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KOHILEIITYAJIHA YMETHOCT U IPYHITBEHA
JAEBUJAHTHOCT Y C®P JYT'OCJIABUJHU

Caxncemax: Y pamy ce ucTpaxyje omHoc m3Mely (eHOMeHa KOHICNTYaTHe
YMETHOCTH M Pa3IMYUTUX TI0jaBHUX OOJIMKA JPYIITBEHE JEBHjaHTHOCTH Ha MPOCTO-
py Commjammuctinuke @eneparuBae Penybnuke Jyrocnasuje. Y mpBoMm Jieny ce pas-
Marpa reHepaHi OJHOC H3Mel)y KOHIENTyalHe YMETHOCTH U JPYIITBEHE ACBUjaHT-
HOCTH, JIOK C€ y IPYIroM JeNy MpHKa3yje IpyIITBEHOIONIUTHYKN KOHTEKCT y KOME ce
JYTOCTIOBEHCKAa KOHIENTyajlHa YMETHOCT pas3BHjajla TOKOM CeJaMJIeCeTUX TOJUHA
npouutor Beka. Tpehu neo mocBehieH je mMpemo3HaBamy W aHANM3M HEKOJIWIMHE
JIPYLITBEHO ACBHjaHTHUX I0jaBHUX OOJMKA KOjU C€ MOTY IPUMETHUTH Y BE3HU ca I0-
MEHYTHM CEIMEHTOM jyrocJIOBeHCKe yMeTHOCTH 3 1970-ux roauna. [Ipu Tome je
noceOHa Maxkma nocseheHa KaTeropuju JeBHjaHTHUX T0jaBa Koje cMo AeuHHCATN
Kao ,,aHTUCUCTEMCKe JeBHjarrje”. Y 3aBpIIHOM, YETBPTOM JIENy YOUeHE Cy ocobe-
HOCTH JAPYLITBEHO JAEBUjaHTHUX MaHHU(ecTaluja jYrocIOBEHCKE KOHIETTyaTHe
yMeTHOCTH. Mel)y 3HaYajHUjUM yBHIMMA, HCTAaKHYTO j€ HAarjameHo MPHCYCTBO aH-
TUCHCTEMCKHX JICBHjallja y OKBUPY JEJIOBaba jeHOT Jelia jyrOCIIOBEHCKE KOHIIE-
TyanHe cueHe. Takohe je naeHTHPHUKOBaHa aMOMBaJIEHTHOCT jYTOCIOBEHCKOI pe-
KUMa y TIOTJIey OJTHOCAa Ka YMETHWYKOj HEOaBaHTapIH: ca jedHE CTpaHe, 3HAYajHO
nubepanHuju oJHoC y mopehemy ca pexumuma McrouHor Onoka, amu ca Ipyre
CTpaHe U CIIPEMHOCT Ha OZTyyaH 0OpadyH M IPOTOH Y ClIy4yajy OTBOPEHOT 3aAUpamba
y Brnaaajyhu nopenak. Kao jean ol OCHOBHHX 3aKJbyuaka, npuMmeheHo je ma ce jy-
TOCJIOBEHCKa KOHLENTYyallHa yMeTHOCT (mparehn cyaduny JyrocinaBuje Kao ApiKaBe
,.A3Meh)y BcToka m 3amana”) W 1o NMUTalky APYIITBEHE MEBHjaHTHOCTH HaJla3miia Ha
noja myTa u3mely KOHIENTyalIMCTa M3 3alaJHUX 3eMajba M OHHX W3 JpxkaBa Mc-
TOYHOT OJIoKa. Y TOM CMHCIY, ApyIITBeHONOTUTHYKU pexum y CDOPJ omoryhasao
j€ 3HATHO BHUIIIM CTEICH JUYHUX U YMETHHYIKUX cI10004a HEro ITOo je OMo ciy4aj y
BelMHU COLMjaNMCTHYKUX JpiKaBa, alll jé UCTOBPEMEHO CHEPIrHYHO CAaHKIHMOHUCAO
AHTUCUCTEMCKO M aHTHPKABHO JIEJIOBamke, ca MHJbeM 00e30ehema Bmanajyher mo-
peTka.

Kmwyune peuu: jyrocnoBeHCKa yMETHOCT, KOHIIENTyalIHAa YMETHOCT, CaBpeMe-
Ha YMETHOCT, HeoaBaHrap/a, ApyLITBEHa JeBHjaHTHOCT, YMETHOCT M JI€BHjaHTHOCT
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OnuTy 0JHOC KOHUENTYaJHe YMETHOCTH U APYLITBEHE 1eBHjaHTHOCTH

Cdepa ymeTHOCTH OZyBEK je MMana oApeleHux NOAMPHHX eleMeHara ca 00-
namhy IpyIITBEHE JEBHjaHTHOCTH. TakBe 3ajeJHUUKE TauKe MOTy ce MaHH(ecToBa-
TH Ha Pa3InYUTUM IIOJBHMA, Y PACIIOHY O TEMAaTUKE YMETHUUKOT A€ja, IPEeKO yMe-
THUYKOT CTBapajalTBa cxBalieHOr Kao Mpolieca HAacTaHKa Jieya, CBE JI0 came
JMYHOCTH YMETHHKA. Y CKIIaAy ca HaBeIEHHM, MOXXEMO IMOJICETUTH Ha paHHje Io-
HyheHy kracudukanujy courjarHo JeBUjaHTHHUX I0jaBa TIOBE3aHUX Ca YMETHOIIhY:
1. yMETHUK Kao JEBUjaHT; 2. MPUKA3UBahC JICBUjaHTHOCTH KAa0 TeMa yMETHHYKOT
Jiena; 3. yMETHHUYKO JIeJI0 Kao JICBHjaHTHA 1ojaBa wid pajma (Matkovié 2017).

Kana roBopumo o penanuju apTUCTHYKOT W JAPYIITBCHO JICBUjaHTHOT, CaBpe-
MeHa YMEeTHOCT 3aBpeljyje moceOHy naxkmy. Hanme, caBpeMeHa yMETHOCT HAPOUUTO
je crmenmduaHa 300T HarjameHor Opucama TpaHulle n3Mel)y YMETHHKOBOT CTBapa-
Jladkor ¥ npusatHor xuBorta (Matkovi¢ 2017), oqHocHo, peunMa J. [leHerpuja (De-
negri 2013, 36) 300r ,,H0AYAapHOCTH KUBOTHOT ¥ YMETHHYKOT MOHAIIAka”, O YeMy
CIIMKOBUTO CBEAOYH W cTaHOBUIITE Jo3eda bojca mpema kome je ,,cCBaKH YOBEK yMe-
tHUK” (Beuys 1978). Jenna on mociieauia oBe TCHIACHIIM]E YHyTap CaBPEeMEHE yMe-
THOCTU jECT€ BEJIMKa CKCIaH3Wja KaKO KBAaHTHTETa, TAKO U MOTyhHX MOJaNuTeTa
apTUCTUYKKX APYIITBEHO JeBHjaHTHUX 1ojaBa. Jlobap mpumep 3a HaBeneHu (eHo-
MEH TIpeACTaBsba KOHIENTyallHa YMETHOCT, Ka0 apTUCTHIKA GopMa duja obenexja y
BEJIMKO] MEPU OCTaBJbajy MPOCTOP 32 YKIbYUUBAC PANIMIUTHUX ,, KHBOTHUX eJie-
MeHaTa, Te CaMUM TUM M OHHUX elleMeHaTa KOji Ce MOTY OKapaKTEepHCaTH Kao JCBH-
JaHTHH.

[Ipema nedwmannmjn M. IllyBakosuha (2007, 218), koHIIENTYalTHA YMETHOCT
jecTe ,,Ha3uB 3a ayTopeQIieKCUBHE, aHAMTUYKE, KPUTUIKE, IPOTEOPUjCKE U METaje-
3WYKEe YMETHHYKE MPaKce, 3aCHOBaHE HA UCTPAKUBAKY KapaKTepa, KOHIENTa U CBe-
Ta YMETHOCTH, IPH YeMy KOHIIETITyaJlHA YMETHUYKA JIeJIa MOTy OUTH ,,KOHIETITH U
,,Teoprjcku objektr”’. OBoMe Tpeba mpumonaT u 3anaxame J[. YaTepkodiepa (Un-
terkofler 2012, 12) npema kome ce ,,l1apoia O jeIMHCTBY YMETHOCTH M JKUBOTA, KOja
je dopmynrcana y HCTOpHjCKUM aBaHTapaaMa mouetkoM 20. Beka, ca eHTy3Hja3MOM
[...] peakTyenu3yje u peanu3syje y YMETHHUKHM IojaBaMa mocie 1968. rogunae” —
Mely umje HajBakHUje MpeNCTaBHUKE MOTa a YIpaBo KOHIIETITyalHa yMeTHOCT. U3
M3JI0)KEHOT ce MOYKE NMPUMETHTH Aa KOHIENTyann3aM HeIBOjOCHO MpeACTaBiba ap-
THCTHYIKO YCMEpEeHmhe y KOME je Y BEIIMKO] MEpPH OCTBapeHa 3aMHcao O W3jel-
HayaBamby YMETHOCTH W )KUBOTa, OJJHOCHO YMETHHKA Ka0 JIMYHOCTH H HETOBOT' yMe-
THUYKOT Jena. Ca Ipyre cTpaHe, KOHLENTyallHa YMETHOCT HCTOBPEMEHO TpPE/ICTaB-
Jba W 3HAYAJHOT IMPEJCTaBHUKA HEOABAHTAPJAHUX YMETHHUYKHX IPAKCH KOje Cy CIIo-
COoOHE NTa WCKaXy CyOBEp3WBHY IHMCEH3HM]Yy YMETHOCTH, KpO3 WHKOPIOPHCAHE HITH
nponarupame pa3IuuIuTHX Ueja Koje Ou ce MOrJie OKapaKTepHCaTH Kao acolfjaiHe
VIIN aHTHCOIMjaHe, OJHOCHO APYIITBEHO jeBHjanTHe.! MMajyhu y BHIy cBe HaBe-
JIEHO, Ka0 1 YMHCHHUITY Ja je KOHIIETITyaJHa YMETHOCT OCTaBHJIa Tpara M 'y jyrocio-

! JletasbHuje 0 KoHIEeNTyanHo] yMeTHocTH y: Alberro & Stimson 1999; Suvakovié 2007. O kouuenry-
anHoj yMeTHOCTH y Jyrocnasuju, Bugetd Denegri 2013; Suvakovi¢ 2007. O 0BOM apTHCTHUKOM MPaB-
Iy YHyTap IIUpEr KOHTEKCTa CaBpeMEHE yMETHOCTH, yi. Hip: Bonito Oliva i Argan, 2006; Buchloh
2000; Kuspit 2013; Laure 2014.
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BEHCKOM JIPYIITBY, OMPEICTIIN CMO CE 3a Y Kao aJIeKBaTHOT MPEICTABHUKA KOjU
MOXKE TMOCIYXKUTH 3a yrnopehuBame MOryhux IOJUPHUX Tayaka apTUCTHUKOT U
JIPYIITBEHO JIEBUjaHTHOT y MepHoy mocrojama CDPJ.

JlpymITBEHONMOJTUTHYKH KOHTEKCT jyrocJI0BeHCKe KOHIeNTyaJalHe YMeTHOCTH —
aejaoBamwe rpyna ,,KOI”, ,,Janyap” u ,,@edpyap”

ﬂpymmeenononumulmu KonmeKkcm jyzocﬂoeeuace KOonuenmyaiHne
ymemnocmu

JIpylITBeHe U MOJIHMTUYKE MPHIINKE Y KojuMa ce pa3sujana ymerHocT y CDPJ
Ouyie cy y BEJIIMKO] MEpH CIIeHU(PHUYHE KAaKO Y OJHOCY Ha KalWTATUCTHYKa APYIITBA
3amnajia, Tako U y OJIHOCY Ha COIMjaTUCTHYKE 3eMJbe UCTOKA. OTBOPEHOCT APIKaBHUX
rpaHmia, ciobollaH MPOTOK HJeja U H3JI0KEHOCT YMETHHYKUM YTHIajUMa 3amana
YHHE BaXKHY 0COOCHOCT jyrOCIOBEHCKE YMETHOCTH JIpYyre MOJOBUHE MPOILUIOr BEKa.
OBakBa peNaTHBHO JTMOepaiHa Ap)kaBHA MouuTHKA (O0apeM y mopehemy ca Apyrum
COIMjATMCTHYKAM PESKAMHUMA) oMoTyhaBaia je yKJbYISHOCT jYTOCTIOBEHCKAM YMET-
HUIIIMA Y HajaKTyeJHHje CBETCKE TOKOBE, IIITO j€ €BHICHTHO UMAJIO BEIUKOT yTHUIIA-
ja Ha JIOKaJIHU pa3Boj (TaJa BPJIO aKTyelHe) KOHIENTyaJIHe YMETHOCTH.

VY oanocy Ha npxaBe McToyHor 0sioKa, BEpOBaTHO HajBaKHHja OCOOEHOCT
ornenana ce y unmeHUM na y COPJ Huje OMiao AuUpeKTHE MONMMTHYKE KOHTPOJIS
JMKOBHUX YMETHOCTH, OJJHOCHO JWPEKTHE TOJMTHYKE IICH3ype Kao MTOo je To Ouo
Clly4aj y penpecuBHUjUM conmjanucTiukuM apxkaBama (Unterkofler 2012). Mako cy
(UM 1 KEBKEBHOCT, Ka0 HAjyTHLAjHUJU BUIOBU apTUCTHUYKOT W3pa3a, OWIH IMOJ-
BPTHYTH PHUTOPO3HHU]O] KOHTPOJH, jYTOCIOBEHCKE BJIACTH OCTaBHJIC CYy 3HAYajHO
Behn mpocTop cTBapaonuMa y noMeHy octanux ymerHumukux cgepa (Unterkofler
2012; Pesi¢ 2017). MehyTtum, TO CBakako He 3HA4YW Ja HUCY IMOCTOjalld APYTH, aj-
TepHATHBHU BHIOBHM Haa30pa HaJ YMETHHYKHM cTBapajamrTBoM. OHH Cy ce, mpe
CBera, orieJlalii Y pajy pa3luduTUX Tena (YynpaBHHU OJ0OpH, CaBETH) Y OKBHUPY ra-
nepuja, My3eja, JOMOBa KyJAType W CIMYHUX MHCTUTYIHja. Takole, He Tpeba cMeT-
HYTHU C yMa 3Ha4aj OCpeHe LeH30pcKe (YHKIHje KOjy Cy BpIIWIE PA3IHUUTE Map-
THjCKEe OpraHM3allyje, MojeluHa yapyXema rpaljaHa u ApyrH YTHIAjHH KOJCKTHBU
(Unterkofler 2012).

Jom jenna BaskHa 0c0OEHOCT KOjy Bpenu uctahu jecte apKaBHA, HHCTUTYLHU-
OHAJIM30BaHa MOJPIIKA CaBPEMEHOj YMETHOCTH KoOja je Ouiia MpUMeTHa y TepUoIy
nmoctojarba COPJ. MehyTum, nako je npkaBa Ha4eIHO OXpaOpHBaia YMETHHUKE CaB-
pEMEHOT ycMepera, TakBa MOAPIIKAa OrpaHuvaBaia ce 1o MpaBUly Ha T3B. YMEPEHU
MOJepHH3aM KOjH je OMO amoJWTH4aH, OJHOCHO KOjU HHUje HUACJHO W MPOTPaMCKU
yIpo’kaBao 3BaHWYHY ApKaBHY U maptujcky umeonornjy (Unterkofler 2012). ¥V tak-
BOM KOHTEKCTY, jellaH aBaHTapIHH JIeO jyrOCIOBEHCKE YMETHOCTH OCTajao je Ha
JIPYIITBEHO] MapTUHH, MIPH YeMy CY C€ TOjeIWHH HETOBH EKCTPEMHHU)jU HpEeACTaB-
HHIIY, TTOpe]l IPUCTajarka Ha CBOj aHIEPrpayH/I CTaTyc, ONPEACIIN U 32 IUPEKTHO
cyOBep3HMBaH YMETHHYKH NMPHUCTYI. Kako ce MoXke MpeTIoCcTaBUTH, ONMCaHa IpaKca
HOcHJIa je ca coOoM ozapeljeHe pu3MKe M NPYIITBEHE MOCIEIUIIEe 32 HEHE MPOTaro-
HHUCTE U OAPIKaBaolle.
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KonmenTyanna yMeTHOCT y JyrociaBuju OENeKd CBOje MOYETKE Y CKIOMY
¢dopmupama ,,HoBe ymerHHuke npakce” (Denegri 2013) na mpenady 1960-ux u
1970-ux ronvHa, MPAaTUBIIN Ha Taj HAYMH aKTYCJTHE apTUCTHYKE TPEH/IOBE Y CBETY.
DEHOMEH jYrOCIOBEHCKE KOHIICTITYalHE YMETHOCTH (M HOBE YMETHHYKE IMpPaKce
reHepaiHo) Morao 6u ce, nutupajyhu J. Jlenerpuja (2013, 34), okapakTeprucat Kao
aNTEepHATHBHA T0jaBa HAcTaua ,,y HAueIHOM OTKIIOHY O]l JIOKAIHOT yMEPEHOT MO-
JIepHU3Ma”, OAHOCHO ,,y OTIOPY TIpeMa BlaaajyheM ‘COIUjaIMCTHYKOM €CTETH3-
My’”. Henerpu (2013, 34) uctude aa je momaha KOHIIETITyaJTHA CIIeHa (K20 YOCTaJIOM
U IeNa ,,HOBa YMETHOCT CEeIaMIIeceTHuX’’) Hacrajga Kao ,,[IOCIEIUIa PACIIONOKEHA
‘BEJIMKOT OJI0Mjara’ IOKPEHYTOT JPYIITBEHUM U HJICOJIOIIKUM MTPEBUpPAbUMa OKO U
HEmocpeaHo nocie mesaeceTocme”. OBe OKONHOCTH BaXKHE CY 33 Pa3yMeBabe IIH-
per KOHTEKCTa HCIOJhaBarha aHTUCHCTEMCKHX U JIPYTHX apTUCTUYKO-aKTHBUCTHY-
KHX TI0jaBa Koje Ou ce MOTJIe OKapaKTepUCaTH Kao JIPYIITBEHO JICBUjaHTHE.

3HauajHa MojaBa MOBE3aHa Cca CKCIaH3MjOM KOHIICTITyaJlu3Ma M YOIIIITEe HOBE
ymetanuke npakce y COPJ jecre popmupame Beher Opoja yMeTHHUKHX Tpyma. Jen-
Ha OJI IPBUX M YjeTHO HAjYTUIAjHUjUX TPyTaIlyja MOBe3aHNX ca HOBOM YMETHHUKOM
mpakcoM Owmna je cnoBeHauka rpyna OXO. OBaj KOJCKTHB MOYEO j€ Ja JeIyje Ol
1966. u 6uo je aktuBan 10 1971. roguHe, HAKOH Yera Cy ce HEroBU YIAHOBH IOBY-
KK ¥ popmupanu komyHy y npupoau (Komyna y lllemmacy). Lllto ce Tnue Cpouje,
MOCTOja0 je MpHiInYaH Opoj YMETHHYKHX KOJIEKTHBA OMKMCAaHOT ycMmepema. Mehy
no3HatujuMa, Mory ce nomenytu rpyne: KOJI, (3, (3-KOJI, I'pyna Janyap, I'pyna
®edpyap, Bosch+Bosch, Exuna A3, Verbumprogram, Hedgopmamna ['pyna mect
ymertnuka, ['pynma MEY, Curnanusam, 3pemHaHIHCKA U HOBOCAACKH TEKCTYAJIHCTH,
I'pyna 143 u npyru. Y XpBarckoj je Takohe nenoBao Behn Opoj YMETHUUKHX 3aje-
HHUIa HaBexeHor tumna. M3mely ocranmux, To cy Oumne rpyne: ['oprona, Tok, Ilnac-
tnuapu, Ilemsnonep Tuxomup Cumunmh, I'pyna mecrtopuue ayropa (Suvakovié
2007; Unterkofler 2012; Vujanovi¢ 2010). ®okycupajyhu ce Ha ,,aHTUCHCTEMCKH™
acIeKT OIMCaHe HeoaBaHTapAHE YMETHOCTH, MPUMETHO je Ja HUCY CBE YMETHHUKE
rpyne umajie WCTH OJHOC Ka APYIITBCHONOJMTHYKOM CYOBEP3MBHOM [IENIOBAHY
(ymopenutu Unterkofler 2012). Ilojeawre Tpyne (WX ITOjeAMHITN) Y MOTITYHOCTH CY
ocTajaay U30JI0BaHH OJ] MOJUTUYKOT KOHTEKCTa; HEKU Cy Ce ONMpEAeHIIN 3a yMepe-
HH]Y, XepMETHYHY APYIITBEHY KPUTHKY M3paKeHy aliCTPAKTHUM je3MKOM YMETHOC-
TH, JIOK Cy HajpaJUKaJIHUjH TPEICTABHUIM ORa0paid EKCIUIMIHUTHY yMETHHYKO-
MOJUTHUYKY MPOBOKAIM]y KAa0 apTUCTHYKH METO]| 32 IOKHpame W 3a TOAPHBAKE
nocrojeher qp>kaBHOT U JPYIITBEHOT TIOPETKA.

Kako ykasyje cBa goctynHa rpaha, MOJTUTHYKH HajpaJuKaTHUjU CETMEHT jy-
TOCJIOBEHCKE KOHILENTYalHEe CIEHE MpPEACTAaBJbaM Cy HOBOCAJICKH YMETHHIHU ca
oxocuurom oko rpyre KOJI (pauynajyhu u ase KOJI -y 6imcke, KpaTKoTpajHe Tpy-
ne: Janyap u ®ebpyap). Otyna hemo ce 3a morpebe aHaIM3e MONUTHYKU CyOBEp3H-
BHOT JIeJIOBama jYrOCIOBEHCKUX KOHIIENITyalrcTa (POKYCHpaTH Ha aKTUBHOCTH II0-
MEHYTa TPU KOJIEKTHBA.

Jenosamwe zpyna ,,KOJ ”, wJaunyap” u ,,Debpyap”

I'pyna KOJI ocrosana je y Hoom Cany 8. anpuna 1970. romure (Suvakovié
2007). I'pymy je ocHOBalla HEKOJIMIIMHA TIpHjaTesba-TAAAlIBIX CTyIeHaTa APYIITBE-
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HUX W XyMaHHCTHYKNX Hayka ([lenerpu 2013), a y meproy HmEHOT MOCTOjamba J10-
na3uno je no oapehenux npomena wianora. Cymupajyhu untaB ucropujat KO/I-a,
MIPUITATHAUIN WU CIIOJBHU CapaJHUIy rpyne 0w cy: CnaBko bormanosuh, Mupo-
cmaB Manguh, Mupko Pamojuuuh, Cnoboman Tumma, Janes Konwujanumnh, bpanko
Aunpuh, Kum-JoBak ®epenmn, Ileha Bpanemesuh, boxxumap Maumuh n yman
Bjenuh (Suvakovié 2007). KOJI je npectao ca pagom y anpury 1971. roaunne,” Ha-
KOH CBera roJIMHYy JlaHa [OoCTOjama. Pasnor o0ycTaBe 3ajeJHIUYKOT JeJIOBama Npe/-
CTaBJbAJIO j€ PA3MUMOMIAKEHE ,,0 MECTY U (PYHKITMjaMa YMETHHYKOT paja W H3Jia-
rama” (Suvakovi¢ 2007, 531).

V neproay nocrojarsa KOJI -a kpatko cy genosana asa HehopManHa KOIEK-
THBa Mo Ha3uBKMa I 'pymna Janyap u I'pyna ®@ebpyap. OBH KOIEKTHBH, MO YIAHCTBY
1 110 uaeosioruju Bpio ommcku ca KOJl-oM, ucTakim cy ce MOKaHTHUM, €KCIECHIM
aKm@jaMa Koje Cy MMajie HarjalleH aHTHCHCTEMCKH kapaktep. [Ipema jeaHoM o0y-
XBaTHOM OIUCY, Y MIUTamwy Ccy Ouie ,,rpynanuje Koje rpaje KpaTKOTpajHH, eKCLECHU
W TPOBOKATHBHH, Y TOJIHTHYKOM, YMETHHYKOM M €Ir3WCTEHIIjATHOM CMHCIY, II0-
KpEeT WM Tajac HOBOCAJCKE aJTePHATUBHE CIICHE”, T€ YMje NMPUIAIHHUKE ,,[TI0OBE3Y]e
KPUTUYKH U CYOBEp3WBHH CTaB MpeMa JOMUHAHTHO] YMEPEHO MOJICPHUCTHYKO] H
conmjanGupokparckoj kyarypu.” (Suvakovi¢ 2007, 527). Vimajyhu Ha yMy cBe Ha-
BEJCHO, YMHU C€ ONpaBIaHUM OKapakTepucatu rpyme Janyap u ®@ebpyap kao He-
dopmaine excrpemue orpanke KOJI-a, 01HOCHO Ka0o CBOjEBPCHH ,,TApaNIe]IHA KOJIO-
ceK” 32 OTBOPEHO aHTHCHCTEMCKO JI€JIOBaE UCTE Tpyle YMETHUKA YIPYXKEHHUX ca
HEKOJIMIIUHOM TIpHjaTeba-capaJiHiKa. YTPaBO OBH TPAHCIAPEHTHO CYOBEP3WBHH
aktu rpyna Janyap u @ebpyap mpyXuiu ¢y HelocpeaaH MOBOA 3a IPYIITBEHY OCY-
Oy W CTUTMaTH3alHjy HOBOCAJICKE KOHIENTyaJHEe CIIEHE M 3a HACTaHaK CykoOa ca
YMETHHYKUM €CTA0IHUIIIMEHTOM, aJi U ca MPEJICTAaBHUIIMMA MTOJUTHYKE BIACTH.

Haxo je mepuox tpajama rpymne KOJI (yksbydyjyhu u nenosame rpyma Janyap
n ®ebpyap) OMO MPUIMYHO KpaTak, OHA je OCTaBHIA 3HAuajaH Tpar y CaBPEeMEHO)]
JYTOCTIOBEHCKO] YMETHOCTH, KaKO yCIleI CaMOI' YMETHHYKOI JIONPHHOCA HEHUX
YWIAHOBA, TAKO U 300T APYIITBEHONOJIUTHYKUX NIPEBUpama Koja Cy HacTajla Kao Ioc-
JiemuIa BUXOBOT JeJoBama. Y BE3H ca TUMe, BAXKHO je McTahn HeKa 0l OCHOBHUX
UACOJIOUIKMX U MPOrpaMcKux obenexja oBor konektusa. Kako ucrnue M. IllyBako-
Buh (2007, 533), ,,MOMUTUYKH AKIMOHW3aM W HEOaHapXu3aM’ TIPEICTABIbAIU CY
,outHe onpennune npakce rpyme KOJI”. IlITo ce TMde OHOT Jela CBETOHA30pa
umanoa KOJI-a koju ce THIIA0 KOMIUIEKCA FHXOBHX MONUTHUKHX W€} H TOTA3H-
ITa, UCTU ayTOp cMaTpa Jia Ce OH MOKE OJIPEIHTH ,,TEpPMHUHAMA HOBOT CEH3MOMIH-
TeTa IIEe3[eCeTHX, JOBPIICHa yTonuje (TIOCIeAne aBaHTrap/ie), KOHIENTYaIuCTHIKE
pacripaBe HICONOIIKAX MPOIO3UIIHja CHCTEMa YMETHOCTH, aKIIMOHM3Ma M HeoaHap-
xm3ma” (Suvakovié 2007, 533). IIpema merosuM peunma, unanosr KOJ-a cy 6um
YVIO3HAaTH ca ciefehnM BaXHUM acHEeKTHMa TaJalllkbe IPYIITBEHE CTBApHOCTH: 1)
CTpaTervjamMa 3arajgHe HOBE JICBHLIE; 2) HAcalMa XHUIU IIOKPETa ¥ PEBOIYLHje APO-
re; 3) obenexjuMa ,,peBONyIIHOHApPHE OOpOe y 3emMibaMa peaHoOT couujanu3ma’
(Suvakovié 2007, 533). Kapaxrepumyhn MOIHTHYKE MO3HMIMjE OBOT YMETHHUKOT
KOJIEKTHBA Kao CBOjEeBPCHH ,,KOJOBa4YKM HeoaHapxu3am™ (cxBaheH kao Bapujauuja
HMCTOYHOEBpOIICKOT HeoaHapxusma), M. Illysakosuh (2007, 533) cmartpa ma ce pa-

% I. Ienerpu (2013, 36) HaBomu MapT 1971. Kao meprox IPECTaHKA pajxa rpyTie.
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U0 O OONHUKY ,HENpUCTajalba Ha MHCTUTYIHOHAIHO OMPOKPATCKH MOPEAaK yMe-
pEHOT MOJIEpHU3MA PEAICOITHjaTUCTHIKOT APYIITBA.”

Tpe6a ucrahu na, ympkoc eKCIUIMIMTHOM I03MBamy unaHosa rpyma KOJI,
Janyap n ®ebpyap Ha MONMUTHYKE HJCje Y BUXOBUM aKIyjamMa M IporjiacuMa, UiaK
ocTaje IuiieMa O PeaylHoj IMPHUPOAM MOJUTUYKHUX eJIeMEHaTa yHyTap HBHXOBE HIE0-
noruje. J. Jenerpu (2013) je munubema 1a je 4MTaBa MOJIMTU3AIMja JIEIOBabHA
KOJI-a 3ampaBo Giia MHOTO BHIE HC(OPCHPAHA U CIIOJbAa HAMETHYTA, HETO IITO Cy
cavu wianopn KOJ[-a 6uIM MCTHHCKM MONMTHYKM MOTHBHCAHM. IIpemMa pedmma
HaBEJICHOT ayTOpa, MONUTHYKHA eleMeHTH yHyTap aernoama KOJI-a cactojamu cy ce
,[Ip€ y TIPUPOJHOM, CIIOHTAHOM, HEKOH(POPMHUCTUYKOM [...] CIIOOOTHOM MOHAIIAY
MIIaJIMX MHTEJIEKTyanala y jeIHOM CKy4Y€HOM M TOTaJIUTapHOM APYLITBY U MOPETKY,
HETo IITO je Tocpeny Onila HeKa CBECHA CTpATeTHja ‘TOJIMTHYKE YMETHOCTH WA
‘monutuke yHytap ymerHoctn’” (Denegri 2013, 37-38). CnuuyHo HaBeneHoM, M.
Panojuunh cmatpa na ce y akruusmy KOJI-a 3amcra ,jaBba u morpeGa 3a apym-
TBEHHM aHT)XOBAKHEM alll HE Y LHJbY MOJUTH3ALMje HEro JeMOKpaTU3aluje U Jie-
3MHCTUTYLMOHAIN3AIMj€ YMETHOCTH , JTOK CE ,,KOMIUIEKC MOJUTHYKHUX UEja, aKIH-
ja u craoBa npumamauka rpyne KOJI Moxe OmycaTH TepMHHHMA HOBOT CEH3HGOH-
mutera mesneceTux”’ (mpema [enerpu 2013, 37). Mehytum, u mopen cBera nucrax-
HYTOT, OCTaje YHEbCHHIA aa je antucrucTeMcku aktusmam KOJI-a mocemosao (Ga-
peM JeKIapaTHBHY) MOJIUTHYKY CyOBEp3MBHY HOTY, Kao U JIa je TaKBa YMETHUYKO-
MOJMTHYKA TpaKca JIoBeja 10 OMITPHUX PENpecHja y OIHOCY Ha aKTepe U MoJpKaBa-
olle TIOMEHYTE HEOaBaHTapAHE CLCHE.

JyrocioBeHcka KOHIENTYaJHA YMETHOCT U APYIITBEHA JeBHjAHTHOCT

Jla 6u ce pa3symena KOHEKIHja m3Mely KOHIeNTyalHe YMETHOCTH M cdepe
JIpYIITBEHE ICBHjaHTHOCTH, HEONXOJHO je 3a TMOoYeTaKk NpenusupaTH mra he cBe
outn oOyxBaheHO TOJ TOjMOM ,,IPYIITBEHO JeBUjaHTHOT . Mako mocToju HU3 1e-
dbuHHLHMja ¥ THONTOTH]a,” TpeMa BehHHCKOM CTAaHOBHMINTY, HEKE OJ Haj3HAYajHHjHX
KaTeropuja IpyIITBEHO AEBUjaHTHUX (OJHOCHO COLMjATHOMATOJIONIKKX) TOjaBa
NpeACTaBibajy: Kpumunarumem (YKOIUKO C€ OH MOCMaTpa Kao COILHMjaTHOMATOJIOMI-
Ka TI0jaBa y MIUpeM CMHUCHIY), boecmu 3aeucrhocmu (AIKOXOJIM3aM W HApKOMaHH]ja),
npocmumyyuja, becnocauyapere, CKUmMHu4ere, npocjauerbe, Koykare, camoyouc-
mea, noxywaju camoyoucmasa v np. (ynopemutu Hip. Boskovi¢ 2020; Jakovljevic,
Pukanovié¢ i Zivkovié¢ 1984; Spadijer-Dzini¢ 1988). MehyTum, mopex oBUX Tpaau-
[MMOHATHAX W IHPOKO NpuxBaheHUX KaTeropwja, y Teopuju ce cycpehy m npyrm
npumepH Knacudukanuje. Umajyhu y Buay Ja je npeaMeT OBOT paja Be3aH 3a COIH-
jarmHy IEBHjaHTHOCT Ha jYTOCIOBEHCKOj YMETHHYKO] CIICHH, YHHU CE€ HajIEITHCXO/I-
HUjUM TIOhM 0J1 HEKOJIMIIMHE TUIIOJIOTHja KOje Cy MOHYIWIN YIIPaBO jYTOCIOBEHCKH
Teopernuapu. Tako ce u3 nomahe JmTeparype Mory, m3mely octanux, W3ABOjUTH
cnenehe momatHe KaTteropuje ACBHjaHTHOCTH: coyujarne borecmu (Jakovljevié, Pu-

? Mehy JyrocnoBeHCknM ayTopuMa, Buietd Hip: Baveon et al. 1969; Puri¢ 1961; Jakovljevi¢, Duka-
novié i Zivkoyié 1984; Jankovi¢ i Pesi¢ 1988; Luki¢ 1976; Milutinovi¢ 1973; Najman 1985; Spadijer-
Dzini¢ 1988; Separovi¢ 1981.
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kanovié i Zivkovié¢ 1984); coyujanne (Opywimeene) oezopeanuszayuje (Jakovljevig,
Pukanovié¢ i Zivkovié 1984; Spadijer-Dzini¢ 1988); cucmemcke desujayuje, nexon-
dopmucmuuke desujayuje (Jankovic¢ i Pesic 1988); nexongpauxmue coyuonamonowus-
ke nojase (Najman 1985); poremecaji u funkcionisanju ljudskih zajednica i drustve-
nih institucija; sukobi unutar globalnih drustava; medudrzavni i medunarodni suko-
bi (Milosavljevi¢ 2003). Hauenno yBaxaBajyhu OCHOBaHOCT M3/iBajarba OBUX U JPY-
TUX CIMYHHX THIIOBA JEBUjaHTHOCTH, 3a MOTpebe oBora paga umak hemo gpopmynu-
caTu HOBY, 00jenumbyjyhy Kareropujy APYIITBEHO NEBHjaHTHOT TOHAIIAmka 33 KOjy
BEpyjeMo Jia HajBHUIIIE oJroBapa nmorpedbama tekyhe anammze. Y ckiany ca HaBeze-
HUM, TIOMEHYTY OOAaTHY KaTeropHjy HAeBHjanvja heMo O3HaYMTH jeIHOCTABHUM
HA3UBOM: aHMUCUCTEMCKe desujayuje.

IMommto cMo ympaBo mpenusupanu mra he ce 3a morpede 0BOr paja moapasy-
MEBAaTH TOJ APYIITBEHOM JIeBHjaHTHOIINY, y HACTABKY MOXKEMO Pa3MOTPHUTH pelia-
jy u3Mely jyrocioBeHCKe KOHIENTyalHe YMETHOCTH W HEKOJIMIMHE KapaKTepHc-
TUYHHX JIPYIITBEHO NeBUjaHTHHX mojaBa. [Ipu Tome he dokyc maxme Outn mocra-
BIJbCH Ha JeioBame wianosa rpyma KOJI, Jarnyap u ®ebpyap (ka0 ApyLITBEHOIOIN-
TUYKH HajCyOBEpP3UBHHjUX KOJEKTHBA), y3 UCTOBPEMECHH OCBPT HA TIOjeIMHE JICBU-
jaHTHE aKTe OCTAIUX MPEJICTABHUKA JYTOCIOBEHCKE KOHLENTYaTHE YMETHOCTH.

IlTo ce Thue xpumurarumema, CBAKaKO HAJIIO3HATHU MIPUMEPHU HA jyrocio-
BEHCKOj KOHIICNTYaJIHO]j CIIEH! jeCy aKTHBHOCTH jBojuie npumnagauka KOJI-a, Mu-
pocnaBa Mannnha n CrmaBka bormanosuha, koje cy m3a3Baiie 3Ha4ajHE KOHTPOBEP3E
y IPYIITBY U JTOBEJIC 0 KPUBUYHOIPABHOT CAHKIIMOHHCAHka IIOMEHYTUX YMETHHKA.
OHu cy oryaieHu KpHUBUM U OCyljeHH Ha 3aTBOPCKE Ka3HE 300T CBOJUX ayTOPCKUX
TEKCTOBA KoOje ¢y Hammcamu TokoM 1971. rogune. Haume, M. Manmuh je ocyhen nHa
9 Mecery 3aTBOpa’ 360r Tora MTO je Hammcao Tekct ,,IlecMa o GHIMY” Y KOMe ce,
m3mely ocranor, cnomume Jocun bpos Tuto, nok je C. bornanosuh ocyhen Ha 8
Mecenn 300r Tekcra ,,[lecma — Underground, Tpubuna mmaaux, Hosu Can” y okBu-
Py KOra je M3HeO pa3jIMuuTe NMPOBOKAIMje Ha pauyH TaJallkber PEeKUMa U HErOBUX
uHcTuTyIMja (ynopeantu Denegri 2013; Suvakovié 2007; Unterkofler 2012)

VY norneny xopuwhersa opoea cxBaheHOT Kao IPYIITBEHO ACBHUjaHTHE M0jaBe
borecmu 3a8ucHocmu, BAXKHO je pa3rpaHUYUTH JBe Moryhe cutyanmje: 1) ymoTpeda
HAapKOTHKA O]l CTPaHE MOjeIMHNX YMETHHKA, 0€3 INPEeKTHE Be3e 32 TEeMAaTHKOM KOH-
KpPETHOT YMETHHYKOT Paja; 2) MHKOPIIOpUCAkhE TEMAaTHKE HAPKOTHKA Y CaAPKUHY
KOHKPETHOT yMETHHUYKOT paza.” Y TOrJIey IpBe CHTyalluje, HECIOPHA j& YHH-CHHIIA
Ila je jemaH Jeo MpeACcTaBHUKA jyTOCIIOBEHCKE KOHIENTyallHE CIICHE CKCIIEPUMEHTH-
cao ca oapeheHUM INMCUXOAKTUBHUM cyrncraHiaMa (yrnopeautu Hip. Gojkov 2016,
2017a; Pesi¢ 2017; Radakovi¢ 2009; Tarla¢, Popovi¢ i Rakezi¢ 2017), npu uemy cy
TaKBH EKCHEPHMEHTH EBHICHTHO MOIJIM WMaTH ojapeleHor yTuiaja u Ha yoO-
JIUYaBambe MOjeANHUX HBUXOBUX YMETHHUKHX Jena win nporeca. Illto ce Thye npy-

* IIpema jemroM m3Bopy, M. Maruh je ocyljen Ha 12 Mecewu 3aTBopa, 011 wera je oxcmysxio 9 (Gojkov
2017b).

> IIpu ToMe je GMTHO HATVIACHTM 1a OBY IOJEIY MOTY JOHEKIE Ja 3aMarie o0enesxja HOjeIMHHX CIe-
uubUIHEX cuTyaluja y npakcu. Kao npumep, MOXe ce HaBECTH XUITOTETHYKA CUTYalllja Y K0joj yMeT-
HHK-KOPHCHHUK IICHXOaKTHBHUX CYICTaHIM HEMa HaMepy Jia TAKBE CYICTAHIIC YHOCH y TEMATHUKY WITH
€CTETHKY JieNia KOje CTBapa, ajli TO UIaK HeCBECHO YMHH CTBapajyhu Jero moj yTuiajemM apore.
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re cutyauuje (IMpeKTHO MHKOPIIOPHCAkEe TEMATUKE HAPKOTHKA Y YMETHHUUKE calp-
Kaje), Kao KapakTepuCTHYaH MpuMep Moxe ce ucrahu TekcT-pasroBop Mupociasa
Manaunha u [dymana Bbjenunha ,,JIpora u peBoiynuja — HapKOMaHU CBUX 3eMalba
yjenunute ce”. 3a 0BOr TEHACHIIMO3HO TPOBOKATUBHOT HACJIOBA HAJIA3UO CE jelHa-
KO TIpoBoItpajyhu caapxkaj y Kome ce, Kpo3 KapuKHupame MapTHjCKe W PEBOTYITHO-
HapHe pETOpUKe, TOBOPUIIO O JPOTH Koja je, kako M. lllysakosuh npumehyje (2007,
535), Ouna ,,raby Tema pean-corujanuima’ (yrnopeautu u Pesic 2017, 63). Kana
roBopuMo 0 yMeTHHIHMA u3BaH rpyne KOJI, kao joIm jefan miycTpaTHBaH IpUMep
EKCIUTMIMTHOT TIOMHbamka IICHX0AKTHBHUX CYTICTAHIIM MOXE C€ TIOMEHYTH paJl ClIo-
BeHaukor yMmeTHrka u3 rpyne OXO Matjaka Xamxeka u3 1968. rognHe HaCIOBbEH
»J1CJl yxxuBam” (Hanzek 1968).

TparoBu acabyrdasice, OTHOCHO MPYIITBEHO JICBHjaHTHUX KaTETOPHja CKUM-
HUuyera, becnociuuaperba 1 IpyTuX CPOAHUX IMOHAIaka MOTY ce€ MpoHahu y cre-
IU(QUIHOM >KUBOTHOM CTHJIy Beher Opoja jyrocioBEeHCKHX KOHIICTITYyalHCTa — He
caMo y MEepUOIY aKTUBHOI yyemha y KOHIENTYIUCTUIKIM YMETHUYKHM aKTHBHO-
ctuMa TokoM 1970-ux romwHa, Beh W y HBUXOBUM KacHHUjUM J>KMBOTHHM (azama.
Panu ce, mpeBacxoJHO, O CBOjEBPCHOM HOMAJICKOM HJIM Ha IPYTH HAYWH HEKOHBEH-
IMOHATHOM 00pacily ersucTupama, 0e3 cTaBjbama QoKyca Ha jeqHy TauKy rpeOuBa-
JUIITa WK 0e3 MOTpare 3a CTAIHUM 3aIll0CICHEM U CUTYPHHM H3BOPOM IPHUXOAA
(0mHOCHO, Y EKCTPEMHHjUM TIPUMEPHMA, Y3 MOTIYHO 0JI0allMBakbe OBE UEje U KaTe-
ropHYKo oxdHjame ydyemha y GopmMariHiUM pagHONpaBHUM ogHOocuMa). Dokycupajy-
hu ce Ha HOBocazcky cueny u rpymy KOJI, Mory ce, mpuMepa pajy, M3IBOjUTH:
KMBOT y KOMYHHU II0j€AMHUX NPHUIAJHUKA, capaJHUKa U IpujaTresba rpyIle; HoMama-
CKH JKMBOT T0jeJIMHAIA; 001jarbe MOryhHOCTH 3amnociiena; oapuname (y Behoj nimm
Mam0j MEpH) 011 UMOBHHE U CIMYHO. Mako ce HekH o mo0pojaHnx ejleMeHaTa Mory
nponahu y 6uorpadujama Beher 6poja wanosa KOJI-a n miMa GIHCKHX yMETHHKA-
npujaTesba, BEPOBATHO HAjyNevaT/bUBHjE MIPUMEpPE MPEICTABIbajy KUBOTHA HCKYC-
TBAa U JKMBOTHH CTHJIOBHM Mupocnasa Manaunha (Mandi¢ veb-sajt), boxxunapa Man-
nmuha (Mandi¢ 1989), bpanka Argpuha, Cnobonana Tumme (Tarla¢, Popovié¢ i Ra-
kezi¢ 2017; Tumma 2014) n HekomumuHe apyrux (ymopenutd u Pordevic 2016;
Suvakovié 2007). HapaBHO, Ba)HO je jOII jeIHOM MOACETHTH Ja CY, Ope] IIPHIIa/-
HHUKa HOBOCAJCKE CLIEHE, U MHOTH IPYI'U NPEACTAaBHHULH jYTOCIOBEHCKE KOHIETITY-
aJIHE YMETHOCTHU YCBOjWJIM CIMYHE HEKOHBEHI[MOHAJIHE JKUBOTHE NIPAKCE — ITOYEBIIN
0]l MMOHHKpCKOT ocHHBama Komyne y Illemmacy® of cTpane GMBIIMX 4iaHOBA CIO-
BeHauke rpyne OXO (demy je caeauno OCHUBamEe U IPYyTUX CIMYHUX 3ajeAHUIIA), 1a
CBC /0 HM3a WHAMBUAYAIHUX MpHMEpa HETPaIULMOHAIHOT CTHJIA >KUBOTA Pa3-
JMYUTHX YMETHHKA HIMpoM Jyrociasyje.

Camonospehusarbe, 3ajeTHO ca CBECHUM H3JIaramkeM ceOe OIMacHOCTH jecTe
jou jemaH o oOJIMKa AEBUjaHTHOT TMOHAIIama KOje MOXKe OMTH WHKOPIIOPUCAHO Y
onpeheHe BpcTe YMETHHUYKOT M3paza. To ce HApOYMTO OJHOCH HAa YMETHOCT Iep-
dopmanca (Bumetn Matkovi¢ 2017), anu Moke CTajaTH y Be3d U ca APYyTUM TOBe3a-

8 Meljy pasniunTnM Ha3HBHMA MO KOjMa CE OBA 3aje/IHIIA IOMUIbE y JTHTEPATYPH, MOTY CE H3/[BOjH-
ta: Komyna y Illemnacy, Ipyxuna y llemmnacy, [Topomuna y Illemnacy u cin. (Bumetu: Pesi¢ 2017;
Suvakovi¢ 2007).
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HUM BHJIOBMMa HeoaBaHrapHe ymeTHocTH. Dokycupajyhu ce Ha jyrocioBEHCKY
KOHIIENTYIMCTUYKY U YOIIIITE He0aBaHTapIHy CIIEHY, HaKo ce U Meljy yMeTHUIIIMa
6muckum rpymu KOJI u HoBocanckoj TpHOHHE MyIaguX MOTY TIPENO3HATH HA3HAKe
OBe T0jaBe, UMECHHIIA j€ Ja CY H-CHM HAjII03HATH]H IPUMEPH TIOBE3aHHU ca (HEIITO
KaCHHjUM) JIeJIOBameM OEOTpajCKUX YMETHHKA OKYIUbeHHX OKO CTyIEeHTCKOT KYJI-
typuor nentpa (CKII). Haume, ayTomecTpyKTHBHO NOHAIIAWkE Y [JYTOCIOBEHCKO]
YMETHOCTH CeJaMIeceTUX TroJMHa OCTaNO je HajBHIle yrnamheHo y Be3u ca nepgop-
MaHcuMa Mapuae AOpaMoBHh KOjU Cy Cce 3aCHMBAIM Ha WMCHPIUBUBAKBY U IIOB-
pehuBamy Tesa, kKao U Ha CBECHOM JI0BOhemy cebe y pa3iuyuTe onacHe CUTyaluje -
yKIbyuyjyhu u oHe onacHe 1o *xuBoT (Buaetu Pesi¢ 2017; Racanovi¢ 2019; Vestkot
2013).°

l'oBopehu o camoybucmsy n noxkywajy camoybucmea xao HajeKCTPEMHUjUM
o0IMIIIMa ayTONEeCTPYKTUBHUX T0jaBa, Moryhe je yountn onpehene nmpumepe cTBa-
paJialia MOBE3aHMX Ca JyrOCIOBEHCKOM HEOABaHTapAHOM CIICHOM 3a KOje je I03HaTo
Ja Cy caMH cebM Ofy3end KHBOT WIH TOKymamu 1o fa yunue.” MelyTum, nndua
NPUpPOJia TAKBUX YUHOBA M 003Up Ka HACTPAJIAINM JIHIUMA U FbHXOBUM MTOPOTUIIAMA
He oMoryhaBajy CHUCTEMAaTHYHHUjU TPUKA3 PETUCTPOBAHUX CiIydajeBa W aHAIHU3Y
OKOJIHOCTH H3BpILIEHa KOHKPETHUX CYHIUAHMX akara. Ca Ipyre cTpaHe, MajJo0poj-
HE jaBHO JOCTYIHE WH(pOpMaIije He TPyXkajy MOBOJFHO ToJaTaka 3a u3Boleme jac-
HUjHUX 3aKJby4yakKa O TOME J1a JJH Cy M Y KOjOj MEpH TaKBH CYHIIUJAHU aKTH W CyHIIUI-
HY MTOKYIIajy OWIIM TIOBE3aHH Ca YMETHHYKUM JKUBOTOM JKPTaBa.

VYxonuko moheMo Ol THIOJOTHja KOje e23ubuyuonuzam TPETUPajy Kao
JIpPYIITBEHO IEBHjaHTHY M0jaBy (y IOMEHY MEHTAIHO-COLUjaTHUX, CeKCyanHuX [Bo-
Skovi¢ 2020] mnm mpyrux THIIOBa JAeBHjalnja), mpuMehyje ce ma je moMeHyTa Impakca
Takole MMaJa 3anakeHO MECTO Y jyTrOCIOBEHCKO] HEOaBaHTapIH, OAHOCHO Y HIMpEeM
KOHTEKCTY jYTOCJIOBEHCKE HOBE YMETHHUKE Tpakce. Mely mo3HaTHjuM npumepuma,
MOTY Ce W3/IBOJUTH: pa3nuuutu nepdopmancu Mapune AGpamosuh (Bumern Pesic
2017; Vestkot 2013), nmoercku nepdopmancu Karamun Jlaguk (Bumern Marjanié
2018); ersubunmonuctuuke akuuje TomucnaBa ['oToBua Ha ynunama beorpana u
3arpeba (Bugeru Ili¢ i Nenadi¢ 2003) u npyru.

IITo ce THYe anmucucmemckux Odesujayuja, U3 LUEIOKYIHOT NOCAJAIIHET
TEKCTa MIPOU3MIA3HU 3aK/byUaK /1a Cy OHE HECYMIbHUBO OMile IPUCYTHE Y KPYTy jyroc-
JIOBEHCKHMX KOHIENTYAIHUX yMeTHHKa. Haj)pekBeHTHHje W HajeKCIUTMIUTHHjE HC-
NoJbaBarme TaKBUX AEBHjallja MPOHATIA3UMO Y ACIOBaby NPUIIaJHUKA HOBOCAICKUX
rpyma KOJI, Janyap u ®ebpyap. Y Wiiby HpErieaHOr 06jeIHbaBarma MOMEHYTE
aHTUCUCTEMCKE TIpaKce, y HacTaBKy heMo moopojaTu 3a0enekeHe mpuMepe:

" Ipe cBera, y IOMeHy mapaTeaTapcKuX H3BeAGH, OTHOCHO nephopMaHca MOjeIMHIX WIAHOBA TPYIIE
KO/I.

8 I1Iro ce True yYMeTHHKa u3BaH beorpana, Moke ce TOMEHYTH ayToJecTpyKTHBHA akuuja Jlacma Kepe-
kema (Laszlo Kerekes) uz cyboruuke rpyme Bosch+Bosch koju je 1973. roguHe yHEO y opraHu3am
Behy konmumHy crpeja 3a Opujame, ,,IITO je M3a3Baji0 OIACHY PEaKIyjy BpJIO MydHOr noBpahama.”
(Denegri 2013, 63)

° IIpumepa pamn, Anem Kepmasrep (Ale§ Kermauner), coBeHauky necHuk u3 rpyne OXO, U3BpIIHO
je 1966. ronune camoy6ucTBO, ca cBera 19 roauHa.
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— MPOBOKATHUBHY HACTYIH rpyne Janyap u rpyie ®edpyap Koju Cy yKIbY4UHBaIn
u monutuyky rect (Suvakovié 2007), 0IHOCHO TIOTHTHYKHI €KCIEC Kao Je0
YMETHHUKOT H3pa3a;

— nporac ,,OTBOPEHO MUCMO jYTOCIOBEHCKO] jaBHOCTH KOjH j& 00jaBJbeH MOBO-
oM Hactyma rpyne ®ebpyap;

— MOKpeTame HeoaHapxXucTuakor yacomuca ,,L..H.0.0.Q” ox crpane CnaBka bo-
raaHoBuha (yacomuc je y MpBHX IIeCT U3amka HOCHO MoHAcoB ,,JIucT 3a mep-
MaHEHTHY IECTPYKITHjy cBera moctojeher”, a Hemro kacHuje [Opojeu 8, 10
12] moxnacnos ,,Underground jucT 3a HOBY peBONIYIH]Y”);

— pan Cnaeka bornanosuha ,,Ctpun o rpymu KOJI 1 meHuM 4naHoBUMA” y KOMeE
ce, Kao BUJI MTOJIMTHYKE MTPOBOKAIH]je, TPHKa3yje CHMOOJ KyKacTOT KpcTa (Koju
je y conmjamucTnukoj Jyrocnasuju npenctapibao Tady temy [Suvakovié 2007]);

— tekct CnaBka bormanosuha u Mupocnasa Manuha ,,Mu cMo npakecHu
nmeganw I17;

— teker Jlymana bjennha n Mupocnasa Mananha ,,JIpora u peBoirymyja - Hap-
KOMaHH CBUX 3eMajba yjequHure ce!”;

— tekct-mucmo Cnaeka bornanosuha ,,Jlparu Jama”;

— tekct MupocnaBa Manmuha ,.Ilecma o ¢prunmy” moBoJioM Kora je ayTop ocyher
Ha Ka3Hy 3aTBOpa O IeBET MECEIIH;

— tekct CnaBka bormanosuha ,,Ilecma — Underground, Tpubuna mianux, Hopu
Can” 360r Kora je ayTop ocyleH Ha 3aTBOPCKY Ka3Hy O] 0OCaM MECeLH;

— IpeJICTaBa, OJHOCHO MapaTeaTapcku nepdopmanc (Suvakovié 2007) ,, Tpu Tpu”
y pexxuju MupocinaBa Manauha (3apaja mpoBoOKaiije, y IpeICTaBy Cy €0 aM-
OMjeHTa YHHIIIE 3acTaBe ca KyKacTuM kpctoBuma) [I1i¢ 2018; Suvakovié 2007].

OcuM aHTHUCHCTEMCKOT JelloBaka HOBOCAACKUX KOHIENTYaTHUX yYMETHHKA,
Tpeba IMIOMEHYTH J1a je, NaKo ¥ 3HaTHO Mamk0j MEpH, OMIIO M APYTHX CIIydajeBa ITOJIH-
THUYKH MTPOBOKATUBHOT aKTHBU3Ma jYTOCIIOBEHCKHUX HEOaBaHTapJyCTa M3 HCTE eIo-
xe. Bpro excrumuimran npuMep npezctaBiba TekecT Tomaxka IllanamyHa, yMeTHHKA
KOJH j& eJI0Bao y CKIIOMY CIOBeHAadkor kojiektrBa OXO, 1o Ha3uBOM 3aIiTo caMm
¢ammcra (,,Zakaj sam fasist”). Paguio ce o ouurieqHoj TEKCTyalHO] MPOBOKAIIH)H,
IHCAHO] Y MOKAHTHOM 1yXy 6uT (beat) noesuje (Suvakovié 2007), y kojoj cy, 3apax
W3a3uBama JPYIITBEHE peakiyje, IOMHbaHe MOJUTHYKE Tady TeMe momyT (amms-
Ma, pacu3Ma, aHTHCEMHUTU3Ma, KOHTPApEBOIYIIMOHApHE O0pOe M CIMYHUX (BUICTH
Salamun 1969). Meljy ocTaanM mpuMeprMa, MoXe Ce TOMEHYTH aHIaKOBaHA yMeT-
Hoct bamunta Combaruja (Balint Szombathy) u3 cybotuuke rpyne Bosch+Bosch,
KOja y MOjeIMHUM acleKTHUMa Takol)e caJp Ku MOJIUTUYKU IIPOBOKATHBHE/CYyOBEP3H-
BHe enemente (Buaeru Denegri 2013; Suvakovié 2007). Beorpajnckn ymeTHHK 30-
pau ITonoBuh (Hekanammby wiaH HeopManHe ['pymne mecT yMETHHUKA) Peaan30Bao
je Hu3 ,,monmTHYKKX pagosa” (Suvakovié 2007, 353) TOKOM CpeJMHE U APYyTe MOJI0-
BuHe 1970-ux romuna. Mnak, BayKHO je YOUHTH Ja je OTBOpEHa MOJUTHYKA cyOBep-
3Mja y jyrOCIOBEHCKOj YMETHOCTH 3ampaBo MpeCTaBbalia caMo pelak M3y3eTak, a
HE MPaBUIIO.

19 ITpumepa panm, jenna ox 10 mopyka koje je MupociaB Manauh H30%HO TOKOM HACTYIIa IpyIie
®debpyap rnacuia je ,,3a Kpajba 1 0TalOnuHy”, Ka0 OUMIJIeIaH 00IMK OTBOPEHE MOJTUTHYKE MPOBOKAIIU-
j€ JyrOCIIOBEHCKOM COLIMjaIMCTUYKOM pexxuMy (Buzaetu Suvakovi¢ 2007).
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Konauno, xaza ce ToBOpH 0 aHTUCHCTEMCKHM JieBHjallijaMa, IOTPeOHO je pa-
3MOTPHUTH MOTYNHOCT MocTojama Be3e uzMel)y ymerHocT u mepopusma, cxpaheHor
Kao HajeKCTpEeMHHUjer 00JIMKa aHTHCUCTEMCKOT AejoBama. [Ipema cBUM pacmooxu-
BAM TOJAIVIMa, y jYTOCIIOBEHCKO] HOBOj YMETHHYKO] MPAaKCH HUCY 3a0eleeHH
puMepH CyOBEp3UBHOT JIEIOBamka KOje OM ce MOTJIO OKapaKTepUcCaTH Kao TepOpPHUC-
THuko. Unak, YMmeHHIa je Aa Cy HICOIOIIKH MPOrpaMH HEKUX OJf HOBOCAJCKHX
rpyna OKyIUbeHUX Ooko TpuOMHE MIIaANX, Kao W MOjeINHH aKTH BUXOBUX MpHUMA]-
HAKA Yy 3HAYajHO] MEpPH CYTepUCAIH IOTEHITHjaTHy HICOJIOMKY OIUCKOCT OJI-
pehennM oOIMIIMMa MOIUTHYKOT eKCTpeMU3Ma. Y TOM IOTJjely, HApOUUTO Ce MOTY
uctahy: HEOAHAPXUCTHYKA HJCOJIOTHja; OTBOPEHH IPKOC jYTOCIOBEHCKOM MOJIH-
THYKOM PEXHUMY M OPXKaBHOM YCTPOjCTBY; H3jaBe CyOBEp3MBHOI' KapakTepa, IO3H-
Bame Ha OOYHY, HA PEBOIYIH]Y U CII; SIEMCHTH HUXWIN3Ma, OJHOCHO HETaluje 1
ondanuBama IPYIITBEHUX BPEAHOCTH M Hayena, Kao U APYTH MPUMEPH PaTuKaITHUX
(IpyIITBEHONONMUTHYKUX) cTaHoBHIITA. [lopen Tora, o 3Havaja je yOUWTH M HEKa
JIoJaTHa o0eleXkja MojeAMHNX JYTOCTOBEHCKUX KOHIENITYaTHUX YMETHHKA U yMET-
HUYKUX Tpyna Koja cy ce mojyZapaia ca OJJIMKama jeIHOr Jeia Taja aKTYyeIHUX
EKCTPEMHUCTA U3 JOMEHA MONMTHUKE jeBuie. ' IIpuMepa pamu: yKIby4eHOCT Y KOH-
TPaKyJNTypHE MOKpPETe C Kpaja IIe3[eCeTHX U MOYeTKa CeAaMACCETHX TOIUHA; MOJH-
THUYKa aHTQKOBAHOCT; YCBajambe PA3UUUTHX JICBUYAPCKUX HICOJOUIKHX ITOCTABKHU;
CKJIOHOCT Ka IOBJayely U3 OMINTEr JAPYyLITBA; TeHAEHNUHUja (GopMupama KOMYyHa,
OJTHOCHO JIPYIITBEHO M30JIOBaHUX ,,hennja”; mel)ycoOHO mocehuBame u oapxkaBame
KOHTaKaTa ca MHOCTPaHMM KOMYHaMma U CIMYHUM 3ajeJHUIaMa (YMETHUYKUM, KOH-
TpaKyITypHEUM U apyrum).” Vimajyhu y Buay na cy HOjeIMHH CTaBOBH U H3jaBe
JYTOCTIOBEHCKHX (IIpe CBera, HOBOCAJICKMX) KOHLENTYAIUCTa OWIN 3alcTa EKCTPEM-
HU TI0 CBOjOj TPUPOIH, T¢ yBakaBajyhm mHUXOBY MyOWHCKY mocBeheHocT aprtwc-
TUYKO-)KUBOTHO] MUCHjH KOjy €y ojabpanu — He caMo HadenHo 3actynajyhu, Beh n
UCTUHCKHU Jicuseliu CBOjy YMETHOCT — UMHU C€ Jla HUje cacBUM HeMoryhe na je Oapem
HEKO Ol OBHX YMETHHMKAa Yy O3HAUE€HOM IEpPHOAY >KMBOTa ocehao M3BeCHY HIEjHY
OJUCKOCT Ka Ma KOM OOJHMKY IMOJUTHYKOT eKCTpeMu3Ma. MelyTuM, BaxkHO je joI
jEIHOM HarjJacuTH Ja, 3a caja, HUjelaH Moy3AaHuju MoKa3aTesb He MOTBphyje moc-
TOjame TaKBe HMICOJIONIKE OJMCKOCTH U (0apeM JeKiIapaTHBHE) CIIPEMHOCTH HEKOT
0]l JyrOCJIOBEHCKUX KOHIENTYaJHUX yMETHHKA Ja CBOje NMOJUTHYKE HAEje 3aucTa U
CIIpOBeIE y JIENO MyTeM TepPOPHCTHYKHX TAKTHKA JET0Bamba.

! Tlerassnuje 0 yATpaneBHHAPCKOM EKCTPEMH3MY TOKOM CEIAMIECETHX TOMHA [POLLIOr BEKa BUACTH
Hip. y: Brockhoff et al. 2012; Pori¢ 2016; Kushner 2003.

12 TakBe HHTepaKIHje MOCTOjalIe Cy, IPUMEpa PajH, ca MOjeJHHAM UTATHjaHCKMM TPYIaMa, IIPH deMy
Tpeba UMaTh y BHIY J1a je yIpaBo y oBoM neprony (tokom 1970-ux roxuna) Mranuja Baxxkuna 3a jeHo
0/1 HAjaKTHBHUjUX MOJIpYyYja y MOIJIEAY JIeBHYaPCKOT EKCTPEMH3MA.

'3 Kao jeman on mokasatesba 12 je TAANIBH PEKHM y ey HEOABAHTAPAHE YMETHHUKE CIICHE 3aHCTA
MOTao BHJICTH Jp)KaBHE HENpHjaTesbe — Ia M HOTCHIHMjaJIHE TEPOPHCTE — MOXKE MOCIY)KHTH MOJaTaK
MOBE3aH ca MCTparoM oko youctea aBojure monunajana y Hoom Camy 1977. romune. Paaumno ce o
37104nHYy 0€3 Ipeceiana KOjH je y3HEMHUPHO YHTaBy jyTOCIOBEHCKY jaBHOCT, a jeJlHa OJ] XUIIOTe3a Hal-
JIeXXHUX OTpaHa IIacuia je 1a je yOHCTBO ABOjUIle CITy>KOSHUX JIMIIa NMPEACTaBballo CyOBEP3UBHA UNH
Hpey3eT 0Jl CTpaHe TePOpUCTa Yy LUJby AecTabMin3aluje ApxaBHOr noperka. Mehy ocymmudyeHnMa,
yOp30 Cy ce HalLIM U YMETHHIH KOjH Cy OOpaBMIIM y IPAJCKOj KOMYHH HEAAJICKO O] MECTa Ha KOMeE ce
JOTOIHIO YOUCTBO. Y muUTamy Cy OWIM IMOjefMHM OMBIIM WIAHOBH KOHIENTYaJHHX Ipyra Koje cy
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Oco0eHoCcTH IPYWITBEHO AeBUjaHTHUX MaHUdecTaluja jyrocJoBeHCKe KOH-
HenTyajaHe yMeTHOCTH

VY morneny mpucycTBa MOjeIUHUX KIACHYHUX OOJIMKA MPYIITBEHE JCBHjaHT-
HOCTH, MOXX€ C€ 3aKJbyUWTH [Ia jYTrOCIOBEHCKa KOHIIETITyaJlHA YMETHOCT Ha4ellHO
HUje MOoKa3uBajia OUTHH]E CIEIU(PUIHOCTA Y OJHOCY Ha INI00ATHO UCKYCTBO YMET-
HUKa KOHIleNTyanucra. Kako ce youaBa, KapaKTEpUCTUYHU THIIOBU JIEBUjaIlyja
YITIaBHOM C€ PETUCTPY]Y Y JAOMEHY KopHIlhema NCHUXOAKTHBHHUX CYICTAHIU, pas-
JUYUTHX T0jaBHUX OOJHKa BaraOyHmaxke, oapeheHHX ayTOAECTPYKTUBHUX akaTta,
Ka0 M HEKOJUIIMHE CIeNU()UIHNX THUIIOBA MEHTAIIHO-COIMjadHUX NeBujanuja. Cee
TO CTOjU Y CKJIaIy Ca OMIITUM, IIT00ATHUM 00elNeXjuMa KOHIIETITyallHe YMETHOCTH
WCTE eroxe, HAPOUYHUTO Y BE3M Ca IMOjeANHUM TOCTYJIaTHMa M UIEOJIOIIKAM ITOCTaB-
KaMa Koje je YCBOjHO 3HauyajaH Opoj aBaHTapJHHX YMETHHKA U3 MIE3JECETHUX U Ce-
JlaMJIECEeTUX TOJMHA MPOIUIOT BeKa (MpuMepa paju: CKIOHOCT Ka MPOBOKATUBHOM
MOHAIaky, HEKOHBEHIIMOHANIAH JKWBOTHH CTHJI, EKCIIEPUMEHTHCAE ca HapKOTH-
IMa  CII).

IITo ce mak THYE anmMuUCUCMEMCKUX 0esujayuja, MOTY Ce YOUUTH 3HAUYajHH]je
Crenu(pUIHOCTH KaKO y OJJHOCY Ha MCTOYHE COLHUjAINCTHYKE APIKaBe, TAKO H Y OJ-
HOCY Ha JipJkaBe 3amajia. Y OJHOCY Ha 3amajl, jyrOCIOBEHCKAa KOHIICNTyalHa yMET-
HOCT pa3jHKoOBaJia ce, Pe CBEra, 10 CBOjOj HJICOJIONIKOj MO3UITHOHUPAHOCTH, Ka0 U
o 00jeKTy YCMEPEHOCTHU CBOje (MMILTUIIUTHE WU SKCIUTMIIUTHE) COIUjaJIHE KPUTH-
ke. Haume, roBopehu o momuTHYKUM aclieKTuMa, KOHIIENITyallHa clieHa y JyrocnaBu-
JU pasBUjayia ce y CKJIONY HOBHUX YMETHHYKHX TEHJCHIHMja KapaKTEPUCTHYHHX 32
TaJallkbe CONMjaTNCTUYKE JpXKaBe, yCMepaBajyhu cBOjy KPUTHKY Ka Bianajyhem
COIIMjATUCTUIKOM pexxumy. [1o ToMe ce oHa OMTHO pa3yinKoBalia O]l KOHIICTITya He
YMETHOCTH 3amaja, Tae je y GOKyCy YMETHHUKOT MPOTecTa U Hamajaa OMio KamuTa-
JUCTUYKO MOTPOMIAYKO JIPYIITBO W TEHEPATHU CUCTEM BPEJHOCTU MOBE3aH Ca HU-
Mme. Ca apyre cTpane, jyrocioBeHCKa KOHIENTyallHa CIIeHa 3HAYajHO ce pa3InKoBa-
Jla ¥y OJIHOCY HAa KOHIENTYAIUCTUYKE YMETHHYKE KPYroBe y apxaBama McTouHor
ooka. To ce mpumapHO puMehnBao o0 3HATHO JTUOEPATHH]UM yCIIOBUMA JKUBOTA
YMETHHUKA U BUXOBOT apTUCTHYKOT pana. Kako je Beh mcrakHyTO, Tagammu jyroc-
JIOBEHCKH YMETHHUIM MMAJH Cy YMHOTOME TOBOJbHUJE YCIOBE MO MUTAMY JTUYHUX
cnoboma u mnpaBa (yk/bydyjyhu cio0omy YMETHHUKOT HM3paXkaBama) U JOAHMpa ca
WHOCTPAaHUM YMETHUYKHM Mpakcama. Mely TakBuM MehyHapoaHHM TOJUpUMA,
HapOYHUTO j€ BaYKHO TIOMEHYTH: MoryhHOCT mpahema akTyeTHHX CBETCKAX TOKOBA Y
YMETHOCTH, MOTYHHOCT MyTOBama y HMHOCTPAaHCTBO, CI000AHY KOMYHHUKAaLHjy H
pasMeHy HMCKYyCTaBa ca WHOCTPAaHMM YMETHHUIIMMA, YYECTBOBAHkEC HA WHOCTPAHHUM
YMETHUYKAM CMOTpama, roCTOBama y JyrociaBuju MO3HATUX HMHOCTPaHUX CTBapa-
naua u ap. (ynopemutu Denegri 2013; Pesi¢ 2017). Ilo oBoM nuTamy, jyrocioBeH-

HEKOJIMKO TOIMHA paHHMje aenoBaje npu Tpubuun minaaux. IIpema cBeouehy y4ecHHKa U CaBPEMEHH-
Ka oBUX joralaja, monmmyja je HEKOIMKO JaHa HAKOH 3J0YMHA CIpOBeNa HOhHY pammjy W mpeTpec
IPOCTOpHja KOMyHE. Y HapeAHOM IepHoIy MCTH 00jeKar je Haj3upala IOJIHIHja y IUBHIY, a CTAHOB-
HUIM ¥ TIOCETHOLN KOMYHE OWJIM Cy M3JIOKEeHHU U ojpeheHrM oOIMIMMa IOJHIN]CKOT 3aCTPaIlBamba
(Buneru: Tarla¢, Popovi¢ i Rakezi¢ 2017). Ocum oBor yrne4aT/bUBOI IpHMepa, 0] 3Hayaja je MOMEHYTH
¥ u3jase nojeauuux npunagauka KOJI-a 1a je muxos pan va Tpubuuu mmaaux Takohe 61o npahen ox
ctpane nonunuje (Bugetu: Gojkov 2017b; Tarlaé, Popovié i Rakezi¢ 2017).
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CKa CIICHA je OYHIIICHO OMia J0cTa OJrbKa 3amaHUM YMETHUIIMMA HETO YMETHH-
[IIMa U3 COIHjaTUCTHIKNX 3eMasba. OTrcaHo crenu(puyHO YNHEHIYHO CTakhe Hell-
BOjOCHO C€ MOpAJIO OJJPa3UTH U Ha 00JIMKE MCIIOJbaBamha aHTUCUCTEMCKHUX JICBHjaIlH-
ja Mely Z1enom jyrocioBeHCKHX KOHIENTYaIHUCTa.

I'oBopehm o omHOCY IpskaBe TIpeMa jyTOCIOBEHCKO] YMETHHYKO] aBaHTapau 1
JIEBHjaHTHUM pajilbaMa HheHUX MpHIagHrKa, npuMehyje ce 3HauajHa aMOMBaJICHIIN-
ja. Ca jemne cTpaHe, yo4yaBa ce 3Ha4ajHO JIMOApAHUjU OJHOC y iopeemy ca pexu-
MuMa McTodkor 6J10Ka, IMTO je pe3yJITHpaIo 0ceTHO BehoM ClI00010M YMETHUIKOT
JIeNIOBamka U M3paxkaBama. MelhyTuM, ncToBpeMeHo ce npumehyje eHepruyHa crpe-
MHOCT jyTOCJIOBEHCKHX BJIAacTH Ha OIJIy4aH oOpauyH M NPOTOH HEHCTOMHIIbEHUKA
y ciIydajy OTBOPEHOT 3aJHMpama y BpeIHOCTH Biajaajyher moperka. Tume ce, ynpkoc
HauyelHO] IJMOepaJHOCTH YCIOoBa palia, jYrOCIOBEHCKa KOHICNTyalHa CIeHA
3HA4ajHO yJaJbaBa Ol CBOjUX 3alaJHUX KoJjiera, NpuoimKkaBajyhu ce cya0MHU yMe-
THHKA y TaJallllbUM PENPECHBHMM CHCTEMHMa HCTOUYHE M jyromcroune Empome.'*
Pesumupajyhu u3HETO, jyrOCIOBEHCKY YMETHOCT KapaKTepHCcao je MPUCYCTBO 3Ha-
THO BUIIIET CTETICHA U JIMYHE U YMETHUUKE c1000/Ie HEero mrTo je 6uo cinyyaj y Behu-
HU COLMjAJIUCTHYKHX JpPXKaBa, ald je HMCTOBPEMEHO CHEPrHYHO CAHKIIMOHUCAHO
aHTUCUCTEMCKO, TO jeCT aHTHIAP)KABHO NeIoBambe, ca ImbeM 00e30ehema Bmanajy-
her mopeTka.

Kao renepanHa mpaBUIHOCT, MOXE C€ TIPUMETUTH JIa je aHTHCUCTEMCKA JICBU-
JaHTHOCT TpeJICTaBJbaia o0eexje MaxoM OHHX TpyIla U Moje[MHAIA KOJH Cy TeKH-
T TPAHCTIAPEHTHOCTH JET0Barkba, MPYIITBCHO] MPOBOKAIMjH M SKCIECY Kao yMeT-
HUYKOj cTparerdju. HacympoT muMa, OHE Tpylle W TOjeIUHIN KOjH Cy HEroBalld
M30JI0BaHUjH, XEPMETHYHHjU TPHUCTYTI, 0CI000)eH CeH3a[MOHATHOCTH U LIOK CTpa-
TeTHja — YIIIAaBHOM HUCY HCIIOJhABATHU CIWYIHE (€KCTPEMHO)CYOBEpP3UBHE TCHICHIIH-
je. OBO CTOjU CacBUM Y CKIIaJly Ca OCHOBHHM OO0CNIeXkjuMa yrnoTpede aHTUCHCTEM-
CKHX eJIEMEeHATa y jYTOCIIOBEHCKO] KOHIENTYaIHO] YMETHOCTH, Oyayhu na je, kako
j€ ToKa3aHOo, MpUOeTaBarme MOJUTHYKH CyOBEp3MBHUM CaIpKajuMa II0 TPaBUITY
NpeAcTaBballo caMO jelHYy OJ CTpaTerwja APYLITBEHE NMPOBOKAalMje U HM3a3UBamba
peakiiyje, a He MPOU3BOJ UCTHHCKOT MJICONOIIKOT TOMUTHYKOT eKCTpeMu3Ma (yIo-
penutn: Denegri 2013).

VY noryeny MCnoJbaBamka aHTHCUCTEMCKUX TEHJCHIIM]ja, MPUMETHO je Mpej-
’Haunlia HeKOJIMIMHA yMETHHKA oKymubeHnx oko KOJI-a m HoBocancke TpuOuHe
miamux. pyne KOJI, Janyap u ®eGpyap HECYMIbHBO jecy Cramane y KaTeropHjy
MPOBOKATUBHUX YMETHHYKUX KOJIEKTHBA YHjH CY c€ MPHUMaIHULM, u3Mel)y ocTaior,
CIIy)KWJIA ¥ TIONUTUYKHM EKCIIECOM Kao CPEICTBOM HM3paxkaBama. OTyna, Hako je
nuTame peanse nonutnuke auvensuje KOJI-a u capanuuka y MeljyBpeMeHy 3HaTHO
penatusm3oBano (Suvakovi¢ 2007; Denegri 2013), ocTaje HecopHO Ja je OMeHyTa
rpyna yMEeTHHKA KOPUCTHIIA MOJMTHYKY TEMAaTHKY 3apaJi IPOBOKaIlMje U cyOBep3Hje
y CKJIOIY CBOT apTHCTHYKOTr JenoBama. CBakako, OBa OKOJHOCT HE PElIaTUBHU3Yje
npuMende Koje ce apryMEeHTOBAaHO MCTHYY HA padyyH BPJO OLITPHX KAa3HEHHUX Mepa
Koje cy Mpeny3eTe y OJHOCY Ha IOjeJJMHE MHBOJIBUPaHE IojenuHIe (YIopeIuTu:
Denegri 2013).

!4 Kako cimkoButo npumehyje H. Iemmh (2017, 56), ,,Mnaganauku GyHT jecte GHO 103BOJBEH Y H3BE-

299

CHOj MepH, M3y3eB Yy CiIy4ajy 1a ce muMme 3aaupano y ‘Tuta u naptujy’”.
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Amnanuzupajyhu MOTHBE 3a aHTHCHUCTEMCKO JeJIOBa-€ HOBOCAACKUX KOHLEIH-
TyaJlHHUX rpyma, Hamehy ce Tpu Moryha o6jammema. [IpeMa jemHoM, HamepHa MOJTHU-
THYKa TPOBOKAlWja MOIJIA je TMpEACTaB/baTh jedaH BHJ CBECHOT HCTpaKUBamba
KpajlbUX IPaHUIa TOJEpaHLHje jyTOCIOBEHCKOT OPYIITBA U MOJUTHYKOT pexXuma. Y
IPUIOT TAaKBOM CXBaTamy, MOTY C€ HABECTH NPHMEPH OHMX yMETHHKa (HapOuUTO
Cnaska bornanosuha) koju cy, y 3eHuTy 3aomrpaBama oxaHoca mmehy KOJ/I-a u
JIPYIITBEHUX HMHCTHTYLHW]ja, M3BEIU CBOj€ HAjOTBOpPEHHUjE MOIMTHYKE cyOBep3mje
KOje Cy Y Kpaji0j JINHUJH U JOBENIC A0 OMHCAHNX PEIPECHBHUX Mepa Y OIHOCY Ha
NojeIMHe TpUTIaJHUKE O3HAuYeHEe YMETHW4YKe clieHe. [Ipema npyrom objamimemy,
YMHU C€ CAaCBMM MOTYhHM Ja je oBa Ipylia yMeTHHKa, HOIIEHa MJIaJaladyKoM CHep-
THjOM M 3aHOCOM, 3alpaBo IIPeBUIETa ONACHOCTU KOjeé Cy UM HIpeTHie y cilydajy
OTBOPEHOI' AHTHCUCTEMCKOT M3pakaBamba y jJEJHOM HEIOBOJHHO JEMOKPATCKOM
IpymTBy. OBaKBO CTaHOBHUINTE EKCIUIMIUTHO MOTBPhYjy MOjeIUHN YUSCHHULIN HaBeE-
neHnx norahama (ynopemutu: Gojkov 2017b). Konauno, tpehy moryhaocT mpen-
cTaBJjbajia OM CHUTyamMja y Ko0joj je OWiio eleMeHara W jeHOT W IPYTroT, TO jecT: U
CBECHE JKeJbE 32 MPOBOLIUPAKHEM JIO KPAjIbUX TPaHHUIIA, ald U H3BECHE HEONIPE3HOCTU
1 HECIIPeMHOCTH Ha Moryhe mocienune. Y cBakoM Cly4ajy, YCJIeA pa3niuTHX CTa-
BOBA CBEJIOKA U yYECHHKA ITIOMEHYTHX JelraBama (Bunaetn Hip: Gojkov 2017b; Sta-
vri¢ 2002), koHauaH OrOBOP Ha OBO IUTAmbE, 3a Cala, MOpa OCTaTH OTBOPCH.

Kao ¢unanam 3akipydak, MOXKe Ce 3ala3uTH Ja Ce JyrocIOBEHCKa KOHIENTY-
allHa yMETHOCT Hajla3uija Ha mojia myTa usmely ,,3anagHux” u ,,ACTOYHUX  HUCTOBP-
CHHMX YMETHHUYKHX IIPAKCH, OCJIMKaBajyhu Ha Taj HAYMH OIIUTY MO3ULHUjy JyrociaBu-
Jj€ Kao JOpxaBe ,,Ha IPaHULM UCTOKA U 3amaza’. TakBe OKOJIHOCTH NPOY3POKOBAE CY
3HaYajHe CrEeNU(QUIHOCTH KaKO Ha IMOJbY HMCIOJbaBama APYIITBEHE JICBHjaHTHOCTH,
TaKoO W MO MHTaYy ApKaBHE peaklyje TOBOJOM TaKBUX ICBHjaHTHHX MojaBa. Jyroc-
JIOBEHCKO APYLITBO UMAJIO j€ YMEPEHO TOJIEPAHTaH CTaB y OAHOCY Ha KOHLENTYalHy
YMETHOCT (M HeoaBaHTapJHe yMETHHYKE Npakce YOIIITe) M ca HOM IOBE3aHe
JIpYWITBEHO ICBHjaHTHE MojaBe, mpyxajyhun Behu mpocTop 3a YMETHHYKH 3amMax
HETO WITO je TO OMO CITy4aj y APYTHUM COIUjaIMCTHYKHUM JIp>KaBama, alld ¥ TI0Ka3yjy-
hu cripeMHOCT 3a MHOTO OIITPHjE PEIPECHUBHO PEaroBame y CIIy4ajy YrpokaBamba
Biagajyher moperka y oJHOCY Ha JeMOKpAaTCKa APYIITBa 3alaja y KojuMa cy yMeT-
HU4Ke ciobonme Ouile mocraBibeHe 3HATHO Jubepanuuje. OTyaa, Mako je ApYIITBe-
HomoJuTHYKa cuTyanuja y COPJ Ouna ymMHOTOME IMOBOJBHHjA 32 YMETHHYKO JIEJI0-
Bame y nopehemy ca zemipama McrouHor Oiioka, HETaTHBHO MCKYCTBO Jelia jyroc-
JIOBEHCKE KOHIICTITYalHe CIIeHe YKa3yje na je Buanajyhu peskum y JyrociaBuju umak
0Mo cnpemaH Ha paguKalaH oOpadyH ca CBUM YMETHHYKHM IIpakcaMa Koje Ccy ce
KOCHJIE 332 3BaHUYHOM ITOJINTHYKOM MaTPHUIIOM.
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the socio-political context in which Yugoslav conceptual art developed during the
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viant forms that can be noticed in connection with the mentioned segment of Yugo-
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Among the more significant insights, the considerable presence of anti-system de-
viations within the activities of one part of the Yugoslav conceptual scene was em-
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The General Relationship Between Conceptual Art and Social Deviance

The sphere of art has always had certain contact elements with the field of so-
cial deviance. Such common points can be manifested in different areas, ranging
from the theme of the work of art, through artistic creation understood as the process
of creating the work, all the way to the artist's personality. Following the above, we
can recall the previously offered classification of socially deviant phenomena related
to art: 1. the artist as a deviant; 2. deviance as a theme of the work of art; 3. work of
art as a deviant phenomenon or action (Matkovi¢ 2017).

When we talk about the relationship between the artistic and the socially devi-
ant, contemporary art deserves special attention. Namely, contemporary art is par-
ticular due to the emphasized erasure of the border between the artist's creative and
private life (Matkovi¢ 2017), that is, in the words of J. Denegri (Denegri 2013, 36),
due to the “coincidence of life and artistic behavior,” which is vividly evidenced by
the position of Joseph Beuys, according to whom “every man is an artist” (Beuys
1978). One of the consequences of this tendency within contemporary art is the sig-
nificant expansion of both the quantity and possible modalities of artistic socially
deviant phenomena. A good example of this phenomenon is conceptual art, as an
artistic form whose features provide much space for the inclusion of various “life”
elements, and thus those elements that can be characterized as deviant.

According to the definition of M. Suvakovi¢ (2007, 218), conceptual art is “a
name for self-reflexive, analytical, critical, protheoretical and metalanguage artistic
practices, based on research into the character, concept, and world of art,” where
conceptual works of art can be “concepts” and “theoretical objects.” The observation
of D. Unterkofler (Unterkofler 2012, 12) should be added to this, according to
which “the slogan about the unity of art and life, formulated in the historical avant-
garde at the beginning of the 20th century, is enthusiastically [...] re-actualized and
realized in artistic phenomena after 1968™ ”- with the conceptual art as one of the
most important representatives of them. From the above, it can be noticed that con-
ceptualism undoubtedly represents an artistic direction in which the idea of equaliz-
ing art and life, that is, the artist as a person and his work of art, has been largely
realized. On the other hand, conceptual art is at the same time a significant represen-
tative of neo-avant-garde artistic practices that can express a subversive dimension
of art through the incorporation or propagation of various ideas that could be charac-
terized as asocial or antisocial, or socially deviant."” Keeping in mind all the above,
as well as the fact that conceptual art has left its mark in Yugoslav society, we opted

15 More on conceptual art in: Alberro & Stimson 1999; Suvakovi¢ 2007 On conceptual art in Yugosla-
via, see: Denegri 2013; Suvakovi¢ 2007. On this artistic direction within the broader context of con-
temporary art, cf., e.g.: Bonito Oliva and Argan 2006; Buchloh 2000; Kuspit 2013; Laure 2014.
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for it as an adequate representative which can be used to compare possible points of
contact between artistic and socially deviant in the period of SFRY.

The Socio-political Context of Yugoslav Conceptual Art - Activities of the
Groups “KOD”, “January,” and “February”

The Socio-political Context of Yugoslav Conceptual Art

The social and political circumstances of art development in the SFRY were
mostly specific concerning both the West's capitalist societies and the socialist coun-
tries of the East. The openness of state borders, the free flow of ideas, and exposure
to the West's artistic influences are essential features of Yugoslav art of the second
half of the last century. Such a relatively liberal state policy (at least compared to
other socialist regimes) enabled the involvement of Yugoslav artists in the most
current world trends, which evidently had a significant influence on the local devel-
opment of (then very modern) conceptual art.

Concerning the Eastern Bloc countries, probably the most crucial feature is re-
flected in the fact that in the SFRY, there was no direct political control of fine arts,
i.e., direct political censorship as was the case in more repressive socialist countries
(Unterkofler 2012). Although film and literature, as the most influential forms of
artistic expression, were subjected to more rigorous control, the Yugoslav authorities
left significantly more space for creators in the domain of other artistic spheres (Un-
terkofler 2012; Pesi¢ 2017). However, this certainly does not mean that there were
no different, alternative forms of supervision over artistic creation. Above all, they
are reflected in the work of various bodies (boards of directors, councils) within
galleries, museums, cultural centers, and similar institutions. Also, the importance of
the indirect censorship function performed by various party organizations, individual
citizens' associations, and other influential collectives should not be forgotten (Un-
terkofler 2012).

Another essential feature worth emphasizing is the state, institutionalized sup-
port for contemporary art, which was noticeable during the existence of SFRY.
However, although the state in principle encouraged artists of modern orientation,
such consent was limited, as a rule, to the so-called moderate modernism, which was
apolitical, i.e., which did not ideologically and programmatically endanger the offi-
cial state and party ideology (Unterkofler 2012). In such a context, an avant-garde
part of Yugoslav art remained on the social margins, with some of its more extreme
representatives, in addition to agreeing to their underground status, opted for a di-
rectly subversive artistic approach. As can be assumed, the described practice car-
ried certain risks and social consequences for its protagonists and supporters.
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Conceptual art in Yugoslavia marks its beginnings as part of the formation of
a “new artistic practice” (Denegri 2013) at the turn of the 1960s and 1970s, thus
following current artistic trends in the world. The phenomenon of Yugoslav concep-
tual art (and new artistic practices in general) could be characterized as an alterna-
tive phenomenon that arose “in principle deviation from local moderate modern-
ism,” i.e. “in resistance to the ruling 'socialist aestheticism™ (Denegri 2013, 34).
Denegri (2013, 34) points out that the domestic conceptual scene (as well as the
whole “new art of the seventies™) arose as a “consequence of the mood of the 'great
rejection’ initiated by social and ideological turmoil around and immediately after
the sixty-eighth.” These circumstances are essential for understanding the broader
context of the manifestation of anti-systemic and other artistic-activist phenomena
that could be characterized as socially deviant.

A significant phenomenon associated with the expansion of conceptualism
and new artistic practice in general in the SFRY is the formation of a larger number
of artistic groups. One of the first and, at the same time, the most influential group
connected with the new artistic practice was the Slovenian group OHO. This collec-
tive started operating in 1966 and was active until 1971, after which its members
withdrew and formed a commune in nature (Commune in Sempas). As far as Serbia
is concerned, there were many art collectives of the described orientation. Among
the better known, the following groups can be mentioned: KOD, (3, (3-KOD, Group
January, Group February, Bosch+Bosch, Team A3, Verbumprogram, informal Gro-
up of Six Artists, Group MEC, Signalism, Zrenjanin and Novi Sad textualists, Group
143 and others. A large number of artistic communities of this type also operated in
Croatia. Among others, these were the groups: Gorgona, Tok, Plasti¢ari, Pensioner
Tihomir Siméié, Group of Six Authors (Suvakovié¢ 2007; Unterkofler 2012; Vujano-
vi¢ 2010). Focusing on the “anti-systemic” aspect of the described neo-avant-garde
art, it is noticeable that not all art groups had the same attitude towards subversive
socio-political action (cf. Unterkofler 2012). Some groups (or individuals) remained
isolated entirely from the political context; some opted for moderate, hermetic social
critique expressed in the abstract language of art, while the most radical representa-
tives chose explicit artistic-political provocation as an artistic method for shocking
and undermining the existing state and social order.

As all available material indicates, the most politically radical segment of the
Yugoslav conceptual scene was represented by Novi Sad artists with a backbone
around the KOD group (including two short-lived groups close to KOD: January and
February). Hence, to analyze Yugoslav conceptualists' politically subversive activi-
ties, we will focus on the activities of the mentioned three collectives.
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Activities of the Groups “KOD,” “January,” and “February”

The KOD Group was founded in Novi Sad on April 8, 1970 (guvakovié
2007). The group was founded by several friends - students of social sciences and
humanities at the time (Denegri 2013). During the period of its existence, there were
certain changes of its members. Summarizing the entire history of KOD, members
or external associates of the group were: Slavko Bogdanovi¢, Miroslav Mandi¢,
Ferenc, Pedja Vrane$evi¢, Bozidar Mandi¢, and Dusan Bijeli¢ (Suvakovi¢ 2007).
KOD ceased operations in April 1971,'® after only a year of existence. The reason
for the suspension of joint action was the disagreement “about the place and func-
tions of artistic work and exhibition” (Suvakovi¢ 2007, 531).

During the period of KOD's existence, two informal collectives called “Grupa
Januar” and “Grupa Februar” operated briefly. By the membership and ideologically
very close to the KOD, these collectives stood out with shocking, excessive actions
that had a pronounced anti-systemic character. According to one comprehensive
description, these were “groups that build short-lived, excessive and provocative, in
political, artistic and existential terms, movement or wave of the Novi Sad alterna-
tive scene,” and whose members are “connected by a critical and subversive attitude
towards the dominant moderate modernist and bureaucratic social culture. ” (Su-
vakovi¢ 2007, 527). Keeping in mind all the above, it seems justified to characterize
the groups January and February as informal extreme branches of KOD, i.e., as a
kind of “parallel track” for the same group's open anti-systemic activities of artists
united with a few friends-associates. These transparently provocative acts of the
January and February groups provided an immediate reason for social condemnation
and stigmatization of the Novi Sad conceptual scene and the emergence of a conflict
with the art establishment and representatives of the political authorities.

Although the duration of the KOD group (including the activities of the Janu-
ary and February groups) was relatively short, it left a significant mark on contem-
porary Yugoslav art, both due to its members' artistic contribution and the socio-
political turmoil that arose as a result of their activities. In this regard, it is important
to point out some of this collective's basic ideological and program features. As M.
Suvakovi¢ (2007, 533) points out, “political actionism and neo-anarchism” were
“important determinants of the practice of the KOD group.” As for the part of the
worldview of KOD members that concerned the complexity of their political ideas
and political starting points, the same author believes that it can be determined by
the “terms of the new sensibility of the sixties, the completion of utopia (last avant-
garde), conceptualist discussion of ideological propositions of art, actionism, and

16 J. Denegri (2013, 36) cites March 1971 as a period of group cessation.
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neoanarchism” (guvakovic', 2007, 533). According to him, the members of the KOD
have acquainted with the following important aspects of the social reality of their
time: 1) the strategies of the Western New Left; 2) the ideals of the hippie movement
and the drug revolution; 3) the features of the “revolutionary struggle in the coun-
tries of real socialism” (Suvakovié 2007, 533). Characterizing the political positions
of this artistic collective as a kind of “KOD-ish neo-anarchism” (understood as a
variation of Eastern European neo-anarchism), M. Suvakovi¢ (2007, 533) believes
that it was a form of “refusal of the institutional bureaucratic order of moderate
modernism of real-socialist society.”

It should be noted that, despite the explicit appeal of members of the KOD,
January, and February groups to political ideas in their actions and proclamations,
the dilemma of the real nature of political elements within their ideology remains. J.
Denegri (2013) believes that the complete politicization of the activities of the KOD
was, in fact, much more forced and externally imposed than the members of the
KOD themselves were truly politically motivated. According to the author, the po-
litical elements within the activities of the KOD consisted “more in the natural,
spontaneous, nonconformist [...] free behavior of young intellectuals in a cramped
and totalitarian society and order, than in some conscious strategy of “political art”
or “politics within art” (Denegri 2013, 37-38). Similarly, M. Radoji¢i¢ believes that
it is true that “the need for social engagement arises in the activism of KOD, but not
for politicization but democratization and deinstitutionalization of art”, while “the
complex of political ideas, actions, and attitudes of KOD members can be described
in terms of the new sensibility of the 1960s” (according to Denegri 2013, 37). How-
ever, despite all the above, the fact remains that the anti-systemic activism of KOD
had (at least declarative) subversive political note and that such artistic-political
practice led to harsh repressions against the participants and supporters of the men-
tioned neo-avant-garde scene.

Yugoslav Conceptual Art and Social Deviance

To understand the connection between conceptual art and the sphere of social
deviance, it is necessary first to specify what will be included under the term “so-
cially deviant.” Although there are a number of definitions and typologies,'” accord-
ing to the prevailing point of view, some of the most significant categories of so-
cially deviant (i.e., sociopathological) phenomena are: crime (if it is viewed as a
sociopathological phenomenon in a broader sense), addictions (alcoholism and drug
addiction), prostitution, idleness, vagrancy, begging, gambling, suicide, suicide

lj Among Yugoslav authors, see, e.g.: Bavcon et al. 1969; Puri¢ 1961; Jakovljevi¢, Pukanovi¢ and
Zivkovi¢ 1984; Jankovic and Pesic 1988; Luki¢ 1976; Milutinovi¢ 1973; Najman 1985; Spadijer-
Dzinic 1988; Separovic 1981
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attempts, etc. (see, e.g., Boskovi¢ 2020; Jakovljevi¢, Pukanovi¢ and Zivkovi¢ 1984;
Spadijer-Dzini¢ 1988). However, there are also other examples of classification in
addition to these traditional and widely accepted categories. Keeping in mind that
this paper's subject is related to social deviance on the Yugoslav art scene, it seems
most expedient to focus on several typologies offered by Yugoslav theorists. Thus,
some of the additional categories of deviance that can be distinguished according to
the domestic literature are: social diseases (Jakovljevi¢, Pukanovi¢ and Zivkovié
1984); social disorganization (Jakovljevié, Pukanovi¢ and Zivkovi¢ 1984; Spadijer-
Dzini¢ 1988); systemic deviations, nonconformist deviations (Jankovi¢ and Pesi¢
1988); non-conflicting sociopathological phenomena (Najman 1985); disorders in
the functioning of human communities and social institutions; conflicts within global
societies; interstate and international conflicts (Milosavljevic 2003). Although there
are valid reasons for distinguishing these and other similar types of deviance, for this
paper, we will still formulate a new, unifying category of socially deviant behavior
that we believe best suits the needs of the current analysis. Following the above, we
will mark the mentioned additional category of deviations with a simple name: anti-
system deviations.

Since we have just specified what will be meant by social deviance for this
paper's purposes, below, we can consider the relationship between Yugoslav concep-
tual art and several characteristic socially deviant phenomena. The focus will be on
the activities of members of the groups KOD, January and February (as the most
socio-politically subversive collectives), with a simultaneous review of certain devi-
ant acts of other representatives of Yugoslav conceptual art.

Regarding crime, the most famous examples on the Yugoslav conceptual sce-
ne are the activities of two members of KOD, Miroslav Mandi¢ and Slavko Bogda-
novi¢, which caused significant controversy in society and led to criminal sanctions
against the mentioned artists. They are found guilty and sentenced to prison for their
authorial texts written during 1971. Namely, M. Mandic was sentenced to 9 months
in prison'® because he wrote the text “Song about the film” in which, among other
things, Josip Broz Tito is mentioned, while S. Bogdanovi¢ was sentenced to §
months for the text “Song - Underground, Youth Forum, Novi Sad” in which he
presented various provocations at the expense of the then regime and its institutions
(cf: Denegri 2013; Suvakovi¢ 2007; Unterkofler 2012)

Concerning drug use (understood as socially deviant phenomenon in the cate-
gory of addictions), it is essential to distinguish two possible situations: 1) the use of
narcotics by individual artists, without a direct connection to the theme of a particu-
lar work of art; 2) incorporating the theme of narcotics into the content of a specific

18 According to one source, M. Mandic was sentenced to 12 months in prison, of which he served 9
(Gojkov 2017b).
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piece of art."”” Regarding the first situation, it is an indisputable fact that a part of the
representatives of the Yugoslav conceptual scene experimented with certain psy-
choactive substances (cf., e.g., Gojkov 2016, 2017a; Pesic 2017; Radakovi¢ 2009;
Tarla¢, Popovi¢ and Rakezi¢ 2017), whereby such experiments could obviously
have a specific influence on the shaping of some of their works of art or artistic pro-
cesses. As for the second situation (direct incorporation of the topic of narcotics into
artistic content), as a characteristic example, there can be pointed out text-
conversation by Miroslav Mandi¢ and Dusan Bjeli¢ “Drugs and revolution - drug
addicts of all countries unite.” Behind this tendentiously provocative title was an
equally provocative content in which, through mocking of the party and revolution-
ary rhetoric, there was talk of drugs which, like M. Suvakovié notes (2007, 535),
were a “taboo topic of real-socialism” (c¢f. PeSi¢ 2017, 63). When we talk about art-
ists outside the KOD group, as another illustrative example of the explicit mention
of psychoactive substances, we can single out the work of the Slovenian artist from
the OHO group Matjaz Hanzek from 1968 entitled “LSD I enjoy ” (Hanzek 1968).

Traces of vagabondage, i.e., socially deviant categories of vagrancy, idleness,
and other related behaviors, can be found in many Yugoslav conceptualists' specific
lifestyles - not only in the period of their active participation in conceptualist artistic
activities during the 1970s but also in their later life stages. In most cases, it is a kind
of migratory or otherwise unconventional pattern of existence, without focusing on
one point of residence or without seeking permanent employment and a secure sour-
ce of income (or in more extreme cases, with a complete rejection of this idea and
categorical refusal to participate in formal labor relations). Focusing on the Novi Sad
scene and the KOD group, the following examples can be singled out: life in the
commune (in which participated some members, associates, and friends of this gro-
up; the nomadic lifestyle of some artists; denial of employment opportunities; re-
nunciation (to a greater or lesser extent) of property and the like. Although some of
the listed elements can be found in the biographies of many KOD members and
close artists-friends, probably the most characteristic examples are the life experi-
ences and lifestyles of Miroslav Mandi¢ (Mandi¢ website), Bozidar Mandi¢ (Mandi¢
1989), Branko Andri¢, Slobodan Tisma (Tarla¢, Popovi¢ and Rakezi¢ 2017; TiSma
2014) and several others (cf. Pordevi¢ 2016; Suvakovié 2007). Of course, it is vital
to remind once again that, in addition to members of the Novi Sad scene, many other
representatives of Yugoslav conceptual art have adopted similar unconventional life
practices - starting with the pioneering founding of the Commune in Sempas™ by

19 At the same time, it is important to emphasize that this division may be somewhat obscured by the
characteristics of certain specific situations in practice. As an example, a hypothetical situation can be
cited in which the artist-user of psychoactive substances does not intend to introduce such substances
into the subject matter or aesthetics of the work he creates but still does so unconsciously by creating a
piece under the influence of drugs.

%% Among the various names under which this community is mentioned in the literature, we can single
out: Commune in Sempas, Family in Sempas etc. (see Pegi¢ 2017; Suvakovi¢ 2007)
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former members of the Slovenian group OHO (followed by the establishment of
other similar communities), all the way to many individual examples of non-
traditional lifestyles of various artists throughout Yugoslavia.

Self-harm, together with consciously exposing oneself to danger, is another
form of deviant behavior incorporated into specific types of artistic expression. This
primarily refers to the art of performance (see Matkovi¢ 2017), but it can also be
related to other types of neo-avant-garde art. Focusing on the Yugoslav conceptual-
ist and neo-avant-garde scene in general, although some indications of this phe-
nomenon can be recognized among artists close to the KOD group and the Novi Sad
Youth Forum,”' the fact is that the most famous examples are related to the (some-
what later) work of Belgrade artists gathered around the Student Cultural Center
(SKC). Namely, self-destructive behavior in Yugoslav art in the 1970s remained
most memorable in connection with Marina Abramovic's performances, which were
based on exhaustioning and injuring of the body, as well as on consciously bringing
oneself into various dangerous situations - including life-threatening ones (see Pesi¢
2017; Racanovi¢ 2019; Westcott 2013).

Speaking of suicide and suicide attempt as the most extreme forms of self-
destructive phenomena, it is possible to notice certain examples of artists associated
with the Yugoslav neo-avant-garde scene who are known to have taken their own
lives or tried to do so.” However, the personal nature of such acts and consideration
for the victims and their families do not allow for a more systematic review of regis-
tered cases and analysis of the circumstances of the commission of specific suicide
acts. On the other hand, the small amount of publicly available information does not
provide enough data to draw more precise conclusions about whether and to what
extent such suicidal acts and suicide attempts were related to the victims' artistic life.

If we start from the typologies that treat exhibitionism as a socially deviant
phenomenon (in the domain of mental-social, sexual [Boskovi¢ 2020] or other types
of deviations), we can see that the mentioned practice also had a notable place in the
Yugoslav neo-avant-garde, as well as in the broader context of Yugoslav new artistic
practice. Among the well-known examples, we can single out: various performances
by Marina Abramovi¢ (see Pesi¢ 2017; Westcott 2013), poetic performances by
Katalin Ladik (see Marjani¢ 2018), acts of exhibitionism (“streaking”) by Tomislav
Gotovac on the streets of Belgrade and Zagreb (see 1li¢ and Nenadi¢ 2003) and ot-
her.

2! First of all, in the domain of paratheatrical performances, i.c., performances of individual members
of the KOD group,

22 As for artists outside Belgrade, one can mention the self-destructive action of Laszlé Kerekes from
the Bosch+Bosch group in Subotica, who in 1973 ingested a considerable amount of shaving spray,
“which caused a dangerous reaction of very painful vomiting.” (Denegri 2013, 63)

2 For example, Ale§ Kermauner, a Slovenian poet from the OHO group, committed suicide in 1966,
when he was only 19 years old.
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Regarding antisystem deviations, from the entire text so far, it follows that
they were undoubtedly present in the circle of Yugoslav conceptual artists. The most
frequent and most explicit manifestation of such deviations is found in the actions of
members of the Novi Sad groups KOD, January and February. In order to clearly
present and integrate this anti-systemic practice, we will list the following examples:

— provocative performances of the group January and the group February, which
included a political gesture (Suvakovi¢ 2007), i.e., political excess as part of ar-
tistic expression;**

— the proclamation “Open letter to the Yugoslav public” which was published on
the occasion of the performance of the group February;

— Launch of the neo-anarchist magazine “L.H.0.0.Q” by Slavko Bogdanovi¢
(the magazine in the first six editions was subtitled “Journal for permanent des-
truction of everything that exists,” and later [issues 8, 10 and 12] subtitled “Un-
derground journal for a new revolution™);

—- the work of Slavko Bogdanovi¢ “Comic about the group KOD and its mem-
bers” in which, as a kind of political provocation, the symbol of the swastika is
shown (which in socialist Yugoslavia was a taboo topic [Suvakovié¢ 2007]);

— text by Slavko Bogdanovi¢ and Miroslav Mandi¢ “We are lovely boys I1”;

— text by Dusan Bjeli¢ and Miroslav Mandi¢ “Drugs and revolution - drug ad-
dicts of all countries unite!”;

— text-letter of Slavko Bogdanovi¢ “Dear Jasa”;

— text by Miroslav Mandi¢ “Song about the film” for which the author was sen-
tenced to nine months in prison;

— text by Slavko Bogdanovi¢ “Song - Underground, Youth Forum, Novi Sad”
due to which the author was sentenced to eight months in prison;

— Play, i.e., (para)theatrical performance (Suvakovi¢ 2007) “Three three” direc-
ted by Miroslav Mandi¢ (for the sake of provocation, flags with swastikas were
part of the scenography) [Ili¢ 2018; Suvakovi¢ 2007].

Apart from the anti-systemic activities of Novi Sad's conceptual artists, it
should be mentioned that, although to a much lesser extent, there were other cases of
politically provocative activism of Yugoslav neo-avant-garde artists from the same
era. A very explicit example is the text of Tomaz Salamun, an artist who worked as
part of the Slovenian collective OHO, entitled “Why I am a fascist” (“Zakaj sam
fasist”). It was an apparent textual provocation, written in the beat poetry's shocking
spirit (Suvakovi¢ 2007). In order to provoke a social reaction, political taboo topics
such as fascism, racism, anti-Semitism, counter-revolutionary struggle, and the like
were mentioned (see Salamun 1969). Among other examples, one can mention the
engaged art of Balint Szombathy from the Bosch+Bosch group in Subotica, which in
some respects also contains politically provocative/subversive elements (see Denegri

2 For example, one of the ten messages that Miroslav Mandic presented during the group February
performance was “For the King and the Fatherland,” as a prominent form of open political provocation
to the Yugoslav socialist regime (see Suvakovic 2007).

214



Culture of Polis, Year XVIII (2021), Issue 44, pp. 205-221

2013; Suvakovié¢ 2007). Belgrade artist Zoran Popovié¢ (former member of the in-
formal Group of Six Artists) realized “political works” (Suvakovi¢ 2007, 353) dur-
ing the middle and second half of the 1970s. However, it is essential to note that
open political subversion in Yugoslav art was, in fact, only a rare exception, not the
rule.

Finally, when talking about antisystem deviations, it is necessary to consider
the possibility of a connection between art and ferrorism, understood as the most
extreme form of anti-systemic actions. According to all available data, no examples
of subversive activities that could be characterized as terrorist were recorded in the
Yugoslav new artistic practice. However, the fact is that the ideological programs of
some of the Novi Sad groups gathered around the Youth Forum, as well as certain
acts of their members, significantly suggested potential ideological closeness to cer-
tain forms of political extremism. In this respect, the following can be especially
emphasized: neo-anarchist ideology; open defiance of the Yugoslav political regime
and state system; subversive statements, calls for rebellion, revolution, etc.; elements
of nihilism, i.e., negation and rejection of social values and principles, as well as
other examples of radical (socio-political) views. Also, it is important to notice some
additional features of certain Yugoslav conceptual artists and art groups that coin-
cided with the characteristics of one part of the then-current extremists in the domain
of the political left.** For example: involvement in countercultural movements in the
late 1960s and early 1970s; political engagement; adoption of various leftist ideo-
logical settings; tendency to withdraw from general society; tendency to form com-
munes, i.e., socially isolated “cells”; mutual visiting and maintaining contacts with
foreign communes and similar communities (artistic, countercultural and others).?
Bearing in mind that certain attitudes and statements of Yugoslav (above all, Novi
Sad) conceptualists were truly extreme in nature, and respecting their deep commit-
ment to the artistic and life mission they chose - not only in principle but also truly
living their art - it seems that it is not entirely impossible that at least some of these
artists in a certain period of life felt a certain ideological closeness to any form of
political extremism. However, it is important to emphasize once again that, for now,
no reliable indicator confirms the existence of such ideological closeness and (at
least declarative) readiness of some of the Yugoslav conceptual artists to actually
implement their political ideas through terrorist tactics.*’

% For more details on ultra-left extremism during the 1970s, see, e.g.: Brockhoff et al. 2012; Pori¢
2016; Kushner 2003.

% Such interactions existed, for example, with certain Italian groups, and it should be borne in mind
that it was during this period (during the 1970s) that Italy was considered one of the most active areas
in terms of left-wing extremism.

27 One of the indicators that the then regime could see state enemies - even potential terrorists - in the
part of the neo-avant-garde art scene is the data related to the investigation into the murder of two
police officers in Novi Sad in 1977. It was an unprecedented crime that shocked the entire Yugoslav
public, and one of the authorities' hypotheses was that the murder of two officials was a subversive act

215



Aleksandar Matkovié¢, Conceptual Art and Social Deviance in SFR Yugoslavia

Peculiarities of Socially Deviant Manifestations of Yugoslav Conceptual Art

Regarding to the presence of certain classical forms of social deviance, it can
be concluded that Yugoslav conceptual art, in general, did not show significant spe-
cifics compared to conceptualist artists' global experience. As can be seen, the dis-
tinct types of deviations are mainly registered in the domain of the use of psychoac-
tive substances, various manifestations of vagabondage, certain self-destructive acts,
as well as several specific types of mental and social deviations. All this is in line
with the general, global features of conceptual art of the same era, especially in con-
nection with certain postulates and ideological settings adopted by a significant
number of avant-garde artists from the 1960s and 1970s (for example, propensity for
provocative behavior, unconventional lifestyle, experimenting with narcotics, etc.).

As for the antisystem deviations, more significant specifics can be noticed in
relation both to the eastern socialist states as well as to the western states. Compared
to the West, Yugoslav conceptual art differed primarily in its ideological position-
ing, and concerning the object of its (implicit or explicit) social critique. Namely,
speaking about the political aspects, Yugoslavia's conceptual scene developed within
the new artistic tendencies characteristic for the then socialist states, directing its
criticism towards the ruling socialist regime. It differed significantly from the West's
conceptual art, where the focus of artistic protest and attack was the capitalist con-
sumer society and the general value system associated with it. On the other hand, the
Yugoslav conceptual scene also differed significantly from conceptualist artistic
circles in the Eastern Bloc countries. This was primarily evidenced by the signifi-
cantly more liberal living and working conditions for artists. As already pointed out,
the Yugoslav artists of the time had much more favorable conditions in terms of
personal freedoms and rights (including freedom of artistic expression) and regard-
ing the contact with foreign artistic practices. Among such international contacts, it
is especially important to mention: the possibility of following current world trends
in art, the possibility of traveling abroad, free communication and exchange of ex-
periences with foreign artists, participation in foreign art festivals, guest appearances
in Yugoslavia of famous foreign artists and others (c¢f. Denegri 2013; Pesi¢ 2017).

taken by terrorists to destabilize the state order. Soon, among the suspects were artists who were stay-
ing in the city commune not far from the cite where the murder took place. These were some former
members of conceptual groups that had been active at the Youth Forum a few years earlier. According
to the testimony of the participants and contemporaries of these events, the police conducted a night
raid and searched the commune's premises just a few days after the crime. In the following period, the
same facility was monitored by the police in civilian clothes, and the residents and visitors of the com-
mune were exposed to certain forms of police intimidation as well (see: Tarla¢, Popovi¢, and Rakezi¢
2017). In addition to this notable example, it is important to mention some KOD members' statements
that the police also monitored their work at the Youth Forum (see Gojkov 2017b; Tarlaé, Popovi¢, and
Rakezi¢ 2017).
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On this issue, the Yugoslav scene was obviously much closer to Western artists than
to artists from socialist countries. The described specific situation undoubtedly had
to be reflected in the forms of manifestation of anti-system deviations among some
Yugoslav conceptualists.

Speaking about the state's attitude towards the Yugoslav artistic avant-garde
and the deviant actions of its members, a significant ambivalence is noticed. On the
one hand, there was a considerably more liberal attitude than within the Eastern Bloc
regimes, which resulted in substantially greater freedom of artistic activity and ex-
pression. At the same time, however, there was an energetic readiness of the Yugo-
slav authorities for a decisive persecution of dissidents in case of an open encroach-
ment on the ruling order's values. Thus, despite the principled liberality of working
conditions, the Yugoslav conceptual scene significantly differed from its Western
counterparts, approaching artists' fate in the then repressive systems of Eastern and
Southeastern Europe.”® To summarize, Yugoslav art was characterized by the pres-
ence of a much higher degree of personal and artistic freedom than was the case in
most socialist states, but at the same time the state vigorously sanctioned anti-
systemic actions, intending to ensure the ruling order.

As a general regularity, it can be noticed that antisystem deviance was a fea-
ture of mostly those groups and individuals who strived for transparency of action,
social provocation, and excess as an artistic strategy. In contrast, those groups and
individuals who nurtured a more isolated, hermetic approach, free of sensationalism
and shock strategies - generally did not exhibit similar (extremely) subversive ten-
dencies. This is in line with the basic features of the use of anti-systemic elements in
Yugoslav conceptual art, since, as shown, resorting to politically subversive content
was usually only one of the strategies of social provocation and not a product of real
ideological political extremism (cf. Denegri 2013).

In terms of the manifestation of anti-systemic tendencies, several artists gath-
ered around KOD and the Novi Sad Youth Forum were noticeably in the lead. The
groups KOD, January, and February undoubtedly belonged to the category of pro-
vocative art collectives whose members, among other things, used political excess as
a means of expression. Hence, although the issue of the real political dimension of
KOD and associates has been significantly relativized in the meantime (Suvakovi¢
2007; Denegri 2013), it remains indisputable that the mentioned group of artists used
political themes for provocation and subversion as part of their artistic work. Of
course, this circumstance does not relativize the objections at the expense of very
severe punitive measures that have been taken towards some of the involved indi-
viduals (c¢f- Denegri 2013).

2 As N. Pesi¢ vividly observes (2017, 56), “The youth revolt was allowed to a certain extent, except in
the case that it interfered with 'Tito and the party."”
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Analyzing the motives for the Novi Sad conceptual groups' anti-systemic ac-
tions, three possible explanations are imposed. According to one, deliberate political
provocation could have been a form of conscious exploration of the extreme limits
of tolerance of Yugoslav society and the political regime. In support of such hy-
pothesis, we can cite examples of those artists (especially Slavko Bogdanovi¢) who,
at the zenith of the aggravation of relations between KOD and social institutions,
carried out their most open political subversions, which ultimately led to the de-
scribed repressive measures concerning individual members of the aforementioned
art scene. According to another explanation, it seems quite possible that this group
of artists, carried by youthful energy and enthusiasm, actually overlooked the dan-
gers that threatened them in the case of open anti-systemic expression in an insuffi-
ciently democratic society. It should be noted that some participants in described
events explicitly confirmed this position (¢f. Gojkov 2017b). Finally, the third possi-
bility would be a situation in which there were elements of both, that is, a conscious
desire to provoke to the extreme, but also a certain carelessness and unpreparedness
for possible consequences. In any case, due to the different attitudes of witnesses
and participants in the mentioned events (see, e.g., Gojkov 2017b; Stavri¢ 2002), the
final answer to this question, for now, must remain open.

As a final conclusion, it can be noted that Yugoslav conceptual art was half-
way between “Western” and “Eastern” conceptual artistic practices, thus depicting
the general position of Yugoslavia as a state “on the border of East and West.” Such
circumstances have caused significant specifics both in the manifestation of social
deviance and the state reaction to such deviant phenomena. Yugoslav society had a
moderately tolerant attitude towards conceptual art (and neo-avant-garde artistic
practices in general) and towards socially deviant phenomena related to them, pro-
viding more room for artistic momentum than was the case in other socialist states,
but also showing readiness for a lot sharper repressive reaction (in the event of a
threat to the ruling order) in comparison to the democratic societies of the West, in
which artistic freedoms were set much more liberally. Hence, although the socio-
political situation in the SFRY was much more favorable for artistic activity com-
pared to the Eastern Bloc countries, the negative experience of the Yugoslav concep-
tual scene indicates that the ruling regime in Yugoslavia was still ready for a radical
confrontation with all artistic practices which clashed with the official political ma-
trix.
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