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...3@ MeHe je cBe y nMpoTuuarby, aan y ToM
cMUCAy WTO ja Hagnehem Taj Moj npusop,
KOju MoCTeneHo, y ciojeBMMa ucnyHasam
ceeTnowhy...

BojaH Bem

M3 TekcTa “Meamjcka penos3numoHmpama
cnunke”, JacMmHa Yy6puno, ®oHgauumja
Byjuuunh, beorpaa 2016.

...From me, everything lies in an efflux, in a
sense that I fly over that scene of mine and
in layers, I fill it in with light...

Bojan Bem

From a text “Media repositioning of
a painting”, Jasmina Cubrilo, Vujici¢
Foundation, Belgrade 2016

PapnoBsu 13 cepuje KiecaHe cteHe cy AMMeH3uja
10x10cm, koMbMHOBaHa TexHuKa, 1991-95.
PanoBu 13 cepuje beToHcku 6710K0BM CYy ANMEH3Mja
16x21cm, gurmutanuu npuHTt, 2017-19.

Artworks from the series Carved Stones are
10x10cm, mixed media, 1991-95

Artworks form the series Concrete Blocks are
16x21cm, digital prints, 2017-19



JeneHa Kpusokanuh / Jelena Krivokapic

O umknycummMma bojaHa bema
~KnecaHe creHe — BeTtoHCcku 6nokoBu”

On Bojan Bem'’s Cycles
“Carved Stones” and “"Concrete Blocks”

Y pagoBumMa bojaHa Bbema npas-
HW MPOCTOpPM BPEMEHOM Cy arncopbosanu
noTeHuMjanHe akTepe n TparoBe HUXOBUX
AenaTHuX akuuja, Koju cy caga cseaeHu
CaMo Ha CBOj reou3nyKn ONncC 1 ancTpakT-
HU MHBeHTap. M3onoBaHe cTeHe, yaybuHe n
KaMeHOo/I0MW, Tparosu epo3unje n CBeTN10CTU
Koju cy peduHucanm HoBe opMaumje Tna,
CyneprnoHMpaHn NaBUpUHTU, HUXOBE CEHKE
W ucupTtaHum rpaHnyHnum 6e3 HasHaka nepc-
NeKTMBe, eHUrMmaTuyHe npeacraBe KaMeHux
cteneHnwTa, 6aceHCKnx oTBOpa U HbUX0-
BUX ,MPUNUTOM/bEHNX BOAA", MpOCTOpU
onun/bmMBe TULLNHE, CMEeY]Y Ce, Kao y pas-
NTNYNTUM CeEKBEHLLAMa OTBOPEHOI CHa Uin
CTamy mn3onosaHe 6yaHoOCTU.

CreHoBuTa nnun 6eToHcka koHbUrypaumja
npeaena, Koja o6M4HO 3ay3mma LeHTpan-
Hy napTuumjy, aedunHUcaHa je yBek 13
Oomer fieBor yrna cnvke n npaheHa su-
3yefnHMM ynagoMm AMHaMuuHe agunjaroHane

- y npujarwajyhem knusemwy ,HeBUAbUBE
cune® n3 ropwer uam 604HoOr gecHor
pakypca. Tek 3ajeqHO, OBa ABa o4yuwiTa y
BemMoBOM paay, CycTu4y ce y jeAUHCTBEHMU
dokyc cnuke, 3aokpyxyjyhu cneunduyHy
ekoHoMKjy ,06jaBe npucycTea”. KoHBeHUMja
CpeaH0BEKOBHOI PefIMrmo3HOr C/IMKapcTBa,
KOjuM ce oBakaB (OKYyC 4YeCTo opraHusyje

Yy »,MeCTo oamrpaBama 4yaa“, kao ga je y
BbemMoBOj nHTEepnpeTaumjn Npepacna y MecTto
CTasHO oAjsiaraHor 4yyga wnu npe nonpuvwTa
cepuje ancTpakTHuUx gorahaja ca nocebHuM
3HayeHeM 3a camor ayTopa. Ha Hhuxosom
MecCTy yKpLwTajy ce ,/iuHuje cuna” pasnmum-
TOr NOpekna, pa3Meryjy YUAHOBM YynHe nep-

In the works of Bojan Bem, empty
spaces have absorbed potential protagonists
and traces of their actions over time, and
they are now reduced only to their geo-
physical description and abstract inventory.
Isolated rocks, crevaces and quarries, traces
of errosion and light that have defined new
ground formations, superimposed labyrinths,
their shadows and plotted confiners with no
designation of perspective, enigmatic pre-
sentations of stone staircases, basin holes
and their “tamed waters”, space of a tangible
silence, take turns, just like in a different
sequences of an open dream or a state of an
isolated vigiliance.

A rocky or a concrete configuration of the
landscape, that usualy takes a central posi-
tion, is always defined from the lower left an-
gle of the painting and is followed by a visual
intrusion of a dynamic diagonal - in an ad-
hesive sliding of an “invisible force” from the
upper or right side angle. Only together, the
two points of view in Bem’s work, are create
the unique focus of the painting, rounding up
a specific economy of the “announcement of
the presence”. A convention of the medieval
religious art that organizes this kind of focus
into a “place of miracles” seems to become

a place of perpetual miracle postponement
or even more a scene of a series of some
abstract events in Bem'’s interpretation, with
a special meaning for the author himself. In
their place “the lines of the forces” of a dif-
ferent origin intersect, fragments of sensorial
memory and the history of events are inter-
changed; their dynamic remains irreducible



uenunje n gorahajHe ncropuje, unja auHa-
MUKa OCTaje HeCBOAWBA Ha HeKy jeAUHCTBEHY
€HUrMy XuBoTa (CNMKapcTBa) 1 Herose
Kpeauuje.

OBa nonapusyjyha n ambmuBaneHTHa
Tonorpadwmja Mmecrta ,CyreCTMBHor npmcycresa”
3aApXaHa je y ABa umkiyca pagosa npea-
CTaB/beHUX Ha M310X6bu y ranepujun b2. Y un-
K/yCy LpTexa noa Ha3mBoM KsiecaHe CTeHe,
HacTanor usMehy 1991-95. n y HajHOBK]Oj
cepuijn doTorpaduja nog Ha3MBoM bETOHCKU
6r10ko0Bu (2017-19). OMamsbyjyhu ynaam
TOTasHOr CBET/1Ia YU rOTOBO OMNUM/BUBO NpU-
CyCTBO Basayxa, cyrepucaHu cy npatehmm
PUTMOBMMA YNCTUX BU3YENTHUX CeH3auuja

Yy HEeroBuM HajHOBUjUM pagosuma. Kako y
OKBUWPY KOHBEHUMOHanHe nnu dotorpad-
cke (KnecaHe cteHe w beToHCKu 6710K0BU),
Tako U y OKBUpPY MOKPETHe CNMKe, BUAEO
WHCTanauuje noa HasneoM KageHLe HacTane
2010, oBU efnleMeHTM BPEMEHOM MOCTajy

CBE BaXXHMjU MaTepujasHu 1 KOHUeNTyas Hn
Hocuoum BemoBumx gena koju hopmumpajy oBaj
jeanHCTBEH NpOCTOp ,ancTpakTHOr gorahaja”.
MocebHO beHOMEH Ba3ayxa M Aaxa Kaja ce y
HErOBOM pajy MCNocTas/bajy Kao 04CYCTBO
WM NpuUCycTBO oBe materiae primae, ycnosa
oncrtaHka adeKTUBHUX CTakba U HUXOBE OT-
BOpPEHe YYJIHOCTU, Kao YNTUMATUBHU Meaun]
caMe nepuenuuje.

Kpo3 6pmx/bnBo ofgabpaHe cekBeHLe — KOH-
BeHUMOHanHe, dotorpadcke nnun Bmaeo
cnAnKe — NpaTMMo OBaj OMWUMN/bUBMU NYT YK-
pwTaka cuna Koju 6enexun cMerwmse Um-
K/lyce npupoae, AenoBa AaHa M roanLLbuX
poba, puTMOBE CBET/IOCHUX MEHA U CEHKMU,
CTpyjame Ba3sayxa, anu u uene cepuje an-
CTpakTHux gorahaja. OBM nocnearun Kao

[a ce ayTeHTUYHO pa3pellasajy jeanHo y
BPEMEHY pa3MereHMX MaHAaTa XueoTa
OpraHcKor ca cactaBMmMa MUHEpPONOLLKOr
CBETa, XXWBE M NOKPETHe, Hacnpam ers-
UCTEeHUMje HEMOKPETHUX CTBapW, Y BpEMEHY
jeAnHCTBEHOr YMETHMYKOr npomnssohera
MaTepuje cBeTna v Basayxa, apTUKynmMcaHor
3BYKa ca OHUM 3arnywyjyhe TunHe,
TparoBa ML4Ye3nor NpMcycTBa y CyCcpeTy ca
HacTynaweM uwdekyjyhmnx gorahaja.

to some unique enigma of life (painting) and
its creation.

This polarizing and ambivalent topography of
a place “of a suggestive presence” remains
in two cycles of his work exhibited in Gal-
lery B2. In a cycle of drawings titled Carved
Stones, dated between 1991 and 1995, and
in the latest series of photography titled
Concrete Blocks (2017-19). The dazing intru-
sions of light and almost tangible presence of
air are suggested by back up rythms of pure
visual sensations in his latest works. Over
time, these elements have become more and
more important materials and conceptual
bearers of Bem’s work forming this unique
space of “an abstract event”, both in his
conventional or photographic work (Carved
Stones and Concrete Blocks), but also within
the moving pictures, in his video instalation
titled Cadences dated 2010. The phenomena
of air and breath especially when manifested
in his work as absence or presence of this
materiae primae, are the survival condition
of the affective states and their open sen-
suality, an ultimate medium of a perception
itself.

Through the carefully selected sequences -
conventional, photographic or video images

- we follow this tangible intersection of forces
that reflect the chengeable cycles of nature,
parts of the days and seasons, rythms of
lights and shadows, air flows, but also the
entire series of abstract events. The last ones
seem to be authenticaly resolved only in
time of exchanged mandates of organic life
with the mineral world, live and mobile, in
oposition of the existance of the immovavle
things, in time of an unique artistic creation
of a matter of light and air, articulated sound
with that of deafening silence, traces of a
vanished presence encountering the occur-
rence of events awaited.



JoBaH Yekuh / Jovan Cekié

MEKraCbMH MJIN NCTpaKmBame rnpasHmnHe

MacGuffin or Exploring the Emptiness

“"He nocToju Tako HeLWTO Kao LWTOo je
npasaH rpocTop uau npasHo Bpeme.
... HoBek koju yhe y rnyBy coby,
coby Koja je Tuxa KoJIMKO je TO Tex-
Hosowku moryhe, yyje Tamo gBa
3ByKa, jegaH BUCOKM v jeaaH Ay6oK:
BUCOKM je paf C/1yLuao4eBor HepBHOI
cucrtema, a Ay6oku je umpkKynaauymvja
Herose kpBu. loka3syje ce ga nma
3BYyKOBa KOju ce 4yjy Be4ynTo, ako
nocroje ywm ga mx 4dyjy.”

LloH Kejy

HewTo ce yBek noaaje norneay,
HeLWTOo yBeK rneaa aa 6u 6mno smheHo,
anu, 3aMKa kojy objekT nocrassba norneny
Hajuewhe QyHKUMOHMLLE KAo HENPEMOC-
TUBa Npenpeka y UcTpaxxmpamwy NpasHuUHe.
Kako nornep ynaga y Ty knonky? Hajuewhe
TaKo WTO je y TPeHYTKY yBe3aH Ha 6e36poj
MpuUK/by4yaka, Kao WTO TO, Y CBOjOj aHanms3un
BenackesoBe (Velasquez) Mnage nnemuhke,
nokasyje ®yko (Foucault). (,Mneganau
BUAN KaKO HeroBa HeBnNan/bMBOCT I'IOCTaje
BUA/bMBA 3@ C/IMKapa M, TPaHCMOHOBaHa y
CNnKy, ,qubI/IHVITVIBHO HeBUA/bUBA 3a HEera
camor.”) YnpaBo Kpo3 Ty urpy 6eckpajHmnx
npennvTarba 1 yBesuBama, nornea nocraje
3apob/beHNK KOHTEKCTa. McTpaxusame npas-
HUWHe Hajyewhe je HaAOMELWITEHO YXMBarbeM
Y KOHTEKCTY.

Mocnearwunx rogvHa paa bojaHa bema kao aa
je OKpeHyT jow paavKanHujeM rnokywajy aAa
ocnoboan nornea on Te 3aMKe KOHTeKCTa y
Kojy je yxBaheH. Anun, 3a TO HUje AOBOJbHA
nyka peaykuuja, Huje OBO/bHO CaMO CBECTU
npucycTeo objekaTa y HEKOM NPOCTOpY Ha

“"There is no such thing as an empty
space or an empty time. ... A man
that enters an anechoic chamber, a
room as silent as technically possi-
ble, can hear two sounds there, one
high and one low: the high one is his
nervous system in operation, the low
one his blood in circulation. It shows
that sounds are there perpetually, if
there are some ears to hear them.”
John Cage

Something is always presented to
the view; something is always looking to
be seen. However, the trap the object has
placed for the view is most often working as
an insurmountable obstacle in exploring the
emptiness. How is it that the view is falling
into that trap? Most often, it is connected in
to a countless number of plugs, just as Fou-
cault shows us in his analyses of Velasquez's
Les Meninas. ("The viewer sees his invisibility
becoming visible to the painter and, trans-
ported into the painting, definitely invisible
to himself.”) Through that exact game of per-
petual interweaving and binding, a view be-
comes the prisoner of a context. Exploration
of the emptiness is most often compensated
by the enjoyment in the context.

The work of Bojan Bem seems to be, during
the last years, devoted to an even more
radical attempt to liberate the view of that
context trap it has been caught in. But a
mere reduction does not suffice the cause,

it is not enough to reduce the presence of
the object in a space to the minimum. That
kind of visual logic leads to vulgarity, a linear



HajMamwy Moryhy mMepy. TakBa Bu3yenHa
norvka pobyje BynrapHoM, IMHEapHOM
pa3yMeBaky NPOCTOPHO-BPEMEHCKE CTPYK-
Type. [la 6u ce oupTana npasHMHa HEOMNXo4-
HO je pa3oTKpUTU HewTo oA 6e3capXajHoCTn
objekTa, HeroBy HULWITABHOCT, Kako 6u ce
TO WTO, MHa4ve, PyHKUMOHULLIE Kao 3aMKa,
TpaHchOpMMCano y HeWTO WTO CBE KOMMO-
HEHTe M3BECHOr CTaka CTBapwu AOBOAMN Y
WCTYy paBaH M YMHW Hau3rnes jeqHako Bax-
HUM. [Mapa4oKC NpucycTBa TakBor objekTa
je ynpaso y ToMe wTto omoryhaBa aa ce
carnena OACyCTBO CBUX objekaTa, CBUX
BUPTYaSHUX NpuUKIby4vaka n mpexa, 6es
yera 6u ce MHaye TeLWKO MO0 roBOpUTH

O MPasHUHMU.

dyHKUMja oBakBor objekTa je cnnMyHa oHoMe
wTo Xumykok (Hitchcock), y cBojum pas-
rosopuma ca Tpudoom (Triffaut), HasuBa
MekragpuHom (MacGuffin). JoBosbHo je
3aMUCInNTn pa3rosop u3Meby ABa 4YoBeKa y
Bo3y. JenaH kaxe apyrom: ,LLTa uma y ToM
rnakeTy Koju CTe CTaBuan y Mpexy u3Hag ce-
anwTta?” fljpyrn: ,Ax, To! To je MekragpwuH.”
OHga npsu: ,LlTta je To Mekradun?” [py-
ru: ,E. na, nerno, To je anapart 3a xBaTare

Mpunpema nsnoxbe y Nanepunju Joma oMmnaguHe
Bbeorpaga, 1995.

Preparation of the exhibition in the Gallery of Bel-
grade Youth Centre, 1995

s1aBoBa y naaHuHama AaumpoHaaka.” lpsu:
,Ann, HeMa naBoBa y AanpoHaaky.” Taaa
Ayry 3aksbydyje: Y ToM crydajy, 10 Huje
MekraduH.” Y HacTaBKy Xn4Kkok objawraBa
Kako My ce y pady ca CueHapucTtMMa yBek
Jewasao jegaH HeobuyaH beHOMEH jep OHM
nokasyjy CK/IOHOCT Aa CBY CBOjy Maxy
nocsete MekradwuH, Tako Aa je oH npuHyheH

understanding of the space-time structure.
In order to outline the emptiness it is nec-
essary to uncover some of its insubstantial-
ity, its nullity, in order to transform what is
usually functioning as a trap into something
that brings all components of a certain state
into the same plane and makes it seemingly
equally important. The paradox of the pres-
ence of such an object is exactly in the fact
that it enables us to perceive the absence
of all objects; all virtual plugs and nets, and
without it, it would be hard to talk about the
emptiness.

A function of an object such as this is simi-
lar to what Hitchcock, in his dialogues with
Triffaut, calls MacGuffinom. Let us imagine
a dialogue between two men in a train. One
man says, “What’s in that package up there
in the baggage rack?” The other answers,
"Oh, that’s a MacGuffin.” The first one asks,
“What’s a MacGuffin?” “"Well,” the other man
says, “it’s an apparatus for trapping lions in
the Adirondack.” The first man says, “"But
there are no lions in the Adirondack,” and
the other one answers, “"Well then, that’s no
MacGuffin!” Thereafter, Hitchcock explains

MocTtaBka n3nox6e y Manepujn [loma omnagmHe
Bbeorpaaa, 1995.

Exhibition setiup in the Gallery of Belgrade Youth
Centre, 1995

that a curious phenomenon always happened
to him when working with the scriptwriters
because they tended to give their attention
to MacGuffin and he was forced to explain
that there is no significance in the matter,
that there is no need for MacGuffin to be too
serious etc.



Aa uMm objawrbaBa Aa TO HEMa HUKAKBOI
3Hayaja, Aa Hema noTpebe aa MekradpuH
6yae cyBuwe 036usbaH u cn.

Morno 6u ce pehu ga 06jekTn Kao WTo cy
TEepeHU 3a TeHUC, NCU, NAaBUPUHUTU, UIN
Kao y nocrnegre BpemMe, KoMagm mckneca-
HUX CTeHa, y cnnkama bojaHa Bema nmajy
dyHKUM]y NnonyT oHe Kojy nma MekraduH.
OHM CYy KOHCTUTYTUBHU MOMEHTU NpasHuHe,

One could say that the objects such as ten-
nis courts, dogs, labyrinths, or lately, pieces
of a carved stones, in the works of Bojan
Bem have a MacGuffin function. They are the
constituent moments of emptiness, a point
around the emptiness is structured, but at
the same time they are also a confirmation
that “there is no such thing as an empty
space or an empty time”. To understand the
emptiness it is necessary to have an object,

Backpceme JlazapeBo, 'pavaHunua, aAeTtanb
Resurrection of Lazarus, Gracanica monastery,
detail

Tayka OKO Koje ce CTpyKTypupa npasHuHa,
ann UCTOBpeMEeHO M NoTBpAa Aa ,He NocToju
TaKo HeLWTOo Kao LWTOo je npa3aH NpocTop uaun
npasHo Bpeme”. 3a pazyMeBame npasHuHe
HeonxoAaH je Hekn 06jeKT, HeKM LyM, HeLWTo
LITO PEMETU HEHY YMCTONY jep y CynpoOTHOM
cny4dajy oHa usMm4ye cBakoj peuenuujun. 36or
Tora je notpeba fa ce TMM objekTnMa npuaa
Behn 3Hayvaj o4 nyke NyKOTUHE KpO3 KOjy ce
MOX€e TEK MPOBUPUTU Y NPa3HUHY, CUMNTOM
HekakBe (OBMYHOCTM, U3BECHOI CTPpaxa o4
npasHuHe. OTyAa cy BUpTYyesiHe pacrpase

- 0 TOMe Aa N1 Cy y NuTamwy pacHu ncu u
KOju, Aa K je nac Hah NaBMPUHTOM 3arnpaso
Oenanos kyhHu /bybuMal 1 aa nu cy KoMmaam
KflecaHux cteHa dpakTtatv BaBunoHcke kyne
HaKOH M3nunBa 60XaHCKOr rHeBa — CacBUM
nerutumHe. Jep, unak ,...MekragumH Huje
HUWTa. Ja cam y TO yBEPEH, a/lu U3 UCKYCTBa
3Ham fga je BpJio TELUKO y TO yBeputn apyre.”

Hoto, CturmaTnsoBwe CB. Opame, AeTarb, ACU3n
Gioto, Stigmatization of St. Francis, detail, Assisi

a rustle, something that disturbs its purity
lest it slip from any reception. That is why
we need to give these objects a significance
bigger that the crack through one can peep
into the emptiness, a symptom of some
kind of phobia, a certain fear of emptiness.
That is why the virtual discussions - if these
are the pedigree dogs and what bread they
are, if the dog above the labyrinth is actu-
ally Daedalus’ pet and weather the pieces
of carved stones are actually the pieces of
the Tower of Babel left after the effusion of
divine wrath - are quite legitimate. Cause,
after all, "...MacGuffin is actually nothing at
all. I am convinced in it but from experience
I know it is very difficult to convince others.”



KnecaHe cteHe / Carved Stones






BetoHckn 6nokoBu / Concrete Blocks
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BOJAH BEM

PoheH y Beorpaay 1936. lunnomMmupao Ha
6eorpaackom ®nno3odckoM akynTeTy —
rpyna 3a ncropujy ymetTHoctu 1962.
Xuen v paaun y beorpaay.

CAMOCTAJTHE U3J10XXBE

2015. lNogunwra goba (dpotorpaduje-
cnajp npojekumja), MNanepuja
caBpeMeHe yMeTHocTu, CyboTuua

2015. lNogunwrsa fgoba (poTtorpaduje-cnaja
npojekuuja), Nanepuja KynTypHor
ueHTpa, beorpaa

2010. KageHue (Bnaeo pag), MNanepuja
KynTypHor ueHTpa, beorpag

2002. Cnmke mn yptexu, MopepHa ranepuja,
Nasapesay,

2002. b. woBcku, b. bem u b. LipH4yeBuh,
CanoH My3eja caBpeMeHe YMETHOCTH,
Bbeorpaa

2000. PetpocriekTnBHa u3Jsoxba uprexa,
MecTHa ranepuja, JbybrbaHa

2000. YpTexu, Nanepunja Mmuknosa Xuwa,
PrnbHunua

2000. Lprexwn, Fanepunja Xyna, Mapubop

1998. PetpocniektuBHa n3noxba uprexa,
lanepuja Xaoc, Beorpag

1995. lanepuvja Joma omnagmHe, beorpag

1991. Gallerie Le desert Imaginaire, Saint
Guillem-le-Desert, ®paHuycka

1991. Fanepwuja Equrna, Jby6s/baHa

1991. Nanepwuja Jloza v Nanepuja menysa
(O6anHe ranepuje - MNMupaH), Konap

1991. lanepuja ApywTea 3a KynTypHY
capagmy Jyrocnasuja-®paHuycka,
CapajeBo

1990. CanoH Myseja caBpeMeHe YMETHOCTH,
Beorpaa

1988. Espace des Arts, Chalon-sur-Sadne,
®dpaHuycka

1979. Nanepuja Meaysa, Konap

1979. Mana ranepwja, JbybrbaHa

1977. Manu nnKoBHU canoH, Hosu cag

1977. CanoH My3eja caBpeMeHe YMEeTHOCTH,
Beorpaa

1976. Fanepuja CebactmnaH, Jy6poBHUMK

1975. Galleria L'’Argentario, TpeHTO

1974. Galleria del Cavallino, BeHeuuja

1971. lanepuja Joma omnaanHe, beorpag

1970. l'anepwnja TpnbuHe mnaanx (ca MNenom
MawhaH), Hoeu Capg

1969. lanepuja KHY (ca Menom Mawhan),
Beorpaa

BOJAN BEM

He was born in 1936 in Belgrade. He gradu-
ated Art History at the Faculty of Philosophy
in Belgrade. Lives and works in Belgrade.

INDIVIDUAL EXHIBITIONS

2015 Seasons (photography-slide
projection), Contemporary Art Gallery,
Subotica

2015 Seasons (photography-slide
projection), Cultural Centre Gallery,
Belgrade

2010 Cadences (video), Cultural Centre
Gallery, Belgrade

2002 Paintings and Drawings, Modern
Gallery, Lazarevac

2002 B. Iljovski, B. Be mi B.Crncevic,

Salon of the Museum of Contemporary
Art, Belgrade

2000 Retrospective Exhibition of Drawings,
City Art Gallery, Ljubljana

2000 Drawings, Gallery Miklova hi8a, Ribnica

2000 Drawings, Gallery Zula, Maribor

1998 Retrospective Exhibition of Drawings,
Gallery Chaos, Belgrade

1995 Gallery of Belgrade Youth Centre,
Belgrade

1991 Gallerie Le desert Imaginaire, Saint
Guillem-le-Desert, France

1991 Gallery Equrna, Ljubljana

1991 Gallery Loza and Gallery Meduza
(Coastal gallery - Piran), Koper

1991 Gallery of the Association for Cultural
Cooperation Yugoslavia - France,
Sarajevo

1990 Salon of the Museum of Contemporary
Art, Belgrade

1988 Espace des Arts, Chalon-sur-Saone,
France

1979 Gallery Meduza, Koper

1979 Small Gallery (Mala galerija), Ljubljana

1977 Small Art Salon, Novi Sad

1977 Salon of the Museum of Contemporary
Art, Belgrade

1976 Gallery Sebastian, Dubrovnik

1975 Galleria L'Argentario, Trento

1974 Galleria del Cavallino, Venice

1971 Gallery of Belgrade Youth Centre,
Belgrade

1970 Tribune of Youth Gallery (with Pepa
Pasc¢an), Novi Sad

1969 Gallery KNU (with Pepa Pas¢an),
Belgrade



HAIPALE

2011. lNonntnkmnHa Harpaga u3 ®oHaa
Bnaancnas PubHukap 3a Haj6o/by
u3n0x6y y 2010. roguHn, KageHue,
oApxaHoj y MNanepujn KyntypHor
ueHTpa beorpaga

1998. lnaketa bojaHy bemy 3a cTBapasadyke
ycriexe y 1998. roanHu, CKynwTUHa
ynynyac-a, beorpag

1995. Uznox6a meceya (3a usnarare y
Fanepunjn Joma omnaavHe y
beorpaay), Ctyamno b n JyrocnoseHcka
ranepuja ymeTHuMUkux gena, beorpag

1991. Uznoxba meceuya (3a nanaramwe y
CanoHy My3eja caBpeMeHe yMETHOCTU
y Beorpaay), Ctyano b u Jyrocno-
BEHCKa rasiepuja yMeTHUUYKMX gena,
Beorpaa

1991. Harpaaa CU3 kyntype beorpaaa 3a
Hajbosby n3nox6y y 1990. roguHm,
Beorpaa

1978. Harpaga pagHnykor casera, X Memo-
pujan Hagexae Metposuh, Yauak

1977. OtkynHa Harpaaa, VIII jecerbn canoH,
Bara Jlyka

1970. OTtkynHa Harpaga, lNnaBu canoH,
3apap

OENA'Y KOJIEKLUMIAMA

Jena My ce Hanase y My3ejy caBpeMeHe
yMeTHoCTU, HapogHoMm My3ejy, JeBpejckoM
my3ejy, Mysejy UenTtep y beorpaay, Nane-
pujn BUX y CapajeBy, My3ejy caBpeMeHe
yMeTHoCcTU y Barwanyumn, HapogHom myse-
jy v 3aapy, Nanepunjun y MotosyHy, NLB Art
Collection y JbybrbaHun, MNanepuju Xyna y
Mapunbopy, JINKOBHO]j KONOHUjN y CTpyMuMun,
Galleria del Cavallino y BeHeuunju, Galleria
d’Arte L'Argentario y TpeHTy, FRAC y CTpas-
6ypy uta. Takohe, cnnke u UpTEXN My ce
Hanase y MHOrMM NpMBaTHUM Kofekuuja-
ma y Cpbujn, CnoseHnjn, Ntanunju, ®paH-
LyCKOj unTA.

YBUA Y BUBJTMOTPAGUNIY

O mwerosum pagosuma Cy nucanu MHOrm
yrnegHu Kputuyapu, Teopetnyapu M HoOBU-
Hapw y 3eM/bu U MHOCTPAHCTBY:

. TpudpyHosuh, Jb. Muropmnjesuh,

. henuh, B. TupHanuh, C. Puctuh,

. Bykosuh, A. Hophesuh, M. b. MpoTuh,

. YUeneboHosuh, J. [leHerpu, b. MorayHuk,
. HoBakosuh, . Cyb6oTtuh, 3. Mapkywl,

. Pajuesuh, K. borgaHosuh, H. KycoBau,

. Bacuh, C. bowmak, b. Kagnjesuh,
BMHTepxanTep, O. TonHaj, A. beruh,

J. OecnoTtoBuh, A. BacuH, [. CpeTeHOBMh
XK. J1. Wedep, H. Wywnua, E. Mnwo, A. Tuw-
Ma, M. MNpoaaHosuh, J1. MepeHuk, J. Mu-
KyX, M. Bnajuh, M. MapTtuh, A. E. Bjenuua
MnapeHoBuh, Jb. huHkyn, b. Jbybuwuh,

C. Monoswuh, J. Yekuh, J. Yybpwuno, J. Kpuso-
kanuh uta.
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AWARDS

2011 Politika’s Award by the Vladislav
Ribnikar Fund for the best exhibition
in 2010, Cadences, Cultural Centre
Gallery, Belgrade

1998 Plaque for Bojan Bem for the creative
achievements in 1998, ULUPUDS
Assembly, Belgrade

1995 Exhibition of the Month (for exhibition
at the Gallery of Belgrade Youth Cen-
tre) Studio B and the Yugoslav Gallery
of Art, Belgrade

1991 Exhibition of the Month (for exhibition
at the Salon of the Museum of
Contemporary Art, Belgrade), Studio B
and the Yugoslav Gallery of Art,
Belgrade

1991 Cultural "SIZ” of Belgrade Award for
the best exhibition in 1990, Belgrade

1978 Award of the Workers’ Council,
Nadezda Petrovi¢ Memorial, Cacak

1977 Redemptory Award, VIII Autumn Salon,
Banja Luka

1970 Redemptory Award, Blue Salon, Zadar

WORKS IN COLLECTIONS

His works are part of the collections of Muse-
um of Contemporary Art, National Museum,
Jewish Museum, Zepter Museum in Belgrade,
Gallery BIH in Sarajevo, Museum of Contem-
porary Art in Banja Luka, National Museum
in Zadar, Gallery in Motovun, NLB Art Collec-
tion in Ljubljana, Gallery Zula in Maribor, Art
Colony in Strumica, Galleria del Cavallino in
Venice, Galleria d’Arte L'’Argentario in Trent,
FRAC in Strasburg etc. His paintings and
drawings are also part of many private col-
lections in Serbia, Slovenia, Italy, France etc.

BIBLIOGRAPHY INSIGHT

Many of the respected critics and theorist
at home and abroad have written about

his work: .

L. Trifunovic¢, Lj. Gligorijevi¢, S. Celi¢,

B. Tirnani¢, S. Risti¢, S. Vukovi¢, D. Dorde-
vi¢, M. B. Proti¢, A. Celebonovi¢, J. Denegri,
B. Pogacnik, S. Novakovi¢, I. Suboti¢,

Z. Markus, B. Rajcevi¢, K. Bogdanovi¢,

N. Kusovac, P. Vasi¢, S. Bosnjak, D. Kadije-
vi¢, J. Vinterhalter, O. Tolnaj, A. Begi¢,

J. Despotovi¢, A. Basin, D. Sretenovi¢,

J. L. Schefer, N. Suica, E. Michaud, A. TiSma,
M. Prodanovié, L. Merenik, J. Mikuz, M. Vla-
ji¢, M. Marti¢, A. E. BJellca Mladenowc

Lj. Clnkul B. Ljubisi¢, S. Popovi¢, J. Ceklc
3. Cubrilo, J. Krivokapi¢ etc.
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BEM, BbojaH, 1936-

BojaH bBeMm : knecaHe cTeHe - 6eTOHCKM 610K0BM : MapT - anpun 2019. / [TekcT
JeneHa Kpusokanuh, JoBaH Yekuh ; npeBoa Tekcta Arba CyBayapos ; doTorpaduja
Bnaanmunp Monosuh] = Bojan Bem : carved stones - concrete blocks : march - april
2019 / [text Jelena Krivokapi¢, Jovan Ceki¢ ; translation Alja Suvacarov ; photography
Vladimir Popovic]. - Beorpaa : Fanepuja 62 = Belgrade : Gallery B2, 2019 (Beorpaga :
Byzart). - 15 cTp. : penpoaykuuje ; 25 cm

Ynopeno cpr. TEeKCT U eHrn. npesoa. - Tupax 300. - bojaH Bbem: cTp. 14-15.
ISBN 978-86-6054-003-6
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