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JloxBatn nnaey rpany / To Reach the Blue Branch
1990, Konorpagwmija 1/4 / Collography 1/4, 100x70cm
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Bexx0e aucara 21m nog mopem / Breathing Exercise 21m Under the Sea
1990, Konorpaguija 2/5 / Collography 2/5, 98x67,5cm



JacmuHa Yybpwno

FORGET ME NOT

paduukm onyc Mapmje Nnnh (1959-2011) obyxBata Lmkayce rpadguka v LpTexa

OfL Kojux je npsu, Cemagopu 1 aytobycu, NpeAcTaB/beH jaBHOCTW 1986. roamnHe,

JOK cy umknycu From Here to Reality n Memory Game HacTajanu y fiyem
BpemMeHCKoM nepuogy — npau o, 1994. no 2008. v apyrv og, 1999. no 2008.

roavHe. Y npearoBopuma, KpUtukama v npernegmma o rpaduykoj yMeTHoCTH

y Cpbuju nocnennx rognHa 20. Beka vy NpBOj feLieHmnju 21. Beka, yka3nBaHo

je Ha MapujuHo ucTpaxwuBsarbe rpaduykor Meamja, 1 Npe ceera UCTULAHO Aa ce

OHa 6aBnna UCTpaXKMBatbeM NOTEHLMjAIHOCTY rpaduyke mMaTpuLie, Aa je y Ty

CBPXY MaHuMysmcana matepujasHum KapakTepucTukama pasinymntix 1 yrnaBHom
HEKOHBEHLIMOHAIHNX rpaduyKmMX NOA/I0ra U NpUMetbBana (He)KOHBEHLMOHAIHE
TEXHOJIOLKE NOCTynke (konorpaduja’, ApBOpes, akBaTUHTA, Gakpopes, IMHOrpaBypa),
Te je CKpeTaHa Naxtba Ha NOCEOHOCTU IMKOBHUX BPELHOCTU JOOMjEHNX OBUM MyTEM.
Y TOM CMUCITY, HArNaLWaBaHo je fa Cy TaKBUM NPUCTYNOM rpaduykoj MaTpuLm CBu
HMBOM MNpoLieca TpeTuparba MaTpuLe, U1 CTBapatba NocTajaan MHTErprUcaHu,
BMI/bUBM HA rPAPUUKOM JINCTY, OAHOCHO A je NMPMU30P HA CBAKOM OTUCKY YjeaHO

u ,IOKYMEHT" 0 npoLiecy cTBaparba. [oABAaYeHo je Aa je Mapmja yk/byumsana

W M3narana MaTpuLly napanenHo ca OTUCKOM 1 fia je 360r Tora aennna npuctyn
rpauuKoj yMeTHOCTM KakaB Cy Takofje MCTpaxuBane teHe konere bpanko Masunh

v 3opaH Togoswh y Tom TpeHyTky. Mapuja je MaTpuLmM JaBana camoCTaHOCT Y

1 Npema benelkama koje je Mapuja Boanna, konorpaduja je TexHMKa Koja je 3a by 1mana
cnepehe 3Hauerbe: KOIOTPA® je oTncak ca matpule (naoye) TBp/e NOBPLUKMHE KAo LITO CY
MeTaJl, IPBO MM MNAcTVKa Koja ce NpunpemMa Jen/berbem eieMeHara pasinunTe TeKCType.
MoBpLunHa ce 000ju 1 WTaMna, 06MYHO Kao pesbedHM OTUCAK. M10ua ce Takohe Moxe
obpwcati n npoByhu Kpo3 npecy ga bu ce HanpaBuno pe/bedHN oTUCaK. (KOTUHreMCKH
NojMOBHMK) OBM OTUCLY Cy HAaNPaB/beHn KOMOMHALIMJOM NPUHLMMA TPAANLMNOHANHNX TEXHUKA
nybokKe WTamne (MHTa/bO) M eKCMepUMEHTHCaHEM Ca PA3HUM HOBUM MaTepujanmma. MNpu
LWTamMnary CBMX HMBOA 00je KOPUCTK Ce CaMo jefHa Mova. MNpe WTaMnarba CBaKe HapegHe
00oje NOTPeOHO je NPOMEHUTU NPETXOAHO CTakbe rpaduuke Naoye NOKPUBAHEM HEHNX [E0Ba.
Marepujanu [OaTV Ha NOYY NPOM3BO/E PasnnunTe eeKTe Ha OTUCAK: AW MOTMYHO YyBajy
NpeTxodHo oalTamnaHy 6ojy nam je npekpusajy. OBakaB HaYMH LWTamme faje CNoHTaHMjK
u3pas, nyHohy 60ja, ann Maru 6poj oTrcaka.

Konorpaduja

OBW OTUCLM Cy NPOM3BOJ KOMOMHALMje NPUHLMNA TPAAMLMOHANHIX TeXHUKa Ayboke WTamne
(MHTasbO) 1 eKCrepUMEHTUCAkbEM Ca Pa3HUM HOBMM MaTepujanima. MNaode (HeraTuem) ce
n3pahyjy Ha MeTanHoj, NAACTUYHO] MM KAPTOHCKO]j MOA03M Ca [J0faBatbeM MaTepujana kao
LUTO Cy: N1aK, NO/IMECTePCKa NyHbeHbe, aKpUHA MOAIONA, YI/beHW Npax, anyMUHU]yM OKCWA, UTA,.)
HaunH n3page nnoye (Harope) y cynpoTHOM CMepy Hero kof, TpaanLnoHanHe ayboke wramne
(Hapone, ny6oKo) AepuHMLLIE OBY TEXHUKY Kao Konorpadujy (dpaHuyckm collé).



O[JHOCY Ha OTUCAK (M OTUCKY Y OAHOCY HAa MaTpuLy), y MaTpuLM 1 OTUCKY je Buaena
[Ba BU3Ye/HA CafipKaja/3310BO/bCTBA/WeE/be HEPACKMANBO Y3POUHO-NOCAEANYHO
MOBE3aHMX JIOTMKOM rPaguuKor NOCTyMKa W, UCTOBPEMEHO, MOTMYHO CAMOCTaNHUX
eCTeTCKO-ANCKYP3MBHIX NpeaMeTa. Ha Kpajy, MCTULAHA je reCTyaHOCT, MeLLaBMHa
CHAXHWX, N3PaXajHUX, NN U CEH3YaHUX U AENNKATHMX NOTe3a LWTO Ce UMMANLMTHO
¥ HeogpeReHo Npeno3HaBano Kao HEOEKCMPECHOHUCTMYKO 0benexje koje je 3a
HOBOTANACHY reHepaLmjy, Gopmupary y ocamaeceTum, 1o onLuTe MecTo u
3aje[JHNYKM XOPU30HT. [10CTOje N ycam/beHu [AcoBH Koju y ,onpeamehnBary”
MaTpuLe Buae 13na3ak u3 rpaduuke AMCLUUNINHE KA CKYINTOPCKO), a 3601
,CMKAPCKMX" epeKata 1 Ha MaoUmM 1 Ha OTUCLMMA U eleMeHTe OQHOCHO MCKYCTBa
CMKapcke gucunnanHe. CBM 0BM TEKCTOBM, YIIAaBHOM YCMEPEHMN Ha TEXHUUKe
MHOBALWje M onuce HIXOBUX POPManHUX edekata, 3aHemaprBaNy cy Temarcke
acnekte MapujuHUX LMKNYCa, AA YKaXy Ha ,aneropujckn MMNyac 1 METOHNMMjCKA
M3MeLLTakba, HUCY Ce BaBUN ,,pEKOHCTPYKLMjOM BOraTor, CNojeBUTOr, UHTYUTUBHO-
punosodckor npunoseaarba o cebu v KyNTypHOM, reorpadckom, EMOTUBHOM
HOMaAM3My Y NaBUPUHTMMA jedHOT CBeTa KOju je oko 1989. HecTajao v HOBOT KOju
je HacTajao, M y HKMa je PeTKO Taj PasHONUKM, ,LapeHn” CBeT GpparmeHara AMyHor
MCKYCTBA M HUX0BA Napoanjcka obpaaa AoBofeH y Be3y ca NOCTMOAEPHNM CTareM,
a jow pehe je, ako je n yonuTe, 1o ynaraH Hanop Aa ce objacHu 300r yera 6um
MapujuH rpaduukmn onyc 61o nprmep NOCTMOAEPHUCTUUKE YMETHNUYKe NpaKce.

MocTMOLepHM3aM je Yy HaLoj IMKOBHO] KpUTULM U ncTopuorpadmju aepuHmcaH kao
nepuog (ocampeceTe rofute 20. Beka), U Kao KyNTYpHU GeHOMeH 1 apTUKyancaHa
MoeTuKa (M3paKeHUX KOHTEKCTYaHUM U NpobAEMCKMM NOjMOBMMA ,,HOBM Tanac”

u ,HOBa NpefcTaBa“). ObjalwbaBaH je kao Npakca Koja AOBOAM BEMKe HapaTuBe y
nUTakbe, M3a Koje CToju Meku cybjekar, a Kao rMaBHe KapakTepuCcTUKe UCTHLIAHE Cy
pparMeHTapHOCT, JKaHPOBCKM U CTUACKM (HOPMANHM) EKNEKTHLIM3AM, MAPOANjCKH
O[JHOC NpPema CaBpeMEHOM U1 MPOLLIOM, NPemMa UCTOPUjU, PUKLMOHATHOCT NPeKo
KOje Ce KOHCTpyMLLE BM3Mja CTBAPHOCTU, er3akTHa CynpoTHOCT OMHApHKX nogena
penaTMBM30BaHa pa3nKama, ynuTaHoCT Had yHUBEP3aTHUM v ToTanmn3yjyhum y
“Me JIOKa/IHOT W NMOjeMHAYHOT, PABHOJYLLIHOCT NPemMa Xujepapxumjckim nogenama
Ha eNNTHY ¥ NOMynapHy KyATypy. CBe 0Be KapaKTepUCTUKE Npeno3Hajy ce n

y MapujuHoM onycy, a jefHa Of HbyX, MPOHMjCKa Napoaumja, H1je cCamo HaumH

Ha KOjy Ce HekM CaipKaj CaonLITaBa v Ha Koju Ce, jocneHo Ymbepty Eky, y
NO3HOCOLMjANMCTUHKO/KACHOKAMUTAMCTUYKIM U TNOEPATHO-XYMAHUCTUYKUM
OPYLUTBEHO-€KOHOMCKMM, MAEO0MOLWKIUM JOMWUHAHTAMA U KYyNTYPHUM Nnapagurmama
TOr BpeMeHa, jeAuHo Moro buTu 036ubaH, Beh je 1 MeToA peann3oBarba CBUX
JPYrux og/IMKa NoCTMOAEPHM3MA Y HheHOM pafy.

MocToje Tpu objaLurberba NPUpOe OAHOCA MOAEPHU3MA U NOCTMOAEPHU3MA:
MpBO Koje CXxBaTa NOCTMOAEPHMU3aM Kao paankaaHu NpPekua, ApYro Koje BUau



NOCTMOZlEPHM3aM Kao NpoayXeTak MOAepHU3Ma 1 Tpehe Koje 3acTyna cTaB A
NOCTMOAlEPHM3aM He 03HaYaBa HW packup ca MOAEPHU3MOM HU KOHTUHYWTET Beh
[Ja je OH, ynpaBo 300r NapoAmnjckor MOMeHTa Koju MMa y cebu 1 13a3nBa OHO LTO
Napoampa, v jeHo 1 Apyro, 1 HW jefHo HU Apyro. CamopedeKCMBHOCT Koja ce
Hanasu y 0CHoBM MapujuHOr CTBapanaykor npoueca ykasyje Aa je npernocraska o
AVCLMNIMHAPHO] ,HEAMCLIMMIMHOBAHOCTN y HheHOM pady ynuTHa (1 Aa je, peunmo,
konorpaduja npeAcTas/bana NCTPAXMBAH-E YHYTAP a He U3BaH rpaHMLA rpaduuke
OVCLMNANHE), MW, UCTO TAKO, HeH NPUCTYN HUje HW NPABONMHN|CKM KOHTUHYMTET ca
MOJEPHMU3MOM, jep Cy MPUCYCTBO Na Yak 1 HTeH3npuKaLmja oapeheHnx acnekara
MOLEPHM3MA Y HeHOM Pafly yBeK MOCPEAOBaHN MPOHMJCKOM napoaumjom. 136op
HEKOHBEHLIMOHA/IHMX MOA/Ora 32 OTUCKMBAbe 1 NOCTYNaK TpeTMparba MaTpuLe
300r KOr Ce ca te MOXe OALITAMNATH TeK HEKOMKO 0TUCAKA, 3aXxBasbyjyhu Kojem

ce NOCTVXe MUKTYPUTHOCT M TaKTWIHOCT, 300r Kojer 40na3n A0 3aMar/brBatba 1
npeknanarba 00jeHr X NOBPLUMHA, NOMeparba, Na Yak v Aynamparba Ha 0TUCLMMA,

v 360r Kojer MaTpuua nocraje ,yHnkaTHa“ u jobmja BpefHoOCT yMETHWUYKOT NpeameTa
eKINpecnBHe TEKCTYPE, KONMKO NPeACTas/ba NPUMep ayTOKPUTUUKOT MCTPAXKMBAHbA
Meauja TONMKO, 300r HENPETEHLIMO3HOCTM 1 ayTONAPOAMCKOT eNeMeHTa Yy NoCTyrKY,
yHvBep3ann3yjyhe ambuumje ,0306ubHE" yMETHOCTU M TIABHUX MHCTUTYLMjA

CcBeTa yMeTHOCTM 0becMMLLI/baBa M Pa3oTKPMBA Kao anate Mohu 1 KynTypHoOr
NoTYMHABAHHA.

C fpyre cTpaHe, cybBepanBHU NOTEHLMjan MPOHWje, Napoamje 1 Xxymopa Koje

je Mapwja kopuctuna y ,npeBoferby” mBoTa Y GUKLM]Y HeHe NpU3ope YNHK
MCTOBPEMEHO W HEMOCPEAHUM U KOMMNEKCHUM. JELHOCTABHE KOMMO3ULje
“3BedeHe y HEOEKCMPECMOHNCTUYKOM MaHMpy TeMATM3Yjy IMYHO MCKYCTBO ypbaHor
KMBOTA YMETHULE, rpaduyapke, NO3HOCOLMjANMCTUYKOT CybjekTa, cynpyre, Majke.
CBM LMK/YCH CY y TOM CMUCAY NoNyT 30MPKM KpaTKMX Npuya ,NpunoBefaHnx”y
npBoM mau Tpehem nuuy, H13 GrKLMja Koje 3anpaBo He 0apaxanajy peanHocT,

jep dvkuumje To 1 He Mory Aa page 6yayhu fa cy oHe camo AMCKypcy nomohy

KOjVX Ce KOHCTPYyWLUE, NPOVN3BOAYM CTBAPHOCT. [TOCTMOAEPHUCTUYKO MPOHUCKO
NPENCNUTUBAHE NPOLLIOCTU KPUTUUKM CyNPOTCTAB/bA NPOLLIOCT CAAALLFKOCTYU U
00OpHYTO, MPOLLOCT 1 CaAALLIHOCT Ce NPOLeHbYjy jeHa Ha OCHOBY ApYre: LykaycH
Giotto (2005/6), Memory Game, oTUCL Ca NpW30pKMMa NPEUCNTNBAHbA NPOLLIOCTY
Y APYTUM LMKIYCUMa M KOHAYHO Lmnknyc Vergessene Kultur(en) (2007) y kojem

ce ,CTyanjoM cnyyaja“ (pa3HoNMKOCTM CTapyX COPTM XMTapHLLA KOje ce BULLE He
y3rajajy ocvm kao Kypuosutetu y 6oTaHnukoj 6aTvi OCHOBaHOj Ha noyeTky 20.

Beka y HeMaukom rpagy TeMnanHy) MpoOHM3yje KONEKTUBHM edekaT HoBEYAHCTBA

Ha 006/MKOBatbe NnaHeTe U keH GroaneepanTeT. Napoaujcke Urpe ca pOLHUM

v npodecnoHaNHNM KOHBEHLIMjaMa Ce MPOBaye KpPO3 pasnnunTe umkiyce (Just
Imagine, I'm Afraid of Death u Measure the Wish 3 umknyca The Murderer Comes
Back and Other Stories (1987-1992); To Have or to Be, Pure Energy, Family Portrait n3



umknyca uptexa v/wav rpaduxa From Here to Reality (1993-2008, ogHoCHO 1995-
2008), Na YakK 1 Leam LMKIycK (y TeMaTckoM cMUCy npumepa pagu y Memory Game,
a 'y TeMaTckoMm, MeamnjckoM 1 3aHatckom cmuciy Winter Dream and/or Hibernation
[1998-2002]).

Opnasak u3 Jyrocnasuje koja je 1993. roguHe novesna ga Hectaje y KpBaBum
cykobuma a y npasuy XonaHauje 3a kojy je Mapuja jefHOM NpUAMKOM pekna fa ou,
kaga 6u bupana rae fa uBK 1 paay Ta 3em/ba yBek O1na theH npem n3bop, Huje Hi
Ha jedaH HAuMH HAMPaBMO Lie3ypy y HEeHOM ONycy y CMUCITY Meamja Uan NMOETHKe.
MeRyTnM, HOBa UCKYCTBA KOja Cy pasInumUTOCT BUAENA CAMO Ko MPaBHY, KYITYpHY,
€KOHOMCKY ApYroCT, U CBe AWIEME U NMTakba M3 TOT MCKYCTBA MOCTana Cy M3Bop Tema
3a MapujuHe rpadvike v pagoBe y nanupy, aiv 1 Hoa NpoBOKaLyja 3a ,0AMepaBate
Xe/be“ Ha Kojy je Mapuja c BpeMeHOM 0rOBOPUAA METOHUMM|CKMM MOMeparbeM 0f,
3axTeBHOr ,MMaTn® ka GnekcnbuaHujem v jesHocTaBHujeM ,ouTtn'

“43”
1986, AKBaTUHTA / Aquatint, 28x23cm



JejaH AHhenkosuh

3A MAPWWIY

Bepyjem [fia je MBOT 1 ymeTHOCT Mapuje Mnwnh, kao 1 cBux Hac, 0benexmo
KaTacTpodanHu pacnag 3emsbe Y K0joj CMO 1B, Pacyno Koje je HacTano paTom

¥ pacnagom Jyrocnasuije je 0becMucanno u yHecpehano MHore Jbyfe 1 HUXoBe
nopoauLie. OHO LITO Hac je 10 Tafa NOBE3WBaI0 NOCTA/IO je YCI0B HaLler Packona.
OTBOpMO Ce aMbKC MaHUMynaLmje N HETPME/bUBOCTM KOjU je PaivKanHO NPeoKPeHyo
Hall CBeT. 3eM/ba je pa3apaHa HEMUIOCPAHO, @ MHOTU Jbyu Cy OUAN NPUCU/bEHM A
HanycTe cBoje jomoBe. lMoTekne cy peke u3bernmua koju he y gonasehum geleHnjama
eyheMUCTUKM BUTN MMEHOBAHM Ko MUTPAHTK 1 Koju he mocTatu KonatepanHa
LUTeTa NOBAMMMPEHOT KONOHWjain3ma.

0O6pag, Mapwja n maaun Page cy ce oTUCHYAM Ka Becnyhuma 3anagHux
MPOCTpPaHCTaBa y NoTpasu 3a cMrypHom nehMHOM, MUPHUM KYTKOM W ,3e/1eHNM
nawaumma‘. MHore MapwjuHe rpadmke Beoma LyxoBWUTO NpeACcTaB/bajy HOMAACKY
Npupoay Npecesberba Maor HAPOAA HKX0BE NOpoauLe. Mpobaem HanylTakba
jemHor KynTypHOr Mofiena 1 cyouaBakbe ca NPUKPUBEHOM MCK/byunBoLLhy apyror

je eckannpao y peanHocTu 3n10ynoTpebe XxymaHUTapHe Kpu3e Koja je uHuumpana
JEKOHCTPYKLMjy cybjeKTa KakBOr CMO [0 Tafia NO3HaBaAW. Yekanu CMo aa Kpu3a
npofje He cxBaTajyhu Aa je oHa noctana nepMaHeHTHa. HUCMO pasymenn 4a cMo
CBefoLYV HEOKONOHM]jaNN3MA KOjU Ce, 3a Pa3/IMKY Of, PaHOT KOJIOHW]jann3Ma, yCMepro
Ha ,terru incognitu® cybjekata, fa CMO MM camu NOCTaN NpeaMET KONOHM3aLMje.
TakBa KONMOHM3aLMje ce HajyCrneLlHnje BPLUK KPO3 je31K, FOBOPOM, a YMETHOCT,

Kao HajBehu pecypc jeanukmx 1 roBopHuX GopmH je HeMCLPIHW U3BOP KOHTpO/e

v ynotpebe OMCKyp3NBHYX CTpaTernja koaoHu3auuje cybjekara. Y Tom cmucay

je YMeCcHO nuTarbe: Kako 4a CxBaTaMo YMeTHOCT? [la K [ia je CXBaTUMO Kao

cTuuarbe Mohy MK Ko CynpoTcTaB/bakbe M ofpuuarse of Mohu? Ty ce cycpehemo
Ca KOHCTAHTHWUM konebarem n3mehy Mohu BuaeTH 1 pasymetn u mohu Koja
npov3unnasu 13 310ynotpede pasymeBarba. Pasaunka namehy oHor Koju BUAK 1 OHOT
KOju MOXe, pa3nunka namehy napasuta y anapary mohw 1 OHOT KOj1 CBOjEBO/BHO
onbwja ga byae Ko0HMjanM30BaH of anapara Mohu — YuHW MK ce Aa je Mapwja of,
Camor MoYeTKa jacHo paspeLunna Ty auaemy 1 GpMx/bUBO HeroBaia cCKenTuLm3am
npema yHMBep3yMmy KOjW ce 3aCHMBA Ha AMHAMMLM MORW. HbeHn pafoBw ykasyjy
YMPABO Ha TPArMKOMUYHY CUTYaLMjy KOja HACTAje 13 CycpeTa Te AABE NepCrnekTuBe, Ha
MUOHWPCKO 1 NYLIMAHO youaBakbe CTpaTtervja Mohu Koje kopucTe HOBe TeXHo/OMMje 3a
KOJIOHM30BakbE Jbyau.



OHo WTO je Kof, Mapuje U3y3eTHO y MPUCTYNY U peanun3aumjm je jacHa paBHOAYLLHOCT
npema JOM1HaLMj1 Koja pe3ynTrpa nobyHOM NPOTUB MATpHLie, KKLLEea Yy Koje cy
CMeLUTEeHN Hawwm xuBoTK. To je YoBeuy/bak ca cemadopa Koju HanywTa cemadop!

To cy howwkosu 3ab6opaB/batba Ha Koje Tako HeXHO yKasyje pag Memory Game.

113 Te nepcnekTMBe Cy HAacTana MMNPeCMBHA, HEHAMeT/bMBA Aena Koja ynpaso

CBOjOM jefHocTaBHoLwwhy pednekTyjy Mapujury nsysetHy moh yBuaa 1 kanaumtet

Aa Taj yBKf, NAACTUYKM NPeACTaBu. HbeHa Aena Cy ocTana Ncnof npara agekBarHe
eBaJlyaliytje 1 HEOMXOAHO MX je HAHOBO Pa3MOTPUTH Ca OBE BPEMEHCKe ANCTaHLe

W UCKOPUCTUTY [jparoLieHe yBrae ayTopa o Jbyayma Koju Cy OfNy4nn A X1Be Ha
HUYMjOj 3eM/bY.

LliTa ce secuno ca 3majem Il / What Happened to the Kite 11
1990, Konorpaguja AO / Collography E, 39x67cm

Mapuja Mnuh, pofjeHa y beorpagy 1959. Ctyampana Ha ®akynTeTy IMKOBHUX YMETHOCTY Of
1978. po 1983. rae je Ha paduykoM OACEKY 3aBpLUMAA M NOCTAMMIOMCKE CTyamje 1987. ropmHe.
1983. rofMHe NOUMHbE 2 PAAM K0 CAMOCTA/IHN YMETHUK U y4ecTByje Ha OpojHUM usnoxbama
Yy MHOTVM 3em/bama. Op 1993. roauHe xuBena je n paguna y Xonanamju. lNpemutyna je y ceom
nomy y Ankmapy 2011. roguHe.



Y6uua ce Bpaha / The Murderer Comes Back
1990, Konorpagwmija PO / Collography PP, 95x70cm



Nnaxkar / Poster
1990, Konorpadwmija v rpadmuka nnoua (akpun Ha nuHoneymy) / Collographie and
Plate (acrylic on linoleum), 66,5x50cm
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Fragile, mupaH »xuBot / Fragile, Still Life
1989, Konorpadwja 1/12 n rpaduuke nnoye (akpun Ha naHoneymy) / Collography
1/12 and Plates (acrylic on linoleum), 3x 59x50cm



Disciplin-a-kitchme 11
1998, Konorpadwja EA / Collography EA, 37,5x73cm
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YeTnpw renuja / Four Geniuses
1984, AkBaTuHTa EA / Aquatint EA, 17,5x16,5cm

13 cepuje “The Traffic lights” / From edition “The Traffic lights”
1983, JiuHopes 3/4 / Linocut EA 3/4, 30x21cm



Upean / Ideal
1986, AkBaTuHTa EA / Aquatint EA, 65x50 cm

The Cave
1998, Konorpadwja EA / Collography EA, 50x35cm






JokymeHT / The Document
1990, Konorpaguja AO v rpaduuke nioye (akpun Ha kaptoHy) / Collography EA
and Plates (acrylic on cardboard), 70x100cm cBaka / each

20






®dapapejeB kaBe3 / Faraday’s Cage
1986, AkBaTuHTa 4/5 / Aquatint 4/5, 65x50cm
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be3 peun / Without Words
1998, Konorpaduja EA / Collography EA, 57x74cm

Xajae pa urpamo rocnopuHe Mapkutcon / Let’s Dance Mr. Parkinson
1984, lnHopes AO / Linocut EA, 34x49cm

23



Npusemme / Ground Floor
1998, Konorpaduja EA / Collography EA, 55x44cm

24



Blue Velvet
1996-1997, Konorpadwja EA / Collography EA, 36x29,5cm

25



Giotto - detail |
2006, Konorpadwja 7/7 / Collography 7/7, 40x30cm

CtpaHe 27-30 / Pages 27-30

Memory Game - Level One

1999, rpadmyke nnove u rpaduke, apsopes, TMpax 12 / plates and prints, woodcut, edition 12
18,5x19,5cm cBaka / each
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Jasmina Cubrilo

FORGET ME NOT

The printmaking oeuvre of Marija Ili¢ (1959-2011) includes cycles of prints (and
drawings), the first of which Traffic Lights and Buses were presented to the public in
1986 while the cycles From Here to Reality and Memory Game were made over longer
periods of time - the first from 1994 to 2008 and the second from 1999 to 2008.

The forewords to, reviews and critiques of the printmaking art made in Serbia in the
last years of the 20th century and the first decade of the 21st century, highlighted
Marija's research of the printmaking medium, primarily emphasizing her research

into the potential of the printing plate by manipulating the material characteristics of
different and mostly unconventional printing plates and applying (un)conventional
technological procedures (collography', woodcut, aquatint, copper engraving, linocut),
thus drawing attention to the peculiarities of artistic values obtained in this way.
Hence, it was emphasized that such an approach to the printing plate, integrated

all levels of the process by which the plate was treated, or in other words, the very
process of creation that consequently became visible on the print, that is, the image
on each print was also a 'document' about the process of creation. It was underlined
that Marija included and exhibited the plates parallelly with the prints thus sharing
her approach to printmaking with her colleagues Branko Pavi¢ and Zoran Todovi¢ who
were also exploring the printing plate potentials at that time. Marija gave the plate

1 Collography is a technique that, according to the notes she kept, had the following meaning
for Maria: COLLOGRAPH is a print made from assembled materials that have been glued onto a
hard surface such as metal, wood, or plastic. The surface is inked and printed, usually as a relief
print. The plate also can be wiped clean and pulled through the press to create an embossed
print. (Cottingham Glossary)

These prints are made using a combination of principals of traditional deep print (intaglio)
techniques and experimenting with various new materials.

In printing all levels of colour only one plate is used. Before printing each succeeding colour, the
previous state of the graphic plate has to be changed by covering parts of it. Materials added
to the plate produce different effects on the print: either they completely save previously print-
ed colour or they cover it. This way of printing results in more spontaneous expression, fullness
of colour, but a smaller number of prints.

Collography

These prints are made using a combination of principals of traditional deep print (intaglio)
techniques and experimenting with various new materials.

Plates (negatives) are made on metal, plastic or a cardboard base adding materials such as:
lacquer, polyester filling, acrylic base, carbon powder, aluminium oxide, etc.)

The way of building the plate (upwards) in opposite direction than in traditional intaglio (down-
wards, deep) defines this techniques as collography (French collé).
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independence in relation to the print (and the print in relation to the plate),she saw
in the plate and the print two visual contents/pleasures/desires inextricably linked by
the logic of the printmaking process and, at the same time, as completely independent
aesthetic-discursive objects. Finally, gesturality was emphasized, a mixture of strong,
expressive but also sensual and delicate strokes, which was implicitly and vaguely
recognized as a neo-expressionist feature that the new wave generation of artists
formed in the eighties, regarded as something commonplace and represented a
common horizon. There were also lone voices who perceived that ‘objectifying’ the
printing plate was a departure from the printmaking discipline heading towards

the sculptural one, and because of the 'painting' effects both on the plate and the
prints her work showed elements, that is, experience of the painting discipline. All
these texts, mainly focused on the technical innovations and descriptions of their
formal effects, neglecting the thematic aspects of Marija's cycles, not pointing out
the ‘allegorical impulse’ and metonymic displacements. They did not deal with the
'reconstruction’ of the rich, layered, intuitive-philosophical narrative about herself
and the cultural, geographical, emotional nomadism in the labyrinths of a world that
was disappearing around 1989 and a new one that was emerging. These texts rarely
connected this diverse, ‘colorful’ world of fragments of personal experience and

their parodic processing with the postmodern state, and even more rarely, if at all,
was there an effort to explain why Marija's printmaking oeuvre was an example of
postmodernist artistic practice.

In our art critique and historiography, postmodernism is defined as a period (the
eighties of the 20th century), and as a cultural phenomenon and an articulated
poetics (expressed by the contextual and problematic terms 'new wave' and 'new
image). It has been explicated as a practice that challenges great narratives, behind
which there stands a soft subject, the main characteristics being fragmentation, genre
and stylistic (formal) eclecticism, a parodic relationship with the present and the
past, history, fictionality through which a vision of reality is constructed. The exact
opposite of binary divisions relativized by differences, the questioning of the universal
and the tortalizing in the name of the local and the individual, indifference to the
hierarchical divisions of elite and popular culture. All these characteristic features

are also recognized in Marija's oeuvre, and one of them, ironic parody is not only

the manner by which a content can be communicated but the only one that takes a
serious attitude consistent with Umberto Eco in the late socialist/late capitalist and
liberal-humanist socio-economic, ideological dominants and cultural paradigms of
that time, but is also the method by which all other features of postmodernism were
incorporated in her work.

There are three explanations of the nature of the relationship between modernism
and postmodernism: the first understands postmodernism as a radical break,
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the second sees postmodernism as an extension of modernism, and the third
advocates the position that postmodernism does not mean a break with modernism
nor a continuity of it, but that precisely because of the parodic moment that it
incorporates and evokes what it parodies, it is both and neither. The self-reflexivity
underlying Marija's creative process indicates that the assumption of disciplinary
'undiscipline’ in her work is questionable ( and that for example, collography
represented research within and not outside the boundaries of the printmaking
discipline), however at the same time, her approach is neither a linear continuity
with modernism because the presence and even intensification of certain aspects

of modernism in her work are always mediated by ironic parody. The choice of non-
conventional printing plates and the process of treating them in a way which allows
only a few impressions to be made consequently achieving pictoriality and tactility,
blurring and overlapping of colored surfaces, displacement and even duplication on
the impressions, due to which the plate becomes 'unique’ and acquires the value of
an art object with an expressive texture, as much as it represents an example of self-
critical research of the media, because of unpretentiousness and self-parody element
in the process, it also makes the universalizing ambitions of 'serious' art and the main
institutions of the art world meaningless and exposes them as tools of power and
cultural subjugation.

On the other hand, the subversive potential of irony, parody and humor that Marija
used in 'translating' life into fiction makes her images both direct and complex. Simple
compositions done in a neo-expressionist manner thematize the personal experience
of the urban life of an artist, printmaker, late socialist subject, wife, mother. In this
context, all of her cycles are like collections of short stories, 'told' in the first or third
person, a series of fictions that do not actually reflect reality because fictions cannot
do that as they are only discourses by which reality is constructed, produced. The
postmodernist ironic questioning of the past critically contrasts the past with the
present and vice versa. The past and the present are evaluated on the basis of each
other: the cycles Giotto (2005/6), Memory Game, are prints with images that question
the past in other cycles and finally the cycle Vergessene Kultur(en) (2007 ) in which
the collective effect of humanity on the shaping of the planet and its biodiversity is
ironized with a 'case study' (a diversity of old varieties of grains no longer cultivated
except as curiosities in a botanical garden founded at the beginning of the 20th
century in the German city of Templin). Parody games with gender and professional
conventions run through different cycles (Just Imagine, I'm Afraid of Death and
Measure the Wish from the cycle The Murderer Comes Back and Other Stories (1987-
1992); To Have or to Be, Pure Energy, Family Portrait from the cycle of drawings and/
or prints From Here to Reality (1993-2008, i.e. 1995-2008), and even whole cycles (in
the thematic sense, for example in Memory Game, and in the thematic, media and
craft sense, Winter Dream and/ or Hibernation (1998-2002).
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Leaving Yugoslavia in 1993, a country that began to disappear in bloody conflicts, and
going to the Netherlands, which Marija once said that if she had to choose where to
live and work, the Netherlands would always be her first choice, did not in any way
make a caesura in her oeuvre in terms of media or poetics. However, new experiences
that saw diversity as little more than legal, cultural, economic otherness, and all the
dilemmas and questions from that experience became a source of topics for Marija's
prints and works on paper, but also a new provocation for 'measuring the wish’ to
which Marija eventually responded with a metonymic shift from the demanding 'to
have' to the more flexible and simpler 'to be.

be3 HacnoBa / Untitled
1986, AkaTnHTa EA / Aquatint EA, 20x32cm
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Dejan Andelkovic¢

FOR MARUA

As all our lives, | believe that the life and art of Marija Ili¢ was marked by the
catastrophic disintegration of the country we lived in. The chaos created by the war
and the breakup of Yugoslavia made life meaningless and brought misery to many
people and their families. What connected us until then became the cause of our
division. An abyss of manipulation and intolerance opened up radically turning our
world upside down. The country was devastated mercilessly forcing many people
to leave their homes. Rivers of refugees began to flow out of the country, who in
the coming decades would euphemistically be named as migrants and become the
collateral damage of revamped colonialism.

Obrad, Marija and little Rade set off towards the wilderness of western expanses

in search of a safe haven, a quiet corner and “green pastures”. Many of Maria’s

prints depict with a lot of humor the nomadic nature of the relocation of their little
family. The problem of abandoning one cultural model and confronting the hidden
exclusivity of another escalated in the reality of the abuse of the humanitarian crisis,
which initiated the deconstruction of the subject as we knew it until then. We waited
for the crisis to pass without realizing that it had become permanent. We did not
understand that we were witnessing neo-colonialism which unlike early colonialism,
focused on the “terra incognita” of the subjects, that we ourselves had become the
subject of colonization. Such colonization is most successfully carried out through
language, speech, and art that is the greatest resource of language and speech forms,
an inexhaustible source of control and use of discursive strategies for colonizing
subjects. An appropriate question in this context is: How should we understand art?
Should we understand it as an acquisition of power or as confronting and renouncing
power? Here we are faced with constant ambivalence between being able to see

and understand and the power that comes from the abuse of understanding. The
difference between the one who sees and the one who can is the difference between
a parasite in the apparatus of power and one who willingly refuses to be colonized by
the apparatus of power. It seems to me that Maria clearly resolved this dilemma from
the very beginning and carefully cultivated a skepticism towards a universe based on
the dynamics of power. Her works point to the tragicomic situation that arises from
the meeting of those two perspectives, to the pioneering and lucid observation of
power strategies that use new technologies to colonize people.

Exceptional in Maria’s approach and realization is a clear indifference to dominance
that results in a rebellion against the matrix, the clichés in which our lives are
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placed. It is the little traffic light man who walks away! These are the corners of
forgetting that are so gently pointed out by the work Memory Game. Impressive,
unobtrusive works were created from that perspective, which precisely reflect Maria’s
extraordinary power of insight and her capacity to present that insight plastically.
Her works remained below the threshold of adequate evaluation and it is necessary
to reconsider them from this time distance and use Marija 1li¢’s valuable insights into
people who decided to live in no man’s land.

Free motion
1998, Konorpadwja EA / Collography EA, 43x47cm

Marija 1li¢, born in Belgrade in 1959. Graduated from the Fine Arts Academy (Belgrade Art
University) in 1983. MA degree from the Graphic Department of the same academy in 1987.
From 1983 she worked as a freelance artist and participated in numerous exhibitions in many
different countries. From 1993 she lived and worked in The Netherlands. She passed away at
home in Alkmaar in 2011.
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