YUYHHATH CTBAPH BUAHBHM

Mawnna ['pynen

Wznoxb6a Hune TomopoBuh Manuparwe Oexoncmpykyuje y My3ejy TpUMEHEHE YMETHOCTH Y
beorpany mpencrarsba HacTaBaK UCTPaKMBamka KOj€ j€ OBa YMETHHMIIA pa3BHjalia Y OKBUPY MPOjeKTa
Apxumexmypa cehara v IpUKazajia y HEKOJIUKO rajepujckux npocropa y Cpouju u peruony. OHO
IITO je KapaKTEepUCTHYHO 3a 1enokynHu paa Hune TomopoBuh je €BOIYTUBHM KOHTHHYHMTET KOJU
reHepulle CroHe u3Mel)y paHujuX pajoBa U OJBOAM HAC Yy HOBE MCTPaKMBAuke JMHUjE pa3Boja OBE
ymetHuue. [louetak kpeupama mnpojekta Apxumexkmypa ceharba, TOKJIONUO CE€ ca IMOYETKOM
TpaH3ulMoHor nepuoaa y CpOuju ABeXuIbaJUTHX rofuHa. Memame CTPYKType U U3Ieaa rpaaa, y
HajBehoj Mepu rpanckor jesrpa beorpanma, Hagorpaama moctojehux objekara W CTHXHjCKa,
HEIUIAaHCKa M3Tpajmha HOBUX CTaMOCHMX 3rpaja MpeAcCTaB/bald Cy KOHTEKCT y kome ce HwuHna
TomopoBuh Tama kperana, KOHTEKCT KOjU HHje HecTao Beh W Jajbe YMHM TIOJA3MINTE HEHUX
YMETHUYKHX pajioBa. Takohe, TpaH3UIMOHU IPOLECH HUCY IpecTanu, Beh cy MHOTMM Ipoleaypama
Hopmanu3oeauu, 300T 4Yera je KPUTHUKO OaB/bee OBUM (EHOMEHHMMA OJ BEJIUKE BaXKHOCTH.
Y4uHUTH CTBapu BUAJbUBUM, Kako Ou pekao Teoperndap bopuc I'pojc, uuju cy TekcToBu
WHCIIUPUCATIA YMETHHILY TP OCMHIIUbABAKY JEHE O MPOCTOPUX MHCTANAIM]a Ha OBOj U3JIOKOH,
Morao OuM ce mperno3Hatd kKao Moryhe wucxommmrTe mpojekra. Mehyrum, mok je dotorpadcko
Oenexeme OTUCaKa MOpPYyIIeHUX Kyha Ha MOBpIIMHaMa 3MJI0Ba CyCeIHUX o0jekara, y BpeMeHy Ipe
usrpaame HoBuX, Huny TonopoBuh y mpeTxoqHOM IpojeKTy OJBENIO Ka MHTUMHO] aHAJIM3U OHOCA
U JaBHO TOpYyIIeHo] KyhM y K0joj je mpoBena IpBe TOAMHE XKMBOTA, HA AKTYEIHO] H3JI0XKOU
npuMehyjeMo Ja jé MHTHMHO TPHUCYTHO QM j€ Yy JPYroM IUIaHy Yy OJHOCY Ha pa3MaTrpame
KOJICKTHBHOT OJIHOCA IIpeMa IMpoMeHaMa KOoje HaM c€ JelaBajy M y KOJU CMO 3ajeTHHYKHM
ucKycTBOM noBeneHu. Huje HeoOmuHo na ce Huna TomopoBuh ca TUM mpomeHama cyodaBa
KopucTehM KOHIIENITyalHM amapar M I0jMOBE IUTMTAJHE mapagurme jep mpeosialyjyhu, wim
npeTeHayjyhu, y mupe mieaHo TPaH3UIIMOHOM TIPOIlieCy, HauWH MPOM3BOAKE M KOH3yMalluje, 0e3
003upa J1a 11 TOBOPUMO O MaTEPHjaTHOM, IPYIIITBEHOM HIJIM HEKOM JIPYTOM PErucTpy, oapehyje Ham
HauWH pa3Marpama cBeTa W MckycraBa. @eHoMeH cehama Takolje ocraje y CpeAuInTy yMETHUYKE
npakce y okBupy HoBe usnox6e Hune TogopoBuh, He camo Kao pecypc 3a HHTUMHO TPOXKUBJHEHE
norahaje, Beh U Ka0 Ba)KHO KOMITAPAaTHMBHO CPEJICTBO MOMOhy KOjer ce CIo3Haje pa3iuka umehy
OHOTa ITO je OWjI0, OHOTra INTO CE MEHa, HACTaje W JOJa3h y BpEeMEHY yOp3ama U IMPOMEHE

rapajurme.

* Hacnos 3a TeKcCT Ipey3eT je ox HacioBa Kmure bopuca I'pojca: Boris Groys: Uciniti stvari vidljivima / Strategije
suvremene umjetnosti, MSU, Zagreb, 2010.



Cgaka umsnoxxk6a Hune TomopoBuwh ykJbydyje aKTHBHO H3JIaraykd MPOCTOP TAaKO Ja C€ PaJiOBU
NEpUUINPaAjy HE CaMO Kao M3JI0KOCHHM eKCIIOHATH HEro Ipe CBera Kao KOHIIETITyaJlHE LIEIMHE ca
KapakTepuCcTUKaMa YMETHUYKUX WHCTananuja. Tako je u y Mysejy npuMemeHe YMETHOCTH CBaKU
O]l IPOCTOPHUX CETMEHAaTa OCMHIIUBEH Kao amOujeHaTHH jorahaj Tje ce U MpOo30pH KOPUCTE Kao
aKTUBHO M3JIarayk0 MECTO KOje je Yy MAMjaiory ca H3JI0KEeHUM (OTOrpaCKUM paJoBHMA.
dotorpadcku MeAHj y CBOjOj AUTHTAIHOj CTPYKTYPH OCHOBHO j€ MOJa3HIITe u3noxoe Manuparse
O0eKoHCmpYKyuje KOJUM YMETHHUIA OellexH TparoBe CpyleHnx, HecTanux Kyha, He camo y beorpany
Beh u npyrum rpagosuma y CpOuju. Hekamamma mocrojamka OBUX MPOCTOpa CBEICHA CYy HA 3aIuc
Ha TOBPIIMHH, IUJIONIHE yTBape, kKoje yckopo Hehe Outm BuaspuBe jep he mx mpekputu dacasie
HOBMX 3rpaja, u3rpalleHe oJ HOBUX Marepujaja O KOjUX je allyMHHHUjyM HAJIPUCYTHHUJU Kao
OKOCHHMIIa caBpeMeHor rpaheBuHapcTBa. Cnenehu nmoctynak Koju je KJbydaH 3a npojexar Manuparve
OdexoHcmpyKkyuje je TpanchopMalrja ITUruTaaHux ¢ororpadckux 3amuca momohy mporpama 3a
JTUTUTATHY MaHUIYJIAIU]y CIUKE MPU YeMy ce M00Hja CUMYyIUpaHu epeKaT CUCTEMCKE T'pEIKe Y
Koy 3ammca, tako3BaHu eruw (glitch). [7wu je kBap mim KparkoTpajHa, MpoJja3Ha TpeliKa y
cHcTeMY, Koja ce 0OMYHO caMa MOMpaBiba U 3aTO jy j€ TEIIKO YOUUTH U OTKJIOHUTH. HCTIMpHCcaHu
(YHKIIM]OM, MECTOM W CUMOOJMYKUM 3HAYCHEM OBOT ()eHOMEHA MHOTH YMETHHIU CYy KpEHpalH
pasioBe KOju MHKOPIIOPUPAjy TN Ha PA3IMYUTE HAYMHE, TPH YEMY CE€ MOYKE TOBOPUTH O MPABILY y

YMETHOCTH TI03HaTOM Kao enuy apm (glitch art).

Huna TomopoBuh mpey3uma eruu kao Meradopy mpomMeHa Koje ce JemaBajy y yOp3aHoj
TpaHcopmaluju TpajacKuX CTPYKTypa W TPOCTOpa, ajd M MPOMEHa Koje y HaMa HHAYKY]Y Ta
Memama. Ocehamo na je mocpenu rpemika, koja ce Beh Hopmanu3oBaia, a Ja HUCMO OwWiIH y
CUTYyallMju Ja MPOMHUCIHMMO IJI€ je Hallle MECTO y OUIyuMBamy Jia JId MpoMeHa Tpeba na Oyne
npuxBaheHa WM He, KaKO OHA YTHYE Ha Halla KpeTama, cehama W IpymTBEHY HHTEPAKITH]Y.
I'panckom mpoctopy y CpOuju maHac ce MpUCTymna Mame ca achekTa KyIType, UCTOpHje M JaBHOT
MHTEpeca, a BUIIE KA0 IMOJbY Y KOME BIa/Iajy MCKJbYUYHMBO TEXHO-CKOHOMCKH MEXaHU3UMH, TAC Y
OZIHOCY Ha KallMTaJl HHBECTUTOPA ONEPUIILY HETPAHCHIAPETHU MEXaHU3MH, KOjH HE MOJICXKY jaBHO]
pacmpaBu. M3miien rpaga Tpebao 6u ga Oyae mpous3BoI aujaiora y koMme rpahanu nMajy mpaBo Ha
rpaj U ofTyYrBame Kako he ce on pasBujatu. Dororpadcku 3anucu koje Huna Tomoposuh Oenexu
1 MoAM(]UKYje OZHOCH Ce Ha CBAKOACHBHO OKPY)KEHE NMPUBATHUX CTAMOCHUX jeIUHMIIA Al Ce
MOX€E TPUMEHMTH W Ha KpYIHHUje 3axBare W IMpojekTe y ypOaHOM IJIaHHMpamy, NpPU YH]Oj
peanu3anuju ce HEMOBPAaTHO T'yOU 10 IO IO jaBHOT MPOCTOpa. Y H3JIOKOCHY MOCTAaBKYy CTOTA Cy
VKJbYYCHH TUTWUTAIHUA MPUHTOBH pacTepa Mara JelioBa rpaja y KOMe Cy JIOIMpaHe MPOMEHe Koje
yMmeTHHUIa Oenexxu kpo3 dotorpadujy, anu Koje ce caja camieAaBajy u3 Immper pakypca. One

n00ujajy joml arncTpakTHHU]y (opMy O BHU3YETHOT je3MKa MpUCyTHOT Ha ¢ortorpadujama, eauy



MoanuKanyjama, TpaHCIIApEHTHUM MTPUHTOBMMA Ha TUIEKCHUITIACY MM KOJIkKnMa Ha KojuMa Huna
TonopoBuh nHTEpBEHMIIIE MaHYETHO aKpUIHUM Oojama, HaBoZiehu Hac Aa ce 3amMTaMo: KOJIMKO CMO
3alpaBO CBEJEHHM HAa TO Ja ce OyHMMO TPOTHB HEYEr AalCTPAKTHOT W KOJU TMPHUCTYI je
HajJIeJIOTBOPHUJ Y XBaTamky y KOINTAIl ca MpOMEHaMa, Kako He OW OWJIM CBEICHH Ha YJIOTY
nacuBHOT rocMarpava? HoBarl je mocrao ancTpakTal, TPaHCAKIMje Cy MOCTaje alcTPakTHE Kao M
KOMYHUKAIMje, paj je MOoCcTao alcTpakTaH, OJUTyKe Koje ce JJOHOCEe Ha II00aJHOM HHUBOY, Takole,
aJli Cy BUXOBH €(DeKTH KOHKPETHH, Ka0 U MH, Ma KOJIMKO Beh OMIM M3MEHEeHH, Ca CBOjUM TEIUMa U
cehamuma. JXemehw ma ykake Ha COINCTBEHO WIPHUCYCTBO W HCKYCTBO Yy KpPHCTAIHM3AIU]jH
NPE/ICTaB/bEHNX KOHLENTYalHUX cariefaBama, Hwuna TomopoBuh je Ha TpaHCHapeHTHM
MHTEpPBEHIIMjaMa Ha IMPO30puMa W IapaBaHUMa, HAa KOjUMa C€ T0jaBJbyjy MOTHBM Mama, yHena
TparoBe CBOJUX KpETama Y OBY allCTPAaXxOBaHy TEPUTOPH]Y, Ka0 M TaukKe Ha KOjuMa je 3abenexuia

OTHCKE MOopylIeHux Kyha.

Teno mocmarpauya yBeAeHO je y MOCTaBKy uznoxOe y Mysejy NpHMemEHe YMETHOCTH BPIJIO
NaXJbUBO U MPOMHIIJBEHO. YMETHHUIA TPACcUpa KPEeTame MOCETHOIa Kpo3 aMOujeHTalTH! paciopes
IUTUTATHUX TpUHTOBA (pacama BenWKOr ¢opmara aluTMIMPAHUX JUPEKTHO Ha 3MI0BE y COOM ca
rapaBaHMMa W TpaHCIapeHTHUM (onrjama Ha TPo30prMMa ca MOTMBHMMA Maria, Boaehu ra 3atum y
IPOCTOPHjy ca OpUTMHAIHUM (ororpadujama OKpPY)KEHUM HPUHTOBHMA MOAM(DHUKOBAHUM 2nuy
TeHepaTopoM, IITAMIIAHUM Ha aJyMHHHMjyMY, Ja OU ra mpeko macaxa ca paJoBHMa U3BEICHHM Y
KOMOMHOBaHO] Texuuuy, mox Hasusom Nefelomanzia (Hedenomanuuja)® usBenenuM ManyenHum
HMHTEPBEHI[MjaMa aKPHIMKOM, Ka0 M KOJTaXXHMa Ha3BaHUM Apxumexkmypa ceharva ([Jexoncmpyxyuja)
JoBena A0 cieneher cerMeHTa Kojé YMHH HEKOJIMKO MPOCTOPHUX HHCTajanuja. ¥ OBOM ey
n3noxx6e Huna TomopoBuh nogarHo MHCHCTHpPA HAa MPOCTOPHO] KOMIIOHEHTH BU3YelHUX pagosa. C
JeIHe cTpaHe, Kpo3 U300y MOCTajeMO CBECHU TUIONTHOCTH MPUCYTHE y TPUHTOBUMA, CBECHH CMO
MYATUIUIMKY]YhUX TOBpIIMHA HA KOj€ j€ CBEICHO Hallleé CBAaKOAHEBHO HCKYCTBO, TOCPEIOBAHO
eKpaHuMa U may ckpurosuma (touch SCreen), aim W MHTEHIHWjE Ja Ce y TO HCKYCTBO pEKpeupa
ocehaj 3a mpocrop. Yecto ce pamu o (parMEeHTUPAHOM IMPOCTOPY IyHOM Oapujepa, Kao y
UHCTANAIMjH ca TUIEKCHITIaCUMa 1MoJ] Ha3uBOM [Ipenosnasare obpazaya ([exoncmpyryuja), Kpo3
Kojy ce kpehemo, u e ce ca cBake Tauke OTBapa HOBA XaOTHYHA CHTyaldja. Y mHcTamanuju Life’s a
Glitch (Deconstruction) cycpehemo ce, mak, ca WMarHHaApHUMHM, XOJOTPAMCKUM IyTeM
CTBOPEHUM, TpPOAMMEH3MOHAIHUM TIPOCTOPOM HAIUK Ha yTBapy oX QoTorpaduja orucaka

cpymeHux kyha, moamdukoBaHux eruu mporpamoM. Kpos memy mocraBky usioxkOe y Mysejy

! Ipuku nephos, oGmax + manteia, npopouarcreo. Hepomanmmja wiu HeeTOMaHIM]a HIK apKOMAHI]a je mpakca
IpopHIama y K0joj Oyayhaoct npensuha ananuzoMm o6mKa o0siaka, Ha OCHOBY CIMYHOCTH ca 00jeKTHMa, )KHBOTHI-aMa
nnn JpyauMa. [Ipema oBoj mpakc, cBakoM OOJIMKY OTroBapa 3HaUeHe KOje Ce MOpa TYMadyuTH y3UMajyhu y o03up u
o6ke okoaHuX obnaka. (IIpuM. ayT. H3I0K0e)



MIPUMEHEHE YMETHOCTH HEen30eKHO ce Hamehe muTame: kako he n3mienaru Hamwm Oymyhu mpocTopu
u Hama cehama, ycien yOp3aHor pa3Boja TEXHOJIOTHjE, HEHE CBE JIaKIle JOCTYHHOCTH U
JEAHOCTAaBHOCTH KOpHIIhewa, IITO 3a TMOCIEOUIly HMa OrpoMaH yTULA) WHGOPMALMOHUX
TEXHOJIOTHja Ha CBAaKOJHEBHU >KMBOT M ofHOce. ¥ ToM cmuciay Huna TomopoBuh anammsupa mpe
CBera pEmpoAyKTUBHE MeAHje Ha KOje C€ OcCiamaMo, YHjH TEXHOJIONIKA pa3BOj] YTHYE HA CBE
CerMEHTE Haller XHMBOTa, a cehame je HWeroB KOHCTHTYTUBHHU neo. MHcramaumja /Jexoouparve
usmerbenoe ceharba HaM CIMKOBUTO U MaTepHjalHO MPUOIMKaBa OHO IITO MPEACTaBba JUTUTAIHA
CIMKa W TIpeBoheme y AWTUTAIHM 3alyC. OTPOMHHM Opoj OWMHApHMX KOAOBA, y OBOM CIIy4ajy
OJIIITAMIIAaHUX Ha TpakaMa JyT'MM HEKOJIHMKO JIeCEeTHHA MeTapa Koje BHCE ca TaBaHMIIE, U KpO3 Koje
ce MopamMo mpobutH Ja OW JOLUIM YNpaBO O JAWTHTANHE CIUMKE y HHUCKO] Ppe30NyLuju
MOU(UKOBAHE 21Uy TEHEPATOPOM M TIOCTaBJbeHE Ha 31 ranepuje. [lo reoperudapy bopucy I'pojcy
ynpaBo ¢ajil cacTaB/beH O] OWHApHUX KOJIOBA IMPEACTaB/ba OPUTHHAN CIIHMKE, JOK j€ IheHa
ofIITaMIaHa WIM TMPOjeKTOBAaHA MaTepujalu3anuja y Hajpa3IuduTHjuM ¢GopMaTuMa WIH
KOHTEKCTMMA y CTBapu Komuja ciuke. To 3a mocieauily uma cienehu Mcxof: YKOIHMKo nohe 1o
IIPOMEHE, WM KAa0 y OBOM CIIy4ajy TpeIlKe y KOJOBHMA, ayTOMAarCKH C€ Mema H3IJIeN CIHUKE.
Ob6enonamrBamke OWHAPHUX JEIMHWIIA HA TpakaMa 3HAud JUPEKTHO YyKa3WBame Ha TO TJE CE
oJIUTpaBa Ipelika y KOJ0BHMa KOja IPOU3BOIU MY CIIMKY, OHO YMHH BUIJHUBUM IIJIaH Ha KOME ce
JeliaBajy NMpoMeHe Koje yruuy Ha mojaBHocT. Huna TomopoBuh Tako OTKpHBa T€HEpUUKY U
HYMEpUYKY MPUPONY AUTUTAIIHE CIHKE, KOje 300r HaBHKe Kopulhema 4eCT0O HUCMO CBECHU, YHMeE
ce OTBapa W TNHUTakEe MAHUIYJIATMBHOCTH W joml Behe HecTasiHOCTH cehama Koje ce oclama Ha

AUTUTAJIHY WJIHW AUTUTAIU30BaHYy CIHUKY.

W3znox0a mpexacraBibeHa y Mysejy npuUMEmeHE YMETHOCTH oOyxBaheHa je HasuBoM Manuparve
O0eKoHCmpyKyuje TTO OJUIMYHO CAKMMa BU3yeIIHE W KOHIIENITYaJHE OCHOBE OBOT IPOjeKTa KOjU Ce
nperinhy W mperno3Hajy Beh mpu camoM cTynamy y TalepHjCKH IMPOCTOP a HajaBJbEHU Cy CIOJba
JUTUTAIHUM MIPUHTOBHMMA Ha m3no3uma Myseja. Huna TogopoBuh Ha ceOu 0coOeH HaYMH TEXH /12
Manupa Ipolece JIEeKOHCTPYKIMje KOjU Cy y CTaJHOM KpeTamy, KOju Cy MocTanu (QIyuIHH U
3aXTeBajy MOMAjeIHAKO (PIyHIHE METOJe PErucTpOoBama. 300T TOora MMaMoO YTHCAaK Jia jeé CBE Ha
U3JI0KON y KpeTamy, IpeKiIanamy, YaKk 1 Je0BH HeOa Ha HEKUM OJl PazioBa Kao Jia Cy TPEHYTHO TY,
na 6u Beh y cnenehoj pacrogenu 1o0uIM cacBUM HOBO MECTO M CTaTycC, ca Heu3BecHoIhy na mu he
U Jajbe mocrojaTd. HewsBecHOCT je ymucaHa y CBaKy aKTUBHOCT, OHa oOesiexaBa pelerniujy
pupoae, KyAType M TEXHOJOTHje Yy CaBPEMEHOM CBETY. Y jeIHOM TPEHYTKY HAaWIa3uMO Ha
onpehenu ckiomn mojaBa u jgorahaja ma 6u Hac Beh y ciaeneheM TpeHYTKY HOBU CKIJION M3HEHAIHO
cBojuM mpucycTtBoM. Ilcuxoreorpadcko yipraBame, TAKTHUKO MEHAE CTpaTreruja M Kperamba,

U3MHUIakbe BakehMM KIMIIEHMa YWHU Ce Kao KJbYYHO Yy PErucTpoBamy MPOMEHE Koja ce MOXKe



YXBaTUTH Y 3a4€TKy IIpe TPEHYTKa Hopmaauzayuje, kaga Beh mocraje KacHO Ja ce NMPHUMETE HIIH
cxBare meHu cTBapHu edekarn. Panx Hune TomopoBuh ocraje Bezan 3a ¢eHomeH cehama u
JOKYMEHTAIM]y ajld TO jé CAaCBUM HOBHM HAuMH JOKYMEHTOBaWka M IPHCTYyNa IpOMEHama KOoju
MOpPaMO y3eTH y 003Up y TPaHCAMCIUIUIMHAPHOM CcariieflaBamby MPOIUIOCTH, CAdalllbOCTH |
OynyhHOCTH, Y KOME YMETHOCT Kao CpPEACTBO NMPOMHUIILJbalkha HUJ€ MAPTHHAIU30BAHO U TJIE€ MECTO

M0jeIMHIIA ¥ KOJICKTHBA HUje CBEJCHO Ha ayTOMAaTH30BaHO MIPUXBATAbE.



Going Public*
Maida Gruden

Nina Todorovi¢’s exhibition Mapping of Deconstruction held at the Museum of Applied Art in
Belgrade represents the continuation of the research that this artist has been developing within the
project Architecture of Memory and that she has displayed in several gallery spaces in Serbia and
the region. What characterises the entire work of Nina Todorovi¢ is an evolutionary continuity
which generates links among her earlier artworks and leads us to new areas of research featuring the
development of this artist. The starting steps in the creation of the project Architecture of Memory
coincided with the beginning of the transition period in Serbia in the 2000s. Changing of the city’s
structure and its appearance, mostly the urban core of Belgrade, expansion of the existing facilities,
and uncontrolled and unplanned construction of new residential buildings created the context in
which Nina Todorovi¢ was moving at the time — context that has not disappeared, but still makes
the starting point of her artworks. Furthermore, transition processes have not ended, but they have
been normalised through numerous procedures, and therefore, dealing with this phenomenon from a
critical point of view is of great importance. As theorist Boris Groys, whose texts inspired the artist
while creating one of the ambient installations at the exhibition, would say going public could be
recognised as a possible outcome of this project. However, while photographic recording of the
imprints the demolished houses left on the wall surfaces of their neighbouring buildings,
immediately before the construction of the new ones, led Nina Todorovi¢ in her previous project
towards an intimate analysis of relationships and towards a long-time-ago demolished house where
she spent first years of her life, intimate is present at the current exhibition, but it is of secondary
importance when compared to the analysis of the collective attitude towards the changes that are
happening to us and to which we have been brought by our collective experience. It is not strange
for Nina Todorovi¢ to face these changes by using the conceptual apparatus and terms of the digital
paradigm since the prevailing or predominant mode of production and consumption, in the broader
sense of the transition process, regardless of whether we talk about the material, social or any other
register, determines our way of looking at the world and experience. The phenomenon of memory
also remains at the centre of artistic practice at Nina Todorovi¢’s new exhibition, not only as a
resource for intimate experience of events, but also as the important comparative means which
serves to learn the difference between what happened once, and what is changing, what emerges

and arrives in the era of acceleration and change of the paradigm.

*The text title is taken from the title of Boris Groys’ book: Going Public / Strategies of Contemporary Art, Museum of
Contemporary Art, Zagreb, 2010.



Each exhibition of Nina Todorovi¢ actively includes exhibiting space so that the works are
perceived not only as exhibits, but primarily as conceptual wholes with the characteristics of art
installations. Thus, each spatial segment in the Museum of Applied Art is designed as an ambient
event, where windows are also used as active exhibiting places which are in dialogue with the
exhibited photographic works. With its digital structure, the photographic medium represents the
starting point of the exhibition Mapping of Deconstruction; it serves the artist to record the traces of
demolished, missing houses, not only in Belgrade, but also in other towns in Serbia. These formerly
existing spaces are reduced to a record on the surface, flat illusions, which will soon become
invisible as they will be covered with facades of new buildings, constructed from new materials the
most present of which is aluminium as the backbone of the modern construction industry. Another
procedure which is considered essential for the project Mapping of Deconstruction is the
transformation of digital photographic records by means of the program for digital image
manipulation, whereby the simulated effect of a systemic error in the recording code, a so-called
glitch, is obtained. A glitch is a fault or a short-lived, transient error in a system, which usually
corrects itself, and is therefore difficult to detect and troubleshoot. Inspired by the function, place
and symbolic meaning of this phenomenon, many artists have created the works which incorporate

a glitch in different manners so that we can now speak of the art movement known as glitch art.

Nina Todorovi¢ accepts a glitch as a metaphor not only for the changes that are happening in the
rapid transformation of urban structures and space, but also for the alterations induced in us by
these changes. We feel that it is a mistake which has already become normal without letting us
consider where our place is in this decision-making, whether such a change should be accepted or
not, and how it affects our movements, memory and social interaction. Today urban space in Serbia
is much less approached from the aspects of culture, history and public interest, and much more as
being the field which is exclusively governed by technical and economic mechanisms, where,
depending on the investor’s capital, non-transparent mechanisms, not subject to public debate,
operate. The city’s appearance should be the product of dialogue in which citizens have the right to
their city and have the right to decide how it is going to develop. The photographic recordings that
Nina Todorovi¢ makes and modifies pertain to the everyday surroundings of private housing units,
but they can also be applied to larger ventures and projects in urban planning, the realisation of
which leads to an irrecoverable loss of public space piece by piece. Therefore, the exhibition set-up
includes digital raster maps of the city’s areas where the changes are located — the changes that the
artist captures through images that are now perceived from a broader perspective. They assume
even more abstract form than the visual language present on the photographs, glitch modifications,

transparent prints on plexiglass or on the collages on which Nina Todorovi¢ makes manual



interventions using acrylic paints, forcing us to wonder: how much are we actually reduced to the
role of a rebel against something abstract, and which approach is the most effective when dealing
with changes so as not to be reduced to the role of a passive observer? Money has become abstract,
transactions have become abstract, as well as communication, work has become abstract, the
decisions made on a global scale have become abstract as well, but their effects are concrete, as
well as we are, no matter how much we have already been changed, with all our bodies and
memories. In the desire to emphasise her presence and experience in the crystallisation of the
presented conceptual perceptions, Nina Todorovi¢ has marked both her movements in this
abstracted territory, and the points where she recorded the imprints of demolished houses on

transparent interventions made on windows and frames, on which motifs of maps appear.

The viewer’s body is introduced to the exhibition set-up at the Museum of Applied Art very
carefully and thoughtfully. The artist directs the visitor’s moving through an ambient setting of the
large-format digital prints of the facades directly hung on the walls of the room hosting frames and
transparent foils with the motifs of maps placed on windows, leading him/her then to the room
hosting original photographs surrounded with the prints modified by a glitch generator, printed on
aluminium, in order to take him/her, through the passage of her works created in mixed media by
manual interventions with acrylic paints, under the title Nefelomanzia®, as well as through the
collages titled Architecture of Memory (Deconstruction), to the next segment composed of several
ambient installations. In this part of the exhibition Nina Todorovi¢ further insists on a spatial
component of her visual works. On the one hand, through the exhibition we become aware of the
flatness present in these prints, we are aware of the multiplying surfaces to which our everyday
experience is reduced, mediated by displays and touch screens, but we are also aware of the
intention to recreate the feeling of space in such experience. This often implies a fragmented space
full of barriers, such as the installation composed of plexiglass pieces titled Pattern Recognition
(Deconstruction), through which we move, and where each point reveals a new chaotic situation.
On the other hand, in the installation Life's a Glitch (Deconstruction) we meet with an imaginary,
holographic, three-dimensional space resembling the ghost made from the photographs of the
demolished houses’ imprints, modified by a glitch program. Throughout the entire exhibition at the
Museum of Applied Art the following question inevitably arises: what will our future spaces and
our memories look like, due to the rapid development of technology, its increasingly easier

accessibility and simple use, which results in a tremendous impact the information technology has

! The Greek nephos, a cloud + manteia, divination. Nephomancy or nephelomancy or aeromancy is the practice of
divining in which the future is divined by studying the shapes of clouds, based on their resemblance to objects, animals
or people. According to this practice, each shape corresponds to the meaning that needs to be interpreted taking into
account the shapes of the surrounding clouds. (Note of the Exhibition’s Author)



on everyday life and relationships? In this sense, Nina Todorovi¢ primarily analysis the
reproductive media that we rely on, whose technological development affects all aspects of our
lives, and where memory is its constituent part. Installation Decoding of Altered Memory presents to
us, in a picturesque and material manner, what makes a digital image and what makes a conversion
to digital format: a huge number of binary codes, in this case printed on the several-hundred-meter-
long strips hanging from the ceiling, through which we have to wriggle to come to the low-
resolution digital image modified by a glitch generator and mounted on the gallery wall. According
to theorist Boris Groys, the very file consisting of binary codes represents the original image, while
its printed or projected materialisation in various formats or contexts is, in fact, a copy of the image.
It results in the following: if there is a change, or, as in this case, there is an error in codes, the
appearance of the image automatically changes. Disclosure of binary units on strips implies a direct
indication of where the error that produces a glitch image occurs in codes; it makes the plan, in
which the changes affecting manifestation occur, visible. Nina Todorovi¢ thus reveals a generic and
numeric nature of a digital image, which we are often not aware of due to the fact that we
commonly use it, which opens the question of manipulation and even greater inconsistency of the

memory which relies on a digital or digitised image.

The exhibition presented at the Museum of Applied Art is titled Mapping of Deconstruction, which
exquisitely sums up the project’s visual and conceptual bases that are intertwined and recognised
immediately upon stepping into the gallery space, and that are announced outside by digital prints in
the Museum’s display windows. In her distinctive way, Nina Todorovié¢ tends to map the processes
of deconstruction, which are in constant motion, which have become fluid and which require
equally fluid registration methods. Therefore, we have the impression that everything at the
exhibition is in motion, that everything is overlapping, that even the parts of the sky in some works
look as if they were here right now, and already in the following setting they would take a totally
new place and status, with uncertainty about whether they will continue to exist or not. Uncertainty
is recorded in each activity; it marks the reception of nature, culture and technology in the modern
world. At one point, we come to a certain set of phenomena and events, and at another point we are
surprised by the presence of a new set. Psychogeographic mapping, tactical change of strategies and
movement, and avoidance of valid clichés seem to be key when registering the change that can be
caught in its beginning prior to the moment of normalisation, when it becomes too late to notice or
understand its real effects. Nina Todorovi¢’s work still adheres to the phenomenon of memory and
documentation, but it is a completely new manner of documenting and new access to the changes
that we need to take into account in the transdisciplinary consideration of the past, present and
future, in which art, as a means of thinking, is not marginalised and where the place of an individual



and a collective is not reduced to the automated acceptance.
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