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MAHHUHOBELT
AdTOHOMMIMA

MAHWN®ECT HUKA N HUKAKAB HE MOXXE BUTU NMOCMATPAH KAO 3AOKPYX>XEHO [EJIO.
(TEMEJbHA JE IPELLKA JA CE MAHU®ECT... AHAJI3YJE YMECTO [IA CE MHTEPMPETVPA UM PENPOAYLINPA. YYUHUTE TO!)
MAHU®ECT JE CAMO KAO BOAOCKOK N3 AYBEOKUX NMOA3EMHNX BOLA.

NMNOoJAM MAHU®DECTA CBAKAKO UCKJbYYYJE SACEBHO AHAJIM30OBAHSE JEP JE OH YBEK
CAMO CACTABHW/ OEO HEYETA. MPEMA TOME: ,MAHU®ECT 3EHUTU3MA" JE CACTABHMU
JOEO ,3EHUTA" N bEFOBOIr MOKPETA (w0 XoRE gA cE nopede) KOJU CE HUJE PA3SBMO 10
MAHU®ECTA, HEMO JE OH CAMO OTBOPEHU BOOOCKOK N3 AYBUHA Y JEOAHOM MOMEHTY.

Jby6omup Muumh, 3enntnzam

I CtaHky Tomaiwmhy u yutaoymma
LHbuBe” kao 3Hak naxxwe npema
MCKPEHOCTH KOja je npBa u HETa4YHOCTH
Koja je cBeonwiTa.

»~JyrocnaBeHcka musa“, 1921.

AyTOHOMM3aM ce Be3yje 3a nojam
ayTOHOMMja KOjU Ce TYMaun Kao
,MMOKOpaBae CBOjJUM BIIaCTUTUM
3aKkoHMMa". CTora je IM4YHn
MPUHLUMUN BPXYHCKM NPUHLMN
AyTOHOMM3MA.

JIn4yHM NpmMHUMN ce noMMa Kao
CKYM CBUX YMHWUIALA KOjuMa ce
pyKoOBOAM ayTop Npu CTBapary
Aena. OHo je ycnoB/beHO
ayTopoBuM 6uhem, Heroeum
€TUYKNUM N eCTETCKUM KOL,0M Kao
1 MPUHLUNOM CpefuHe.

AyTOHOMMWja ayTOpCKOr fena
cacToju ce y yyewhy cBux
HaBeJeHUX eneMeHaTa y caMoM
neny.

AyTOHOMUCTUYKO CJIMKApPCTBO

je CYWITUHCKM a He u hopManHo
€KCnpecuBHO. JIMYHM NPUHLMN
objeanrbaBa y cebu cBa UCKyCcTBa ayTopa
Kao WTO Cy ucnoBecTu, paHTasuje,
¢dbpycTpaumje, CHoBY, MO3HAHCTBA,
WHTENEeKT U CaMor ayTopa, Kao LieHTpasHy
¢durypy oBux cagpxkaja. locTtaBiba

Ce, Kao KJ/by4HO, MMTame aa nm 6u
OACYCTBO CBMX OBMX efleMaHaTa Ha

Kpajy nponsBenio AyTOHOMUCTUYKO

aeno umajyhu y Buay AM4HM NpyvHUmn
Kao BPXYHCKO Hayes1o. MNowTo je M4YHu
NPVHUMN M3BELEH U3 YMHeHULE Aa
;byacko 6uhe Huje paumoHanHo, seh 6uhe
Koje paumoHanuayje, Tako f01asMmMo

[0 NOCTaBKe Mo KO0joj je NoYeTHa CnKa
AyTOHOMM3Ma, ayTOMOPTPET, a KpajHa
NVLIEeHa cBakKe npeAcTaBe anv He 1
3Hayeha, TO jecT hopMasHO N1LieHa
cajZp>kaja anv He U CYLUTUHCKMU.




He 3HaM rge je TayaH noyetak. 1981. y Llikonu

3a UHAYCTPUjCKO 06IMKOBaH-e M AN3ajH, Ha
jeaHOM op 3agaTaKa us npegmeta Teopuja
(hopme, Tpebano je ga NpUKaXKeMo YeTUpu
pa3nuuuTe BapujaHTe BaJlepCKMX OJHOCA, Of
HajcBeT/Mje [0 HajTaMHuje, kopucTehu gBaHaecT
HUJaHCHU LpHe U 6ene Ha jeAHOj MYNTUMJIMKOBAHO)
npeacTaBu. 3apaTaK HUKaAAa HUCAM 3aBpLUKMO
HUTU NpeAao U3 ABa passiora: 3aTo WTO caM ra
OBaKo nonosu4yHor Beh cMaTpao caBpLI€HUM U
3aTo WITO caMm ce Naluo Aa ra Jasjbum pagom

He ycepeM. Cnuka Kojy je Tpe6ano yMHOXUTH

4x je ayTONOpPTpeT, reOMETPU30BaH y CKIaAay ca
MOjOM TajallbOM 3a0KYNJbHolhy MogepHOM.
CBoje NpBO NpMKa3nBak€e y CONCTBEHOM Aeny
NULLMO caM npeAcTaBe NuLa. AyTEHTUYHOCT NIMKa
je pelueHa Kpo3 HU3 UKOHorpacKux gertasba
CBeJleHUX [0 Henpeno3HaT/bUBOCTMU: NPeLINpPoKa
BUjeTHaMKa, CBUJIEHM LUaJ, 6epeTKa, KpaTKa
Koca, 3aAuUrHyTa KparHa, pyke y yenosuma, éune
Cy oaJiMKe Mor Taaalker usrnega. Ce6e cam
NpMKasao y cpeAHEeMm MnnaHy, Ha leCHOj CTpaHu
C/IMKe uYujy NpocTopHy AeduHMcaHoCcT oapehyjy
ABa KBajpaTa npuKa3aHa Ha N1eBoj CTPaHu 'y
AVNHaMU4Koj nepcnekTuen. Beh Ha Toj HajpaHumjoj
cnvum jaBsba ce notpe6a 3a popMupareM jegHe
Moryhe cTBapHOCTH 0 BOjeHe KaKO 0f peaJiHor
CBeTa TaKo U 0, caMe YMEeTHOCTH, Y Kojoj he
(¢aHTacTKa U KOHKpeTHU gorahaju, CTBapHU U
M3MULL/bEHWN JINKOBU WK NpeaMeTH, UCTOPUjCKHU
CTWIOBM U NpaBLMY, naeje, Ha3HaKe, CUM60MK

M NnpeAcTaBe HeCMeTaHOo (PyHKLMOHUCATH.
HapaBHo, TakBa CTBapHOCT Kao jeguHUL,A NO
cebu je y nocnegnyHoj Melly3aBUCHOCTM C HheHUM
enemeHTMMa. OHa CTHYe ayTOopa Kao HEOABOjUBYU
A€o0 CBOI HACTaHKa, @ YMETHUYKO AeNo Kao jefiuHy
moryhHocT voeHor onpegmehuBara. Anu Kao
npou3Boj 3a ce6e oHa He iyryje HUKOM HULUTA.
AcouujatuBHe MOryhHOCTH Cy OTBOpEHe y OHOj
paBHM Yy KOjoj NpecTaje cBaKa Be3a uamehy
ayTopa 1 HeroBor Aena, To jecT Kaga Aeno noyHe
CBOj OZABOjeHM XXUBOT Kao npou3eopa,. Moryha
CTBApPHOCT, AlaKJie, NOYMH€ OHOI TPeHyTKa Kaga
ce YMeTHMYKO JieN10 Kao nocneamua oaBoju

op, ayTopa U YMETHOCTM Kao HeroBor y3pokKa.

3Ha4yema, na cee A0 NoTnyHor oaAcycTBa CBake
npeacrtaee.

Mp3um cBoje cnuKe jep HUCY OHAKO CaBpLUEHe Kao
LUTO caM ja 610 caBpLUEH AOK CaM MMAOo BU3UjY
TUX UCTUX cnuKa. Buanja unu penosu npeacrase
6yayhux cnuka cTBapajy cno3Hajy Aa He NocToju
HecxBaT/buBO. CBe ce MOXKe pa3yMeTH, camo ce
Tpe6a cHahu. Tpe6a ce6e LMHUYHO NPEeACTABUTH
Kao Jby6asHOr anu OWTPOr rocrnoAguHa
Cee3Hajyher. Tako cy cBe ragocTu, CTPaxoBu U
6anaBu MO3roBu 0CTaBJ/beHU APYrMMa, OHUMa Koju
MOHAKO HeMajy LUaHCY Aa ce ogbpaHe uiu cxeare.

Ty Ha cnukama cMo ja u 6uha. He Tpe6a Ham
pasymeBatrbe WM TepeT BeNMKux ognyka. Mu cmo
Mohna Urpa n Cnaea AytoHomuama! Mu cmo 6uha
KOjUMa ce MOXKe NpenycTUTH CBeT.

M Mu umamo cBoje cTpaxoBe M rafjoCTH anu ce
He 04pUYEMO HUje4HOT JIMKA CBOje JINYHOCTH jep
3HaMo Aa Kaga YoBek xohe HewTo Aaa ypaam,

Aa ce cyouu, Mopa Aa nojeae NOHeKo roBHo. U
nopep ceera, Mmoryhe je c nakohom npoxueeTtu
CBaKM TPeHyTaK CBoje cTBapHocTU. CnaBa ce
cacTtoju oa moryhHocTu ns6opa wrta hete og,
noHyheHor nojectu. Mu cmo cBoje nsabpanu. To
je HeXXHU ToTanuTapu3am, 1 XKao HaM je WTo ra
ce cBu ogpuyy. O Tome HeheMo ga npuyamo jep
He )XenMMo Aa BaM onakwasamo. Cy6Bep3uja
je cnoco6bHOCT Hey4YeCTBOBaHa y BEJIMKOM
npouecy pa3Boja U ONPUHOCA OMNLUITEM HanpeTKy,
3aCHOBAHOM Ha MapruHanun3auuju Jby ACKUX
BPeAHOCTU M HauU3rnep jaCHUM LuwbeBUMa.

Hema BuLe xepoja, noctoju AyToHomu3am. Hawe
C/IMKe HUCY NPOU3BOA MajCTOPCTBA KOoje je caMo
cebu cBpxa, OHe Cy YyA0 JINYHOT XepojcTBa U
MOHEKUX, He 6aLl NpujaTHUX, CTBapU.

CuHoh cam 6o npeBuMLLIEe NWjaH M HECNOCObaH 3a
HeKe MyApoCTH.

No Manifesto could ever be
considered as a complete work.

(The fundamental mistake is... to analyze Manifesto instead
of interpreting or reproducing it. Do it!)

Manifesto Is just a geyser
coming out of deep waters.
Analyzing the concept of
Manifesto out of context is out
of question because it is always
an integral part. Consequently:
“Zenithism Manifesto” is an
Integral part of “Zenith” and
Its movement (o be deniedy Which
has not reached the Manifesto
stage yet, but it's just an open
geyser from the depth in one
moment.

Zenithism by Ljubomir Mitzich. To Mr. Stanko Tomashich
and readers of “Njive” (“Fields”) as a token for their sincerity
which comes first and inaccuracy which is general.

MNpuUTOM YMETHUK CBe BpeMe oA p)KaBa HeKy
BpPCTy noBpaTHe cnpere y6auyjyhu ce6e y moryhy
CTBapHOCT Kao JIMK Ha cnuum n 06e36eljyjyhn
CBOje MYHO NPUCYCTBO Y H0j, 04 NpeAcTaBe A0

lNMucaHo y beorpapny v lNaHyeBy,

¢he6bpyapa u maprta 1994.

“Jugoslavenska njiva” (“The Yugoslav Field"), 1921.
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4 POINTS OF AUTONOMISM

Autonomism is connected to a
term autonomy which is interpret-
ed as “obedience to its own laws”.
Therefore personal principle is the
major principle of it.

Personal principle is comprehend-
ed the group of all the factors that
are used by the author in order

to create a work of art. The work
itself is restricted by the author's
being, his (her) ethical & aestheti-
cal code, as well as by the princi-
ple of the environment.

The autonomy of an author’s work
consists of the participation of
these mentioned elements in the
work itself.

10

Autonomist painting is not formally but
essentially expressive. Personal principle
combines the author’s experience in areas
like confessions, fantasies, frustrations,
dreams, acquaintances, intellect and the
author’s being itself, forming a unit and
pointing out the author as the central fig-
ure of these contents. The key question,
however, is would the absence of all these
elements finally produce an Autonomist
work of art considering the personal prin-
ciple as the supreme fundament. Since the
personal principle derives from the fact
that the human being is not rational but

it rationalizes, one comes to a position,
according to which the first picture & the
basic image of Autonomism is self-portrait
and the last is deprived of any image (rep-
resentation), but it doesn'’t loose the actual
meaning, i. e. it is formally deprived of its
contents, but not essentially.

| couldn’t possibly say when it all started. At
Belgrade School for Design there was an exer-
cise on the subject Theory of Form. We were to
demonstrate four different versions of rela-
tionship between black & white by using 12
shades, from the brightest to the darkest ones,
on a multiplied picture. Never did I finish and
deliver the exercise, for two reasons: because |
considered the half-way product to have been
perfect as it were a complete work of art and
because | was afraid to fuck it up by working on
any further. The picture that should have been
multiplied four times was a self-portrait, ge-
ometrized in accordance with Modernism and
my being tangled with it. The works of my first
self-promotions were faceless The authenticity
of the character was worked out through a se-
ries of many iconographic details down to the
unrecognizable: too large Viet-Vet US Air Force
jacket, silk shawl, beret, short haircut, raised
collar, hands in pockets, expresses the image
of myself at that particular time. | put myself in
the middle plan, on the right side of the picture
on which the space is defined by two blocks
presented in the left side in dynamic perspec-
tive. At this early stage picture the desire to
express a possible reality detached from the
real world as well as the art itself is visible and
in which fantasy together with concrete events,
real & made-up characters or objects, historical
styles and art movements, ideas signs, sym-
bols and performances are functioning undis-
turbed. Naturally, as a unit, this kind of reality
and its elements depend on each other. The au-
thor as well as the work of art is being pointed
out by this reality: the first as the integral part
of its origin, and the second is the only possible
way of its embodiment. However, as a product
for itself, is debt-free. Associative possibilities
are wide open, up to the level on which the
bond between the author and its work ceases,
i. e. the work begins to live a separate life as a
product. So, the possible reality starts the very
moment the work of art has been separated
from its author and the art as its cause. At the
same time, a certain bond is being maintained
by the author as a character on the picture,
creating possible reality and offering the full

presence from image to the meaning all the
way to complete absence of any image.

| hate my paintings because they are not as
perfect as | had been visualizing them. Visions
and parts of future paintings create an under-
standing that nothing is incomprehensible.
Everything is comprehensible, one just should
find the way. One should be cynical enough to
present oneself as a kind but hard Mr. Know-it-
all. All the filth, fears and sniveling minds are
left to the others, to those who anyway have no
chance of defending themselves or conceiving.

There on the paintings are my characters and
myself. We don't need either an understand-
ing or the burden of big decisions. We are The
Mighty Game & The Glory of Autonomism! We
are the creatures to whom you can cede the
world.

We also have our fears & evils, but we don't
give up of any character or any personality
because we know that when you want to do
something you are bound to be confronted
with everyday reality and eat some shit which
is hard to swallow. Besides all, it is possible to
easily live through every moment of your own
reality. Glory is constituted of possibility what
will you eat from offered. We made our own
choice. It is a gentle totalitarianism & we are
sorry it is being denied by all. We don't want

to talk about it ‘cause we don’t want to make

it easier on you. Subversion is an ability not to
engage oneself in a big process of development
and contribution to a general progress based
on marginalization of human values and seem-
ingly clear aims.

No more heroes, there's Autonomism. Our
paintings are not master products just for
themselves; they are miracles of self-heroism
and some unpleasant things.

| was too drunk last night and incapable for any
sages.
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®ebpyapa n mapTta 1994, kaga je
HacTajao MaHugect ayToHOMU3Ma,
3ajegHuUYKa gpxaBa Cpbuje u
LLpHe lope noa HasnBomM CaBesHa
Peny6nuka Jyrocnaeuja ycnew-
HO je cnpoBenia HOBU Nporpam
MOHeTapHe PeKOHCTpPYKLUMje, KOju
he nokanHy eKOHOMMUjy N3BECTU U3
Hajrope nHdnauuje nkapg sabe-
neXxeHe y OBOM PErnoHy, oK je
BalMHIrTOHCKM cnopasym, Koju cy
notnucane Xpsatcka, XpBaTcka
Peny6nuka Xepuer-bocHa u Peny-
6nuka bocHa n XepLerosuHa, no-
yeo fa yTupe NyT Ka [1ejTOHCKOM

cnopasymy, notnmucaHom 1995,
koju he Tek 3aycTaBuUTK paToBe

M 6UTM rapaHT MUpa Ha Nnoapyyjy
6uBLle Jyrocnaeuje. Y KOHKpeT-
HUM 6pojeBUMa, MHbNaUMja 3a
nepuop op 21. peuem6pa 1993.
[0 24. jaHyapa 1994. ,u3Hocuna je
npeko 7 mununjapau %, fa 6u yky-
MHW pacT LeHa of 24. jaHyapa A0
Kpaja roauHe y BpeMeHy npumeHe
nporpama usHocuo camo 0,3%".
(Pykuh 2018, 75) Y3pok 3a uHdna-
uunjy 6una je paTHa npuBpeaa, Kao
N EKOHOMCKE U Jipyre caHKuuje
Koje je jow 30. maja 1992. roguHe

18

CaBeT 6e36eHOCTH YjeanH-eHUX
Hauuja Pesonyuujom 757 yBeo
Tapawmoj CaBesHoj Peny6numum
Jyrocnaeuju, kao oaroBop Ha Me-
wame CPJ y rpahaHcku paT y buX,
Koju je noyeo 7. anpwuna 1992. ro-
[VHe, 0[HOCHO Ha HecrpoBohene
Pesonyuuje 6poj 752, kojoM ce
3axTeBaso noBnaver-e jeuHu-

ua JHA n3 Peny6nunke bocHe u
XepueroBuHe. OHe CYy YKUHYTe TeK
Pesonyumjom CaBeTa 6e36eHO-
cTn YjeanreHnx Hauumja 6p. 1074,
of, 1. okTob6pa 1996.
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MHoru mehyHapogHo peneBaHTHU
CTPYyYHbaLM NUCanu cy o yTu-
Lajy cCaHKLMja Ha EKOHOMCKY 1
NONUTUYKY CUTYaLUjy Y 3eMJby,
Te cy jow 1993. roguHe BojuH
OumunTpujesuh n JeneHa Mejuh
y NpernefHoM YnaHKy HaBesu

n cTaB aupekTopa 6eorpagckor
EkoHOoMcCKOr MHCTUTYTa [apka
Llynuha pa ,ako je 3anag Hame-
paBao ga Hac 360r NoMTUYKOr
PYKOBOACTBA Ka3HW YHULLTEHEM
npuBpege, caHKLuje cy ycrnene”,
MehyTuMm ,aKo je HUXoB LUuib
omMoryhaBarbe BULLIENapTUjCKe

LEHTPUCTUYKE fEMOKPATHje, OHZa
cy KoHTpanpoaykTueHe” (dumu-
TpujeBuh u Mejuh 1993, 509). Heku
CYy Yak cMaTpanu u ja cy oHe Tek
Heka BpcTa ornoMeHe npepg moryhy
CTpaHy BOjHY MHTEpBEHLMjY, NonyT
XuBopapa KoaueBuha, koju je
jow anpuna 1993. ynosopaBao

Ja ,MOXe Ce MHOro MorpeLmnTn
aKo ce yMeCTO TBpAOr peanvsma

W XNlafiHe NpoLeHe cuTyauuje
BPaTUMO HEKOj O HaLLMX WUny-
3u1ja TUNa: U3ApPXXJ/bMBU CMO MU

W CaHKUMje HaM He Mory HuwTa"
(Koeauesuh 1993, 22). Ma unak,

<1

HajynevaTt/bMBUje CBeJ04YaHCTBO
HUXOBOT AenoBarba Ha 06UYHOr
yoBeka, rpahaHyHa, anu NpUTOM ”
CEH3MOUHOT YMETHMKA, NpYXuna
je cTpun-cBecka Calue Pakesuha,
ofiHoCHO AnekcaHapa 3orpada,
~KMBOT nop caHkunjama”, koja

je Te, 1994. roguHe, y usgamy
daHTarpacdukca (Fantagraphics)
n3 Cujetna gocnena Ao rnobanHe
ancTtpubyumje n buna 3anaxxeHa
Ha MHOIrMM cajMoBMMa cTpuna.
PenpuvHTOBaHM Cy y BENIMKOM
6pojy aHTONOrNja, U PEMUKCOBAHMU
y BULe n3garba noceeheHux we-




o

IMa MHOro 3avapakidipabEBS@BaR

) .‘/




roBom pagy. AHanusupajyhu un nH-
TepnpeTupajyhu jeaHy o TakBUX
uenuHa, nof Hasmeom ,lMosgpasu
n3 Cpbuje” y uspgamy nsgaBayke
kyhe Ton wend npoaakwH (Top
Shelf Productions) us Mapujete,
rpaguhay Llopyuunju, Bnag beporba,
npodecop Ha TekcackoM yHUBep-
3uTeTy y OCTUHY, Han1cao pa Ta
+KOMOWHaLMja HagpeanHux Bu3nja
W [OKYMeHTapHOr nsBellTaBama
Koja je ocTBapeHa npeko3orpado-
Bor rpadmykor AHeBHMKa pafjeHor
y XaHpy aHAeprpayHg aytobu-
orpadckor cTpuna pesynrtupa
KOHTpaapXnuBOM CBaKOAHEBHOT
»xmBoTa y Cpbuju feBegeceTux
roguvHa, n kacHuje”. To YnHm
npeacTtaBsbajyhu ,KonekTnBHe
(haHTa3nje u yHyTpaLlkbyM XXUBOT
NoNMTUYKe 3ajeaHuLe y foba Ka-
TacTpoduyHe uctopuje” (bepoma
2020, 17). MpuTOM Kao MeTacymky
HEeroBOr pafa y3auma Kaull Koju
,MOCTaBJba Ha CLEHY YMH LpTara
Kao nonutuiku umnH” (beporba
2020, 5).

Ypow hypuh ce y ToM cTpuny
nojaBMo Kao NMK U3 Kpyra Haj6nu-
»ux 3orpacdoBux npujatesba Koju
je, TIMYHOM NpuYoM Kojy je 3orpad
UIyCTPOBao, TYMauno UCKyCTBO
»xuBoTta y Cpbuju n Jyrocnasuju
TOr BpeMeHa. Y HeKUM KaCHUjum
MoMeHTUMa, hypuh he Heke o
TUX Tabnn TEXHUKOM MpUCBajatba
npuaopa yBpcTuTU U Melly cBoje
pajoBe, Kao LWTO je TO pajmo ca
doTorpadujom akumje Kojy nssoge
ynaHoBM FoproHe, nnu KojuHum
AnsajHoM anbyma OucumnnvHe
KMYMe, Unn HeraTueom [uwaHoBe
¢dbpusype y obnunky 3sesge. Taaa,
y fo6a nucarba MaHudecTa, Kao u
KacHuje, y foba capagme ca Enke
Kpuctydek, y hypuhesom pagy cy
66U NPUCYTHU eNleMEHTU ayTo-
rpaduke, nocTyrnka Koju je MmnujaH
BUTNoK UMeHOBao y CBOM TyMa-

Yyehy CTpun-Hapavmje, noeesyjyhu
ra ca ayTopuma Koju cy COMCTBEHM
JIMK KOPUCTUIIM Kao NIUK HapaTopa
npuye Koja uma aytobuorpadcko
yTemesberbe (Whitlock 2006, 966).
CTujH BepBeT je NOTOM aHann3om
TOr MOCTYMKa TyMa4yno pagose 30-
rpada u Tomaxa JlaBpuya Koju cy
TemaTusoBanu patose y Jyrocna-
BWjW feBefieceTux, U NoTnomarao
ce NpUTOM U XMpPLUIOBOM TEOPUjOM
,BU3yenHo-BepbanHe 6UHOKynap-
HocTun” (Vervaet 2011, 171). OHa
01 Hac TpaXku fa ,4uTamo 1 CrmKe
n peun, (oTkpuBajyhu) BU3yanHocT,
a TUMe 1 MaTepujasiHOCT peuu, 1
JAVCKYP3VBHOCT U HapaTUBHOCT
cnuka” (Hirsch 2004, 1213). Ma,
unak, 3a pas3nnKy of ayTopa Koju
cy 6unu y yxem gokycy Butnoko-
BOI UCTpaXuBama, Y hypuhesom
papy ayToucTtopusaumja nge ys
Heky [03y ayToMpoHusaumje. To cy
cTparteruje Koje, no Munenkosuhy,
Ypouw hypuh ,gocnegHo npu-
Metbyje”, u To Y (KOHLenTyasHoM)
NoCTYnKy ,MpojeKuuje MMYHOCTH
Kao nocpefHuka ngeja’. (Mune-
koBuh 2013, 12)

MuneHkoBuh farsbe HaBoOAM,
Tymaudehu no3uuunjy obojuue
ayToHoMmucTa — Ypowa hypuha

n CteBaHa MapkyLia, geuHu-
caHy MaHudecTom, fa ,yMecTo
no3uumje yMeTHUKA KOju 3aBUCK
01 KOHTEKCTa Y KOjU HeroBy
YMETHOCT CMELLTAjy KyCTOCH,
ranepucTu u ocTanu aktepu y (He/
noctojehem) apT-cuctemy — ayTo-
HOMWUCTU KOHCTPYULLY BIaCTUTH
YMETHUYKM KoHTeKCT)" (Munen-
koBuh 2013, 8). UMNAMUUTHM
CaroBOPHWK ABOjULIe ayTOHOMMC-
Ta, Ynje cy Tese Ty fOBefeHe y
nuTame, 61o je Jepko [leHerpy,
ncTopuyap YMeTHOCTU U Npo-
thecop MoaepHe YMETHOCTU Ha
KaTeapw 3a ucTopujy yMeTHOCTH
Ha ®dunosodckoM hakynTeTy y
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Beorpagzy, 0AHOCHO HEroBO TyMa-
Yyekbe MapKyLleBor genay Krbuau
®parmeHTH: We3seceTe — geBejece-
Te: yMeTHuUM u3 BojaosnHe, Koje cy
cmaTpanu BeoMa CTPYyYHUM, anv
npeBuLLE WeMATCKUM. [lopaTHy
noTBpAy 3a NocTaBsbarbe orpaja
crpam Taga akTyesnHuX KpuTuyap-
CKUX U UCTOPWJCKO-YMETHUYKUX
OWCKypca AoHeo UM je cBera
HeKOJIMKO MeceL M KacHuje opra-
HW30BaH CUMMO3KjyM, y OKBUPY
MpBor 6ujeHana mnagux y Bp-
uy (koju je HacTao kao noTpe6a
HagoMelTara bujeHana mnagux
y Pujeun, koju je 36or paTa npe-
KUHyo ca pagom). Pacnpaga, 3a
Kpunatuuy ,MogepHusam nocne
nocTMopepHe" — Koja je YnHuna
TeXULITE TOr CUMMOo3ujyma — u
NpoTUB He, ayTOHOMUCTUMA

Huje 3HaunMna ama 6aLl HUWTa,

TO jecT genioBana je Kao KoJiocek
KOjUM ce MMMOWIIa3N TO LUTO OHU
page, 0 YeMy MUCTIE U YeMY TeXe.
Hoayuwie, v Jlngnja MepeHuk je

Ha CMMMNO3KjyMy BEOMa jaCHO
W3Hena, nopes ocTanor, U TBp-
Omby aa ,xeteporeHowhy cBojux
npucTyna u jeaunka, cy6jeKTUBHO-
why ceor nséopa, pasnuuntowhy
n cnoxeHowwhy CBOjuUX KOAOBA,
caBpemMeHa YMeTHOCT roToBO fa u
HeMa JO0AMPHMX Tayaka ca Te30M
0 NOCTOjaly MOAEpPHe nocne fno-
cTMogepHuamMa” (MepeHuk 1994,
65), a [lejaH CpeTeHoBwuh je cBoje
usnararbe 3aBpLUNO TE30M Jia
,KpUTHKa MOpa, yrneaasLUM ce Ha
caMy yMeTHocT, pehu naky Hoh u
MozaepHu u noctMmoaepHu” (Cpete-
Hoeuh 1994, 67), anu HACY NOHY-
AWK AUCKYp3uBHY nnatdopmy
Koja 61 yMeTHMLMMa KOoju cy Taga
npaBwK NpBe Kopake Ha npode-
CWOHaIHOj CLieHM MpPY>XXuna oAro-
Bapajyhu ocnoHau 3a npakcy. To
he yuMHUTK Tek KacHuje paspasomM
KOHLIenTa ,aKTUBHOr eckanusma”
(Mepenuk 1996, H. n.), u ,yMeT-

THE

YUGOSLAV
EXPERIENCE

By ALEXSANDAR 2ZOGRA¥F r

AFTER THE CIVIL WAR IN YUGOSLAVIA
BEGAN (N '91.,IT CHANGED EVERYONE'S LIFE

IN ONE WAY OR ANOTHER...BE NG

A PEOPLE OF

SPECIAL JENSIBILITY,L ASKED MY ART|ST FRIENDS
TO_SAY HOW THE J‘ITUATIOSILIN THIS PART OF

THE WORLD EFFECTED THEI

IVES' AND THE R ART.

"PICTURE THIS:T'M SITING IN A HOTEL ROOM IN
MUNICH,AND WATCHING WAR ON TV, 7 DAYS AFTER THE FicH
STARTED IN M.Z COUNTRY.T CAN'T UNPERSTAND THE UbRDS
SPOKEN BY THE GERMAN SPEAKER,AND I'M TRYING TO
CATCH THE VOICES oF MY COUNTRYMAN BEHIND. LATER
1 WENT TO AMSTERpAM TO HAVE SOME FUN...

e % l m}?’ <z~
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“ALTHOUGH T SEEMED LIKE IT WASN'T DIRECTLY
CONNECTED WITH THE WAR \MANY PEOPLE FRrom MY
SURROUNDINGS DIED~ MY NOTHER.THEN MY CLOSE FRIENR
A CROAT,WHO COMMITED SUCIPE IN ZAGgs8...
WATCHED MANY OF MY FRIENDS (ALTHOUGH SoclALLY
ADJUSTED PEOPLE)BECOMING ALCOHOLICS AND JUNKIES,.

=
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YON MAY 29.'94. MY FAOVRITE FOOTBALL TEAM “RED
STAR”WAS ANNOUNCED CHAMPION OF EUROPE,ONE
MONTH BEFORE THE WAR BEGAN.ON DECEMBER §. '94..
DURING THE MOST AWFUL FIGHTS BETWEEN NATIONAL
ARMIES,"RED STAR" BECAME THE WORLD (HAMPloN. [T
WAS NE MONTH BEFORE OUR COUNTRY HAD BEEN
OFFICIALLY DIVIDED INTO PARTS 7

Rg=

"?4 THE OTHER HAND,DURING msﬁiikgwwe oF E{HE ::J.E"T a
BECAME A CELEBRITY, AVANT-GARDE ARTIST CTOR...
IT EVEN ENA%LﬁBhﬁE TO APPEAR IN A.ZOGPAF'S COMic
STRIPS. . . Now EVERYBODY KNOWS ABOUT M ,30—'I*M

A WAR PROFITEERY..
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HOCTM y 3aTBOpPEHOM ApywTBy”
(CpeTeHoBuh 1996, H. n.), Koju he
6UTK paspahuBaHn Ha roAULLHEUM
nsnoxx6ama Copolu LieHTpa 3a
caBpeMeHy yMeTHoCT beorpag, u
Ha n3noxom ,0 HopmanHocTn”y
MCYB 2005. roguHe.

Y TekCTy Y HefieJbHUKY Bpeme, fBe
rogvHe KacHwuje, JoeaH [ecnoTo-
BUh NpeunsHo je ca)keo reHeano-
rMjy Te3e OKO KOje je KpUTMUYapCKu
cyko6 610 HacTao. [lakne, wby je
npeu nsHeo Tomax bpeju, u To

y TeKCTY noj UCTUM HacrnoBoM
(,MopepHu3am nocne noctMoaep-
He?"), 06jaB/bEHOM Yy 6e0rpackom
yaconucy MomeHT, 6poj 11/12,
1988. roguHe. MoToM jy je Jepko
LeHerpu npeyseo, anu 6e3 3Haka
nUTama, lakie He Kao CyrecTujy,
Beh Kao TBpAHY, ¥ NPEANOXKMO
Kao Ha3uB HOBe MapagurmMe caBpe-
MeHe yMeTHoCTHn y Cpbuju, n 1o

y TEKCTY Y NpeAroBopy kKartasora
MpBor 6ujeHana mnaamx y Bpuyy
1994, y koMe Harnawasa ,npuopu-
TeT hopMe y yMETHOCTM feBefe-
cetux”. To je y noTNyHOCTU nona-
pv30Bano roBoOpHUKe, Te Cy ce ca
CTpaHe KpuTUYapa Te Te3e Ham
Jlnpmnja MepeHuk, JejaH CpeTeHo-
Buh, MapuHa MapTtuh, n gpyru, a
6paHunaya Muwko Llysakosuh,
CaBa CtenaHoB 1 Jepko [leHerpu
(Oecnotoeuh 1996, 48). HakoH
TOra, roauHe y kojoj je lecnoto-
Buh Nucao Taj caxxeTak pacnpase,
CaBa CtenaHoB je y kaTanory
Opyror 6ujeHana mnagux y Bpuu-
Ly HacTaBWO ca nponarvpaktem
LeHerpujeBe Te3e, TBpaehn ga
TOKOM JieBefieceTux crnallHaBa
,CYBJEKTUBM3aM Kao M UHTepec 3a
caapxaj u ukoHorpadcky npea-
cTaBy”, Aa ,Cy6jeKTUBUCTUYKE
CTaBOBE 3aMeHbyje paLuoHa-
JIMCTUYKN OJHOC Npema CBeTY

N ymeTHoOCTU", U fa ce ,jaBibajy
aVKOHWMYKe TBOPEBUHE Y CIN-
KapCTBY M CKynnTypw, Hajuewhe

reoMeTpujCKOT U KOHCTPYKTUBHU-
cTMYKor KapakTtepa” (CTenaHoB
1996, 7). Kopekuujy eroBux Tesa
y cnyyajy Ypowa bypuha, koju he
Ha TOM 6ujeHasny NoHeTU 1 jeaHy
o[ Harpaga, Uctuuye Tpu of YeTu-
pu kycToca bujeHana. JagpaHka
Tonuh o hypuhesom pagy nuiie
Ja ,CTaBJbatbeM KNacuM4HOr Mo-
TMBa ayToMnopTpeTa y NejcaxHo
OKpYXXeHs€e U Y Beay ca Apyrum
npuKasaHuMm nMYHocTuMa (nopT-
peTuma), CTBapHUM UNn BUKTUB-
HWUM, KOHLIeNTyanHoM npepagom
HajpasIMUNTUjUX eNleMeHaTa u
MOTMBA M3 KJlaCM4He, Kao N ymeT-
HOCTU UCTOPMjCKMX aBaHrapaMm,
hypuh npep nocmaTtpayem oTBapa
KOMMIMKoBaH cBeT ocehaja u nuu-
HOT UICKYCTBa YMETHOCTU Y KOjU U
cebe yksbydyje” (Tonuh 1996, 14).
CteBaH BykoBuh, namehy octanor
nuwe aa hypuhes pag ,nokasyje
usrpaheHy KOHLeNTyasnHy cXemy,
cTpaTerujy ynotpebe Tpaguuuje,
H-eHOI NpMBaTM30BaHa, MOHYMEH-
TanM3oBama JIMYHUX UCKYCTaBa

W nernTuMaumje IMYHUX MUTOBA
Kpo3 uctopujcku noHyhene dbopme
u cxemate”. (Bykosuh 1996, 20)
3opaH Epuh nuwe ga ,bypuhy
KOHTEKCT Mpojekuuje nMyHux dac-
LUuHauuja u» MUTOBA YBOAM U Jie-
KOHCTpyuwwe MasbeBuYeB cynpe-
MaTu3aM, YMMe crimKa nocTaje
nosbe NpennuTama 1 yKpLTamna
ANjaXPOHMWJCKUX U CUHXPOHU]CKMX
TOKOBa YMETHOCTH, penepa uc-
TOpWjCKe aBaHrapge v mkosa 13
CTpuna v cBeTa nonynapHe KynTy-
pe”. (Epuh 1996, 28)

CaBa CTenaHoB je Y CBOM TEKCTY,
nosueajyhu ce Ha dunubepTta
MeHy, no3uBao Ha ,NpaBo yMeT-
HOCTU Ha COMCTBEHY ayTOHOMM;Y,
M TO He Aia 61 ce U30oBana, Hero
Za 6y noHyauna BRacTUTu Moaen
Apyrum 3HakbMMa v npakcama”
(CtenaHoB 1996, 7) 1 YaK HaBeo
[a je Ha Toj n3noxom (1996)

¥4

HajBehu 6poj nsnaraya ,noceeheH
npo6nemMrma yMeTHOCTM U HbeHe
ayToHOMHocTU” (ucTo, 8) Mapa-
[OKC UCTOBpeMeHe ynoTpebe Tese
0 ayTOHOMMjU YMETHOCTM KO,
CtenaHoBa, [leHerpuja u LLlyBako-
Buha, kao n hypuha n MapkyLua,
Harnacunu cy Oumutpujesuh n
AnhenkoBuh y kaTanory usnoxée
O HopmMmanHocTu. Ty cy Nnnucanu cne-
aehe: ,hypuheBo cnMkapcTBo, Kao
M YMETHOCT Apyrux npoTaroHucTa
6eorpagckor yp6aHor (‘aHgeprpa-
YHA') MUbea 6UN0 je MOYeTKOM Je-
BeJeceTUx jefuHa peasiHa antep-
HaTuBa AOMUHaunju bopmannsama,
yncTtohe, He-eKcnpecuoHn3Ma, da-
BOPMCAHOT 0, CTPaHe HajyTuuaj-
HMjUX KpUTUYapa”, Te je, cTora, ,3a-
HUMJBMBO U FTOTOBO NapafoKcasHo
Jla ce TepMUH 'ayTOHOMMUje' Koju je
yBEK 610 Yy NOATEKCTY AenoBara
dbopmanucTmyuke unm Heo-mMogaep-
HUCTUYKE CTPYje, HeIBOCMUCIIEHO
rnojaBJbyje ynpaBo NocpefoBaHeM
Ypowa hypuha” (AHhenkosuh n
OumnTpujesuh 2005, 72). [a 61 ce
Taj NapajoKec Ha HEKN HauvH pas-
peLuuno, Unn Makap HeroB y3pokK
pacBeTano, NOTPe6HO je yBeCcTH
jenaH o, TeopuMjCKMX MOTMOPHUX
cTyboBa Te3e 0 ,MOAEPHM Nocne
nocTtMopepHe”, a 1o je Teopuja
KnemeHTa MpuH6epra, y Kojoj,

y BEP3Kju Yy Kojoj jy je [eHerpu
WHTepnpeTupao, ,Hema 6UTHUje
pasnuke namehy MogepHUCTUYKOT
ngeana ayToHOMUje YMETHOCTU U
aBaHrapAnCTUYKOr uaeasna eHe
coumjanHe dyHkLMje", Te HU Mehy-
COo6He ,UCK/bYYMBOCTM MOojaBa U
nojMoBa MoAepHU3aM-aBaHrapaa”.
(Oenerpmn 2001, 76) YpoLw Bypuh un
CteBaH MapkyLu ce y cBOM Buhery
ayToHoMuje okpehy aBaHrapau,
oNiMyeHoj y 3eHnTty n MasbeBuuy, na
n 6upajy popmy MaHudecTta aa bu
orflacuny cBoje CTaBOBe yrnpaBo y
CynpoTCTaB/baky MOAEPHUCTUY-
KOj ayTOHOMMUjW.



Jos;je) lepse promeniti se
‘ ~ zauvek.
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debpyapa v MmapTa 2024, fok je
npUNpemaH KaTtanor usnoxoe
AyTOHOMM3aM cajja U OBJe, Koja je
“mana 3a Uusb npemcnuTuBare
HOBMjUX cerMeHaTa yMeTHUYKOr
paga Ypowa bhypuhay ogHocy

Ha cTaBoBe Koje je ca CTeBaHOM
MapkKyLiom nsHeo y Mauugecty
aytoHommn3ma 1994. roguHe, patosu
cy ce Boaunu y Ykpajunu, y lNojacy
[aze n Ha LipBeHOM MoOpY, ca eKo-
HOMCKMM nocrnejuuama Ha CcBeT-
CKOM TpXuwTy. EBpONncka yHuja je
Pycuju HameTHyna Beh TpuHaecTu
nakeT eKOHOMCKMX CaHKLMja, Koje
cy cnpoBofheHe jow of dhebpyapa
2022, a kojuma je Cpbuja n pame
nsberaBana ga ce npuapyxm. Me-
TUUMjy fa ce NaBUJbOHY M3paena
yckpaTtu yyeuwhe Ha 60. bujeHany y
BeHeuumju, ogbuna je kpajeM hebpy-
apa ynpaBa bujeHana, gok Pycuja,
Koja ra je 2022. cama oTkasana, oBe
roguHe yyewhe Huje HU HajaBuna Te
he no gpyru nyT Taj NaBUbLOH OCTa-
TW NpasaH. YKpajuHCKNX yMeTHMKa
he 6UTK YaK y BULLe cenekuuja, a
nasieCTUHCKN YMETHULM Ce joLu
Hadajy pa3MunTMM KonaTepanHum
porahajuma y Toky nsnoxobe, 3a
Koje noapLuKy f06uMjajy Ha MHOTUM
JaBHUM MpoOTEeCTMMa KOju ce oa-
BWjajy U y My3ejuma 1 ranepumjama.

Y Cp6bujn je TOKOM NPeTXOA4HUX Ae-
LileHMja pa3BujeHa KynTypa npoTec-
Ta, AOK YMETHULN Y MPUHLMUMY Y HOj
y4YecTBYjy Y 3HaTHOM 6pojy, Makap y
nponopuumju cnpam Apyrux cTpyka.
W nokanHo ce nuwy neTuuuje, 1 Ko-
pucTe ce cpeACcTBa jaBHE KOMYHU-
Kauuje, Koja cy yMeTHUUMMa U apy-
MM aKTepuMa y nosby YMEeTHOCTH
MOXX/la YaK HEeLTO NlakLle AOCTYMnHa
Hero Apyrum cTpykama, u To aa ce
nocTaBe M CTaTyCHa NuTarba 1 nu-
Tatba eTUKe 0 rOBOPHOCTHU jaBHUX
JIMYHOCTW, a CTPYYHA YApYXKeHa cy
CBe aKTMBHM]ja MO TUM, @ U MHOTUM




APYTMM MOSIUTUYKUM NUTaHbU-
Ma. Og nykor 6yHTa u Herauuje
3aTeyeHor CTama AoLIo ce

[0 auBepcudmrKoBaHUX CTpa-
Tervja u TakTuKa yTuuaja Ha
OMLITY jaBHOCT U UHCTUTYLMje
CUCTEMa, Te Cy Ce pasBuie n
cneumpuyHe BPCTE UHCTUTY-
LUMOHasNHOr akTuBM3Ma. Tako ce
W Harnacak genoBakba nome-
pvo 04 ,MHOLLTBA NapanenHux
peanHocTun” Ka ,caga v osae”.
YnpaBo Ty cuHTarmy, ,caga u
oBae”, Ypow hypuh je npeyseo
n3 HacnoBa TekcTa hopha Jo-
BaHoBMha 06jaB/beHOr y NPpBOM
6pojy yaconuca Hagpeanusam
AaHac m osge (JoBaHoBuh 1931,
11) y beorpagy 1931. roguHe.
OBa cuHTarma HacTana je mehy
rpynom yMeTHWKa Hagpeanu-

CTa BEPHUX aBaHrapAUCTUYKUM
NPUHLMNUMA, ann YBEAEHUM Y
TOK KpeTarba MapKCUCTUYKe
AvjanekTuke. bunum cy ysepenu
[a je ,AnjanekTUYKo KpeTarbe
Jafav3ma, npeobpaxkere
JajlaucTuyke Heraumje y avja-
NEKTUYKY CUHTe3y, usjegHa-
YaBahe fJajlan3may CBoM
pasBojy ca caMOM [AujaneKkTu-
KOM, MOTJI0 jeAUHO 3HAYUTH
HULLTEHE CaMOr TOT 3HaKa, To
JECT yHMLITEHE CaMor Jagaun-
3ma.” (Monoswuh n Puctuh 1931,
35) To je yKJbyumBaso n 3eHu-
TM3aM, Koju cy cMaTpanu 3a
jepaH op spaHaka gapancTuy-
KOI HaYMHa MULLJbEHbA.

Y Kopnycy aBaHrapav Ha Koju
Ypow hypuh pedepuiie y cBomMm

paay y NoKasiHOM, jyrocso-
BEHCKOM KOHTEKCTY Y NpBOj
NOJIOBMHU MPOLLJIOT BEKA,
[enoBasnu cy: ,eKCNpecuoHu-
3aM, cymaTpansam, KoCMu3am,
CBETOKpPETM3aM, 3eHUTH3aM,
Jajavsam, XUnHU3am, KOHCTpY-
KTUBM3aM 1 Hagpeanusam”, u
TO Yy OKBUPY ,NepuoanKe Kao
jearpa okynsbama, NpoayKuuje
N ANCEMMHaLMje aBaHrapa-
Hor ,neBarba U MULLIbera”
(Mnamen, 3arpe6, 1919; CeeTo-
Kper, JbybibaHa, 1921; Tpuje
naéogje (Trije labodje), HoBo
MecTo, 1921; 3enurt, 3arpeb

n beorpapg, 1921-1926; Jaga
TaHk, [aga yes (Dada jazz) v
[Japa jok, 3arpe6, 1922; Ut,
Howu Cap, 1922—-1925; XunHoc,
Beorpapg, 1922-1923; Mucao,
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N TO Y BPEME YpeaHUKOBar-a
PaHka MnapgeHoBuha, beorpag,
1922-1923; Pgeuun nunot (Rdeci
pilot), Jby6rbaHa, 1922; IyteBu,
Beorpapg, 1922-1924; LipHo Ha
6eno, beorpag, 1924; Ceego-
yaHcTBa, beorpag, 1924—1925;
Hoswu ogep, Jby6ibaHa, 1925;
bena pesuja, beorpag, 1925;
BeyHocT, beorpag, 1926; TaHk,
Jby6rbaHa, 1927; 50 y EBponu,
Beorpapg, 1928—1929, Tparosu,

bBeorpag, 1929; L'impossible,
beorpapg, 1930, Hagpeannzam
JaHac n osge, beorpag, 1931—
1932.)" (CpeTteHoBwuh 2020, 80)
Ma, wTa Ty M3aBaja 6all Haape-
anusam, unu, y npeymsHujem
CMMUCI1y, CTaBOBE O YMETHOCTHU
N3HeceHe y Yaconucy Hagpea-
Jin3am faHac v oBje, Kao MecTo
Moryher yTtemesrbera napagur-
Me YMEeTHOCTH Koja 61 6una
Ba)keha jow u gaHac, n 7o 3a

YMETHOCT Koja 6u ce gpxxana
npuaeBa ,ayTOHOMUCTUYKA"?
To cy cBakako peBONT, He-
npucTajarbe U HENMOMUPEHOCT,
anv NpBEHCTBEHO ofbujarbe
nocTojarba 6Uno Kakee ngean-
HOCTW, KOja 6u ce Kao ,Tpeba”
cynpoTCcTaBwusia OHOM ,jecTe”
Heke CTBapHOCTMH, jep, KaKo cy
Ty Oasuuo, Koctuh n Matuh
oapeaunu ,yBeK camo jegHa
CTBapHOCT NPOTUBCTaBJba Ce







APYroj CTBapHOCTH, MaKo Cy
Be3aHe NCTOM Jby[CKOM Ma-
TEepUWjoM, 1 Yy TOME JIeXXU CBa
HENnoOMMPEHOCT Mopana, Koju
npoucTUYe U3 Tor NPOTUB-
CTaBJ/bakba, Ffie ce CyKobsba-
Bajy, y CTBapu, ABa cuctema
ofHoca M XuBrbena”. ([laBuyo,
KocTtuh n Matuh 1931, 2) Mehy
TMM CTBapHOCTMMa MeCTO
Hanasu v npojekumja ,jeaHe
mMoryhe cTBapHOCTU 0fBOjeHe
KaKo 0f, peasiHor CBeTa Tako

N 0f came YMETHOCTMH, Y KOjOj
he ¢aHTacTMKa N KOHKPETHM
porafajn, cTBapHM U U3MULL-
JbE€HW JINKOBW NN NMpeaMeTH,
NCTOPUjCKN CTUSIOBU M MpaBLMY,
naeje, HazHake, CUM60N K
npeacTaBe HECMeTaHO (QYHK-
umoHucaTmn”. To je cTBApHOCT

y K0joj, no MaHudecTy ayTo-
HOMM3Ma, YMETHMK MocTaje
NPUCYTaH Kao ,JINK Ha crmym”.

BpaHucnaesa Anhenkosuh un
BpaHucnas Aumutpujesuh cy

y KaTanory usnoxbée O Hop-
MasiHocTu, ckuumupajyhum cnuky
yMeTHocTn y Cpouju aesepe-
ceTUX rofvHa npoLusior BeKa,
Harnacunu ga ,ynuc yMeTHuUY-
Kor cybjeKkTa y nosbe cnuke”y
paay Ypouwa hypuha un CteBaHa
Mapkywa npefcTaBsba ,Lepe-
MOHW}y BU3yesIHOr UCTepuBarba
Xerba, haHTasnja u oncecuja
Kao TeKCTyasiHUX NpegJsioxaka
3a KoHbwurypauwujy (He)moryher
ynuca yMeTHUKa y cam cBeT”,
npu yemy cy , bypuhesu duk-
LMOHAaJIHM CBETOBU AUPEKTHO

Yy

n3BeAeHU U3 nonynapHe Kyn-
Type 1 BNacTUTOr UCKyCcTBa
(rnymua, Mysuyapa, pagmo-Bo-
AVTesba, rpajckor 'nuka’) u
yMeTHMKa NopTpeTuLly Kao
NpoTOo604/1ePOBCKOr jyHaKa
dhaHTasmjcKor cueHapuja, Kao
'"Apyro nuue’ Koje 3aCTyNMHUYKK
OCHaXxyje heroB Ero”, ook ce
MapkyL ,y CBOjUM CriMKama
6e3 Ha3uBa NnojaBJbyje Kao
'Tpehe nuue’, kao pparunHa n
MHTpOBepTHa durypa Koja Ha-
cesbaBa 3aroHeTHa M NokaTKaj
dhaHTasMaropuyHa cTaHuwwTa
Y KOjJUMa HU jef,aH efleMeHT He
MOXKe AO6UTM jaCHO 3HayeHe

M paspeLunTu ce 3a NocMa-
Tpaua”. (AnHhenkosuh n Jumu-
Tpujesuh 2005, 154) Hagare, y
o6jaliHbely MOCTYMKa rpagHe

BW3yeNHOr HapaTuBa y pago-
BuMa hypuha n Mapkywa, y
KOj€e je IMK YMEeTHUKa YKJby4YeH
y Bugy aytonoprtpeta, Huko-
na deaunh he nckopnctntu n
BeoMa cneunduyHy jesmyky
dbopmynaumjy, umeHyjyhu To
Kao ,CTaBJbarbe ayTOpCKor
cybjekTa / nMKa y cpeguwite
YMETHMWYKOI MMarvHapuvjyma”
(depunh 2009, 234). Taj umaru-
HapujyM, y CBOjOj U3y3eToCTH
N3 LOMUHAHTHEe cMMbonnyKe
CTPYKTYype, oMmoryhaBa nosoe
nHaueunayanHe cnoboge, y
KoMe ce nocTojehe gpyiTBEeHe
Xvjepapxuje He Mopajy NowTo-
BaTW, 6aLl KAO HWU HAYUHWN JUCT-
pubyumje ApyLWTBEHUX yfora
Koju cy Beh HaTypanuaoBaHy,
1 KOju Ce y3umMajy 34paBo 3a

rotoBo. Tako ce MOTO 6eorpag-
CKWUX HaapeanucTa, ,pa3apama
Knacuke, knacuduvkaumja un
knaca” (Puctuh 1983, 241)
ocTBapyje Ha BeoMa Ayx0oBUT
HauuH, NOCTaB/baHEM JIMKOBA
ca 6eorpagacke ypbaHe cLeHe y
ynore cynepxepoja, u concTee-
HUX JIMKOBA Y yJiore Knacuka Ha
cnukama: ,[lBa Hajseha cpncka
cnukapa y 6puwyhem nety”, u
,becnpegMeTHN ayToHOMU3aM:
YéucTtso nnu gBa Hajseha cpn-
CKa c/iMKapa yMupeHa CBOjoM
BENIMYNHOM".

Mo Xany ®ocTepy ,aBaHrapgHu
paj HUKaja Huje UCTOPUNjCKMU
edeKTMBaH UM y NOTMYHOCTH
3HayajaH y CBOjUM MHUUMjan-
HMM MOMeHTUMA", u TO 3aTo

S

m:t-.'lnﬁ'b-'qj'--.'l"'lw_ !

WTO CTBapa ,pyny y cumb60nmy-
KOM MOpeTKy CBOI BpeMeHa
KOje Huje MpUNpeMsbeHO Ha
Hera, He MoXke fia ra npuMmy,
6ap He ogMax, 6ap He 6e3
CTPYKTypanHe npomeHe”.
(PocTep 1996, 96) HeraTopcku,
HUXUIIMCTUYKM U arOHUCTUY-

KM NOTEHLMjann UCTOPUJCKMX
aBaHrapav [OBOAWM CY Y
nuTakbe NPETXOAHY UCTOPUjY
YMETHOCTH, YMETHUYKM CUC-
TeMm, a no buprepy n MHCTUTY-
LMjy YMETHOCTM Kao TakBy, Npu
yeMy je OH NoA UHCTUTYLINOM
noapasymeBao ,yMeTHUYKM
NPOM3BOAHN U AUCTPUBYTUBHU
anapar, kao n Bnagajyhe npea-
CTaBe 0 YMETHOCTU Koje y jea-
HOj enoxu cywTHCku ogpehyjy
peuenuujy aena” (buprep 1998,
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33). YrnaBHOM Cy TeK HeoaBaHrap-
[le NoTBpAWUne cTaTyc aBaHrapau
Ko YMETHUYKUX NPaKCK KOHCTU-
TYTUBHMX 33 NOJbE YMETHOCTU Y
KaKBOM CY OHe JefioBarne, anu, 3a
TO BpeMe HUXOB aHTaroOHUCTUYKU
noTeHuyujan Beh je nocTao peky-
nepupaH u MHTerp1caH y KanuTa-
JIMCTUYKY EKOHOMMUjY Y MacOBHY
KynTypy. Mo Jluky ®epujy ,nobyHa
je nocTana nocTynak, peTopuyka
KPUTKKA, NPecTyn — uepemMoHuja”,
a ,Herauuja je npecTana ga ébyae
cTBapanayka” (Pepu 2001, 193).
Tako je, Ha NpUNMYHO ancypaaH
HauuH, Hacnehe aBaHrapae UHTe-
rpPUcCaHo y AOMUHAHTHE Nnapagurme
YMETHOCTH, afiM Ca UCXOL,0M KOju
raje YWHMo 6e30MacHNM 3a CUCTEM
BPeAHOCTM KOjU je Hekaga f,0BOANO
y nuTame. Beh je TpuctaH Lapa
JaBao ynyTcTBa 3a 6p30 1 nako
nucarbe aBaHrapaAnCTUYKUX Ma-
HudecTa, KojuMa ce CBaKo 3a4ac
MOrao nerutumucaTti: ,na 6u ce
Hanucao MaHudecT Tpeba XTeTu: A,
b, U, rpmeTu npotus 1, 2, 3, nactn y
BaTpy M HabpycuTu Kpuna fa 6u ce
noKopua u pacejana cBa Ta Mana
W BenuKa a, 6, L, ICTYNUTH, BUKATH,
rncoBaTu, HA3AaTU MPO3Y y 06JIMKY
anconyTHOr, HEONMO3MBOT Ao0Kasa”.
(LLapa 2014-2015,17)

YMeTHuUmM koju ce Bpahajy Hacnehy
aBaHrapu, ako Taj Y4H Huje camo
nyko pedepeHumpar-e CBor paja
paZv nakuwier niacMaHa, unm Tpo-
LeHe CUMBONNYKOT KanuTana Tux

nokpeTa paau caMono3nLNOHK-
patba Ha YMETHMYKOj CLieHM AaHac,
yrnaBHOM TO paje aa 6u cBojoMm
paZMKanHOM MMarnHaumjom uc-
NYHWIN NOMEHYTY ,pyny y cUM60-
JIMYKOM NOPETKY”, N AenoBasnu Ha
pasrpagtu yCTaHOB/bEHUX KAHO-
Ha. MpuUTOM je KOHUEeNT ,pagukanHe
nMarmHaumje”, KakBuMm ra je oa-
peavo KopHenujyc Kactopujaauc,

2

jepaH of ocHmMBava rpyne Couuja-
Nn3am Wi BapBapCTBO, Koju je y
CBOM KacHujum onycy ,60p6y 3a
coumjanusam” 3aMmeHuno ,60p6om
3a ayTOHOMMjy" nocnearux rogmHa
CBe BULLE NOYEO Ja ynasu y onepa-
TUMBHM BOKabynap u akTMBUCTa U
yMeTHMKa ca ApyLUTBEHOM cBeluhy.
Tako je 1 rpyna aytopa, caunme-
Ha 0f, akaf,eMCKOr UCTPaXxnBaua,
aKTMBUCTE U aHanuTU4apa Meauja,
npe ABe rogvHe uspgana 3ajeg-
HWYKW NUCaHY KHUTy Nog, Hasu-
BOM KacTopujaguc n aytoHomuja y
JiBaziecet npBoMm Beky. Y yBoay cy
NMOHOBW/IN FeCT KOjUM je OCHOBaH
yaconuc Coyujanu3am nnv BapBap-
CTBO, M O peAunnu fa je TpeHyTaK y
KoMe ce o6pahajy uMTaouy ,npecy-
AaH” 3a ,M360p ayTOHOMUje YMEeCTO
cBe Aay6sber BapBapCcTBa HalLmUX
BpeMeHa” (Schismenos et al. 2022,
3). Kao rnaBHu aprymMeHT 3a TO,
nopeg, ekosnoluke kpuse u pactyher
pacu3ma HaBenu cy ,MoBlavYere y
KOHdopMU3am”, unju je cUMNTOM
3aTBapare XOpU30HTa UMarvHa-
uuje Ha BUAOKPYr AOMUHAHTHE
naeornoruje, ca nocneauuomMm aa je
,J1aKLle 3aMUCNIMTU Kpaj CBETa Hero
Kpaj kanutanuama” (Fisher 2010,
3), WTo je Te3a npunucusaHa Llejm-
COHY 1 XKnXKeKy, KOjy je Y Krbury
npetoyno Mapk duwiep.

»YPreHTHO Aa ce paauKasnHo
APYLITBEHO UMArMHapHO aKkTUBMpa
Ha HaYMH KOju NpeBasunasun JoMu-
HaHTHa, XeTePOHOMHa, ApyLITBe-
Ha MMarvHapHa o3HayaBarba”
(Schismenos et al. 2022, 21),
nucanu cy aytTopu Kibure o Kacto-
pujagucy, Harnawasajyhu nputom
Aa, no Kactopujaaucosum tesama,
,PEBONT, NO6GYyHa 1 peBonyuuja
MOry fia ce fece yHyTap cBake cde-
pe ApYLITBEHOr XXUBOTA, He CaMO Yy
ekoHoMmckoj". (McTo) Takae cTaBy
BEJINKO] MEpPU OCHaXyje YyMeTHUKe,




npyxajyhu um nermtumuTeT ga
CBOje APYLITBEHO M NOMNTUYKO
[ieNnoBame CnNpoBoje CBOjUM
YMETHUUYKMM, a He CaMO aKTu-

BUCTUYKUM TUMOM aHra>kMaHa.

Mo KacTtopujagucy caBpemMeHa
YMETHOCT MMa Kao CMUCao
NnocTojarba Aia KOHTUHYMpPaHO
,ApencnuTyje (4pywTBEHA)
3Hayera, Tako KaKo ce OHa
ycrnocTaBJbajy 1 Aa cTBapa
Apyre HoBe opMe 3a Hux”.
(Castoriadis 1997b, 345) Kac-
Topujaauc, Hagasbe, noBesyje
Apyre HoBe ¢popMe, apyre HoBe

HOpPMe 1 Apyre HOBe 3aKOHW-
TOCTU U 3aKOHE, KOjU Yy TOM
6eCcKoOHaYHOM criefly NpoMeHe
JeAVHO MOTy fia rapaHTyjy u
ZAPYLUTBY M MOjeANHLY ayTOHO-
Mujy. To ce cBe NocTuxe pa-
[OM pagukasnHe uMmarvHauuje,
Kpo3 ,CTanHu GayKc 3Hayera

N CTaNHO U3Hanaxewe dop-

MU 3a Taj Xaoc y NojeaunHLY 1
apywTsy.” (UcTo, 343)

MNa unak, jacHo je ga kanutanu-
3aM NpoXKMMa CBET YMETHOCTM
N ,MHOIU Of HajyCNEeLHNjMUX
yMeTHMKa npey3enu cy ogpehe-

He KanuTanucTU4Ke HaunHe Je-
noBaa uiv, Mornn 6ucMo Yak
[la KakeMo, YMETHULMN Cy o
KanuTanucTa Hayuunm Kako aa
BOJle CBOje aTesbee, Kopucre
MapKeTUHT, NPOU3BOAE pajoBe
eduKacHuje, 1 LLMPOK oncer
Apyrux TexHuka”, nucao je [lejB
Buy 0 HaunMHy NnpousBogH-e y
o6nact ymeTHocTu. (Beech
2015, 11) To unak He 3Hauu aa
6aBuTK ce ymeTHoWhyY HY>XXHO
3HauM 6UTK NOCNYLIHKM cnyra
KanuTana, jep ,MHore npakce

n 065IMUM pa3MeHe y OKBUPY







KanutanuMsma Hucy 6all Ka-
NUTaNUCTUYKE Y CTPUKTHOM
cMuUCny akymMynaumje gobapa”,
Te je YnkbeHuLa aa je paHac
,YMETHOCT yBe3aHa ca Kanura-
NTM3MOM He 3Hauu Ja je cBefe-
Ha Ha KanuUTalMCTUYKN HaunH
npouseogmne”. (NcTo, 28) To

je WTOo ce TUYe NPon3BOAH-E,

a WTOo ce Tuye AncTpmbyuuje,
Hwukonac bpayH TBpau pga
,JEAVHO aKo yBeJeMO UHCTUTY-
LUujy YMETHOCTU — ApYyLUTBEHY

MalLUMHY KOja YKJby4yje npakce
KOje cMaTpamMo CMOHTaHUM,
Kao LITO je MHTepnpeTauuja,

W opraHvsauuja MHCTUTYUuja
nonyT My3eja, CTPYYHUX Yaco-
nuca, akaleMCK1X ofiesberba

— MOXe YMETHOCT fia NoTBpAU
cBOjy ayToHoMujy". (Brown
2019, 37) Hapasbe, ako Te UH-
CTUTYLMje OAPEANMO HA HAYMH
Ha Koju To unHu KacTtopwmjaguc,
Kao ,ApYLITBEHO CaHKLMUOHU-
caHe CMM60JIMYKe Mpexe Yy

=1 |

OKBUPY KOjUX Ce KOMOUHYJY
(yHKLMOHaNHa u umaruHap-
Ha KoMnoHeHTa” (Castoriadis
1998, 132) Bpyi0 Nako MOXXEMO
[a yTBpAMMO Ja Cy OHe noj-
NOXKHe AenoBary pagnkanHe
nmaruHaumje. Hby Kactopuja-
avc oapehyyje kao ,CcTanHu
TOK nNpeacTtaBa, adbekaTa u
WHTEHLMje KOje HUCY NOAJI0X-
He ogpeheHocTn” (Castoriadis
1998, 274), n pa3nukyje ce no
noTeHuujany MUHBEHTUBHOCTU

N NpOU3BOAH€E HOBUX TUMNOBA
dbopmMu 1 3Hayera o4 ,CeKy-
HOapHe”, Koja je caMo ,jegHo-
CTaBHa, UMUTATMBHA, penpoay-
KTUBHA U/unn KombmHaTopHa”
(Tovar-Restrepo 2012, 35)

Mo KacTopujagucy nonutu-
Ka ce Ha ApYLITBEHOM MaHy
MOXXe 0ApeanTH U Kao ,CTBa-
paHbe MHCTUTYLMja Koje, Kaja
UX UHOMBUAYE UHTEPHANN3YJY,
omoryhaBajy huxoBo goce-

3arbe HAMBUAYasHe ayTOHO-
muje”. (Castoriadis 1991, 173)
NHCcTUTyumje ymeTHOCTM, a no-
Ce6HO UHCTUTYLMje Y KojuMa ce
06pasyjy yMeTHUUM Tpebdasno 6u
fa 6yay ynpaBo Takse, nonyT
MallnHa 3a cTBaparbe ayTo-
HOMHMX 0coba ca n3paxKeHoM
Mohu paankanHe numarmHaumje.
Ha nHpmBuagyanHom nnany, Taj
npojekat 61 61o poKycupaH

Ha pasoTyhere nojeanHua, TO
ject ocnobaharbe o NoABpPrHy-

TOCTU ,MHCTUTYLIMOHANIN30Ba-
Hoj xeTepoHomumju” (Castoriadis
1975, 152), u pocesarba ayTo-
HOMMWje Kao caM03aKoHOaB-
ctBa (Castoriadis 1991, 164),
WK, Kako To cToju y Manu-
dhecTy ayTOHOMM3MA, A0 JIY-
HOr NMpMHUMNa 1 ,MoKopaBaHa
CBOjUM BNaCTUTUM 3aKOHUMA".
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THE CONTEXTS
OF THE ORIGIN
OF THE AUTONOMISM
MANIFESTO,

STEVAN VUKOVIC



In February and March of 1994,
when the Manifest of Autonom-
ism was made, the state union
od Serbia and Montenegro
called the Federal Republic of
Yugoslavia successfully imple-
mented a new monetary re-
structuring program that would
lead the local economy out of
the worst inflation on record in
the region, while the Washing-
ton agreement - signed by Cro-
atia, the Croatian Republic of
Herzeg-Bosnia, and the Repub-
lic of Bosnia and Herzegovina

- started paving the way toward
the Dayton Agreement, signed
in 1995, that put a stop on the
wars and acted as a guarantee
of peace in former Yugoslavia.
In specific numbers, the inflation
between 21 December 1993
and 24 January 1994 was ‘over
7 billion %’, whereas the overall
price growth from 24 January to
the end of the year - during the
implementation of the program -
amounted to ‘only 0.3%’ (Buki¢
2018, 75). The causes for
inflation could be found in the
wartime economy and the eco-
nomic and other sanctions that
were imposed on the Federal
Republic of Yugoslavia by the
United Nations Security Council
on 30 May 1992 as a reaction
on the FRY’s interference in the
civil war in Bosnia and Herze-
govina that started on 7 April
1992, and the lack of implemen-
tation of Resolution 752 that or-
dered the Yugoslav Army retreat
from the Republic of Bosnia and
Herzegovina. These were not
cancelled until the UNSC Res-
olution 1074, that was adopted
on 1 October 1996.

A number of internationally
relevant experts wrote about
the impact of sanctions on the
economic and political situation
in the country, and so Vojin
Dimitrijevi¢ and Jelena Peji¢
quoted an opinion by Darko
Dzuni¢, the director of the Bel-
grade-based Economic Institute
”if the West intended to punish
us for our political leadership
by destroying our economy,
the sanctions were a success”,
however, "if their goal was to
facilitate a multi-party centrist

democracy, then they were
counterproductive” (Dimitrijevic
and Peji¢, 1993, 509) . Some
even believed they were just
some form of warning preced-
ing a possible foreign military
intervention, as did Zivorad
Kovacevi¢, who warned in April
1993 that a “grave mistake can
be made if, instead of hard
realism and a cold-headed
assessment of the situation, we
revert to one of our illusions,
such as ‘we are resilient and
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sanctions can not harm us”,



(Kovacevi¢, 1993, 22). Howev-
er, the most impactful testimony
of their effect on the common
man, citizen, and a sensitive
artist, was offered by a 1994
comic book by Sasa Rakezi¢,
AKA Aleksandar Zograf, “Life
Under Sanctions” (Zivot pod
sankcijama), that reached glob-
al distribution in the same year
and was noted in many comic
book conferences. The comics
were reprinted in a vast number
of anthologies and rehashed

in several editions dedicated

to his opus. In an analysis and

balgrade live Y2K

interpretation of one of these
units under the title “Regards
from Serbia”, published by Top
Shelf Productions from Marietta,
Georgia, University of Texas at
Austin professor Vlad Beronja
wrote that “the combination of
surreal visions and documen-
tary reporting made possible

by Zograf’s graphic diary in the
underground genre of autobi-
ographical comics has resulted
in a counter-archive of everyday
life in Serbia during the 1990s
and beyond.” He does this by
representing “the collective

=1 |

fantasies and interior life of a
political collective in times of
catastrophic history” (Beronja,
2020, 17). Concurrently, he
takes a strip that “stages the act
of drawing precisely as a politi-
cal act” (Beronja, 2020, 5) as a
meta-image of his work.

Uros Duri¢ appeared in this
comic strip as a character from
the circle of Zograf’s closest
friends, interpreting the expe-
rience of living in Serbia and
Yugoslavia at the time, through
a personal story illustrated
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of Whitlock’s investigation, in
Duri¢’s work self-historicization
goes with a dose of self-ironi-
zation. These are strategies
that - according to Milenkovi¢

- Uro$ applies consistently”, in
a (conceptual) act of “projecting
the personality as a mediator of
ideas” (Milenkovi¢ 2013, 12).

In his further interpretation of
both autonomists’ positions as
defined by the Manifesto, Milen-
kovi¢ continues that “instead of
the position of the artist depen-
dant on the context embedded
in his art by curators, gallery
owners and other stakeholders
in the (non/existing) art-system
— autonomists construct their
own art context)” (Milenkovi¢
2013, 8). The two autonomists’
implicit interlocutor whose theses
were being questioned was
Jerko Denegri, art historian and
professor of modern art at the
Art History Department with the
Belgrade Faculty of Philosophy,
specifically his interpretation of
Markus’s work in the book “Frag-
ments: Sixties — Nineties: Artists
from Vojvodina”, then recently
published by Novi Sad-based
Prometej, that they believed to
be highly competent, but overly
schematic. A symposium organ-
ised just several months later
within the First Youth Biennial

in Vr$ac, that emerged based
on the need to compensate for
the Rijeka Youth Biennial, which
was discontinued due to the
war, brought them additional
validation for putting up fences
against the critical and art-his-
tory discourses prevalent at the
time. The discussion for and
against the motto Modernism
after Post-Modernism, a pivotal



point of the symposium, meant
absolutely nothing to the auton-
omists, i.e. it seemed to be tak-
ing a direction opposite to what
they had been doing, thinking
about and aspiring to. However,
at the same conference, Lidija
Merenik very clearly presented
her claim that “with the hetero-
geneity of its approaches and
languages, subjectivity of its
choices, diversity and complexi-
ty of its codes, contemporary art
almost has no points of contact
with the thesis on the existence
of Modernism after Post-Mod-
ernism” (Merenik, 1994, 65),
and Dejan Sretenovi¢ closed
his presentation with the thesis
that “looking up to art itself, cri-
tigue must bid both modernism
and post-modernism farewell”

(Sretenovic, 1994, 67), but they
failed to offer a discursive plat-
form that would provide artists
who were taking their first steps
towards professionalism with an
adequate underpinning for their
practices. This will be done only
later through developing the
concept of “active escapism”
(Merenik 1996, no pagination),
and “art in a closed society”
(Sretenovi¢ 1996, n.p.) that will
be developed in annual Soros
Centre for Contemporary Art
Belgrade exhibitions, and at the
“On Normality” exhibition at the
MoCAB.

Two years later, in a text in
Vreme magazine, Jovan Des-
potovi¢ succintly summarized
the genealogy of the thesis that
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originated the conflict among
critics. Seemingly, it was origi-
nally posited by Tomaz Brejc in
an eponimous text (“Modernism
after Post-Modernism?”), pub-
lished in the Belgrade “Moment”
magazine, issue 11/12, 1988.
Then Jerko Denegri tookK it,

but without the question mark,
i.e. not as a suggestion but as
a claim, and proposed it to be
the title of the new paradigm

in Serbian art in a foreword to
the catalogue of the 1994 First
Youth Biennial in VrSac, where
he emphasized the “priority of
form in art of the nineties.” This
utterly polarised the speakers
and so Lidija Merenik, Dejan
Sretenovi¢, Marina Marti¢, and
others found themselves on the
side criticising this phrase, and
Migko Suvakovié, Sava Stepan-
ov, and Jerko Denegri himself
were defending it (Despotovic
1996, 48). Subsequently, during
the same year, as Despotovi¢
wrote the summary of the de-
bate, Sava Stepanov continued
propagating Denegri’s thesis

in the catalogue to the Second
Youth Biennial, claiming how
“subjectivism and the interest
for content and iconographic
representation” waned during
the nineties, how “subjectivist
positions were replaced by a
rationalist relationship to world
and art”, and that “aniconic
creations in art and sculpture,
mostly geometric and con-
structivist in character, were
emerging” (Stepanov, 1996, 7).
Three of four curators of the
Biennial highlighted the correc-
tion of his theses in the case of
Uro$ Buri¢, who will take one
of the prizes at the same event.
Jadranka wrote the following

about Duri¢’s work: “placing the
classic motif of the self-portrait
in a landscape environment and
in a relation to other painted
characters (portraits), real or
fictitious, conceptual processing
of most diverse elements and
motifs from classical and his-

torically avantgarde art, Buri¢
opens up a complicated world
of feelings and personal expe-
rience of art - that he includes
himself into - before the spec-
tator” (Toli¢, 1996, 14). Among
other things, Stevan Vukovi¢,
also wrote that Buri¢’s work
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“showed a well-built conceptual
schematic, a strategy of using
tradition, its privatisation, mon-
umentalising personal experi-
ences and legitimising personal
myths through historically
proffered forms and schemata”
(Vukovic¢, 1996, 20). Zoran Eri¢
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wrote that “Duri¢ introduced
and deconstructed Malevich’s
suprematism in the context of
projecting personal fascinations
and myths, which renders a
painting into a field of interlacing
and intersectioning diachronic
and synchronic streams of art,
milestones of historical avant-
garde and comic books and the
world of popular culture” (Eri¢,
1996, 28).

In his text, Stepanov - referenc-
ing Filiberto Mena - invoked the
“art’s right to its own autonomy”
not with the aim of isolating
itself, but rather to proffer its
own model to other knowl-
edge and practice” (Stepanov,
1996, 7) and even quoted that
most of the artists exhibiting

at the exhibition (1996) were
“dedicated to art’s issues and
autonomy” (Ibid, 8). The par-
adox of simultaneous use of
the thesis on the autonomy of
art in Stepanov, Denegri and
Suvakovi¢, as well as in Duri¢
and Marku$, was highlighted by
Dimitrijevi¢ and Andelkovi¢ in
the catalogue to the exhibition
“On Normality”. They wrote the
following: “Duri¢’s art, as well
as the art of other protagonists
of the Belgrade urban (under-
ground) scene in the nineties
was the only realistic alternative
to the dominance of formalism,
purity, and non-expressionism
that was preferred by the most

influential critics”, and that it

is consequentially, “interesting
and almost paradoxical to have
the concept of ‘autonomy’ - that
was always in the subtext of
the actions within the formalist
or neo-modernist faction - un-
equivocally reappear through
the mediation of Uro$ Buri¢”
(Andelkovi¢ and Dimitrijevic,
2005, 72). Resolving this par-
adox, or at least shedding light
on its causes, requires the intro-
duction of one of the supporting
pillars of the thesis on “Mod-
ernism After Post-Modernism”,
specifically a theory proposed
by Clement Greenberg, where

- in the version interpreted by
Denegri - “there is no significant
difference between the modern-
ist ideal of autonomy of art and
the avantgardist ideal of its so-
cial function”, and consequently
no mutual “exclusion between
the modernism-avantgarde
phenomena and concepts”
(Denegri, 2001, 76). In their un-
derstanding of autonomy, Uros
Buri¢ and Stevan Markus turn
to the avantgarde, embodied in
Zenith and Malevich, and hence
choose the form of a manifesto
to declare their positions spe-
cifically in opposing modernist
autonomy.

“I am writing a manifesto and
there’s nothing | want, and

yet I'm saying certain things,
and in principle | am against
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manifestos, as | am against
principles” (Tzara, 2014-2015,
17-18), Tristan Tzara wrote in

a manifesto that was published
separately in 1918 as the Dada
Manifesto, and then included

in a book of manifestos, which
was still quite unusual for its
time, since they were written

to be performed, published in
the press and handed out as
leaflets. Similar to the Zenitism
or autonomism manifestos,
Tzara’s manifesto is not proj-
ect-focused. These are, in the
words of Marjorie Perloff, a type
of textual form, introducing a
specific “mode of agonism, the
voice of those who are con-
tra” (Perloff, 1986, 82) and are
therefore convenient to be used
in formulating an “act of reject-
ing existing interpretations of
his (Buri¢’s, and even Markus’s)
work, especially those viewing
it exclusively within an ‘urban
iconography’ or a ‘return to fig-
uration” (Andelkovi¢ and Dim-
itrijevi¢, 2005, 72). Contrary to
such reduction to the mundane,
already adopted and canonised,
Uro$ Duri¢ stated the following
in a text by Danijela PureSevi¢
for the catalogue of ‘View to a
Wall’: “nobody caught onto the
point of my art. | use figuration
like Duchamp used readymade.
My use of figuration is ambig-
uous. And | am not a figurative
painter. | am a pure conceptual-
ist.” (Puresevi¢, 1996, 24).
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In February and March 2024, as
the catalogue for the ‘Autono-
mism Here and Now' exhibition
- with its declared purpose of
questioning newer segments of
Uros Duri¢’s work against the
positions he expressed togeth-
er with Stevan Markus in the
1994 Autonomism Manifesto -
was being prepared, wars were
fought in Ukraine, in the Gaza
strip and at the Red Sea, bring-
ing their economic toll on the
global market. The European
Union imposed their thirteenth
economic sanctions pack on
Russia, introduced in February
2022, and Serbia still avoided
joining it. In late February, the
Venice Biennial administration
rejected a petition to deny the
Israel pavilion participation

at the 60th Biennial, whereas
Russia, that cancelled its own

participation in 2022, did not
even announce it this year,
and therefore that pavilion will
remain empty for the second
time. Ukrainian artists will be
included in several selections,
and Palestinian artists still look
forward to various collateral
events during the exhibition
and are rallying support for
them in many public protests
taking place in museums and
galleries.

Serbia developed a protest
culture over the decades, with
artists participating in it in
droves, at least when compared
to other professions. Local peti-
tions are written and means of
public communication utilised,
as these are perhaps more
easily accessible to artists and
other stakeholders in art than

other professions; questions
are raised concerning status,
ethics of responsibility among
celebrities, and professional
associations are becoming
increasingly active in these and
many other political issues.
Sheer protesting and denial of
the current situation evolved
into diversified strategies and
tactics employed to impact the
general public and institutions
of the system, which also led
to the development of specific
types of institutional activism.
Hence, the emphasis of action
shifted from the ‘multitude of
parallel realities’ to the ‘here
and now'. Uros Duri¢ took the
phrase ‘here and now’ from the
title of a text written by Dorde
Jovanovi¢, published in the first
issue of the ‘Surrealism Here
and Now' magazine (Nadreal-
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izam danas i ovde) in Belgrade
in 1931 (Jovanovi¢, 1931, 11).
This phrase originated within
the group of surrealist artists
faithful to avant-gardist prin-
ciples, but also initiated into
the flows of Marxist dialectics.
They were convinced that the
‘dialectic movements of dada,
the transformation of dadaist
negation into a dialectic syn-
thesis, the equalisation of dada
in its development with dialec-
tic itself, could only mean the
nullification of the very sign, or
the destruction of dadaism it-
self! (Popovi¢ and Risti¢, 1931,
35) This also included Zenitism,
that they considered one of the
offshoots of the dadaist ways
of thinking.

The avant-garde Uros burié
referred to in his work in the
local (Yugoslav) context in

the first half of the previous
century included the following:
“Expressionism, Sumatraism,
Cosmism, Svetokretism, Zeni-
tism, Dadaism, Hipnism, Con-
structivism, and Surrealism”,
with periodicals at the core of
the gathering, production and
dissemination of avant-garde
poetry and thought (Plamen, Za-
greb, 1919; Svetokret, Ljubljana,
1921; Trije labodje, Novo Mesto,
1921; Zenit, Zagreb and Bel-
grade, 1921-1926; Dada tank,
Dada jazz and Dada jok, Zagreb,
1922; Ut, Novi Sad, 1922—-1925;
Hipnos, Belgrade, 1922-1923;
Misao (Thought), at the time of
Ranko Mladenovi¢ as editor,
Belgrade, 1922-1923; Rdeci
pilot (Red Pilot), Ljubljana,
1922; Putevi (Roads), Belgrade,
1922-1924; Crno na belo (Black
and White), Belgrade, 1924;

Svedocanstva (Testimonials),
Belgrade, 1924-1925; Novi oder
(New Stage), Ljubljana, 1925;
Bela revija (White Review), Bel-
grade, 1925; Vecnost (Eternity),
Belgrade, 1926; Tank, Ljubljana,
1927; 50 u Evropi, Belgrade,
1928-1929, Tragovi (Traces),
Belgrade, 1929, Hemoryhe/L'im-
possible, Belgrade, 1930, Nad-
realizam danas i ovde (Surreal-
ism Here and Now), Belgrade,
1931-1932)" (Sretenovi¢ 2020,
80). So, what is it that high-
lights surrealism, or - more
accurately - positions on art
expressed in the Surrealism
Here and Now as the potential
place of anchoring the para-
digm of art that might still be
valid today, especially for an art
that would adhere to the adjec-
tive ‘autonomist'? Those would
definitely be revolt, non-compli-
ance and non-conformity, but
first and foremost a rejection
of the existence of any ideality
that would oppose the ‘is’ of a
reality with a ‘should be’ of its
own because, as Davico, Ko-
sti¢ and Mati¢ defined it, “one
reality always opposes another,
although they are connected
with the same human matter,
and that is where the non-con-
formity of morality lies, stem-
ming from this counterposition
where, in fact, two systems of
relations and living oppose one
another” (Davico, Kosti¢, and
Mati¢, 1931, 2). These realities
make room to accommodate a
projection of “a possible real-
ity, equally separate from the
real world and art itself, where
fantasy and specific events,
actual or imaginary characters
or objects, historical styles and
movements, ideas, indications,
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symbols and representations,
will be able to function unim-
peded”. This is a reality where,
according to the Autonomism
Manifesto, the artist becomes
present as a ‘characterin a
painting’.

In their catalogue for the ‘On
Normality’ exhibition, Branisla-
va Andelkovi¢ and Branislav
Dimitrijevi¢ - while dissecting
the art in Serbia during the
nineties of the previous century
- underscored how “inscribing
the art subject in the field of
the painting” in the work of
Uros Duri¢ and Stevan Markus
represented a “ceremony of
visual pursuit of desires, fanta-
sies and obsessions as textual
templates to configure an
(im)possible inscription of the
artist into the world”, whereby
“Duri¢’s fictional worlds are di-
rectly derived from popular cul-
ture and own experience (of an
actor, musician, radio host and
urban socialite) and portray the
artist as a proto-Baudelairean
hero of a fantasy-spun scenar-
io, as an ‘alter ego’ vicariously
empowering his own Ego”,
while Markus “appears in his
unnamed paintings as a ‘third
person’, a fragile and introvert
figure inhabiting mysterious
and at times phantasmagorical
habitats where no elements
can obtain clear meanings and
be resolved for the spectators”
(Andelkovi¢ and Dimitrijevi¢,
2005, 154). Furthermore, while
explaining the procedure of
building visual narratives in
the work of Duri¢ and Markus,
where the character of the
artist is included in the form of
self-portrait, Nikola Dedi¢ will




employ a highly specific linguis-
tic formulation, naming it as
“placing the authorial subject/
character in the centre of the
artistic imaginarium” (Dedi¢,
2009, 234). In its exemption
from the dominant symbolic
structure, this imaginarium
provides for a field of individual
freedom, where existing social
hierarchies, or manners of dis-

tributing social roles that have
already been internalised and
are being taken for granted, do
not have to be observed. This
enables a witty realisation of
the Belgrade surrealists’ motto
of “destroying classics, classi-
fications and classes” (Risti¢
1983, 241), by casting Belgrade
urban scene mainstays in
roles of superheroes, and their

own characters in the roles of
classics in their paintings: “Two
of the Biggest Serbian Painters
Steep Dive”, and “Pointless
Autonomism: Murder, or Two

of the Biggest Serbian Painters
Calmed by their Greatness”.

According to Hal Foster,
“avant-garde work is never
historically effective or fully

significant in its initial
moments” because it
creates a “hole in the
symbolic order of its time
that is not prepared for it,
that cannot receive it, at
least not immediately, at
least not without structur-
al change” (Foster 1996,
96). The negatory, nihilist,
and agonistic potentials
of historical avant-gardes
challenged the previous
art history, the artistic
system, and - according to
Burger - the very art as an
institution, whereby he de-
fined it as “productive and
distributive apparatus and
also the ideas about art
that prevail at a given time
and that determine the re-
ception of works” (Burger,
1998, 33). It was not until
the neo-avant-gardes that
the status of avant-gar-
des as artistic practices
constitutive to the field

of art they were active

in could be confirmed;
however, their antagonist
potential was already
recuperated in the interval,
and integrated into the
capitalist economy and
mass culture. According
to Luc Ferry “rebellion has
become a mere proce-
dure; criticism, rhetoric;
transgression, ceremony”,
and “negation has ceased
being creative” (Ferry,
2001, 193). This is how, in
a quite absurd manner, the
heritage of the avant-gar-
de was integrated in the
dominant paradigms of
art, but with an outcome
that rendered it harmless




to the system of values it once
challenged. Tristan Tzara gave
instructions on how to quickly
and easily write avant-garde
manifestos that could legiti-
mise anyone in no time: “To put
out a manifesto you must want:
A, B, C, to fulminate against 1,
2, 3,to fly into a rage and sharp-
en your wings to conquer and
disseminate little and big ABCs,

to sign, shout, swear, to organ-
ize prose into a form of abso-
lute and irrefutable evidence”
(Tzara, 2014-2015, 17).

The artists who return to the
heritage of he avant-garde - if
that act is not merely to refer-
ence their work for easier place-
ment, or wasting the symbolic
capital of these movements to

position themselves on the art
scene today - mostly do this

to fill in the aforementioned
‘hole in the symbolic order’
with their actions and work on
deconstructing the established
canons. In addition, the ‘radical
imagination’ concept, as de-
fined by Cornelios Castoriadis,
one of the founders of Social-
isme ou Barbarie (Socialism or

Barbarism) group who replaced
the ‘struggle for socialism’ with
‘struggle for autonomy’ in his
later work, started increasingly
entering the operational vocab-
ulary of both socially conscious
activists and artists over the
recent years. Hence a group of
authors composed of an aca-
demic researcher, an activist,
and a media analyst, published

a joint book two years ago
called “Castoriadis and Autono-
my in the Twenty-first Century”.
In the introduction they repeat-
ed the gesture that founded

the Socialism or Barbarism
magazine and claimed that the
moment when they were ad-
dressing readers was “decisive”
to “choose [...] autonomy over
the deepening barbarism of our
times” (Schismenos et al. 2022,
3). The main argument listed

in favour of this, aside from the
environmental crisis and the
growing racism, was “retreat
into conformism”, a symptom
of which was the closing of

the imagination horizon to the
scope of the dominant ideolo-
gy, with the consequence that
it was “easier to imagine the
end of the world than the end
of capitalism” (Fisher, 2010, 3),
a thesis credited to Jameson
and Zizek, turned into a book by
Mark Fisher.

As the authors of the book
wrote about Castoriadis, “it is
urgent that the radical social
imaginary activates in ways
that transcend the dominant,
heteronomous, social imag-
inary significations” Schis-
menos et al., 2022, 21), empha-
sizing how “revolt, rebellion,
and revolution can occur from
within any sphere of human life,
beyond simply the economic”
(Ibid). This attitude empowers
artists to a large extent, imbu-
ing them with legitimacy to per-
form their social and political
actions through their artistic,
rather than just activist, types
of engagement. According to
Castoriadis, the purpose of the
existence of contemporary art

is to constantly “questioning
[social] meanings as it was
each time established, and by
creating other [new] forms for
them” (Castoriadis 1997b, 345).
Further, Castoriadis connects
other new forms, other new
norms, and other new legalities
and laws, that are the only ones
able to guarantee autonomy to
both the individual and society.
This is all achieved through the
work of radical imagination,
through a “constant flux of
meaning and a constant finding
of forms for this chaos in the
individual and in society” (Ibid,
343).

However, capitalism clearly per-
meates the art world and “many
of the most successful artists
have taken on certain capital-
ist practices or, perhaps we
could say, artists have learned
from capitalists about how to
run their studios, use market-
ing, produce their works more
efficiently, and a range of other
techniques”, Dave Beech wrote
about the modes of production
in the arts (Beech, 2015, 11).
This does not mean that engag-
ing with art necessarily means
being an obedient servant to
capital, because “many prac-
tices and forms of exchange
within capitalism are not cap-
italistic in the strict sense of
being engaged in for exchange,
that is, to accumulate wealth”,
and hence it is a fact that “art
is bound up with capitalism

but does not conform to the
capitalist mode of commodity
production” (Ibid, 28). That is

it regarding production, and in
terms of distribution Nicholas
Brown claimed that “only by



invoking the institution of art - a
social machine that includes
practices experienced as
spontaneous, such as interpre-
tation, as much as organised
institutions such as museums,
learned journals, academic
departments - can the work

of art assert its autonomy”
(Brown, 2019, 37). Moreover,

if we define these institutions
as done by Castoriadis, as the
“socially sanctioned, symbolic
network in which a functional
component and an imaginary
component are combined in
variable proportions and rela-
tions” (Castoriadis, 1998, 132),
we can easily see they are also
subject to the actions of radical

imagination. It is defined by
Castoriadis as an “indissociably
representative/affective/inten-
tional flux” (Castoriadis, 1998,
274) and it can be differed by
its potential inventiveness

and production of new types

of form and meaning different
from the “secondary” that is
merely “simple, imitative, repro-
ductive and/or combinatory”
(Tovar-Restrepo, 2012, 35).

According to Castoriadis,
politics can also be defined at
the social level as creating “the
institutions which, by being
internalized by individuals,
most facilitate their accession
to their individual autonomy”

(Castoriadis 1991, 173). Art
institutions, and especially in-
stitutions where artists are ed-
ucated should be precisely like
that, like machines manufac-
turing autonomous individuals
with a pronounced capacity for
radical imagination. At the indi-
vidual level, this project would
be focused on de-alienating the
individual, i.e. releasing them
from subjugation to “institu-
tionalised heteronomy” (Casto-
riadis, 1975, 152) and reaching
autonomy as autos-nomos
(Castoriadis 1991, 164) or - as
it stands in the Autonomism
Manifesto - to a personal prin-
ciple and ‘submitting to one’s
own laws'.
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Der Faden der Oerechiigkeit ist abgerisser. Ea
horrechen Hoshelt und Gewalt. Die  OGrossen herrschen Bher
die Eleinen und in ihrer Uberheblichkeit kemnen sis keinen
Gott und hoben keine Seele.

Der blutrlinatige Hitler boellt asish, dass nicht
ein einziges Ackerland suf dieser Erde ohne Elend und Leid
blelbt. Auch unser gequiiltes Vaterland ist daven nicht ver-
schont. Wir strecken dir unserc ehrliche Hand entzegen abor
du willst such das Berz. Beseelt von dem Eroberunge- und
Unterdriickunzewillen trittst du mit Fissen allep, was uns
durch die Jahrhinderte dor Sklaverel as helligston gewessn
ist, - du trittet mit Fissen unsers Frelhoit, unsere Ehre
und unseren Stols.

bir Hitler, Schn Ealns, rufen wir Sihne grosser
Viiter und Grossviiter unser "Halt® entgegen. Willst Do ea
aber nicht hiren, dann wirst du suf unsere gestihilten Muskeln
stossen., Wir werden deln Blut verglessen und mit den Flssen
werden wir dir, du Drache, auf den Hals treten, dass du dich
ole wieder erheben wirst. Merke dir, dass uns viellsioht
dor Herrgott dazu auserlesen hat, dess dir gerads hel uns die
Vergeltung Iflir all deine [beltaten sutell wird. Merk Dirs gut.

Svatolik M. Dragadevas
Besirkshauptmann a.D.
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LAUTA OHAR APDrro MOXE EMTH
CEAODOGOAHA EOAR, AKO HE ARSTOHOMMAR,
Td. CEOJCTED EOAE AR CAMA CEEGH
EHAE IAKOH.”

-+ATOHOMHMJA BOAE, JECTE CEOJCETED
EOAE, NO KOJEM JE OHA CAMA CEEGHM
2AKOH (HEXABMCHO O CEAKOM
KEAANMTETY NPEAMETRA XTERA).
ARKAE, HAYEAD ARATOHOMHMAE JE:
HHUKAKO APdra€dMJaE HE GMPATH HEro
EAMO TAKO, AR MAKEMME MZIEOPA GOAE
d MCTOM XTERY EX4Y ONWUTH XAKOH."

I. Kant, Grundlegung zur

Metaphysik der Sitten,
18 MAPTA 1965 TrCAA YENOBEK BLILLUES B MPOCTOPLlI BCENEHHOM. - Reclam, Philipp, jun. GmbH,

Verlag; Nachdr. Edition,
1986.

AHOMMAA (FPHY. A-= HE H V0j10s= SAKOH) NOJAM JE KOJM JE YEED
BPFAHUNCKM COUMOAON EMMA AMPKEM, AR EM OXHAYMO NOMARKAKE,
CYHCNEHIHMAY HAH HEEQIMKACHOLT APHWTEEHMX HOPMM, SAKOHA, NPONHMER

M EPFEAHOLCTH KOJE ADEOAM A0 AEXOPrAHMZIALMAE H AECTAGHMAMZIALIMIE
APYHUWTEA, KAO M A0 KOHAYXMAE 4 MOPAAHOJ CEECTH NOJEAMHLA, A HECTO
M A0 AENMHKEEHTHOr NOHAUAKA. A0 CTARA AHOMMJE AOARXH 4
NnEPMOAMMA APHUTEEHE M NOAMTHHKE KPHMXE, PATOEA M G2JHA, KAO M 4
EPEMEHHMMA APUUTEEHE TPAHZIHUUMIE KAAR EHMUE HE GAE PAHHMJAE HOFPME
M TPRAAMUHOHANHE EFEAHOLCTH A HOEE J0OW HMEY SJENOCTAGAEHE, WTO
AODEODAHM A0 NOMETHRE M AEXOPHJEHTALUMAE YAARHOER APHUTER 3 TPANAKY
=A COUMJIAANHO NOXEAHMM OEPACLMMA NOHAUWAKA.

“WHAT, THEN, CAN FREEDOM OF THE WILL BE OTHER THAN AUTON-
OMY, THAT IS, THE WILL'S PROPERTY OF BEING A LAW TO ITSELF.”

“AUTONOMY OF THE WILL IS THAT PROPERTY BY WHICH THE WiLL
IS A LAW TO ITSELF (INDEPENDENTLY OF EVERY PROPERTY OF THE
0BJECTS OF VOLITION). THE PRINCIPLE OF AUTONOMY IS, THERE-
FORE: TO CHOOSE ONLY IN SUCH A WAY THAT THE MAXIMS OF YOUR

CHOICE ARC ALSO INCLUDED' AS UNIVERSAL LAW IN THE SAME

ANOMIE (GRECK, A- - NO AND vopoc - LAW) 1S A CONCERT INTRODUCED BY THE FRENCH SOCIOLOGIST EMILE VOLITION.

DURKHEIM TO DENOTE THE FAULTINESS, SUSPENSION, OR INCFFICIENCY OF SOCIAL NORMS, LAWS, REGULATIONS AND
VALUES, LEADING TO SOCIETAL DISORGANISATION AND DESTABILISATION, CONFUSION IN THE INDIVIDUAL'S MORAL
AWARENESS, AND OFTEN TO DELINQUENT BEHAVIOURS. THE STATC OF ANOMIC IS REACHED IN TIMES OF SOCIAL AND
POLITICAL CRISES, WARS, AND REBELLIONS, AS WELL AS IN TIMES OF SOCIAL TRANSITION WHEN CARLICR NORMS AND
TRADITIONAL VALUES CEASE AND NEW ONES HAVE NOT BEEN ESTABLISHED YET, WHICH LEADS TO MEMBERS OF SOCIET-
IES BECOMING CONFUSED AND DISORIENTED IN SEARCHING FOR SOCIALLY DESIRABLE BEHAVIOUR PATTERNS.




+AdTOHOMMJA M CAOEDARA £ PAXAMHMTE EPEAHOLTH. H HMXOEM HENPHUJAATEAM CH
PAXAHMYHUTH. HENPHJATEAHM AESTOHOMMAE CH HHAOKTPHHALHMAA, NMPAKE

MOXrAa, AOMMHAUKMAA, MAHHNYAALMIA, KOHNOPMHMTET, KOHBEEHUMOHAANHOLT,
ARAXHA CARELT, OAPEREHHM OGAMUM HEXPEAOLTHM. HENPUJAATEAM CADGOAE C4
NMPMHEAR, OFrPFAHMHERE, OCHMPOMAUEHE ONUMAE 3 XMEOTH. NTPMMEP RE dKAXATH
HA OGE PAXIAMKE. HEKO MOXE EMTH CADOGOARAH, ANM HEMATH AATOHOMHAY -
PELIMMO, AKO JE TAKO KOHEEHLUMOHAAHO OAFAJAH AR, GEX PAXMHMUARKA,
NOTNAAR NOA EPEAHOLCTH APHUTER,. ANM JdE ONET CAOSOARAH AR HX

OCETEAPHAE KAKO XEAM. OCOGA MOXE EMTH H CADOEODAHA M ASTOHOMHA - HAKOH
uTo JE MIZAGPANA CEOJE EPFEAHOLCTH, HAKOH NPOMHUARKA, U KAAR JE CADOGOAHA
AR MX OCTEAPHJE KAKO XEAM. APHrM JE GO0AM XMEOT. EPEAHOLCT ASTOHOMHMAE JE
OAEOJEHA 04 EPFEAHOCTH CAOGOAE.”
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J. Griffin, On Human Rights, Oxford University Press, 2008.

“AUTONOMY AND LIBERTY ARE DIFFERENT VALUCS. AND THEIR ENEMICS ARC DIFFERENT. ENEMICS OF AUTONOMY ARC INDOCTRINATION,
BRAINWASHING, DOMINATION, MANIPULATION, CONFORMITY, CONVENTIONALITY, FALSE CONSCIOUSNESS, AND IMMATURITY. ENEMICS OF
LIBERTY ARC COMPULSION, CONSTRAINT, AND IMPOVERISHMENT OF OPTIONS IN LIFE. AND EXAMPLE WILL HIGHLIGHT THESE DIFFERENCES.
ONE CAN BC AT LIBERTY BUT NOT AUTONOMOUS - SAY, SO CONVENTIONALLY RAISED THAT, WITHOUT THOUGHT, ONE FALLS IN WITH
SOCIETY'S VALUCS, BUT IS STILL FREE TO PURSUE THEM AS ONE WISHES. ONE CAN BE AT LIBERTY AND AUTONOMOUS — HAVING CHOSEN
ONE’S VALUES, AFTCR DELIBERATION, AND BEING FREC TO PURSUE THEM AS ONE WISHES. THE SECOND IS A BETTER LIFC. THE VALUE OF
AUTONOMY IS SEPARATE FROM THE VALUE OF LIBERTY.”
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