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MECTO
NOBPATKA

AHTUUMNMPaAjyhn pa3Boj TexHonoruvje ca ¢GoOKycoM
Ha CBe WWPOj MpUMeHU M farbeM yHanpehumBamy Al
(artificial intelligence) o Kojoj MocToje cynmpoTCTaB/beHa
MULL/bEHbA, KAO YHOBEYAHCTBO 4OCMNEeBAMO 40 HOBOT HM-
BOa KOMYHMKaLMje y KOMe CBe BuLle rnocpenyjy npo-
rpaMm BUCOKe POBGOTUMKe, HeypanHe Mpexe Te MUC-
nehy KOMMjyTEPCKU CUCTEMU U UHIKXEHEPCKKM Pa3Boj
jesuka.

OBakaB pa3B0oj MeRyTUM He OOHOCK MoMake Ha Morby
XYMaHUCTUKe, eThKe, KoHconmaaunmjy ApyLITBeHO Mo-
NUTUUKe chepe HUTU yMatbetrbe LITeTeHUX edbeKaTa ae-
noBarba YoBeKa Ha buocdepy 1 buoameepsuTeT. CTora
KpO3 Aena yMeTHMKa PeKOHCTpyMLeMo Moryhe Tauke
moBpaTKa y yTouMLLTe, MPOCTOP Koju 61 n3BaH aede-
TUCTUYKe MpeTrnocTaBke MaTpukca omoryhuno HoBe
Cro3Haje 1 pexyMaHn30BaHy CBecCT.

Op OpucejeBor noBpaTka Ha MTaky (8-7 Bek npe HoBe
epe), Npeko HuyeoBor yTmuajHor ,BeyHor moBpaTka”
KOjU Cy KPUTUKOBaNM Xajoerep v ApYyrv HayYHULM U
dunosoodu, Na cee Ao EpmboHoBor MNMoBpaTka y PemMc
(2009), NnoBpaTak KOpeHMMa YBEK je HOCMO ca COBOM
OBa BapujabuiiHa MOMEHTa: MpBU, CTBaApW Koje CMO
HamyCTWUAM HUKaha He OCTajy ucTe, U OpYyrv, MU caMu
HVKaOa He ocTajeMo UCTU. Minak, To He 3Hauu ga Taj no-
BpaTak HeMa cMK1cha: oH HaM omMoryhaBa ga Ty npome-
HY OeduHULWEMO, Aa je KBaHTUbUKYjeMo, carnenamo,
Te cexke oybrbe y NuTarba naeHTuTeTa.

Kap roBopMMO O TexHOMormju, rnoBpaTtak He npen-
CTaB/ba ofgbaumBarme HeHWx MoryhHocTu, Bpahame
Yy BapBapcCTBO WKW npeamcTopujy, Beh npBeHCTBEHO
3HaYUM MPEUCIUTUBAHE KOHCEKBEHLM KOje OBe TeXHO-
normje goHoce Hanpepyjyhu 6e3 o63npa Ha YoBeKOBa
orpaHuyerba: eTuyka, Gu3nYKa, MCUXooLlKa, anm U

OHa Koje cy ApYyLTBEeHO reHepurcaHa Kao LWTo cy Mnor,
pofHa, KNacHa, pacHa, MaeosnoLlKa, pennrmjcka m Ha-
LMoHanHa npunagHocT. MNpencnmutrBare HOBUX Tex-
HoMoruvja He 3Hadu ogbalmBatbe cBera HoBor, Beh 3a-
OpXKaBatbe KpUTHYKe AMCTaHLe, CBECTM O nocieanLa-
Ma HeorpaHW4yeHor nporpeca M carfnegaBarbe HOBUX
OPYLITBEHMX MOfena, Kpo3 AeTeKkumjy npobnema Koju
ce reHepwuLly y HOBUM OPYLUTBEHWM YCI1OBMUMa.

MeToaoMoLWKKM NPUCTYN PeHOMEeHVMa HOBE TEXHOO-
ryje Kpo3 oBy U3Mo6y 6asupa ce Ha NPUHMLMMNKMA
KOjU cy pa3BUjaHK Kpo3 6pojHe cacTaHKe W pa3roBo-
pe ca y4YyecHULUMMa, TOKOM KOjUX Ce UCKpKMCTanumcano
HEKOMTMKO Ba)kKHWX yTuUcaka, Mehy KojuMa ce UcTuye
TexHba Aa ce ynotpeboM TexHonoruvje narpagm Heka-
KaB HOBM MPOCTOP Koju he Kpo3 cuHeprujy ,Jbyackor"
M MalWWHCKOr OTBOPUTK HOBE MpenekTrBe KpeTarba
M MPOMULU/bakba CNOJEBUTUX CTBAPHOCTM KOjMMa ce
KpeheMo, Kao LWTO je To ciy4aj Ha MpUMep ca reHe-
paTUBHUM pagoBuMa JaHujene KuHr, y kojuma ce ay-
TOpKa, ocnoboheHa Npegpacyna, OTUCKYje Ka CBOjUM
6ecnpeKopHUM dpaHTasnjamMa, KojuMa He MarbKa crell-
MPUUHOr ceH3nbunmTeTa 1 ocehajHoCcTW.

Ha Tpary KoOHCTpyKUMje HOBMX MpocTopa, Jlyka Knun-
KoBal, MpaTu MHTepcekuuje nosba doTorpadpuje u
ceharba ga 6u ce, BONEH NPUHLKMMOM HeCaBpPLUEHOCTU
M CMy4YajHOCTM, OTUCHYO 3ajeHO ca rnefaoLeM y no-
cMaTparbe BeCKOHaYHUX, TeEK HaroBeLLTeHMX MpocTopa
Bap/bMBOCTU Nepuenuuje. Mrpa namehy yoBeka 1 Ma-
LIMHe, MexaHU4Kor n ocehajHor HaurHa 6enexemsa, re-
CTOBa M OpujeHTaumje, mojadaHa je HemsBecHoLWhy, Koja
ce capykM y CKOpO CacBMM HenpeaBMa/bMBOM pe3yi-
TaTy CBake nojegunHe poTorpamMeTpuje, Kako y HeHOM
cafipyKajy Tako Ny heHUM MPKMKa3aHUM 06nMLMMa, LOK
je cybBep3nBHa ynoTpeba TexHonoruje, Kao 1y Apy-
rMM pagoBMMa OBOI ayTopa, cagpykaHa y AedbuHucarpy
OENMMUNYHOT MU HeedbUMKaCcHOr CKlona mapamMeTapa,
HaNMK pe3ynTaTMMa NPoOTO6UMOMOLLKMX UCTPaXKMBaHba.
HanmMe, Kako HaBOAU jaMaHCKW MCTpaXkmBay Kouuwm-
po MauyHo y KmUu3u MpoTobuonoruvja dpmsmyka 6asa
6uonoruje' ,eBonyLMja PEnpPOAYKTUBHUX jednHULLa
UM opraHmsama npeTnocTaB/ba ABa MNpoleca: jedaH
je reHepucarbe Bapujaumja, a Apyru GrKcmpare Tako

1 Koichiro Matsuno: Protobiology Physical Basis Of Biology (CRC Pre-
ss, 1989)



CTBOPEHMX Bapujaumja“. YBoaehm oBakBo pasmMaTparbe,
MOXEeMO yBUAeTW Aa pan ca doTorpamMeTpumjom Jlyke
KnwnkoBLa yKasyje v Ha HeKy BPCTY aHanoruje ynore
cBeTnoctn y dotorpadumju 1 npouecrnmMa KpeTara U
eBosyumMje paHux Gronolwkux dopmu. Lpyrm HayyHU
MPWI03M Ka pasyMeBarby OBOI pafa CajpyKe ce Ae/IoM
Yy pa3MaTparbMMa nof HacnoBoM Uncertanty theory
(Teopuja HensBecHoCTM) Npodecopa NpUMeHeHe Ma-
TeMaTuke Jlny baoguHra (Liu Baoding)?.

YnpKoc NapamMeTapCcKMM o4mTaBakMa 1 rope onmca-
HUM TeHOeHUMjaMa y oBUM doTorpameTpujamMa ocTaje
MHKaMcynmpaH v Tpar jeAMHCTBEHOr CeH3nbunmTeTa
ayTopa, Npe cBera Kpo3 n3bop MOTMBA U MPUCTYM HoM-
XOBOM Gerexetby.

Y CBOM WMHTEPB]jYY MPUIOXKEHOM Yy 0OBOj Ny6numkaumjm
AnekcaHgpa JoBaHUN, YMETHMLA M MaTeMaTuyapka,
YKa3yjyhu Ha NpoXkrMarse anropmTamMa Koje KOpUCTH
3a NpoAyKUMjy pagoBa, reHepaTUBHKMX CrIMKa, noaceha
Ha 6ap HEKONMKO HEerMo3HATUX Ca KOjUMa Ce MOXXeMOo
CYOUUTU Yy MOKYyLajy KOHCTPYyKLMje MNOoTeHLMjanHor
npocTopa AnrnTanHe Apkaguje. MNpe ceera, Ty je Ha4YMH
nepuenumje pesyntata Koje nmocmatpamo y ogpehe-
HOM KOTOPUCTUYKOM U1 FrpadnUYKOM KOHTEKCTY, @ 3aT1M
CTeneH NpoXkMMarsa nogataka Koju cy KopuwheHu ca
NPUHUKMMMMa OejCTBay MaTepujasIHOM CBETY, HEMO3Ha-
Ta Npupoaa BpeMeHa, (Halla TexxHba Aa yCnocTaB/baMo
HOMeHKaType 6a3mpaHe Ha MpeumrsHo oppeheHnMm
0aTyMUMa), OOK LUMPU CKMon nogaTaka obyxBaheH
MCTOM BPEMEHCKOM TauyKOM OCTaje HEeBWO/bMB W He-
Mo3HaT Ball KAao M HeroBa Marbe ouMrnegHa gejcTaa.
McTo ce ogHocu Ha Teopwjy LpHOr nabyaas.

Mako ce TaneboBa pasMaTpatba ofHoce Ha obnacT
OPYLITBEHO-EKOHOMCKMX KpeTarba, YyMnpaBo oncer
NMpeTrnocTaBKM OBe TeopUuje Moxe 3ahn 1y Norbe yMeT-
HOCTU U KYNTYpe, OHe KOoja HacTaje Y CUHXPOHOM Aefo-
Bakby Ca HayYHUM U MaTeMaTUYKUM UCTPaXKMBarbMMa.
OTyOoa Heka of, HOBUX UYMTarba TeK MpeacToje, nopen

2 Liu, Baoding (2015). Uncertainty theory: an introduction to its axio-
matic foundations. Springer uncertainty research (4th ed.). Berlin:
Springer. ISBN 978-3-662-44354-5.

3 Taleb, Nassim Nicholas (2010) [2007]. The Black Swan: The Impact
of the Highly Improbable (2nd ed.). London: Penguin. ISBN 978-0-
14103459-1; Hacnm Hukonac Tane6: ,LipHW nabya. Mog 3HakoM He-
npeansmuansoctTn® (2007)

npedutrbeHe MMKOBHOCTU Ha KOjy Hannasmmo y BehuHu
[0 caja U3BeaeHUx npojexkata AnekcaHgpe JoBaHuh.

Pan rpyne KpunTtorpam, Kojy YmHe GUnMcKu 1 Buaoeo
ayTopu, pe3ynTaT je rpybe ekcrnnoaTauMje capprkaja
Koje Hyaun Al Ha cagallHbeM CTyMhy pa3Boja. Ynasehu
Yy Hauv3rnen KpeaTuBHW AMjanor oko MoryhHocTW Ha-
pauuje 1 penpoayKuuje cMmcna, cnektTap AOC/0BHO
npeHeTnx pesynTtaTa, yMecTo MecTa MoBpaTKa, yBoau
Hac y Mosuuujy cyMme y KoMoandrKoBaHO obuibe
reHepu4yKkm obpaheHux cappkaja, HalauMK OBOCTPYKO
M3BPHYTUM TyMaderbrMa MojaBa Koje cy AaBHO U3ry-
6une cBakn pedepeHTHU OKBUP UCTUHE, peanHoCTH,
mcTopwuje na m 6UNo KakBor Apyror yremesrbema. Begpa
aTMocdepa AYyXOBUTUX BpaTOloMUja Y AOMNUCKBaHLY U
CMerbMBakby BU3YENHUX U TEKCTYaNHUX Cafpykaja, Koja
oaNnuVKyje oBaj pafd, acouumpa Ha edbuKacaH, bopbeHu,
TOKCUYHU MO3UTUBM3AM KOjU MMMNNMLMPA caM npoLuec
pafna ca Al, ann n cBeobyxBaTHY aTMocdepy MPOTOKO-
na Ha OpyWTBEHNUM MpexaMa, 6e3 063mnpa Ha cagpiKaj.
Haume, y xunepnpoayKkumjn objaBa, hUxoBa AMHaMKKa
He MOyYKe BUTU KOHTPOMCAHA MCTUHUTUM M KOMIMIEeKC-
HUM eMOoUMOHaNHUM oAroBopmMma, Beh MCKIby4YMBO
AyTOMATCKOM PYTMHOM CaMor YMHa objaBe,ycrioB/beHe
jeonHo 6pojeM najkosa. “.

Mnak, oBaj pag oTBapa WM HEKOSIMKO HOBUX MUTamba,
npe cBera o apTUKYyMaLUUjmu KpeaTUBHUX cafpikaja Kpo3
npuMeHy MoryhHocTr Al, y cMuUciy dopmaTa y Kome ce
HOBOHACTaNM cafpykaj Moxke npeseHToBaTU.DparmMeH-

4 Toxic positivity isa "pressure to stay upbeat no matter how dire one's
circumstance is", which may prevent emotional coping by feeling
otherwise natural emotions. Toxic positivity happens when people
believe that negative thoughts about anything should be avoided.
Even in response to events which normally would evoke sadness,
such as loss or hardships, positivity is encouraged as a means to
cope, but tends to overlook and dismiss value of true expression.
Kiran Sidhu (August 3, 2021), iNews, Kimberly Harrington (January
26,2022), Washington Post.

ToKCKYHa MO3NTUBHOCT je "MPUTWCaAK Aa ce oCTaHe OMTUMUCTUYAH
6e3 0631pa Ha TO KOMUKO je TYXHa Heunja cuTyaumja’, LUTo Moxe
CMpeyYnTn eMOoLMOHANHO Cyo4aBarbe KPOo3 ryllerbe NpupoaHmMX
ocehatrba. TOKCHMYHa MO3UTUBHOCT Ce jaBrba Kafa Jbydu Bepyjy Aa
HeraTMBHe MUCAK O BUno YeMy Tpeba nsberasaTu. Yak 1y peak-
Unju Ha gorafNaje Koju 61 MHa4Ye n3a3Banu Tyry, Kao WTo cy rybumuTak
Unn Tewkohe, oxpabpyje ce NO3UTUBHOCT KaO HaUYMH Cyo4aBarba,
anu ce Ty Yyecto npesmnia 1 ofbdallyje 3Ha4aj UCTUHUTOT U3paXKa-
Barba. Kiran Sidhu (August 3, 2021), iNews, Kimberly Harrington
(January 26, 2022), Washington Post.



TUPaHU PENeTUTUBHU MCKa3nU M MPU30PU CYMCTUTY-
UMja cy BeCKOHaYHUX BapUjabuUnHux ,onrosopa” — 13-
paYeHo oBAe KPO3 MOTUB HEYyMOPHOr Mpunosenaya,
OOHOCHO MPOoAYKLMjy HapaThBa Y TEKCTyarlHOj KOMOU-
HaTOPWLM KOMMIETHO INLLIEHO] NCKYCTBEHOT, YMMe ce
npobnematmayje akTyenHa yrora jeamka U BU3yenHmx
npencTaBa Uy KOMyHMKaLMjU TbyAcKUx 6uha.

HaroBeluTaje oBako pagvKanHOr MPUCTyna, NpeTxon-
HO MPOHaNasnMo y NpumMeprMa NUHIBUCTUYKOT KPW-
TUUM3Ma UM MaK U JabUM UCTPaXkuBarbMMa cTera-
Horpaduje Kao MoBesHuLEe ca ogabpaHUM UMEHOM
Kpuntorpam.

3aMuLW/beHa Takohe Kao Aujanolika y cMUCny npea-
CTaB/beHMX KOHLLenaTa, m3noxba npeseHTyje U OBe
YMETHULE KOoje Yy OKBUPY hbyjopLuke (ToHwm [daB) ogHoC-
HO KanndopHuMjcke (BecHa BukTopumja) yMeTHMUKeE CLie-
He Oyr1 HM3 roAMHa Y CBOjMM pafoBUMa yjeAurbYjy eKc-
MeprMEeHT, MHOBATUBHOCT, MHTEpPEeCOoBaH-e 3a HajLLInPU
Moryhu cnekTap deHoMeHa fbyACKOT, KAao M KOCMUYKIMX
NCTpaXkmBarsa. Mpen Hama cy HajHOBUjM MPOjeKTU y
dopMU BMOEO OOKYMEeHTaluje oBe OABe ayTopKe 4uju
je HajMarbM 3ajemHUYKM cappykanal, CyHue, Hebecko
Teno Koje MONHO yCNOB/baBa CBEKOMMKY er3nCTEHLM]Y
Ha Halloj MNaHeTK, a Koje HMKada Hehe nocTaTM MecTo
noBpaTaka, TakBOM CBOjoM MpupodoM oapehnyjyhu m
npupoay /byAcke rnoTpare.

BakaH OOMPWMHOC MOMEHYTUX pafoBa CadpXK ce y
036UBHOCTU 1 MocBeheHoCTW MpoLuecMa UCTPaXKM-
Barba Y HAayYHUM OKBMPKMMA, Kao U mMepecrneKkTMBamMa
MOBE3aHOCTU 3eMalbCKUX U KOCMUUKUX 36MBarba Yy
y3ajaMHO ycnoBrbeHe uenmHe. KOHTUHYMPaHO nMpucy-
CTBO YMeTHMKa Yy Hay4yHo] nabopatopujn yHanpehyje
panoBe BecHe BukTopuje of HeHOor MpuMapHOr MHTe-
pecoBarba 3a BUBHE U XKUBOTUHCKE MPUHLLMME MOHa-
Wakba, KogMpara U CTPYKTYpPanHor GyHKUMOHMUCaHa,
Ka cBeobyxBaTHUM Mpur3opMMa TpaHchopMaLmje Ma-

Tepuje 1N eHepruje y CBEMUPY, Koja CBOjMM Ha3HaKa-
Ma yBOOM rnegaolia y Mno3uunjy akTMBHOr, ocBelhe-
HOI aKTepa MpuKasaHux Npoleca. Ha oBaj HauuH ce
MCTOBPEMEHO UCTUYEe onpeferbere ayTopKe 3a Mpo-
cBeT/byjyhe casHarbe U MCKYCTBO Kao HajBMLLE MOTEH-
LUnjanHe BpeoHOCTU.

NHTepakTuBHe MHCTanauuje ToHn JaB., Ha Apyroj cTpa-
HW, YTKaHe y Tpaauvuujy HyjopLUKE ClLeHe, pacTady
OMOjHU, 3aBOA/BUBKM HapPaATUB Y3POYHO-MOCEaNYHOr
cBeTa, Npennaxyhn opujeHTaumjy no obogmma Bpe-
MeHa, HEOOUYHUM MY3UUKUM JNIMHUjaMa, CKPUBEHWM
ncTopujamMa MM MCNpeKngaHmMm, CUIOBUTUM, TEK Ha-
roBellTeHMM cagpXXajumMa, UMHchMpuwyhu nyoenmky
Ha NpencnuTrUBare NCTMHA Koje cy ogabpanu ga uyjy,
Mopena rnpeuenumje, a KOHa4YHO M OHOT LWTO je y paay
ToHW [daB MocebHO Ba)XHO: APYLUTBEHO-MOAUTUYKOr
KOHTEKCTa KOju reHepupa CorncTBeHe nake v npujem-
YyMBe HapaTMBe ,3a NoHeTn",

CXO[HO TPEHYTKY Y KOME YXMBUMO, PaCT Ka KOCMUYKNM
MPOCTPaHCTBMMA HUje MPOoMnopLMOoHanaH CcBecTu o
FoMMa, @ TUME 1 O HaMa caMKMa, MopyYyjy, CBaka Kpo3
CBOjy Npakcy, ToHn [aB 1 BecHa BukTopwuja, HacTojehu
Ha dopMUparby HoBe NMy6nKe, OTBOpEHe 3a Apyradvuje
npocTope, HauMHe MpeseHTauuje U nommarbe ynore
YMETHOCTWM Y TEXHOJOLLKOM pa3Bojy ApyLUTBa.

Ha Kpajy, HaMmehe ce 3aK/by4aK C/iM4aH OHOM KOjUM cy
ce 3aBplUaBanm pa3roBopu n3meny aytopa yKibydeHmnx
Yy OBO M3parse n3noxxbe nocseheHe HoBMM TexHOMNO-
rmjama — YMHKM ce fa CMO TeK CMO Ha MoYyeTKy jefHe no-
TNYyHO HOBe emnoxe Koja he, yTonsbeHa y nogaTke (data),
M3UCKMBATWM YTONMKO 3HAYajHUjU OYyXOBHU Mpenopon
CBECTU, NMLIeHe Jakne MoryhHoCTM NoBpaTKka anu He
M CBOjUX OPYrMX CBOjCTaBa, y HapacTajyhoj guctonujm
OUTUTANHOI OKPYXKeHsa.

Munuua Jlanyesuh



PLACE
OF RETURN

Anticipating the development of technology with a fo-
cus on the wider use and further improvement of Al
(artificial intelligence) about which there are conflict-
ing opinions, as humanity we are reaching a new level
of communication, which is increasingly mediated by
programs of high robotics, neural networks, thinking
computer systems and the engineered development
of language.

This kind of development, however, does not bring
progress in the field of humanities, ethics, consolida-
tion of the socio-political sphere, nor reduction of the
harmful effects of human action on the biosphere and
biodiversity. Therefore, through the works of the artist,
we reconstruct possible points of return to the haven,
a space that would enable new apprehension and a
rehumanized consciousness beyond the defeatist as-
sumption of the Matrix.

From Odysseus' return to Ithaca (8th-7th century BC),
through Nietzsche's influential "Eternal Return" crit-
icized by Heidegger and other scholars and philoso-
phers, to Eribon's Return to Reims (2009), the return
to the roots has always carried with it two variable mo-
ments: first, the things we left behind never remain
the same, and second, we ourselves never remain the
same. However, this does not mean that this return has
no meaning: it allows us to define that change, to quan-
tify it, to look at it, and it goes deeper into the issues of
identity.

When we talk about technology, the return does not
represent a rejection of its possibilities, a return to
barbarism or prehistory, but primarily means a ques-
tioning of the consequences that technology bring
by advancing regardless of human limitations: ethical,
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physical, psychological, but also those that are socially
generated such as gender, sex, class, race, ideological,
religious and national affiliation. Reviewing new tech-
nologies does not mean rejecting everything new, but
rather maintaining a critical distance, awareness of the
consequences of unlimited progress and looking at
new social models, through the detection of problems
that are generated in new social conditions. The meth-
odological approach to the phenomena of new tech-
nology through this exhibition is based on principles
that were developed through numerous meetings and
conversations with participants, during which several
important opinions were crystallized, among which the
aspiration to use technology in aim of creating some
kind of new space that, through the synergy of "human
" and mechanical could open up new perspectives of
movement and reflections on the layered realities we
move through, as is the case, for example, with the gen-
erativ works of Danielle King, in which the author, freed
of prejudice, raises sail towards her impeccable fanta-
sies, which do not lack authentic taste and sensibility.

On the trail of the construction of new spaces, Luka Klik-
ovac follows the intersections of the fields of photogra-
phy and memory in order to, guided by the principle
of imperfection and randomness, set off together with
the viewer into the observation of infinite, just vague-
ly indicated spaces of deceptive perception. The game
between man and machine, the mechanical and sen-
sory way of recording, gestures and orientation, is rein-
forced by uncertainty, which is contained in the almost
completely unpredictable result of each individual pho-
togrammetry, both in its content and in its displayed
forms, while the subversive use of technology, as well as
in other works of this author, contained in the definition
of a partial or ineffective set of parameters, evokes the
results alike of some protobiological research. Namely,
as the Japanese researcher Koichiro Matsuno states in
the book Protobiology, the physical basis of biology,
"the evolution of reproductive units or organisms pre-
supposes two processes: one is the generation of varia-
tions, and the other is the fixation of the variations thus
created." Namely, as the Japanese researcher Koichiro
Matsuno states in the book Protobiology, the physical
basis of biology, that: "The evolution of reproductive
units or organisms presupposes two processes: one is
the generation of variations, and the other is the fixa-



tion of the variations thus created." Introducing this
consideration, we can see that Luka Klikovac's work
with photogrammetry points to analogy of the role of
light in photography and the processes of movement
and evolution of the earliest biological forms. Other sci-
entific contributions to the understanding of this work
are contained in part in the discussions under the title
Uncertainty theory by professor of applied mathemat-
ics Liu Baoding.

Despite the parametric readings and the tendencies
described above, in these photogrammetries, a trace
of the author's unique sensibility remains encapsulat-
ed, primarily through the choice of motifs and the ap-
proach to recording them.

In her interview which is also part of this publication,
Aleksandra Jovani¢, an artist and mathematician,
pointing to the attributes of the algorithms she uses
to produce works, generativ images, reminds us of at
least a few unknowns that we can face in the attempt
to construct the potential space of digital Arcadia. First
of all, there is the way of perceiving the results that we
observe in a certain coloristic and graphic context, and
then the degree of permeation of the data that was
used with the principles of action in the material world,
the unknown nature of time, (our tendency to establish
nomenclatures based on precisely determined dates),
while the broader set of data encompassed by the
same point in time remains invisible and unknown like
its less obvious impact, bringing into mind the Black
Swan Theory.

Although Taleb's considerations refer to the field of so-
cio-economic movements, the scope of the assump-
tions of this theory can also go into the field of art and
culture, which arises in synchronous action with scien-
tific and mathematical research. Therefore, some of the
new readings of her art works are yet to come, in addi-
tion to the refined artistry that we encounter in most
of the projects performed so far by Aleksandra Jovanic.

The project of the Cryptogram group, which is collec-
tive of film and video authors, is the result of a rough
exploitation of the content offered by Al at the current
stage of its development. Entering into an apparently
creative dialogue about the possibility of narration and
the reproduction of meaning, the spectrum of literally

transmitted results, instead of a place of return, intro-
duces us to a position of doubt about the commodified
abundance of generically processed contents, similar
to doubly twisted interpretations of phenomena that
long ago lost any reference frame of truth, reality, his-
tory or any other fundamental ground. The cheerful
mode of witty stunts in constant swapping of visual
and textual content, which characterizes this work, can
be perceived as effective, combative, toxic positivism
that the very process of working with Al implies, but
also the all-encompassing atmosphere of protocols on
social networks, regardless of the content. Namely, in
the hyperproduction of social network exchange, de-
mands not true and complex emotional responses, but
solely by the automatic routine of endless posting it-
selfregardless of anything else but ,likes".

Nevertheless, this work also opens up several new
questions, regarding the articulation of creative content
through the application of Al, primarily in terms of the
format in which the newly created content can be pre-
sented. Fragmented repetitive statements and scenes
are substituted for infinite variable "answers" "which are
highlighted through the motive of the tireless storytell-
er, i.e. the production of narratives in textual combinato-
ry without an experiential framework, finally paradoxi-
cally questioning the impact of language and visual rep-
resentations in overall human communication. A hint of
such a radical approach we might find in prevous the-
ories of linguistic criticism or research into steganogra-
phy as a link with the chosen name Cryptogram.

Conceived as dialogic between the authors, the exhibi-
tion also presents two artists who, within the framework
of the New York and Californian art scene, have for many
years combined experiment, innovation, and interest in
the widest possible spectrum of human phenomena as
well as cosmic research in their works. Hence, in front of
us are the latest projects in the form of video documen-
tation by Tony Dove and Vesna Victoria, whose commmon
motif in presented works is the Sun, a celestial body that
powerfully conditions all existence on our planet, and
which will never become a place of return, determining
the nature of the human endeavors.

The important contribution of the mentioned works is
in the seriousness and commitment to research pro-
cesses in scientific frameworks, as well as perspectives
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of the connection of terrestrial and cosmic events into
mutually correlated entities.

The continuous presence of the artist in the scientific
laboratory advances Vesna Victoria's works from her
primary interest in vegetation and animal principles of
behavior, coding and structural functioning, to com-
prehensive scenes of the transformation of matter and
energy in space, which, with its indications, introduces
the viewer to the position of an active, conscious actor
of the depicted processes. In this way, at the same time,
the author's commmitment to enlightening knowledge
and experience as the highest potential value is par-
ticulary emphasized.

Tony Dove's interactive installations, on the other hand,
woven into the tradition of the New York scene, expose
an intoxicating, seductive narratives of a cause-and-
effect world, suggesting instead orientation along the
rims of time, unusual musical lines, hidden histories or
interrupted, violent, implied contents, which should
inspire the audience to questioning of the truths they
choose to hear, the models of perception, and finally to
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the vital point of Tony Dove's work: socio-political con-
text that generates its own light and susceptive "takea-
way" narratives for widest distribution.

According to the moment in which we live, the growth
towards the cosmic vastness is not proportional to the
awareness of it, and thus of ourselves, Tony Dove and
Vesna Victoria profess, each through its own practice,
striving to build a new audience, receptive to novel and
uncommon spaces, ways of presentation and under-
standing the role of art in technological development
of society.

In the end, a conclusion similar to the one that emerged
in the conversations between the authors involved in
this edition of the exhibition dedicated to New Tech-
nologies comes to mind- we are just at the beginning
of a completely new era which, flooded by data, will
require all the more significant rebirth of spiritual con-
sciousness, deprived of the possibility of return but not
of some other of its qualities, in the growing dystopia of
the digital environment.

Milica Lapcevic¢









Pa36ujars-e
YKAQHPOBCKUX HAPATUBA
(pasroBop ca ToHw [1aB)

Opak/ie noTude HocTajirMja Koja YMHU Aeo aTMoc-
depe HeKux of BallMX YMETHUUYKUX pafoBa?

He cmaTpam cBOj ogHOC npemMa MpOoLUIOCTU HOoCTasl-
rMYHMM. Onabupam cneumduyHe TpeHyTKe Y UCTOPUjn
eBOJlyLIMje MOTpOoLUaYKe eKOHOMMJE KOjU MU MOMaXKy
[a pa3yMeM HeLITO LWTO Ce MojaBsbyje — YecTo BoNeHo
TEXHOMOIMMjOM — y cafallrbeM TpeHyTKYy. Tako HacTajy
npu3opu MNyToBarba KPO3 BPEME KOoje YMoTnyHyjem
NNYHUM CyBjEeKTUBHMM MOrNegoM Ha UCTOPUjY, KOpW-
cTehun msmMulbeHe nukoge. MNuTaM ce Kako je 6uno
MoCTOjaTV Yy BpeMe AOK ce HelwlTo AellaBano. Kako je
TO MoCTOjarbe MOMNOo Aa M3BPLWUM yTMLaj? Ha npumep,
JArtificial Changelings”, nHTepakTMBHa 6KOCKOMCKa
MHCTanauuja m3 1998, roeopmn o knentomaHy y Mapu-
3y 13 19. Beka TOKOM YyCroHa MomynapHOCTU POBHUX
Kyha Koju carba O Xakepy U3 byayhHocTu. Y To BpemMe
npaTuia caM HacTaHaK CBETCKE MHTEPHET MPEXKE U Mo-
Kyllaje Ja ce OHa MOHeTM3yje, Kako bW To AoBeno Ao
HFEHOr MpepacTarba y nnatbopMmy 3a Kymonpogajy y
6yayNHOCTU U pasMULL/bana O YMHEHMLM Oa He caMo
na he came nHdbopmauumje noctatm npomseod Beh ga
he v nnatdpopMe KojuMa oHe Kpy)e Takohe mnocTa-
T KoMoaudumkoBaHe. Moxda je To 6UNo Moje paHo
npeaBuharbe HacTaHKa OPYLUTBEHMX MpeXa.

LSpectropia” je UHTePaKTUBHU UFPaHM QUM KOjM 3a My-
611Ky M3BOOAMMO AM3ajHep codTBepa Luke DuBois U1 ja,
KopucTehu geTekumjy MOKpeTa 3a NCTOBPEMEHO MpwU-
Ka3uBarbe BULLE TOKOBaA BMOEA M 3BYKa Ha TPU eKpaHa.
Pafghsa je cMellTeHa y [o6a CBETCKe EKOHOMCKe Kpuse
1929. roauHe, y tbyjopky vy 6yayhHoCTW, y jeaAHOj Ky/i-

ToHu [laB (Toni Dove) USA

TYpW crnacera, CMeLLTEHO] Ha OCTPBY Koje ce, moaynp-
TO CaMO OTMAAOM, U3JMXKe M3Ha HMBOA MOopa. 3a OBaj
pan ucTpakmpana caM UCTOpujy CTPYKTypa OyroBa u
KpenouTa. Mopen Tora, NCKYCTBO MHTepdejca, Koje CMOo
MOIM ga pa3yMeMo, asi Ce NCTOBPEMEHO CTalHO MU3-
MULANo pasyMeBarby, MOTMBMLLYNM Hac Oa HacTaBu-
MO, MocTano je MeTadopa 3a oy maejy. CueHapuo je
HacTao TOKOM eKcrno3unje ynotpebe AoMeHa OOT KOM
MoYeTKOM ABexubaguTux. Mepana caM oko cebe 1 BU-
nena Mnage fbyade Kako nocTajy pafHa cHara kKoja Huka-
0a HUje LOXXMBENa HMLWTA OCMM eKOHOMCKOT MpoL,BaTa.
Y BpeMe Kafa je KoMaf npemMujepHo npukasaH, 2008,
3anoyesniaje 1 HoBa CBETCKa eKOHOMCKaA Kpu3a.

Moj NpojeKaT Koju je TpeHYTHO y pa3Bojy —,Sunjammer
6: A Tale Blown By A Solar Breeze”, roBopu o Xunatuju,
MaTeMaTMYapKM, GUNO30PKMHU U XEHW AaCTPOHOMY
Koja je ybujeHa 415. H. €, a KOja ce rnojaBrbyje Kao pasbec-
Henn ayx y HenocpenHoj byayRHOCTU, y MHTEpaKLMjn
ca cTpydrbakoM HACA. lMpagehu conapHy enekTpany,
OH ce cycpehe ca ocTaumMMa UHAYCTPUje YrIbeHUUYHMX
ropmea. OBO je pag 0 nocnefuuamMa cTpaxa of 3Harba.
Obe NMYHOCTM Hanase ce Ha Npenasy enoxa. Xmunatumjm-
Ha CMPT Ce YeCcTo cMaTpa KpajeM XxeleHUCTUYKOor 3naT-
Hor foba Mnr NoYeTKoM MpadHe ernoxe. buno je cnuny-
HOCTWM — 1 pa3fnKa — n3Mehy HeHor 1 Haller BpeMeHa
3a KOje caM cMaTparna fa UX je BPeAHO NCTPaXKUTWU.

Pag cam 3anodena pas3Mulluibajyh o OBa NMKa Koja
pa3aBaja OkeaH BpeMeHa M HauyuH Ha Koju he KOMyHM-
uMpaTn. MaTtemMaTmnyapka 1 nHxersep. Moxkaa Mory aa
KOMYHMLMPajy nyTeM Gopmyna. Y HalleM BpeMeHy, He-
MunocpaHe, ncupnbyjyhe nonapmsaumje. Pag rosopm
O TEH3MjU N3MeNy CTpaxa Of 3HaHka U KOHCTPYKTa Koje
TbyOM KOPUCTE 3a U3rpaftby CUCTEMA je3nKa U CUM6O-
na. foBopu 0 OHOME LWTO He MOYXeMO Aa BMOMMO, LITO
He Mo)eMo fa gogupHemo. O MatemMaTuum, dmsnum,
eBonyLMjn Modena KocMoca M cunama npusnadersa
n3mMeny Hebeckux Tena... U royau.

Kako BMgouTe cBOje MeCTO Ha YMETHMUUKOj CLeHM
Hbyjopka M wWTa cMaTpaTe CBOjUM HajaBaHrapa-
HUjUM UNN HajBULLE eKCMePUMEHTAaTHUM NPOjeKTU-
Ma, U 3alTOo?

YBeK caM 6una HesaBMUCHa Yy OAHOCY Ha HbyjOPLUKY
YMETHWUKY cLieHy. Moj paf ce HUWje cacBKWM yKanao y
cBeT ranepuja Uiy nosopuuiTa 1 nepdopMaHca, Tako
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[a caM fy»Ke pagwnia Ha NpojeKTrMa, MocTeneHo Npo-
Hanasuna cpeacTBa, ynarana 3atmM garee, Aa bmux Ha
Kpajy mpoHallna u npocTope Aa ux npenctasmm. Ja-
Kne, NyTaM Kpo3 pasnumymte obnacTtu, gucumnimHe m
HauMHe npeseHTauuje. MNpaBbere YMETHUUKKMX gena
3a Npoaajy He NpeacTaB/ba LeHTpanHu 4eo Mor geno-
Barba. [MpuKyn/baM cpeacTBa 3a NMpojeKTe, MpMMaM Xo-
HOpape UMM NOAPLUKY 33 Npe3eHTalumje U NoBpeMeHo
MpPaBUM KreUre v NPUHTOBE, anu 3anpaBo NpuMap-
HO He y4yecTByjeM Ha TPXXuwTy. MiMana cam cpehy aa
nobujeM NoapLIKy Y My3ejCKOM CBeTY, Kao U Yy ApYrnMm
MpPOCTOpPUMa KOjW Cy 3aMHTEPECOBaHM 3a MHTEPAUCLN-
nAnHapHe pagose. C 063MPOM Ha To fla caM buna no-
3HaTa Kao MMOHMP UHTEPAKTUBHOI BMOCKOMa, TO Me je
Y paHoj da3m Moje Kapujepe NoBe3asio ca KOHTEKCTUMA
KOjM Cy MpaTuimM pa3Boj TEXHOMOIMje y HacTajakby, U TO
YFMaBHOM Y HETUMUYHWM MPOCTOPUMA.

[Apyra auMeHs3uja Koja ce Mo)ke youuTtu y BehuHu Ba-
WMX pagoBa jecTe yTuuaj dusm Hoapa, CBOjeBpCHOr
cacrneHca KojUu je yCKO noBe3aH ca TeXHONIOrMjoM u
BeOMa je HUjaHCUupaH, Kpo3 ogHoc namMehy TexHono-
rmje v YoBeyaHcTBa.

YBek caM 6una BeoMa 3aMHTepecoBaHa 3a XaHp Kao
HapaTuBHY GOpPMYy Yy CBOM pady W 3a pa3bujarbe »KaH-
pOBa Ha HeoYyeKMBaHe HaunHe. MMcinM aa My noceb-
HO Hay4Ha daHTaCTMKa, Kao U ApYyrv BeoMa CTUTM30-
BaHW »aHPOBW Kao WTO je GM1IM Hoap, A03BOSbaBajy Aa
paorM MeTadopPUUKM Ha MOETCKM U Marbe ANAAKTUYaH
Ha4YMH, HEro Kaga KPUTUYKU FOBOPUM O KYNTYpPK, eKOo-
HOMMUjU K TexXHoMormju. Tako TeMy MOry fa carnegam
CcyBjeKTUBHUje U UHTYUTUBHO. DacuMHaHTHa cTBap Yy
BE3U Ca XXaHPOM je KOMUKO je aoyb6oKo npuxsaheH kKao
peuenT 3a Ny6AuKY — a ga To He Mopa 6UTK yBEK OcC-
BewheHo.

[akne, MoxeTe 6auMTK netapay Y »XaHPOBCKY Hapa-
LUMjy — 1 pas3buTK je y MUIMOH KOMada — Kada nokynurte
nperpwT TMX KOMada, Balwa nybnmka he mohu ga nony-
HM MNpa3HKHe. CMaTpaM [a je oBaj NoTeHuUMjan nybnmke
KOPUCTaH YKONMKO NpeobnmnKyjeM HapaTUBHY CUHTaKCy
M NPOBOLMPAM MW MNPENCTIUTYjEM TpaanLMOoHaNHe Ha-
4MHe mocMaTparba. TakoRe cMaTpaM Aa CTUM30oBaHe
YKaHpoBCKe dopMe 1Majy OrpoMaH MOETCKU NoTeHUMjan.

Y cBOjuM Bupaeo-UHCTanauujama Kopucturte dppar-
MeHTUpaHe HapaTuBe U 3By4YHe aTMocdepe, Kao u
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KOMMOHOBaHy My3uKy. LLITa je y ocHOBU Ballue yMeT-
HUYKe npopaykKuuje rmaBHM U3BOP Balle MHCNUpa-
uMuje — Aa N je oH TeKCTyanaH Wiu BusyenaH?

To je BEOMa MHTEepPEeCaHTHO NMMTarbe. YecTo o cebu pas-
MULLBbaM Kao O BU3YeNMHOM poMaHonucuy. Mmcnmm oa
Heke of, MOjuUX Hajayb/bUX MHCMKPaUMja NOTHUYY o M-
caua: omnosoda, Hay4yHUKa, poMaHonumcaua. Kao WTo
cy BupuuHuja Bynd, Bunmjam Llejmc, XeHpu LlejMc m
maeja o ToKy CBeCTU. TPEHYTHO YMTaM O MaTeMaTULM U
KBaHTHOj MexaHuLW.

Y dunmy cy Me npuBnadmnm Xmykok m Jarnac Cupk
360r HKMXOBE CMOCOBHOCTM Aa monynapusyjy dunmMm,
3agpyKaBajyhu tberoBy YMeTHUUKY OyOUHY 1 ApyLuTBe-
HY KPUTUYHOCT. HekuM o paHUX PYCKUX GUTMCKMX ay-
TOpa nonyT JlaBa KyrbewoBa v [MygoBKMHA yTULLANW CY
Ha MOje MYy3UM4YKO NoMMarbe BpeMeHa. CxBaTuia caM aa
puUTaM BOOM MOHTaXY, @ HE KOHTUHYUTET KOjU JOMUHMU-
pa BENMKWMM OeNOM caBpeMeHor duaMa 1 npeacTaBba
peanu3aM Koju Me Marbe 3aHuMMa. Ky/belloB je y TOM
CMUCY M3BPLUMO YyTMLA] Ha XUYKOKa.

3a aKTyenHu pag — ,Sunjammer 6. A Tale Blown By A
Solar Breeze" ynTana caM rpuke Tpareguje, caBpeme-
HYy noe3ujy, MaTeMaTuKy, a Takohe camM npoy4daBana
doTorpadujy 13 19. Beka 1 1o ETjeH XXmnn Mapeja, kao n
caBpeMeHy 3/ rpaduky. CapahyjeM Ha YHUBEP3UTETY
Jejn, y LleHTpy 3a yMeTHOCT 1 KofabopaTuBHe Meauje,
M pa3BujaM M3BaHpeaHy capaarby ca Jejn MHCTUTYTOM
3a KBaHTHa MUCTpa)kmMBarba. Takohe cam Boawaa mpo-
cBeT/byjyhe pasroBope ca MatemMaTMyapuMa M Kacu-
Yapuma.

MyHO BpeMeHa MPpOoBOAMM U Ca eKCMepUMEHTATHUM
My3udapmma. OHU Cy 3HayajaH Oeo Moje KpeaTMBHe
3ajegHuLe — TO je MOXKAa 3aTOo LWTO je MOj paf CyLTUH-
CKW MHCTPYMeHTanaH, Tako fga ce kpehem y cBeTy Ta-
NEeHTOBaHUX My3KM4apa Koju NoMepajy OKBMpe 3BYyKa U
KOj\ Me UHCTIMPULLY.

Koja BpcTa MHTepaKTUBHOCTU Ce KOPUCTU Y BallUM
HajHOBUjUM pagoBUMa Koje BUOUMO Ha U3JNTOXK6U?

YecTo onucyjeM cebe Kao rpaguTerba MHCTpyMeHaTa.
MpaBUM MallMHe KojuMa ynpaB/bajy /byan 1 Koje mpu-
uajy npudye. CBaku €0 je pa3roBop M3Mehy MalunHe y
pa3Bojy Koja ce cacToju of nporpamMa (4ecto xmbpua-
Hor Al cucTeMa — Masor, BMlaCHUYKOT M Npunaroa/bu-
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BOT), TexHonormnje uHTepdejca, ekpaHa, poboTrke, Me-
Ounja n cueHapwuja. Tako NMpuYya nocTaje ayToMaT KOjUM
ynpaB/ba rneganay, unm mssohay. VMIHTepakKTMBHOCT
ce cBe BMLWe pa3BWja NocTajyhr HanMkK MarHeTHOM
Mosby Koje Bac yBfadn mnm yuBplihyje Balle Be3e ca
MCKYCTBOM. oCTojn Mapanena nmamMehy xopusoHTane:
CekBeHLe y BpeMeHy W BepTuKane: MMnposmsaumje
MHTEPaKTMBHOCTW. Tako TO MOCTaje Heka BpCTa ,0npo-
CcTopera” HapaTUBHOI UCKYCTBA.

[Ba Moja HajHOBMja gena — ,The Dress That Eats Souls”,
Kao 1 ,Sunjammer 6: A Tale Blown By A Solar Breeze”,
npencTaB/bajy HOBU HWMBO WMHTepakuuje. Y MpBOM of
HoMX, OBOCTPYKMW CMOj€BU MHTEPAKTUBHOCTU, Npahere
rMoKpeTa rnaBe 1 NoKpeTa CKeNeTa, yK/byyyjy KpeTame
rnepaola, WTo cTBapa ocehaj yparbarba Uenor Tena y
MHTEPAKTMBHOCT, LUTO Aesnyje XMNHOTUYHO UMK o4Yapa-
Bajyhe 1 nomaxke y GoKycumparby Maxkkbe Ha Cagprkaj.
Y UHTepakumju ca xa/bUMHOM ocehaTe ga cTe CKopo
MOOUIHYTU Cca 3eM/be UMW YHYTap caMux npojekumja.
XarbMHa ofparkaBa KpeTarbe mocMaTpada Ha HauyuH
KOjW cyrepuLle fa je rmeganal, Hocu — a unak, oH rnena
y mby. TO je KoOHTpaaukumja. KopmcTmna caM MHTyuUuujy
na 6ux pagwvna Ha oBoj naejun. MIHCTUHKT. YBeK rnocToje
CKOKOBM Yy BallOj BepW OOK pa3BuMjaTe HOBU MHTepdejC
M eKCrepuMeHTHLEeTe Ca HOBUM anaTtrMa M TeXHOo-
rmjama. OBU CKOKOBW CY YINTAaBHOM KOPUCHM, MaKo Mo-
HeKa M3BaH OKBUPa OHOra WTOo Y MOYeTKY 3aMULLbaM.
Y opyrum npunmkama, MopaTte jeQHOCTaBHO CBe Cpy-
WUTU 1N KPEHYTU M3HOBA Y pean3ajH.

OnuncaHM cucteM npaherba CcTBapa OOHOC MojeAMHa-
ua npema npuum 1 NMKOBMMa, anum Takohe nodunmse aa
Merba UMM yTUYe Ha TO KaKo ce Nybnmka moHalla Kao
rpyna. Kako ce rpynuily, pallTpKaBajy U Kako pagyTude
[a ce yparbarbeM MOoBEeXY He caMo ca cOBbOM U CBOjUM
NMKOBKMMaA W cagp»kajeM Beh u jegHo ca gpyrum. To je
CYNTWUIHO, @l BEOMa 3aHMMSbMBO 3@ MEeHe 1 y npolLle-
Cy CaM TecTuparsa 1 rnefarba Kako To cBe GyHKLMOHMN-
e 1 KaKo ce pa3Buja, a 3aTUM KOPUCTUM TO 3Harbe Aa
06nMKyjeM NoHallarbe Nybnrke Kao MeTadopy y OgHO-
Cy Ha cafpykaj gena. 3auHTepecoBaHa caM aa npehem
NpeKko naeje o MHTePaKTMBHOCTKM KAo HeYeMy LUITO MO-
paTe Oa ,paaute” noMmohy AyrmeTa y HelwTo AenuvkaTt-
HWje WTOo A0Ma3n 1 ofNnasm 1 NocTaje pMTaM HadMHa Ha
Kojun feno obaBuja Ny6nmky. OBO ce MO)Ke AeCUTM ako
ra OOXXMBUTE Kao rmeganal y MHTEPaKTUBHO] MHCTaNa-
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UMjyu Unu rnefaTte HapaTUBHY Bep3Wjy Oy>Ker obnmka
KOjOM yrpaBsbajy Nnecayun. Y obe Bep3uje nocToju bpu-
cambe rpaHuua nameny nyonmke n nasohava.

Kako 6ucTe onucanu uaejy Mecta rnospaTKa 3a 4Yo-
BEYaHCTBO, KOja je rnmaBHa TeMa oBe u3noxx6e?

Mucnum na je Al cnegehin HMBO rnobanHor padyHap-
CTBa, KOjU MMa WUPOK CMeKTap pasnynTmUx npume-
Ha M MNoTeHUMjana, No4YeBLUM Of CTBaparba anaTa 3a
capafmy Koju mobosbluaBajy Wau Oonykbyjy fbyacke
BelTMHe. MocToju 1 jegaH Npagal, pa3Boja BellTayKe
MHTENUreHLuMje Koju je MOKyLUaj XereMOHWjCKOr npe-
y3MMarba MoOhK of cTpaHe Mane rpyrne Koprnopaumja
Koje 6u »enene ga HaM Mpoaajy maejy o naatdopmu
6e3 Koje He MoXkeMo Aa XumBumo. OBaj Npeasnor Kojm
ce 6p30 NMMUUTUPA U HEOMXOLAH je 33 UCTO Tako 6p30
OCTBapVBare NpoduTa 3aCHOBAH je Ha ,BeTMKUM je-
3MYKMM ModenmMa”, Koju Cy BaH AoMallaja MakbUX eH-
TUTETa 3a pa3Boj 1 0byky. OBakBa nocebHa BpcTa Al
MOXKe yCreTu CcaMO YKOJTMKO HaM ce npofa uaeja na je
TO HewTo 6e3 yera anconyTHO He MOXEeMO Oa YXMBU-
Mo. Lleo npouec Teve 6p30, HeEMapHO, 6e3 yBarkaBarba
TAYHOCTU, BMACHMLUTBA MofaTaka MM eKcnsoaTrucaHe
pafHe cHare HeonxogHe 3a MoAPLKY OBMM HaBOOHO
ayTOHOMHUM cucTeMmma. CBe TO MoumHse Aa MUK Ha
TEXHOOLWKM BanoH Koju he Moyxkaa nyhu, 36or 6p3unHe,
rnoxsene 1 Henaxkme, anm suaehemo.

BakHO je pasMMUCINTM O TOME 3aLlUTO CY U KaKo Om3aj-
HUpPaHW Hawu anaTu. Kaga ce kaxke fa he BeluTauka UH-
TenureHumuja Npoy3poKoBaTK Aa JbyACKa paca usympe
nnu ga 6yne cnaceHa, Makbe ce roBopu O TEXHOMOrMju,
a BULUE O TPXMLITY. AKO je NpodUT NPUMapHU UMK je-
OVHW LWsb, OHAA Cce MOoTeHLUMjan 3a WTeTHe CeKyHaap-
He edeKTe UrHopulle y npouecy pasBoja. e3nmHdop-
Maumje, Lyboka nakmparea, MoAUTUYKA MaHunynaumja
— Mpen HalwyvM o4YMMa ce OfBMja CreKTap npesapa y
jeky Hawwux npenBuharea oa he ce oHe goroamTu. AKO
He MOXXeMo fa NpoHaheMo HauuMH a 3alTUTUMO Halle
rpahaHCcKo Teso o AUrMTanHUX anaTa Koje npaBuMo,
oHOa CMO y HeBOSbW. TEXHOMOMMja ce pa3Buja HEBEPO-
BaTHOM BP3MHOM, Y CaBpLIEHOj BE3UM Ca MOTPOLLIAYKMM
KanuTanom — yBeK MOCTOjU joll HOBWjU MPOU3BOA U
NPaKTUYHO HWKaO HeMa MOryhHOCTW 3acTapeBarba.
ANV MHCTUTYLIMjE 1 3aKOoHOOaBHa Tesa Koja perynumily
HOBE TeXHOormje Cy NpeBuLLEe Crope U OCTajy y CEHLM
oBor y6p3aHor pa3Boja. Ha Apyroj ctpaHu, Kopnopa-

15



LMje H1UCY 3aUHTepecoBaHe 3a caMoperyauujy, o Yemy
cTanHo fobujamo HoBe fokase. C 063UPOM Ha HUXxoBe
LUMSbeBE, HEMA HM CMUMC/a TaKO HELLTO OYeKMBaTH.

JeounHO pellere Moxke OONKM M3 KONEKTWBHON, M3 He-
npoduTHe chepe, M NOACTULAja KOjU BU MOKPEHYNn
OPYKaBHe BNacTW Ha MoCcTyrnHe npoMeHe. Hagam ce aa
jow MMaMo BpeMeHa, jep of Aasber pas3Boja gorahaja
3aBUCK UHTErpuTeET U XYMaHOCT UeNne ApyLTBeHe
3ajegHuLLE.

Kpo3 cBoje npojeKTe cTe 6UNn BeoMa aHraXXoBaHU U
Kao aKTUBHAa U KPUTUYKU MuUcrieha NUUYHOCT — Kako
ocehaTe capawru TpeHyTaK, AYX BpeMeHa, Koju
NPoOCTOpPU Cy joLl OTBOPEHMU 3a anjanor?

Morna 6ux ga NoYHeM MPUINYHO LLUMPOKO MU FTOBOPUM
O MOMUTUYKMM aKuMjaMa U anTepHATUBHUM CTUMO-
BMMa »>XMBOTa. AN MUCNUM Aa Ny HewTo pehn camo
Yy CMWCIy COMCTBEHe MpaKce Kao yMeTHMKa. Xenena
61X Oa HanpaBUM pafoBe KOoju Hyde nenoty 1 Marujy
M 0@ Ha Taj HaYMH CTBOPUM OKPYXKerbe Y KoMe Jbyam
MOry [la MpoBofe BpeMe pa3MuLL/bajyh o nnMTarbrma
O KOjUMa MHaye He 61 BUNM CKNTOHW O3 Pa3MULLSbajy.
He »enum ga 6yaeM OAMOaKTUUKU KpUTUYHa, Beh aa
OOMpPeM y CBECT JbyAM Ha TULle, MOeTUYHMje HaunHe.
KpeaTBHOCT GYHKLMOHMULIE Y AUBHUM FPaHUYHKUM 30-
HaMa Koje je TelWKOo MOEHTUDUKOBATU UMK ogpeanTu.
Moj paf je 3a MeHe yTouunllTe, anu 1 cpeacTBo 3a UC-
TpakMBarbe CBETa, UCTPaXkKMBare HOBUX TepuTopwMja
MUCN 1 3Harba. OTBapajy ce BpaTa — y4MM O KTACUYHO]j
AHTULUM, MaTEMATULM, KBAHTHO] MEXaHULN. YUUM BULLE
O CTPYKTypaMa je3uKa, HapaTuBa, moeswuje, Numpuke.
Bonena 6ux ga cBojoj Ny6nmMum noHyamMm Marmjy oBux
MCTpaXkmBarba y 0b6/unKy npuda. JefiHOM je HeKO 13 Mny-
6n1Ke MOj paf Ha3Bao ,Mo3opuLliTeM MMUcan”. Pag Kojm
Cce OHOCK Ha caM MpoLec MULberba. CBMNa MK ce To.

Pasrosop Boauna Munuua Slanyesuh

* Benukun jesmukn mopen (LLM) BpcTa je nporpama
BelUTa4YKe WMHTENUreHuMje Koju MoxKe, mopen Opyrmx
3a4aTaka, 4a peopraHuMilyje M reHepulle TekcT. LLM
ce pa3BuMjajy Ha OCHOBY OFPOMHMX CKyMNoBa MofaTaka
— oTyAa v Ha3wmB ,Benunkun”. MarpaheHu cy Ha MalUUH-
CKOM Yy4ehby: KOHKPETHO, TUM HEeYPOHCKE MpPEeXXe Koju
ce 30Be Mofen TpaHcdhopMmaTopa.
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Smashing
genres together
Conversation with
Toni Dove

Where do you think your nostalgia originates from?

| dont think of my relationship with the past as nos-
talgic. I'm choosing particular moments in the history
of the evolution of consumer economy that help me
to understand something that is emerging - often
driven by technology — in my own time. | create time
travel dramas that encompass this and add an individ-
ual subjective view to history using invented fictional
characters. How did it feel to be a person at that time
while that was happening? What was the impact? For
instance, Artificial Changelings, an interactive cinema
installation, 1998, is about a Kleptomaniac in 19th cen-
tury Paris during the rise of the department store who
is dreaming about an encryption hacker in the future. |
was looking at the emergence of the world wide web
andthe attempts to monetize it that would likey lead to
its future as a shopping platform, and thinking about
the factthat not only had information itself become
product, but the platforms that circulate information
would also be commodified. Perhaps an early presci-
ence about the emergence of social media.

Spectropia, is an interactive feature film performed
for an audience by myself and Luke DuBois, the pro-
ject software designer, using motion sensing to scratch
multiple streams of video and sound across 3 screens. It
was set in the Depression of 1929 in New York City and
in the future in a salvage culture on an island propped
above sea level by garbage. | was tracking the history of
structures of credit and debt. The story and the experi-
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ence of the interface, which you could grasp, but kept
slipping away motivating to you to continue to grasp,
became a metaphor for this idea. | wrote the script dur-
ing the dot.com explosionin the early 2000's. | looked
around and saw young people entering the workforce
who had never experienced anything but a boom
economy. The economic crash of 2008 occured as the
piece premiered.

My current project in development, Sunjammer 6: A
Tale Blown By A Solar Breeze, is about Hypatia, a math-
ematician, philosopher, and astronomer assassinated
in 415 C. E. who appears as a furious ghost 10 years in
the future.She engages with a NASA engineer building
a solar array off-world power station for sustainable en-
ergy who is encountering the remnants of the carbon
fuel industry. It's a piece about the consequences of the
fear of knowedge. My characters are both pushing back
on an encroaching dark age. Hypatia's death is often
thought of as the end of the hellenistic golden age or
the beginning of the dark ages. There were similarities
—and differences — between her time and ours that | felt
were worth examining.

| began by thinking about two characters across oceans
of time and how they would commmunicate. One a math-
ematician, the other an engineer. They might speak us-
ing mathematics. | was looking at our current moment
and the relentless, exhausting polarization. The piece is
about the tension between the fear of knowledge and
the constructs humans use to build language and sym-
bol systems that speak about what we can’'t see, what
we can't touch. Mathematics, physics, the evolution of
models of the cosmosand the forces of attraction be-
tween heavenly bodies... or humans.

How do you see your place in NY art scene, and what
do you consider your most avantguarde, most ex-
perimental projects or ideas and why?

I've always been independent in realtionship to the
New York art scene. My work doesn't fit cleanly into
the gallery world or the world of theater and perfor-
mance, so | tend to proceed a project at a time, find
the best way to fundraise, support it and find venues to
present it. | drift across different fields, disciplines, and
presentation structures. | don't make things for sale as
a central part of my practice. | fundraise for projects,
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receive fees or support for presentationand on occas-
sion | make books or prints, but | don't really participate
in the market as a primary aspect of how | conceive of
what | do. I've been lucky to find support in the Mu-
seum world and in other spaces that are interested in
interdisciplinary work. I've been known as a pioneer of
interactive cinema and that connected me at an early
point in my career to contexts that were showing work
engaged with emerging technology. Much of this has
occurred in non-traditional spaces.

The other dimension that can be perceived in the
most of your works is influence of film noire, a kind
of suspense that is closely connected with technol-
ogy and it is very much nuanced, through communi-
cation between technology and humanity.

I've been very interested in genre as a narrative form in
my work and in smashing genres together in unexpect-
ed ways. | think science fiction in particular, as well as
other highly stylized forms of genre like film noir, allow
me to work metaphorically in a poetic and less didactic
way when speaking critically about culture, economics,
and technology. | can view a topic more subjectively,
and viscerally. The fascinating thing about genre is how
deeply received it is as a recipe for audiences — with-
out that necessarily being a cconscious awareness.
You can throw a cherry bomb into a genre narrative —
break it into a million pieces — and pick up a handful
of those pieces and your audience will be able to fill in
the blanks. I've found this knowedge in the audience
helpful when | bend and reshape narrative syntax and
challenge or reinvent tradional viewing relationships. |
also find the stylized forms of genre to have enormous
poetic potential.

In your video installations, you use fragmented nar-
ratives and sound atmospheres as well as composed
music. Within your artistic production what is the
main source of your inspiration - textual or visual?

That's a very interesting question. | often think of myself
as a visual novelist. | think some of my deepest inspira-
tion comes from writers: philosophers, scientists, novel-
ists. Virginia Woolfe has been an ongoing inspiration —
and she connects to Wiliam James, Henry James and the
idea of the stream of consciousness. I've currently been
reading about mathematics, and quantum mechanics.
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In film I've been drawn to Hitchcock and Douglas Sirk
for their abiity to popularize film, but retain its depth
as art and social criticsm. Some of the early Russian fil-
makers like Kuleshov and Pudovkin have been an influ-
ence in seeing time musically. Rhythm guidesediting
rather than the continuity style that dominates much
of contemproary film and is a realism I'm less interest-
ed in. Kuleshov was an influence on Hitchcock.

For Sunjammer 6, the current piece, | read alot of greek
tragedy, contemporary poetry, mathematics and also
studied 19th century time lapse photgraphy like Mar-
ey as well as contemporary 3D graphics. I'm a fellow at
Yale University at the Center for Arts and Collaborative
Media and I've been developing a wonderfully rich re-
lationship with the Yale Quantum Institute. I'vealso had
illuminating conversations with mathematicians and
classicists.

| spend a significant amount of time with experimen-
tal musicians. They are a big part of my creative com-
munity — | think perhaps because my work is essentialy
instrumental, so | live in a world of talented musicians
who are pushing the envelope of sound and who in-
spire me.

What kind of interactivity is precisely used in your
most recent works that we are seeing on exibition?

| often describe myself by saying I'm an instrument
builder. | make human operated machines that tell sto-
ries. Each piece is a conversation between an evolving
machine consisting of a program (often a hybrid Al sys-
tem - small, proprietatry, and customizable), interface
technology, screens, robotics, media, and a developing
script. The story becomes a viewer or performer oper-
ated automaton. The interactvity has developed more
and more to behave like a magnetic field that pulls you
into or cements a connection to the experience. There
is a pull between the horizontal: a sequence in time,
and the vertical: the improvisation of interactvity. It be-
comes the spatialization of a narrative experience.

These two most recent pieces, The Dress That Eats
Souls, and especially Sunjammer 6: A Tale Blown By A
Solar Breeze are starting to enter into this new territory
of interaction. In the Dress double layers of interactiv-
ity, both head tracking and skeletal tracking,engage
viewer movement. This creates a full body immersion
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that feels hypnotic or mesmerizing and helps focus at-
tention on the content. Interacting with the Dress you
feel almost lifted off the ground or up into the piece.
The Dress mirrors viewer's movement in a way that
suggests a viewer is wearing it — and yet looking at it.
It's acontradiction | had an intuition would work. A gut
instinct. There are always leaps of faith as you develop a
new interface and experiment with new tools and tech-
nologies. Often these leaps work — sometimes beyond
what | initially imagine. But sometimes you need to tear
things down and redesign.

This tracking system creates a relationship of indivudu-
als to the story and to characters, but also starts to alter
or impact how the audience behaves as a group. How
they cluster, scatter, and how the piece makes them
connect not only to itself and its characters and con-
tent through immersion, but to each other. It's subtle
but very interesting to me and I'm in the process of
testing and watching how it works as it evolves and
then using that knowledge to shape how audience
behaviors can operate as metaphor in relation to the
content of the piece. I'm interested in moving beyond
a button pushing idea of interactivity as something
you have to ,do" into something more delicate that
comes and goes and becomes the rhythm of the way
the piece envelops its audience. This can occur if you
experience it as a viewer in an interactive installation
or watch a longer form narrative version operated by
dancers. There is a blurring between audience and
performer in both versions.

What would be your comment on the idea of place
of return for humanity, as main topic of this exibi-
tion. Humanity, that has departed towards Al and
overall digitalisation. What could be the shelter or
zone of recognition of something that we could la-
bel as uttmostly human?

| think of Al as the next level of global computing. It has
a broad spectrum of different applications and poten-
tial. It can create collaborative tools that enhance or
complement human skills. There is also one direction
of Al which is an attempt at a hegemonic power grab
by a small group of corporations that would like to sell
us the idea of a platform we can't live without. This sales
pitch is necessary in order for them to profit quickly. It's
based on Large Language Models* that are out of the
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reach of smaller entities to develop and train. This par-
ticular strain of Al can only succeed if it can sell us the
idea that this platform is something we can't live with-
out. It's been developed fast, carelessly with not much
regard for accuracy, data ownership, or the exploited
labor necessary to support these suppossedly autono-
mous systems. It's beginning to look like a tech bubble
that may not deliver because of speed, greed and care-
lessness, but we'll see.

It's important to think about why and how our tools
are designed. When people say Al will cause the hu-
man race to become extinct or be the salvation of it,
they are speaking less about a technology and more
about the market. If profit is the primary or only goal,
then the potential for damaging secondary effects is
ignored in the development process. Disinformation,
deep fakery, political manipulation — a spectrum of
frauds is unfolding in front of our eyes in the wake of
our predictions that they will happen. If we can't find a
way to protect our civic fabric from the tools we build
we're in trouble. Technology develops at incredible
speed. It makes a perfect marriage with consumer
capital — there's always a newer product and there’s
no need to build in obsolescence. But institutions
are slow and the legislative bodies that regulate new
technologies get left in the dust of rapid develop-
ment. Corporations are not interested in self-regula-
tion. We see repeated evidence of this, and given their
goals it makes no sense to expect it. The only way |
know how to change this is collectively, primarily from
the non-profit sphere and hopefully government, if
enough of us prod it, in steps that aggregate. | hope
we have time. The integrity and humanity of our social
fabric depends onit.

ToHu [laB (Toni Dove) USA

Throughout your projects you were very much en-
gaged also as active and critical thinking personality
- how do you feel present moment, the spirit of time,
what spaces are still left open for dialogue?

| could go quite wide here and speak about politcal ac-
tions, alternate living styles. But | think | will speak in a
smaller way in terms of my own practice as an artist. |
would like to make things that offer beauty and magic
and in so doing create an environment where people
might spend time thinking about issues they might not
otherwise be inclined to think about. I'm less interested
in being didactically critical than | am in seeping into
people’s consciousness in quieter more poetic ways.
Creativity works in wonderful zones that are liminal, in
between, and hard to identify or pin down.

My work for me is a refuge, but also a vehicle for explor-
ing the world, and exploring new territories of thought
and knowledge. Doors open — | learn about classical an-
tiquity, mathematics, guantum mechanics. | learn more
about the structures of language, of narrative, poetry,
lyrics. I'd like to offer the magic of these explorations to
my audience in the form of stories. Someone in an audi-
ence once called my work a ,theater of thought*. Work
that is about the process of thinking itself. | like that.

* A large language model (LLM) isa type of artificial in-
telligence (Al) program that can reorganize and gener-
ate text, among other tasks. LLMs are trained on huge
sets of data — hence the name “large”. LLMs are built
on machine learning: specifically, a type of neural net-
work called a transformer model.

A conversation with Toni Dove by Milica Lapcevié
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CyH4eBo jegpo 6:
Bajka conapHor
nosetapua, 2024,
MHTepaKTMBHaA
MHCcTanaumuja, drnm

Sunjammer 6:

A Tale Blown by

a Solar Breeze,
2024 interactive
installation, cinema
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CyHu4eBo jeapo 6:
Bajka conapHor
noserapud, 2024,
MHTEepaKTVBHa
MHCTanauuja, drnm

Sunjammer 6:

A Tale Blown by

a Solar Breeze, 2024,
interactive installa-
tion, cinema
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CyH4eBo jeapo 6:
Bajka conapHor
nosetapua, 2024,
MHTepaKTUBHA
MHCTanauymja, unm

Sunjammer 6:

A Tale Blown by

a Solar Breeze,
2024, interactive
installation, cinema

XasbuHa Koja

Jjene aywe, 2018,
MHCTanayuja

Koja yKrbyYyje
MHTEepaKTMBaH BUAEO,
3BYK U pOBOTUKY

The Dress That
Eats Souls, 2018,
an installation
incorporating
interactive video,
sound and robotics
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BecHa BukTopuja
[CYH]uokpeToBa niaasma
[MpojeKaT pa3BUjeH Yy
capagrbh ca pUsnYHapom
Nna3Me Bantepom
[ekenMaHOM Y3

ydyewhe nHxemrepa
omnomMeanLmHe

Xejnn Mapkc

HacTao TOKOM aKTyenHOr cofapHOr MaKCuMMyMa,
OBaj pad UCTpaXkyje MHTepakuumjy naMmehny cyHLoKpe-
Ta, N4yena v AndBEeHOBUX Tanaca, UNycTpyjyhn kKako
ce YMeTHOCT M HayKa crajajy Aa 6u npy>xunm ayorbu
YBUO Y €Heprujy v CrOoXeHOCT COoflapHOr cuctemMa m
HoeroBmx npoueca. CYHLOKPETU CBOjUM XennmoTpon-
HUM KpeTarbeM CUMOONM3Yjy PacT U BUTANHOCT, OOK
AndBEHOBM TanacuK y niasMum npeHoce eHeprujy ayx
NMHWjA MarHeTHOr Mosba, WTO je K/byYHO 3a pa3syMme-
Batbe CBEMUPCKOr BpeMeHa W ConapHMxX deHoMeHa.
MMKPOCKOMCKM Morneam Ha CyHLUOKpeT OTKpKMBajy 06-
pacue Koju mogparkaBajy CyHue, HarnawaBajyhu oy-
60Ke Bese MaMehNy 3eMarbCKor YXMBOTA M KOCMUYKMX
cuna. MNpukasaHy GU3NUKK 0BjeKTU MoTUYy U3 BeNu-
Kor mnasma ypehaja o6MKoBaHOr eKcneprMeHTrMa
BUCOKe eHepruje y3 apyre aptedakTe — aHTeHe, KOLL-
HUMLE U CYHLLOKPET.

[CYH]uokpeToBa nnasma”’ je MnpojekaT MOACTaKHYT
MCTOPUJCKMM HamnpeTKoM y nosby dy3uje y HaumoHan-
HOM MOTrOHCKOM MocTpojervy (HND), y neuembpy 2022.
roavHe, Kaga je rpyna Hay4dHWKa NocTuria npBy peak-
unjy dysuje Koja je npomsBena BuLIe eHepruje Hero
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LWITO je yTPOLIEHO 3a HeHO cTBaparse. OBaj MPEOKpPET,
y3 ydewhe TUMa CTpyYrbaka, YKbyuyjyhu ap XjypukaH
(6unBLIM yyeHUK Op MekenmaHa) 1 op Kum byoun, npea-
CTaB/ba 3Ha4ajaH KopakK Ha MyTy Ka MPOW3BOAHW He-
orpaHuyeHe, YncTe eHepruje. EKCNMepuMeHT je Kopu-
CTWO Nlacepe BENMKE CHare 3a KOMMNpMMOBarbe BOOO-
HUYHOI ropmBa, cUMynmpajyhu ycnoBe Koju cy OTKpU-
BEHW Ha 3Be3daMa, yrBajyhu HOBY Hafy 3a oOp»KMBa
eHepreTcka pellemba.

JdonpuHoc 3a oBaj NpojeKaT CcTurao je n on PoTmaH
doHOaumMje 3a NpoydaBarbe xpaHe, Koja je nogprka-
na vaejy Aa ce HamnpaBu Heo4dyekMBaHa Be3a M3mehy
xpaHe, d13mnKe Nnasme U cyHuokpeTa. Kao geo ekc-
nepuvMeHTa, AeCET CakCUja 3eMJbe je 3acaheHo ceme-
HOM CYHLLOKpeTa, a NOTOM je CBaka Of tMX TpeTupa-
Ha MMa3MOM HEKONMMKO CeKYHAM, WTO je pe3ynTmpano
pPasNMYnNTUM HUBOMMA pacTa 1 cHare Mehy Burbkama.

CyHLUe, faBanal, LesloKynHor »KMBOTa Ha Halloj niaHe-
TW, TPEHYTHO je y da3n conapHor Makcumyma. lMNpoje-
KaT ,[CYH]uoKpeTOBa NNa3Ma’ MOKPEHYT je y TPEHYTKY
Kaja ce aHTponoreHe KaMMaTcke npomMeHe npubnu-
yKaBajy OBOM COMlapHOM MaKCUMYMy, LUTO OOBOAM A0
Tanaca TonnoTe 6e3 npecefaHa WMpoM ceBeTa. OBaj
KPUTUYHW TPEHYTaK HarnawaBa XMTHOCT pa3yMeBarba
MehycobHO MnoBe3aHUX cuna Koje o6nuKyjy Halle
OKpY >Kehse.

JCYHJuokpeToBa mnasma’ ce faHcMpa Ha BPXYH-
Ly COMapHOr MaKCMMyMa, Y KMHECKOj roguHu 3maja
(2024) v cnepehoj rognHm 3muje (2025). OBaj nepumog
je obenexeH nojavyaHoM akTuBHoLhy CyHUYeBUX nera,
n3bunjarbeM CHaXkHMxX CyHUYeBMX 6GaK/bU M MojadaHmnMm
MarHeTHMM nosbuMMa. OBa conapHa AMHaAMUKa MOXKe
nopemMeTuTn 3eM/bUHY MarHetocdepy, yTuuyhu Ha
caTtenuTe, KOMyHMKaumMje n enekTpuyHe mpexxe. HACA
conapHa coHpa ,lMapKep” Ma/bMBO MpaTu OBe akK-
TUBHOCTM KaKo 6M Hay4YHMLM CcTeknn ay6rbn yBug y
noHaware CyHUa M HEeroB yTULLA] Ha Hally niaHeTy.
lNpojeKkaT KOju ce 0aBUja TOKOM OBOTI KPUTUYHOI Mepu-
ofa, HarnawaBa KoHBepreHuujy nosehaHe conapHe
AaKTUBHOCTU U KIMMATCKMX MPOMEHa Ynju Ccy mn3asu-
BayM sbyamn, UCTparkyjyhn mehycobHe Bese eHepruje,
MarHeTr3aMa 1 XXMBOTHE CpefduHe.

MarHeTHa nosba U MHTEH3MBHa TOoMJioTa NoBe3aHa ca
conapHMM MaKCMMYMOM MOTYy MMaTW 3HadajaH yTu-
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Laj Ha GU3UYKO M MEHTaNHO 34PaBIbe JbyaU U XKUBO-
TWHbA, KAO M Ha KONMEKTMBHO MoHalame. MNoehaHa
cofnapHa aKTUMBHOCT je MoBe3aHa ca dyKTyauujama
y reoOMarHeTHOM Mosby 3eMsbe, Koje MOry YyTULaTK Ha
LMpKagmjasHe PUTMOBE, PacMoNoOXKerbe U KOMHUTUB-
He dyHKUMje. McTpaxkMBarba Cy Mokasana fga conap-
He onyje U reomarHeTHU nopemMehaju Mory nsassaTu
aHKCMO3HOCT, NopemMehaje cHa, Na YakK 1 Kap4MoBacKy-
napHe npobnemMe koA nojeamHala.

MNopen Tora, MPOMEHe y MarHeTHUM MOoSbMMa MOry
YyTULATW Ha HaBUraumjy >XMBoOTUHsa, obpacLe Murpa-
UMja m onwTe 6naroctare. Ha OpyLITBEHOM HUBOY,
OBe eHepreTcke MpoMeHe Mory [OMpWHEeTU Harna-
LIEHWM KONEeKTUBHMM TEHAEHLMjaMa — KaKo MO3UTUB-
HWM, Kao LWTO cy noBehaHa KpPeaTUBHOCT W capanHa,
TaKo U HeraTUBHUM — yBehaHe TeH3uje 1 HeMumpw. Mo-
KpeTareM OBOr MPojeKTa TOKOM COlapHOI MaKCUMY-
Ma, UMb HaM je Ja UCTPaXkKnMMo oBaj cucteM Mehycob-
HO MOBE3aHWX CKUMIa, UCMINTYjYRM KakKo OHe yTuU4y Ha
YXUBOT Ha 3eMJbU, KaKO Ha MHOMBKMAOYANHOj, TaKO 1 Ha
KOMMeKTUBHOj pPaBHMU.

+CYH]uokpeToBa nnasma” je npojekaT AeUMUYHO
durHaHcumpaH og NYSCA, Harvestworks NY, kao n UCLA
Art Sci center, ALMS CNSI.

PedepeHLe:

MepcuHrep, M. A. (1987). Mcmnxodumsmonolwkm edek-
TN eNIeKTPOMarHeTHUX WM reoMarHeTHUX MoSba XU-
BOTHe cpeauHe. MNcmxonowkm rnacHuk, 101(1), 43-56.

Ctoynen, E. I, et an. (2002). leoMarHeTHa aKTUB-
HOCT U y4YecTanocT aKyTHMX KOpoHapHUx gorahaja:
NOHrMTYAMHaNHa ctyauja. Vascular Health and Risk
Management, 4(10), 237-242.

OTcyKa, K, eT an. (2001). leomarHeTHu nopemehajm
YyTUUY Ha JbYACKW LMKAYC cnaBatba U Byhersa. Bro-
MeOoMUMHCKE HayKe U HayKe O YXMBOTHO] CpeaunHu,
14(3), 169-175.

JTlomaH, K. J,eTan. (2007). [eoMarHeTHO OTUCKMBaHLE:
objeauntbyjyha xmnoTesa o HaTallHOM Mpellherby Ha
BEMMKMM yOarbeHOCTMMa KO /10COoCa M MOPCKMX
Koptbada, Proceedings of the National Academy of
Sciences, 104 (23), 10

BecHa BukTtopwuja (Vesna Victoria) USA-Cp6uja

Vesna Victoria
[SUN]JFlower Plasma
Developed in collaboration
with Plasma Physicist
Walter Gekelman
Biomedical Engineer
Haley Marks

Created during the current solar maximum, this work
explores the interaction between sunflowers, bees, and
Alfven waves, illustrating how art and science merge to
reveal deeper insights into energy and complexity. Sun-
flowers, with their heliotropic movement, symbolize
growth and vitality, while Alfven waves in plasma trans-
port energy along magnetic field lines, which is crucial
for understanding space weather and solar phenome-
na. Microscopic views of the sunflower reveal patterns
that mirror the sun, emphasizing the profound connec-
tions between earthly life and cosmic forces. The phys-
ical objects are from the Large Plasma Device shaped
by the high energy experiments and other artifacts -
the antenna, beehive, and sunflower.

[SUN]Flower Plasma project was sparked by the histor-
ic fusion breakthrough at the National Ignition Facility
(NIF) in December 2022, where scientists achieved the
first-ever fusion reaction that produced more energy
than was used to create it. This milestone, led by a team
of experts including Dr. Hurricane (a former student
of Dr. Gekelman) and Dr. Kim Budil, represents a sig-
nificant leap toward limitless, clean energy. The experi-
ment used high-powered lasers to compress hydrogen
fuel, simulating the conditions found in stars and offer-
ing new hope for sustainable energy solutions.
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Support for the field trip came from the Rothman Foun-
dation for Food Studies, which sparked the idea of mak-
ing an unexpected connection between food, plasma
physics, and sunflowers. As part of the experiment, 10
pots of soil were planted with sunflower seeds, each
treated with plasma for a few seconds, resulting in var-
ying levels of growth and strength among the plants.

The Sun, the giver of all life on this planet, is currently
in its solar maximum phase. The [SUN] Flower Plasma
project is launching at a time when anthropogenic cli-
mate change is converging with this solar maximum,
leading to unprecedented heat waves around the
world. This critical moment underscores the urgency of
understanding the interconnected forces shaping our
environment.

[SUN] Flower Plasma is being launched at the peak of
the solar maximum, which is occurring this year of the
Dragon (2024) and next, the year of the Snake (2025).
This period is marked by intensified sunspot activity,
powerful solar flares, and strengthened magnetic fields.
These solar dynamics can disrupt Earth’'s magneto-
sphere, affecting satellites, commmunications, and power
grids. NASA's Parker Solar Probe is closely monitoring
this activity to gain deeper insights into the Sun's be-
havior and its impact on our planet. As this project un-
folds during this critical time, it emphasizes the conver-
gence of heightened solar activity and human-induced
climate change, exploring our interconnected relation-
ship with energy, magnetism, and the environment.

The magnetic fields and intense heat associated with
the solar maximum can have a significant impact on
both human and animal physical and mental health, as
well as collective behavior. Increased solar activity has
been linked to fluctuations in the Earth’'s geomagnet-
ic field, which can influence circadian rhythms, mood,
and cognitive function. Studies have suggested that
solar storms and geomagnetic disturbances can trig-
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ger anxiety, sleep disturbances, and even cardiovascu-
lar issues in some individuals.

Additionally, shifts in magnetic fields can affect animal
navigation, migration patterns, and overall well-being.
On a societal level, these energetic shifts may con-
tribute to heightened collective behavior — both posi-
tive, such as increased creativity and cooperation, and
negative, such as heightened tension and unrest. By
launching this project during the solar maximum, we
aim to explore these interconnected forces, examining
how they influence life on Earth at both individual and
collective scales.

[SUN] Flower Plasma is partially funded by NYSCA and
supported by Harvestworks NY and the UCLA Art Sci
center, ALMS CNSI
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Peg yHyTaQp xaoca

(M1 06pHYTO)

IHTepBjYy Ca ayTOPOM:
AnekcaHgpa JoBaHuh

Kaga roBopuMo o reHepaTUMBHOj YMETHOCTU, FOBO-
PUMO O HEKOj BPCTU cCaBpeMeHOI ayTOMaTCKOrI Mu-
cakba, OHAKO KaKo ce TO NoMMano y HagpeanucTtud-
KOj YMeTHOCTU noyeTkoM XX Beka. Taga ce cMmaTpa-
Jlo fa ce paau o NCUXOsIOLKOM ¢peHOMEHY, AaHac je
y NUTakby NporpaMmepckKu npuctyn?

Beoma nHTepecaHTHa Be3a, HeJaBHO CaM YuTasna ecej
KOj\ MpaBW aHanoruvjy wmamehy ayToMaTCKOr CTBa-
panaliTBa HaApeanuM3aMa M reHepucarba CamMka yno-
TpeboM Al. Hagpeanuctn cy Ha ayTOMaTCKU LPTEX,
Kao jedaH BUAO ayTOMaTM3Ma — Kpeuparba 6e3 cBecHe
KOHTpOIe, rMefanun Kao Ha HaydyMH gocesarba Ayorbux,
NoACBEeCHMX TOKOBA, MCTPaXKMBaHba HeCBeCHOTr. [1akne,
pagnno ce 0 OTK/IOHY O PaLMOHANHOr U BOSbHOT, AOK
reHepaTMBHOM yMeTHOWRY (Mnmn ynoTpebom BelLTauke
MHTENWreHumje) nokyllasamo Takohe oa npesasuhe-
MO /by CKa OrpaHuyerba.

Pe3ynTaT ayTOMaTM30BaHKMX MNpoueca Kpenpa Hagpe-
anHe U XUnoTeTnyKe (CrekynaTMBHE) CBETOBE Y KOjUMa
rpaHuLe UsmMeny npupoade U MallnHa, CHOBa U pearn-
HOCTU HecTajy, rae cy XxanyurHaumnje ynotpebrbeHe Kao
HOBU KpeaTMBHMU NMpoLieck. 3a caga Cy, y reHepaTUBHO]
YMETHOCTU, MPUCYTHU PAa3NNYnUTL HUBOU ayToMaTU3a-
uuMje npoueca, anuv Tek 6u ynTumatmeHa Al kKpeupana
HeWTOo HW of Yera. [JaHac jolw yBeK KOPUCTUMO PEKOM-
6UHaALM)Y 1N paHOOMU3ALMjy efleMeHaTa Koju cy OaTu
npekKo gaTa ceToBa NpeMMMHapPHMX NogaTaka, OCHOB-
HWX MOCTaBKW Ha KojMMa ce rpafum HOBa LennHa.

Ha Koju HauMH 6UONOLUKO MOXe GUTU NMPUCYTHO Yy
OBOM MNpoLecy, OCUM KpoO3 3apaTe napameTpe?
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Mopen ouyMrnenHor nMoBesuBarba AYTOMATCKMX MPO-
Leca ca MHUMjanHUM BpeaHOCTMMa 13 peanHor CBeTa,
nogaumMma NpUKyn/beEHUM MepereM NPUPOoaHMX Moja-
Ba T€ HbMXOBOM BU3yanm3aLMjoM — OPYrK acrekT 6u
CcBakaKo OMO yTULLaj peasniHor cBeTa Ha aKTUBaH Mpo-
Lec MHMLUMPaH KogoM. MoyxeMo cMaTpaTh 1 aa je jegaH
o[l Haj3Ha4YajHMX MapamMeTapa reHepaTUBHE YMETHOCTU
CMYYajHOCT UMM HacyMUUHOCT. OHa MoxXke 6UTK Npu-
pOoAHa UMK, KaKo je TO YecTo y NporpaMmmMa, CUMym-
paHa noMoNy nceyno-HacyMUYHUX reHepaTopa. Mako
aenyjy Kao ABe KpajHOCTU, M anropuTamMcKy CryyajHoCT
MPUXBaTaMoO Kao OAIMYHY CUMYIaLMjy Cly4YajHOCTH, U
3a YMeTHWMYKE U 3a Hay4He CBpXe.

He camo mpoLec BM3yanmsaumje 1 Toka 1U3BpLUaBara
Beh 1 camM npouec Kpeuparsa, nucarba KoOAa, Oc-
MULLbaBakba aIfoPUTMa 3aBUCK O, HALLMX MOCTaBKM U
yTuLaja Ha npoLiec cTBaparba. Joll CMO Aaneko of no-
CcTynKa: ,KNMKHEM U reHepuLle ce pad’, a MHOro BULLE
y Anjanory nsamehy anroputma v aytopa, MalluHe 1 Yo-
Beka.

Oa nu je n konuko npeaBuhame pesyntaTta Moryhe
MUy KOM chiyyajy?

OBO je MHTEePECaAHTHO MU Yy KOHTEKCTY Haller nMpupoa-
HOI OKpPY>KeHba, Koje HMje (MpeTnocTaB/baM) KOHTPOMN-
CaHO anropuTMOM. Y [OMeEHY /byACKUX MHTepecoBaHa
o[ OAaBHMHA Cy MPeno3HaTh Xaoc U pef, ann v HNXOoB
MehycobaH ogHocC.

Teopuja xaoca je penaTUBHO HOBO MOJSbE HAYUHOr UC-
TpakmBarba. Pa3Boj padvyHapa je CBakaKo yTuLLao Ha
MCTPaXkMBarbe HenpeaBua/bUBUX MperynapHmMx deHo-
MeHa, Kao WTOo cy Ha NpBW nornen, NnpupoaHe nojase,
HacyMU4UHe MpoMeHe Y BPEMEHCKMM YCAOBMMa, LWK-
pere enuaemuja, meTabonmzam henuja, npomeHe y
nonynaumjaMma >XMBOTUHCKUX BPCTA, Mad W YCMNOH UK-
BMIM3aLMja, Mponaraumja UMnynca Kpo3 HepBe... 1 Ch.

TOKOM MpeTXxoaHUX [ABafgeceTaK roAMHa, Hay4YHWMLM
M3 pasHuMx obnacTu cy pasBujanu Modene Koju ypa-
UyHaBajy HeIMHeapHOCT WM MoBpaTHY WHPOPMaUWjy
y mocMaTpary npoleca, oL BPEMEHCKMX MPOrHo3a,
MexaHunke ¢nywuaa, xemumje na cee OO NonynaumMoHuUX
6uonoruvja. Hactann Mogenu Mmajy KOHTPaaWKTOpHE
ocobuHe. lNpe cBera, cacToje ce o, HEKONMKO jefHO-
CTaBHWX jeAHa4yMHa. A MOTOM, peLleHa OBMX jegHauMHa
Cy KOMIM/IEKCHa M HenmpeaBUMA/bMBA, jep BENUKU 6pOj
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HEe3aBMCHO MPOMeHbUBUX MefycOBHO MHTeparyje Ha
HajpasnuunTUje HadMHe. AHanNM3y OBMUX MoAena v npe-
Mo3HaBakbe CAMYHOM MoHallarba y eKcrnepuMeHTrMa
MOKpKBa ynpaBo Teopuja xaoca.

MehyTuM, 3ana)eHo je Oa cy Bapujaumje Koje Ha gHeB-
HOM U MeCeYHOM HUMBOY AETEeKTYjeMO Kao HemnpenBu-
amBe NpomMeHe y eKoHoMMjaMa, KOHCTaHTHe 3a nepuon,
of 60 roavHa, yKasyjyhr Ha To Oa yHyTap xaoca no-
CcToju pen. bancka Mu je aHanoruja namehy Teopuje xa-
oca 1 cucTeMa (Mporpama) Koje Kpenpamo 3a noTpebe
reHepaTMBHE YMETHOCTU. MHOro napameTtapa Mehy-
COBHO Kpeunpa Manm xaoc, Koju Ha MPBW nornen Huje
pPasyM/bUB.

Oa nu ce HenpeaBUASLUBK TOK CTBapakba YMETHUY-
KOor gena 3a Bac Mo)ke noee3aTu ca HeusBecHowhy
paga ca anropuTMmMMa y 6M0 KOM acneKTy npoueca?

Pan ca anropmTMoM, OLHOCHO Kpeupare papa Mno-
MoRhy Ko, Y TEXHUYKOM CMUCIY CIMYHO jé UHTYUTUB-
HOM U eKCnepuMeHTanmHoOM NPUCTYy, rae Bapujauuvje
y nporpamy 4ecTo MNpou3Beny BU3yenHe (OQHOCHO
ayLoMo-BU3YyesHe) pe3ynTaTe Koje ayTop olensyje Kao
npuxBaT/bUBe, N3HeHahyjyhe nnn oHe Koje Mmajy no-
TeHUWjan 3a fa/be UCTPaXknBakbe, NCTOBPEMEHO Of-
6auyjyhn oHe Koje ce He yknanajy, oaynapajy on UHM-
umjanHe noeje, KoHUenNTa.

Y jeaHOM onucy paga NoMuHeTe CJIMYHOCT FreHeT-
CKe KOMGUMHaToOpuKe U MnporpamMupama, ga nm ce
TUMe MOry UCKJbYYUTU CBU MUCTUYHM acnekTu de-
HOMeHa XUBOTa, NoCcTojara, Npupoae u 6uonoruje?
AKoO He, y UeMy 6U ce oHU orneganu?

KycTockuhba HaTawa JaHKoBUWh je y TEKCTY O MOjoj 13-
noxxéu line(); y ranepwujn LieHTpa 3a rpaduyka v BU3Yy-
efmHa UCTpaXkuBarba AKageMuja HamnpasBuia TO, MEHU
Takohe BeoMa MHTepPEeCaHTHO, 3anaXare Aa NreHeTCKM
KOO KOjW Hac YMHW jeJMHCTBEHUM, jecTe ofabpaHa
Bapujaumnja cemx Moryhux kofoosa. Hanmk ToMe Kako
pe3ynTatu Koda Koje opabupaMo 3a MpuKasMBare
Ha M3NOX6M yBek Bbyay camMo Manu aeo cBux Moryh-
HOCTM MNporpama. M3 Te noTpebe Oa yBeEK MPUKaXKeM
Hajsehu Moryhun 6poj pesynTtaTa reHepaTWBHOTN paaa,
TPYAUM ce fa npoHaheM MopanuTeTe NMprKasmBama —
o[, ayTOMaTCKOT M3BpLUaBarba M peHaepa HOBE CrIMKe
Yy UHTepBanmMma, 40 UHTEPaKTUBHUX MHCTaNauuja Koje
omMoryhaBajy ydelwhe nybnmke y npeseHTauUuju paga.

AnekcaHppa JoBaHuh

Haume, 6MpamM 1M ayToOMaTCKO UHULMParbe MprKasa
HOBMX pe3ynTaTa KoAa, Yak 1 6e3 npucycTsa nyb6uke,
VTN KOHTPONUCaHY MHTepaKuMjy Kafa HOBU pe3ynTaTu
HacTajy CaMO ako Cy UHULIMPaHW o[ cTpaHe nyo6mKe.

0a M MUCTUYHO U AYXOBHO YOrLUTE MOXXEMO CMa-
TpaTh aKTepuMa Kop, reHepaTUBHE YMETHOCTU?

Mnu marmyHo? Kapga He 3HaMo TayHO Aa ob6jacHMMO 3a-
LITO pe3ynTaT Kofda M3rnefa Tako Kako v3rnena, Kkaga
je peuumMo pe3ynTtaTt rpewke unm buga, Kaxkemo na
je To Heka Maruja. I cacBuM je NpMXBaT/bMBO He 3Ha-
TW 3aLUTO Ce ca pe3ynTaToM fellaBa To WTo ce gella-
Ba, KaKo je mMpowu3BefeH pe3yntaT. KpeupaHu cuctem
je KoMnieKcaH U U3 Te KOMMJIEKCHOCTM Npou3nasum v
MHOLUTBO pe3ynTaTa. MefyTunM, 3a pasunKy o cucTe-
Ma CBeTa Yy KOjeM XMBMMO M KOjU CBaKM AaH MoKylua-
BaMO Pa3HWM HayYHVM U UCTPKMBAYKMM MeToLaMa
na objacHMMO, OBO je Halla KpealMja Koja CBOjy Hacy-
MUYHOCT fo6Uja M3 oaroBapajyhmx anropmtama, a He
M3 HeobjallHBUX GeHOoMEeHa.

KakBa je nepuenuuja Bawmx pagoBa Kop ny6nuke?
[a nun je To Te)XHa Ka eCTeTCKOM, u3BecHa nakoha
N MHOIMOCTPYKa acoOLMjaTUBHOCT U aJly3UBHOCT NpU-
30pa, UCKOpaK U3 KoOMepuujasiHOr AUTrUTaNTHOI BU-
3yeJZIHOI CBeTa y HeLWITOo Apyrayuje Uin... Kako 6ucre
AeduHUCaAnNU peuenuujy BallMxX pafoBa Ha U3JIOXK-
6ama 1 oHNajH?

MpeTnocTaB/baM Aa je MHUUMjaNHa peaKuWja Ha ecTeT-
CKe KapaKTepuUcTuKe pafoBa, anu geTarbHuWje carnega-
Barbe pafa OTKpMBa NoMasHy Uaejy Koja yecto 4oBoam
ny6nmMKy A0 NocTaB/bakba AOMNYHCKUX MUTakba (M cebu
M ayTopy). Y pagoBMMa KOpUCTUM cumMmbone 1 6pojese,
rpadurKoHe, rpaduyUKM jesmk B1yanmsaumje nogaTaka,
ncnmce MateMaTUUkmMx dopmyna. NoHekad cy npuka-
3aHe BPedHOCTU AMPEKTHO MoBe3aHe ca KoopAuHa-
TaMa ¥ BenudmMHamMa objekaTa y rpadmkama, Uam nakx
HacyMUu4yHe ckane u 6pojeBun Koju HaBoae rnegaola Ha
MoMKcao ga nocToju jolw A0AATHMX 3HAYEHsa.

Beh rogmHamMma Mu je y GoOKycy UCTpaXkmnBarbe anode-
HWje 1 cNoCcOBHOCTKM Haller Mo3ra Aa npaBu Be3e Mehy
cumMbonmma v gaje UM cneumdudHa 3Hadersa, Koja cy
caMo HaMa jacHa 1 6uTHa. CTora 4YecTo O06MjaM KOH-
KpeTHa MuTarba, 3a NojegMHe pagoBe, KOoju cy nogaum
KopuwheHn 3a BU3yanusaumje? A jegHocTaBaH oAro-
BOP je Aa je To Hajuewhe nporpaMmmpaHa HaCyMUYHOCT.
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MehyTMM, MHOro MW je 3HauajHuWje ycrnocTaB/barbe
KPWTWYKOr ofHOCa rlefaola npemMa HemMarmHapHMMm
BM3yanm3auujaMa nopgaTaka U pyllere HayYeHUX Be-
poBarba [a je Mpe3eHTOBaHO anconyTHa UcTuUHa. Kaga
CMO y NMPUAMLM Oa UCTPaXkyjeMo 1 pagmmo ca bpoje-
BMMa, Op30 cxBaTaMO Ja MCTa CEKBEHLLa BPeaHOCTMU
MOXKe Ha MOTMyHO PasnYmMTe HauMHe Oa KOMyHMLMpPa
nHbopMauWMjy, 4a HaM je pasjacHM UM Aa Hac NoTNyHO
3aBapa. bpojeBu, BeNKMKe KonuurHe 6pojuyaHmnx nogaTa-
Ka Cy HaM HecarneavBu M HejaCcHW, anm NpeacTaB/beHM
Yy rpadmKoHUMa NakKle KOMyHUUMpKjy ca Hama. OcTaje
MMUTarbe KakBY MOPYKY MpeHoce.

Kako nocMmaTtpaTe gpyra gena us o6sactu y Kojoj u
caMu HajBuLle paguTte?

Y nopehemy ca ,TpaguuMoHanHUM” MeaunjumMa, reHe-
PaTUBHUX YMETHMKA HeMa MyHO, anm nmam ocehaj oa
CMO CBM rnobanHo noBe3saHW. AKTMBHA je mpakca npu-
KasMBarba NpojekaTa 1y TOKY paaa, na je BeomMa MHTe-
PEeCaHTHO, anun M 3Ha4dajHo, NPaTUTM Pa3BOj NpojexkaTa
o[l OCHOBHe maeje 0o PUHaNHor narnena. Tako U carne-
naBatbe pagoBa Oyae MpoTKaHO UCTOPUjOM, a Pa3Boj
UNN Kpeuparbe reHepaTrBHOr pana Moxe 6UTK Beo-
Ma y36ya/bmB rpolec. YecTo ce fdellaBa da ce jeaHa
maeja pasBuje y BuMLLIe NpaBalla, Kao APBO ca rpaHama
Koje cBe y cTabny cagpye UCTU OCHOBHW afiropuTaM, a
MOTOM Ce pauBajy y pa3nmumte duHanHe KoHuenTte um
ecTeTuKe.

OnyBeK MU je 610 MHTPUraHTHO i@ ca3HaM Kako Hell-
TO paaun, Kako GYyHKLMOHMLLE UM KaKO je HamMpaB/beHOo,
na BOMMM M @ OEeKOHCTPYMULLEM, LUTO je y OBOj o6nacTu
jedaH o HauMHa yderba, HEOMXOOHOI 33 Kpewuparbe.
[MacMBHO OCMULUSbaBakbe JANEKO je Mate ePeKTHO o[
eKcrneprMeHT1Carba U ncrnpobaBarba PasnMUnTMX Ba-
pujaumja 1M orpaHMyera koda.

CaMUM TUM, jeQHaKo ce LeHW U TeXHMYKa peanmsauuja
M OCHOBHM KOHLIEMT, KOj/ je y OCHOBM pafa.

Kako onucaTu npouec uw4YMTaBarba pagoBa yMeT-
HUKa ca nonoBuHe XX BeKa, KOjU Cy 4eCTO JIUYHO
BaMa NoyeTHa MHcNMpauuja, youyaBare MoryhHo-
CTU nporpamMmpara No HEeKUM NPUHLUNUMA NpeT-
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XOAHO KpeupaHor yMeTHUUKor aena. Konuko oBaj
npouec cMaTpaTe 3aHMM/bMBUM, Ha OCHOBY Yera ce
onpepesbyjeTe 3a NojeauHe yMeTHUKe?

MocebHO Ccy MU UHCMUMPATUBHU PafoBM YMeTHKMKa ca
MOMOBMHE MPOLUNOr BEKA UMM MMOHWMPA reHepaTUBHE
YMETHOCTMU, KOjU CY 3anoYesnin UCTpaXkmBarsa y OBOj 06-
nacTtu. Kpos rbrxoBe pagoBe, HeonTepeheHe TexHnY-
KM MoryhHoCTMMa OaHallkbyX padyHapa, MHOro je
jacHMWja 1 BUA/bMBMja OCHOBA KpenpaHa KogoM. Takohe,
AYyTOPU U3 UCTOT Nepmroa Koju U HUCY KOPUCTUNU pa-
uyHape, HacnyhuBanu cy U UCTPaXKMBanmn uaeje Koje
Cy KacHMuje ynoTpeboM padyHapa joLl BuLle aolusie 0o
n3parkaja.

Y nocnenmrx HEKONMMKO pagoBa npaBu/ila caM KoHLen-
TyanHy Be3y ca onycom Cona JleBuTa, Npe cBera 36or
Be3e M3Mehy UHCTpyKUMja Y HEroBoM Onycy WM MH-
CTPYKLMja KOje cy HEONXOoAHE Yy NMporpaMy, Kao U Heo-
peheHoCTU, HeAoPEUYEHOCTHN UM HAaCYMUYHOCTUN Y 06a
cny4aja, 4O Koje JoMa3n Ha pasfnymTe HaduHe, anu je
MpWCyTHa W NpeaCcTaB/ba CacTaBHU Ae0 paL(oB)a.

Kako 6ucTte pedumHmUcanm MmecTto NoBpaTka y caBpe-
MeHOM CBeTy 3a YoBeKa, U3 Kojux oapehera 6ucmo
ra Mmornu aedmnHMUCaATU U Aa N1 HaM je TakBa pede-
peHua noTpe6Ha?

TeMy n3noxx6e, MecTo NoBpaTka, Moryhe je mocMatpa-
TV 13 ABE NMepCcneKkTUBE, U MEHW je BpeMeHCKa 3Havaj-
HUWja of NokKaumjcke ogpegHuLe. MIHTepecaHTaH MU je
noBpaTaK Kpo3 UcTopujy 1 npahere pasBoja Meauja,
Kako cMO HapgorpahuBanmM OCHOBHe MAeje, Kako CMO
KOMOBWHOBaNM HOBO Ca CTapUM U KaKo ce MpucycTBO
HOBUX TexHoNorurja noeehaBano 4o gaHac Kaga cy He-
n3bexHe. M To He caMo BMAW/bUBE HETrO U HEBUO bU-
Be NpoMeHe Koje cy 3abenexkeHe y BMAOy nopgataka, a
Koje cafia MOXXeMO KOPUCTUTU Kao MaTepwujan 3a Ha-
Jorpagrby BMU3yanmsaumjama. MIHTPUraHTHO je 1 ga nn
KpO3 HeBUObMBE (U/MNU BUOASbUBE) NOOATKE U3 NUCTO-
puvje MOXXeMO YCMoCTaBUTK Be3y ca APYrMM er3akTHO
HeMeps/bUBUM NTUYHUM UCKYCTBMMA.

PasroBop Boguna Munuua Jlanyesuh
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Order inside chaos

(and vice versa)
Interview with the author:
Aleksandra Jovanic

When we talk about generative art, we are talking
about some kind of contemporary,,automatic writ-
ing*, the way it was conceived in surrealist art at the
beginning of the 20th century. Then it was consid-
ered a psychological phenomenon, today it is a pro-
gramming approach?

Very interesting connection. | recently read an essay
that makes an analogy between the automatic creativ-
ity of Surrealism and the generation of images using Al.
Surrealists viewed automatic drawing as a form of au-
tomatism - creation without conscious control, as a way
of reaching deeper, streams of subconscious, exploring
the unconscious. So, it was a departure from the ration-
al and willful, while with generative art (or with use of
artificial intelligence) we also try to overcome human
limitations.The result of automated processes creates
surreal and hypothetical (speculative) worlds in which
the boundaries between nature and machines, dreams
and reality disappear, where hallucinations are used
as new creative processes. For now, in generative art,
there are various levels of process automation, but only
the ultimate Al would create something out of nothing.
Today, we still use the recombination and randomiza-
tion of the elements given by the data sets of prelim-
inary data, the basic settings on which the new entity
is built.

In which way can the biological be present in this
process, except through the given parameters?

In addition to the obvious connection of automatic pro-
cesses with initial values from the real world, data col-
lected by measuring natural phenomena and their vis-
ualization - another aspect would certainly be the influ-
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ence of the real world on the active processes initiated
by the code. We can also consider that one of the most
important parameters of generative art is randomness.
It can be natural or, as is often the case in programs,
simulated using pseudo-random number generators.
Although they seem like two extremes, we also accept
algorithmic randomness as an excellent simulation of
randomness, both for artistic and scientific purposes.

Not only the process of visualization and execution flow,
but also the process of creation, writing code, designing
the algorithm depends on our settings and influence
on the creation process. We are still far from the pro-
cedure: “l click and the work is generated”, and much
more in the dialogue between algorithm and author,
machine and man.

So to what extent predicting the results is possible
and in which case?

This is also interesting in the context of our natural en-
vironment, which is not (I assume) controlled by an al-
gorithm. In the domain of human interests, chaos and
order have been recognized since ancient times, as well
as their mutual relationship.

Chaos theory is a relatively new field of scientific re-
search. The development of computers certainly influ-
enced the research of unpredictable and irregular phe-
nomena, such as, at first glance, natural phenomena,
random changes in weather conditions, the spread of
epidemics, cell metabolism, changes in the popula-
tions of animal species, the fall and rise of civilizations,
the propagation of impulses through nerves... and sim-
ilar.Over the past twenty years, scientists from various
fields have developed models that take into account
nonlinearity and feedback in process observation -
from weather forecasting, fluid mechanics, and chem-
istry to population biology. The resulting models have
contradictory properties. First of all, they consist of a
few simple equations. And then, the solutions of these
equations are complex and unpredictable, because a
large number of independent variables interact with
each other in various ways. Analysis of these models
and recognition of similar behavior in experiments is
covered precisely by chaos theory.

However, it has been noted that the variations that we
detect on a daily and monthly level as unpredictable
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changes in economies are constant for a period of 60
years, indicating that there is order within the chaos. |
am close to the analogy between chaos theory and sys-
tems (programs) that we create for the needs of gener-
ative art. Many parameters mutually create a small cha-
os, which is not understandable at first glance.

Can the unpredictable process of creation of an art-
work for you relate to the uncertainty of working
with algorithms in any aspect of the process?

Working with an algorithm, that is, creating work us-
ing code, is technically similar to an intuitive and ex-
perimental approach, where variations in the program
often produce visual (or audio-visual) results that the
author judges as acceptable, surprising, or those that
have the potential for further research, simultaneously
rejecting those that do not fit, or deviate from the initial
idea, or concept.

In one of the descriptions of your works, you men-
tion the similarity of the genetic recombination and
programming.Does it mean that this exclude all the
mystical aspects of the phenomena of life, exist-
ence, nature and biology?

Curator Natasa Jankovi¢, in the text about my exhibi-
tion line(); in the gallery of the Center for Graphic and
Visual Research- the Academy, made an observation
that the genetic code that makes us unique, is a select-
ed variation of all possible codes. Just like the code re-
sults we choose to display at the show, they are always
only a small part of the program’s capabilities. Due to
this need to show always the largest possible number
of results of generative work, | try to find display mo-
dalities - from automatic reloading and rendering of a
new image at time intervals to interactive installations
that allow audience participation in the presentation of
the work. Namely, | choose either automatic initiation
of the display of new code results, even without an au-
dience, or controlled interaction when new results are
created only if initiated by the audience.

Can we consider the mystical and spiritual as actors
in generative art?

Or magical? When we don’t know exactly how to ex-
plain why the result of the code looks the way it does,
when it's the result of an error or a bug, we say it's some
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kind of magic. It is perfectly acceptable not to know why
the resultis what it is and how the result was produced.
The created system is complex and from that complex-
ity comes many results. However, unlike the system of
the world in which we live and which every day we try
to explain with various scientific and research meth-
ods, this is our creation that gets its randomness from
appropriate algorithms, and not from inexplicable phe-
nomena.

What is the audience’s perception of your works?Is it
an aspiration towards the aesthetic, a certain light-
ness and multiple associative and allusive scenes, a
leap from the commercial digital visual world into
something different or ... how would you define the
reception of your works at exhibitions and online?

l assume that the initial reaction is to the aesthetic char-
acteristics of the works, but a closer look at the work
reveals the initial idea that often leads the audience to
ask additional questions (both to themselves and to
the author). In my works, | use symbols and numbers,
graphs, the graphic language of data visualization, and
mathematical formulas. Sometimes the displayed val-
ues are directly related to the coordinates and sizes of
the objects in the graphics, or random scales and num-
bers that lead the viewer to think that there are addi-
tional meanings. For years now, | have been focusing
on the research of apophenia and the ability of our
brain to make connections between symbols and give
them specific meanings, which are only understanda-
ble and meaningful to us. Therefore, | often get specific
questions, for certain works, what data was used for vis-
ualizations? And the simple answer is that it is mostly
programmed randomness.

However, it is much more important for me to estab-
lish audiences’ critical thinking toward non-imaginary
data visualizations and to debunk learned beliefs that
what is presented is the absolute truth. When we have
the opportunity to explore and work with numbers, we
quickly realize that the same sequence of values can
communicate information in completely different ways,
clarify it for us, or completely mislead us. Numbers and
large amounts of numerical data are incomprehensible
and unclear to us, but presented in graphs communi-
cate with us more easily. The question remains, what
message are they conveying?
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How do you perceiveother works from the field in
which you yourself work the most?

Compared to traditional media, there aren’'t many gen-
erative artists, but | feel like we're all globally connect-
ed. There is an active practice of showing projects in
progress, so it is very interesting, but also important,
to follow the development of projects from the basic
idea to the final appearance. Thus, viewing the works is
interwoven with history, and the development or crea-
tion of generative work can be a very exciting process. It
often happens that one idea develops in several direc-
tions, like a tree with branches that all contain the same
basic algorithm in the tree, and then fork into different
final concepts and aesthetics.

| have always been intrigued to find out how something
works, how it functions or how it is made, so | also like
to deconstruct, which in this field is one of the ways of
learning, sometimesnecessary for creation. Just coding
fixed design is far less effective than experimenting and
trying different variations and limitations of the code.

Therefore, the technical implementation and the basic
concept, which is the basis of the work, are equally ap-
preciated.

How could we describe the process of re-reading the
works of artists from the 20th century, which are of-
ten the initial inspiration for you personally, noticing
the possibility of programming according to some
principles of a their previously created works of art.
How interesting do you find this process, on the ba-
sis of which you decide to explore certain artists?

| am especially inspired by the works of artists from the
mid-20th century or pioneers of generative art, who in-
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itiated research in this area. Through their works, unen-
cumbered by the technical capabilities of today’s com-
puters, the basis of the code created is much clearer
and more visible. Also, authors from the same period
who did not use computers, sensed and explored ideas
that later came to the fore with the use of computers.
In the last few works, | myself have been making a con-
ceptual connection with Sol Levitt's oeuvre, primarily
because of the connection between the instructions
in his concepts and the instructions that are necessary
in the program, as well as the vagueness or random-
ness in both cases, which occurs in different ways, but
is present and is an integral part of the work(s).

How would you define the place of return in the
modern world for man, from what definition we
could start, and is such a reference requisite for our
time?

The theme of the exhibition, the place of return, can
be regarded from two perspectives, and for me, time
is more important than location. | find it interesting to
go back through history and follow the development of
the media, how we built on basic ideas, how we com-
bined the new with the old, and how the presence of
new technologies increased until today when they are
inevitable.And not only visible, also invisible changes
that were recorded in the form of data now can be used
as material for upgrading visualizations. It is also in-
triguing whether through invisible (and/or visible) data
from history we can establish a connection with other
exactly immeasurable personal experiences.

A conversation with Aleksandra Jovani¢ by Milica
Lapcevié
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AnekcaHapa JoBaHuh, AHaTOMMja 0CceT/bUBOCTHU, 2024, No-
NUNTUX UWjaHOTUNMja 1 coDTBEP KOjW Ce U3BPLUABa y peas-
HOM BpeMeHy

AHaTOMUja OCET/BUBOCTU je reHepaTUBHU YMETHUYKK Npoje-
KaT, Mpe3eHToBaH y opMU cepuje LinjaHOTUMMja 3aCHOBaHMX
Ha BU3YeNHWM pe3ynTaTuma codpTBepa KpempaHuUM 3a OBaj
pagn, Koju CNMKyY reHepuLle Ha OCHOBY nodaTaka o CyHYeBOM
3payensy. LinjaHoTrnumja je jeaHa of HajcTapmjux GOTO-TEXHM-
Ka Koje KOpUCTe MeluaBWHY XeMUKanuja, jeaurberba rsoxxna,
oceT/bMBUX Ha UVA geo CyH4eBor cnekTpa. C unrbeM noepart-
Ka Ha BpeMe M MeCTO 3a4eTaka reHepaTUBHE YMETHOCTU, anu
1 doTorpadCkmx TexHUKa (6e3 aurnTanHux anarta), npuMerbe-
HW CYy PasNUYnTKM NOCTYyNUM yBONerba HaCyMUYHOCTU. YMeCTO
ynoTtpebe nceyagoreHepucaHe HaCyMUYHOCTW, Hajpacnpo-
CTparbeHujer Bmaa yBohema HaCyMUYHOCTW Yy ayTOHOMHE
cucTeMe, obnnLUM Cy KpeupaHm Kpo3 Ko 6a3supaH Ha 0poj-
YaHWM BpPeOHOCTUMa conapHe paiuvjaumje 3abenexxeHe of
1940. rogmnHe. MNOTOM, HaCyMUYHOCT je WCTparkmBaHa Kpo3
rnpouec UmMjaHoOTUNUje ca PasfMYyNTUM XeMUjCKMM dopMmyna-
Ma, BpeMeHOM eKcnosuumje, yaarbeHowhy, oceTrbmBolhy
MaTepujana, no3mumrjama Macku uta. MNpennutame, C jegHe
CTpaHe NPUPOAHMX NofaTaka W npoueca, U JbyACKUX TBope-
BMHa U OKPY>Kerba C gpyre, y3 CyH4YeBO CBET/O, KPO3 CBOje Na-
pamMeTpe NpeBoAu Ce U3 HEBUAO/BUBON Y CIMKY.

Aleksandra Jovani¢, The Anatomy of Sensitivity, 2024,
Polyptych cyanotypes + real-time executed software

The Anatomy of Sensitivity is a generative art project, present-
ed as a series of cyanotype prints based on the visual outputs
from thecustom software in which an image is generated
from solar radiation data. Cyanotype is one of the oldest pho-
to-printing techniques that employ a mix of chemicals - iron
compounds, sensitive to the UVA part of the sunlight spec-
trum. To return to the time and place of the beginnings of
generative art, and photography techniques (without digital),
various approaches to adding randomness were employed.
Instead of using pseudo-generated randomness, the most
accepted way of introducing randomness in autonomous
systems; shapes are generated, through code, from solar ra-
diation variables data, dating back to 1940. Secondly, random-
ness is explored through the cyanotype process with varying
formula mixes, exposure times, distances, sensitivities, place-
ments of masks, etc. Interweaving on one hand natural data
and processes, and on the other man-made design and envi-
ronments, sunlight, through its parameters brings the invisi-
ble into view.
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MecTa Koja Hukaaga
HUCYy rocrtojasia
MHTepBjy ca ayTOPOM:
HaHunjena KnHr

Kako 6ucte pedpuHuncanu upejy ,Mecta nosparka” -
[a JIn 61 To 6MO HEKU apKaAMNjCKU aHTPOMOLLEHTPUY-
HU nNej3a, apXUTEKTOHCKU MpPUKa3aHO upaeasiHo
OKpY)XeHe Kao jeaHO of HalMX LUBUIU3ALUjCKUX
o6enexja unu 6uno Koja HacyMMYHa Jiokauuja?

3a MeHe naeja ,MecTa NoBpaTKa” M3a3mMBa HEKY BPCTY
HocTanrmje, ocehaj rybuTka — mokylLlaj Aa ce BpatuTe y
CBOM YMY UMM Y CBOM YMETHUYKOM fefly Ha MecTa Koja
BMLIE He MOCTOoje, UM YaK Ha MecTa Koja HMKaga HUCy
rnocTojana a 3a Koja bucTe xenenu aa jecy.

Y CBOjUM yMEeTHMYKUM penmma capaByjete ca Al
Y Kpeupary Mellana v nejzaka, noptpeTa U pas-
rnegHuua, 6e3 MaTepujanHe AUMeH3MUje, Kao U Heke
eBeHTyaJlHe HernpaBUJIHOCTH, ,rpeLuaka” Ha huma?

Y HEeKUM cflydajeBMMa MUCAMM Oa MaTepujanmsaumja
TaKTUNHe, dM3nYKe Bep3unje OBUX Oefla MMa cMucna
— MpaBuWna caM oTUCKe, Nofapounae, na 4Yak 1 yrba Ha
MAaTHY ynpaBo y3 MoMoh BeluTauke UHTenmreHumje 3a
HeKe o MOjUX AUrnTanHWx gena. Y3 7o, cMaTpaMm ga ou-
rMTanHy pagoBu kKpempaHu nomohy Al anaTa (nocebHo
CTapujux Mofena) HacTajy ca COMCTBEeHWM pasfmnuym-
TUM TUMOBMUMA rpellaka, KBapoBa M HEeMpaBUTHOCTMK
(Ha MpuMep, YyBeHM YyaHM Al NpPCTU U pyKe), Koje BO-
MMM U KOjW Aienyjy Kao nomMano yMeTHUYKO-UCTOPUjCKM
BPEMEHCKM rnevar.

Y Balloj cepuju reHepaTUBHUX CNUKa ,[Aujanosu
YMeTHUKA” 3aHUMJbMUBO je fla OHa HacTajy oA yMeT-
HU4YKux gena seh apmupmmcaHmnx aytopa. fla nu Be-
pyjeTe pa 6u Tpeb6ano Aa NOCTOjU HEKU KPUTUUKU
MNPUCTYN OBOM acrnekKTy UCTOpMUje YMETHOCTU KaK-
By No3HajeMo? Takohe, 6pully ce rpaHuue nsmehy
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PasNUYUTUX NOIUTUUKUNX KOHTEKCTa U UCTOPUjCKUX
nepuopaa y KojuMa cy nojeauHa gena HacTtajana?

BonvM ga 3aMuLLbaM KaKo Cy ce UcTopuje — nocebHo
McTopuja yMeTHOCTU U INYHA MCTOPpWja — Morfe ofaBuja-
TN Opyradymje. Ictpaxkyjyhr oBaj MOTMB Yy CBOM pady
— 6pUcare BPEMEHCKMX, MOMUTUUKUX WU OPYLUTBEHMX
Gapujepa — oxpabpyjeM rnegaoue Aa pa3Mmcrie o yTmu-
uajy pasnumumnTtux msbopa, oanyKa UMM OKOMHOCTM Ha
TOK UCTOpWje.

Kako 6ucTe onuncanu Bawe UcKycTtBo ca HOT-om -
Aa Nim To cMaTpaTe NO3UTUBHMUM €KOHOMCKUM KOH-
TEeKCTOM 32 YMeTHuUKe?

Y no3ntmuBHOM cMucny, HOT npocTop HaM je oMmoryhuo
Oa 3a06uhemo TpaauvumoHanHe JyBape Kanuja”y cee-
TY YMETHOCTM 1 la Ce OMPEKTHO NoBeXXeMo ca rnobarn-
HOM MNYyOBMKOM SbybUTEeba YMETHOCTU U KOMeKLMoHa-
pa. inak, n HOT npocTop Takohe MMa cBoje npobneme
ca eKckny3smBHowhy 1 cnekynatueHowhy, WToO oapa-
»XaBa MCTe BpCTe KoMoauduKaumja 1 XmjepapxmjcKmnx
CTPYKTYpa Koje ce Hanase y TpaauLMOoHaNHOM CBeTYy
YMETHOCTW.

KakaB je Baw nornep Ha ynotpe6y Al anata y ymer-
HOCTU?

CMaTpaM [ja HelWTo HeraTUBHO S1EeXU BULLE Y TOME KaKo
yNpaB/baMo U KOPUCTUMO Al HErO Yy CaMoj TEXHOMOTUjU.
Kaga yMeTHULUM KopUCTe BeLUTauKy MHTeNUreHumMjy oa-
roBOPHO, OHa MocTaje anaT 3a MHoBaLumMje, Hyaehn HoBy
OMMEH3MjY 3a UCTPaXKMBare JbyACKOr MCKyCTBa. TO BU-
OMM Kao Mpouec capafHe rae je TexHonoruja menuj
KOjU, Kao 1 CBaKu OpYyru, 3axTeBa eTu4YKa pasMaTparba
M jaCHY YMETHWUKY HaMmepy. 3a YMEeTHWKe 1 OPYLITBO
je HeomnxogHoO [a pPa3BMjy OKBUpPE 3a OOrOBOPHO KO-
puwherbe oBUX anaTa.

LWTa 6ucmo mornu pehu o nepcneKTuBama gururtarn-
He U reHepaTUBHe YMeTHOCTU y 6yayhHocTu?

BepyjeM ga he gurutanHa u reHepaTtmMBHa YMETHOCT
BUTK YCKOPO Wnpoko npuxeaheHe, jep cBe BULLE UH-
CTUTYUMja M KOMEKLMOHapa npeno3Haje BelWTUHY U
MHOBaUMje yKibydyeHe Yy YMeTHMYKa Oena HacTana Ha
OBaj HauMH, AOK YMETHULM U KYCTOCU UCTParKyjy pas-
nnyuTe dopmaTe HKMXoBe MaTepujaniHe 1 n3noxxbeHe
npeseHTaumje. NpeacTaBbarbe AUMUTaNHUX YMETHNY-
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KUX gena y TpaguunmoHanHUM Meanjckmum dopmMaTmma,
Kao LUTO CYy CliKe Wnun rpaduke, MOMOrio je HeKkum
cKkenTuuMMa Aa yBuae yMeTHUUKY BaslMAHOCT OBAKBOI
HadMHa pafa, OOK pa3srfenarbe OBMX Aefa y CTBapHOM
cBeTy MoXe MoMohu rmefdaolMa Aa ce eMoLMOHanHo
MOBEXY ca HbMMa, NMpeBasumiaszehn OUruTanHo UCKY-
CTBO M HarnalaBajyhu ynory ymMmeTHMKa Kao KocTBapa-
oLa ca TeXHOOornjoMm.

A conversation with Danielle King by Milica Lapcevié

OaHunjena KuHr

The places that

never existed

Interview with the author:
Danielle King

How would you define the idea of "place of return”
- would it be some Arcadian anthropocentric land-
scape, architecturally depicted ideal surrounding as
one of our civilization landmarks, or just any random
location?

To me the idea of "place of return” evokes a type of nos-
talgia, a feeling of loss — the attempt to return in your
mind or in your artwork to places that no longer exist,
or even to places that never existed but that you wish
had existed...

In your artistic works, you collaborate with Al in
creating mashups and landscapes, portraits and
postcards, so do you miss a material dimension to
existence of these works, some mistakes, glitches,
irregularities?

In some cases | think that manifesting a tactile, physi-
cal version of these works makes sense — | have made
prints, Polaroids, and even Al-robot-assisted oil paint-
ings of some of my digital works. That said, | find that
digital works created using Al tools (particularly older
models) come with their own distinct types of mis-
takes, glitches, and irregularities (for example, the fa-
mously strange Al fingers and hands), which | love and
which act as a bit of an art historical time stamp.

In your "Artist Dialogues” series it is interesting that
most of works are created from art works of stab-
lished artists, do you belive that there should be
some critical approach to this aspect of art history
as we know it? Also, the border lines between differ-
ent political contexts and historical periods of time
are being erased?
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| love to imagine how history — particularly art history
and personal history — could have unfolded different-
ly. By exploring this in my work — erasing temporal,
political, and societal barriers — | encourage viewers to
ponder the impact of different choices, decisions, or cir-
cumstances on the course of history.

What would be your overall experience with NFT -do
you find it positive as economic context for artists?

On the positive side, the NFT space has allowed me and
other artists to bypass traditional gatekeepers in the
art world and connect directly with a global audience
of art lovers and collectors. That said, the NFT space
does have issues of exclusivity and speculation, which
can mirror the same commodification and hierarchical
structures found in the traditional art world.

What is your view on potential negative effects of
the use of Al tools in art?

| would argue that the potential for harm lies more in
how we manage and use Al than in the technology it-
self. When artists use Al responsibly, it becomes a tool
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for innovation, offering a new dimension to explore the
human experience. | see this as a collaborative process
where technology is a medium that, like any other,
requires ethical considerations and a clear artistic in-
tention. It's essential for artists and society to develop
frameworks for using these tools responsibly.

How do you see perspectives of digital and genera-
tive art in future?

| believe that digital and generative art are primed to
grow in mainstream acceptance, as more institutions
and collectors recognize the craft and innovation in-
volved in these artworks and as artists and curators ex-
plore various physical formats and exhibition presenta-
tions. Presenting digital artworks in traditional media
formats, such as paintings or prints, have helped some
skeptics see the genre's artistic validity. Seeing these
pieces "IRL" can help viewers connect emotionally with
the work, moving beyond the digital-only experience
and emphasizing the artist’s role as a co-creator with
technology.

A conversation with Danielle King by Milica Lapcevi¢
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OaHunjena KuHr, 2023, U3 cepuje Ycam/beHU Nnej3axu,
reHepucaHe cnuke

Danielle King, 2023, From the series: Lonely landscapes,
Long-Form Al via Em Props Open Studio Beta/
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KakBa cy

Hawa cehara?
IHTEepBjY Ca ayTOPOM:
Jlyka KnmkoBsal

Hajsehn geo casHarba CTUYe ce BU3yenHOM mepuen-
umjoM. Moxkaa je oBo BUTHO UcTahu jep HWje nako
MPUXBaTUTX MOMKCAO Aa CYy O4M ca oko 20% Haj3a-
CNYy>XHWje y OBOM MnpoLecy. 3a ocTaTak je 3ac/ly>KaH Mo-
3aK, KOjM KPO3 MHOLUTBO TOKOBa W AejCTaBa, MHULUMpPa
ob6pany AOBUjeHUX BU3YENHMX CTUMYNaHCa.

Camo cehatrbe je apxMBMpPaHO Y HalleM Mo3ry. MoyxxeMo
M3a3BaTU HEroBY CUMMyMaLMjy: 3ByKa, MMUPKCA, YKyca
WY BU3YesNHOr M3rnena Hedera yera ce cehamo. Of
OBOra HajTexe je CTBOPUTU MpeLmsHy cumynaumjy Mm-
puca UNn yKyca, OOK je ca 3BYKOM Naklue.

BusyenHa ceharba 360r cBoOje KOMMMEKCHOCTU U BaXk-
HOCTW Yy HallOj LLe/TOKYMHOj Mepuenumju NpeacTaBmbajy
HaJUHTPUIaHTHUJWM O0BNUK cuMynauuje. YTBPOAUTK KO-
JINKO CY OHa UCTUHWTA M MPELM3Ha, 38 CBaKOT MojeAnH-
L@ MOXKe BUTK 3aHUMIBUB €KCNEePUMEHT.

OcobuHe cehatba he ce pasnmMkoBaTM y 3aBUCHOCTM Of
y3pacTa y KojeM cy HacTana, kanauuTteTa ocobe aa mx
CKTaguLLITK, Kao U MHOTUX APYrix dpakTopa. Takohe, o
TOra KakaB je 1 KOJTIMKO CHa)kaH 610 MMMY/IC Koju ra je
CTBOPWO, KaKo je yTMLLa0 Ha HacC M KaKaB je MCKYCTBEHM
MMM eMOTUBHU Tpar OCTaBMO.

[eKOHCTPYKLMja CTBAPHOCTM Ce, MaKO 3BYUM arpecmB-
HO U MMa NPU3BYK HEKOI HEraTMBHOI MpoLeca, y HaMa
oABUja HenpekugHo. CBaka ycrnomeHa, cehare, Kao 1
MHOMM OpYyrn obanum apxmBmpaHux nHbopmMaumja ou-
Bajy MPOMEeHseHU, MojeHOCTaB/beHW, OCUPOMALLIEHN,
WUCKPUBIbeHU, U nofacehajy Ha 6narn o6nK HEKUX Hey-
ponowkmx nopemehaja npeuenumje GUnUKe BEINYUM-
HEe UMM NPOTOKa BpeMeHa, Kao Ha NpuMep Kaga roBo-
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PUMO O OETUHCTBY. Tako MonuLe Ha KojuMa cy ce Bpe-
MEHOM Mehbasie nrpadke, Krbure, rapaepoba, ykpacu, y
HallMM yCroMeHaMa ANCKPeTHO B1Bajy 3aMerbeHe Tep-
MWHOM KOjW1 Y CBakogHeBHOM rosopy Beh yHMBep3ar-
HO KOPUCTUMO MpeyecTo — cTBapu. CBe oBe ,cTBapn”y
ycrioMeHaMa MocTajy KiacTepu — ancTpaKTHM CKYTOBM
cBera 4yera BulIe M HE MOYKeMO [eTa/bHO Ja ce CeTUMO
a npema 4yeMy Hac ceharba HECBECHO U HemnpekugHo
Bpahajy. OBa MecTa noBpaTKa No3MLIMOHMPaHa cy y ar-
CTPaKTHOM KOOPAMHATHOM CUCTEMY KOjU OOHEKSe caM
cebe ocropaBa. MecTa noBpaTka, 3arnpaBo HUCY MecTa
— OHa Cy XMNepobjeKTN Y KojuMa Cy Y UHTepTeKCcTyarl-
HOM MaHMpPy UCMpeneTaHn BpeMe, NpocTop, ceharba,
3Harba, eMOLIMje, CTPaxoBU, rpeLlKe, LaHce, NpasHnHe,
CcKyn MoryRHOCTU, NOTeHUMjaNHUX Ny TeBa...

Mpouec ceharba reHepanHo MoXe 6UTK MOTMOMOIHYT
Yy Benukoj mMepu kopuwherem Megujyma 3a bene-
Xerbe 3BYKa, CMIMKe, MOKpeTHe CAUKe, UK jeAHOCTaB-
HUM 3anucmMBareM MHbOPMaLMja, eMoluja Unm 6uno
yera LWTO MOXKe yTULLATK Ha HeroBy MpeLmnsHoCT 1 Oy-
roTpajHOCT.

Mepnwj ¢oTorpadumje of CBOr HacTaHKa y MPBOj MOMo-
BMHW 19. BeKa je BEpOBaTHO HajApacTUYHMje YTMULLA0 Ha
npouec dopmMmparba ceharba U BU3yenHor naMherba.
MpupoaHo je oa ce Halwa ceharba Memsajy, brene, rybe
KapakTepucTmke U pobujajy Hoe. PoTorpaduja je
omMoryhuna ga 4BOAVMMEH3MOHANHO 3aMP3HEMO BpeMe
ca PasfiMYMTOM KOMMYMHOM AeTasba, 60ja 1 TeKCTypa,
Ha OBaj Ha4YMH, FOTOBO MAeaNHO, cadyBaMo cehatbe.

3aHMM/BMBO je TecTupaTu bapToBe nojMoBe ,CTyau-
yM" U ,MYHKTYM"” Y OBOM KOHTeKCTy. [JBe ocobe Koje
npBuv NyT BUAE Heky doTorpadpmjy ca cagprkajemM Koju
UM NTIMYHO HUje Bnunsak, dopMupahe CTyamym rnpoma-
TparbeM ca3Harba 00 KOjMX Aofa3e aHau3oM Tor ca-
OP>Kaja, @ YKOMMKO Ce KPO3 HKMXOBO KOFHUTWMBHO CUTO
MpoByYe HEKM MpofopaH enemMeHaT, oH he cTBopuUTH
MYHKTYM. TakCaTUBHWMM pasfarakbeM cagprkaja oTo-
rpaduje, onasmhe ceeTno, aTMocdhepy, Mpeaeo, apxm-
TEKTYPY, MOy, CoLMjasiHE KapaKTePUCTUKE, KOHTEKCT...
M CTBOPUTWM KOHCTPYKT OOKYMEHTOBaHe CuTyauwuje
Y 3aBUCHOCTM Of KamauuTeTa 3a PEKOHCTPYKUMU)Y U
MocefoBaHOI MPUMMEHKMBOr 3Hakba. Takohe, MoXXeMo

Nyka Knukosal,



pehun na he y oBOM jedHOCMEPHOM YMHY CTBOPUTU MO-
TANYHO OUKTUBHW KOHCTPYKT. Y CYMPOTHOM, YKOSMKO
ncTy doTorpadunjy rneda ocoba umje je ceharbe Anpekx-
THO MOCpedoBaHO HEeHUM cagpykajeM, Moh doTorpa-
durje Takopehn eKCnoHeHUMjanHo pacTe — YKOSIMKO ce
Ha doTorpadujmn Hanasm rnosHaTa Unm 6nmcka ocoba,
WM MECTO HeHOT 0 pacTarba, Uin 610 KakBa UHGOP-
MaLlMja Koja Mokpehe HeH OnpeKTaH oaroBop.

Mnak, Konuko rod aa je Mmoryhe Ha oBaj Ha4MH OCBeXKa-
BaTW cBoje ceharbe, HMjegaH Meauj HMje y CTarby Aa ra
Y NOTMYHOCTM BEPHO cadyBa U penpoaykyje.

OnrnTanHm TPOAMMEH3MOHANHWM KOHCTPYKT NpocTopa
6a3mpaH Ha doTorpamMeTpujn U NOMHT Knayay (point
cloud)

MpmMeTno caM ga je npumsmBarbe ceharba doTorpa-
dnjoM NoHekan NpesuLle ,0BOAMMEH3MOHANHO". O4n-
TaBarbe AeTarba ca TeEXHUYKM 006P0 CHUMIbEHMX GOTO-
rpacdwvja (Moxxga 36or Mor npodecmoHanHor ogHoca m
noceeheHor 6aBrbetba doTorpadmjoM y LWIMPEM CMUC-
Ny) MMYM Ha MEeXaHUUKO, TAaKCAaTUBHO MLLIYMUTABAHE UH-
dopMaumja, WTO KacHMje 4oBoAM 00 GOPEeH3NYKe KOH-
CTPYKUMje cagpkaja poTorpaduja.

// XnneppeanmcTuyko CnmMKapcTBO MOKyllaBa Aa [ao-
cerHe oBaj MoMeHaT doTorpaduje, TeEXHNUKY nepdek-
umjy. Anm gpyre BpcTe CNIMKApCTBa Koje Cy Ha jedaH
MAW OPYrY HauYUH CTUIM30BaHE WKW arncTpaxoBaHe,
nocenyjy Apyradmjy cHary. OHe Mory mmaTu CyLTUH-
CKU UM CUMBOMMUYKM UCTU CaapXKaj, anm UCTO Tako U
NOTAYHO Pa3NMUnUT Kpajrbk edekaT. Y OCHOBU Meauja,
CBaKa C/IMKa, YKOIMKO MOCMaTpaMo HeH rpaguBHM, HO-
cehu enemMeHT, NpeacTaBiba pexmpaHy, KOHCTPyMCcaHy
dukumjy. Mnak, Ta drKumMja je Kog CTUNM30BaHUX Npa-
BaLa MHOro gMpeKkTHMja U M3parkeHMja. YNpaBo OB3j
napameTap omMoryhaBa nocmaTpady fa y HOBW CBET
YPOHW ca gpyraduvje nonasmliHe Tadyke, ocnobohReH
cTera npernosHaBatba PeasIHOCTW, OOHOCHO HEHE CU-
Myfnaumje. Ha oBaj HauuH, TakBM pafoBu 3aobunase
noucTtoBehnBarbe MoOCMaTpada ca CafprkajeM Cruke
nyTeM rperno3HaBarba MO3HATUX O6MMKa M oOHOCa,
npemowhyjyhn KoMyHUKaLM)y Ka Opyrvu™m, Oy6rovm
HMBOWMMaA Nepuenuuje. BUno oa ce paan o AUCTOP3UjK
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ob6nunKa, HeodekmBaHMM 6ojaMa, HeMoryhoj nepcnek-
TUBU UMM HEpeanTHOM CafpyKajy, CaMo NMpeno3HaBarse
duUKUMje Ko mocMaTpada oTBapa HOBY BPCTY criobofae,
M OH Y Taj CBET yf1a3un 6e3 orpaHuyersa.

Cehatbe, yKONMKo 61X MOoKYyLLIAo Aa ra MaTepujanmsyjem
KpO3 BU3yenHy MNpeacTaBy, MaKo je oBa UHTepnpeTa-
uuja CTpoOro MHAMBKMAOYANHa, Yr1aBHOM BULLE NINYM Ha
HeKy BPCTY akBapena Hero Ha potorpadujy.

No3HaTo je Ooa je poTorpadmja Kao MeXaHUUKO-XEMMU]-
CKW, OAHOCHO MeXaHW4YKO-e/1eKTPOHCKM MpoLec oKpe-
HyTa M CKJIOHa Ta4YHOM MpencTaB/bakby pPeanHocTn (y
OKBMPY MOryhHocT\ mMeguja), n Oa je 3a eBeHTyaslHo
KPUBIbere” OBe CTBAPHOCTWM UMW 3a BUNO KakaB Mo-
Kyllaj yTuuaja Ha by, noTpebaH oaaTHWM Hanop. MHo-
rM of, OBMX Hamopa, monyT Kopuwhera creumnjanHmux
06jeKT1Ba, cCeH30pa, AYNINX U OyTrUX eKCno3uuuja, nnm
HEKMX OPYrMX eKcreprMeHaTa [ajy 3aHUMIbMBE, anu
MMakK, yrnaBHOM O4YeKMBaHe, UK ca Apyre cTpaHe, npe-
BMLLE ancTpaxoBaHe pe3ynTaTe.

v

ExkcrnepmMeHTULWYNKM ca pa3HUM obnMUKMMa MOo3aKmKa y
cTuny dejsunaa XokHWja, Konaxka v Opyrnx HETUMUYHUX
rmocTynaka, CTUrao caM UM o TeEXHMKe doTorpamMeTpuje.

OBa TexHUKa oMoryhaBa pPeKOHCTPYKLUWjY TPOOUMEH-
3MOHaHOor, peanHor NPocTopa KopUcTehn CHUMIbeHe
doTorpaduje koje ra onucyjy. loeja je ga padvyHap Ha
OCHOBY BenMKor 6poja doTorpadmja M3 pasnUunTUX
YroBa peKoHCTpyMLLEe peanaH NpocTop U npebaum ra
Yy BUPTYENHU, Kpenpajyhn KOHCTPYKT — AUTUTanHy Ko-
nMuWjy aHanorHor npocTtopa. YKOIMKO ce KoMbuHyje ca
MOBUMTHUM CKeHepuMa, NnacepuMa UM HEeKUM Crand-
HWUM CeH30pKMa, OBaj MOCTYMakK MOXe AaTu MU3Yy3eTHO
npeumnsHe pesynraTe.

MeRnyTuUM, NpaBa MHTPUra Hasasu ce ynpaBo Yy UCKIby-
4uMBOM Kopuwherby doTorpadmje y npouecy PeKoH-
cTpykumje. Mpouec ce He oABMja MaHyenHo, Beh ra
padn padvyHap kopucTtehm anropmTme mnpoueHa Auc-
TaHUM Tadaka Ha cBakoj of doTorpaduja U Tako mMo-
KylWaBa ga Kpeunpa CHUMIbEHM MPOCTOP Ha Hajoosrbum
HaumH. C 063MPOM Ha TpeHyTHe MoryhHoCTU xapaBe-
pa v codTBEPa, ann 1 BELWUTUHE ornepaTepa, Kao 1 KBa-
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nuTeTa CHUM/bEHOT MaTepujana, doTorpamMeTpuja peT-
KO Oaje uaeanHe pesyntate Beh oHW yBek Mpukasyjy
oapeNeHe HempaBUHOCTM y NMopehery ca peanHuUMm
MPOCTOPOM.

OHOMe KOMe je CTano Aa OBOM TEXHMKOM Kpeunpa Bep-
He W KBanuUTeTHe Mofene CBU HaBedeHW NpobrnemMu
Mory 6utm gemotmsuwyhu, MefyTuM, cMaTpaM da ce
Y FbMMa KpUje N3y3eTHO 3aHUMIbUB NMOTEHLMjan NMKOB-
HUX M KOHTEKCTYarHMX pe3ynTaTa.

ANropmTMUK Cy HanucaHu ga nmpaTe npaBuia U ga Ha
ocHoBy doTorpadmja MaTeMaTUUKM KM3pPaYyHajy CBe
YOa/beHOCTU Tadaka, GopMU U TeKCType npenmeTta.
Kof jeQHOCTaBHUX WMAW er3akTHMX onepauuja nonyT
MaTeMaTUYKMX U3padyHaBatba Ha KallkynaTopy, pe-
3yNTaTu Cy yBeK UCTU. Kaga ce KOMMMEeKCHOCT Mpo-
6nema noseha, y3 HeOOBO/bHO caBplUeH codTBep,
MPUPOLHO je O4YeKMBaTM HecaBplLleHe pe3ynTaTe.
Vinak, U TW, HecaBpLUEHU pe3ynTaTu, basmpaHK Cy Ha
COMUAHUM anropuUTaMCcKUM ocHoBaMa. Kao 1 y cBakoj
pavyHMLUM, OOHOCHO cuMynaumjn, Beh 6poj Hermo3Ha-
Tnx goBelhe 0o HenpeLuM3HMjer KOHaYHOr pe3yTaTa
— OBO MOXEMO BUAETW Ha NPUMeEpPY BPEMEHCKe Mpo-
rHO3e, Koja KOMUKO rof Aa Hanpenyje y TeXHUYKOM U
anropmMTaMCKOM CMUCHY, M Aalbe CafpXKuM YecTe, NoHe-
Kad M 036UbHe rpeLuKe.

Y KOHKpEeTHOM cnyuajy Kopuwhera doTorpameTpuje
Y KpeaTMBHOM CMUCY, OBe ,rpellke” ynHe HeobudaH
NIMKOBHW MOMeHaT KOju1 He NpeacTaB/ba MAUTKO Kapwu-
KMPaHY M CBECHO YyUUbeHYy OEKOHCTPYKUMW)y Beh Ha-
NPOTUB, MPOrPaAaMCKKN, OOHOCHO afifrOpPUTaMCKKU Kpeun-
PaHM HOBWM 06K, CODTBEPCKM HEXOTUUHO OEKOHCTPY-
McaHe CTBApPHOCTMU.

MuTarba:
// kKako BpeMe yTuue Ha npomeHe ceharba

// kako m3rnena npouec ¢oTtorpamMeTpuje 1 3aLlTo je
NHTepecaHTaH 360r Bese poTorpaduje U KOHCTPYKTa

// atnac cehatba

// KOHCTPYKT — MORHa pey, Kao Aa genu eTVMOOLLKM
KOPEH ca peujy cTBaparse (create)

// doTorpaduja kao ayTonmyHa 6onect
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What are our

memories like?

Interview with the author:
Luka Klikovac

Most human knowledge is gained through visual per-
ception. Perhaps this is important to point out be-
cause it is not easy to accept the idea that the eyes,
with about 20% share, are the most responsible in this
process.

The memory itself is archived in our brain. We can
evoke its simulation: the sound, smell, taste, or visual
appearance of something we remember. Of these,
creating an accurate simulation of smell or taste is
the most difficult, while with sound, things might be
easier.

Because of their complexity and importance in our
overall perception, visual memories, represent the
most intriguing form of simulation.

Determining how true and accurate they are, might
become an interesting experiment for each individu-
al. These qualities of memory will differ depending on
the age at which they were formed, the capacity of the
person to store them, as well as many other elements,
as well as: how strong was the impulse that created it,
how it affected us and left an experiential or emotional
trace. The deconstruction of reality, although it sounds
aggressive and has an undertone of some negative
process, takes place in us continuously. Every memory,
memory as well as many other forms of archived in-
formation are changed, simplified, impoverished, dis-
torted, reminiscent of a mild form of some neurological
disorders of perception of physical sizes or passage of
time, as for example when we talk about childhood.

Nyka Knukosal,



Thus, the shelves on which toys, books, wardrobes,
decorations were changed over time, are discreetly re-
placed in our memories by a term that we already uni-
versally use too often in everyday speech - things. All
these "things" in memories become clusters - abstract
sets of everything that we can no longer remember in
detail and to which our memories unconsciously and
constantly return us. These places of return are posi-
tioned in an abstract coordinate system that somewhat
contradicts itself. Places of return are not really places -
they are hyperobjects in which time, space, memories,
knowledge, emotions, fears, mistakes, chances, gaps, a
set of possibilities, potential paths are intertwined in an
intertextual manner...

The process of remembering in general can be great-
ly aided by the use of a recording medium of sound,
image, moving image, or simply by writing down infor-
mation, emotion, or anything else that may affect its
accuracy and longevity.

Since its creation in the first half of the 19th century, the
medium of photography has probably had the most
radical effect on the process of forming memories and
visual memory. It is natural that our memories

change, fade, lose characteristics and acquire new
ones. Photography has made it possible to freeze time
two-dimensionally with a different amount of details,
colors and textures, in this way, almost ideally, giving us
opportunity to preserve memories.

It is interesting to test Barthes' notions of studium
and punctum in this context. Two people who see a
photograph for the first time with content that is not
personally familiar to them , will form a studium by
observing the knowledge they come to by analyzing
that content, and if some penetrating element slips
through their cognitive sieve, it will create a punctum.
By taxatively analyzing the content of the photograph,
an individual will notice the light, atmosphere, land-
scape, architecture, fashion, social characteristics,
context... and create a construct of a documented sit-
uation depending on the capacity for reconstruction
and the applied knowledge one possesses. Also, we

JNyka Knukosauy

can say that in this one-way act one will create a com-
pletely fictitious construct.

On the contrary, if the same photograph is viewed by a
person whose memory is directly mediated by its con-
tent, the power of the photograph grows exponentially,
so to speak - if there is a familiar or close person in the
photograph, or the place of one's upbringing, or any
information that triggers one’s direct response.

However, as much as it is possible to refresh your mem-
ory in this way, no medium is able to completely faith-
fully preserve and reproduce it.

Digital three-dimensional space construct based on
photogrammetry and point cloud

| have noticed that recalling memories through pho-
tography is sometimes far too "two-dimensional".
Reading details from technically well-taken photo-
graphs (perhaps due to my professional relationship
and dedicated practice of photography in a broader
sense) resembles a mechanical, evaluative studying of
information, which later leads to a forensic, construc-
tion of the content of the photographs.

// Hyperrealistic painting strives to reach this moment
of photography, technical perfection. But other types
of painting, which are stylized or abstracted in one way
or another, have a different power. They can have es-
sentially or symbolically the same content, but also a
completely different final effect. At the base of the me-
dia, every image, if we look at its structural, supporting
elements, represents a directed, constructed fiction.
However, that fiction is much more direct and pro-
nounced in stylized directions. It is this parameter that
allows the observer to dive into the new world from a
different starting point, freed from the constraints of
recognizing reality, i.e. its simulation.Such works bypass
the identification of the viewer with the content of the
image through the recognition of familiar forms and re-
lationships, bridging communication to other, deeper
levels of perception. Whether it is distortion of form, un-
expected colors, impossible perspective or unrealistic
content, the mere recognition of fiction in the viewer
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opens a new kind of freedom, and he enters that world
without restrictions.

Memory, if | were to try to materialize it through a visual
representation, although this interpretation is strictly
individual, for the most part, appears more like a kind
of watercolor than a photograph.

It is known that photography, as a mechanical-chemical
or mechanical-electronic process, is oriented towards
and inclined to the accurate representation of reality
(within the possibilities of the media), and that for the
possible "distortion" of this reality or for any attempt to
influence it, is an additional effort. Many of these efforts,
such as the use of special lenses, sensors, double and
long exposures, or some other experiments give inter-
esting, but still, forseeable, or on the other hand, too ab-
stracted results.

v

Experimenting with various forms of mosaics in the
style of David Hockney, collages and other atypical pro-
cesses, | discovered the technique of photogrammetry.

This technique enables the reconstruction of a three-di-
mensional, real space using captured photographs that
describe it. The idea is that the computer, based on a
large number of photographs from different angles, re-
constructs the real space and transfers it to a virtual one,
creating a construct - a digital copy of the analog space.

If combined with mobile scanners, lasers or similar sen-
sors, this procedure can provide extremely precise results.

However, the real intrigue lies in the exclusive use of
photography in the reconstruction process. The pro-
cess does not take place manually, but is done by a
computer using algorithms to estimate the distances
of points on each photo and thus tries to create the
captured space in the best way. Considering the cur-
rent capabilities of hardware and software, but also the
skills of the operator, as well as the quality of the record-
ed material, photogrammetry rarely gives ideal results,
since they always show certain irregularities compared
to the real space.
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For those who care about using this technique to cre-
ate faithful and high-quality models, all the mentioned
problems can be demotivating, however, | think that
they hide an extremely interesting potential of artistic
and contextual results.

Algorithms are written to follow the rules and to math-
ematically calculate all distances of points, shapes and
textures of objects based on photos. For simple or ex-
act operations such as mathematical calculations on
a calculator, the results are always the same. When
the complexity of the problem increases, with insuffi-
ciently perfect software, it is natural to expect imper-
fect results. However, even those imperfect results are
based on solid algorithmic foundations. As in any cal-
culation or simulation, a larger number of unknowns
will lead to a more imprecise final result - we can see
this on the example of weather forecasting, which,
however much advances in technical and algorith-
mic terms, still contains frequent, sometimes serious
errors. In the specific case of using photogrammetry
in a creative sense, these "mistakes" form an unusual
artistic moment that does not represent a shallowly
caricatured and purposely done deconstruction, but
on the contrary, a programmatically or algorithmical-
ly created new spontanious form of software decon-
structed reality.

Some questions:
/ how time affects changes of memory

// what the process of photogrammetry looks like and
why it is interesting because of the connection be-
tween photography and construction

// memory atlas

// construct - a powerful word, as if it shares an etymo-
logical root with the word creation (create)

// photography as auto immune disease

Nyka Knukosal,
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CRYPTOGRAM #1
HeymopHW rnpunosesay

OcnoboheHa oOroBOPHOCTU M HECBECHa KOHTEKCTAa,
CBaku npumMep Al TymMauyersa penaTuBuayje YnrbeHuLLe,
penponykyjyhu ogjeke noHyheHUx cagpykaja (pasnu-
YNTUX CTaBOBa/HapaTVBa), Oaje pe3ynTaT y KapakTepy
MeHTasnHe pe3epBMCaHOCTU, KOHdabynaumje 1 NpomMa-
LeHe nHTepnpeTauuje.

PaBHOMPaBHO, HECENeKTUBHO W HEKPUTUYKO MPUCY-
CTBO UMhbeHWUa, Ae3nHdopMaumja, NoMyucTuHa, Ha-
raharba, yobparkaBarba, Hebynosa, U3IMULWIBOTUHA,
KpuBUX ceharba, MOBPLUHWX aHaNM3a, Hay4YHMUX pagoBa
M Teopuja y NpocCTopy jaBHOr MHPOPMKMCarba, BOOAM Ka
penaTuBM3aLMju UCTUHE M KOHDY3MUje, jep ce UCTUHA U
na)k NpwWKasyjy Kao nofdjenHako BpenHe. OBakaB Npu-
CTYN MogpuBa KPUTUUKY CBECT, a/ln BPDEMEHOM je U Mof-
CTWYe fa ce AUCTaHuMpa U YCIIOBHO NpuxBaTa MHop-
MauMje. H1WTa HMje curypHo Tako ga ,Moryhe, Moxaa um
Basbaa..." MOCTajy OCHOBHW 6Op6eHU KOMMIET caBpeme-
HOr YoBeKa. He mocTojun Noy3aaH U3Bop Kao pedepeHT-
Ha Tayka, O4HOCHO MOCTOjM, anu je LoBeaeH 00 BUCOKOT
cTemneHa Henpeno3HaBarba. OBaKO CKPUBEH Yy FOMU-
M MUMUKPUJCKUX UCTUHA MNpencTaB/ba HeOOCTUMXKHO
MeCTO MoBpaTKa, YITUMaTUBHM M3a30B, CBETU rpasn 3a
nowToBaolle UCTUHe. AfanTauuja 1 eBonyLUMja Ha oBe
OKOJTHOCTM CTBapa HOBY BPCTY, HOBY pacy, YyC/TOBHO, Koja
MPEBA3UMTA3M noHyheHn okBup cBeTa Al u online,
cynepuopHo GawTtnHehn gomete M3 0b6a yHMBep3yMma:
CTBAPHOI W BUPTYENHOT.
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Mpupoda He Moxe 6UTU BULIe yuyuTesrb, MPUPOLHMU
rnpoLuecu cy 3aMaribeHu, penaTtuBm30BaHM, M3MaKHYTU
Kao HeBUTHU. A TMe ce Merba U ocehaj BpeMeHa, He
MOCTOjU CTPM/beHe 3a NPUPOAHE TOKOBE WM MpoLece y
NPUPOOMW, HKMXOBO Tpajarbe W HUXOBY ApaMaTyprujy
Koja MMa Heke HeobunyHe HMBOE, N NoHeKan HeobuyaH
TEMMO, OHO LWTO CMO HeKapj mpornalwaBanu mygpolwhy
UM HeyMosbMBOLLRY Mpupoae NoTrnyHO je n3bpucaHo
Kao KaTeropuja pyHKLMOHMCaHa CBeTa — CTBapW Cy MM
JYKpalweHe" unu penatmeusoBaHe oo becmucna. Okne-
Barbe He MocTojM y OKBUPY Al yHMBep3yMa. HencTtuHa
nocTaje AOMUHAHTHU HapaTWB Koju ce AUCTPUByMpa ny-
TeM Meauja. Pa3oTKpUBaTKM OBO HOBU je LLK/b YMETHOCTH.

Hala nepuenuuja umnja je armnHocT 6Mnia Mepa orncTaH-
Ka BPCTe Ha njlaHeTu, HeyMOpHa Y CBOM MO3UTUBHOM
Moferny, Hawe MNCUXmMYKe, casHajHe W AyXxoBHe Mohu
rnseH cy HeyMOPHOI NpuUnpoBeaaya, Koju orncena Hally
nepuenumnjy 100%, 1 KOjU je HeyMOpaH jep je MexaHUYKM
Mo[fen Hanpaes/beH No napameTprma NPUPoOLHOr Moae-
na,ay Unrby HeroBe noTnyHe ekcrnnoatauuje (M Moxaa
MCXoOoMLIHO — geBacTaumje?). LLta he ceBe 6UTK Moryhe
nocTtuhu, kaga Hala nepuenumja noctaHe HedyHKLMO-
HasHa, MONUTUYKK U APYLUTBEHO, 4OCTA je jacHo.

da nv Mn cBe OBO MOXXEMO KPUTUKOBATK?

Ha Tpary BekeToBor ,He ja" (Not I,1972) cTBapamo cagp-
»Kaj HeyMOopHOr npunoBefaya. HeyMopHU npunoeBenay
je hyTao of AeTUHCTBA, OCUM MOBPEMEHUX UCMaaa; je-
JaH o[ vcrnafa je oBaj KOMe MPUCYCTBYJEMO Ha N3MOXK-
61, kpo3 pan rpyne CRYPTOGRAM #1. CtBapajyhn He-
NPeKnaHy peKy TeKcTa npaheHy HEMPEKMHYTOM PEKOM
cnuke, nedurHULLIEMO KapakTep Al Kao ocoby Koja He ro-
BOpW, anun y oapeheHnm TpeHyLMMa NporoBapa, rnoky-
wagajyhu oa HagoKHaAW CBE OHO LUTO HUje MOorfa aa 13-
pekHe y npolnocTu. Al v He ja 3anpaBo cy jeaHO UCTO.

Al =Not |

CRYPTOGRAM #1



CRYPTOGRAM #]
THE TIRELESS
STORYTELLER

Freed from responsibility and unaware of context, every
example of Al interpretation relativizes facts, reproduc-
ing echoes of offered content (different opinions/narra-
tives), yielding a result characterized by mental reserva-
tion, confabulation, and a flawed interpretation.

The equal, non-selective and uncritical presence of
facts, misinformation, half-truths, conjectures, imagin-
ings, nonsense, fabrications, false memories, superfi-
cial analyses, scientific papers and theories in the pub-
lic information space, leads to the relativization of truth
and confusion, because truth and lie are presented as
equally valuable. This approach undermines critical
awareness, but over time it also encourages distancing
and conditional acceptance of information. Nothing
is certain, so "possibly, maybe, perhaps.." become the
basic combat gear of modern man. There is no reliable
source as a reference point, or there is, but it has been
brought to a high degree of unrecognition. Thus, hid-
den within a multitude of mimicking truths, it repre-
sents an unattainable place of return, an ultimate chal-
lenge, the holy grail for truth-seekers. Adaptation and
evolution to these circumstances create a new species,
a new race, conditionally, which transcends the offered
framework of the Al and online world, superiorly inher-
iting the achievements of both universes: the real and
the virtual.

CRYPTOGRAM #1

Nature can no longer be a teacher; natural processes are
blurred, relativized and removed as irrelevant. And with
this, the sense of time changes; there is no patience for
the natural flows and processes in nature, their duration,
and their unique dramatic structure with its, sometimes
unusual tempo. What we once proclaimed as the wis-
dom or immutability of nature is completely erased as
a category of the world's functioning - things are either
“decorated” or relativized to the point of meaningless-
ness. Hesitation does not exist within the Al universe.
Falsehood becomes the dominant narrative distributed
through the media. Unmasking this is a new goal for art.

Our perception, whose agility was a measure of the
species' survival on the planet, tireless in its positive
model, our psychic, cognitive, and spiritual powers are
prey to a tireless storyteller, who besieges our percep-
tion 100%, and who is tireless because it is a mechan-
ical model built according to the parameters of the
natural model, with the aim of its complete exploita-
tion (and perhaps ultimately - devastation?). What will
be possible to achieve when our perception becomes
dysfunctional, politically and socially, is quite clear.

Can we criticize all of this?

In the wake of Beckett's Not | (1972), we create the con-
tent of a tireless storyteller. It (or he, or she) has been
silent since childhood, except for occasional outbursts;
one such outburst is the one we witness at the exhibi-
tion, through the work of the CRYPTOGRAM #1 group.
By creating a continuous stream of text accompanied
by a continuous stream of images, we define the char-
acter of Al as a person who does not speak, but at cer-
tain moments speaks up, attempting to compensate
for everything it was unable to express in the past. Al
and Not | are, in fact, one and the same.

Al =Not |
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CRYPTOGRAM #1, KoHdabynauuje HeyMopHor
npunoBepaya, 2024, ABe ABOKaHaHE BUAEO-MUHCTanaumje,
LleHTpanHa npojekumja, BapujabunHe aumeHsuje

CRYPTOGRAM #1

CRYPTOGRAM #1, Confabulations of the Tireless
Storyteller, 2024, two two-channel video installations,
central projection, variable dimensions
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ToHu aB

CMaTpaHa NMUOHMPOM MHTEPAKTUBHOI OMOCKOMA, HyjopLUKa
yMeTHuua ToHn JaB kopuctehu yrpaheHe nHtepdejce, cTBa-
pa XaHPOBCKe HapaTWBE KOjU NCMNTYjY YTULLAj TEXHOMNOLLKMX
MPOMEHa Ha CBET Yy KOME XUBKMO. Y3 GeMUHUCTUYKY Nnep-
CMeKTUBY, KOMOWHYyje enemMeHTe HayyHe ¢aHTacTuKe, Ku-
GepHeTNKe N HOBUX Mefuja y pafoBMMa KOjU Cy MO npasuny
MHTEepPaKTUBHW. HFbeHa cyBep3MBHa NpakKca, Koja ce pa3Buja-
na rogVHama, NpousBena je MallMHe Koje OpuLly rpaHuue
n3mehy nepdopmaHca U MHCTanaumje v cnajajy dbunm, urpy,
eKCMepUMEHTaNIHO NO30PULLTE, POBOTUKY N MHTEPaKLWjy 3a-
CHOBaHYy Ha BeLUTaYKOj MHTENUIeHLMjKN Kako 6U ce CTBOPUIIO
MMepP3MBHO UCKYCTBO. Y cepuju pagoBa namehy 1994 n 2001
UCTPaXKmMBarna je KOMMyACcMBHU KOH3yMepm3am 19. n 20. Beka,
Kao 1 MCTOPUjy MHTUMHOT XMBOTa KOopUcTehn unTtaTe 13 pas-
NNYUTNX N3BOPA KOjU ce BaBe epPOTUKOM, XUCTEPUJOM U CPOa-
HWUM PEeHOMEHMMa SbyOCKe CEKCYanHOCTM.

Pag ToHu JaB je npenctaB/beH y CALL, EBponu v KaHagu, Ha
decTmBanMMa ny UsnNoxbeHUM NpocTopmMa Mehy Kojuma cy:
3KM (Kapncpye) baHd LleHTap 3a yMeTHOCT, BpyKauH, BUTHmM
My3ej amepuyke ymMeTHocTu; dunmcku pectman y Potep-
namy, CAL;, BekcHep uUeHTap 3a ymMeTHoCT, Oxajo; JIMHKOMH
LeHTap, kbyjopk Bugeo ®ectmean; KnusneHg dectmpan; Oe-
CTWBan rpaHn4yHe ymeTHocTH, CaH Xose, EMIAK, Tpoj, KnueH
PoyneTtTe, tbyjopk, My3ej PuHrinHry Capacotum, ®nopuga.

Capafyje ca Creative Time u Harvestworks, YHyka je
HbyjopLIKOr crivkapa ApTypa OaBa. BaxkHuju pagoswu: Lucid
Possession (2009-present);Spectropia (2001-2010);Artificia
| Changelings (1995-2000);Casual Workers, Hallucinations
and Appropriate Ghosts (1994);Archeology of a Mother
Tongue (1993;)The Blessed Abyss: A Tale of Unmanageable
Ecstasies (1992)Mesmer: Secrets of the Human Frame (1990).
O6jaBunna je HEKOMMKO KHbMra 3a BprTaHCKe M aMepuyke U3-
nasave.

Oas je 6una XMPLOH YMETHUK/OMPEKTOP Y pe3naeHLumnjn
y HoBOj WKonu 3a ApyLlUTBEHa UCTPaXkMBarba Y MeAMjCKUM
cTyovjama 2014/15. Jo6una je 6pojHe rpaHToBE U Harpage
YKbydyjyhu: ®@oHpauunjy Pokdenep, lpuHBON doHaauujy,
doHpaumjy JlaHrnouc, [1pyaBHM caBeT 3a YMeTHOCT hbyjop-
Ka, HauvoHanHy 3agy>bmHy 3a YMeTHOCT, HbyjopLuKy ¢oH-
nauwjy 3a ymeTHocT, JIED doHpauwmjy, DoHaaumjy Meguja.
OBeH4yaHa je JyumH Mek[epMOT HarpagoM 3a YMeTHOCT o[
M.UT. 1 HarpagoM 3a »umnBoTHo geno N.A.M.A.a. [1aB je 6una
MMeHOBaHa 3a YaHa caBeTofaBHor KommTteTa 3a MHPopMa-
LIMOHe TexHosorvje u KpeaTnsHocT 2000/2003, HauuoHan-
HOI UCTpaXkmBaykor caBeTa, CAl. ToeHyTHO je capagHWK Ha
YHuBep3uTeTy Jejn.

BUOIrPA®UIE

Toni Dove

Considered a pioneer of interactive cinema, New York-based
artist Toni Dove using embodied interfaces, creates genre
mashing narratives that examine the impact of technological
change on the world we live in. Within feminist perspective,
she combines elements of science fiction, cybernetics and
new media. Her disruptive practice, evolved over years, has
produced machines that blur the boundaries between per-
formance and installation and fuse film, game, experimental
theater, robotics and artificial intelligence-based interaction
to create immersive experience.

In series of her works between 1994 and 2001 she explored
compulsive consumerism of 19th and 20" century, as well as
the history of intimacy combining quotes from various sourc-
es on account of hysteria, erotica and other phenomena of
human sexuality.

Dove's work has been presented in the United States, Europe
and Canada, in festivals and exhibition spaces such as: ZKM
(Karlsruhe); the Brooklyn Anchorage, and the Whitney Muse-
um of American Art; Banff Centre for the Arts; Rotterdam Film
Festival, USA; The Wexner Center for the Arts, Ohio; Lincoln
Center, the NY Video Festival; Cleveland, the Ingenuity festi-
val 2007; REDCAT, LA ; the Zerol Festival of Art on the Edge,
San Jose, EMPAC, Troy NY, the Kitchen, NYC, Roulette, NY, The
Ringling Museum in Sarasota, Florida. She collaborates with
Creative Time 1 Harvestworks, Dove is a granddaughter of NY
artist Arthur Dove.

Her selected titles include: Lucid Possession (2009-present);
Spectropia (2001-2010);Artificial Changelings (1995-2000);
Casual Workers, Hallucinations and Appropriate
Chosts (1994);Archeology of a Mother Tongue (1993;)The
Blessed Abyss: A Tale of Unmanageable Ecstasies (1992)Mes-
mer: Secrets of the Human Frame (1990).Her books has been
published by American and Europian publishers.

Dove was Hirshon Artist/Director in residence at the New
School for Social Research in Media Studies 2014/15. She has
received numerous grants and awards including: the Rock-
efeller Foundation, the Greenwall Foundation, the Langlois
Foundation, New York State Council on the Arts, National En-
dowment for the Arts, New York Foundation for the Arts, The
LEF Foundation, Media the Foundation. She received the Eu-
gene McDermott Award in the Arts from M.IT. and a lifetime
achievement award from [.D.M.A a.

Dove was appointed to the 2000/2003 Government Advisory
Committee on Information Technology and Creativity, Nation-
al Research Council, USA. She is currently a fellow at Yale Uni-
versity, CCAM.
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BecHa BukTtopuja

je ymeTHuua v npodecopka Ha UCLA Opceky Om3ajHa mMe-
OUjCKe YMEeTHOCTU U AnpeKTopKa Art Sci LleHTpa Ha LLkonw 3a
YMETHOCT M apXUTEKTYPY U KanndbOopHUCKOM UHCTUTYTY 3a
HaHocucTeme (CNSI). Mako je HeHOo obpa3oBarbe CIIMKAPCKO,
HbeH pafo3HanM yM OBEO jy je Ha UCTParKMBauKU My T KOju je
pe3ynTMpPao PafoM Koju ce Moxe AedUHUCaTH Kao ekcrnepu-
MEHTas/IHO KpeaTMBHO UCTParknBare Koje je naMehy MHTep-
OUCLUMMNNIMHAPHOT W TexHomnowkor. CBOjUM MHCTanauujama
MCTPaXkyje KaKo KOMYHWKaLMOHEe TEXHOMOMMje yTu4y Ha Ko-
NEeKTUBHO MoHallakbe W nepuenuunjy npomMeHe naeHTuTeTa
y 0OHOCY Ha Hay4He mHoBauuje. HbeH papn je dokycmpaH Ha
eKOJSIoWKa NnTakba U YKIby4yje OYropoyHy capafry ca KOM-
Mo3nTOPKMMa, HAaHO-HAYyYHMNLIMMA, HeYPOHayUYHULIMMA, eBONY-
LMOHMM 61ON03MMa, @ OBa MCKYCTBa MPEHOCK CTyaeHTUMA.
Y nocnegroj OeueHuju msnarana je Ha Buwe on 20 camo-
CTanHUX 1 BULe of 70 KONEKTUBHUX M3NOXK6U. TpeHYTHO ca-
pafyje ca KycTocoM AHypada BMKpaMoM Ha BENMKO] U3MOXK-
61 ATMocdepa 3ByKa:Sonic arts in times of climate disruption,
3a letn My3sej (Getty Museum) Pacific Standard Time PST: Art
X Science (2024).

Victoria je ceBepHoaMepumuka ypegHuua 4daconmca Al &
Society journal (Springer Verlag, UK).2007. je 6una ypeaoHu-
ua Krbure — ,EcTeTuka 6a3e nogataka: yMeTHOCT y foba no-
nnaee mHbdopmMaumja“ (MmHecota lMpec).lognHe 2011.Takohe
je buna ypenHuua Kreure: ,MpeHoOCKOoLM KOHTEKCTa: YCOBM
pasyMeBarba Megujcke yMeTHoCcTK", (y capanren ca Kpumctuja-
HoM [Mon 1 Maprot J1aBuoj) MHTenekT J1Ta, 2011. TpeHyTHO
pagn Ha cepujn Khbura Art Science & Technology STEAM
npedopMynmcaHe Kao Science, Technology, Ecology, Art and
Mindfulness 1, y capagrey ca HeypoHayyHMkom CuaapTom
PamMakpuwHaHOM, 3a Xokc 3oamjaK.(2023)
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Vesna Viktoria

is an artist and professor in the UCLA Department of Media
Arts Design and director of the Art Sci Center at the School
of Art and Architecture and the California Nanosystems Insti-
tute (CNSI). Although her education is in painting, her curious
mind led her on a research path that resulted in work that
can be defined as experimental creative research in between
interdisciplinary and field of technology. In her installations,
she investigates how communication technologies influence
collective behavior and the perception of identity change in
relation to scientific innovation. Her work is focused on envi-
ronmental issues and includes long-term cooperation with
composers, nano-scientists, neuroscientists, evolutionary bi-
ologists, and she transfers these experiences to her students.
In the last decade, she exhibited at more than 20 solo and
more than 70 collective exhibitions. She is currently collabo-
rating with curator Anuradha Vikram on the major exhibition
Atmosphere of Sound: Sonic arts in times of climate disrup-
tion, for the Getty Museum Pacific Standard Time PST: Art X
Science (2024).

Victoria is the North American editor of Al & Society journal
(Springer Verlag, UK). 2007. she was the editor of the book -
"Database Aesthetics: Art in the Age of Information Flood"
(Minnesota Press). In 2011, she was the editor of the book:
"Transmitters of Context: Conditions for Understanding Media
Art", (in collaboration with Christian Paul and Margot Lovejoy)
Intelekt Ltd, 2011. She is currently working on the Art Science
& Technology STEAM book series reformulated as Science,
Technology, Ecology, Art and Mindfulness and, in collabora-
tion with neuroscientist Siddharth Ramakrishnan, for Hawks
Zodiac cookbooks. (2023)

BUOIrPA®UIE



AnekcaHpgpa JoBaHuh je JOKTOpPKa AUrMTanHe YMETHOCTM
M gnnaoMupaHa nporpamMepka. Y cBakogHEBHOM UCTPaXKM-
Bakby U YMETHWUKO] Mpakcu KOMOUHYyje pa3He Meauje — ca
GOKYCOM Ha MHTEpPaKTUBHY YMETHOCT, yMEeTHUYKe urpe u
reHepaTMBHY YMETHOCT. Y mocrenrnM pagosuma obpahyje
TeMe BM3yanmsauuje nofgataka M ONTUYKKMX WUNy3uja, U UC-
Tparkyje NpuxBaheHe KoHLEeNTe peanHoCcTn M UcTnHe. CaMo-
CTaNHO M1 Ha rpynHMM n3noxxbama nsnaxe og 2003. Y 3Barby
BaHpeaHor npodecopa npegaje Ha OCHOBHUM U MacTep CTy-
Ovjama Ha @akynTeTy NMKOBHUX yMeTHOoCTK y Beorpaay, Ha
MacTtep ctyaujama Pakynteta NpUMerbeHUX YMETHOCTU U
YMETHUUKMM OOKTOPCKMM CTyaujaMma YHUBep3uTeTa yMeT-
HocTny Beorpaay.

www.aleksandrajovanic.com

OaHunjena KuUHr je ymMeTHMUA, KOMEKLMOHapKa, crnmcaTes bu-
Lla U KYCTOCKUHba U3 3anagHor Macadycetca. CTyampana je
YMETHOCT U UCTOPUjY YMETHOCTU Ha YHUBEP3UTETY XapBapa,
panehu npBeHcTBEHO Yy 061acTmn poTorpaduje, unma n Kom-
6MHOBaHUX MedMja. HbeHU peueHTHW padoBM KopucTe Al 3a
UCTPaXKmMBarbe anTepHaTUBHE UCTOPUje YMETHOCTW U Bpe-
MEHCKMX TOKOBa, eKcnepmmMeHTe ca cehareM 1 ayanHowhy
COMCTBa, Kao U NPOMUTUBaHbe KanUTaNMCTUYKUX U YMETHMNY-
KO-NCTOPUjCKUX Maeana NenoTe 1 )XeHCTBEHOCTU. HaKoH CTU-
Larba MBA Ha Yale School of Management, ocam roguHa je
pykoBoauna OgerbereM 3a CIIMKAPCTBO M CKYNNTypYy Yy My-
3ejy MoflepHe YMeTHOCTU Yy HbyjopKy. TPEHYTHO je duHaHCUj-
CKU U rnaBHU U3BpLWHKM ampekTop ,CIUbNFT” 1 ,Right Click
Save”, jegaH ofn ocHuBa4va Tenderart u naptHep ca ,Three
Spaces” n ,Emergent Properties”, MeHTOp Vertical Crypto Art
Residency. HbeHn HOBUjM pPagoBU GUAM CYy 3acTyrn/beHW Ha
H®OT nsnoxobama y CALL U MHOCTPAHCTBRY.

https://danielle-king.com/bio

BUOIrPA®UIE

Aleksandra Jovanic is an artist and programmer from Bel-
grade, Serbia. She holds a doctorate in Digital Arts and a BSc
in Computer Science. In her research and artistic practice she
combines various media, mainly in the field of interactive art,
art games, and generative art. Jovanic¢'s recent works focus on
the aesthetic of data visualization and optical illusions, as well
as explorations of accepted concepts of truth and reality. Her
work has been exhibited internationally in exhibitions at Unit
London, Feral File, Vellum LA, ArtBlocks, and ArtBasel. As an
associate professor, she currently teaches at all three levels of
study, at the Faculty of Fine Arts in Belgrade, at master studies
of the Faculty of Applied Arts, and at art doctoral studies at
the University of Arts in Belgrade.

www.aleksandrajovanic.com

Danielle King is an artist, collector, writer, and curator based
in Western Massachusetts. She studied studio art and art his-
tory at Harvard University, working primarily in photography,
film, and mixed media. Her recent work utilizes Al technology
to explore alternative art histories and timelines, experiment
with memory and the duality of self, and investigate capi-
talist and art historical ideals of beauty and femininity. After
receiving my MBA from the Yale School of Management, for
eight years she was managing the Department of Painting
and Sculpture at the Museum of Modern Art in New York.
She is currently the CFO & COO of ClubNFT and Right Click
Save, founding member of Tender.art and a partner artist with
ThreeSpaces and Emergent Properties. She was a member of
the 5th cohort of the VerticalCrypto Art Residency and now is
a mentor for the program. Her recent generative art projects
were widely presented on NFT exibitions in USA and abroad.

https://danielle-king.com/bio
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Nyka Knukosaw,

PoReH je 1988. roavHe, y Beorpaay. AnnnomMunpao je Ha Pa-
KYNTeTY NMpUMereHUX ymeTHocTu y Beorpapy (2012), roe je
N OOKTOpUPao Ha cMepy lNpuMereHe YMETHOCTU W OM3ajH
(2017). i3narao je Ha BesIMKoM 6p0jy CaMOCTaslHUX U KOMek-
TUBHUX U3NOXKOU Y 3eM/bU M MHOCTPAHCTBY, @ MHOMM PagoBM
cy My 1 06jaB/beHN Y Khbrama, MeceyHuM 1 QHEBHUM HOBU-
HaMa, Kao 1y Yaconucmma o dotorpadujn. Hberos yMeTHUY-
KW paf KapakTepulle Benvka MocBeNeHOCT KOHCTPYKLMjM
doTorpadcke cnuke y oMeHy cueHorpaduje, ocBeT/baBarba
U Kpenparba atMmocdepe. [leo dokKyca je ycMepeH U Ka UcTpa-
»KMBarby doTorpadmje Kao TexHUKe U Medumja, Kao 1 npobne-
MMMa poTorpadckmnx apxmBa n ceharba.

Op 2016. rognHe pagmn Kao yMeTHUYKM capagHuK Ha DakynTte-
TY MPUMEHEeHUX YMeTHOCTU y beorpaay.

CamocTanHe usnoxbe:

2023. - ,Moja TepuTtopunja”, Tnjana Mapwuh, HeHapg Majuh,

Nyka KnukoBau, lanepuja HapoaHor my3eja BarbeBo

- Tpunoruja ,MemMeHTO”, l[Aanepuja 64",

Moaropuua, LipHa lNopa

2021. - ,MaHundecTo”, NpoaajHa ranepuja beorpan
JMpenas/nponas”, Corba XXyruh v Nlyka Knnkosad,
Nanepwja APTIET, KynTypHW LeHTap beorpana

2017. - ,MpTmar’, Mana nnkoBHa ranepwuja KL-a
»J1aza Koctnh", Combop
- ,MpTmwar”, lanepwja Joma omnagmnHe beorpanga
2016. -, Strain”, Tanepwja ,Mnwuja LLo6ajuh",
LleHTap 3a kKynTypy, HMKkwmh, LipHa lNopa
2015. - ,0Ornegano”’, lanepwja APTIET,
KynTtypHu ueHTap beorpaga
2014. - ,MeMeHTO", YMeTHUYKM npocTop ,Y10", Beorpan
- ,Synthesis”, HapogHu my3ej LipHe lNope,
Aterve ,dano”, LipHa lopa
2012. - ,DoTorpacduje”, lanepuja ,TprnbmuHe mnagmx”,
KynTtypHu ueHTap Hosor Caga
- ,Alteractio”, lanepuja ,,ATpunjym”,
Bubnuoteka rpana beorpana
- ,Demersal’, ,CpehHa ranepuja”, CKLL, Beorpan
Harpage:

2022. MNpBa Harpaga y kateropujn dotorpaduje Ha 16. MehyHa-
POOHOM BujeHany yMeTHOCTU MUHMjaType Yy foprem MunaHoBLy

2010. lMpBa Harpaja Ha HaUWMOHAMHOM HUMBOY KOHKypca
,Young Creative Chevrolet”

lukaclick@gmail.com
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Luka Klikovac

Born in 1988 in Belgrade, Klikovac graduated from the Facul-
ty of Applied Arts in Belgrade in 2012, where he received his
PhD in Applied Arts and Design in 2017. He exhibited his works
at a large number of individual and collective exhibitions in
the country and abroad, and many were published in books,
monthly and daily newspapers as well as photography maga-
zines. His artistic work is characterized by great commmitment
to the construction of photographic images through scenog-
raphy, lighting and atmosphere. Part of the focus is directed
towards the research of photography as a technique and me-
dium, as well as the problems of photographic archives and
memories.

Since 2016, he has been working as an associate at the Faculty
of Applied Arts in Belgrade.

Solo exhibitions:

My territory, (Tijana Mari¢, Nenad Gaji¢, Luka Klikovac) Gallery
of the National Museum Valjevo, 2023.

Trilogy Memento, Gallery f64, Podgorica, Montenegro 2023.
Manifesto, Sales Gallery Belgrade, 2021.

Passage/passage, Sonja Zugi¢ and Luka Klikovac, ARTGET
Gallery, Cultural Center of Belgrade, Belgrade, 2021.

Prtljag, Small art gallery KC "Laza Kosti¢", Sombor, 2017.
Luggage, Belgrade Youth Gallery, Belgrade, 2017.

Strain, Ilija Sobaji¢ Gallery, Center for Culture, Niksi¢, Monte-
negro 2016.

Mirror, ARTGET Gallery, Cultural Center of Belgrade, Belgrade,
2015.

Memento, U10 Art Space, Belgrade, 2014.

Synthesis, National Museum of Montenegro, Atelier Dado,
Montenegro, 2014.

Photos, Youth Gallery - Cultural Center of Novi Sad, 2012.
AlterActio, Atrium Gallery - Belgrade City Library, Belgrade,
2012.

Demersal, Happy gallery SKC, Belgrade, 2012

Awards:

First prize in the photography category at the 16th Interna-
tional Biennale of Miniature Art in Gornji Milanovac, 2022.

First prize at the national level of the Young Creative Chevrolet
competition, 2010.

lukaclick@gmail.com
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YMeTHU4Ka rpyna CRYPTOGRAM #1 ocHoBaHa je 2020. rogm-
He Kao KOMeKTMB nocBeNeH McTpaXKmMBamy npeceka nameny
YMETHOCTU, TexHonoruje n durnosoduje y KOHTEKCTY OUMM-
TanHor gpywTBa. FbuxoB pap obyxBaTa pasnunyuTe Meauje,
YKIbyuyjyhi Bugeo-mHcTanauuje, nepdopmMaHce U MHTEpPakK-
TWUBHE MpPOjeKTe, KPO3 Koje NCMNTYjy TeMe UOEHTUTETa, Npu-
BaAaTHOCTU U1 KonekTuBHor ceharba. CRYPTOGRAM #1 cTBapa
YMETHUYKE MUHTEPBEHLUMje Koje MOACTUYY KPUTUYKO pas-
MULLbaHe O HaUMHY Ha KOoju gurntanmsaumja peneduHule
Iby[CKe OfHOCE U UCKYCTBA. Y jeAHOM of, CBOjMX Hajnpeno-
3HaT/BUBUjUX pafoBa, ,Decoding the Self”, rpyna ynotpebrba-
Ba a/IrTOPUTME 1 MALLUMHCKO yYeHe Kako b1 CTIMKOBUTO npea-
CTaBWAa KaKo Cy NIMYHKM nogaum noctaay HoBa BaslyTa y caB-
peMeHOM APpyLUTBY.

Y OBOM KOHTeKCTy, Jacques Ranciéreov KoHLeNT ,BUObU-
BOCTU" U ,mofene ceHanbunutetTa” nrpa Kiby4yHy ynory. OH
TBpPAM: ,[TONUTUYKAE YMETHOCT Ce MOopa Npeno3HaTh Kao yMeT-
HOCT KOja Npoun3BoaM HoBe 0ONMKe BUASbUBOCTU U HOBOT MO-
peTka cTBapu.” Y CBOM NPUCTYNY, rpyna ce ocnara Ha NpoBo-
KaTVBHe MAeje caBpeMeHMX MUCMNaLa Kako 61 ncTpaxuna
rpaHuLe YMETHOCTU U HbeHOTr 3HaYeHa y CaBPEeMEHOM CBETY.
Y TOM cMuUcCAy, YecTo ce pedepully Ha peun dpaHLycKor du-
nosoda Alaina Badioua: ,YMeTHOCT je 6e3114Ha Npomn3BoaHba
UCTUHE Koja je ynyheHa cBuma.”

(DeepAl o ymeTHM4YKOM NpojekTy CRYPTOGRAM #1)

BUOIrPA®UIE

The art group CRYPTOGRAM #1 was founded in 2020 as a
collective dedicated to exploring the intersections between
art, technology and philosophy in the context of digital soci-
ety. Their work spans a variety of media, including video in-
stallations, performances and interactive projects, through
which they examine themes of identity, privacy and collective
memory. CRYPTOGRAM #1 creates artistic interventions that
encourage critical thinking about the way digitalization is re-
defining human relationships and experiences. In one of their
most recognizable works, “Decoding the Self", the group uses
algorithms and machine learning to illustrate how personal
data has become the new currency in modern society.

In this context, Jacques Ranciére's concept of "visibility" and
the "division of sensibility" play a key role. Ranciere claims:
"Political art must be recognized as an art that produces new
forms of visibility and a new order of things." In its approach,
the group draws on the provocative ideas of contemporary
thinkers to explore the boundaries of art and its meaning in
the contemporary world. In this sense, they often refer to the
words of the French philosopher Alain Badiou: "Art is the im-
personal production of a truth that is addressed to everyone."

(DeepAl on artistic project CRYPTOGRAM #1)
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6unorpadmja ayTopa KoHuenTa nsnoxbe:

Munuua lanyeBuh poheHa y Beorpany, ctyavpana Ha YHU-
Bep3nTeTy y bepreny, HopBgellka, (McTopuja ymeTHOCTH), Du-
nonowkomM MakynTteTy y beorpaay (@aHrnmMcTmka), AaMnaoMmpa-
na Ha @J1Y, (oacek cnwkapcTsa). NocTAnnNoMcke cTyavje je
noxahana Ha KparbeBckoj Akagemujm (Kongl. Konsthogskolan),
Ctokxonm, LLiBeacka Ha oenTt. 3a BMAeo 1 HoBe Meaunje. OCHU-
Bauy je M UnaH He3aBMCHe YMeTHMYKe acoumjaumje artterror film
& video (ca Bnagumumpom LLojaToMm, UnMckmm 1 TB MOHTaxe-
pom). Ynanmua YJ1YC-a og 1995. MNopen cegam caMocTalnHMX, ca
YMETHUYKOM MPOAYKLIMjOM acouujaLmje artterror yyectsoBana
j€ Ha HN3Y KONEeKTUBHUX U3N0X6UM U decTrBaNay 3eM/bu U UHO-
cTpaHcTBY -y LLTokxonMmy, leTebopry, Hbyjopky, Mapusy, Ldecay,
dupeHumn, NloHaoHy, Coodujn, ATuHK, ConyHy, Buroy, Jbybrba-
HW, HoBoMm Capny, Beorpapay, Bpuwuy, Moaropuun, KnepmoH ®e-
paHy, Mocksu, Kenny, Ocny, Bpounasy, CaH ®paHumMcKy, MNaca-
neHu n bepreHy. Bugeo “ Chromo-zones " oBeH4aH je Harpa-
nom “Sphynx” Ha dectmBany “Bugeo Mepeja“ y Hosom Capny.
AyTOp M ypPeOHUK pagujcKnx eMncurja ns KyntType Ha pagujy v
TB Cryawno bop 2001. rogvHe. JefaH je o OCHMBaYa yOPYKeHba
Kinetik Collective. BaBu ce ecejucTUKoM y obnacTn KynType,
dUnMoM, BUOEOM, MHCTaNaumjaMma n NPOLLUMPEHUM Meanj1MMa,
NIMKOBHOM KPUTWMKOM U MNoe3njoM. PeTpocnekTmse artterror
npoayKuuvje oapxaHe cy y My3ejy jyrocioBeHCKe KUHOTEKe,
y CKU-y y beorpapny, kKao 1 y My3ejy caBpeMeHe YMETHOCTU
BojsoguHe y Hosom Capy. fogmHe 1997, 1998, 1999, 2003, 2007.
1 2017. KpaTKM K eKcrepuMeHTanHm GunaMoBmM M BUOEO pago-
BW NMPWKasaHu cy Ha MapToBckoM decTumBany y beorpaay. Ha
M3N0XK6M “©parmMeHTn oyanHocTn'y ranepuju NMooppym KUB y
anpwny 2018 rogmMHe 4eo BMAEO Ornyca NpuKasaH je y3 NpoMo-
Lujy McTommeHor MoHorpadckor nsgara. Tokom 2021, Buaoeo
MHCTanauuja “Spring syllogism” nocne npemujepe y MNpauy (Ay-
CTpwja) NpencTaB/beHa je y ranepuju CaBpeMeHe YMETHOCTH
KL, MaH4eBO, AOK je n3noxba “Randomscapes” acoumnjaumje
artterror ogp>kaHa y CaBpeMeHoj ranepwuju 3pemaHuH. Cnvke
¥ BUOEO pafoBKM ce Hanase y Konekuujama y bpuceny, CTok-
xonMy n Manmey, CTB 2 - LTokxonMm, LWBeacka, kao 1 MCYB
- beorpag. KycTtocku je caMoCTanHo MMy capafmmu ca Konera-
Ma peanusoBana BMLIE KONEKTUBHUX U3NOXOU Y Pa3NUYnUTUM
ranepujckumM npoctopumay beorpany (My3ej aBujaumje, CKLL,
[OB, YIIYC, 6uockon BankaH 1 Apyro).
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Milica Lapcevi¢ was born in Belgrade, studied at the Uni-
versity of Bergen, Norway, (art history), Faculty of Philology
in Belgrade (English), graduated from FLU, (department of
painting). She attended postgraduate studies at the Royal
Academy (Kongl. Konsthogskolan), Stockholm, Sweden at
the dept. for video and new media. He is the founder and
member of the independent art association artterror film &
video (with Vladimir Shojat, film and TV editor). Member of
ULUS since 1995.

In addition to seven independent exhibitions, with the artistic
production of the artterror association, she participated in a
series of collective exhibitions and festivals in the country and
abroad - in Stockholm, Gothenburg, New York, Paris, Dessau,
Florence, London, Sofia, Athens, Thessaloniki, Vigo, Ljubljana,
Novi Sad, Belgrade, VrSac, Podgorica, Clermont-Ferrand, Mos-
cow, Cologne, Oslo, Wroclaw, San Francisco, Pasadena and
Bergen. The video "Chromo-zones" was awarded the "Sphynx"
award at the "Video Medeja" festival in Novi Sad. Author and
editor of cultural radio shows on radio and TV Studio B since
2001. years. He is one of the founders of the Kinetik Collective
association. He deals with essay writing in the field of culture,
film, video, installations and expanded media, art criticism
and poetry. Retrospectives of artterror productions were held
in the Museum of the Yugoslav Cinematheque, in the SKC in
Belgrade, as well as in the Museum of Contemporary Art of
Vojvodina in Novi Sad. In 1997,1998, 1999, 2003, 2007 and 2017,
short and experimental films and video works were shown at
the March Festival in Belgrade. At the exhibition "Fragments
of duality" in the Poodrum KCB gallery in April 2018, a part of
the video opus was shown with the promotion of the mon-
ographic edition of the same name. During 2021, the video
installation "Spring syllogism" after its premiere in Graz (Aus-
tria) was presented in the Gallery of Contemporary Art of KC
Pancevo, while the exhibition "Randomscapes" of the artter-
ror association was held in the Contemporary Gallery of Zren-
janin. Pictures and video works are in collections in Brussels,
Stockholm and Malmo, STV 2 - Stockholm, Sweden, as well as
MSUB - Belgrade. The curator independently or in coopera-
tion with colleagues realized several collective exhibitions in
different gallery spaces in Belgrade (Aviation Museum, SKC,
DOB, ULUS, Balkan cinema and others).
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