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Immortality [BecmptiHocti], Buneo, 539", 2020
Zenith [Sexutu], Buneo, 603", 2020

TEPAGOPMHPAIBE, keanpar us Buaeo paja | How to Completely Delete Yourself, Buneo, 633", 2018

TERRAFORMING, still from the video
[HacnosHa | front pagel Dust [[IpawiuHal], otorpaduja, 2018



2340 years ago, the first portrait coins will be made.
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STAR CHILD PERSPECTIVE

CeeTnaHa PaiiaHoBuh, NCTOPpUHapKa YMETHOCTW, JINKOBHA KPUTUHAPKa

Y CBOjOj BUSYEIIHOj U BUPTYEJIHOj, HAPATUBHOj X CUMOOTINUKO]
paBHW, 1eTupu Buaea Curniie Panynosuha ca 3HaKoBUTUM
HasusuMa (How to Completely Delete Yourself, Zenith,
Terraforming, Immortality) nejcTBYjy kao 4 mnaroa,
YeTUpW eceHlvjasiHe paBHU Y KojuMa ce, Y HeJIMHeapHoj,
HertpeABUIJbUBOj, alI0MMYHOj AnjarpaMaTuLivt HUXOBUX
MebycobHvx penalinja u Moryhem cnobogHoM, YHAKPCHOM,
,TIDOMUCKYUTETHOM " CTTapvBaby HasuBa PafioBa v

pazoBa CaMUX, MUKPO TULaH YMjeTHUKOBe TIPUBATHOCTU

W OWCTIEP3UBHU, MAKPO TU1aH XMOPULHE, MaHWTTyTIMCaHe
CTBAPHOCTW, y3ajaMHO pedrexTyjy, TpecvjeLiajy,
Kanubpwpajy, Lie-Konmpajy yHyTap cBeobyBaTHOT,
YHMBep3anv3yjyher rnaHa mocTojara KoMe YMjeTHUK
pefyMULIbajHO Jofajerbyje TIPUPonyY HeloKYy4UBOCTH,

HECTIO3HAT/IbUBOCTWN, OHOCTPAHOCTN U TI0JaBHOCT MWUCTU4HE,
TaMHe TTpasHuHe.

Y e30TepUUHO-MUCTUYKO] TIEPLIETILIMU W UCKYCTBY CBUjeTa
Kao Wiysuje, Kao ,BpeMeHa CHa“, Beo obMaHe ce pasrphe
Mohuma TpobybeHe cBjecHoCTH y cTary TuimHe win [lyHe
TIpasHWHe", cTamy ocniobaheHocTn of ,0Bo3eMarbCKmnx”
BE3aHOCTW, YCII0BIbEHOCTU, 3aPO6IbEHOCTU. Y OBUM BULEO
PanoBUMa, Ta Cce BUTIMCTUYKA KOHLIETILIMja TipeMehe y

OVCTOTIMjCKY BU3Yjy CTBApPHOCTU Ka0 YTIpaBrbaHe CUMyTiaLiLje

YHyTap CBEOOYXBATHOCTU KAMUTJIUCTUHKOT XOPU3OHTA.
YbaueHn cMO y OroybeHw, oxnabeHw, paliapaHut YHUBEP3YM
y Kome je Karuran KonoHvW30Bao v BUPTYeu30Bao u
KYNTYPY W HAL YHYTapHW KMBOT. PauKanHy KpUTuKy

Wnu TIobyHy mpoTtuB Cuctema taj CucteM aricopbyje Kao
HY>KHY ,CUCTEMCKY IDELIKY”, TIPOMOBULLIE K0 COTICTBEHN

nvbepanHyv mpojekat Bepudukyjyhin roctojare cnoboze
CaMo KPO3 KOHTPOJVCatbe U CaboTUparbe HeHOT UCTUHCKOT
0CBajarba U HeorpaHUHeHor mpera. OHO WTo ce

LIVPU HEOrPaHWHYEHO U3a CBUX BEJIOBA O6MaHe 0BaKBe
TIOCTKArMTaZIMCTUUKe MaTpuLle, BerloBa 0bMaHe Kojuma ce
He BUIW HU 6POj HU KPaj, LLITO Ce pacKpvBa Kao Mo3aaAnHa
wnu 6asa CBUX ,CMCTEMCKUX oTlepalivja” - okymalinje
Tjes1ecHOCTW W anporpujaLnje UOeHTUTeTa, AeEMOHCTpaLvje
Mohwm v dabpvKoBara BpWjeOHOCTH, akyMyTialinje 6oraTcTaa,
KoMmrmeHsalmja 6ona v cymetuTyumja cpehe, 67beltaBor
CTeKTaxsla CBVX 3Harba Y BjepoBaba, XUIMTHOTVHKMX MO
CBUX HaZiama v cjeharsa - LITO Ce 0TBapa Kao LipHa pyTa y
TIPOCTOPY OBa YeTUPV Buea, jecTe jasioBa, TaMHa ry4vHa,
Mpa“Ha TipasHWHa Koja r'yTa CBe Waeje, Cavike 1 cumborne,

CBAKW CMUCAO, Y X0joj je ocrobahare UCTUHOM HelOCEXKHa,
cTanHo namuyyha tajHa — Thruth is out there..

Be3 pasMeTbUBOL TIPOrpaMmnparsa, MapaHOUHHUX WK
XUCTEPUUYHUNX KOMTT)YTEPCKUX CUMYTIaLnja, eKCLIEHTPUYHOM
CTIPErOM BWU3YEJIHOT U TEKCTYAJIHOT, YMjeTHUK mdpupa

Taj CBUjET NIMNLLIEH YCPeAULLITeRa, IPaBuUTaLinje, opjeHTalmje
W KOH3UCTEHLIMje Y Kojuma caMmoperuinkyjyhn obpacim

W TTporpamm 6pullly aBaHTypy pPasiuKe, MPOMjeHe, HOBO-
pahama. V 0BUM ce BuIjeuma orombaBajy MenaHXonuYHm
3HALIM WIN CUMOOTINHKA YTIOPULITA XWUTTEPTPOPUPAHOT
cBWjeTa rpe3acuhieHnx U peHarperHy Tmx UHPOPMaTUHKINX
Mpexa, Me[l1jaTU30BaHOr YHUBEP3YMa Y KOMe Cy eHTUTETU
W WIEHTUTETW CaMO OroJbeHe, 67TbECKOBUTE CTINKE Koje
TIYZICUPa]y, HETTPEKWMAHO HACTAjy U HECTajy Y TaMu cajbep-
ITnartoHose mefivHe, Hekaaa MpavHe cobe MaTpukca y Kojoj

je Mopdwjyc ToHyavo Hey LipBeHy Tmymy criosHaje UCTUHe
W T1aBy TIWITYTY 671aKEHOT He3Ha ba.

BectjernecHa tnjena-cnmke tuiyTajy 6ecLiibHO, Kao

UIYTUbE ersucTeHLnje y KojumMa of3Barba I71ac Kao ,ca

Ipyre TUlaHeTe", Hapalnja ca y3HeMupyjyhom, inhuman
VHIOINEepeHTHOLINY, He3ayCTaB/bUBa U HEYMOTbUBA Kao

rnac cynbure. OHa CriyllTa cBe Hafe, CyMmibe, TIobyHe

v TIpOMjeHe [0 Tauke xnahera, yTpHyha, mapa y
XUTTHOTUHKM CaH. Y TOM CTarby XxubepHalinje, penyHaaHLa
CBUX U3PEUYEHUX ,PeNIUIMjCKUX [IOTMMW, BjepoBatba U
HayYHWX UnbeHnLia, ucTopujckvx daxarta u Teopuja
3aBjepe, MapaHOPMarnHnX GeHoMeHa U PUKTUBHVX

cBjeToBa” UHQUATPYPA Ce Y TKUBO PEasTHOCTM Kao HeHa
OTKPUBEHA TajHa, PancudviKyje kao reHa jeanHa UCTUHA.

3a yMjeTHVKa, TO je CBUjeT WIpeAVHIepOBCKUX Mapajokca
TZije ce CTBApW UCTOBPEMEHO MPUONWKaBajy W yArbaBajy,
61Bajy ¥ CTaTUYHe U TIOKPETHE, KOHKPETHE W aricTpakTHe,
TIPUPOLHE W apTUGULINjENTHE, HOTOPHE W KPUTTTUYHE,
TIOBPLLHE W TIPErHaHTHe, 0BO3eMarbCcKe W from outer space.
Ty cymma nvun Ha BjepoBame a TpUXBaTare Ha TIOpULIahe.
OBe OHTOMNOLIKE U er3UCTEHLIMjaNTHe POTaLnje YMjeTHUK
CTTPOBOLN UHCTaMpajyhwt yHyTap pafioBa ,0MHWUTIOTEHTHY,
YMHOXEHY, USMJELITEeHY, USOKPEHYTY TIePCTIEKTUBY
afexBaTHY TIPUPOOU AeLIeHTPUPAHOL, OUCTIEP3UBHOT CBUjeTa
W TIO3VLIMjW 1ecTabUIM30BaHor, ANCII0LUPAHOT H0BjeKa Koju
TO CTarbe BPTOIT1aBOr TpeoKpeTarba CTaTyca J0XKUB/baBa Kao
PerynapHoCT, HOPMaJIHOCT COTICTBEHOT TIOCTOjara. Y OBUM
poTalimjama v LMjbaHUM ocLivialivjama usmehy HausBHor

W MUCTUMHOT, Y3BULLIEHOT U 6aHaJIHOT, X71aZiHa 03OWBHOCT
ocjehaja aa cBjeno4nMMo GUHANHW CTaANjyM BenuKe

Ipame Halller TI0CTojarba, ApaMe U3 Koje je 4aK HecTana
LpaMaTU4HOCT, edeKar 110ka, AMMEH3Vja CrakTaksa, camo je
Hanvyje (Wn nuLie) yMjeTHUKOBOT 3aurpaHor a fy6uHcKor
VPOHWjCKOT TIPOLINBAtba HeroBOr YTIPU30Petba CTBAPHOCTI
LITO je YMjeTHUKOBA CTpaTernja AuCTaHumuparsa y oqHoCy Ha

camy Ty CTBapHOCT KOjy YTipu3sopyje. Y oBUM poTalnjama,
1360p TIEPCTIEKTUBE HUje Bulile fledUHUCaH TITIaBOM U
LIPBEHOM TIWJ1YJIOM K20 ,Jlakum” n360poM n3mehy porickor
TIOCTOjarba W CTIO3Haje CBOT HeripyjaTterba, usMeby mosuuvje
TIACMBHOT, YBYY€HOI/HaBy1eHOT, HECBjECHOT KOH3YMEHTa
BUPTYEJIHVX MpeXa W ,L[PBEHOr" KOH3YMEHTa, TipobyheHor
1 ocrnobobeHor TojenvHLa Koju CyMrba U Kojy 3Ha. V HallleM
post-truth wnn TocT-MaTpviKC CBUjeTY, LIDBEHe TIusyne
I'yTajy W TIpoAajy TeopeTuyapu 3asjepe, HarasbeHn TpopoLin
1 drnexcubunHn uyBapy cjeharsa a rnaga mulyria Hocu
wmoryhHoct To Completely Delete Yourself: ,onjaBmsvBara’,
CKUZarba ca Mpexe, XVBOTa U3 offline, er3oTV4HOT, TOTOBO
alien lifea xao Monyca W ycroBa (camMo)CBjecHor 1
CYBUCTIOT XUBTbeH:A COTICTBEHE CT10607e. YTIPaBo y TUM
YMHOXaBambUMa 1 U30KPeTamUMa TIEPCTIEKTUBA U TIO3ULIN)],
YMjETHVK Tipeokpehe v Tauky omiuTte aTpodvje, Mana,
VCKM3HYha, ¥ 3eHUT, TaUKy PacTa, IM4He KOHConuaalvje,
camoobHaBbarba 1 Tpajarba. KjybprnkoBCcknM 06pToM,
ralereM apTMOULIMjenHMX Harajarma v Mpexa, paha ce n
OTKpWBA ,HOBA TU1aHeTa" X0ja je, U3 TIepCTieKTUBe yMjeTHUKA-
ponuTersa, teros Star Child: oH je M MacuBHa KocMUUKa
dopmalimja v 3emMsbonmnKa CTpyKTypa 1 human Kpeatmja

W 4UCTa EMOLIN)ja, CYHLIe HeroBe UHTUMHE U yMjeTHUYKe
,acTporeorpadwije’. ¥ yMjeTHUKOBO] He BUlLIE MUCTUYKO]

Hero MHTUMUCTUYKO], TIOPOLUYHO] TIEPCTIEKTUBW, OBaj
eKCTpaBaraHTHW oMaX uHanHoj cLern Kjybpukose Onuceje
CaZpXv ¥ UMaHeHTHY Kjy6puKOBCKY amMbUBaneHInjy: Ta
HOBa, HeyMpeXXeHa TIepCTieKTVBa, Taj HEBUHW TIOITIeT, HyOu
W3BOPY W3 KOra je HacTao TIoITer ,Ca OHe CTpaHe”, BU3ujy
perexepalyje, MpoAy>kaBarba, KPeTKor Tpajarba Y BpeMeHy
(YMjETHUK 61 PEKao - TIPOjeKT BECMPTHOCTW) anu TIoCTaje

W CBjeNOK He3ayCTaBIbUBOL ypYllaBama ,BEJIVKOr CBUjeTa’,
HeroBOr KOTTHherba, HecTajara, MoX[a 3armyllyjyher, Moxaa
HeYyjHOr rallleksa, TIPasHOL X07ia HeroBvX MallviHa Wiysuje
Koje Cy Taj CBWjeT 1 Uv/HWIe MOTyRAuM, He U XXUBUM.



BECMPTHOCT, xBampaT U3 BUe0 pajia
IMMORTALITY, still from the video
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Svetlana Racanovié, art historian, art critic

In their visual and virtual, narrative and symbolic

level, the four video works by SiniSa Radulovi¢ under
symbolic names (How to Completely Delete Yourself,

Zenith, Terraforming, Immortality) act like 4 plateaus, four
essential levels on which, in a non-linear, unpredictable,
illogical diagrammatic of their mutual relations and
possible free, criss-crossed, “promiscuous” matching of the
works and their titles, the microplan of the artist’s privacy
and a dispersive macroplan of a hybrid, manipulated reality
get mutually reflected, intersected, calibrated, decoded
within an encompassing universalizing plan of existence
to which the artist intentionally assigns the nature of
elusiveness, incomprehensibility, otherworldliness and the
incidence of a mystical, dark emptiness.

In an esoterically-mystical perception and experience

of the world as an illusion, as a “time of sleep”, the

veil of deception gets lifted by the means of power

of the awakened awareness in the state of Silence or

“Full Emptiness”, the state of liberation of “earthly”
attachments, conditionings, captivity. In these video works,
the vitalist concept gets turned into a dystopic vision of
reality as a simulation steered within the universality of
capitalist horizon. We have been pushed into a bare, cooled,
disillusioned universe where the Capital has colonized

and virtualized both the culture and our inner lives.

That system absorbs the radical critique or the rebellion
against the System as an inevitable “system error”,
promoting it as its own liberal project while verifying

the existence of freedom only through controlling and

sabotaging its true conquest and limitless spreading. What
gets limitlessly spread beyond all the veils od deception

of this postcapitalist matrix, the endless and countless
veils of deception, what gets spread like a background

or a basis of all “system operations” — the occupation of
corporeality and the appropriation of identity, the show of
force and the creation of value, the accumulation of wealth,
the compensation of pain and the substitute of happiness,
the dazzling spectacle of all the knowledges and beliefs, the
hypnotic powers of all the hopes and memories - everything
that opens like a black hole in the space in these four video
works is a barren, dark offing, a dark emptiness that swallows
all the ideas, images and symbols, any meaning, and in which
the liberation by truth remains an unreachable, permanently
elusive secret — The truth is out there.

Without pretentious programming, paranoid or hysterical
computer simulations, by the use of an eccentric link
between the visual and textual, the artist encodes the
world deprived of the centre, of gravity, orientation

and consistence where self-replicating patterns and
programmes erase the adventure of difference, change, new
birth. These videos reveal melancholic signs or symbolic
base of hypertrophied world of crowded and overstrained
informatic networks, of a mediatized universe where
entities and identities are nothing but bare, flashing
images that keep pulsating, appearing and disappearing in
the darkness of cyber-Plato’s cave, once a dark room of The
Matrix in which Morpheus offered a red pill of truth and a
blue pill of blissful ignorance to Neo.



Incorporeal bodies-images aimlessly float like hollow
existences that echo a voice “like from another planet”,

a narration marked by disturbing inhuman indifference,
unstoppable and relentless as the voice of a destiny. It
reduces all the hopes, doubts, rebellions, and changes
down to the cooling point, to numbness, till they fall into a
hypnotic sleep. In that state of hibernation, the redundance
of all the spoken “religious dogma, beliefs and scientific
truths, historical facts and conspiracy theories, paranormal
phenomena and fictional worlds” gets infiltrated into the
issue of reality like its revealed secret, and gets falsified

as its unique truth. For the artist, that is the world of
Schrodinger’s paradoxes where things simultaneously get
closer and more distant, getting both static and movable,
concrete and abstract, natural and artificial, clear and
cryptic, superficial and profound, earthly and from outer
space. There, a doubt resembles a belief and acceptance the
denial. The artist creates these ontological and existential
rotations by installing within the works an “omnipotent”,
multiplied, decentred, inverted perspective that is adequate
for the nature of decentred, dispersive world in the position
of destabilized, dislocated man who perceives the state of
accelerated change of status as regularity, the normality of
his own existence. In these rotations and aimed oscillations
between the naive and the mystical, the sublime and the
banal, a cold seriousness of the fact that we are witnesses
of the final stage of a huge drama of our own existence, the
drama which has even lost its dramatic feature, the shock
effect, the dimension of a spectacle, is only the inside (or,
actually, the face) of the artist’s playful yet deeply ironic
sewing of his presentation of reality, which is the artist’s
strategy of distancing from the very same reality he is
presenting. In these rotations, the choice of perspective

is no longer defined by the blue or red pill as an “easy”

choice between slavery and the ability to get to know

your enemy, between the position of a passive, involved/
addicted consumer, awoken and liberated individual who
doubts and who knows. In our post-truth and post-Matrix
world, the red pills get swollen and sold by the conspiracy
theorists, horny prophets and flexible guardians of memory,
while the blue pill carries the possibility to Completely
Delete Yourself: the “checking out”, getting off the network,
an offline life, an exotic, almost alien life as a mode or a
condition to a (self)conscious and purposeful living of one’s
freedom. It is in those very multiplications and inversion of
perspectives and positions, that the artist inverts the point
of general atrophy, of fall, of slipping, into the zenith, into
the point of growth, of personal consolidation, self-renewal,
and duration. In a Kubrick-like twist, the shutting down

of artificial power supplies and networks, a “new planet” is
born, the one which is, from the perspective of the artist-
parent, his Star Child: it is both a massive cosmic formation
and an Earth-like structure, a human creation and a

pure emotion, the sun of his intimate and artistic “astro-
geography”. In the artist’s no longer mystical but intimate,
family perspective, the extravagant homage to the closing
scene of the Kubrick's Odyssey also includes the immanent
Kubrick-like ambivalence: the new, offline perspective, the
innocent look, offers a source that has produced the look
“‘from beyond”, the vision of regeneration, prolonging, lively
duration in time (the artist would say — the immortality
project) but also becomes a witness of unstoppable collapse
of the “big world”, its evaporation, disappearance, maybe
deafening, maybe silent shutting down, running on empty
of his machines of illusions that use to make the world
possible, although not alive.

is ability to speak!foreign languages
one does not know.

BECMPTHOCT, xBafpart u3 BUIeo paaa
IMMORTALITY, still from the video
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TTPAIITMHA, doto Tamwa dpobmak, 2020
DUST, photo Tanja Drobnjak, 2020

Cunumwia Papynosuh pobeH je 1983. y ITonropuim, LipHa
[opa. Inrnomupao je Ha PaxynTteTy NUKOBHUX YMjETHOCTW Ha
Letuwy, roje je n marnctpupao 2008. roguHe. Jo6UTHVK je
Harpagne “Mununk” YVAA (2017), IpaH npuja XepLerHoBCKor
3UMCKOT JIMKOBHOT casnoHa (2016), Harpape 3a cnvkapcTBo Ha
33. LIpHOrOpCKOM JIMKOBHOM carloHy “13. HoBeMbap”, Lieturse n
Harpape 3a Buneo apaz Ha 38. LIpHOropckoM IMKOBHOM CasoHy
“13. HoBembap’, LleTnibe.

JKvsw v panwn y [Mopropuum.

Fberosu pafoBv ce Hanase y MHOIVM TIPUBATHUM W jaBHUM
Koneximjama, yxmbyuyjyhun: Koneximja Oxrobapckor

canoHa (Kyntyphu uentap beorpana), Konexiuuja Deutche
Telekom, Konexuuja HaponHor my3eja LipHe T'ope, Konexiumja
YHuBep3ureta LipHe ['ope, Konexuwja Luciano Benetton,
Koneximja Federculture Pum, 36wpka LleHtpa CaBpemMene
ymjeTHocTvt LipHe T'ope, Konexunja LIpHoropcke akanemuja Hayka
v ymjeTHocTu. Buie nHdopMmaumja o ayTopy:

WWww.sinisa.me
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He lives and works in Podgorica.
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Collection Deutsche Telekom, National Museum of Montenegro
Collection, University of Montenegro Collection, Luciano
Benetton Collection, Federculture Rome Collection, Center
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about the author at:
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HOW TO COMPLETELY
DELETE YOURSELF,
KBazipat 3 BUIeo pana
still from the video

3opaHa 3eHUT je Tauka, BpeMe y KojeM je HeKO WIIN HELLTO Ha BPXYHLIY ycrexa.

‘HaxoBuh Kaxo ce oHO 1ITO 03Ha4aBa 0Ba pey y4uTaBa y OOHOCY Ha LIeJINHY, Kojy
MuHHUTI.: TIpeLCTaBbajy PaZloBU TPUKA3aHN Ha UBNOXON?
Cunuina YV 0BUM pazioBUMa je TIOBYHeHO BUllle Tapajleria, Win 6orbe pefvt

Papgynoeuh.: W3BefeHO HEKONUKO BepTviKasna. KOHKpeTHO, OHa BepTuKana Koja

Ce 0fHOCU Ha TIOMEHYTY [edVHULIY]Y jecTe Moja, UHTUMHa, Koja Me
CTaBJba y TIO3ULIM)Y 3eHWTA, W TO He Kao ayTopa, Beh kao oua. Ckopo ma na je 6pyTanHo
TO U3MjellTare Y TI03ULIWjY aTiCoNyTHe OAOBOPHOCTW W artconyTHe cpehe, HOBOHACTal0
WUCKYCTBO Koje Ballly 6ynyRHOCT W MPOLTIOCT CaXXUMA Y jenHY jeAUHY yCujaHy Tauky,
HULITaBWUII0 WV BEJIMKU Tpacak. Kpo3 To Tpereperse ce [on1asu v 0 TIPeoCTanmnx
KOMTTOHEHTU KOje Cy TIofjeiHako 6UTHe 3a apXUTEKTypy OCTanux panosa. Axo 6orbe
Tornejamo, eKCTpeMu Koju ce TipoBrlave Kpo3 Hapalwjy 3ampaBo LejCTBY]Y Y HEKUM
HU3apHUM a OTeT TIPUPOOHUM U XapMOHWYHUM OfHOCUMA, 6WI10 [1a je pujeyd 0 AyXOBHO]
WV CTIMPUTYAJIHOj BEPTUKa/K Tj. 0OfHOCY Bora u 1oBjexa, wivt OHOj COLIMO-TIONIUTUHKO]
KOMTIOHEHT Ijje ce pefleduHuilly penalmje usmeby cyBepeHa U 0OUHHOT CMPTHUKA.
Moxxe ce pefint fia je 3eHUT 3aMpaBO ayTOPUTET, & OHO LUTO Ce AOBOAU Y TIUTare jecTe luTa
je cBe MOTpebHO, 1 TIPEKO Uera ce CBe rasu Kako 6u ce Ta mos3uumrja MOhU U3rpanuna u
oApXana. Y oBUM paZioBUMa Ce UsjeAHavaBajy penvurnjcka yBjepera, Teopuje 3asjepa v
DPeasiHOCT caMa, jep CBaKO OACYCTBO MOMM CTBapa KOH3YMEHTe TIOAJI0XHe KOHTponu. Maxo
TIOHEKa], KOMTTUIEKCHOM CTPYKTYPOM W KOHTEKCTOM HapaTuBa, ja 3arpaBo MoKylliaM
TyOnMLM TTPeAoUMTI jelaH HajacBe jeAHOCTaBaH KOHLIETTT: Kafla [J0BOTbaH 6poj Tbyon
v“Ma ,UYBpCTa” yBjeperba U BjepoBatba, 6e3 063vpa KOIMKo OHa ,4ynecHa” buna, rojam
PeasiHOCTU U UCTUHE HEMWHOBHO ce pefledvHuliie, KaKo Criorba, Tako v u3HyTpa. CBjenoum
CMO TOME, He CaMO0 Y CBUM HalllUM HeCJ1aBHWUM TIPOLIIOCTUMA, BeR 1 CBaKOAHEBHO.

3opaHa M3nBajajyhm cumbonuyxa yropuiiTta XMrepTpodvpaHor cBeTa y KojeM
Haxosuh CYy EHTUTETU W ULEHTUTETN CaMO OrOJbeHe CIMKe Koje TIyJICUpajy, a
MuHHuTH: mbyncko 6uhe ce oceha xao [lIpennHrepoBa Mauka y KyTuju, He 3Hajyhn

TaY4HO [1a JIXt je XXWBa WU MPTBa, TTOCeTUNAL], aKo Cay4eCcHUK CBera, ce
W larbe TIMTA LITa U Kako farbe? KakBa moxe 6utn Busuja bynyhHoctn?
KommjyTepn3oBaH I71ac Xoju 1yjeMo y ranepujckoM TpocTopy OOTyHYje CIIKY O CBETY
vHdopMaLWja Koju je CTBOPUO KOHTPOIMCAHU CUCTEM Y KOjeM XXUBUMO. YMETHWUUKO
IIeTI0Batbe Kao UHCTPYMEHT KOMYHUKaLIMje je 1eo TOT CUCTEMA, MaKO He CaaipXn
vHpopMaLmje. Y KoM TPOCTOPY OHO W fajbe AaHac MOXe Aa TIPYXKU OTTIOp 0BAaKBOM

cucTemy?



Cunuia Hajboren otmop 61 610 cTo3Haja peanHoCcTy, anu u3riena aa Hala
PapynoBuh.: peanHocT cBe BUllle MUK HA HEKY BPCTY MynTuBep3yma. Kpos
TpojexLinje Ha 3uLoBUMa ranepuje menanal 3arpaBo MOXe UCKYCUTU
Hexy BpcTy [InatoHoBe mehute. AmconyTHa cpeha mocTaje HavBHOCT, a arconyTHa
OLTOBOPHOCT CTPAaX Of} HETIO3HATOr, a TO je MPefoYeH0 KPos3 YIlory HapaTtopa, jep
KaKo BIeo PaZioBu onMuU4y, Tiybnvka cxBata Iia je HapaTop apTudulivjanax, n Ta
TpaHcdopmaLmja rnaca fjevaxa y rac MalliHe je CBOjeBPCHU 3ajeiHUHKN UMEHUTETb
BehivHe pajoBa Ha n3noxou. To je jolll jefiHa CTiorbHA BEPTUKAIIA, HAUBHOCT U TTIOTOM
CyHOBpaT ka cTpaxy. CMaTpam fia je 0BO U3Y3eTHO 3aHUMIbUB acTiekT U3MnoxKbe, yTpaBo
jep ce TpaHchopmalivja rmaca ogurpasa y caMoM TocMaTpady, y CTo3Hajv koja ra Tjepa
He camo [ja pasMuliyba 0 OHOME LITa YMjeTHOCT jeCTe WIN Huje, Beh Aa Tipencrnta
CBe OHe MHOpMaLWje Koje Cy 10 TaAa MpefjoyeHe v CyrepucaHe Kao uctuHute. Moxe
ce pehin 1a je UWb BpaTUTK TIyONVKY Y TIPOLTIOCT KAKO 61 TIPeUCTIUTaa COTICTBEHA
yBjepeta 1 TojaM peasHor yortre. [Tpobnem [aHalIRer TPEHYTKA je LITO MU BUle
HUCMO caMo PobOBU CUCTEMA Y KOjeM Ce PealIHOCT CBOAW Ha beckpajHo TipexiepaBar-e
W KOH3yMepW3aM, My CaMU CMO TIOCTasIn TIPOVU3BOAN KOjU ,XVBe” y CBUjeTY ITje je
VCTVHA HEBUJITbYBA, HeCaBmnaiMBa. YoTpeboM CBUX AOCTYTTHWUX TEXHONOTWja U BjellTauke
VHTWIEreHLnje CUCTEM je TIOCTA0 YIITUMATUBHW ayTOPUTET, U YTIPaBo Y TOj, ariCoy1y THO]
APTUOULIMjATTHOCTI JIEXW TIPABU TIPOOTIEM W OTIACHOCT, alv MOX[IA W Heka yTomujcka
lIaHca Aa YMjeTHWLM Kao [71ac pasyMa pearyjy rnpeBasuiasein 0KBUPe HallMoHamHor
W pervoHanHor. Umak, Hucam onTUMUCTA jep oK Ce Kade CajloHCKe CIKe, A0K
yAapaMmo [T1aBOM Y 3U[ ¥ PeA0BHO Ae3MHQUKY]eMO DyKe, IUCTOT)a je OHO Ka UeMy
CBW 33jeJHO HEMWHOBHO Cprbamo. M3y3umajyhn mepLeminjy CBUX OHUX XePMETUHHUX
W e7IMTUCTUHKWX KPYTOBa KOje CTBapaMo Kako 6v ce 0cjeTwiv GUTHUM, PeanHocT je aa
je YMJjeTHOCT arconyTHo HeMohHa, 1 ocTahe TakBa CBe 0K He TIOYHe [1a oTioHalla vt
TIpUMjetbyje UCTW anropuTaM Kao OHaj Koju ofpsKasa U rokpehe cucTeM Tof, 4njoM CMo
KOHTPOTOM. YMjeTHOCT hie 6UTK edekTHa OHAA Kafia YMjeTHULIN TIpecTaHy fia Bjepyjy na
OHa MOXKe MLITa TIPOMUJEHWUTU, TO je Tapagoke KOju XXUBUMO.

3EHUT, moctaBka ranepuja Podroom

doto Tama pobrax

ZENITH, installation view gallery Podroom,
photo Tanja Drobnjak

Am I upside-down?



Zorana Zenith is a certain moment, a point in time when someone or

bakovic something achieves supreme success. How does the concept denoted

Minniti: by this word relate to the whole that is represented by the exhibited
works?

Sinisa These works contain several parallel lines, or better yet, verticals.

Radulovié: Concretely, the vertical that relates to the said definition is my

intimate one, the one that places me in the zenith, and yet not as the
author but as a father. That displacement into the position of an absolute responsibility
and an absolute happiness is almost brutal, it is a new experience which merges
your future and your past into one burning point, into nothingness, or the big bang.
That fluttering leads to the remaining components that are equally important for the
architecture of the rest of the works. Should we take a better look, the extremes that
permeate the narration actually act in bizarre and yet natural and harmonic relations,
whether we talk about spiritual vertical element, i.e. the relationship between the God
and the man, or the socio-political one in which the relations between a sovereign and
a mortal get redefined. One could say that the zenith is, actually, the authority, while
what is being questioned is everything that is necessary, everything that gets trampled
upon in order to build and maintain the position of power. In these works, religious
beliefs, conspiracy theories, and reality get counterbalanced because every absence of
power creates controllable consumers. Although I do it sometimes through complex
structure and a narrative context, what [ am trying to achieve is to present a basically
simple concept: when enough people hold “firm” beliefs, regardless of how “wondrous”
they might be, the notions of reality and truth get inevitably redefined, both from
within and from without. We are witnesses of that not only in our inglorious pasts but
in everyday life, too.

Zorana By selecting a symbolic stronghold of a hypertrophied world in which
bakovié¢ entities and identities are nothing but bare pulsating images, and
Minniti: where human being feels like Schrédinger’s cat in the box, unsure

of whether it is dead or alive, a visitor, although an accomplice,
does wonder what to do and how to proceed. What can a vision of the future be
like? A digital voice that we hear in the gallery adds up to the image of the world of

information which has created a controlled system that we live in. Artistic activity as
an instrument of communication is a part of that system, although it does not contain
any information. In which space can it still mount resistance to this kind of system?

Sinisa The best form of resistance would be to understand reality, but our
Radulovi¢: reality keeps getting increasingly similar to some kind of multiverse.
Via the projections on the gallery walls, spectator can experience
some sort of Plato’s cave. The absolute happiness turns into naiveté, and the absolute
responsibility into the fear of the unknown, which is presented through the role of a
narrator, because as the works come one after the other, the audience come to realize
that the narrator is artificial, and that the transformation of a boy’s voice into a voice
of a machine is a unique common denominator of the majority of the exhibited works.
That is yet another outer vertical — naiveté and the collapse into the fear. I find this
to be an extraordinary aspect of the exhibition, since the transformation of the voice
takes place in the viewers themselves, in the realization which makes them not only
contemplate what art is or isn't, but makes them reassess all the information previously
considered and proposed to be true. One could say that the aim is to take the audience
back into the past in order to have them reassess their own beliefs and the notion
of the real in general. The problem of the present moment is that we are no longer
the slaves of the system in which the reality is reduced to incessant overeating and
consumerism, but we have turned into products that “live” in a world of invisible and
impenetrable truth. Through the use of all the available technologies and artificial
intelligence, the system has turned into an ultimate authority and it is in that absolute
artificiality that the real problem and danger lie, but possibly also a utopic chance for
the artists to react as a voice of reason while overcoming the limits of the national
and the regional. Still, I am not too optimistic because, as long as we keep hanging
convenient pieces of art on the walls, as long as we keep banging our heads against the
wall and sanitizing our hands, it is dystopia that we are inevitably rushing towards. If
we exclude the perception by all the hermetic and elitist circles that we create in order
to feel important, we have to admit that art is completely helpless and will remain so
until it starts emulating and applying the same algorithm as is the one that maintains
and moves the system that controls us. Art will be effective once artists stop believing
that it can change anything, and that is the paradox that we are living.



« 3EHUT, xBagpaT “3 BULEO pafa
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