Ypo6auu naaumncect Hune Togoposuh

Cnobonad Josanosuh

[Ita ce nemasa ca cehamem Ha kyhy Koja Buie He ocToju? CpylieHa je, 3aMmemeHa 007b0M,
Behowm, nenmmoMm, KynTypHUjoM rpalleBUHOM 3a KOjy Cy KopuinheHn HOBH, OTIIOPHHU]jH, TBPHH,
IYTOBEUHUJU MaTepHjalii y OJHOCY Ha MPETXOJHY apXUTEKTOHCKY CTPYKTypy. Moxkna ce
Haclamala Ha Apyry rpal)eBuHy, Ha K0joj je HAaKOH pyIlIema ocTaja caMo (piieka Ml OrojbeHa
MOBPIIIMHA HA MECTY T/Ie je Ouia cycenHa Kyha. YcamsbeHd, HEJIOTUYHHU 3HAK J1a je Ty HeKaja
MOCTOjao Jieo ypOaHOT Mpejena y KOjeM je HEKO KUBEO, MOPea KOjer Cy JbYIU 3aCTajKUBaIIN
WIA KypHO mponasuiu. [Iporec AEeKOHCTpyKLMje 3HaKa KOju O3HauaBa oOO0jeKaT KOjH je
HECTao, JOBOAM 1O TOora jaa HU oBa (Queka Hehe ayro ocratd, O6uhe mpekpedeHa WiIH
HaJ3W/JaHa Kao HEKW HeleraHu rpadutT. TuMe HecTajy mocienma cehama y OKBUPY
MICUXOTHYHE TIcuxoreorpaduje mojenuue srpajae. TepMuH ,,[ICMXOTHYHA Ticuxoreorpadmuja’,
koju kopuctu nucan Jan Cunkiep (lain Sinclair) ga 6u o3HauMO HCTOPHUjy TpayMaTUYHUX
norahaja Koju Cy OCTaBWJIM TPajHU YTHIIAQ] Ha oapeheHo mMecTto, MoXke ce yImoTpeOUTH U Ha
HUBOY Ipajia Kao KoMIUIeKcHe ypOane menune. Auapeac Xojcen (Andreas Huyssen) y nemy
Present Pasts: Urban Palimpsests and the Politics of Memory, cmatpa 1a rpajcku mpocTopu
canpxe cehama 0 OHOME IITO je OMIIO paHWje Ha TOM MECTY, HAIMK MAJMMIICECTY KOjU YyBa
cehama Ha TEKCT KOjU je HeKasa 1mocrojao. TakBu ypOaHU MaJMMIICECTH, YAHE OCHOBY 2padda
kao mexcma (City-text) koju ce cactoju o CKyIIHHE 3HAKOBA KOjU C€ IMHUIITY, OPHIIY U TOHOBO
MUY W ,,9dja BEPOJOCTOJHOCT MOYMBA, KOJUKO HAa BHJJBMBUM OOCNICKJUMA, TOJIMKO U Ha

cehamnMa OKpHEeHUM Tpaymama.

W3noxba Manuparwe oexoncmpykyuje y My3se]y npuMemeHe yMmeTHocTH Yy beorpanmy
npeacTaBiba HacTaBak Qororpadckux uctpaxubama Hune TomopoBuh mnpencraBibeHUX Yy
Apxumexmypu ceharpa. tbeHO aKTyemHO YMETHHYKO [EJIOBaEmE MOXEMO JIOLHMPATH HET/e
n3Mel)y TOKyMEHTOBama OCTaTaka IICMXOTHYHE TMcuxoreorpaduje TMOjeIMHOT MecTa |
Oenexxerma MpoOMeHa y MajluMIICECTUMa TpajioBa Kpo3 Koje ce IIeTa — rpajga Kao rnepraMeHTa
Ha KOjeM je MCIIMCaH CTapu TEeKCT, KOoju he yckopo OuTH 3aMemeH. YIpPaBo Taj TPEHYTaK
IIpOMEHEe, HacTao0 HaKOH pyllewma jefHe rpal)eBUHCKE CTPYKType, a mpe Opucama U HOBOT
ypbOanor mnucama, Oenexxu Hura TomopoBuh. YV mumkimycy ¢ororpaduja xojum 3amounme
npojexar Apxumexmypa ceharba, oHa O€leXW OTHCKE KOje Ha CyceaHHM TpaleBHHaMa

ocTaBJbajy 3abatu KpoBoBa cpymeHux kyha. Kao u Ha HOBHjuM ¢doTorpadujama,
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NPEJCTaBJbeHUM Ha WU3N0XKOM Manuparwe Oekoncmpykyuje, y TPEHYTKY HacTaHKa paja
MocTojaie cy Ha3Hake cycemHe kyhe, koje cy y MmelyBpeMeHy MpeKpeueHe WIH 3aMEHeHE
HOBONOAUTHYTUM 3rpagama. Ocrana je camo Qororpaduja Kao JOKYMEHT TOT OTHCKa.
I'youtkom cehama, HecTaje 1eo mojeauHe TMIHOCTH. ['yOuTtkom cehama Ha o0jekTe, ryou ce
u cehame Ha norahaje Koju Cy ce JIecHiIu y HBeMy, Kao W Jbyle KOju ¢y Ty kuBenu. OBH
OTHUCIIH MPEJICTaBIbajy NOCIECIBH (GU3NUKH JT0Ka3 O MOCTOjamby rpal)eBuHa U OOpaBKY JbYIH Y
wuMa. benexxemeM mnpoMeHa Ha apXUTEKTOHCKMM oOjekTuMa ypOaHOr mpenena y Kojem
TpEeHYTHO OOpaBH, y3 CBEACHY MPEJCTaBY ajlTEpPHATHBHE KapTorpaduje THUX JIOKAIUTETA,
dbotorpaduje Hune Togoposuh Ha n3nox0u Manupare dexoncmpyKkyuje I0CTa)y JOKYMEHTH
nuuHe Tncuxoreorpaduje cehama. Ilomro je Behum neo mweHUX mcuxoreorpadckux
HCTpaXMBama YCKO Be3aH 3a 1eo beorpana y Kojem >KMBH, OBU OTUCIH MOCTajy TOKYMEHTH
cehama Ha jemaH TepUoJa JKMBOTA, alld M Ha CTUXHM]CKE MPOMEHE H3TJe[a TpaaoBa y

ca/lallbeM TPAH3UIIMOHOM JPYIITBY.

Ha nurutajiHuMm mpuUHTOBHMA MOJ Ha3UBOM Apxumexmypa cehiarwa ([exoncmpyxyuja) (ctp.
??) mocTaBJbEHNM Ha 3UA0BHMA Trajepuje My3eja MpUMEemheHe YMETHOCTH IOKYMEHTOBAaHH CY
otuciy rpaheBuHa Koje cy cpyueHe. [IpHHTOBH Cy NMpHOIM)KHO MCTHUX TUMEH3Hja Kao U
OTHCIIH 3Trpajia. ¥ TaJllepujcKoM MpocTopy Mys3eja mpuMemeHe YMETHOCTH, oBe (ororpaduje
CTyMmajy y KOMYHHKaIH]y ca pagoM Manuparwe Ooexoncmpykyuje (ctp. ?7?7) — NPUHTOBUMA
KoMITjyTepcku oOpahenux mama mncuxorpadcekux mereu Hune Tomoposuh. MHctamanujy
Manupare dexoncmpyKkyuje UaHe J1Be LEIMHE, U3BEJICHE Ha U3JI03MMa Tajiepuje Kao JUITXUX
¥ Ha JPBEHUM TapaBaHMMa Kao Tpuntux. [IpencraBibajy JIMKOBHO CBEJCHY AITCPHATHBHY
Kaprorpadujy mpaBa KpeTama YMETHHUIIE O JCJIOBUMA Tpaja y KOjuMa Cy Ce Haja3uiie
rpaheBuHe umMje oTHcKe je 3abenexuna Ha (ororpadujama. Mame cy o3HAUCHE BEIMKUM
KpYroBUMa, y YMjeM ILIEHTPY jé MECTO O]l 3Hauaja 3a meH pai. ok cy mame Ha Hh3JI03uMa
»IICHTpUpaHe" KPyroBuMa y KOju Cy OJIITaMIIaHE, Ka0 M KPyroBUMa y CaMHUM Marama, Ha
rapaBHHaMa je MprKa3aHa jeIHa Mara 1MojieJbeHa Ha TPU CerMEHTa, 3Mel)y KOjuX MoCeTHIall
MOXE Jla ce IIera. YMETHHYKa HWHTEPBEHIMja Ha Mamama ce€ MPOCTOPHO craja ca
dororpadujama Apxumexmypa cehara ([Jexoncmpyxyuja) Ha 3uJ0BUMA TalepHje, aJld U ca
HECTaHKOM IPUKa3aHUX oTHcaka Kyha, koju cy y Mel)yBpeMeHy npeKkpeueHu WK Haa3UudaHu.
Ha Taj HaumH ce penmaTtuBu3yje HaIl mporec namhema U HErupa ce BaIMIHOCT doTorpaduje
WM Malle Kao JIOKYMEHTa, KOjU Ce€ MPEACTaBJbajy Kao J1e0 Mpolieca NCKOHCTPYKIIH]E jeaHOT

HaYMHa M10CTOjamba.



[erwom kpo3 rpan, Huna TomopoBuh cryma y koHTakT ca rpaljeBUHaMa mopen KOjux
nponasu. benexewmeM mnpomeHa Ha ¢acagama 3rpajga, OHa IpaBH  aJITEPHATUBHY
KapTorpadcky CIMKY Ipolieca TpaH3HuIKje y KojeM ce Haja3uMmo. Mlako y CBojuM pajioBUMa HE
KOPHUCTHU TIOCTYyJIaTe CUTYallMOHUCTHYKUX MPAKCH C Kpaja MeAeceTuX roAnHa MPOIUIOT BeKa,
Huna TomopoBuh xopuctu crpareruje Cutanuonuctuuke HWHTepHanuoHaise na Ou
IpeJCTaBUIa OJIHOC KOJU UMa MpeMa Ipany y KojeM xuBH. L{usb je ycrocTraBibame eMOTHBHOT
oJHOCa MpeMa ypOaHOM MAJMMIICECTy KOjU CBaKOAHEBHO uuTaMo. Crajambe pedyd IMCUXO U
reorpaduja y CUTYaIl[MOHUCTUIKKOM HEOJIOTHU3MY , Ticuxoreorpaduja’ ykasyje Ha yTHIaj Koju
OBO HCTPaXHMBakE€ MMa HAa MHTUMHO I0)KHBJhaBamke ypOaHMX Mpezaena, Kao M Ha IPOIec
cehama mojerHIIa, OTPTHYT O CBEOIIITE KYITYpe aMHe3Uje. YMETHUYKO ICUX0reorpadcko
uctpaxupame Hune TogopoBuh ycko je nmoBe3aHo ca cehameM Koje OHa UMa 0 Tpaay Kakas je
O0Mo HekaJa, y OJHOCY Ha TO KakaB je caja. AirepHaTthBHa kKaptorpaduja pamna Manuparve
O0eKOHCMpYKYUje YBOIHU HAC Y HOB OJJTHOC YPOAHOT MaJIMMIICECTa U EMOTHBHE JC30pHjCHTAITH]e
KOja o[sIuKyje OypHE MpOMEHE KOje ce JellaBajy Ha Tely epada Kao meKkcma y TEepuony

TpaH3HLYje.

@otorpadpucamem oTtucaka Ha kyhama, Huna TomopoBuh nokymeHTyje jemaH TpeHyTak
HaJUK CHUTYAIlMOHUCTUYKO] Oexomno3uyuju, Koja HacTaje ycien ,,CaMOYHHINTaBama
TPAIUITMOHATHUX KyATypHHX GopMu”, 1a OM ce Ha HEHOM MECTYy IojaBuja ,,CylepHOpHHja
koHcTpyKIrja“. Cehame 0 OBOM MpOIIECy C€ MEHa, 3aBUCHO O] JbyIH U Jorahaja Koju yTuay
Ha mpouec namhema. OcTajy ¢GoTo-mOKyMeHTH KojumMa HuHa maHumynume Ha H3JI0KOH
Manupare dexoncmpyKkyuje y IbY 3alIUTAHOCTH O MPHUPOJIU M TMOCTOJaHOCTH THUX cehama.
Ha xoju HaumH ce Hamie mamheme Mema, ako ce€ MPOMEHE AWTUTATHUA WU (DU3UIKU
napameTpu (GoTo-AOoKyMeHaTa Koju cy 3abenexenu cehama koja ra unHe? AKO ce MU3MEHU
JIUTUTATHA TIOJAaTaK, HA KOjU HAa4MH Ce MeHma CTPYKTypa cehama O HeueM IITO BHIIE He

ocToju?

dotorpaduje u3 uukiayca Apxumexmypa ceharwa (Jexoncmpyrkyuja) 001-014 (ctp. ?7?)
W3BEJICHE Ha AlyMUHHUjyMy, MpaTe MO YETUPH ATyMHHHjyYMCKa NpHUHTA M3mereno ceharve
001-014 y xojuma Hwuna TomopoBuh mpaBM IUTHTAIHY MaHUITYJIAIM]y OpPUTHHAITHE
dororpaduje. Dororpaduje Apxumexmypa cehawa ([exoncmpyxkyuja) 001-014 ona
MPOBJIIAYH KPO3 KOMITjYTEPCKH MPOTpaM TIKUY TeHepaTop U y3 MoMoh HOBOHACTAIUX TJIMYEBa
— TpeIIKe y JTUTUTATHOM OelIeKemYy IMojaTaka, MpHKa3yje HEMmoCcTojaHoCcT ¢otorpaduje Kao
noKyMeTHa cehama y aurutaiHoMm cBery. [lomohy dororpadwuja Hanmwk rinmueBuma, Huna

TomopoBuh npuka3zyjy rpemky y Koay Kojy MOXeMO IPUMETUTH JIOK IeTaMo Kpo3 rpan. Ja
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JIM je MOX/Ia CB€ OKO HAC XO0JIOTpaM KOju MU MEPIUIIMpaMo Kao cTBapaH cBeT? Jla n )KUBUMO
y CBETy y KOjeM HEKO MaHHWITyJauIle HamuMm cehameMm, kao y ¢uiMoBuMa Mampuxc WiIu
Mpaunu epao (Dark City), unu Ham je cehame u3memeno kao y Homanoum (Christopher

Nolan) ¢unrmosuma Memenmo v Ilouemax (Inception)?

I'muueBn Ha npunTOBUMA M3mereno cehare 001-014 (ctp. ??) omoryhaBajy m3memTame
HayMHa MOCMaTpama ypOaHOT MAJIMMIICECTa, YUME IMMOCTa]y TOKYMEHTH (parnwiHOCTH HaIllle
nepuenifje cBera Koju Hac okpyxkyje. Tako ce momohy rimya mema u cehambe Ha 00jexTe
KOjHU BUILIE HE TIOCTOj€ — YMME CE HarJiallaBa MopO3HOCT Haller cehama y IUTUTATHOM CBETY.
dotorpaduje mpoIymTeHe Kpo3 TNIMY TeHepaTope MOCTajy JIaKHE MpeacTaBe cehama, anu
BapHjallfje OPUTHHAIHOT JUTUTAIHOT Koja doTorpaduje. HoBoHacTanm NMpUHTOBU MEHajy
CTPYKTYpy TIpuUKa3aHor oOjekra, uuMe cehamwa o meMy 100ujajy QopMmy KoOJaxkKHE
kommo3uije. Ecretnka mururanaux Gotorpaduja Hzmerweno ceharwe 001-014 mosesyje
3aTedeHe oTucke kyha ca Hacnehem nukoBHUX ymeTHOCTH. Huna TomopoBuh mMema ommke
JUKOBHOCTH OTHCAaKa, KOja je HacTajga Kao BHUIIECACIICHH]CKH ITPOU3BOJ OJIHOCA MCUXOTHYHE
ncuxoreorpaguje kyhe ca OKOJIHOM apXUTEKTypoM. [ MyoBaHu oTHcUM 100Hjajy HOBE,
arncTpakTHe ¢GopMme y KOojuMa IOMUHHPAJy japKH KOJIOPUT U XOPU3OHTAIHA KOMIIO3UIIHja
pamoBa Hamuk ciaukama Mapka Porka (Mark Rothko). TIpomenom gururamHor koja
dbororpadpuja Apxumexmypa ceharwa (Oexoncmpyxyuja) 001-014, nona3um g0 ryouTKa
JTOKYMEHTAapUCTHYKUX OJuIHKa (ororpaduje, Koja mocraje mpeicTaBa U3MEmEHOT cehama
MOCTOjalba HEKOr O00jeKTa, MOIJI0KHA TPOMEHaMa y 3aBHCHOCTH OJ HaIller CXBarama

OPUTMHAIHOCTH TUTUTAIHOT KoJa GoTtorpaduje.

Wutepennuje Ha (oTorpadujama Ha u3noxkOu Manupare 0exoncmpyKkyuje TPEINCTaBIbajy
oTkJI0H kKoju Huna TomopoBuh mpaBu HacmpaM apXHWBHCTHYKE MOTpede J1a ce JOKYMEHTY]e
CTame TpaH3MLIMOHOT YypOaHor mammmncecta. Ha komaxuma Apxumexkmypa ceharoa
(Hexoncmpyryuja) 1-VIII (ctp. ?7?7) ceuemem doTorpaduja 1 HOHOBHUM apaHKUPAHEM JICTIOBA
HACTajy INIMYOBaHE YCIIOMEHE Ha aHaJOrHU HauuH. MaHyenHo u3Mennana cehama rnocrajy 1eo
ayropcke noetuke Hune TomopoBuh koja je OuTHO mpyradvja o MyKOT apXuBHpama (poro-
nokymenara. Ha komaxy Apxumexmypa cehara ([Jexoncmpyrkyuja) IV (ctp. ??), yHyTap
KoMmro3uuyje ¢acaje 3rpaje, yBoIu ce alyMHUHHjyM Kao BEIUTAauKHd MaTepujal KOjU HaM Jaje
0JIpa3 KOju rieaamo Ha 3rpaaama. [Ipu qHy KojakHe KOMITO3HIIMjE TIOCTaBJbEHO j€ PACTHHE
KOj€ HMYE HAaCylpoT METaTHOM o10jecKy amMyHujyma. OBa Hemoryha cumOno3a OMIbKU 1

MeTaja M3ryie/la Kao 3aBPIIHMA CTAIUjyM Yy MPOIIECY JACKOMIIO3UIINje 00jeKTa, y KOojeM OUJbKe



jeIBa OICTajy Ha MECTy TJIe je HeKaaa mocrojana 3rpaga. Hame cehame 0 oBOM 00jekTy je

TPajHO U3MEHEHO U OCTaje CauyBaHO CaMO Kao yMETHHYKA MHCTaJallH]ja.

VY xonaxxuma Nefelomanzia I-VI (ctp. ??), ncuxoreorpaduja Hune TonopoBuh je m3merirena
y CHUMOONHMYKH TPOCTOp, IZe (OTO-AOKYMEHTH H3MEHEHH YMETHUYKOM HWHTEPBEHIIM]OM
MocTajy 0e3BpeMeHa CBEeI0YaHCTBA MOCTOjamka o0jeKaTa Koju cy cpymeHr. OCHOBY JiBa THIIA
KOJIaXka WHCIUPUCAHUX He(deToMaHIIMjoM, Tj. METOJOM TpenBuhama OyayhHOCTH aHAIM30M
o0Ouaka, ynHe 1pHOo-Oerne GoTorpaduje Ha KOjuMa Cy MPUKa3aHU OTUCIM CPYIIEHUX 3rpaja Ha
cycenHuM rpaljeBuHaMa. YMETHHIIA TPaBU WHTEPBEHIIH]E IIJIaBOM M O€JIOM aKpHIIMK 00jOoM Ha
dboTorpaduju, KOjy TOTOM HCella U JISTIH Ha akBapen nanup. Ha qomem Konaxy mpukasaH je
otrcak Kyhe okpyxkeH miuaBuM HeOoM. HecTano je cBe mTo ra oKpyxkyje — ocraja je camo
orosbeHa (pacana 3rpajie Ha KOjy ce HeKala Hacliamana kKyha o1 Koje je 0cTao caMoO OTHCaK.
WuTepBennujom Ha QoTorpadujama, HaryiamaBa ce nocrojame cehama Koje ce pasiuKyje o1
(dhoTo-moxymeHTa rpal)eBUHE HA Taj] HAYMH IITO je To cehame Ha Ipyru o0jekar, mpu 4emy 3uj]
noctojehe rpaheBuHe CimyXm HMCKJBYYMBO Kao Hocwmiall cehama Ha HemocTtojehm objekar.
Hpyrauuju npuctyn Huna TomopoBuh mma y ropmeM KoJaxy, Kajia CiMka IuiaBo HeOo Ha
MECTYy OTHCKa HEKaJallllbe 3rpaje, Ipu 4eMy OcTaje BUAJbMBA (oTorpaduja ocraTka 3uja
3rpajZic Ha KOjU Cce HeKaJa Haciamaya cpymieHa kyha. [lakme, otucak kyhe je cama Hecrtao.
YMecTo mera ocTaje 3almuTaHoCT MITa OCTaje HAKOH YHUINITaBamkha OTHUCKA, Tj. pyliema kyhe, a
3aTHM W MpeKpevyaBama WK 3HJ1alba HOBE 3rpajie Ha MeCTy rie je cpymena? Jla o je Hame
namMheme HM3MEHEHO HAlIOM TICUXOJIOTHjOM, CaMHUM YWHOM OeJexema oOTHcaka Kyha,
ManupamkeM IpOMEHa WU JbyAMMa KOjU HaM Jajy Apyraumjy NpeAcTaBy 3ajeHUYKOr

cehama?

Wncranauujy [penosnasamwe oopazaya ([Jexoncmpykyuja) 1-V (ctp. ??) 4uHU TET MPUHTOBA,
Tj. (poTo-KOMaKa M3BEACHUX Ha IUIeKcuriacy. M3moxkeHu cy y mpocTtopy raiepuje Myseja
NpUMEHBEHE YMETHOCTH, Tako Ja oMoryhaBajy moceruony na mera usmely pamosa. OBakBa
MHTepakija ca myoiaukoM je BakHa 3a Huny Tonmoposuh, koja je m y OKBUPY IpOjeKTa
Apxumexkmypa ceharba cMemTaNa TPUHTOBE Y TAJICPUJCKH TMPOCTOP KOJjU 3axTeBa
KOMYHHUKAIM]y ca rnmocMarpadem. [I[pomeHna mMarepujana Ha KOjeM Cy U3BEIEHU (DOTO-KOIAKU
(amymMuHUMjyM-TUIEKCUTIIaC) yKa3yje Ha TpPOMEHY HauyMHa (QYHKIHOHHCamba Menuja
¢dororpaduje, koja mocraje MeTa-IOKyMEHT AEKOHCTPYKIHje oOpuca apxutekType. KomaxxHo
pasbarianu 1o TIeKcuriacy, aenoBu Huauaux dotorpaduja Ha KOjuMa Cy yMpekeHe OnibKe,
npBehe WM MaxoBHMHA KOja ce€ NomMaba M3 IMPOCTOpa KOjU je Hekana 3ay3uMmarna Kyha,

MOMEIIIAaHU Cy ca oTHcHMMa Kyha M 1iaBoM 00joM, Kao cuMOolia MHTepBeHIUje ypaheHe Ha
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komaxxuma Nefelomanzia. OBuMm Konaknma ¥ IPUHTOBHMA C€ 3a0Kpy’KaBa Icuxoreorpaduja
cchawba Hune TomopoBuh, Kkoja mounme MamupameM METHU U (QoTorpaducameM
JEKOHCTPYKIIMj€ apXUTEKTOHCKUX o0jekara, fa Ou ce mpobiemaruka cehama Ha Te 00jeKTe
penaTuBU30BaTa y KOJAKMMa M NMPUHTOBHUMA Ha IUIEKCUTIacy. Marme cy rmokasajie CMepoBe
YMETHUYMHOT KpeTama, ajlu | JIOKaluje ,,paHa’ Ha Texy rpaga. @ororpaduje npencrasipajy
JOKYMEHTE JIMKOBHOCTH KOjU HacCTajy YcJe[ TpaH3HLMOHOI pyllema objekara W
nexomnosunuje cehama. ['muueBn usBeneHu Ha ¢ororpadckoM Koy cy nanu nopemehaj y
JTOKYMEHTOBAaWkY, YBEIU Cy J0JaTHY HecTabmiHOCT y ¢parmwiHocT cehama. Komaxu najy
OJICOBOpPE 3alMTAHOCTH YMETHHIIE O TOME INTa OCTajeé HaKOH HecTaHka oOjekata? Octaje
OTHCaK KOjH TNpEe/CTaBjba 3HAK 00jeKTa MPEeICTaB/LEHOT Kao HeOO MM Kao AEKOHCTPYHCAHO

cehame y KojeM ce camu oriieamo.

bunapHu KOOBM y WMHCTANanUju JJekoouparee usmereroe cehara (ctp. ??7) mpeacraBibajy
3amuc KOju JOKYMEHTYj€ TPOMEHE OPUTHHAIHOT KoAa AUTHTaHE GoTorpaduje OTUCKa jeTHe
kyhe, y3pokoBaHe rind reneparopoM. Ha nmayc manupy je ucniucan xkop ¢ortorpaduje, kKoja je
NpeJCTaBJbeHa MOpeA MHCTajanuje. Y TPEHYTKY Kajga BHIIE HHUje jacHa pas3iuka u3Mehy
JTUTUTATHOT OPUTHHANA U JUTUTAIHE KOMHje, MPUKa3aHu OMHAPHU KOJ MPEICTaBIba OPUTHHAI
muruTaiae gortorpaduje oa Kojer kpehe mporec TOKyMEHTOBaWka JIEKOMITO3HUIM]je 00jeKara.
Ha Ttaj maumn Hwuna npewcnutyje cucteM Kojum mamTu ojpeheHe oOjekTe, mojaBe WU
ocehama. Jla 1 je ucrnmMcaHW KOl caMoO KOIHja HEBHJJHMBOT KOJa KOJU YHHU OPUTHHATHHU
3anuc gurutanHe ¢ororpaduje, unm je To opuruHan? Jla nmm je ¢ororpaduja camo komuja
OpPUTHHAITHOT TUTUTATHOT Koaa? HuHa ce muTa KOJMKO MOKEMO BEpOBAaTH HamieM cehamy,
aKo j€ OHO IITO je AUTUTATHO, YUM CE TPHUKaxe Y GU3NIKOM OOJUKY, OJIMaxX IMOCTajI0 KOMH]a,
HaJIMK KBaTHO] MEXaHMIIH, y KOjOj YECTHUIIE IMOCTOje Ha oapeheHoM MecTy caMo y 3aBUCHOCTH
Jla U X MU omnaxamo. Tako ce Moxe mocMaTpaty U riaud Ha gororpaduju mpeacTaBbEeHO)
nopen Tpaka y raiepuju Myseja mpumemeHe ymetrHocTu. IIpomenom koma ¢ororpaduje,
HACTaje IINY KOjH MpeACTaBba IPEHIKy Y TUTUTATHOM Koxy. Y ckiory HuHuHOT ommyca, oBa
rpelIka ceé MOXE TyMa4yWTH Kao CHMMOOJ NpPOMEHa Koje HacTajy y mcuxoreorpaduju, Tj.
IIPOMEHa KOje ce JellaBajy yciel CTUXHM]CKOI YHUIITaBama MU (Hag)3uaama rpaja y Kojem

’KMBH U yTHUIIaja KOjU TO UMa HA NICUXOJIOTH]Y TI0j€ANHIIA.

Xomorpamcka unctanaiuja Life’s a Glitch (Deconstruction) (ctp. ??) npuka3yje npoMeHe Ha
TKUBY ypOaHOT majguMIicecTa Koje mpumehyjemMo oK ce meramo 1o rpany. [IpeacraBibeH je
BHJICO CHMMaK apxuBckux (ortorpaduja xoje je Huna TomopoBuh cHumana y rpagoBuma y

KOjUM je OopaBmIIa, Kao U TUYeBU THX (oTorpaduja. XojgorpaMcka npe3eHTannja ce cacToju
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0J1 PEPOAYKIHje HU3a TPOIUMEH3HOHATHUX (GoTorpaduja, Koje Cy eMUTOBAHE ITyTEM BUIEO
curHana. XoJjorpaM Jaje HOBO BUleme JOKYMEHTapUCTUUKOT Kapakrepa ¢ororpaduja, Koje
cama mocrajy BupryeraHu 3D objektu. CMmemuBameM riand (otorpaduja, mpukKazaHa cy
HEITO Apyrauvja ,uckiau3Hyha® y Hamem nepuunupamy rpana. CaMuM THUM, MEHba Ce U

Hamie cehame Koje caja ynTaMo Ha HOBOM, BUPTYEITHOM YpOaHOM MaTUMIICECTY.

Marnupame ob0jekara W TpaBalia KpeTama je IMOoYEeTaK Xoaa Kpo3 Hu3Nok0y Manuparwe
O0eKoHcmpyKyuje, TIE BUIMMO Ha KOJU HauMH ce Mema (oTorpaduja oTrcka kyhe, Kao 3HaK
JIEKOHCTPYyKIHje oxHoca aABe rpaheBuHe. OBa cuMOHMO3a je HecTala, add U3MEHmeHH (oTo-
JOKYMEHTH CBelode o mocTynky kojum Huna TomopoBuh mpencraBiba HauWHE Ha KOjU
cehame 0 HUMa MOXKE OWTH NMPOMEHEHO. YMETHHYKAa WHTEPBEHIIM]ja KOjOM peaepuHUIIe
JOKYMEHTAapHOCT OBMX 3HAKOBa, IOCIEAMLA j€ 3aMUTaHOCTU HaJ IOCTojaHamihy Hammx
cehama. ManmpameM AEKOHCTPYKIHMje oOjekara, oHa OeleXu mposia3He TparoBe Ha ypOaHOM
naguMmIicecty mo kojem ce kpehe. Ilpukazanm 3HakoBu pedepupajy Kako Ha TIpolec
JIEKOMITO3HIIN]€ caMme 3Tpajie, Tako U Ha JEKOHCTPYKIM]y cehama Koje MOCTOju O TOj 3Tpajiu.
OTHcHYTH Ha CyceHUM Trpal)eBUHAMa, OTUCIM CPYLICHUX 3Tpajia Cy MOCTalu KOJO0BH KOjH ce
OpuIlly W Ha YHje MECTO Jo0Jla3e HOBE KYITypHE CTPYKType, Koje he jenHor nmana Ourtu
3amMemeHe Oynyhum ypOanucTHukuM mpojektuma. OBaj IMUKIYC TEPMAHEHTHOT THCamba,
Opucama M TOHOBHOT Opucama Mo mnamuMmcecty Tpana, Huna TomopoBuh kopuctu na
MPEACTaBU COTICTBEHY ayTOPCKY MOETHKY KOja je Y HEPACKUIMBO] BE3H ca Mcuxoreorpadckum
UCTPAXMBAKEM TIpaja M 3alUTaHOCTH Hajg mnpupoaoMm cehamwa. Edemepun uun
¢dororpaducama Tako TIOCTaje caMO TIOYETAK BEJIUKOI Ipoleca KOH3epBUpama U

MaHHUITyjIaIuje cehama Ha ypOaHe mpeiesie mopes] KOjux CBaKOHEBHO MPOJIA3HMO.



Urban Palimpsest of Nina Todorovi¢

Slobodan Jovanovié

What happens with the memory of a house that no longer exists? That house is demolished, it
is replaced with a better, bigger, more beautiful and more cultural building for the
construction of which new, more resistant, harder, more durable materials are used compared
to the previous architectural structure. It might have been leaning on another building, on
which, after demolition, only a patch or a bare surface remained at the place where the
neighbouring house once rested. A lonely, illogical sign that there once existed a part of the
urban landscape in which someone lived, beside which people stopped or which they hastily
passed. The process of deconstruction of the sign that marks the disappeared facility leads to
the fact that even this patch will not remain there long; it will be whitewashed or overbuilt
like some illegal graffiti. The last memories thus disappear within the psychotic
psychogeography of an individual building. The term "psychotic psychogeography", which
writer lain Sinclair uses to mark the history of traumatic events that had a permanent impact
on a certain place, can also be used at the level of the city as a complex urban whole. In his
work Present Pasts: Urban Palimpsests and the Politics of Memory, Andreas Huyssen
believes that urban areas contain memories of what once existed in that place, like a
palimpsest that keeps the memory of the text that once existed. Such urban palimpsests form
the basis of the city-text which consists of the group of characters that are written, erased and
rewritten and "whose legibility relies as much on visible markers of built space as on images

and memories repressed and ruptured by traumatic events".

The exhibition Mapping of Deconstruction held at the Museum of Applied Art in Belgrade is
the continuation of the photographic research that Nine Todorovi¢ presented in her
Architecture of Memory. Her current artistic activities can be located somewhere between the
documenting of the remains of the psychotic psychogeography of a particular place and the
recording of changes in the city palimpsests through which she walks - the city as a
parchment containing the old text which will soon be replaced with the new one. It is the very
moment of change, created after the demolition of a building structure, and before deletion
and new urban writing, that Nina Todorovi¢ records. In the cycle of photographs starting the
project Architecture of Memory, she recorded the imprints that the demolished houses’ gables

left on the neighbouring buildings. As in her latest photographs, displayed at the exhibition
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Mapping of Deconstruction, at the moment the work was created, there existed the marks of a
neighbouring house, which were, in the meantime, painted over or replaced with newly
constructed buildings. Only a photograph remained as a document of this imprint. The loss of
memory implies the loss of a part of an individual personality. The loss of the memory of a
facility implies the loss of the memory of the events that happened in this facility, and of the
people who lived there. These imprints represent the last physical evidence of the existence of
buildings and people living in them. Through the recording of the changes on the architectural
structures of the urban landscape in which she currently resides, and a reduced representation
of alternative cartography of these sites, Nina Todorovi¢’s photographs at the exhibition
Mapping of Deconstruction are becoming the documents of her personal psychogeography of
memories. Since a great deal of her psychogeographic research is closely connected to the
part of Belgrade where she lives, these imprints are becoming the documents of memories not
only of a period of her life, but also of the uncontrolled changes in the cities’ appearance in

the current transitional society.

Digital prints titled Architecture of Memory (Deconstruction) (p. ??) mounted on the Museum
of Applied Art gallery walls document the imprints of the demolished buildings. The prints
are of approximately the same size as the imprints of the buildings. In the the Museum of
Applied Art gallery space, these photographs start communicating with the work Mapping of
Deconstruction (p. ??) — with the prints of computer-processed maps of Nina Todorovi¢’s
psychographic walks. The installation Mapping of Deconstruction consists of two entities, the
one set up in the gallery’s display windows like a diptych, and the other set up on wooden
frames like a triptych. They represent a fine-art reduced alternative cartography of the artist’s
direction of movement through the city’s areas where the buildings whose imprints she
recorded in her photographs existed. Maps are marked with large circles, in the centre of
which lies the place of interest for her work. While the maps in display windows are "centred"
within the circles in which they are printed, and within the circles inside the maps themselves,
the frames display one map divided into three segments, between which a visitor can walk.
Art intervention on the maps is spatially connected both with the photographs Architecture of
Memory (Deconstruction) on the gallery walls, and also with the disappearance of the
displayed imprints of the houses, which were painted over or overbuilt in the meantime. The
process of memorising is thus relativised, and the validity of a photograph or map as a
document, which are presented as part of the process of deconstructing of a way of being, is
denied.



Walking through the city, Nina Todorovi¢ comes into contact with the buildings she passes
by. By recording the changes on the facades of buildings, she makes an alternative
cartographic image of the transition process in which we find ourselves. Although in her
works she does use the postulates of situationist practices from the late 1950s, Nina Todorovi¢
uses the strategies of the Situationist International to present a relationship that she has
towards the city in which she lives. Her aim is to establish an emotional relationship towards
the urban palimpsest that we read every day. Connecting the words psycho and geography in
a situationist neologism "psychogeography" signifies the impact that this research has on the
intimate experience of the urban landscape, as well as on the process of an individual’s
remembering, wrenched from the overall culture of amnesia. Artistic psychogeographic
research of Nina Todorovi¢ is closely connected with her memory of the city as it used to be,
compared to how it looks now. Alternative cartography of her work Mapping of
Deconstruction takes us into a new relationship between the urban palimpsest and emotional
disorientation characterising the tumultuous changes that are happening on the body of the
city-text in the transition period.

By taking photographs of the imprints left on houses, Nina Todorovi¢ documents a moment
resembling the situationist decomposition which is caused by the *self-destruction of
traditional cultural forms” for the purpose of creating a “superior structure” in its place. The
memory of this process alters, depending on the people and events that affect the
memorisation process. What is left are the photo-documents that Nina manipulates at the
exhibition Mapping of Deconstruction in order to question the nature and persistence of these
memories. How is our remembrance altered if the digital or physical parameters of the photo-
documents that recorded the memories which create such remembrance are changed? If
digital data is modified, in which way is the structure of the memory of something that no
longer exists changed?

The photographs comprising the cycle Architecture of Memory (Deconstruction) 001-014 (p.
??), made on aluminium, are accompanied by four aluminium prints Altered Memory 001-014
in which Nina Todorovi¢ makes digital manipulation of an original image. She processes the
photographs composing Architecture of Memory (Deconstruction) 001-014 through the
computer program Glitch Generator and, with the aid of newly generated glitches — errors in
the digital recording of data, she shows the inconsistency of a photograph as the document of
memory in the digital world. Using glitch-like photographs, Nina Todorovi¢ displays an error

in the code that we can notice while walking through the city. Could it be that everything
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around us is the hologram that we perceive as the real world? Do we live in the world where
someone is manipulating our memory like in the films the Matrix and Dark City, or is our

memory altered like in Christopher Nolan’s films Memento or Inception?

Glitches on the prints composing Altered Memory 001-014 (p. ??) allow the relocation of the
way of looking at the urban palimpsest, whereby they become the documents of fragility of
our perception of the world surrounding us. Thus glitches change the memory of the facilities
that no longer exist — which highlights the porosity of our memory in the digital world.
Photographs processed through glitch generators become false perceptions of memory, but at
the same time they are variations of the original digital code of an image. The newly created
prints change the structure of the displayed facility, whereby the memories of such a facility
assume the shape of a collage composition. The aesthetics of the digital images composing
Altered Memory 001-014 connects the existing houses’ imprints with the legacy of fine arts.
Nina Todorovi¢ changes the imprints’ artistic character which emerged as the product of a
several-decade-long relationship between the psychotic psychogeography of the house and the
surrounding architecture. The glitched imprints assume new, abstract forms, dominated by
bright colours and horizontal composition of works, like Mark Rothko’s paintings. By
changing the digital code of the images composing Architecture of Memory (Deconstruction)
001-014, the documentary features of a photograph disappear, and it becomes the
representation of altered memory of the existence of a facility, subject to change depending on

our comprehension of the originality of the image digital code.

Interventions made in the photographs at the exhibition Mapping of Deconstruction represent
deflection that Nina Todorovi¢ makes opposed to her archival need to document the state of
the transitional urban palimpsest. On the collages composing Architecture of Memory
(Deconstruction) I-1X (p. ??), glitched memories are formed in an analogue manner by cutting
the photographs and re-arranging their parts. Manually mixed memories become part of the
author's poetics of Nina Todorovié, which is quite different from the mere archiving of photo-
documents. Within the composition of the building facade, the collage Architecture of
Memory (Deconstruction) IV (p. ??) introduces aluminium as an artificial material that gives a
reflection which we see on the buildings. The bottom of the collage composition is adorned
with vegetation which grows opposite the metal reflection of aluminium. This impossible
symbiosis of plants and metal looks like the final stage in the process of decomposing the
facility, in which plants barely survive at the place where the building once stood. Our

memory of this facility is permanently altered and it is saved solely as an art installation.



On the collages composing Nefelomanzia I-VI (p. ??), Nina Todorovi¢’s psychogeography is
transferred to a symbolic space where photo-documents, modified by artistic intervention,
become timeless testimonies of the demolished facilities’ existence. The basis of the two
types of collages inspired by nephelomancy, i.e. method of predicting the future by studying
the clouds, makes black-and-white photographs which show the imprints the destroyed
buildings left on the neighbouring structures. The artist makes interventions on the
photograph using blue and white acrylic paints, and then cuts it out and glues its parts to a
watercolour paper. The lower collage displays the house’s imprint surrounded by the blue sky.
Everything that surrounded it is gone — only the bare facade of the building to which the
house was once leaning remained. And only an imprint of the house remained. Interventions
on the photographs emphasise the existence of the memory different from the facility’s photo-
document in such a way that it is the memory of another structure, whereat the wall of the
existing facility serves only as a keeper of the memory of the non-existing structure. Nina
Todorovi¢ has a different approach to the top collage, when she paints the blue sky at the
place where the former building’s imprint was once engraved, while the image of the
remaining wall of the building on which the demolished house used to be leaning remains
visible. So, the house’s imprint has now gone. Instead of it, there remains the question of what
remains after the destruction of the imprint, i.e. after the demolition of the house, followed by
whitewashing or building of a new structure on the site of the destroyed one. Is our memory
altered by our psychology, by the very act of recording houses’ imprints, by mapping the

changes or by the people who give us a different notion of the common memory?

The installation Pattern Recognition (Deconstruction) 1-V (p. ??) consists of five prints, i.e.
photo-collages made on plexiglass. They are exhibited in the Museum of Applied Art gallery
space so that they enable a visitor to walk through the works. This kind of interaction with the
audience is important for Nina Todorovi¢, who, within the project Architecture of Memory,
also accommodated prints in the gallery space which required communication with the
viewer. Change of material on which she creates photo-collages (aluminium-plexiglass)
suggests a change in the functioning of the photograph as the medium, since it becomes a
meta-document of the deconstruction of architecture contours. Scattered in a collage-like
pattern on plexiglass, parts of Nina's photographs, in which the networked plants, trees or
moss emerge from the space once occupied by the house, are mixed with the imprints of
houses and blue colour, as a symbol of the intervention made on the collages composing
Nefelomanzia. These collages and prints round up the psychogeography of Nina Todorovié’s



memory, which starts with mapping of her walks and making photographs of the
deconstruction of architectural structures to relativise the problem of the memories of those
structures in the collages and prints made on plexiglass. The maps have shown not only the
directions of artistic movements, but also the locations of “wounds” on the city’s body. The
photographs are the documents of artistic character that result from the transitional demolition
of facilities and decomposition of memories. Glitches made in a photographic code disordered
the documenting; they introduced additional volatility in the fragility of memory. Collages
provide answers to the artist’s questions about what remains after the disappearance of
structures. What remains is the imprint which is the structure’s mark represented as the sky or

as a deconstructed memory in which we mirror ourselves.

The binary codes in the installation Decoding of Altered Memory (p. ??) are the record
documenting the changes in the original code of the digital image of the house’s imprint,
caused by a glitch generator. The code of the image presented next to the installation is
printed on a tracing paper. At the moment when there is no clear distinction between a digital
original and a digital copy, the displayed binary code represents the original of a digital image
from which the process of documenting the structure’s decomposition starts. In this way, Nina
examines the system by means of which she memorises certain structures, phenomena or
feelings. Is the printed code only a copy of an invisible code which constitutes the original
record of a digital image, or is it the original? Is the image only a copy of the original digital
code? Nina wonders how much we can trust our memories, when what is digital becomes a
copy as soon as it is shown in physical form, like in quantum mechanics in which particles
exist in a certain place only depending on whether we perceive them or not. This is the way in
which we can perceive a glitch in the photograph presented next to the strips in the Museum
of Applied Art gallery. The result of a change in the image code is a glitch which represents
an error in the digital code. In Nina's works, this error can be interpreted as a symbol of
changes that occur in psychogeography, i.e. changes that occur due to the uncontrolled
destruction and (over)building of the city in which she lives, and the impact it has on the

psychology of an individual being.

The holographic installation Life’s a Glitch (Deconstruction) (p. ??) shows changes in the
urban palimpsest’s tissue that we observe while walking around the city. The video of
archival photographs that Nina Todorovi¢ made in the cities she travelled to, and the glitches
of these photographs, are presented as well. A holographic presentation consists of the

reproduction of a series of three-dimensional images transmitted through the video signal.
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This hologram offers a new perception of the documentary nature of photographs, which are
now becoming virtual 3D structures. The rotating glitch images show slightly different
“slippages” in our perception of the city. Therefore, our memory is also changed so that we

now read it in a new, virtual urban palimpsest.

The walk through the exhibition Mapping of Deconstruction begins with the mapping of
facilities and directions of movement, where we see how the photograph of the house’s
imprint is changed, as a mark of deconstruction of relations between the two buildings. This
symbiosis has gone, but modified photo-documents testify to the process by which Nina
Todorovi¢ presents the ways in which the memory of them can be altered. The artistic
intervention by which she redefines the documentary character of these marks is the result of
questioning the persistence of our memories. By mapping the deconstruction of structures, she
captures the transient imprints on the urban palimpsest through which she moves. The
displayed marks refer not only to the process of decomposition of the building itself, but also
to the deconstruction of the memory that exists of this building. Engraved on neighbouring
structures, the imprints of demolished buildings have become the codes that are deleted and
whose place is now occupied by new cultural structures that will one day be replaced by
future urban development projects. Nina Todorovi¢ uses this cycle of permanent writing,
erasing and re-deleting through the city’s palimpsest to present her poetry, as an author, which
is inextricably connected with psychogeographic research of the city and the arising questions
concerning the nature of memory. The ephemeral act of shooting thus becomes only the
beginning of a huge process of preservation and manipulation of the memory of urban areas

which we pass by every day.
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