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LipBeHu nejsax 2 / Red Landscape 2
2025, upTex nucahom matumHom / typewriter drawing, 46x33cm

CreBaH Bykosuh

OPATMEHTU NAMREHA
Y MEXAHNUYKOJ U3BEBU

Cynpotcrassbajyhn ce 6ecnpekopHoj GpaynAHOCTM AUTNTANHOT OKPYXekba, fena
boromyba hokosuha, HacTana Ha nona Beka ctapoj nucahoj Mawwmun Onumnuja
MOHWKa, OTKPMBAjy OTENOB/bEHN Paj KOjW CTOjU Y OCHOBM CBAKOT MefujcKor
cTBapanawTea. Kopuctehu LpBEHO 1 LpHO MAcTW/I0, 0BM PafoBy TpaHchopmuLy
nucahy MaLlMHy y anat mMaTepujanHor oTnopa Kpo3 KpeaTuBHM 13pas, noTkonasajyhu
FoeHY TPAAMLIMOHANHY ynory ypefjaja 3a cTaHaapamsaumjy rpadmykor nspasa. Oxu
KOPWCTe NpasaH NpocTop Kao KOHTYpY, Tako Aa 6eno aedpuHuile 0611k BuLLe Hero
OTKYyLLaHW enemeHTH, WTo noaceha Ha TMNcTpakTe Jom Cunsectepa Xyegoapa, aam ca
doTorpadckMm UMNYACOM, CIMUHO GaKC apTy UM paHUM pPadyHapOM reHepucaHnm
MoayTOHOBMMA. BeretaTnBHa ancrpaklimja y CKaam CUBKX TOHOBA KOPUCTU rpajaLmjy
HMjaHCK Kako 6u cyrepyrcana npoLLapaHo OCBeT/betbe, KAo Y nopTpeTnmMa Mona
CmwuTa. Ha npBsu nornep, canke npusmneajy y ceharse nejsaxe — apeehe, Hebo, obnake
nnn 6ubHe Gpopme. MehyTrM, OHe HUCY 3anNMcK HeMocpefHO BUREHOT; N3BeneHe

Cy M3 INYHUX apxu1Ba, nonyT GoTorpaduja ca MobunHor TenedoHa, 1 HacnefeHnx
MOTMBA Kao LUTO je TaKOBCKM XPacT — 3anuc, Koju je 61o nctpaxueaH y hokosrhesum
paHujuM pagoBumMa.

13BOpHe CIMKe Nponase Kpo3 penHTepnpeTaLmjy 1 BU3yenHy koHaeH3auujy, ceonehn
Ce Ha nonyancTpakTHe GpparmeHTe 3apobsbeHe 3mehy BUI/bUBOCTM 1 Opucatba.
PafioBu ce 0cNambajy Ha TeH3ujy u3Mely MexaHuuke NpeLM3HoOCTH 1 emoumjama
HabujeHe cvke, npeTBapajyhn purnaHy norvky Kyuarba y rpadnyko NckycTBo,
O[JHOCHO rpafetbe CKe CIoBUMA, OpojeBUMa 1 UHTEPNYHKLMCKMM 3HALMMA.

Y nocmarpauy Te cnke npusmnBajy ocehaj nokperta u MMpoBarba, eBoumpa;jyhn

TeMe NpUpofe 1 BpeMeHa 0e3 HHX0BOT AMPEKTHOT Npukasneatba. Mputom, Ty
HeyjenHaueHu Npenasu y TOHOBMMA, TAie Ce PefoBy pasnukyjy y cTeneHy 3acuheHocTm
MacTUIOM, BOAA]Y PY4YHO NPOM3BELEHN BU3YEHU LYM KAO eCTETCKW e/IEMEHT.

YMECTO Aa CIMKY KOMMOHYje nyTem BepOaHOT je3nKa Kao YyMETHULN KOHKPETHe
noe3uje Koju kopucTe nucahe MatumHe 3a 067MkoBarse rpadmuknx noema, bokosuh
KOpUCTK CoBa 3a rpafjerbe aTMoCchepe, ryCTUHe 1 Tparosa rectoa. ej3axu Koju
HaCTajy HUCY HW 03Ha4aBajyhn HM MUMEeTUUKK, Beh adekTUBHK, BOraTn NOHOB/bEHNM
yTucumMma. MoHoXpoMaTcka uamn dyoxpomarcka naaera 1 MaTepujaiHoct
ncnucrBarba nofcehajy Ha NOCT-ANUIMTANHY ecTeTUKy Kuma KackoHa, Koja Kopuctu



,K/IMKOBE, [MIMYEBE M NPEeKMAE KAo N3paxajHa CPeCcTBa, a He Kao HefocTaTke"
(Cascone 2000, 13). ®M3NYHOCT KyLara Ha nucahoj MalMHK pasaukyje ce Takofje u
O/ AUTUTAJTHOT YHOCA M/ €KPAHCKMX MPAKCK NMOMyT acku YMETHOCTH, KOje Ha NpBu
noraeg, aenyjy Bpio CInYHo, anu cy femarepujanvsobaHe. AnecaHapo J1ynosuko
npumehyje Aa ,y NOCT-AUIMTANHO] KyNTYpU, KOpULLhetbe aHaOTHNX anata nonyT
nucahe MallvHe NoOCTaje CBECHW NOAUTUYKM YMH — ieknapauyja ayToHOMMje of,
anroputamcke koHTpone® (Ludovico 2012, 45). ®U3nyKKu NpUTMCAK KOju NoApa3ymeBsa
paf, ca aHaNorHOM TacTaTypoM, HaromuiaBake Tparosa MacTuIa Kpo3 BULLECTPYKO
KyLiarbe 1 HEMOHOB/bMBOCT rpeLlaka CTaB/bajy Te/o KyLada y npBu MmjiaH Kao
“3paXkajHo NpUCyCTBO. JIyLOBUKO Aasbe TBPAM a NOCT-AMIUTA/IHO ,Mpeno3Haje
[oMruTanHol Kao 4eo Wwuper MatepujasiHor eKoCUCTEMA KOjM YK/byudyje LwTamny,
nepdopmaHc 1 dusnuke meguje” (ctp. 10).

Mepmjcka Teopuja n noruka nucahe mawmHe

hokosuh ce npuapxasa MexaHMukMx 3axTeBa nucahe MalunHe, cynpoTcTaBsbajyhun
WX OUTUTANHOj ePUKACHOCTM aHallHbe YMETHOCTM 3aCHOBAHE Ha NPOMMTOBMMA.
lJoaHa 3ununcka npumehyje: ,MocT-gurutanHa ymeTHocT nospaha cnopocT, TpyA4,

v GM3MYKO NPUCYCTBO Hacnpam KomnjyTepcke yopsaHoctu® (Zylinska 2014, 67).
‘hokoBuheBM pafoBu KOpPUCTE OrpaHnyerba ncahe malumHe — MoHocnejc hoHTOBe K
puKCHe pasmake — kako 61 cTBopuy Br3yenHe popMe Koje CTaB/bajy pUTam U1 recTy
MpBU N1aH YMEeCTo YUT/bUBOCTH, NO3nBajyhn nocmatpaye aa ce no3abase NpoLEecom,
a He camo npepacTaBamMa Koje U3 rera ciefie. Fb1XoB BU3YeNHM je3nK, Mako NoTnyHo
MEXaHWYKM Y U3BeA0M, 13a3MBA eMOTUBHY, FTOTOBO C/INKAPCKY PE30HAHLY NOCTUMHYTY
KPO3 IyCTWHY 1 pacnopef kapakTepa. YMeTHUK KOPUCTU 3acTapesne MexaHuke nucahe
MalLWHe He Kao HocTanrnynm ypehaj, Beh kao nepdopmaTnBHM anar 3a LupTakbe,
MOHAB/batbe M CTBAPAHbE MEej3aXa, M3BELEHNX KPO3 CTPI/bEHE, PUTAM W OTPaAHUYEHE.

Y Teopuju Meamja iBafeceTor Beka, nncaha MatlmHa je YecTo NpuMKasMBaHa kao

anart paumnoHanusauuije u bpucarsa. Kutnep je TBpamo: Mcaha malmvHa 3aknarba
ayTOpPOBY PYKY ¥ TUMe NHAMBNAYATHOCT HEroBOr N1cakba. YNHM Aa NMCAHN TEKCTOBM
u3rnenajy kao aa Hemajy aytopa“ (Kittler 1999, 183). NMpema oBom rneanwTy, nucaha
MaLLKHA je TEXHOMOLLKA MAcKa Koja NOTUCKYje IMUHe TParose pykonuca 1 yBoam
PeXuM CTaHAAPAM30BaHOr YHOCa. 3urepT To noTsphyje, TBpaehm Aa ,nncaha mawmHa
nporpamupa nucare. OHa aeduHuLLe NPOCTOp CTPaHuLie, pa3mak n3mehy cnosa

¥ BpEME YNncnBarba — Hamehyhn MaLLMHCKM Kof, JbyACKOM je3unky” (Siegert 2015,
162). OBe Nucaha MallMHa Huje NPOAYXeTak pyke, Beh HeHO npenporpamuparse.
Mnak, ynpaBo Kpo3 CynpoTCTaB/bake TMM HAMETHYTUM KOJ0BMMA YMETHULIM

nucahe MalvHe Npy>xajy 0TNOp AMCLMMAMHCKO]j OrMumM MalunHe. Oy ce Gope
NPOTWB YHUPOPMHOCTH KPO3 C10jeBUTOCT, MOMepatbe, 3ar/1aB/buBatbe TacTepa Uin

ABOCTPYKO yaaparbe. CBaku npuTucak Tactepa npoussoam 6aaro apyraunjy pusnixm
Tpar — HeroB MHTEH3UTET, Yrao v rycTMHA MacTWAa 3aBKCe Of, CHare 1 puTma Tena
pakTunorpada. 3a pasauky of, AUTNTATHNX NPUTUCAKA TacTepa, KOju Cy GUHAPHN 1
HeBW/bUBM, OBM TPAroBu 3a[ipXasajy CBOjy aHANOrHY cneLnduUyHOCT. Y CBe LMpOj
npakcu 1 peeBanyalmjn yMeTHOCTH nucahe MaLLvHe, HAPOUMTO Y NOCT-ANMUTAHOM
KOHTEKCTY, YMETHWLY NOHOBO NOTBPRYjy MaTepujaiHOCT UcnncnBama. Kpos
NPOCTOPHY MaHWMyAaLyjy, BULIECTPYKO KyLiarbe 1 recTyanHy cuny, nucaha MatumHa
nocTaje MecTo BP/IO OMUM/bUBOT TAaKTUHOT MPUCYCTBA — MeXaHWykn ypehaj koju
napagokcanHo omoryhasa noBpaTak /byACKor recta y KynTypu cse Bulle nogpeheHoj
HeBNI/bMBIM, 6ECKOHTAKTHUM MHTepdEejcMMa ANTUTAHOT NUCatba.

Mospahaj matepunjanHor Tpara

bapw Tanet npumehyje aa ymeTHuumM nucahe MallnHe ,NpeTBapajy 0By KpyTy,
HEMWIOCPAHY MPeXy Y eMOTUBHY, GaynaHy, opraHcky cteap” (Tullett 2014, 6).
‘hokosuheBa aena cy npumep Te TpaHcdopmaLmje HacTane kopuiherbem nucahe
MaLUmHe kao nepdopmaTvBHOr Opyha 3a LpTarbe 1 CTBaparbe nej3axa. tbuxose
noayancTpakTHe Gopme No3uBajy rnegaole fa ce 6aBe NpoLecom, a He CMKOM

Koja 13 Hera Npon3naasu, y cknafy ¢ MOAEpHUCTUYKOM GparmMeHTaLujom 1 noct-
AMr1TanHom matepujanHoluhy. Cynpotcras/bajyhin ce AMCUMNANHCKO] nornum nucahe
matumHe, hokosuh Bpaha matepmjanHu Tpar Kao MECTO OTe/IOB/bEHOT 3HAYEHA.

OBa npakca foHekne noaceha Ha pagose Emunnja Mpunuja Ha nncahoj MalnHw,
Koje hepMaHo henaHT onucyje Kao peaykuumjy jesnka Ha ,MexaHuukm ocTatak’, rae
OMCECKBHO MOHAB/baHE C/10BA CTBAPA MYCTa, PUTMUYKA NO/bA HAIMK TEKCTUAHUM
Liapama uam 3By4HUM Tanacuma, npetsapajyhu nucahy mMalmHy y MHCTpyMeHT 3a
LpTarbe Koju benexkn Bpeme u Tpyg (Celant 1985, 123), ctBapajyhvt MMHUMANMUCTUUKe
KOMazie Koju Hucy ,nopyke Beh NpUcycTBa’, C IMCTOBMMA MCMIMCAHUM Ha MALIMHK
Koju Aenyjy kao ,nosba eHepruje” WTo benexe Tpar recta 1 ,NprUCYCTBO OACYCTBA',
Harnawasajyhu npouec Hag 3Hauerem (Celant 1995, 37 1 126).

hokoBuheBu pafoBu KopucTe nucahy MallMHY Kao Meauj oTnopa 1 u3pasa. Ha
NO3aAnHN ANTUTANHE femaTepujann3almje, OHU KOPUCTE MeXaHU4Ka orpaHnyersa ia
CTBOpe TakTW/IHe, adeKTMBHe nej3axe. MpuxBaTtarem HaneTocT, HeCaBPLLIEHOCTY W
TENECHOT Paja, OHW TpaHchopmuLy nucahy MallMHY 13 anata 3a CTaHgapam3auumjy y
PaAMKaIHW recT NPUCYTHOCTM, PE30HAHTHO MOBE3aH Ca NOCT-ANUTUTANHOM ECTETUKOM
W KPUTMKOM TEXHOJOLLKE KOHTpOJie 13 06/1acTv Mefymjcke Teopuje.
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boxunpap Npoaanosuh / BoZidar Prodanovi¢
Takoscku rpm / The Takovo Bush
1969, 6akponuc (E.A) / typewriter drawing, 52,5x38cm
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TakoBcku rpm / The Takovo Bush
2024, upTtex nucahom mawwmnHom / typewriter drawing, 183x137cm
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2025, upTex nucahom MatumHom / typewriter drawing, 160x140cm

Ornepano / Mirror
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NnavnHa / Mountain
2025, upTex nucahom matumHom / typewriter drawing, 80x120cm
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Stevan Vukovic¢

FRAGMENTS OF MEMORY
MECHANICALLY EXECUTED

In contrast to the effortless flow of the modern digital environment, Bogoljub
Bokovi¢’s works, crafted on a half-century-old Olympia Monica typewriter, expose
the embodied labor that underlies media creation. Using red and black ink, these
pieces transform the typewriter into a tool of material resistance through creative
expression, subverting its traditional role as a device for standardizing graphic
expression. They use blank space as a contour so that the white defines the shape
more than the typed elements, which evokes Dom Sylvester Houédard'’s typestracts,
but with a photographic impulse, similar to Fax art or early computer-generated
halftone. The grayscale vegetal abstraction uses tonal shifts to suggest dappled light,
echoing Paul Smith’s portraits. At first glance, the images resemble landscapes - trees,
skies, clouds, or vegetal interference. However, these do not serve as direct depictions
of what is seen; they are drawn from personal archives, such as mobile phone stills,
and inherited motifs like the sacred Takovo oak, explored in Bokovic¢’s earlier works.

The original images undergo reinterpretation and visual condensation, reducing

them to semi-abstract fragments caught between visibility and erasure. The works
play on the tension between mechanical precision and emotionally charged imagery,
transforming the rigid logic of typewriting into a graphic experience, that is, the
construction of an image with letters, numbers, and punctuation marks. In the viewer,
the images evoke a sense of movement and stillness, echoing themes of nature and
time without directly representing them. Meanwhile, a slight tonal banding, where
rows differ in ink saturation, adds a handmade glitch aesthetic.

Rather than composing an image through verbal language like concrete poetry
artists who use typewriters to create graphic poems, Bokovi¢ employs letters to build
atmosphere, density, and traces of gestures. Landscapes that emerge are neither
signifying nor mimetic, but affective, rich with repeated impact. The monochrome or
duochrome palette and materiality of inscription recall Kim Cascone’s post-digital
aesthetic, which uses “clicks, glitches, and dropouts as expressive tools rather than
defects” (Cascone 2000, 13). The physicality of typewriting distinguishes it from
digital input or screen-based practices like ASCII art, which appear similar at first
glance but are dematerialized. Alessandro Ludovico notes that “In a post-digital
culture, using analog tools like the typewriter becomes a conscious political act—a
declaration of autonomy from algorithmic control” (Ludovico 2012, 45). Physical
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pressure involved in working with an analog keyboard, the accumulation of ink
through overtyping, and the non-repeatability of mistakes all foreground the body
of the typist as an expressive presence. Ludovico further argues that the post-digital
‘recognizes [the digital] as part of a larger material ecosystem that includes print,
performance, and physical media” (p. 10).

Media Theory and the Typewriter’s Logic

Dokovi¢ adheres to the mechanical demands of the typewriter, contrasting it

with the digital efficiency of today’s prompt art. Joanna Zylinska observes, “Post-
digital art reclaims slowness, effort, and physical presence against the backdrop

of computational acceleration” (Zylinska 2014, 67). Bokovi¢'s works exploit the
typewriter's constraints—monospaced fonts and fixed spacing—to create visual

forms prioritizing rhythm and gesture over legibility, inviting viewers to engage with
the process rather than mere representation. Though executed with mechanical
precision, their visual language—shaped by the density and arrangement of typewriter
characters—carries an emotional, almost painterly depth. The artist reimagines the
typewriter's clunky mechanics, not as a nostalgic relic, but as a dynamic tool for
drawing, weaving repetitive patterns, and shaping landscapes with deliberate patience
and rhythmic precision.

In twentieth-century media theory, the typewriter was often portrayed as a tool of
rationalization and erasure. Kittler claimed that “The typewriter veils the author’s
hand and thereby the individuality of his writing. It makes written texts look as if
they had no author” (Kittler 1999, 183). In this view, the typewriter is a technological
mask, suppressing the personal marks of handwriting and ushering in a regime of
standardized input. Siegert echoes this, claiming that “The typewriter programs
writing. It defines the space of the page, the spacing of letters, and the time of
inscription—imposing a machinic code on human language” (Siegert 2015, 162). Here,
the typewriter is not an extension of the hand but a reprogramming of it. Yet it is
precisely through subverting these imposed codes that typewriter artists resist the
machine’s disciplinary logic. They push against uniformity through layering, offsetting,
jamming keys, or double-striking. Each keystroke produces a slightly different physical
trace—its intensity, angle, and ink density affected by the force and rhythm of the
typist’s body. Unlike digital keystrokes, which are binary and invisible, these marks
retain their analog specificity. In the growing practice and re-evaluation of typewriter
art, particularly in a post-digital context, artists reassert the materiality of inscription.
Through spatial manipulation, overtyping, and gestural force, the typewriter becomes
a site of very tangible tactile presence, a mechanical device that paradoxically allows
for the return of the human gesture in a culture increasingly dominated by the
invisible, touchless interfaces of digital writing.



Reclaiming the Material Trace

Barrie Tullett observes that typewriter artists “have turned this rigorous, unforgiving
grid into an emotive, fluid, organic thing” (Tullett 2014, 6). Dokovi¢’'s works exemplify
this transformation, using the typewriter as a performative tool for drawing and
landscape creation. Their semi-abstract forms invite viewers to engage with the
process rather than representation, aligning with modernist fragmentation and post-
digital materiality. By subverting the typewriter’s disciplinary logic, Bokovi¢ reclaims
the material trace as a site of embodied meaning. That practice partly resembles
Emilio Prini’s typewriter works, described by Germano Celant as reducing language to
a “mechanical residue,” where obsessive repetition of letters creates dense, rhythmic
fields resembling textile patterns or sound waves, transforming the typewriter into a
drawing instrument that records time and labor (Celant 1985, 123), making minimalist
pieces that are “not messages but presences,” with typewritten sheets acting as
“fields of energy” that capture the trace of a gesture and the “presence of absence,”
emphasizing process over meaning (Celant 1995, 37 and 126).

In conclusion, Bokovi¢’s works use the typewriter as a medium of resistance

and expression. Against the backdrop of digital dematerialization, they harness
mechanical constraints to create tactile, affective landscapes. By embracing friction,
imperfection, and the body’s labor, they transform the typewriter from a tool of
standardization into a radical gesture of presence, resonating with post-digital
aesthetics and media theory’s critique of technological control.
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boro/by6 hokosuh (1995, fophy MunaHoBsal,) AMnaoMMpao je Ha dakynteTy
JIMKOBHUX YMETHOCTU y beorpafly 2020. roauHe, rae TpeHyTHO noxaha AoKTopcke
akagemcke cryamje. On 2025. roamHe pagy Kao aCUCTEHT Ha APXMTEKTOHCKOM
bakyntety YHuBep3uTeta y beorpagy.

[lo capa je npupenuo Tpu camocTanHe U3nox6e 1 y4ecTBOBAO Ha HEKONNKO
JEeCeTUHA KONEKTUBHUX. Hberosa TpeHyTHa cdhepa nHTepecoBaka 00yxBata
UCTPAXKMBatbe UAEHTUTETA KPO3 je3MK W BU3YEHOCT, Ca HArMACKoM Ha 00/1MKOBakbe
TeKCTa Kao JIMKOBHOT MaTepujasa Kpo3 LipTayke npoLece v BU3yenHy apTukynauujy
jesunka. Y csom pafly 6aBu ce 1 AMHAMWUYHUM OfHOCMMA M3Meh)y aHaNOorHOT 1
AUTUTAIHOT Mefyja, Kao 1 NMUTarbeM BpeMeHa, heroBor NpoToka 1 Tparosa

KOje ocTas/ba.

)KuBuM v paam y beorpagy.

Bogoljub Bokovi¢ (1995, Gornji Milanovac) graduated from the Faculty of Fine Arts
in Belgrade in 2020, where he is currently pursuing doctoral studies. Since 2025, h
e has been working as a teaching assistant at the Faculty of Architecture, University
of Belgrade.

He has held three solo exhibitions and participated in several dozen group shows.
His current field of interest focuses on exploring identity through language and
visuality, with particular attention to shaping text as a visual material through
drawing processes and the visual articulation of language. His work also examines
the dynamic relationship between analogue and digital media, as well as the concept
of time, its passage and the traces it leaves behind.

He lives and works in Belgrade.
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