTo npepafyje y ’uncto’ (pure).”

EnuTta Kagupuh ce He nMdu fa ce cyouu ca 3a30pHMM acnekTom Xusux duha.
LLiTaB1LIe, OHA ra UCTHYE Y NPBU NAaH, KPO3 pa3maTpare Jbycke aHUMaHOCTH
Kojy npepafyyje Ha CBOj HaYMH — U0 [ia Y U3JI0XKEHOj BUAEO aHUMaLLUjU

The Palace 3arpv3a concTBeHy pyKy ga 61 yonaxuna v TpaHcopmucana yHy-
Tpalltbk 50N M HEMMP UM KPO3 NpUKa3MBatbe BeSIMKe CKYNType LpBeHor
Korba Anima Roja koja dv ce Morna NnpoTyMauuTH Kao spirit animal unu antep ero
yMeTHHLe.

KejTv Bo3HWLKM cTBapa epynTUBHO. HbeH noTes je HenpeyuluheH W HenpeaBu-
IMB, Hemo3HaTo je rae he je onBecTu pyka v wra he ce cBe Ha LpTexXy Bpeme-
HOM yka3aTu. CTarbe CBOjeBpPCHOT TpaHca M ayToMaTh3Ma BOfe je y npefee
MOACBECTH U3 KOjuX ce pafjajy pasnuunTe dopme. Hekaf, cy To ancTpakTHHU pas-
JIMBEHU NpefeNiv Y KojuMa ce MOBPEMEHO pa3asHajy JIMLLa, XHUBOTHIbE, NpeMe-
TH. Hekap, cy To rpoTeckHe JbyAcKe NpUinKe Y CBaKOAHEBHO] MHTepaKLMjH,
necdopMucaHe nonyT AKKoBa cTpun ayTopa Podepta Kpamba, koje Bofe
ancypaHe v KOMHYHe fujanore UaK MoHosore. Mpenauhy ce U cMetbyjy oySoko
JIMYHA YHYTpallitha CTakba, ajli W oLITap ApYLITBEHW KOMEHTAp KOjU ce orfena
Wy tongue-in-cheek Ha3zuBMMa camux fena. To je SUTaH U 3aHUMJbWB aCrekT,
jep ce ayTcajaepcka YMETHOCT HeCTO OMKCYje Kao MHTPOCMEKTUBHA, OKPEHYTa
Ka YHYTpa, He3aMHTepecoBaHa 3a CroJballitha JeLlaBara. Mnak Uy oBoM ciiyya-
jy MMaMo NpuMKy la BUAMMO Kako YMETHUYKA CTBAPHOCT KJIM3H U3 3aMULLIbe-
HUX KaTeropwja Kojom NnokyLuaBaMo fia ofesIMMO jefaH U3pas of Apyror, Texe-
hu fa HanpaBUMO pef, y Nojby YMeTOCTH Koje H1Kafa Hehe Mohy fa ce ypeaHo
MoCNIoXH y (PHoKe UCTOpHje YMETHOCTH.

Mopen, LpTexa, BOo3HULKKM cTBapa M xalyLMHaHTHe Tanucepuje/kpnape, Koje he
Ha U3J105XKOU NMOCY>XXUTHU M Kao Nponas U3 jefHor y Apyru CBeT, Kanujy Kpo3 Kojy
ce cBeTOBM yMeTHMLA Kagnpuh v BosHuuku npennvhy. Ha n3noxdu he mohu
Ja ce yyje (M BUOM) M My3uMKa Kojy Bo3HHLKK cTBapa Beh oyrv HU3 roguHa Kpo3
ayTopcke npojekTe Jonona v Copy Cat, Kpo3 Koje UcKasyje LWHWPHUHY concTae-
HWUX MHTepecoBarba M Besy ca deorpafckum My3HMYKUM aHeprpayHoM.

Mnak, BpaTUMO ce Ha TpeHyTaK Ha 4,e0 keHOr YMETHUYKOT oMnyca Koju noTuye

U3 npefena NoAcBecTU. YMeTHULA UX HAa3UBA TPYMHUM Ha3uBOM Spiritual v HaBo-
OM ,a HYje CUTypHa Kako HacTajy — Kao Heka BpcTa CHoBHerba, 3aMoceHyTOCTH,
MUCTHYHOT MCKYCTBA. 3aHUMJbHBO je pa3MaTpaTH eH paf, Y KOHTEKCTY UCTopHje
[ |

1 Pana UBekosuh y norosopy 3a Jynuja Kpuctesa, Mohu yxcaca, Hanpujen, 3arped, 1989,
CTp. 257-258.
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>KeHa apT SpyT yMeTHMLA YMjU 3HATaH [eo 3ay3UMajy YMeTHULLE-MeaujyMu.

Ha npenasy 19. y 20. Bek, TO je 610 jefaH of, HauMHa Aa XeHe yhy y cBeT yMeTHo-
CTH, KpPO3 TPOjaHCKOT KOHa OJIMYEHOT Y HATNPUPOLHOM EHTUTETY KOjU HABOLHO
BOAM HMXOBY PYKY MPOTHB HHUXOBE BOJbE M KOME MOPajy fia ce NOoBUHYjY. MMajy-
hu y BMOY Aa Takea BpCTa MUMUKpHje JaHac (Yr1aBHOM) HWje BULLE HEOMXOAHa,
MocTaBJba Ce NuTakbe LITA JIEXK M3a KejTUHUX MUCTEPUO3HUX LpTexa? [a nu je
y NMUTakby Heka BpPCTa XMNepCceH3MBUIHOCTH U CNOCOSHOCTH oTBaparba ofpehe-
HMX BpaTa Koje HaM 3aTBapa paLno? CBaKako je 3aHUMJbUBO YMOPEeLUTH LPTEX
KOju je BO3HMLIKM MeceLMMa CBaKOLLHEBHO CTBapana 3a M3noxdy ca pafoBMma
nosHate dputaHcke ,Meanjymke” Madge Gill. The resemblance is uncanny.

Pey uncanny Bogu Hac [0 3aroHETHOT NCUX0aHaNUTUYKOr nojma Unheimlich,
koMe je Ppoja NoCBETHO NOCESHY Maxkkby,? a MOXe ce NPeBeCcTH Uy [OXWUBIbA]
KOjW Hac 0dy3uMma npu nocmatparby pafosa BosHuuku u Kagupuh. Hemauka
pey Unheimlich (eHrnecku npesof, uncanny) pedunuile ce kao ocehaj 3auyhyjy-
he nosHator, Heyera LITO CMO MOXJa M CaMW HeKafa UCKYCUIIU UK BULENH,
anu ysHemupyjyher, KoLWMapHO U3BPHYTOr Ha ApYry CTpaHy, LUCTOPTUPAHOT,
na yak 1 npeteher. Mo ®pojay, Unheimlich je cmeluTeH y Y4yLHOBAaTOCTHU OOUYHOT,
TayHuWje pafu ce o 3aMarbeHoj IMHWjU n3Mefy oceharba Koje onucyjy peuu
heimlich (bamunnujapHo, no3Harto) u unheimlich (y3Hemupyjyhe, cTpaluHo). YuHu
ce Ja yMeTHHMLE, CBaka Ha CBOj Ha4yWH, f,odpo pa3ymejy Moh oBOr cTara 1 aa ce
HHMMe BPJIO YCMELIHO No1rpasajy.

McuxopgennyHe BM3Mje KejTM BO3HMUKKM 1 TakTUNIHA KpXKOCT EnmTe Kagupuh

W Mopef, CBMX pasfvka y NocTynKy, TeXHULM, MOTHUBY, HOCe 3ajeHUYKY CHaly
beckomipoMucHoi oio/basarba. bes Hamepe fa yneniuajy ConcTBeHa YHyTpalltba
npeBMpakba U pa3mMULLIbakba, OHe HaM Nokasyjy SosiHa MecTa: JIMUHA, XeHCKa,
ApyLITBeHa, MecTa Henarofe W Herpunarof)eHocTH. XXuBoT je SonaH 1 dpyTanaH
y Cyfapy ca HalliM AyXOM W HalWM TesloM. HeXXHOCT je noTpeda fa ce TO UCKY-
CTBO Nofjenu ca apyruma — na ce uspase ocehara ConcraeHe ycaMsbeHOCTH

W M3ryS/beHoCTH, aNin M a ce ucTa Ta oceharba HEKOr HaMa Herno3HaTor NojefuH-
L2 yMarbe Kpo3 CMo3Hajy fa nocToju U gpyiu Koju npumehyje, oceha 1 nponasu
KpO3 UcTa cTaka. Ycyauhy ce aa 3akJbyyuM NUTakeM: 3ap HUje TO oflyBeK duna
TEXHa U KPajibM LiM/b CBAKOT YMETHUUKOT fleNna? —><¢xxx

2 Sigmund Freud, Das Unheimliche, Internationaler Psychoanalytischer Verlag, Wien -
Leipzig - Ziirich, 1919.
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Edita Kadirié x Katie Woznicki

Museum of Naive and Marginal Art
Salon Oto Bihalji-Merin « Belgrade
13.03-25-05-2024

Senka Latinovi¢

In one country, at one salon, two artists unexpectedly met.

The first artist is an academically trained artist; it is her vocation. She leaves

a small country and lives in large European countries for many years, changing
cultures, climates, artistic circles. She comes back and leaves. Her artistic
expression is delicate, both refined and disturbing, corporeal and transcenden-
tal, tragic and promising.

Throughout her life the second artist has been expressing herself through various
art forms. She comes to a small country from another continent and settles
there for an indefinite time period. She has no artistic training, she starts draw-
ing automatically, without thinking, directly from her inner impulse and has not
stopped ever since. She wants art to be her only vocation. Her artistic expression
is flamboyant, mysterious and explosive, tender and raw, witty and confused.

Is there a point of contact, a place where the two can meet?

But does anything insurmountable keep these two incompatible worlds sepa-
rated forever?

With these questions we are opening the first exhibition of the Dialogues cycle.
At Salon Oto Bihalji-Merin we see this cycle as an opportunity to periodically
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organize meetings of artists, coming from seemingly different art worlds:
the world of official/mainstream/academic art and the world of Art Brut/marginal/
Outsider art. We want to explore everything that may arise out of that contact.

The need inevitably imposed on us is to compare and “test” the terms we use
to describe and define the often elusive and complex artistic expressions.

As a reference institution for “non-mainstream” art, the Museum of Naive and
Marginal Art has been trying to open up and analyse the intriguing question

of centre and margin since its foundation. This issue is artistic not more than
incidental, because it is primarily determined by a number of political, econom-
ic, sociological, cultural, psychological and other factors. But it is art that
appears to be a unique domain where we can read the reflection and intricate
interweaving of all these influences.

The twentieth century is the century of search for authenticity—it is actually
the entire history of modern art—an attempt of making radical distinction
from its predecessors, the shock and excitement brought by the new and
unexplored and the search for original artistic expression, untainted
(Eurocentric) cultural patterns. That position acquired a new meaning in the
period after the Second World War, when faith in civilization, culture and its
emancipatory achievements and good intentions were rightfully questioned,
and when many artists were searching for ways to break those bonds forever.
One of them was Jean Dubuffet, who coined the term Art Brut, thus wishing
to unite all those artists who were on the other side of official culture and art.
In the beginning, the focus of his interest was on psychiatric patients, prison-
ers, children, whom he considered the least touched by cultural patterns,
expectations, the market, and the art system in general. He believed that they
created without any calculation, directly from their own capacities and sources,
not caring about external conditions and pressures. At first, he jealously kept
this definition and his Art Brut collection from misinterpretation and potential
appropriation by the official art system. However, over time, he understood
that a new view and extension of the domain by including other creators was
necessary. Namely, under the term Art Culturel, Dubuffet initially considered
mainstream artistic production, but it soon became clear that there were also
Outsider artists who passed through the art system, or at least were not
excluded from it in advance. Their position on the margin was a self-willed, per-
sonal choice. Dubuffet invented a new category for them—neuve invention.

This attitude is subject to questioning even today. Trained artists are often
denied the possibility of an outsider position, i.e., the possibility of removing
the layers of what has been learned and already formed. On the other hand,
the art of the margins has long since made its way onto the market, into
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museums, collections, thus losing forever the aura of unadulterated, intactness,
harmlessness, if it ever had. It is clear that such utopian concepts of Dubuffet
and his like-minded people were more a product of the desire for distinction
that would forever change the cultural paradigm, introduce the possibility of a
plurality of positions from which art arises and erase the rigidity and conserva-
tism of the canon. However, it seems that it created a certain division itself.

That is the division we want to reexamine. Where is the border, how do we
define it and why do we define it at all? Has this type of categorization been
overcome, or do we have to create it in order to better and more easily under-
stand the world around us, at least through the artificially created antipodes
of the man-created and naturalness, manipulation and sincerity, education
and instinct, thoughtfulness and impulsiveness?

As soon as we scratch below the surface, these questions appear and show
that, in both life and art, things cannot be viewed in binary and polarized terms,
if we want to fully understand them. Although separated by walls, each in her
own room, our artists enter into a dialogue they lead in the field of the subcon-
scious, unutterable, disturbing, amazing, wild and vulnerable.
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Edita Kadiri¢ represents the eternal liminality of the woman’s experience
through a reduced drawing. The world of gentle and ruthless youth, a girl in the
period of transformation into a woman, after which nothing will be the same.
That painful ritual of transition is shown through the unusual and disturbing
contacts of human and animal bodies, or through the communication of deer,
rabbits, monkeys, with girls; it seems that the animals still wish to keep the
girls in the world of childhood, where this surreal communication is possible,
where everything is possible before they enter the world of serious interper-
sonal relationships, rationality and roles predestined for them. Does anyone
ask girls if they want to grow up and what they want to be?

When girls do grow up to become women, there are still many situations they
must go through, and Edita Kadiri¢ rightly associates them with hormonal sta-
tus. It is a muzzle made of beads, an invisible cage in which society imprisons
us and teaches us how to live, feel pain, suffer and bear everything with dignity,
smiling and speechless.

In Edita’s expression, we see a definite, easy, trained stroke, which she masters
sovereignly; however, the drawing is not there for our admiration of the clarity
and beauty of the procedure. It is routinely smeared, dotted, stained, exactly
brutal in the sincerity of circumstances it wants to present. By contrasting deli-
cate beads and spiky necklaces, blood-like stains and the solemn golden colours
of Byzantine frescoes and icons, asexuality and sensuality, otherworldly

and human, Kadiri¢ creates an atmosphere of tense discomfort, but also some
dignified sadness that seems to always accompany women on their life paths.

This is an opportunity to mention the almost universal characteristic of Art
Brut, which is a psychoanalytic term introduced by the philosopher Julia
Kristeva, the concept of abject. In the afterword to Kristeva’s book Powers
of Horror Rada Ivekovi¢ explains:

“In the symbolic order, it is sensed as something threatening, something
terrible and dangerous for the system, something repulsive, disgusting,
incomprehensible, like death, like a border (as a woman), like an abomina-
tion, something that needs to be reprocessed.”

i)

“The abject is not just the other side of the subject; the abject is the very
border or cut that connects as a scar, as some interface, as something that
is neither subject nor object and that participates in/from both, as a ‘phobic
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object’, evading focus on both sides of a mirror. Abjection is recognizable in

9991

all purification rituals, where something impure is transformed into ‘pure’

Edita Kadiri¢ does not hesitate to face the unacceptable aspect of living beings.
Moreover, she brings it into a noticeable position, through the consideration
of human animality, reprocessing it in her specific way—either biting her own
hand in the exhibited video animation The Palace in order to alleviate and trans-
form her inner pain and restlessness, or through the display of a large sculpture
of a red horse Anima Roy, which could be interpreted as a spirit animal or alter
ego of the artist.

Katie Woznicki creates in an eruptive way. Her stroke is unrefined and unpre-
dictable; it is unknown where her hand will take her and what will appear in the
drawing over time. The state of certain trance and automatism takes her to the
subconscious regions which give birth to different forms. Sometimes they

are abstract, blurred landscapes, where faces, animals, objects are occasionally
discernible. Sometimes, they are grotesque human figures in everyday interac-
tion, distorted, in absurd and comic dialogues and soliloquys similar to the
characters of Robert Crumb, the author of comics. Deeply personal inner states
intertwine and alternate, but also a sharp social commentary that is reflected
in the tongue-in-cheek names of the works themselves. This is an important

and interesting aspect, because Outsider Art is often described as introspec-
tive, turned inward, uninterested in external events. However, even in this case,
we have the opportunity to see how artistic reality slips out of the imagined
categories thought which we try to separate one expression from another,
striving to create order in the field of art that will never be subject to neat
arrangement in the drawers of art history.

In addition to drawings, Woznicki also creates hallucinatory tapestries/patches,
which will, at the exhibition, serve as a passage from one world to another,

or as a gate through which the worlds of the artists Kadiri¢ and Woznicki inter-
twine. At the exhibition, it will be possible to hear (and see) the music that
Woznicki has been creating for many years through the original projects
Dodola and Copy Cat, where she expresses the breadth of her own interests
and connection with the Belgrade musical underground.

However, let us return for a while to the section of her artistic oeuvre that
originates from the realm of the subconscious. The artist calls those artworks
a group name Spiritual, stating that she is not sure about their genesis—a kind
I

1 Rada Ivekovi¢, afterword in Julija Kristeva, Mo¢i uZasa, Naprijed, Zagreb, 1989,
pp.257-258
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of dreaming, possession, mystical experience. It is interesting to consider

her work in the context of the history of female Art Brut artists, where female
art-mediums inhabit a significant segment. At the turn of the nineteenth

and twentieth centuries, it was a way for women to enter the world of art,
through a Trojan horse embodied in a supernatural entity that supposedly guid-
ed their hand against their will, and to which they had to obey. Considering
that this kind of mimicry is (mostly) no longer necessary today, the question

is what lies behind Katie’s mysterious drawings? Is it some kind of hypersensi-
tivity and the ability to open certain doors that the ratio closes to us? It is cer-
tainly interesting to compare the drawing that Woznicki created every day for
months for the exhibition of artworks of the famous British “medium” Madge
Gill. The resemblance is uncanny.

The word uncanny leads us to the enigmatic psychoanalytic term Unheimlich,
to which Freud paid special attention,> which could also be translated into

the experience that overwhelms us when observing the works of Woznicki
and Kadiri¢. The German word Unheimlich (English translation Uncanny)

is defined as a feeling of the amazingly familiar, something we might have
experienced or seen ourselves, but unsettling, nightmarishly twisted, distorted,
and even threatening. According to Freud, Unheimlich is located in the strange-
ness of the ordinary, more precisely, it is a blurred line between the feelings
described by the words heimlich (familiar, known) and unheimlich (disturbing,
terrible). It seems that our artists, each in her own way, well understand

the power of this condition and successfully play with it.

Psychedelic visions of Katie Woznicki and tactile fragility of Edita Kadiric,
despite all the differences in procedure, technique, and motifs, share the power
of uncompromising nakedness. Without the intention to beautify their own inner
turmoil and thoughts, they show us painful areas: personal, feminine, social,
places of discomfort and maladjustment. Life is painful and brutal in the colli-
sion with our spirit and our body. Tenderness is the need to share the experi-
ence with others—to express feelings of one’s own loneliness and loss,

and also to reduce the same feelings in an unknown individual through

the realization that there is the other who notices, feels and experiences

the same circumstances. I will dare to conclude with a question: has it not
always been the aspiration and ultimate goal of every work of art? >¢xxx

2 Sigmund Freud, Das Unheimliche, Internationaler Psychoanalytischer Verlag, Wien -
Leipzig - Ziirich, 1919.
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