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3owTo 6aw ,Monntuyapewe“?

Bo umknycort ,[Nonutnyapene” - HAaMepHO UM He - pa3paboTyBaM TEMU KON BO cebe coapxKaT ,,NonnTnyka® 3agHuHa nnm ce Bug
KOMEHTap Ha ofpefieH HaMeTHaTU ,,MONNTUKAHTCKN® cuTyaumm Kou rm 3abenexyBamM BO COBpeMeHara Kyntypa.

TepMUHOT ,nonnTMyapere” € Moj Heonornaam LUTO MM CnojyBa TEPMUHUTE ,,MONNTMKA/NOANTNYaP U ,Tpadapere”, HELUTO Kako
»OVCTpEetbe NoNUTMKA", MUHYBaH€e NPEMHOY BPEME BO ,TeNare NpasHa cnama“ BoO BPCKa CO aKTyeSTHU 1 CEBPEMEHCKUN MONUTUYKM
cnyyyBatba, a 6€3 BUCTUHCKA PELUMTENHOCT 3a peasiHO AejCTBYyBarbe BO MpaBeL, HELLTO fa ce NnpomeHu. [0 npegnaram Kako npesof, 3a
aprKaHCKO-aMepUKaHCKNOT TEPMUH politickin’.

Bo ctaHgapaHWOT amepukaHcKy, nak, UcTuoT napas politicking ce ynoTpebysa npoakTUBHO 3a CEKOj BUA aKTUBM3aM CO KOj ce
NoCTUrHyBa Hekoja nonuTnyka Len, 6e3 ornea fanu ce noYnTyBaaT MopanHuTe unm npasHuTe npuHuunu. Co gpyru 360poBu, ro
noapasbupa MaknjaBenucTUYKOTO Havyeno AeKka ,LenTa ru onpasayBa cpegctaara”. /13pasoT AeHec e AenyMHO HeyTpanma3upaH Bo
OVNIIOMaTCKNOT CIEHT, Kafle 03HavyBa CEKOj BUA, MONUTUYKU akTUBM3aM Of, TUMOT Ha KaMmnahCKU akTUBHOCTU npef n3bopwu, nputoa
BKJ1y4yBajKn c€ of npomouuja 1 ybenysare 0O MaHuMynMpare 1 npucunysare 3a gobusare rmacosu. Ho, ce ywte HajMHory ce
yrnoTpebdyBa KPUTUYKIK U LMHMYHO, 32 fa Ce 03HauM OHa LUTO Ha MaKeOoHCKM jasnk ce HapeKyBa ,nonntukaHTcTBo" (KoHeckun 1994: 304),
O[HOCHO VHTPUIraHTCKO [ejCTByBarbe 3apaam MyHa Ao6uBKa, HAMECTO BO MHTEPEC Ha rparaHnTe 1 3apagy BUCOKMW OMNLITECTBEHN UOEN.

O6eTe 3Hayerba Ha 0BOj 13pas, NONUTNHAPEHETO U MONNTUKAHTCTBOTO, Me dhacLMH1paaT Co NPeuu3HocTa Co Koja ro o3HadyBaaTt gyxoT
Ha HawleTo BpeMe. [logeka LWMpoKMTe Macu ce 3adiaTeHn Co NonmTuyapere, oHa LUTO AeHEC e A03BOMIEHO BO CBETOT Ha NnosiMtukara

ja CHWXyBa [0 NONUTUKAHTCTBO. NonuTukaTta HeKako ce cBefe Ha ,,IlyMere NonuTuka®, ,,nceBaononnTmka“ u ,keasunonutmka“. Kora
NPUHUMNUTE Ha OBPOTO rparaHCKO BafeeHe 1 OMNWTECTBEHNOT UHTEPEC BEKE HE MOCTojaT, 3aHMMaBareTo CO NonuTnka gobrea
3HayeHe Ha YNCTO UHTPUraHTCTBO 3apaamn NnyHa fgobveka. [JeHec cTaHa HopMasiHa npakca npodgecnoHanHUTe NoAUTUYapy aa rm umaar
CBOUTE JINYHN MHTEPECU KaKo BPBEH MPUOPUTET, HAMECTO MHTEPECUTE Ha NyIreTo Kon 6une n3bpaHu ga rm NnpeTcTaByBaar.

J'nyeTo oTceKorall 6une CKOHN KOH BakBO MCKPUBYBaHE 1 NMPUCBOjyBare Ha CUTe rofieMn naen 1 MAeonornm Bo CKnag co CBojoT
YMCTBEH KanauuTeT, noTpebu n uenun. M camata Taa ngejHa nojasa Mu ce YMHU Kako By NOAUTMKAHTCTBO, 6e3 ornea Aanv ce paboTun 3a
HEeYKN NHAMBMUAayn 6e3 NOANTUYKN amouLmumn nnn 3a BnvjatenHm MeILyHapO,D,HVI Onurapcu co OrpoOMHU NOMUTUYKK MaLLMHepun 3apg, cebe.

Bupekn xneseeme Bo BPEMe BO KOe, Ce Y/HW, OBaa Mnojasa Ha NMoNnMTUKaHTCTBO AOXXMBYBa EKCMOHEHLMjaneH pacT, pewums ga ja
NCTpaXkaM Kako YMETHUK. Me nHTepecunpa oHa LUTO OCTaHyBa of, BU3YeNnHUTe CUMOONM KOW NpeTCTaByBasne ronemMm XyMaHUCTUYKN
naen, OTKako YoBeyvkaTta NoNUTUKaHTCKa ncuxa Ke npeLBaka n Nnpeco3fane Bo HELLTO COCeEMa OKCUMOPOHCKM CNpOTMBHO. BoegHo,
4eCTO Me 3aMuUCyBa cinyHaTa cynovHa Ha BU3YENHMOT jasnk Ha rpaddnyKnoT u3ajH BO COBPEMEHOTO Nas3apHO OMWTECTBO, MapKETUHI
1 Be6 KOMyHMKaumja. BnevyaTokoT of KojLUTO TPrHyBam e ceonwiTarta U HamepHa 36YHETOCT 1 UCMIPEBPTEHOCT Ha cMucnara 3apagm
HeYMn NONUTUKAHTCKM MHTEPECH, Na CO YMETHUYKO AenyBare ce obrgysam ga My ce onpam (,,CO HeroB KameH rno Heroea rnaBa“) n

[a NOTTVKHaM HEroBo NPencnuTyBare, HO NpUToa MOXXebU U CaMNOT CE OrpeLlyBam CO NonuTnyaperse. 3artoa pewwB Toa fa 6uge
HaCNoOBOT Ha OBa MO€ NUCTPaXKyBare.

Mako noTekHyBaM ofj CEMEjCTBO BO KOELLUTO nonutrkata 6una nHterpaneH gen of npodecujata, ngeanmte, 06BPCKUTE U CEKOjOHEBNETO
Ha TaTKo MU, jac BO TEKOT Ha LIENNOT XXMNBOT Ce TpyAEB Aa ja u3berHyBam KoMKy LUTO MoXam. Hukorall He My ce gonarana u cekoratu
cuTe CTpaHu My uarnegane nctn. MHorynaTtu cym ce Halosn cebecu Kako HeECBECHO Napoansmpam doTtorpadun Ha cuTe NoIUTUYapu Bo
BECHMUMTE, LiPTajKn BP3 HUB 1 CMOjyBajKn M CUTE BO UCT KOLL Kako 3aroBOPHWLIM NPOTUB Jo6poTo 1 padymoT. Cera pelums OTBOPEHO Aa
Cu novrpam co nonnTrkara, 3a - CoOo4yBajKun ce Co Hea 1 pa3obnnyyBajKku ja - ywTe egHall fa ja nsberHam.

OBOj LMKYC o NOCBETYBaM Ha MojoT TaTko, [opfu MapjaHoBUK



I/In,eu, ueiaun, TeMm n TeXHNKun
[enata Bo LKNYCOT Ce 3aHMMaBaaT Co UCTpaXKyBarbe Ha:
® KOHLIENTOT Ha MrpaTa BO YMETHOCTa, KynTypaTta 1 Bo cekoja 06/1acT Ha HoBeKOBO nocTtoere (homo ludens);

® 3aMEHSIMBOCTA Ha YNoruTe Kou urpadmTe rv npudakaar, Kako LWTO NoKaxKyBa, Ha NpumMep, 3aTBOPCKMOT eKCnepuMmeHT Ha Kateppara no
ncuxonoruja Bo YHnsepauntetoT CTeHdopa (1971 roguHa);

e cya6vHaTa Ha BU3YeNTHMOT jasuK Ha rpadykMoT AusajH BO COBPEMEHOTO NasapHOo OMNLTECTBO, MAPKETUHI 11 BEG KOMyHMKaLWja;

* amopTM3aumjaTa Ha BUIyenHuTe 1 rpaumykn cumbonm Kon npeTctaByBane ronemMm XyMaHUCTUYKN Naen, OTKako YyoBeykarta
NoNTUKaHTCKa ncmxa Ke rm npeLBaka n npecosgane Bo HEWTO coceMa OKCUMMOPOHCKWU CMPOTUBHO;

® MOXXHOCTUTE Ha rpachyKNOT AM3ajH fa 6rae NPoLo/KeHa paka Ha YMETHOCTa Ha rpadivkara, a TEXHUKIUTE Ha CepuCcKOo NPOM3BOACTBO
1 MacoBHa Npogaxba Ja 6uaaT anaTka 3a Lvpetbe 1 rnopudukaumja (HaMecTo aeBansauuja) Ha yMETHUYKITE Mopaky 1 BPEQHOCTY.

Mpw NcTpaxyBareTo Ha TEMUTE, CEKOralll HajMPBUH TPrHYBam of KOHLLeNToT homo ludens, 0QHOCHO Of, HEMPUKOCHOBEHWOT NPUHLUWMMN Ha
urparta Kako npumMapHa notpeta Bo HYOBEYKMOT XXMBOT, 8 0CO6EHO BO YMETHOCTA, BO KyNTypara, na oTTamy 1 Bo rpadmkara. OTcekoratu
“MaB ronieMa u TBpgornasa notpeba Aa ja peapupmMupam cnotopaTa Ha YyMETHUKOT fa CU Urpa co Ce, Nna Aypu 1 co NnpobnemMaTnyHuTe
rojaBu BO OMLITECTBEHUOT XXMBOT. MaejaTa 3a LenmoT 0BOj LMKIYC Ce POAU OTKaKO BO ABOPOT Cy4ajHO NPOHajA0B 3aKonaHo NiacTUYHO
BOjHM4Ye U Ce MOTCETVB Ha CBOWTE UIpy Kako feTe. PasmucnyBatrbata oKosy HajaeHaTa nrpadka Bo MeHe OTBopUja efHa uena MNaHgoprHa
KyTuja. YMeTHMYKaTa rncuxa cu urpa co cé, a hakToT LUTO MU Ce HaMeTHyBaaT TeMM CO MONMTMYKA 3aQHUHA caMo 360pyBa KakBo

€ BpeMeTo BO Koe XuBeeme. Cenak, oHa LUTO BO NpBa paka Me NHTepecupa oay 3af NonMTuYKuTe nopaku, 6uaejkiu cekorail cym
3aBefieH Npeq cé of, caMuoT rpaduyKm jasuk N HEroBNOT CMMGONIM3aM, Hija HECBECHa aHan3a My e NpodecuoHanHa gedopmaumja.
HajuckopurcTeHuTe MacMeanyMCKU rpaduyki UKOHW Of HaLLEeTo BpeMe CEeKOjaHEBHO MU ce obpaKaarT of cuTe CTpaHu, na uMam notpeda
CO HMB [a ce opHecyBaM Kako co ready-made maTepujan, 3a Aa n3pasam Kako r'i YyBCTBYBaM 1 Kako i TOfIkyBaM Ha CBOj Ha4uH. Kora
rpaduyknTe cM60M I MOCTaByBaM BO NpefeH MiaH, CBECHO cakaM Ja ro npuvienevyam BHUMaHUETO Ha JyreTo KOH notpebara 3a
npencnuTyBarbe 1 NOBMCOKa CBECHOCT 3a HMBHaTa ynoTpeba u 3Haverbe. OTBOPEHO cakaB fa ja MoBuKam nybnukara aa Mu ce Npuapy>xm
BO VICTPaXXyBaHETO Ha 1cTopujaTa, ynorpebara 1 3Ha4eHeTo Ha oB1e cuMGonu. 3aToa, NoKpaj AenaTta fOAaA0B U HEKOJKY KyCi
NCTOPVCKMN OCBPTU KOH rpadiyknTe CMMGONI Kou Aenata rvi akTyenuaupaart U pemHTepnpeTmpaar.

OcBseH NpuMapHaTa Len Aa cu nourpa co TeMUTe CO KOULLTO Ce 3aHUMaBa, nanoxoarta uMa yLuTe efHa CeKyHaapHa efykaTBHa 1
NPOMOTVBHA LieN: Aa ro NoAurHe 3HaeHeTo 1 NOYUTTa Ha MOLUMPOKMTE MacK 3a Clio)KeHaTa BeLUTUHA Ha rpacdukaTa Npeky OTKpuBarbe
Ha OHa LUTO ce CnyyyBa 3af KylMcuTe Bo TEKOT Ha NPOLIeCOT Ha co3faBarbe. 3aToa, Bo Manoxobara ro BklyvyBaM 11 OTBOPEHOTO
paboTHO aTenje, kKafde ke GUAAT N3NoXKeHN paboTHITe Bep3nuu Ha AenaTa U camuTe afiaTy 3a nevaTete, Kako 1 BUAEO NPOeKLM Kou
ro JOKYMEeHTMpaaT Ha4MHOT Ha KOj ce UcnedaTeHn aenara. MIcTo Taka, BO TEKOT Ha NeTTe fieHa fofeka Tpae usnoxeéara, jac Ke 6mupam
NpuUCyTeH BO PaGOTHOTO aTesbe 1 Ke nevaTtaM HOBU NprMepoLy of rpaduykiTe aena.

Bo cornacHOCT co COBPEMEHWETO U YCIOBUTE BO KO AefyBaaT rpacuyapuTe AeHec, Aenarta of 0BOj LMKIYC ce uspaboTteHun co DIY
rpaduyKn TEXHKM (CUTO NeYart, BUCOK Meyart, cysa Urfa, MOHOTUMNWja, Nlacepcko rpaBupatse, hoTo TpaHcdep, noTnomorHaT ready-made,
MHCTanauumn), Kov ce NPUMeHeTY BP3 pasHu maTepujanu.

sPesonyumja (now Tpun)“ (2019)
®doTo TpaHcdep n akpun Ha xapTuja, 70 x 70 cm

“Revolution (a bad trip)” (2019)
Photo transfer and acrylic on paper, 70 x 70 cm






~EBe o Ye* (2023)
CuTo neyart, 66 x 66 cm
cepuja og 23 oTnevaToum

“Ecce Che” (2023)
Silkscreen, 66 x 66 cm
limited edition of 23 prints




HAena

EnHa of, npBYTE BU3YENTHU MHCMMPALIMK 32 UCTPaXKyBahe Ha OBUE TeMun Gellie HeyKkaTa MHTePBEHLMja Ha JOOPOHAMEPHNOT BEPHIK

1 HanBeH ,,ymeTHUK" Cecununja XumeHes Bp3 ,,Ecce Homo* dpecka of Envac Mapcuja MaptuHes Bo 2012 roguHa Bo LLnaHuja. Kora
BMOB KONKY MOKHO 1 MacOBHO OfEKHYyBa OBOj HaCTaH BO MOM-KyNTYPHUTE Kpeauun Ha CoLMjanHnTe MPEXN Kako CBOEBUAEH MHTEPHET
teHoMeH (,EBe o MajmyHoT/Ecce Mono*), ce NoTCeTMB 1 KOSIKY Napoausauujata Ha ngeanuTe U rpoteckarta otcekorawl v éune
6nncKu o cpuaTa Ha YOBEeYKMTE Macu, a Co Toa U Ha COBPeMeHaTa KanutanmcTiika MallrHepuja Koja HUKOorall He UcnyLuTa npunvka ga
Kanutanuaupa, cnepgejkn ro 6apomMmetTapoT Ha MmacuTe. ,,Ecce Homo* hpeckute, camu no cebe, HocaT OrpoMeH KPpUTUYKK 1 cybBep3nBeEH
noTeHumjan ga ja coo4aT TofiNata Co HEj3MHNOT MOpaneH nag, 3aToa LUTO TOKMY 3apaan HUBHUTE pasjapeHn 6apana [NoHTwj MNunat nm ro
npenasa namadeHmoT Xpuctoc. Herosute 36oposu ,EBe Mo HYosekoT” (JoBaH 19: 5), nak, ocTaHane aa ja 3padaT ceta KOHTpagukTopHa
cMucna geka ToKMy OHoj WTo 6apane fa 6uae naMadvyBaH 1 XXPTBYBaH Ha pacrneTne € BUCTUHCKM YOBEK, OHOj LUTO NoToa Ke cu ro
npornacar 3a cBeTely/cnacuTen/uap, oTkako ke pasbepart. HaunHOT Ha Koj HanBeLoT cnvkap XumeHes ro yHuwtuna 100-roguiiHoTo
YMETHWNYKO HacneacTBO, MUCIEjKM OEKA ja monpaBa cBojaTta oMuneHa (hpecka, ja nMa ncrata cMucna Bo nornes Ha yMeTHocTa.

CeTo oBa BM3yenHO Nno4Ha fia ce Crojysa Co NpPrCBOjyBalEeTO Ha PEBOSTYLIMOHEPHUTE N KOHTPA-KYNTYPHU NAEN Kako NpofaXkHa

po6a of, cTpaHa Ha HeonnbepanUCTUYKMOT KanutanuadaMm. EgeH of HajuctakHaTuTe NnprMepu 3a oBa e ynotpebara Ha UMULIOT Ha
naTrHoamepuKaHckaTa KoMyHucTu4ka pesonyuumja EpHecto Ye l'eBapa, koja eqHOBpPEMEHO ja NpocnaByBa 1 UCKPYBOKOJIHYBa HeroBarta
nonnTU4Ka naeja 3a peBoslyLMOHEPHN NpoMeHun. Taka npea ce poau mngejarta 3a ,Ecce Che, co dy3unja Ha oBre e ,MKOHU" Ha
cOBpeMeHaTa KynTypa: HajpenpogyumpaHata otorpacduja og EpHecto He leBapa 1 akTyenHUOT UHTEPHET heHOMEH CO ynponacTeHaTa
dpecka ,,Ecce Homo* Ha wnaHckn cnnkap of 20-1oT Bek of cTpaHa Ha amaTtepoT Cecunuja XumeHes. O6eTe 36opyBaart 3a cTpaluHaTa
MOXXHOCT 32 U3BUTOMEPYBaHE Ha rofIeMUTE XYMaHUCTUYKN NAEN HU3 HECOOABETHA yNnoTpeba Ha HUBHWUTE BU3YeNHW NPETCTaBW of CTpaHa
Ha HEBELUTW 1 HEJOBOMHO MHOPMUPaHK Nyre, Kako 1 Of, MHAYyCTpujaTa Ha coBpeMeHaTa Mnon-KynTypa, Koja rv npuceojysa cuméonute
3apagau NpoduT NPEKY MaCOBHO KOHCYMEPCTBO, Kpenpame ,Xajn“, Moga u 3abasa (Ha NpyMep, CO3faBare MEMUHbA, MPOCTUTYMPakbE Ha
ngeanuTe 3a Lenute Ha MofHaTta nHgycTpwja u cn.).

»Ecce Che" noeneve cepuja nctpaxysaha MHCNMpUpaHn of, osaa Tema. Bo Hekoun of ucTpaxysarara 3a3emMam NonacuseH (Mako
napoam3npadykm) ctaB KOH ceTa oBaa npobnemaTtuka, kako Bo ,,PeBonyuuja (now tpun)“ n ,,dprkosute nanerysaat Hasedep“. ObeTe

ce aBTopedepEHTHN PEKOHCTPYKLMM U OEKOHCTPYKUMU Ha ,EBe To He®, peMukcm Ha ncTnoT KoHuenT. MNMpBaTta BKPCTYBaHheTo Ha
SMKOHNUTE" rO KOMBUHMPA co blotter TabnuTe 3a LSD-25, nonrpyBajku c1 co HMB Kako npeaynpenyBare 3a 0nacHOCTUTE Of, NMOrpeLlHOTO
TONKyBatbe U NpenHavyBane Ha 3Haverara, Co efieH BU3yeseH nol Tpun. BTtopaTa ro kom6rHupa BKpCTYBaHeTO Ha ,UKOHNTE® (Koe
0OBOjnaT € BO HeraTuB 1 TPETMPAaH CO eHa JIMHMja) CO HAcCNoB No3ajMeH o egeH 3abopaseH xuT of 80-ute rognHu ,Freaks come

out at night“, koj Kako nognora NOTceTyBa Ha BPEMETO Kora peMUKC KynTypaTa AOXMBYBa eKcrnaHauja 1 cBoeBuaHa ,,peHecaHca’.

Op ppyra cTpaHa, BO Opyri UCTpaxKyBaha Ha ncTaTta Tema, akTUBHO 1 NpedynpenyBaqku refam MOXKHOCT 3a npomMeHa. Taka, Ha
npumep, NO3UTUBHNOT CMMBON Ha sMiley-To cnefieH ce nojaBu BO MojaTta NOTCBECT Y MW Ce Haf0Bp3a Kako MOKHO JBOCMUCIIEHO U
NoBEKECMUCIIEHO OpYXKje BO AenoTo ,HacmeaHnoT pesonyumoHep”. NoBTOpHO HacTaHa BKPCTyBake Ha [iBE ,MKOHN“ Ha coBpemMeHaTa
KynTypa, oBojnat gotorpadujata Ha He n cumbonoT Cmajnu, Koj € MoXXebur HajUCTPajHMOT 1 HajNoNyapHUOT rpadnykn cumoéon

Ha HaweTo BpeMme. [NogoLuHa [o3HaB 3a gonrara nctopuja Ha Heroeara ynoTpeta HU3 OUCTOp3vpaYkmTe NaBUpUHTY Ha 3anagHarta
MKOHorpadcka KynTypHa uctopuja u cute TpaHcopMaumm Kou ri NpeTpnysa: of OETCKY upTaHu punmosn n 6ell Koj Tpeba ga
»opacrnonoxXxun“ genpuMrnpaHnTe paboTHNLM BO OCUIYpUTENHA KOMMaHuja Ao LIMHUYHA KPUTKKA Ha NTaXXHMOT ONT1MK3am BO OMLITECTBOTO,
op, have a nice day anponpujaumnjaTta Bp3 Manyku 1 CEKakBM NPOAYKTW Ha Manu nNpenpofasayn A0 MyNTUMUINOHCKUN IMLEHLMPaYKA
KOMMaHUK, of, aHTUECTabMNMLLMEHTCKUTE X MW N NaHK ABKEeHa [0 PejB cybKynTypuTe, o Banksy oo cdeHcun ranepnumte Ha coBpemMeHa
YMETHOCT 1 BMCOKaTa MoAa, Na cé Ao peadvpMauyjaTta npeky MaHudgecTaumjata CBETCKMOT OEH Ha HaCMeBKaTa, opraHm3upaHa of,
noToMUMTE Ha caMnOT rpadnykn gusajHep Koj ro co3gan (Xapeu Poc bon).

OcBeH Temata Ha peBonyumjata Kako rofiema UCKpBOKONYEHa Uaeja BO AeHeLlHMLaTa, 0cCO6eHO Me MHTepecupa 1 rybereTo Ha
cMucnaTa Ha cMM60S10T Ha BOJHUKOT U BOjcKaTa Kako ugean Ha cuna, XpabpocT v 3alUTUTHULLTBO (MAeanoT Ha MallkocTa). BojHnkoT

BO MOMWTE NCTpaXKyBaha € AerpaampaH oo npetcrasara Ha AeTcKa nnacTuyHa nurpadka, Koja € MaHuMnynaHTCKN 1 OKCUMOPOHCKN
VHCTannpaHa Ha HajHecooABETHNTE MecTa (06MYHO NMYCTU UM KOHTPaCTHO NPUPOAHW) U cekorall nog 36yHyBayky BKPCTEH OraH, Kako
cammnoT MOCTojaHo fa e Heuuja meTa: ,Mrpadka-nnayka“, ,,OctpoB” (aneropuja Ha BojHUTE), ,Bo wyma“ n ,BojHnuntba Ha nnaxa“. Toa He
ro NpaBsy HULLTO NMOMarKy onaceH, 6uaejkn HEroBoTO OPYXXje € CeKorall pPeLUMTENIHO BNePEHO, Nna Toa LUTO OYUIMENHO HELLTO He e BO pef,
CO HEroBMOT OKPY>KYBa4KN KOHTEKCT, AeflyBa yLITe no3acTpallyBaYKu.
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»,Henpob6ojHocT*

CwuTto neyart, 50 x 72 cm

cepuja og 30 oTnevartoum

“Bulletproof” (2023)

Silkscreen, 50 x 72 cm

limited edition of 30 prints



VMicToBpeMeHo, BOjHMKOT Urpadka kako cum6on ocTaHyBa fa buae urpayka v aa ja cumbonuanpa nurparta Kako cenpucyTHa Kateropuja Bo
MOETO TBOPEHE 1 BOOMLUTO BO XMBOTOT (homo ludens): ,fonemunot 6pan” u ,,Cypdep”. YMeTHOCTa 3a MeHe cekorall HajnpBuH 6una none
Kaje CyM LielocHO cnobofieH fa cu urpam no Mou Npasuna u Kafe ce nojaByBaaT HeOYEeKyBaHMW peLLeHMja 3a HepeLLMBIM NpobnemMu.
BojHVKOT urpayka BoegHO Me NOoTCeTyBa Ha OQHOCUTE Mery YMETHUKOT 1 HErOBUTE Aena (CTpEMEHE 1 ynopHa padoTa KOH MNOCTUrHYBake
1 NPeuns3Ho norarame Ha LenTa), Kako 1 Mery YMeTHUKOT 1 nybnukaTa (Koj koro HabsbyayBa, HuLaH U OCBOjyBa, KOj CO KOro Cu Urpa):
»Habmynysau“ n ,Kora ke nopacHam“. Kora npeg MHOIy roguHu ciny4ajHo NpoHajaoB egHa 3akonaHa [eTcka nrpadka BojHuYe BO OBOPOT,
ce NoTCeTVB Ha CBOWTE JONM OETCKM UFPU CO NIACTUYHNTE BOjHUYMHA, BO KOW fieLiaTa ce nocTaByBaaT Bo ynora Ha bor u reHepan, Ho
MCTOBPEMEHO Ce MOUCTOBETYBaaT CO CaMuOT BOjHUK.

Ha cnnyeH Ha4uH, BO HaLLEBO CEKOjOHEBME HE MOXKEB [1a HE Ce 3arnpallamM Kako U 30LUTO YMETHUYKINTE [ena Ha CBETCKUTE penurum
HaMeCTO Kako cum60ony 3a AyXOBEH HanpefoK Ha YOBELUTBOTO CE KOPUCTAT WK NepLennpaat Kako 3akaHyBaYvku NOAUTUYKA U BOEHU
npoTusHUUK. Ha nprMep, Me nsHeHaay yHULLTYBawEeTO Ha LPKBUTE BO TEKOT Ha BojHaTa BO MakefoHuja Bo 2001 roguHa, Kako LTo

Me N3HeHalyBa CEKOj Hanag, Bp3 YMETHMYKOTO HaC/eACcTBO Of Koja 1 ia € CBETCKa penuruja n umsunmaauuja. Kora nogouHa ce
pevnHKapH/paa CpegHOBEKOBHMTE Hanaay Bp3 MakeJoHcKaTa LpKBa, Ha HEKOe HECBECHO HBO BU3YENHO BUAOB efHa nosHarta pecka
Kako ce coBrnara co MeTaTta 3a Bexxbare Ha CTpenuLiTe, U He MOXEB [ia ja u3Bafam of CBojaTa rfiasa Jypy BEKTOPCKY He ja MPeHeCcoB Co
doToTpaHchep BP3 xapTuja 1 Aypy NofoLHa He ja HapekoB ,HenpobojHocT®. NkoHaTa 6ewe ,Vcyc Xpuctoc Cnacuten n )xmeoTofaseL”,
HacnukaHa og Mutpononut JoeaH 3orpad Bo 1393-4 roguHa, 3a MKOHOCTACOT of LpKBaTta Ha MmaHacTupoT CB. NepobparkeHune BoO C.
3p3e - MNpunen. 3a meHe, oBaa pecka € ONULLETBOPEHNE Ha NPAaBOCaBHNOT XPUCTUjaHCKN uaean Ha JbyboBTa 1 MUNOCPANETO, KOj
3payun of, 6anaHcoT Ha 6oute 1 opMuTe 1 0COBEHO Of, XPUCTOBMOT NOIMMEL, AOAEKa TOj € NPETCTABEH BO HEroBaTa HajBucoka ynora

Ha BpBeH (Mako Mnag) natpujapxaneH Bnageten u cyguja, co XXUBOTOQAPUTENHM U AyLlecnacuTeHU MOKU, NPY>KajKu ro CBOjoT Aap Ha
pasyMHoCT, 6anaHc 1 peg — KHurara (ngeanvmaupaHa co Bu3aHTckara obpaTHa nepcnekTea). JbybosTa, CoHyBCTBOTO U NpudakareTo
Ce BO Cp>XXTa Ha OHa LUTO XpUCTWjaHCTBOTO Lieneno aa ro ngeanusmpa Bo cBojoT bor-pTBa, a oBaa npasocnasHa pecka of,
MakegoHuja ro gonosuna.

Koj 61 uman HekakoB nNpobnem co OBME CMMOBON 1 30LITO The 61 6une HanaraHn? dany cumbonoT Ha JbyboBTa 1 NPOLLTEBAHETO € Ha
MeTa BO MOLEPHOTO ONLUTECTBO Kafle MaTepujasiHuTe BPEAHOCTU Ce CTaBeHW Npeq, oyxosHute? [Janun octatouute of OPEBHUTE OYXOBHM
6oratcTBa Hekomy My npedat? MpBuTe noen 3a HacnoB Ha oBa Aenio Mu 6ea ,,Bexbare Ha meTa” u ,JIMYHOCT Of, UHTEPEC®, HO NOAOoLUHa
CU ja 3aMMCNMB U3N0XKeHa nop, HenpobojHO CTakso 1 caTnB AeKa AOKOSKY HACNOBOT ja NpeHecyBa Taa ugeja 3a ,,HenpobojHocT,

ke 6rgam pasépaH 1 6e3 HenpobojHOTO cTakno. MNoBeKeTo nyfe Ko ja Buaea NpBo ce 36yHuja 1 ce ynnaluuvja og, Hea, MUCNEjKN fieKa
60roxysiHo ro NOCTaByBaM XPUCTUjaHCKMOT CriacuTen Ha CTpenuwiTe 3a aa éuae cTpenaH, nako 3a MeHe 6eLle o4nriegHo aeka ngeanot
Ha Jby6oBTa U MUNOCpPOUETO Koj cebecn [OOPOBONHO Ce XXPTBYBa € MOCWUIEH O, CEKaKOB KypLUyM. Ja npeansBukyBam nybnukara ga
pasmucnu 3a cnegHuBe HekosKy npatuara: Koj koro HuwaHn? Koj e nonpeumnseH? Koj koro norogysa? danu naejata Moxe aa ce youe
CO KypLym? Kafie HMLWaHn YMETHUKOT, a kKaae nybnmkara? KoH LWTo Lueny YMETHUHKOTO TBOPELLTBO BO penuruute? KoH wTo uenn
YMETHNYKOTO TBOPELUTBO BoonwTo? [anu e npaBocnaBmeTo Ha MeTa aeHec? 30LWTo 1 Koj ro pnu NpBMOT KaMeH? 30LUTO/Koj NyKa BO
Heb60TO0? Kape/30LWwTo/Kako cé yLiTe rm cHeMyBa MkoHuUTe o, MakegoHuja?

Bo npopomkeHue Ha pa3paboTkarta Ha Napoau3npaHnTe MOEONOr U HUBHUTE BOOPYXKEHW CUMN, HEKAKO MPUPOAHO Ce HaaoBp3a
napoau3npareTo 1 HAa camuTe OHME Kou napoamanpaart. MNofaMTUYKUOT HOCUTEN Ha HeoNMBEPaN3MOT, ONNLETBOPEH BO UMULIOT Ha
CoepnnHeTtute AMepukaHckn [ip>kaBu kako rmobaneH nonvuael, napagmpa co cBouTe ,uaeann” Ha cnobofa u npasaa, Ho HUBHUTE
nocTankun oTKprBaaTt cocema CrpOTUBHY LENN: HENpaBefHO NopobyBakbe No NPUHLUMMNOT Ha NOCUMITHMOT. 3aT0a, AafloB CBOE TOJSIKYyBaHe
Ha BU3yenHuTe cCUMOOMN Ha HUBHUOT BpeHN, Kako 1 Ha efeH of, HUBHUTE NPBU MOMN-KyNTYPHN Xepow yLuTe of, BpeMeTo Ha Btoparta
CBeTCKa BOjHa, CTPUNCKMOT jyHak KanetaH AMepuka. Bo MojaTa peMukc penHTepnpeTauuja, BO TakaHapeyeHoTo ,3Hame Ha cnobogara“
SBE3UTE CE 3aMEHETN CO BOjHUYMHbATA Urpayku, a LpBeHO-6ennTe purn co 604J/IMKaBm XNLK, a CammnoT HAacnoB Ha OENOTO € No3ajMeH
of the red scare nponaraHgaTa, koja AMepuka ja NpomMoBrpa No 3aBpLUyBaHweTo Ha BTopaTta ceeTcka BojHa NpoTuB dunosodujata Ha
KOMYHU3MOT 1 ,,0onacHocTUTe" of Hea. A LUTO ce ogHecyBa A0 CTPUMNCKUOT jyHak KaneTaH Amepuka, cunara Ha oBOj Cyrnep-BOjHUK, MOKPaj
HEroBUTE BOEHW BELUTVHN, € TOKMY NNAEPCTBOTO M MOKHUOT LUTUT, UHCIMPUPaHW Npes Cé o aMeprKaHCKUTe nageanu Ha cnobopara u
npaegata. Ho, BCyLWIHOCT, ofi AeHELLHa NepCNeKTBa, rneaamM AeKa ro HaoraMm CKpUeH BO KaHTa 3a rybpe (cumbon 3a amepurikaHckara
TpeL KynTypa), NpeTpynaHa co JIaXXHW Napu 1 NnacTU4HN BojHULM. fonemaTta npoHuja e 1 Bo Toa LUTO antep-eroTo Ha OBOj cynep-
xepoj, Ctus Pollepc, e TOKMy BELUT KOMepLmjaneH YMETHUK hpunieHcep, Koj ro LpTa caMmuoT CTPUN, XKanejku ce Aeka He ja pasbupa
MOTMBaLmjaTa Ha CBOjOT rflaBeH K.



Lfonemmnot 6paH“ (2023)
Cysa urna, moHoTtunmja, 91 x 31,5 cm



“The great wave” (2023)
Dry point, monotype, 91 x 31,5 cm



sKora ke nopacHam...“ (2023)
CyBa vrna, moHoTunuja, 57 x 78 cm

“When | grow up...” (2023)
Dry point, monotype, 57 x 78 cm



Buorpadcmumja

AHapej MapjaHoBuk (p. 1978, Ckonje) gunnommpa Ha ®akynTeToT 3a IMKOBHWN YMETHOCTY Npu YHnBepauTeToT ,,CB. Knpun n Metoguj“ —
Ckonje Bo 2004 rognHa, Ha OTCEKOT 3a rpaduka 1 npuMeHeTa rpadurka, nog MeHTOPCTBO Ha pef. npod. M-p Mupko Byjucuk. Herosute
npBK N3noXo6Kn Bo obnacTa Ha rpacdukaTa — ,,[ToBTopyBamna / Recurrences®, 2007, Bo OTBopeHoTO Mpaduyko Ctyano npu MyasejoT Ha
lpap Ckonje — ocTaHyBaaT 3abenexaHun Kako PeTKo eKCNepPUMEHTaIIHO rpadu4apcko UCTpaXKyBare BO obfiacta Ha UMHAPUYHUTE
neyarti, Kako 1 MOXKHOCTa 3a co3faBare HeorpaHnyeHn BENNYMHN Ha hopmaToT Bo obnacTta Ha rpadukara (,BaBnnoHcka kyna“, 198 x
254 cm).

Mako cebecu ce rnega NpBEHCTBEHO Kako rpaduyap, ce n3pasysa BO NOBEKETO KACUYHN TEXHVKIN (CNIMKapCTBO, CKYNNTypa, LpTex),
a 0co6eHO TBOPU 1 Kako MynTiMeanja YMETHUK, rpacTi YMETHUK 1N eNeKTPOHCKM My3u4dap. YMETHOCTA ja NpYMeHyBa 1 BO CBOETO
25-roguLHo NpodeCMoHaNHO UCKYCTBO CO BpeHampame, rpadmykn ansajH, Be6 ansajH, potorpadunja, NpoayKumja Ha aHuMmpaHu
copp>XuHK, Buaeo n ayamo npoaykumja. O 2011 rogmnHa Bogun cBoja MapKkeTuHr areHumja ,,Kyka KpeatmsHo CTtyano“, kage pabotu
noBeKe 1y NoManky koMepuujanHi 1 YMETHUYKM NPOEKTU 3a KNNMeHTU of LenuoT cBeT (https://www.kukya.com/).

Bes ornepn Ha TexHVKaTa 1 MpUMeHaTa, HeroBaTa YMETHOCT CEeKoralll € 3auHTepecrpaHa 3a eKcrneprMeHTUpame, MHOBaTUBHOCT 1
UHTepMeaujaNiHoCT. Bo nHTepmMeaujanHiTe ogHOCH 0COGEHO ro NPUBMEKYBa My3uKa, CTPUM, YIMYHA YMETHOCT, KOMMjyTepcka YMETHOCT,
BMAEO Urpun 1 omnm. HeroenTe gena CTUANCTUYKK ce [OGANKYBaaT A0 MUHUMANMCTUYKU, CUMGONUYEH 1 ancTpakTeH uspas, a
COQPXXUHCKU Ce MPOHMNKHATK CO AN1a6OKO NPOMUCIIEHN KOHLEMNTU, KPUTUYEH Npuop, aBTopedepeHUMjanHOCT 1 XyMop.

Lo 2013 rognHa xunBee 1 pabotu Bo Ckonje, a og 2014 rognHa Bo lNpecna.
YneH e Ha [UTYM opg 2007 roguHa v Ha AJ1YB op 2023 roanHa.

N3noxoéwu:

2023 Koukornaeu / Blockheads, camocTojHa nsnoxx6a Ha cnnku n ckynntypu (KyntypHo nHcdopmaTtueeH ueHTtap - Ckonje, jyHu 2023)

2022 Manox6a of konekumjata Ha OTBopeHo Mpaduyko Ctyguo — rpynHa nanoxoéa (Myasej Ha pag Ckonje, jyHn 2022)

2009 MakepoHckmn xypoxxHuum B Cocusi / MakegoHckn ymeTHUUM Bo Codmja — rpynHa nanoxba Ha IJTYM (Ffanepuja Ha
HauunoHanHnoT gBopew Ha kyntypata, Codwmja, jynm 2009)

2008 MradNKOH - rpynHa nanox6a (OtBopeHo Mpadmyko Ctyamo, Mysej Ha pag Ckonje, aekemepu 2008)

2008  CneHr peyHuk — nHcTtanaumja (bena Hok, OTBopeHo Mpaduiko Ctyamo, Mysej Ha Mpag Ckonje, centempn 2008)

2007 MoBTOpyBaha / Recurrences, camocTojHa nsnoxxoa Ha rpadumkn (OtBopeHo Mpadumyko Ctyamo, Myaej Ha pag Ckonje, 2007).

My3u4dku nsgaHuja n nephopmaHcu:

2001 NDRJ + SAKO = Split — konabopaTtueHo ABojHO CD co ekcneprMeHTanHa enekTpoHcka Myauka (M3gaHue Ha: AnekcaHapuja n
®OOM, 2001; NMpomouuja Bo Mysej Ha CoBpeMeHa YMeTHOCT - Ckonije)

1997 MepdopmaHc BO XMNBO CO enekTpoHcka Myanka (CnoeHun caposu — ®ecTrBan Ha myntumMeamjanHa ymetHocT, MKL, Ckonje,
1997).

KoHTakKT:

Beb6 cTtpaHa: https://andrejmarjanovic.com
WHcTarpam: https://www.instagram.com/andrejmarjanovic/
Emawnn: andrejmarjanovic@gmail.com






About the title

Intentionally or not, in my Politickin’ cycle, | am dealing with themes from our contemporary culture that have political background or are
a type of commentary on certain imposed political or quasi-political situations.

The term politickin’ is used in African-American (Ebonic) slang to denote wasting time in endless political discussions while real work is
left undone and the status quo is left unchanged. Its connotations include both perspectives: the external critical one about this action
being a speculative manipulation of time and resources without the determination for real action toward change, as well as the internal
one that recognizes this urge in people to discuss current politics and their political views.

In standard American, the same term politicking is used more proactively: it designates any self-centered activity undertaken for political
reasons or ends, irrespective of moral and legal principles. In other words, the Machiavellian “the end justifies the means”. It is either
neutralized in the diplomatic lingo, designating political work like campaigning for votes, which may imply a wide range of activities from
promotion to manipulation and coercion. Or, it is used more critically, in the sense of ‘playing politics’, ‘pseudo-politics’, or ‘quasi-pol-
itics’, designating self-centered activities that use scheming and intrigue for acquiring personal gain, power, or influence, instead of
serving communal/civil/societal interests.

Both of these terms fascinate me with their Zeitgeist accuracy. While the public is widely engaged in the entertainment of politickin’ (in
the urban-slang sense), what is allowed in world politics today seems to be much closer to its latter usage —the pseudo-political politick-
ing. Politics has somehow become quasi-politics/pseudo-politics. It has become normal for professional politicians to have their personal
interest as their highest priority, instead of the interest of the people they are representing and governing.

| find it interesting that people have always been inclined to this kind of deviation and usurpation of all great ideas and ideologies in line
with their own mental capacity, needs, and goals. This very phenomenon seems like a type of “politicking”, regardless whether the perpe-
trators are uneducated individuals devoid of political ambitions or influential international oligarchs with an enormous political machinery
to support their agenda.

Since we are living in a time when this phenomenon of quasi-political “politicking” seems to be undergoing exponential growth, | decided
to allow myself to explore the subject as an artist. | am interested in what is left of the visual symbols that used to represent big human-
istic ideas after the human politicking psyche had appropriated and recreated them into something completely different. Also, | am often
worried over the similar destiny of the visual language of graphic design in contemporary marketing, web-communication, and in our
global market society in general. The impression | start off with in my deliberations is the all-encompassing and intentional confusion and
the topsy-turvy sense-bending and inversion of meaning in favor of someone’s politicking interests. So in my artworks, | try to oppose it
by using “the enemy’s weapons against them* and to initiate its re-examination. Yet, | realize | might be brushing my shoulder with the sin
of politickin’ myself. Hence, | decided that politickin’ is the right title for this cycle.

Although, in my family, politics was integral to my father’s profession, ideals, duties, and everyday obligations, it was something | have al-
ways tried to avoid as much as | can. | never liked it, and all sides have always looked the same to me. Many times, | have caught myself
unconsciously parodying photographs of all current politicians in the newspapers, drawing on top of them and uniting them all into the
same category of collusioners against reason and well-being. Now, | have decided to play openly with this subject in my art, so that, by
facing it and deconstructing it, | may shake it off one more time.

| dedicate this exhibition to my father, Georgi Marjanovic.

,Cypdep” (2023) “Surfer” (2023)
Bucok neyart, moHoTunuja, 50 x 70 cm Relief print, monotype, 50 x 70 cm



Ideas, Goals, Themes, and Techniques
The works in this cycle explore the following ideas and themes:
¢ the concept of play in art, culture, and in every aspect of human existence—the concept of homo ludens;

e the interchangeability of roles that the players accept, as shown, for instance, by the Stanford prison experiment (1971) at the Psychol-
ogy Department of Stanford University;

¢ the destiny of the visual language of graphic design in contemporary marketing, web-communication, and in our global market society
in general;

¢ the distortion and amortization of visual and graphic symbols that used to represent big humanistic ideas after the human politicking
psyche had chewed, digested, and recreated them into something completely and oxymoronically opposite;

¢ the opportunities of graphic design to be the right-hand discipline to the art of printmaking, and of the techniques of serial production
and mass sales to be tools for spreading and glorification—instead of devaluation—of artistic messages and values.

In my explorations, | always start with the homo ludens concept, finding play to be an unchallengable principle in human life, culture, art,
therefore in printmaking, as well. | have a stubborn need to reaffirm the artist’s freedom to play with everything and anything, even with
the problematic phenomena in social life. The idea for this exhibition cycle came to me, after | accidentally found a plastic toy soldier
covered in the soil, while gardening in the back yard. My playful deliberations around it opened an entire Pandora’s box of ideas. My
artistic psyche plays with everything, and the fact that this political subject matter has imposed itself upon me, only speaks more about
the times that we live in. However, my foremost intrests go beyond political messages, since | am primarily seduced by the very graphic
language and its symbolism, whose unconscious analysis is my déformation professionnelle. The most used massmedia graphic icons
of our time reach out to me and | need to treat them as ready-made material in order to express how | feel about them and to reinterpret
them in my own way. By putting them into the spotlight, | am drawing attention to the need for reinvestigation and higher awareness

of their use and meaning. | openly invite the public to investigate the history, the use, and the meaning of all these symbols with me.
Therefore, in addition to the exhibited works, | have placed several briefings on the history of some of the graphic symbols actualized and
reinterpreted in this exhibition.

Aside from this primary goal to play, this exhibition also has a secundary educational and promotional goal: to elevate the knowledge
and appreciation of the general public for the complicated artistry of printmaking by revealing its behind-the-scenes making-of side. The
printing-press room will be open for the public during the exhibition, displaying not only the tools and materials, an exhibition of the draft
versions of the works, a projection of edited video materials that documented the process, but | will also be printing new copies during
the 5 days the exhibition is open.

Influenced by the poor contemporary conditions in which printmaking artists work today, the works are produced by DIY printmaking and
graphic techniques (silkscreen, dry point, monotype, relief print, intaglio with a laser etched matrix, photographic transpher, augmented
ready-made, and installation), which are apllied on a variety of available materials.

»Habmwyaysay (Bo upBeH0)“ (2023)
CyBa nrna, MmoHoTunuja, 48 x 38 cm

“Observer (in red)” (2023)
Dry point, monotype, 48 x 38 cm






The Works

One of the several visual culprits for my exploration of these subjects was definitely the ignorant intervention of a well-meaning parishio-
ner and amateur “artist” Cecilia Giménez on Elias Garcia Martinez’s “Ecce Homo” fresco in Spain in 2012. When | saw how powerfully
and widely this inglorious event echoed with endless pop-cultural creations on the social networks as an internet meme (“Ecche Mono”),
| got reminded that the grotesque parodization of ideals has always been most dear to the hearts of the masses, but also to the contem-
porary capitalist machinery that never misses an opportunity to capitalize, closely following the barometer of the masses. In their own
right, ,Ecce Homo* frescoes have an enormous critical and subversive potential to face the crowds with their moral fall, since it is to sat-
isfy their enraged and condemning demands that Pontius Pilate presents to them the scourged, bound, and thorn-crowned Christ, shortly
before his Crucifixion. His words “Behold the Man” (John 19:5) remained a testament to the contradiction that precisely the person they
demanded to be tortured and crucified is the true human being, the same one they will later proclaim their saint/savior/king after they
understand. The way the untrained amateur Cecilia Giménez ruined the 100-year-old artistic inheritance, wholeheartedly believing that
she is restoring her favorite fresco, bears the same meaning in relation to art.

All of this visually began to merge with the appropriation and usurpation of the revolutionary and counter-cultural ideas as commercial
goods by neoliberal capitalism. One of the most prominent examples of this must be the use of the image of the leader of the Lati-
no-American communist revolution Ernesto Che Guevara, which simultaneously celebrates and distorts his political idea for a revolution-
ary change. Thus, the idea for creating “Ecce Che” was born first. It fused these two contemporary cultural icons: the most reproduced
photograph of Che Guevara and today’s most famous art meme of amateur Cecilia Giménez’s botched “Ecce Homo” fresco. They both
reveal the frightful possibilities for distorting great humanistic ideals by inappropriate use of the images associated with them, if in the
hands of unskilled or less informed people, or in the hands of the contemporary pop-culture industries that appropriate symbols for mass
consumerism and profit (creating hype), allegedly for fun, fashion, etc.

“Ecce Che” lead to a series of explorations inspired by this theme. In some of the concepts, | have a more passive (though parodizing)
attitude, like in the drafts “Revolution (a bad trip)” and “Freaks come out at night”. They are both autoreferential reconstructions of “Ecce
Che”, remixes of the same concept. The first one combines it with the LSD-25 blotter sheets, as a warning for the dangers of misinter-
preting and altering the meaning by the implication of a bad trip. The second one combines it with the title of the 80s hit “Freaks come
out at night“, which reminds of the time the remix culture was in its rise. On the other hand, in other explorations on the same concept, |
see a positive possibility for change in an active and forewarning way. The positive smiley symbol occurred next in my subconsciousness
and expanded the concepts further in the work “The Smiling Revolutionary”, since the smiley symbol itself is a mighty ambiguous and
polisemic graphic weapon, which may well be the most enduring and most popular graphic image of our time. This was another uncon-
scious cross-polination between two of the most prominent icons of contemporary culture. | found out afterwards about its oddyssey

in the distorting labirynths of Western iconographic cultural history: its complicated transformations from a children’s cartoon and a
morale-uplifting pin for depressed ensurance company workers to a cynical fake-optimism social critique, through its have-a-nice-day
appropriation on Ts and all kinds of products in small-time dealerships to being sold by multimillion licencing companies, from the anti-
establishment hippie and punk culture to the rave subculture, from Banksy to contemporary art gallery artists and high fashion lines, to
its reaffirmation as a positive symbol through the World Smile Foundation, lead by the offspring of the graphic designer who created the
ideogram, Harvey Ross Ball.

Beside the revolution theme as one great distorted idea today, | got particularly interested in the lost meaning of the symbol of the soldier
and the army as the ideals of strength, courage, and protection (the ideal of manhood). In my research in this cycle, the soldier symbol

is degraded to its representation as a children’s plastic toy, which is manupulatively and paradoxically installed in the most inappropriate
of places (often deserted or contrastively natural), and often caught in confusing cross-fire, as if on someone’s target himself: “From play
fighting to real fighting”, “Island” (an allegory of war), “In a forest”, and “Toy soldiers on the beach”. This doesn’t make him less danger-
ous, since his weapons are always decisevely aimed, so the fact that something is obviously off with his surrounding context is even
more frightening.

Nevertheless, the toy soldier simultaneously remains to signify play as an omnipresent category in my work and in life in general (homo

ludens): “The great wave” and “Surfer”. Art to me has always been a field where | am completely free to play by my own rules and where
play often offers unexpected solutions to unresolvable problems. The toy soldier reminded me of the relationship between the artist and
his works (the continuous striving and persistent work to achieve the artistic goals you are aiming at and to hit the target as precisely as



,OcTpoB*“ (2023)
Lnabok neyar co nacepcku rpaBupaHa rpacuyka rnnoya, 61 x 49 cm

“Island” (2023)
Intaglio, laser etched matrix, 61 x 49 cm



you can), as well as of the relationship between the artist and the public (who is aiming at whom, who is watching whom, who is con-
quering whom, and who is playing with whom): “Observer” and “When | grow up...”. | really like to play with engaging the public in this
interchangable role-play, which also reminds me of the 1971 social psychology study known as the Stanford prison experiment. | feel that
we should always have in mind that in a blink of a second we could all be in each other’s shoes and on the other side of the fence. Many
years ago, when | accidentally uncovered a burried plastic toy soldier in my yard, | recalled my long childhood games with toy soldiers, in
which the child impersonates being God, a general, and the soldiers.

Similarly, in our everyday life here in Macedonia, | could not help asking myself how and why the art inheritance of all religions is used
and perceived as a threatening political and military enemy, instead of as a symbol of the spiritual progress of all humanity. For instance,
| was surprised by the distruction of churches during the war in Macedonia in 2001, just as | am surprised by all atacks on the artistic
inheritance of any world religion and civilization. When later on, attacks on the Macedonian Church reincarnated from the Middle Ages,
in my subconscious mind | saw an unrelated fresco visually coinciding with the target practice silhouette in a black-and-white print, and
| couldn’t take it out of my head until | phototransphered it from vector graphics to paper in 2019 and later named it “Bulletproof”. The
fresco is called “Pantocrator, Christ Savior and Life Giver”, it was painted in 1393-4 by Metropolitan Jovan Zograf for the iconostasis in
the Church of the Holy Transfiguration in Zrze Monastery near Prilep. To me, this fresco is a visual manifestation of the Orthodox Christian
ideal of love and mercy, which emanates from the overall color and form balance and the direct gaze of Christ’s eyes, as he is presented
in his highest role of a young-paternal ruler and judge of all, with his life-giving and soul-saving powers, bringing forth the gift of reason,
balance, and order—a book (idealized by the Byzantine reverse perspective). Love, compassion, and acceptance are at the core of what
Christianity aimed to idealize by its victim God, and this Orthodox fresco art captured it.

Who could object to these symbols and why would they be attacked? Is the symbol of love and forgiveness under attack in the modern
materialist society and culture because material values are placed above the spiritual ones? Are the remnants of ancient spiritual wealth
an enemy? My first ideas for a title of this work were “Target practice” and “A person of interest®, but then | imagined it displayed behind
bulletproof glass, and | knew if the title would be “Bulletproof”, my point would be understood best. Most people were confused and
scared off by my print when they first saw it, thinking that | am doing blessphemy by setting up the Christian Saviour on a target practice
field to be shot at, but to me it was obvious that the ideal of self-sacrificing love and mercy is stronger than any bullet. | challenge all
viewers to think about these questions: Who is aiming at whom? Whose hits would be more accurate? Who would get whom? Can an
idea be killed by a bullet? Where does the artist aim, and where the public? Toward what purpose does artistic creation aim in religions?
Toward what purpose does artistic creation aim in general? Is Orthodox Christianity on target today and why? Who threw the first stone?
Why is someone shooting at the sky? Where/why/how are frescoes and icons still dissapearing from Macedonia?

After exploring parodied ideologies and their armed forces, it came naturally to continue toward parodization of those who are parodying.
The political emissary of neoliberalism, manifested in the image of the United States of America as the world’s policeman, parades with
its “ideals” of freedom and justice, but their actions reveal completely opposite goals of unjust subjugation by force. Therefore, | gave

my own interpretation of the visual symbols of its flag and of one of its first pop-cultural heroes from WW2 time, the comic-book charac-
ter Captain America. In my interpretation, the freedom flag is remixed with toy soldiers, spiked fences, and their red-scare propaganda
against the “dangers” of communist philosophy. Aside from Captain America’s military skills, the power of this super-soldier lies precisely
in leadership and protection, symbolized by his shield. At the time of the comic book creation, this symbolism was inspired by the de-
sired ideals of freedom and justice, but from today’s perspective, | find him hidden in a garbage container (a symbol of their trash culture),
stuffed with phony play money and plastic toy soldiers. The big irony is that the alter-ego of this super hero, Steve Rogers, is precisely a
skilled freelance commercial artist, who is complaining that he does not understand the motivation of his main character, while drawing
the comic book.
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Andrej Marjanovic (b. 1978, Skopje) graduated in 2004 at the Faculty of Fine Arts, Ss. Cyril and Methodius University — Skopje, Depart-
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Tower of Babel”, 198 x 254 cm).

Although, first and foremost, he considers himself a graphic artist, Andrej Marjanovic works in both multimedia and many classic arts
techniques (painting, sculpture, and drawing), but also as a graffiti artist and an electronic music artist. Over the last 25 years, he has
applied art in his professional work in branding, graphic design, web design, photography, video production, audio production, and
animation. Since 2011, he runs his own marketing company Kukya Creative Studio (https://www.kukya.com/), providing more or less
commercial and artistic services to customers around the world.

With regard to technique, Andrej Marjanovic is always interested in experimentation, innovation, and intermediality. In his interartistic
and intermedia fine art explorations, he is often inspired by music, comic books, street art, computer art, video art, video games, and
film. Whatever the technique, medium, or application, his art stylistically gravitates toward the minimalist, symbolic, and abstract, always
grounded on deeply deliberated concepts, a critical approach, autoreferentiality, and humor.

He was born and raised in Skopje, but from 2014 lives in the Prespa area. He is a member of the Association of Fine Artists of Macedonia
since 2007.
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2023 Blockheads (Objects and paintings) — Solo exhibition (Cultural Information Center Skopje, June 2023)
2022 Exhibition from the Open Graphic Studio’s Collection — group exhibition (Museum of the City of Skopje, June 2022)

2009 Macedonian Artists’ Exhibition in Sofia — group exhibition of the Association of Fine Artists of Macedonia (Gallery of the National
Palace of Culture — Sofia, July 2009)

2008  GraphlCON - group exhibition (Open Graphic Studio, Museum of the City of Skopje, December 2008)
2008  Slang Dictionary - installation (Museum of the City of Skopje, Open Graphic Studio, White Night Festival, September 2008)
2007 Recurrences (Prints) — solo exhibition (Open Graphic Studio, Museum of the City of Skopje, 2007)

2001 NDRJ + SAKO = Split — collaborative double CD release of experimental electronic music (Alexandria & FOSM, 2001; promotion
in the Museum of Contemporary Art — Skopje)

1997 Live electronic music performance (Spoeni Sadovi — Multimedia Art Festival, Youth Cultural Center, Skopje, 1997
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»BOjH14MHba Ha nnaxa“ (2023)
Cysa urna, 50 x 40 cm
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Dry point, 50 x 40 cm



