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/ NMoxkera

Cnahana NeTtposuh Baparuh

Mpojekat ,D0TO [OKYMEHTW', UHMLWjaTH-
Ba je Koja, caMo AeNMIMUYHO, NOKyLUaBa fia OAroBo-
pu Ha NoTpeby 3a KOHCTUTYMCabEM NPOCTOPa Koju
adupmue otorpadujy Kpo3 aHanusy pasHOBpP-
CHOCTW MPUCTYNa 1 NPaKcK Yy OKBMPY OBOT Meauja
YMEeTHUYKOT n3paxursara. OBaj npojekart, Mo Ko 3Ha
KOju MyT penHTerpuile 00KyMeHmapHoOCm Ha nosby
¢doTtorpaduje, Kpo3 NokyLaj carnefaBama CMUCIa
1 CywTrHe nonmana dotorpaduje Kao JOKYMeHTa
Yy, YBEK U3HOBA, AipyraymnjiM yCiIoB/IMa CaBpemMeHor
TpeHyTKa.

Beh opaBHO je doTorpadumja 3aysena
MeCTO HajMaCOBHMjer n3paajHor meaumja, Ho Moke
ce pehu ga HVKaga Huje 6UNO NPUCYTHO TONMKO
PasnnuUMTOCTM y MPUCTYNY OBOM Mefnjy, Kao AaHac.
[vBep3nTeT nMpuctyna M NpoMulLIbaka YHyTap
YMETHUYKMX Npakcy, Ha nomy doTorpaduje,
13a3vBa WHTEH3VIBHE TMOJIEMUKE O KapakTepy wu
camum BpefgHocTMMa poTorpaduje.

JedbuHncare n manupare dotorpaduje n reHor
je3nKa y KOHTEKCTY YMETHOCTM (OHe 3BaHWYHO
npu3sHate), npobnem je Koju 61O je npucyTaH jow
on otkpuha oBor meguja 1839. rogmHe. HakoH
npuxeaTtarta CTUCKOT N MefjCKOr MOCTMOAEePHOr
nnypanvaMay yMeETHOCTU, Kao 1y CKIIOMy TeXHe Aa
Cce TMOHYAW anTepHaTVBa MOMEPHOj YMETHOCTH,
npuxeaheHa je poTorpaduja Kao ayToHOMHU Mefuj
Tj. KaO YMeTHMYKa AucumnnuHa. MpuxsaheHo je
3ajefHUYKO oppeherwe doTorpaduje Kao yme-
THOCTU 3a cebe M cam MeAWj KOHTVHYWMpaHO
npoLvpyje COMCTBEHE acneKkTe KpeaTMBHOCTU U
eKcrnepumeHTa.

NcToBpemeHo dpoTorpaduja Moxe fia nma
TpeTMaH AOKyMeHTa, Oenelke ¥ CBefOYaHCTBA.
BasvpaHa Ha NpPeno3HaT/bMBOM MPEAMETHOM
cappkajy, TakBa ¢doTorpaduja rpagu CBojy L[OKY-
MEHTapHOCT, anu Hajuewhe UCK/BYYMBO Ha
cumbonuukom nnaHy.  JokymeHmapHa gomo-
epacuja y ctamy je aa NnpeHece CTBAPHOCT y Mepu y
KOjoj joj TO AO3BO/baBa MaHMMyNaTUBHOCT camor
npoueca.

Mpomuwrbatbe poTorpaduje Kao KoHLen-
Ta, npobnematu3yje ce Kpo3 camy Moh ¢oTo-
rpaduje Ha martepujanusyje, €eKCrnepuMeHTHLLE,
KOMYHMUVMPa, anun 1 fa YCNocTaBu eceTcke KoL OoBe.
YmeTHnuKa dotorpaduja gaHac 3anasv Ha nosbe
LPYWTBEHMX ananu3a, Ha Mosbe HayKe, anu UCTO
Tako MMa W CKJIOHOCT fa pepeduHulle opHoce
npemMa MPOCTOPHOM OKPYXKEetby Y KOMe ce Hanasu
U BPeMeHy Yy Kome HacTaje.

YKONMKO y3MeMo 3a nonasuiite ugejy o
doTorpaduju koja npeTeHayje fa yTrye Ha Hac, Aa
KpeMpa Haw CTaB Yy MpomMaTpatby MojaBa W”
OKpY»Kerba, HEMUHOBHO ce Bpahamo Ha notpeby Aa
NpencnMTamo CBoja ouyeKkuBara of doTorpaduje.
YKONMKO Cy Halla o4yeKmBatba Ha OBOM MyiaHy TakBa
[la CMO y CTakby Aia 3aHEMaPVMO MaHUMYNaTUBHOCT
y npouecy HacTaHka ¢doTtorpaduje n ga rpagnmo
UBPCTO NoBepere y GUHANHN ABOAUMEH3NOHANTHA
BUA/bUBU pe3ynTart, yTonuko ¢dotorpaduja gobuja
Ha CBOjoOj [OKYMeHTapHoOCTU. BuTanHoCT m cHara
OBOI MeAMja ynpaBo nexu y camoj mohu pa
COMCTBEHVM CTaBOM W BubereM cBeTa, Kpeupa
Hally NpeacTaBy O NMOjaBHOM CBETY KOju benexu.

Hamepa wu3nox6e ,Doto pokymeHTU”
nopep npencnuTBarba JOKYMEHTapHOCTH, jecTe n
MOKyllaj Mpe3eHTOBara PasNMUMTUX BUAOBA
npomMuLLIbarba Ha nosby doTorpaduje y KOHTEKCTY
ayTop - Mefuj - OKpyxewe. W3 ToOr pasnora
KoHLUenuuja came wu3noxbe jecte TakBa fJa
aHanum3upa ¢otorpadujy Kao YMETHUUKY [UC-
unnnvHy dopmatnpajyhu je 3a oKpyxere y Kome
6viBa M3nOXeHa, Be3yjyhn KapakTepuctuke wu
obenexja camor NpocTopa 3a heHO HOBO MLIYUTa-
Batbe.

o



Photo documents_2010

/ Pozega

Sladjana Petrovic Varagic

The project ,Photo Documents” is an
initiative which, only partially, tries to answer the
need for constituting the space which affirms
photography through analysis of variety of
approaches and practices within this medium of art
expression. This project, over and over again
reintegrates documentary in the field of
photography, through the attempt of perceiving
the sense and essence of interpreting photography
as a document in, repeatedly, different conditions
of a contemporary moment.

Photography has long been considered to
be the most massive expressive medium, but it can
be said that today it has never been so many
varieties in the approach to this medium. The
diversity of approaches and deliberation within art
practices, concerning photography, causes
intensive debates on the character and the very
values of photography. The defining and mapping
of photography and its language in the context of
art (the one officially acknowledged), is a problem
that has been present since the discovery of this
medium 1839. After accepting the stylistic and
media post modern pluralism in art, as well as
aspiring to offer an alternative to modern art, the
photography is acknowledged as an autonomous
medium, that is, an art discipline. The general
specification of photography as an art in itself is
accepted, and the medium itself continuously
expands its own aspects of creativity and
experiment.

At the same time a photograph can be
treated as a document, note and certificate. Based
on the recognizable subject content, most
frequently  such  photograph  builds its
documentary solely on the symbolical aspect.
Documentary photography is in the position to
transfer reality to the extent to which it is allowed
by the manipulation of the process itself.

Photo deliberation as a concept, is
problematized through the very power of
photography  to  materialise,  experiment,
communicate and establish aesthetic codes...
Nowadays, the art photography enters the domain
of social analysis, but it also tends to redefine
relationship between the physical environment in
which it finds itself or the period in which occurs.

If we see the idea on photography as a
tendency to influence us, or create our attitude
when observing appearances and environments,
we are inevitably compelled to reconsider our
expectations of photography. If our expectations
are such that we are able to ignore manipulation in
the process of photography’s beginnings and to
build strong trust in the final two-dimensional
visible result, then the photography certainly gets
on its documentary. The vitality and strength of this
medium lies in the very power to create our idea on

records, by its own attitude and views on the world.

The purpose of the exhibition “Photo
documents’, besides questioning the documentary,
involves the attempt to present different aspects of
reflection on photography in the context author -
medium - environment. Out of that reason, the
concept of the very exhibition is to analyse
photography as an art discipline and thus
formatting it for the environment in which it is
exposed, linking the characteristics and features of
the space itself to its new interpretation.
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Mupocnas Kapuh

“TpaHnue doTorpaduje Hucy carnegaHe. Y
H0j je CBe joL TaKo HOBO Aia camo Tparate Beh Boaun
[0 CTBapanaukmx pesynraTta. TexHuKa je, pasyme ce
no cebw, y Tome KpumTesbka nyTa. CyTpawmbu
aHan¢abeta Hehe 6UTU OHaj KO He MO3Haje C/oBa,
Hero OHaj Ko He no3Haje ¢otorpadujy”’ YnHu ce ga
HUKag Huje 6una akTyenHuja NpodeTcKn ToHnpaHa
m3jaBa uJyBeHor mabapckor ymeTHuKa Jlacna
Moxormn Haha (1895-1946), nocebHO y KOHTeKCTy
MHTe3nBHe Tekyhe pgebaTe o no3uvumju n cynbuHn
doTorpadckor mepmnja, ogHocHo nponudepaumnje
HajpasnuunTujux  poTorpadcknx cagpxaja u
yBohera HOBUX KOMYHMKaLMjCKMX KaHana Kojuma
ce uctm nnacupajy. NpenumyhTtcBo gurutanHe cnuke,
online coumjanHe Mmpexe, 6e36poj BMPTYENHUX
ranepuvja n anbyma noxpareHUX Ha UHTEPHETY, CBe
je To ybp3ano, yHeno rotoBo puTam TpKe Yy »Kerby Aa
Cce CBaKOAHEBHO [OKYMEHTYjy, OBeKkoBeue, 06e-
nofaHe, ,okaue” M nofene HekM BaXHW N Marbe
OUTHW, Nnenu, He3abopaBHYW, APAMATUYHU MOMEHTU
13 OnLITe APYLWTBEHOT UK KpajHe NUYHOT »KMBOTa.
YmeTHnuKa ¢otorpaduja, pasyme ce, npatum cBe
TeXHWYKe MHOBaLMje, Maja ce HeorpaHuyeH 6poj
MoryhHOCTV Mefuja npe cBera BMAW Kao M3a30B Y
Tparatby 3a jeAVHCTBEHVM, OPUTMHANHUM MPUCTY-
nuMa m npakcama. lNocnepmwy feueHujy Ha nosby
ymeTHUYKe doTorpaduje obenexunn cy xunep-
npoaykurja, MHOWTBO eructupajyhux genosamwa,
60pba 3a MecTo Mop TPXKULIHUM CYHLIeM, BUCOKe
npoaykuuje, Benvku GpopmMaTi, aCTpoOHOMCKe Ludpe
doTorpadckux Aena n cTaTyc 3Besfe Koju cy CTeknm
nojeauHn ¢dotorpadum. Ha nutarbe O TPeHYTHOj
nosuunju dotorpaduje y caBpemMeHOj yMETHOCTU
CTVIXKY PasfMuUTL OATOBOPM UCTOpMYAPA U Teope-
TUyapa of Tora fia HUKaj Huje 6una peneBaHTHUja,
[10 OLleHa [ia Kao 1 CBaKUW YMETHUYKN Mefuj Nposiasu
oapeheHy BpCTy Kpuse, 3amopa, Aa je y ¢asu
pagvkanHe TpaHcpopmauuje, Ha W3UCKyje HOBa
npomui/batba U peopujeHTaumje, Kako y Teopuju
TaKo Uy npakcu.

M3nox6a ,DoTo fOKyMeHTN" UMa 3a Lub
Ja Kpo3 pajoBe MeTopo YMEeTHMKa npenacTaBu
pasnuuute npuctyne dotorpadpckom Meaujy, Aa
YKarke Ha FUXOBY PerieBaHTHOCT KaZla FOBOPUMO U1 O
aKTyesIHMM rnobanHum TeHAeHuuWjama, carnepa-
BamlVMa, MNPENCNUTUBabUMA CBETIIOCHE CIMKe.
M3abpaHn ymeTHMUM Cy nNpuUcyTHW Ha pfomahoj
yMeTHWNYKO] / doTorpadckoj cLueHn CKopo umTaBy
JeueHujy, a Beh cy irxoBu NpBY pagoBu 1 13noxbe
HajaBUIN NPOLOP HOBMX UAEja U MPEKO NOoTpebHy
cBexunHy. OBpie cBakako Tpeba nomeHytn Kategpy
3a ¢oTorpadujy Akagemuje ymeTHocTn bBpahe
Kapvh, koja ce y jegHom nepuogy u nocebHo
1CTak/a y NpoMoBucakby caBpemeHe doTtorpadcke
efykaumje u mnagmx cTBapanaua. VHoBaTvBaH
gonpviHoc  doTorpadumju  CBUX NpPeAcTaB/bEHUX
ayTopa pednekTyje npe cBera tUXOBY epyanLmjy,
LINPOKA NHTEPECOBaa, NyHy nocseheHocT meaujy,

HeroBatbe TEOPWjCKOT  AUCKypca, ynamBe U
[ernoBakba 1 y Apyrum yMmeTHUYKUM dopmama. VisaH
MeTtposuh, TopaH Muuescku, KatapuHa Pagosuh,
Mwxanno Bacurbesuh n Oywuiua Opaxuh cBoj pag
6a3vpajy Ha KOH3UCTEHTHVMM MpPencnuTMBarbUMa
rpaHMLa camor MeAauja, HEroBUX >KaHPOBCKMX
opapehetba, TeXHUYKMX MOryRHOCTM 1 noTeHuMjana
Kao MPeHOCHVKa 1 Hocroua raeje. 3a oBe yMeTHU-
ke, doTorpaduja Huje camo Kpyto pAeduHMUCaHa
OVCUMMNIMHA MW Mpakca, Beh BULIEHAMEHCKU
MeAuj Koju Moxe pda ce OGunTpupa Kpo3 Hu3
YMETHUYKMX npoueca. M3noxeHn pagosu cy manm
CerMeHTU nNpoaykuuja y Kojuma ce ayTopu Kpo3
UCTpaXKuBatbe W MpOLIMPUBatbe MapameTapa
KOHBeUMOHanHe  doTorpaduje 6aBe  HeHUM
TeMe/bHUM BPEAHOCTVIMA, ECTETCKUM, ETUYKUM,
APYWTBEHUM W pPasHUM  [pYyrum nuTarbuma.
M3nox6a HeMa CTPUKTHY TeMy, BapujeTeT NpucTymna
1 no3uuuja OKBMP je 3a npeno3HaBarbe Lumper
novmarba doTorpaduje HaHaC W KOMIUIEKCHUje
ynotpebe HeHOr je3nKa y HTeprnpeTaumjy 6pojHux
peanHocTn. ACneKT JOKYMEHTapHOT, KOju ce HaBOAW
y caMOM HasuBy u3noxbe, BULle je CBOjeBPCHa
rnocseta npuMapHoj oyHkumju doTorpadckor
Mefuvja, TpetTupaHoj K npobnemaTn3oBaHO] oOf
CTpaHe ayTopa BP0 OTBOPEHO M Ha pasnuuyute
HauuHe: Kpo3 peuHTeprpeTaunjy amaTepckor
dotorpadckor  3anmca, CNOXKeHa  BU3yeslHa
ncTpakmBarba ofpeheHnx counjanHux rpyna wnu
ApYWTBEHUX PeHOMEHa, MPEenCcnUTBabe OfHOCA
(KOHCTpyMCaHW) HapaTuB - TeKCT - doTorpadcka
CMKa,  site specific uHTepBeHuuje. WM3abpaHu
N3N0X6eHN NPOCTOPU U NOKANUTETU MNoCTanmn cy
WHTerpanHu feo pajioBa, MPOMULL/bAHM KPO3 CBe
[aTOCTUN, KOHTEKCTe, MCKYCTBa U noTeHuujane. OHn
Cy V3a30BHO MO/be y OKBUPY Kojer yMmMeTHMuu
OVPEKTHO WHTEPBEHMLUY, YNUCYjy HOBa 3Hauyema,
npencnnTyjy n TecTupajy COncTBeHe Mpakce u
[enoBarba, NoMepajy CcTaHhapAe U3naraukux mMeTo-
Ja 1 mopena. Y uenuHu nsnoxba ocTaje BenvkKa
pednekcmja KypeHTHMX MpeoKynauunja yMeTHUKa,
aHraXXmMaHa y [ApyruM YMETHUYKMM dopmama,
Tparata 3a HOBMM WU3pasMMa U WCKa3UMa,
CyouyaBara Ca aKTyeJIHUM TpeTMaHoMm ¢oTo-
rpapckor  mMeamja Y  KOHTEKCTy  aKTUMBHOT
npodecroHanHor npaherwa gomeTta n gocturHyha
Ha TOM nosby. Y OKBUpY K3noKbe oppxaH je u
pa3roBop ca yuyecHULUMMa U3NoX6e Koju Cy ce Kpo3
KOHKpEeTHe mprMepe CBOjVX pafoBa OCBPHYW Ha
HOBe TeHAeHUuje y aomeHy ¢doTtorpaduje u teHe
nosvumje y caBpemMeHOj BUW3YeNIHOj YMETHOCTW.
PasroBop je, usmehy octanor, umao 3a Uwb 1 Aa
yKaxe Ha Heke npobneme, nonyT HepocTaTHe
gomahe CTpyyHe nepuoguke, Kao M Ha jow yBek
cnaby 3avHTepecoBaHocT Mehy mnahom reHepa-
LuMjomMm mctopryapa 1 Teopetuyapa yMeTHOCTM Ja
CBOja WCTpaxuBarba, paj W Mpakcy mnoceete
npo6nematnyu poTtorpadckor meauja.
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“The boundaries of photography are not
yet perceived. It is everything still so new that the
pursuit itself already leads to creative results. It goes
without saying that the technique is the one that
clears out the road. Tomorrow's illiterate will not be
the one who does not recognize letters, but the one
who does not know photography.” It appears that
the prophetic statement of the famous Hungarian
artist Laszlo Moholy-Nagy (1895-1946) has never
been more current, especially in the context of
intensive present debate on position and fate of
photographic medium, that is, the proliferation of
the most diverse photographic contents and
introduction of new communication channels
through which the same are launched. The
advantage of digital image, online social network,
countless virtual galleries and albums placed on the
internet have all brought the rhythm of race with the
aim of documenting, immortalizing, revealing,
“uploading” and sharing certain important and less
important, beautiful, unforgettable, dramatic
moments in our social or even personal life. Art
photography follows all technical innovations, even
though the limitless number of possibilities, above
all, is regarded as a challenge in search for unique,
authentic approaches and practices. The last decade
in the field of art photography was marked by hyper
production, variety of existing activities, the struggle
for a place in a competitive society, high production,
large formats, costly prices of photographic works
and a status of a star that certain photographers
acquired. So many different answers are given by art
historians and theorists concerning the question of a
current position of photographers in contemporary
art. They argue that it has never been more relevant,
from the thoughts that as any art medium it goes
through a certain type of crisis, exhaustion, to the
statements that it is in the phase of radical
transformation, that it entails new deliberations and
reorientation not only in theory but in practice as
well.

The exhibition “Photo documents” has an
objective to present different approaches to the
photographic medium through the works of five
artists, to indicate their importance when we speak
about current global tendencies, or perceive and
question light painting. The chosen artists have
been present in local art/photographic scene for
almost the whole decade, and their first works and
exhibitions have already announced the
breakthrough of new ideas and a much needed
freshness. We should certainly mention Department
of photography Academy of Arts “Braca Karic’, which
has been very active in the promotion of
contemporary photographic education and young
art creators. Innovative contribution to photography
of all presented authors reflects, above all, their eru-

Miroslav Karic

dition, wide range of interest, full commitment to
the medium, cherishing theoretical discourse,
influence and activities in other art forms. Ivan
Petrovic, Goran Micevski, Katarina Radovic, Mihailo
Vasiljevic and Dusica Drazic base their work on
consistent questioning of boundaries of the
medium itself, its definitions as a genre, technical
possibilities and its potential as a messenger and
idea bearer. For these artists, photography is not
only a strictly defined discipline or practice, but it is
a multipurpose medium which can be filtered
through a variety of art processes. The exhibited
works are small segments of productions in which
the authors, through examination and expansion of
parameters of conventional photography, deal with
its fundamental values, aesthetic, ethical, social and
various other issues. The exhibition does not have a
strict topic but the variety of approaches and
positions is the framework for recognition of wider
understanding of photography today and the
complex usage of its language while interpreting
numerous realities. The aspect of documentary,
which is stated in the exhibition title, is more of a
special dedication to the primary function of the
photographic medium, which is treated and
problematized openly and in different manners by
the authors: through reinterpretation of amateur
photographic recording and complex visual
examinations of certain social groups or
phenomena, through questioning of the interaction
(construed) narrative - text - photographic image
and site specific intervention. The chosen exhibition
space and localities have become an integral part of
performances, thought over through all contexts,
experiences and potentials. They are the
challenging field within which artists directly
intervene, provide new meanings, question and test
their own practices and activities, change standards
of exhibition methods and model. On the whole,
the exhibition remains a big reflection on artists’
current preoccupations, their engagement in other
art forms, search for new expressions and
statements and their facing the current treatment of
the photographic medium in the context of
professional monitoring  of  limits  and
accomplishments in that field. During the exhibition
the discussion was held with the artists who,
through concrete examples of their works, looked
back on new trends in the domain of photography
and its position in contemporary visual art. The
discussion had an objective to indicate certain
problems, such as insufficient domestic professional
periodicals as well as to demonstrate weak interest
of younger generation of art historians and theorists
in dedicating their research, work and practice to
the problems of photographic medium.
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doTo-nopauym: Muxanno Bacumesuh
npobnem gokymeHrtapHe ¢otorpaduje

BOKYMeHT lat. (documentum) nucmeHmn fokas,
nrcMeHa 3BaHMYHA UCMNPaBa, NoBesba,
[I0Ka3HO CPeACTBO, Y30p, BEPOAOCTO-
jaH nopaTak, CBeA0UYaHCTBO, YMHEHN-
ua.

LlIkoTcku cBewTeHnk AnekcaHgap Kut je
1844. roguHe [olWao Ha W3BaHpefHy uAaejy Aa
doTorpadmjama fokaxe BepopocTojHOCT bubnuje.
3a mera cy CIMKOBUTE pfarepotunuvje mnejsaxa
CHUMIBbeHMX y CBeToj 3emrby 6une JOBObaH [OKa3
fa 6u ce ,ybeano uutanay 6e3 npeppacypga wuam
paLMoHanH1 1 NCKPEeHWN BEPHIIK, Aa je Hemoryhe fa
je rberosa Bepa naxHa” ' U 3aucta, unHu ce aa
usmehy nojmoBa ¢pomoepaguja u OokymeHm
nocToju  jacHa Be3a -  HemaHunynucaHa
doTorpaduja je yBek JOKyMeHT. Yak 1 Kajaa je cLeHa
KOHCTpynMcaHa fa 6w 6una dotorpaducaHa,
doTorpadpckm CHMMaK HEMUHOBHO [OKYMeHTyje
TakBy cueHy. Mnak, noctaB/ba ce nuTatbe rae cy
rpaHule y maHunynaumju ¢otorpadujom, O4HOCHO
3a Kojy ¢oTorpadujy moxemo pehu pa Huje
npownssog MaHunynauuje? OBo NuTame ce JOAATHO
KOMIJIMKYje  MojaBOM  AUrnTasHe CJiMke U
HeorpaHnyeHum moryhHocTMa pekoHdurypauumje
Ha HMBOY MojeAVHAYHOT NMKCcena.

Mako je 3Hauere n3pasza 0OKymeHmapHa
¢omoepachuja opaBHO MOCTano OMACHO Henpe-
LM3Ho, oBa ¢pasa ce 1 Aarbe ynotpebrbasa y Be3n
Ca HEKOMNMKO MOTMYHO Pasnmumtux gpotorpadpckmx
npakc. Mornn 6u pehu pa je poKymeHTapHa
doTorpaduja npe cBera oHa Koja ce KOPUCTU Kao
BU3yeNHa YikeHnLa — oKa3 Yrja ce UCTUHUTOCT Y
OKBMPY PasNUUUTVX WHCTUTYLMja He [OBOAU Y
nuTare. Pa3nosn 3a cymmy y nonuumjcke, meau-
LMHCKe Mnn acTpoHoMcke doTorpaduje HepoBo-
JbHO Cy ounrnefHu aa 6u ce mrXxoBa MCNPaBHOCT
posoawna y nutare. MehyTnm, Kaga oBaj U3pas u3s
HayyHO - WMHCTUTYLMOHANHOr AucKypca npehe y
nosbe YMeTHOCTU, MOojaBJbyjy Ce CacBMM BUA/bUBU
npobnemu. C jefHe cTpaHe, CBET YMETHOCTU
noHae/ba ynotpeby doTtorpaduje Kao pokasa -
MHOrobpojHu  nepdopmaHc ©  MHCTanauymje
YMeTH/Ka MoyeB oOf We3fjeceTux ropvHa fBaje-
ceTor BeKa OCTanu cy 3abenexeHun camo Ha
doTorpadujama. C gpyre cTpaHe, CKOPO Nosa Beka
paHuje nojaBuna ce HoBa BpcTa doTorpaduje Kao
YMETHOCTU — OHa KOja U32/1e0a Kao [JOKYMEHT.

Mo3HaTo je pa cy Hekn op doTorpada
AeBeTHaecTor Beka cBoje doTtorpaduje HasmBanu
0oKyMeHMuUMa, anu cMaTpa ce fia je pexucep LloH
lpvpcoH (John Grierson) npsBu nyT ynotpebuo
n3pas 0okymeHmapHu 1926. ropnHe y CMUCTTY Koju
je octao y ynotpebu fo paHac. Hekonuko rogvHa
KacHuje amepuukmn potorpad Bokep EaHc (Walker

o




Photo-data: Mihailo Vasiljevic

the problem of documentary photography

dokument lat. (documentum) is a written
evidence, written official document,
means of evidence, model, authentic
information, certificate, fact.

In 1844 Scottish priest Alexander Keith
came to an extraordinary idea to prove the
authenticity of the Bible by using photographs.
According to Keith, the colourful daguerreotypes of
landscapes recorded in the Holly land were
substantial proof to” persuade the reader without
prejudices or a rational and true believer that it is
impossible to say his/her religion is false”. And
indeed, it seems that there is a clear connection
between the terms photography and document — an
unmanipulated photograph is always a document.
Even when the scene is designed to be
photographed, the photographic shot inevitably
documents such scene. Still, the question imposes
itself: are there limits when it comes to the
manipulation of a photograph, that is, for which
photograph can we say that it is not a product of
manipulation. This question is further complicated
by the appearance of digital image and by limitless
possibilities of reconfiguration at the level of
respective pixel.

Even though the meaning of the term
documentary photography has long become
dangerously imprecise, this phrase is still used in
connection with several completely different
photographic practices. Above all, it could be said
that the documentary photography is the one used
as a visual fact — evidence whose authenticity is not
questioned within different institutions. The
reasons to doubt the police, medical, or
astronomical photography are insufficiently
obvious to question their regularity. However, once
the term moves from scientific-institutionalized
discourse to the field of art, completely visible
problems appear. On the one hand, the world of art
repeats the use of photography as evidence -
numerous performances and installations of artists
beginning from the 1960s of the 20th century
remained recorded only on photographs. On the
other hand, a new type of photography as an art
emerged almost a half century earlier- the one that
looks like a document.

It is known that some of the
photographers of the 19th century referred to their
photographs as documents, but a director John
Grierson is considered to be the first one to
introduce the term documentary, in 1926, in its
proper sense that is still in use. A few years later an
American photographer Walker Evans started
making revolutionary photographs in which he
managed to achieve the look of utilitarian
documentary photographs. Since then
documentary photography has been described as a

o



Evans) nouvtbe pa npaBu  peBONyLMOHapHE
dotorpaduje y Kojuma  MOCTMXKE  W3rMeq
YTUIMTApHUX [OKYMeHTapHux ¢otorpaduja. Of
Tajla, AOKymMeHTapHa ¢doTtorpaduja je onmcmBaHa
Kao ¢opma, XaHp, Tpaguuwuja, CTUI, TOKPET W”
npakca. - CBectaH TepMUHONOLLKOr Npobnema, cam
EBaHC je npegnoxumo wu3pas ¢pomoezpaguja y
0okymeHmapHoMm cmusy pa 6u Ha jefHOCTaBaH
HauuH objacHno pa3nuky n3mehy concreeHor paga
1 GYHKLUMOHaNHNX fJOKYMeHTapHux doTorpaduja. Y
oppeheHom cmucny, EBaHcoBa dopmyna 6una je
OVPEeKTHU HacTaBak feBeTHaeCTOBeKOBHe
doTorpadcke Tpaguuumje CMeLWTeHe Yy  HOBU
KOHTEKCT yMeTHOCTW. To je BepOBaTHO jedaH Of
pasnora v3a CBenpucyTHOr yTuLaja Koju je Heros
paa umao Ha reHepaumje ¢otorpada nocne mera.
Anv, Yak ¥ paHac Kaga je omoezpaguja y
00KyMeHMapHoM cmuJsty nocTana OfnwTe Mo3HaTa
nojaea y cBeTy ymMeTHOCTU, EBaHCOB paf ce yecTo
NorpewwHo MOABOAN TOA  KaTeropujy OOKyMeH-
mapHe pomozpacpuje.

OBaj n3pas3 ce Takohe KOPUCTM 1y Be3u ca
OPYLWTBEHO - aHraXkOBAaHOM (OTO-KYpPHaNMCTL-
YKOM MpaKcoM Koja je 6asvpaHa Ha pAormu
doTorpadpcke wnctnHe. CxBaTatbe€ fAa HeEMaHU-
nynucaHa ¢otorpaduja Moxe 6UTU  rapaHT
MOpaJiHe UCMPaBHOCTU [JaHac je BULLECTPYKO
ocnopeHo.  Mnak, nopes  npobnematnuHe
JOCNEeAHOCTY Yy NMpeAcCTaB/batby YECTO MOTPECHUX
MOTUBa, OBako cxBaheHa  AOKyMeHTapHOCT
doTorpaduje Ha Kpajy MMa 3a b NPeBa3UIaXKeHe
CMKe Yy CMWCAy  APYLITBEHWX  MpPOMeHa.
[loKyMeHTapHOCT oBe AOKYMeHTapHe poTorpaduje
OYHKUMOHNLLE Ha CMMOONIMYKOM NAaHy — MAayHum
npepcTaB/batbeM MOTUB je MPETBOPEH Y COMNCTBEHU
cumbon Koju Tpeba fa 13a3oBe peakuujy.

Mako He w3rnepa Tako, dotorpaduja je
yBeK U3pa3nTo MaHMMynaTBaH NPoLeC — Of TEXHU-
YKMX MUTaka Kao WTO Cy GOKYC Mav wramna Ao
CTanHOr Bapripaka 3Hauena, poTtorpadckm CHUMaK
je unctoBpemeHo HecTabunaH M HENPOMEH/bUB
nceyak BpemeHa M npoctopa. Mapta Posnep
(Martha Rosler) y Tekcty o dpoTorpadujama ,HoBor
fokymeHtapucte”  Jlnja  Opugnenpgepa (Lee
Friedlander) yBogu KOHTVHYYM Ha unjem je jeHOM
Kpajy CnuKa, a Ha Apyrom npeHoc vHpopmauuje.
3Hauetbe o¢oTorpadumje nebam wusmehy TpaHc-
ueAeHUMje MpuKasaHoOr U jacHor OGenexera
BU3yenHe untbeHuLe. * Mamehy 3Hauerba cnvke u
eBeHTYasIHOr 3Hayera MprKasaHor MOTVBa FOTOBO
HMKaJa He CToju 3HaK jegHakocTu. Hawmsrnepg
HemaHunynucaHa ¢oTorpaduja pesyntat je
npekuga yHytap Kora je oTorpadpucaHu nceyak
BVA/bUBE PEaNHOCTU MPOMEHNO 3Hauyere CaMum
ynHom doTorpaducama.

Moxemo pehun pga csaka doTorpaduja
cToju y ueHTpy ontepehyjyher cuctema y okBupy
Kora ¢yHKUMOHMIIE — CUCTemMa YHyTap Kora je
HacTana, OHOCHO y OKBUPY Kora ce rnepa. U kao
LWITO Ha dpoTorpaduju He BUAUMO Hegudwbusy GoTo-

rpadcky emynsujy, Tako yMecTo OBOr cucTema
BMAVMO CaMO Hawv3rnes TauHy ABOAMMEH3NOHANHY
Konujy 3aycTaB/beHe peanHocTu. [poBugHa
JeckpunTBHOCT — doTorpadckor  CHUMKa  je
Bap/bMBM AOKa3 Aa je Hewmo Yy oppeheHom
TPeHyTKy noctojano ucnpep  doTorpadpckor
anapata. CBe ocTano, ykibyuyjyhu n enemeHtapHo
npero3HaBatbe MpefCcTaB/beHoOr npunaga He-
06jeKTUBHOM MOJby MHTeprpeTaLyje.

MuTtare fokymeHTapHe doTorpaduje ce
MOX[a MOXe NMOPEeAnTY ca AeBETHAECTOBEKOBHOM
eCcTeTVUYKOM KaTeropmjom numopeckHoz. Tamo rge
NUTOPECKHO Nofpa3ymeBa CIVKy npefena Koja Kog
nocmatpaua 6yam nena ocehara unu mucau,
JOKyMeHTapHa ¢doTtorpaduja nogpasymena C/IMKY
KOjoj mocmaTpau npe cBera Bepyje. JacHo je fga Ham
BEpa HMKaj Huje HeoCTajana, Yak Hu Y Be3u Tako
NUTOPECKHUX CNMKa Kakee je AnekcaHgap Kut
13abpao Kao CMrypHe 1 UCTUHUTE JoKa3e.
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form, genre, tradition, style, movement and
practice.’ Having been aware of the terminology
problem, Evans himself suggested the term
photography in documentary style in order to
explain, in a simple manner, the difference between
his own work and functional documentary
photographs. In certain sense, Evan’s formula was a
direct continuation of the 19th century
photographic tradition placed in a new art context.
That is probably one of the reasons, apart from the
omnipresent influence, that his work has had on the
generations of photographers. However, even
today when photography in documentary style has
become widely known in the world of art, Evan’s
work is often misinterpreted as the category of
documentary photography.

This term is also used in connection with
social - engaged photo - journalistic practice which
is based on the dogma of photographic truth.
Perceiving unmanipulative photography as a
guarantee of moral regularity is today widely
disputed. Still, besides problematic consistency in
representing often touching motives, documentary
photography seen in this way is aimed at
overcoming the image in terms of social changes.
The documentation of this documentary
photography is based on the symbolic plan - with
accurate representation, the motive is turned into
its own symbol which should cause reaction.

Even though it does not seem so, the
photography is always an extremely manipulative
process — from technical issues such as focus or
printing to constant variation of meaning, a
photographic shot is at the same time unstable and
unchangeable fragment of time and space. Martha
Rosler in the text about photographs of “a new
documentary photographer” Lee Friedlander,
introduces the continuum at whose one end is an
image whereas at the other one is transfer of
information. The meaning of the photography
floats between the transcendence of the displayed
and the clear recording of a visual fact? There is
never an equality sign between the meaning of the
photography and the possible meaning of the
displayed motive. Apparently the unmanipulated
photograph is the result of interruption within
which the photographic fragment of visible reality
has changed the meaning by its very act of
photographing.

We can say that every photograph is in
the centre of overbearing system within which it
functions - the system within which is developed or
perceived. And as we cannot see an invisible
photographic emulsion, we can only detect
apparently accurate two - dimensional copy of a
suspended reality instead of this system.
Transparent descriptivity of a photographic shotis a
deceptive evidence that something has existed at
certain point in front of the camera. Everything else,
including elementary recognition of the displayed
belongs to an unobjective field of interpretation.

The question of  documentary
photography can be compared to the 19th century
aesthetic  category of picturesque. While
picturesque implies the photo of a landscape that
evokes nice feelings and thoughts with the
observer, documentary photography implies a
photo in which the observer, above all, believes. It is
clear that we have never lost faith, even when it
comes to such picturesque photos that Alexander
Keith chose and regarded as being safe and true
evidence.
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Laurence King, 2002, 52.

2. Derrick Price, "Surveyors and surveyed, photography out and
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Mwuxauno BacusbeBuh

/ Mihailo Vasiljevic

(beorpag, 1981)

Junnomupao Ha Katepapw 3a ¢oTorpadujy Axkagemuje ymetHoct BK 2005 ropmHe. Mactep cTyauvje
Teopuje ymeTHOCTV U Mefuja Ha YHMBep3uTeTy ymeTHOCTY y Beorpagy 3aspLumo je 2009. roguHe. Opg 2005.
paan Kao acucteHT-capafHuK Ha Akagemnjn ymetHocTn bK, a og 2009. Kao foueHT Ha HoBoj akagemunjn
ymeTHOCTM y beorpaay. 3naxe op 2001. rognHe.3HavajHuje camocTasnHe nsnoxo6e: MceynopokymeHT (CKL,
beorpag, 2002), CrBopere (AptreT KLIB, beorpag, 2006), Mutonoruja (MarauuH, beorpag, 2010), a rpynHe:
Plattform fur Austausch (Galerie Lassie, Beu, 2004), HoBa cprnicka potorpaduja (fanepwuja Cumynakep, Hoso
mecTo, 2010). MNMopen mM3narayke akTUBHOCTYW, 3HayajaH [eO HEroBOr paja OABMja Ce Yy Mosby Teopuje
doTorpaduje.

(Belgrade, 1981)

In 2005 he graduated from the Academy of Arts BK, Department of Photography. In 2009 he completed his
master degree in Art and Media theory at the University of Arts in Belgrade. Since 2005 he has been working
as an assistant-associate at Academy of Arts BK, and since 2009 as a lecturer at Nova Academy of Arts in
Belgrade. He has been exhibiting since 2001. Significant solo exhibitions are: Pseudodocument (SKC,
Belgrade, 2002), Creature (Stvorenje) (Artget, CCB, Belgrade 2006), Mythology (Magacin, Belgrade, 2010),
and group exhibitions: Plattform fur Austausch (Galerie Lassie, Vienna, 2004), New Serbian photography
(Gallery Simulaker, Novo Mesto, 2010). Besides exhibition activities, substantial part of his work refers to the
theory of photography.




Ortay Haj6orbe 3Ha (2009-)

Moj otau, Pagomup Bacumesuh, Huje Hu doTorpad
HU ¢oTo-amaTep, anu Beh nepeceT rofvHa
doTorpaduie 6e3 npectaHka. Mako ce paa cactoju
UCK/byumBo of, poTorpaduja Koje je OH CHUMMO,
HemaM 3a Ln/b KyCTOCKO MpeAcTaB/bakbe Hhera Kao
ayTopa. Kpo3 cBOjeBpCHO ,MOHaB/bare ncropuje’,
npricBajatbem oBOr (OTO-amaTepcKkor matepujana
npegnaxem HOBO 3Hauerbe 3a Hera. Ha wupem
KyNTYpHOM  MnaHy  3aHMMa Me  Cly4ajHo
nogypapare,  OfHOCHO  Genexere ,onwTe"
ncropuje ( kao Ha poTorpaduju Koja npukasyje mor
6paTta 1 MeHe Ha o6anu [lyHaBa OKo 24 caTta nocne
yepHObUNCKe KaTacTpode), Kao U  KoHUenT
nopoguyHor snapshot-a kao cyporata UCKycTBa u
cehawa. [Mopen Tora, mnuTakbe MpuUBaTHe,
NnopoAMYHe NcTopuje nofjefHako Aonasmn y LeHTap
naxe Kpo3 OBy cepujy pparmeHTICaHNX U rOTOBO
OHeBHUUKMX doTo-3anuca. Hasme papa je npeyser
je 13 KoH3epBaTBHE aMepUUKe Pagno v TB cepuje
13 nefeceTUx roanHa 1 Nopes WasbMBOr ToHa UMa
3a UWb [Ja HAroBect MOj [AENMMWYHO ayTo-
KPUTUYKM CTaB Y UCTPaxxnBakby OBOTI MaTepujana.

Father knows best (2009-)

My father, Radomir Vasiljevic, is neither a
photographer nor a photo-amateur, but he has
been photographing without stopping for fifty
years. Even though the work solely consists of the
photographs he has taken, my goal is not the
curatorial presentation of himself as an author.
Through  special  "history  repeating’, by
appropriating this photo-amateur material, |
suggest a new meaning for him. At a wider cultural
level | am interested in random compatibility, that
is, documentation of "general” history (as in the
photograph which shows my brother and myself on
the bank of the Danube river around 24 hours after
Chernobyl disaster), as well as the concept of a
family snapshot as a surrogate of experience and
memory. Besides that, the matter of a private,
family history equally becomes the centre of
attention through this series of fragmented and
almost journal photo-recordings. The title of the
piece is taken from the conservative American radio
and TV show from the 1950s and besides the
comical note, its objective is also to imply my
partially auto-critical point of view when studying
this material.

cmpane 16 u 17/ pages 16 and 17
1. OkonuHa Manuesa, Cpbuja, 1975, cpebpo-enatuncka dotorpaduja
/ Surroundings of Pancevo, Serbia, 1975, gelatin silver photography

2. (nankameH, Cpbuja, 27. anpun 1986, oko 13 h, cpebpo-xenatuHcka

dotorpaduja :: 26. anpuna 1986. y 03:23h excnnopmpao je peaktop 6poj 4 y
HyKneapHoj enekTpaxu YepHobun y I'Ipvmja? y YKFaijm

/Slankamen, Serbia, 27 April 1986, around 13h, gelatin silver photogiraphy:: 26
April in 1986 at 03:23h reactor number 4 exploded in Chernobyl Nuclear power
plant in Pripyat in Ukraine.

3. Mar, Xpearcka, 1985, u-tun dotorpaduja :: y beorpagy je 1985. roaunne
3anoyet pag Ha Memopangymy CAHY, moKymeHTy Koju MHore BUge Kao
noyetak Teopetu3auuje pacnaga COP)

/ Pag, Croatia, 1985, c-type Ehotography i In 1985 in Belgrade, work on
Memorandum SASA (Serbian Academy of Sciences and Arts), a document that
many acknowledge as a beginning of theorization of disintegration of SFRY.










Oywwuuya OQpaxkuh

/ Dusica Drazic

(beorpag, 1979)

Tpara 3a npocTtoprma 6e3 3aKoHa, MPOCTOPVIMa HEMPABUITHOCTY, Pas3ninka, GNekCMbUNHOCTH, HTyUKje
KOj YMHe HeBMA/bMBY [e0 rpaja, a MPUToM Cy obenexeHun TparoBMma Hermo3HaTux nponasHuka. 2004.
roguHe gunnomupa Ha QakynTteTy npumer-eHUX ymeTHocTn y beorpaay, a 2006. roguHe maructpmpa Ha
ofceky “Public Art and New Artistic Strategies" Ha YHuBep3uteTty bayxayc y Bajmapy (Hemauka). 2005/2006
npuma DAAD ctunenaujy. 2010. rogurHe cy joj fofermeHe age Harpage Jumutpuje bawnyesnh Manrenoc”
y Cp6uju n“Young European Artist Trieste Contemporanea” y tanuju. i3narana je Ha 6pojHum n3noxbama
y EBponu (nocmaTpaHo ca reorpadcke Tauke rineguiuTa).

dusica.drazic@gmail.com
www.dusicadrazic.wordpress.com

(Belgrade, 1979)

She searches for space without laws, space of irregularity, differences, flexibility and intuition that make up
the invisible part of the city but which are marked by the traces of unknown passers-by. She graduated from
the Faculty of Applied Arts in Belgrade in 2004 and in 2006 she completed her master degree at the
Department of “Public Art and New Artistic Strategies” at the Bauhaus University Weimar in Germany. She
received DAAD scholarship in 2005/2006. She was awarded two prizes in 2010 “Dimitrije Basicevic
Mangelos” in Serbia and “Young European Artist Trieste Contemporanea” in Italia. She has participated at
numerous exhibitions in Europe (observed from the geographical point of view).

dusica.drazic@gmail.com
www.dusicadrazic.wordpress.com




MecTto [lorahaja, (2010 -)

Cepuja makpo-dotorpaduja - dpaktorpaduja*,
MoKyllaBa f[a MOHyAW TparoBe WM [oKase
TPEeHYTHOT CTatba HamyLTeHUX npocTopa. MehyTm
aKUeHTOBaHW, ancTpakTHWM [OeTa/bun 3aTeyeHor
CTaka HWUCYy [OBOSbHM fa Ou ce KOHCTpyucana
nctopuja mecta, Beh cnyxe kao enemeHt moryhe
Hapauuje. Kpo3 umH ¢oTorpaducarba npoctopu
NMocTajy akTyenHo mecto porahaja, U nocTajy geo
aKTUBHe Mare rpaga.

*®pakTtorpaduja [Fractography] - ctyamja nospuu-
WHCKUX MYKOTWHa MaTepwujana. JefjaH of LubeBa
dpakTorpadckor ncnutMBama jecte yTBphurBame
y3poKa KBapa WAM Heycnexa WCTpakmBarmeMm
KapaKTepucTrKa NOBPLUMHCKMX NMYKOTUHA.

http://en.wikipedia.org/wiki/Fractography]

The Place of an Event, (2010 -)

The series of macro-photographs - fractography?*,
tries to offer traces or evidence of a current state of
abandoned space. However, accentuated, abstract
details of the found state are not sufficient to
construct the history of a place, but they serve as
elements of a possible narration. Through act of
photographing the space becomes the current
place of the event and a part of an active city map.

*Fractography- the study of fracture surfaces of
materials. One of the goals of fractography
examination is to determine the cause of failure by
studying characteristics of fracture surfaces.

[http://en.wikipedia.org/wiki/Fractography]

cmpare 20u 21/ pages 20 and 21

Mecto [lorahaja, (2010- ) /
Place of an Event, (2010 -)







Sl e ol

- i & -
i Y B . =
- FIC ST e o e o i ..)ﬂ T IR WP AT e\ﬁ‘%«@r
" Someh gy, e e - b S e S
- - s oL e Zi € e W
. — -t L

Nllnhnﬂ.rrj.ﬂuv P
B S




fopaH MuueBcku

/ Goran Micevski

(beorpag, 1977)

Junnomupao je ¢otorpadujy Ha DakynteTy nprimerbeHrx ymeTHocTW. CKopumje camocTanHe n3noxobe
ykbyuyjy Travel guides (beorpag, Moxera, Yauak, 2008-2010), Finnish report (beorpag, 2009) n Bpeme
ersuna (beorpap, 2008). Ckopuje rpynHe msnoxbe: M3(Hosa): ymeTHocT y Cpbuju op 2002. go 2009.
(KpameBo, Yauak, Combop, Yxuue, 2010), Contigent identities (Mictan6yn, 2009) n 13. 6ujeHane mnagux
ymeTHrKa EBpone n MepgutepaHa (Bapw, 2008). Jo6uTtHuK je Harpage Ha dectusany MELVA OOPYM vy
okBuMpYy Mockosckor ¢unmckor dectrsana, 2006., Kao 1 Harpage Ha pectusany AJITEPHATUBE OUNM/
BWAEO, 2005. MNocTao dpoTtorpad 6bopasehu y wymama ncrouHe GuHcke, 2002.

(Belgrade, 1977)

He graduated in photography from the Faculty of Applied Arts in Belgrade. Recent solo exhibitions include
Travel guides (Belgrade, Pozega, Cacak, 2008 -2010), Finnish report (Belgrade, 2009) and Time of exile
(Belgrade, 2008). Recent group exhibitions: Art in Serbia from 2002 to 2009. (Kraljevo, Cacak, Sombor, Uzice,
2010), Contingent identities (Istanbul, 2009) and the 13th biennale of young artists of Europe and
Mediterranean countries (Bari 2008). Micevski was awarded the prize at the festival MEDIA FORUM within
Moscow film festival in 2006, as well as the prize at the ALTERNATIVE FILM/VIDEO in 2005. He became a
photographer while spending time in the woods of Eastern Finland in 2002.




MpunoxeHe doTorpaduje cy HacTane y npoTekne
[Be roAviHe, HAKOH UM NapanesiHo ca pagoBMma y
Kojuma je ¢oKyc MHTepecoBamwa 6MO y ofHoCy
doTorpaduje n TekcTa.

Konuko rop paa cam ynotpebom peun xeneo paa
6nvke AedrHMILEM 3HaYEHE CSIUKE, OHO je CBaKM
nyT U3MMLANo, KpPeTano y HeA03BO/bEHUM
npasuuma. Taja MU je AOLWO, CKOPO Kao LUOK,
CasHatbe fla pasnnumMTy NocMaTpaymn Ha pasnmuute
HauMHe uuTajy wucty QoTorpadujy; ako je
npBob6UTHa Hamepa W 6WnNa MPUKYyLATU CIKKY
YBPCTO Yy3a 31f, OHa je ocyjeheHa.

Kako ce Ta 3BepKa MCMOCTaBWIa HeyxBaT/bUBUjOM
Hero LUTO ce NPBOGUTHO YMHMIO, TO CaM Ce OANYUNO
3a KOpaK y ipyrom npasLyy; NOLUTO Cy NPBK KOpaLm
YyBEK HecurypHu TO je 6uno jeAMHO NOrMYHO
NMOTPaXMTW Kakas YBPCT OCIOHaL, Ao6po yBex6aTn
HaK/OH Npe Hero Nin ce yCyAnTN YCrpaBHO XOAaTw.
Pehn pa je dotorpadumja OOKyMeHT je opaBHO
apxav4yHo, anu je U fJasbe MPUCYTHO Y CBeCTU
nocmatpava. Kako ce ncta TOKom Heflyre nctopuje
yrnaBHom 6asupana Ha 6ony apyrux, 3axeatajyhu
LUIMPOKO U3 MUSbea coLujanHo obecrnpaBbeHNX Unm
KaKBOM-HEBO/bOM-YrpOXKEHMX, Bpeme je pa ce
nosabaBy 1 OBMM YTOMWJCKMM peanHoOCTMa Y
KojMa je yMEeTHOCT BMCOKO BpefjHOBaHa 1 onuwiTe
npvxsaheHa apyluTBEHa KaTeropuja.

Attached photographs have been taken over the
past two years, after or parallel with the works in
which the interest focus has been in interaction of
photography and text.

As much as | wanted to closely define the meaning
of the photo by using words, the meaning would
always elude me and it would find itself in
unallowed directions. And then it dawned on me,
almost as a shock, that different observers see the
same photograph in different ways; If the original
intention was to nail the photo firmly to the wall, it
was not realized in the end.

As the "beast” turned out to be more elusive than it
appeared at first, | made a decision to take steps in
the other direction; Since the first steps are always
insecure, it has been natural for me to find some
firm support, prepare the bow well before | dare to
walk upright.

To say that photography is a document has long
been archaic, but it is still present in the mind of an
observer. As the photography, throughout its short
history, has been based mostly on the pain of
others, including widely those from the milieu of
socially deprived or threatened by some
misfortune, it is about time that the photography
started dealing with these utopian realities where
art is highly valued and generally accepted social
category.
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1.10 MIHYTA MOCJIE YBUCTBA, konop <|)010rpa<|)vg'a 2008./
10 MINUTES AFTER THE MURDER, colour photo, 2008.
2. BEOTPAJCKM PALHWLIN OLAJY TOYACT RICHARD-Y LONG-Y, konop
0T0rpa?l®a, 2008. /
2(E)%)%RAD ORKERS PAYING TRIBUTE TO RICHARD LONG, colour photo,

3.TIPBIA CHET, konop ¢0Torpa¢mga 2008./

FIRST SNOW, colour photo, 2008.
4. JUST-IN-CASE PHOTO, konop ¢otorpaduja 2009. / colour photo, 2009.




1.

10 MUHYTA NMOCJIE YBUCTBA /
10 MINUTES AFTER THE MURDER
konop ¢otorpadwja / colour photo, 2008.

BaHe Bop je 1935. morao aa npejyauumpa
3M04MH y ¢oTorpadmju nop  HasvBOM
,JefaH MuHyT npe y6uctea”; 2007. Ham
oCTaje jeAMHO [a [JOKYMEHTYyjemMo Tparose
forahaja, U To ca bapem feceT MWHyTa
3aKalltberba.

In 1935.Vane Bor could foresee crime in the
photo entitled “One minute before the
murder”; In 2007. we are only left with
traces of past events, at least ten minutes
after they have happened.

2.

BEOTPAACKW/ PAOHWLIN OAAJY MOYACT
RICHARD-Y LONG-Y /

BELGRADE WORKERS PAYING TRIBUTE TO
RICHARD LONG

konop dotorpaduja / colour photo, 2008.

Y jepHom op uHTepBjya, Jim Jarmusch
npuya o Tome Kako ra je Roberto Benigni
BOAMO Ha pyyaK Yy pajiHNuKn pecTopaH y
npearpahy Puma: ,Cefenn cmo ca sbyguma
y MiaBMM KOMOKHE30HMMa KOju Cy paaunu
Ha ynuuwm n PobepTo je npuyao ca buma. U
nouenu cy aa npuyajy o flaHtey, Apnocty n
O UTanujaHCKUM necHuuymma uns 20. Beka.
E cap, otnpnte y jebeHn BajomuHr n yhute y
Hekn 6ap ¥ NomeHWTe peuy noesuvja W
Habuhe Bam nuwTo/b y Ayne. TakBa je
Amepuika. [lok y Mapwusy yak u hybpetapu
BOne cnvkape 13 19. Beka.”

In one of his interviews, Jim Jarmusch is
telling about a time when Roberto Benigni
took him to a worker’s restaurant in the
suburbs of Rome: “We were sitting with
people in working clothes and Roberto was
talking with them. And they started
discussing Dante, Ariost and 20th century
Italian poets. Well, you go to a fucking
Wyoming and go into a bar and mention
the word poetry and somebody will stick a
gun into your ass. That’s America. While in
Paris, even the garbage-men love 19th
century painters.”




3.

MPBW CHET / FIRST SNOW
konop dotorpadwja / colour photo, 2008.

4.

JUST-IN-CASE PHOTO
konop dotorpaduja / colour photo, 2009.

Y jeAHOM TpeHyTKy cBor xuBoTa, Eadweard
Muybridge je 610 onTyxeH 3a y6ucTBo
cBOje »KeHe. KpyuumjanHu Aokas Ha cyay,
Koju ra je u ocnobopuno Kpusule ycnep
MEHTasiHe HeypaBHOTEXEHOCTH, je 610
ayTOMopTpeT Koju je ypaauno Ha jeHoM of
noxopa y Yosemite park. ®otorpaduja je
npvikasuBana Eadwearda kako cegn Ha
MBULW NINTWLE N NOCMaTpa MOHOP WCMOf
cebe.

At one point of his life, Eadweard
Muybridge was accused of killing his wife.
Crucial defence evidence, which eventually
set him free due to mental instability, was a
self-portrait done in Yosemite Park.

The photo showed Eadweard sitting at the
edge of the cliff and watching the empty
space below.




CYHYAHU CAT

You know that little clock, the one on your VCR
the one that’s always blinking twelve noon
because you never figured out

how to get in there and change it?

So it's always the same time....

Laurie Anderson, Same Time Tomorrow

Y unsnory lpaacke ranepuje lNoxera je n3noxeHa
doTorpaduja CyHuaHu caT, a Ha LeHTPasHOM TPry je
noctaB/beH CyH4YaHu caT (of pAyrauke, pedne-
KTyjyhe, anymuHujymcke wunke).

Qotorpadumja ,CyHuaHn cat” pedepupa Ha LpTeX
EnBapna [era koju npukasyje wTtan nobopeH y
3emsby — M3MellTeH y Meaunj dotorpaduje n oBako
Hacnos/beH, paf ynyhyje Ha npobnem 3aycTa-
B/bEHOT (3aMP3HYTOr) BpemeHa.

Site specific HCTanaumja ce ANPEKTHO yBe3yje ca
doTtorpadujom y ranepuju M npeactaBba HEHY
PeKOHCTPYKLMjy; OBAe [onasn [0 BUWLIECTPYKOr
TpaHcdepa, of cnuke (upTexa), npeko ¢oTo-
rpaduje Ka peanHoj (bn3nykoj) cutyaumju. Konctu-
TYTUBHYW efleMeHT pafia je v NoXKellka Marna; ako je
1 noctojana cymha Aa he caT jegHor TpeHyTka
noyet fa nokasyje Bpeme, OHa je YBpPCTO
ocyjeheHa reorpapckom 1 Knmmatckom aatouwhy.
3amp3HYTO Bpeme jow noppasymeBa MOCTOjaHe
BpemeHa; Kako fja pearyjemo cyoueHu ca 6es-
BpemeHowwhy?

[opaH MuyueBckn

SUNDIAL

The photograph Sundial is exhibited in the window
of Town Art gallery, whereas in the central square is
Sundial( made from a long, reflecting, aluminium
bar).

The photograph "Sundial” refers to the drawing by
Edward Degas which shows a stick thrusted into the
ground - transferred into the medium of
photography and being titled like this, it directs us
to the problem of suspended( frozen) time.

Site specific installation is directly linked with the
photograph in the gallery and it represents its
reconstruction; Multiple transfer occurs here, from
the image (drawing), through the photograph and
finally to the real(physical) situation; An integral
element of the work is fog in Pozega. If there were
any doubts that sundial would at one point start
showing time, they were firmly rejected by
geographic and climatic conditions.

The frozen time also implies the existence of time;
How to react when facing timelessness?

Goran Micevski




CyHuaHu cat, Tpr Cnobope Moxera, 2010. /
Sundial, Liberty Square Pozega, 2010




MBaH MNetposuh

/ Ivan Petrovic

(Kpyweau, 1973. xuBu n pagn y beorpaay.)
[Jvnnomrpao Ha KaTenpu 3a dotorpadujy Akagemuje ymetHoctn ,Bpaha Kapuh*y Beorpagy, 2002. roguvHe.
Ocum poTorpaduje, Koja My npeacTaBsba 6a3nuHy ob6nact fenoBama, 6aBu ce 1 KpaTkum popmama dunma.
3a HeroBy aKTVMBHOCT y obnactu ¢oTorpaduje, KapakTepuCTUUaH je M3PaxKeHW [OKYMEHTapUCTUUKN
NPUCTYM, KOjy YeCTO YKIbyuyje 1 NPoLUIMpPeHr KOHTeKCT Kopuwwhera ready-made-a (doTorpaduje n3pahere
ca dunmoBa u cnajaosa npoHaheHux Ha ynuum). CBoje doTorpadcke npojekTe, peLuKinparbeM cTapux
COMCTBEHNMX PafoBa 1 NoBe3nBatbeM Ca HOBMM, abupMULLIE Kao ayTOKYCTOCKY GOpPMY, KOjOM, HEBE3aHO 3a
Temy Kojom ce y ogpeheHoM MoMeHTy 6aBu, N3HOBa UCNUTYje TyMayere GoTorpaduje Kao [JOKyMeHTa, Kao
N yCrnocTaB/beHVX BPEAHOCTV Ha OCHOBY KOjuX Ce jedaH $pOTO-[OKYMEHT, Y AaTVM OKONHOCTUMA, MOXe
BpeaHoBaTu. [lobUTHYKK je Harpage ,AumuTpuje bawmyesnh MaHrenoc” 3a 2008. roguHy u KulturKontakt
ctneHguje n3 beua 2004. rogunHe.

www.ivanpetrovic.wordpress.com

(He was born in Krusevac in 1973 but he lives and works in Belgrade)

He graduated from the Academy of Arts “Braca Karic’, Department of Photography, in 2002 in Belgrade.
Besides photography, which is his basic field, he also concentrated his work on short forms of films. The
prominent documentary approach is characteristic of his work in the field of photography, which often
includes extended context of using ready made (photographies developed from films and slides found in
the street). His photographic projects in which he recycles his own old works and connects them with the
new ones, are recognized as being an autocurator form with which he examines anew the interpretation of
photography as a document and of the established values on the basis of which a photo-document in given
circumstance can be merited, regardless of the matter he is dealing with at a certain moment. He is awarded
the prize “Dimitrije Basicevic Mangelos” for 2008 as well as KulturKontakt grant from Vienna in 2004.

www.ivanpetrovic.wordpress.com




MY3EJ

VHTepBeHUWja y 3aAaTOM NpocTopy
MoknoH dotorpaduje My3ejy xenesHnuue -
Operbery y3aHux npyra Noxera

Kao wuHeTpBeHUMja y 3agaTom  MpocTopy,
noctaBbarbe Qotorpaduja y 3rpagu Myseja
XenesHuue y Moxerwn, Kao Aena TpajHe NocTaBke,
npe cBera, KpO3 TrecTyajHOCT MOKNamama
NOMeHYTVX PpajioBa, MNpeAcTaB/ba peakuunjy Ha
My3€jCKU1, MHCTUTYLMOHANHO AedUHMCaH NpoCcTop.
Ykasyjyhm Ha MoryRHOCTM TpaHCnoHoBamwa Y
adupmucarby HOBUX M3faraykmx Mogena, Ta pe-
akuuja He noppasymeBa OfHOC npema GU3NYKOM
NpPOCTOpPY, NOCMAaTPaHOr ca CTaHOBWLLTA OMLTe site
specific uHTepBeHUwje, Beh ce OHa 0f4HOCU Ha Nojam
1 3Hauaj My3eja, Kao moryher ambujeHTa KynTypHor
1 UCTOPWUjCKOT ieNoBakba.

Mako ce Bpeme u3 kor ¢potorpaduje gatmpajy, (Ha-
cTajane cy y nepviogy nsmehy, 1997. n 2000.roguxe,
y BO30BMMa Xene3Hunykor caobpahaja y Cpbuju),
MOXe 03Ha4Y1TUN Kao, CaBPEMEHO, OHO TEXHOJOLLIKU,
OPYWTBEHO, MOMUTUYKM MNa W  KyJTYPOJSIOWKH,
nocraje WCTopWja, M OHO LWTO MpeAcTaB/ba
UMHbeHNLY, jecTe, Aa CMO MW HEMOCPeAHU CBeAOLn
Aatmux npomeHa. OcuMm yKas3uBarba Ha aHTPO-
nosiolwke acnekte Koje ¢oTorpaduja moxe pa
advpmuLe, nocTojana je notpeba, Aa ce NpeacTase
oyYeBUALM TUX MPOMEH], U Aa Ce YKaxe Ha BuTHoCT
NNYHUX UCTOpWja, Npu usrpabusatby oppehHeHnx
KYNTYPHUX KOHTUHYWTETa.

Intervention in a given space
A photographs gifted to the Railway museum in
Pozega

Setting up photographs in the building of the
Railway museum in Pozega, as an intervention in a
given space as well as a part of a permanent
exhibition and through the gesture of gifting the
mentioned works, represents the reaction to
institutionally defined space of the museum.
Indicating the possibilities of transposing while
affirming new exhibition models, that reaction does
not imply relation towards physical space, observed
from the point of general site specific intervention,
but it refers to the term and significance of the
museum, as a possible ambient of cultural and
historical activities.

Even though the period in which photographs date
from (they were taken in the period between 1997
and 2000, on trains of Serbia railway traffic) can be
regarded as contemporary, that period becomes
history in technological, social, political and even
cultural aspects, and what is regarded as a fact is
that we are immediate witnesses to the given
changes. Besides indicating anthropological
aspects which photography can affirm, there has
been a need to introduce the witnesses to these
changes and to point out the importance of
personal histories while developing certain cultural
continuities.
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1. MY3EJ, u3 cepvge Bo30Bu, 14x21 cm nojesnHauHo, cpebpo xenaTuHcKI
nocrgnak,199 -9, Cpbuja/

MUSEUM, series Trains, 14x21 cm respectively, gelatin silver process,

1998-9, Serbia

2. MY3EJ, u3 cepuje Bo3osu, 26x38 cm, cpe6po enatuHckm nocTynax,

1998, Cpouja /
MUSEUM, series Trains, 26x38 cm, gelatin silver process, 1998, Serbia










KatapuHa Papgosuh

/ Katarina Radovic

(beorpag, 1976)

Cryampana je ncropujy ymeTHocT Ha YHusepsutety y Cacekcy, y bpajtoHy, y Bennkoj bputanuju, 3atm
dotorpadujy Ha Akagemuju ymetHocTn y beorpagy, rae je aunnomupana 2006. roguHe. Kao cno6ofHu
YMETHVK y4yecTBOBana je Ha OPOjHVMM CaMOCTaiHVMM K FpynHUM usnoxbama. IoGUTHUK je cTuneHauje
KulturKontakt 2007. rogvHe, a teHV PafoBK Haslase Ce Yy HEeKOMKO jaBHUX YMETHUUKMX KoneKkuuja y
EBponu. TpeHyTHO 3aBpluaBa ABoroauiirby Gotorpadpckm npojekaTr Koju MnoppKaBa W CroH3opulle
EBponcka kyntypHa ¢doHpaumja (ECF). 3HauajHuje n3noxbe y Cpbuju: (fanepwuja PemoHT /2005/ 1 ranepuja
ApTreT /2006/ n /2010/ Beorpag; konekuuja TeneHop, LiBujeta 3y3opuh /2008/ Beorpan); y CnoeHwuju
(Mecew doTorpaduje /2008/ n /2010/ JbybrbaHa); y Ayctpuju (ESC im Labor /2005/ Mpau; Kultur - Kontakt
/2007/ Bey; Central Europe Revisited Ill /2010/ AjzeHwwuTar); y Yewkoj (DvHannctv MaHrenoc Harpage /2005/
Mpar), y luteanmju (Kaunas Photo /2007/); y Wnanunju (MX Espai 1010 /2006/ bapcenoHa); y XonaHauju
(Noorderlicht foto festival /2008/ n /2009/); y ®paHuyckoj (Voies Off /2010/ Apn); y Erunty (Tpehn
MehyHapoaHu canoH mnagmx ymeTHuKa y Anekcanapuju /2008/); y JanaHy (Dislocate /2008/ Jokoxama);
uTA.

(Belgrade, 1976)

She has a degree in Art history from the University of Sussex in Brighton, Great Britain and afterwards she
obtained a degree in photography from the Academy of Arts in Belgrade where she graduated in 2006. As
a freelance artist she participated in numerous solo and group exhibitions. She was awarded KulturKontakt
grant in 2007 and her works can be found in several public art collections in Europe. She is currently
completing her two-year photographic project supported and endorsed by European cultural foundation
(ECF). Significant exhibitions in Serbia: Gallery Remont 2005 and Artget 2006, 2010 in Belgrade; collection
Telenor, Cvijeta Zuzoric 2008 in Belgrade; in Slovenia (Moon photographies in 2008 and 2010, Ljubljana); in
Austria (ESC im Labor in 2005), Gratz; KulturKontakt in 2007, Vienna; Central Europe revisited Ill in 2010,
Aisenstat; In Czech republic (Finalists Mangelos prize 2005, Prague); in Lithuania (Kaunas Photo 2007); in
Spain(MX Espai 1010, 2006 Barcelona); in Holland (Noorderlicht photo festival in 2008 and 2009); in France
(Voies off, 2010, Arl); in Egypt (The Third International Youth Salon in Alexandria in 2008); in Japan
( Dislocate, 2008, Yokohama); etc.




+LJOK Hac cMpT He pacTasK’, ceapgbe y EBponu

2009-2010

0K Hac CMpT He pacTaBu” je [BOrOAULLHMN
doTorpadcku npojekat o csagbama y EBponu ca
aKLeHTOM Ha napose 13 MehycobHO pasnnunTmx
KynTypa, WM Ha HEKOM Of KyNnTypOJSOWKMX
NCKOPaKa, ycnef CTajHUX MoMepakba rpaHuLa,
murpauvja, rmobanusauuje 1 akyntypauuje.
MpojekaT npeAcTaB/ba BU3YeNHO UCTPaxmBatbe
deHoMeHa BeHuarba 1 CBafbeHe LiepeMoHmje Kao
jeHor off KIbyUYHMX aHTPOMOJOLLKMX XaHPOBa, KOju
Beh xusbafjlama roaviHa yHasag urpa rnaBHy ynory y
PUTYanHOM >KMBOTY JbyAcke pace. Y CYLITUHCKOM
cmurcaTy, oBaj peHOMeH ocTaje HenmpomeHbuB, 6e3
0631pa Ha HOBe TPeHAOBe, KYNTypOJIOLKa, pacHa
WU pOfHa YKpLUTaka, U YNPKOC TOMe LITO AaHac
NPWIMYHO YecTa MPOMeHa napTHepa ,A0 Kpaja
XnBoTa” (noce6bHo mehy 6oratuma u cnaBHVMA)
nocraje MHAMKaTOp Aa 6pak Kao MHCTUTYLMja BuULle
HMje HewTo A0 4era ce TonuKo Apxu. [Mpema
cTaTMcTuM ¢ novetka 21. Beka, mnpoueHaTt
MyLUKapaLa 1 »keHa Koju cTynajy y 6pak 3HaTHO ce
cmatbyje. YnHu ce pa je , TMpaHuja TpeHyTKa” (Kako
To Tomac XunaHp EpukceH Ha3uBa) npogpna u 'y
chepy MHTUMHO-CTK, @ fa KNacMyHa Makcima oK
Hac CMpT He pacTaBu” 1 Jasbe 3anpaBo CafpXu y
cebu 6ap majywHn BeHTUN. Minak, oBaj npojekat o
cBagbama y EBponu nokasyje, nsmebhy octanor, ga
jow yBek nocToju BenvKkm 6poj napoBsa Koju Bepyjy y
6pauHy 3ajegHuuy, OOK cam ¢deHoMmeH cBafbe y
BehnHM cnyyajeBa nocTaje camo fobap 13rosop 3a
napagy v pasmeT/bMBOCT.

,Until Death Do Us Part’, weddings in Europe

2009-2010

,Until Death Do Us Part” is a two-year photographic
project on weddings in Europe with the emphasis
on cross-cultural couples, or on certain cultural
breakthroughs, due to constant boundary shifts,
migration, globalisation and acculturation. The
project represents visual study of a wedding
phenomenon as well as a wedding ceremony as
one of the key anthropological genres, which has
had the essential role for thousands of years in a
ritual life of the human race. In essence, this
phenomenon remains unchanged, despite newly
emerging trends and cultural, racial or gender
mixing, and given the fact that today the frequent
partner change “until the end of our lives”
(especially among celebrities and the rich),
becomes an indicator that the marriage as an
institution is no longer regarded as something so
hugely rewarding. According to the statistics from
the beginning of the 21st century, the percentage
of men and women marrying is drastically
decreasing. It seems that the “tyranny of the
moment” (as Thomas Hylland Eriksen named it) has
penetrated into the sphere of intimacy, whereas the
classic maxim “until death do us part” still contains
at least some tiny outlet. However, this project on
weddings in Europe demonstrates, among other
things, that there is still a large number of couples
who believe in a marital community, while in most
cases the wedding phenomenon itself becomes
only a good excuse for someone to parade and
show-off.

cmpane 34 u 35/ pages 34 and 35

1.”[l0K Hac CMPT He pacTaBu’, Mebyropd'e, bocHa 1 XepuerosuHa,
XpBATCKO-€Hr/ecka ceanba, maj 2009. /
“Until Death Do Us Part’, Medjugorje, Bosnia and Herzegovina, Croat-
English wedding, May 2009

2. “[lok Hac cMpT He pactasu’, borbesuy, Cpbuja, pomcka ceap6a, aBryct
2009.

“Until Death Do Us Part’, Boljevci, Serbia, Gypsy wedding August 2009

3. “[lok Hac cMpT He pactasi’; Mpar, Yeluka peny6nuka,
aMepUyKo- Baswncxa Bap6a, jyH 2010. /
“Until Death Do Us Part’, Prague, Czech Republic, American-Brazilian
wedding, June 2010

4. “[lok Hac cMpTHe pacTasn’, Mapu3, OpaHLiycka, MHAJCKO-MaypuLujcka
cBaba, anpun 2010. /
“Until Death Do Us Part’, Paris, France, Indian-Mauritian wedding, April 2010










,PoTo noKymeHTn 2010 Npaacka ranepuja Moxera /
“Photo documents 2010“ Art Gallery Pozega

Oywnua Jpaxwuh, KatapuHa Pagosuh / Dusica Drazic, Katarina Radovic

Muxawnno Bacurbesuh / Mihailo Vasiljevic




,PoT0 foKymeHTn 2010 - Mysej kenesHuue Cpbuje — ogesberse ysaHunx npyra Moxera /
“Photo documents 2010 - Railway Museum — Department of Narrow Tracks Pozega

MBaH Metposuh / lvan Petrovic
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CIP - Katanornsauuja y nyénukaumjn
HapogHa 6ubnuoteka Cpbuje, beorpaa

77:069.9(497.11)"2010"(083.824)
77(497.11)"20"(083.824)
77(497.11)"19/20":929

N3NOXXBA ®oto gokymeHTn (2010 ; Moxera)
[M3nox6a)] oto gokymeHTtn 2010, [KynTypHu
ueHTtap lMoxera, pagcka ranepwuja Moxera, 10.
aeuembap 2010 - 21. janyap 2011.] / [ayTop
npojekta CnahaHa NeTpoBuh Baparuh ; npesop,
Ana AHnppuh] = [Exibition] Photo Documents
2010, [Cultural Centre Pozega, Art Gallery
Pozega, 10 December 2010 - 21 January 2011]/
[project author Sladjana Petrovic Varagic ;
translation Ana Andric]. - MNoxera : KyntypHu
ueHTap = Pozega : Cultural Centre, 2011
(Beorpag : AnTa HoBa). - 40 cTp. : dpoTorp. ;
24 cm

Ynopeao cpn. TEKCT. 1 eHrf. NPeBOA,. - TekcT
wtamnaH aAsocTtybayHo. - Tupax 300. - CTp. 4:
doto gokymeHTn 2010 / Cnahana MNeTposuh
Baparuh.

ISBN 978-86-88609-00-5

1. ¥Yn. ctB. Hacn. 2. MNMetposuh Bparuh,
CnahaHa, 1975- [ayTOop gogaTHOr TekcTa)
[apyro]

a) Nanoxba doto gokymeHTn (2010 ; Moxera) -
M3nox6eHun katanosn b) dotorpacm - Cpbuja -
20-218B - MIanox6eHn kaTanosu

COBISS.SR-ID 181276684
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