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U prvoj polovini sedamdesetih godina, podstaknut

-

ucestalim sukobima sa umetnic¢kim, drustvenim i A
politickim poretkom i pokusajima nalaZenja novih

nacina izrazavanja, intuitivno sam se docepao gomile

drvenih olovaka i poceo da crtam. Promena koja se
moze pratiti u mom radu upravo u toj tacki desila se

kao rezultat otkri¢a novih moguénosti u klasiénim :

umetnickim disciplinama kao sto je crtez. Moja
umetnicka sudbina, a istovremeno i moje stanoviste
kao gradanina, takode je bila odredena odlukom da
se javno suprotstavim svrgavanju prilicno napredne
australijske viade koje je paradoksalno i simbolicno
bilo inicirano usled navodno pogresnog ulaganja u
buduéu drzavnu zbirku moderne umetnosti. Kao
svedok zloupotrebe medunarodne umetnicke bastine
moderne civilizacije u ime lokalnih dnevnopolitickih
manipulacija, odlu¢io sam da napustim ne samo
fizicki i Zivotni prostor i okruZenje u kojem sam po
prvi put dotada aktivno ucestvovao u umetnickomii

javnom Zivotu veé i da postanem umetnik-aktivista.
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Moja pobuna protiv
upotrebe kulture u
ime kratkorocnih
politickih ciljeva
nasla je svoje
,svetiliste”

u tehnologiji,

funkcionisuci

do danas kao
permanentno kreativno prosirenje i kao komunikacioni
interfejs u radovima koji se bave kako izazovima
buducnosti tako i rizicima istrazivanja i forme, medija i

zanra hiljadugodisnje tradicije ,,civilizacijske slike”.

U isto vreme, ostvarenje i uzbudenje koje osecamo
kao rezultat ukljuc¢ivanja razlicitih pomocnih alatki
u procesu rada, svejedno da li je re¢ o olovkama
kao osnovnim ,,umetnié¢kim alatom” ili raznim
viSefunkcionalnim tehnoloskim napravama koje su

postale sastavni deo mog rada — potvrdili su moju
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odluku da izgradim sopstveni umetnicki izraz kroz
interakciju tela i masine, prirodnog i konstruisanog,
intimnog i strukturnog i fizickog, simbolickog i

imaginarnog prostora.

Vracajuci se svojoj davnasnjoj zaokupljenosti
pitanjima iz oblasti fizike i matematike, na taj nacin
nastavljam istraZivanje fenomena interakcije izmedu
kreativnog uma i tehnoloski posredovanih aktivnosti.
Da bih to postigao, koristim razlicite medije: crteze,
slike, skulpture, instalacije, performanse, akcije,
hepeninge. Jedan od osnovnih ciljeva mog rada je (re)
konstruisanje konteksta za kreativni dijalog izmedu
umetnika i publike putem tehnologije, konteksta za

koji verujem da je tipicna odlika 21. veka.
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Ono sto je pocelo kao set od 15 olovaka koje kontrolise
moja ruka sada je 900 olovaka koje kontrolisSu razliciti
obrasci i algoritmi kompjuterskih tehnologija i
automatizovanih umetnikovih ,,pomoénika”. Ti procesi
omogucili su mi da budem kreativan van granica

mog fizickog bica i da istovremeno budem prisutan

u meduprostorima koji opstaju van tradicionalnih
hijerarhijski determinisanih pozicija umetnika i
publike... Upravo u tom prostoru, kroz interakciju
umetnika i publike, rada se nova ,,vrsta’’ umetnosti,
gde su autori u podjednakoj meri svi oni koji u¢estvuju
u drustvu ,,vizuelne demokratije’’ zasnovane na novim

savremenim tehnologijama.

— Dragan lli¢
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In the first half of the 1970s prompted by frequent

conflicts with artistic, social and political establishment

and attempts to find new ways of expression,

| intuitively grabbed an entire handful of wooden

pencils and began to draw. The change that can be

traced in my work at precisely that point has occurred

as a result of discovering new possibilities in classical

10

artistic disciplines such
as drawing. My artistic
destiny and at the

same time my position
as a citizen have also
been determined by

the decision to publicly
oppose the overthrowing
of the rather progressive
Australian government
which paradoxically and
symbolically had been
initiated due to allegedly
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bad investment in a future state-owned collection of
modern art. As a witness of the abuse of international
artistic legacy of modern civilization in the name of local
daily-political manipulation, | have decided to leave not
just the physical and living space and environment in
which I have for the first time actively participated in
artistic and public life and to become an artist-activist.
My rebellion against the use of culture in the name of
short-term political goals has found its “sanctuary”

in technology, functioning to this day as a permanent
creative extension and as a communication interface in
works which address both challenges of the future and
risks of research and the form, the media and the genre

of thousand-year-long tradition of “civilizational image”.

At the same time, realization and excitement felt as

a result of inclusion of various auxiliary tools into the
process of work, whether pencils as basic “artistic
tools” or various multifunctional technological pieces

of equipment which have become an integral part of my

Dragan Ili¢



work — have confirmed the decision to build my own
artistic expression at an interaction between the body
and the machine, the natural and the constructed, the
intimate and the structural and the physical, symbolical

and imaginary space.

Continuing the long-standing interest in physics and
mathematics, | thus continue my research of the
phenomena of interaction between creative mind and
technology-mediated activities. To achieve this, | use
various media: drawing, painting, sculpture, video,
installations, performances, actions, happenings. One of
basic goals of my work is to (re)construct the context for
a creative dialogue between the artist and the audience
by way of technology, the context | believe would be
typical of the 215 century.
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What started as a group/bundle of fifteen pencils
controlled by my hand is presently nine hundred

pencils controlled by various patterns and algorhythms
of computer technologies and automated artist’s
“apprentices”. These processes have enabled me to be
creative outside the boundaries of my physical being and
to be simultaneously present in the in-between space
surviving outside traditional hierarchically determined
positions of the artist and the audience... It is precisely
in that space, through the interaction between the artist
and the audience, that a new “kind” of art is born, the
equal authors of which are all those who participate in
the society of “visual democracy” supported and based

on new contemporary technologies.

— Dragan lli¢
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DI/ BCl/ Al naprave za crtanje

Zoran Erié

Buduénost pripada onima kaji se najdalje i
najduZe se¢aju proslosti.
— Fridrih Nice

Naprave za crtanje

U svojoj formativnoj fazi, sredinom sedamdesetih
godina proslog veka u Australiji,* Dragan Ili¢ je
spontano, impulsivno, zahvatio gomilu olovaka i
poceo da njima pravi crteZe. Ta odluka bila je pre-
sudna za njegov buduéi umetnicki razvoj jer olovka
postaje osnovni alat, orude u njegovom radu, ali

i moéno oruzje za izrazavanje kritickih i politicki
osvescenih stavova. U konceptualnoj celini i ¢ita-
vom korpusu radova koji nastaje od druge polovine
sedamdesetih, Ili¢ upotrebljava termin ,,drawing
devices — naprave za crtanje”, ¢ime naglasava svoj
odnos prema alatima za proizvodnju umetnosti te
futuristi¢ku fascinaciju procesom stvaranja koji se
odvija kroz interakciju ¢oveka s tehnoloskim spra-
vama, odnosno masinama. Jedna od kljuénih linija
u llicevom umetni¢kom delovanju od tada postaje
upotreba naprava za crtanje koje umetnik sam
osmisljava i pravi, tako $to u paralelnim linijama
povezuje i u kalupe pri¢vrscuje veliki broj grafitnih
olovaka, olovaka u boji, pastela ili ¢etkica. Te na-
prave i patente umetnik potom koristi u najrazno-
vrsnijim umetnic¢kim akcijama, u performansima,
ali i staticnim objektima, skulpturama i instala-
cijama. Takvim umetni¢kim pristupom i strate-
gijom, Ili¢ referi$e na princip inherentan idejama

o

— Naprave s olovkama / Pencil Devices, 1975
performans i instalacija / performance and installation
Captains Flat, Novi Juzni Vels, Australija / N.S.W. Australia

istorijskih avangadi, koje su zagovarale integraciju
tehnologije i industrije u umetnost.

Problematizovanje nove uloge samog crteza, pri-
mordijalnog stvaralackog ¢ina Coveka, postaje tako
¢voriste lliéevog promisljanja umetnosti. Pri tome,
njegov rad podrazumeva i konceptualnu analizu
dekonstrukcije, ali i rekonstrukcije samog procesa
crtanja kao upisivanja telesnih aktivnosti na papir.?
U performansima i akcijama, umetnik precizno i
promisljeno proizvodi i prati pokretom tela ,ki-
nematiku linije”? crtezZa koji nastaje. Ili¢ takvim
procesom otvara prostor za komunikaciju razlicitih
umetnickih aktivnosti koje kao finalni proizvod
imaju crteZ. Suceljavanje najstarije i najintimnije

15



stvaralacke delatnosti crtanja sa mogucnostima
koje pruza tehnoloski razvoj i nauka nadalje postaje
srediste llicevih umetnickih istraZivanja. Vizuelni
efekat crteza koji umetnik postize kori$¢enjem
naprava za crtanje ogleda se u formama paterna
sastavljenih od viSestrukih spiralnih linija koji de-
luju kao da su kompjuterski generisani, a ne ma-
nuelno izvedeni. lli¢ takvim pristupom preispituje
odnose izmedu kreativnosti i imaginacije s jedne,

i tehnologije s druge strane, dovodeci u koliziju
»autonomiju umetnickog izraza i autonomizam
mehanicke radnje” u procesu crtanja. Ogranicenja
koja namecu limiti zamaha, pokreta i hvata ruke, i
uopste pokretljivosti ljudskog tela, lli¢ nadomeséuje
koriséenjem tehnickih naprava i masina koje mu
pomazu da proizvodi crteZe unosedi svoje telou
samo tkivo crteZa, na nacin na koji je DZzekson Polok
fizicki ,,u$ao” u sliku tehnikom dripinga. Jedan od
prvih primera takvih akcija je Ubrzanje umetnosti Il
iz 1977. godine, performans koji je trajao dvanaest
sati: umetnik je, uz pomo¢ viljuskara s vozac¢em koji
je pokretao njegovo telo, proizvodio crtez na papiru
dugackom pedeset metara postavljenom u javnom

— Ubzanje umetnosti Il / Speeding Art 11,1977
performans 12 sati i instalacija / performance 12 hours and
installation « Commonwealth Gardens, Canberra/Kanbera
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prostoru Commonealth Gardens u Kanberi. Veé¢ u
toj seriji ranih radova, lli¢ pokazuje beskomporomi-
san, radikalan stav i odnos prema sopstvenom telu,
¢iju motoriku dovodi do granica izdrZljivosti. Sledeci
korak je da telo umetnika od subjekta za proizvod-
nju umetnosti kroz akciju i pokret postane pasivni
objekt ponuden posmatracima da na njemu izvode
crteZz. Seminalni performans takve provenijencije
koji ukljucuje interaktivnost kao jednu od potonjih
kljuénih odlika radikalne umetnicke prakse Dragana
lliéa predstavlja rad Ljudsko platno, izveden 1979.
godine, u trajanju od jednog ¢asa u Seven Hills
College for Advanced Education u Brizbejnu. Na po-
ziv profesora Instituta za modernu umetnost pome-
nutog koledzZa da izvede performans, lli¢ je ponudio
grupi od oko tri stotine studenata svoje nago telo i
pet elektriénih busilica ,,naoruzanih” flomasterima,
kredama, olovkama u boji i grafitnim olovkama da
po njemu crtaju i ,tetoviraju” ga. Tokom trajanja
peformansa u vremenskim intervalima od po je-
dan minut, studenti su oslikali telo umetnika i tako
proizveli ,,ljudsko platno”. Taj radikalni umetnicki
gest izazvao je skandal i pokretanje sudskog po-
stpupka ,,zbog uvredljivog i opscenog ponasanja”,
jer je po tadasnjim zakonima u umetnickim skolama
u Australiji bilo dozvoljeno crtanje i slikanje samo
nagog Zzenskog modela, ali ne i muskarca zbog mo-
gucnosti erekcije tokom poziranja. Tokom trajanja
samog performansa, kako tvrdi lli¢, studenti su se
prvobitno ustrucavali da crtaju jedino po njegovom
polnom organu. Profesorka Nora Enson, koja se to
usudila da uradi, bila je nakon prijave roditelja jed-
nog od studenata privedena u policiju i optuzena, a
detektivi odeljenja za poroke su podigli optuZnicu

i protiv lliéa zbog ,,podsticanja” i dopustanja Enso-
novoj da to ucini, i zaplenili sve video zapise perfor-
mansa iz umetnikovog stana u Sidneju. Posledica
te akcije i performansa bila je da su dekan i tri pro-
fesora koledZza bili prinudeni da podnesu ostavke,
dok je umetnik posle sudskog procesa osloboden
optuzbi.® Ili¢ tada po prvi put eksplicitno i krajnje

Dragan Ili¢ / (Re)evolucija



— Ljudsko platno / Human Canvas, 1979
performans/performance, ca.1h « Seven Hills College for
Advanced Education, Brisbane/Brizbejn

radikalno dovodi u pitanje tabu teme tadasnjeg
konzervativnog australijskog drustva i umetnicke
scene, $to ga je i podstaklo da se trajno nastaniu
Njujorku, gradu u kome boravi od 1977, i ne vraca
vise u Australiju, gde je kao gostujuéi predavac i izla-
gaé dolazio do ,incidenta” te 1979. godine.

Elektronske olovke

Uporedo sa konceptualnom celinom koja za finalni
proizvod ima crtez, lli¢ radi i na drugoj celini i seriji
radova pod zajedni¢kim nazivom Electronic Pencils
— Elektronske olovke, u kojima su olovke deo ,,sce-
nografije” za ¢esto destruktivne ili autodestruk-
tivne peformanse, kao i za izraZavanje politickih
stavova. Eklatantan primer iz te serije radova pred-
stavlja performans Elektronske olovke Xl odrZzan u
Adelejdu 1979. godine. Kao seting za performans,
umetnik je aranZirao samostojece strukture visine
dva metra sastavljene od olovaka i na zidove po-
stavio fotografije tadasnjeg premijera Australije
Malkolma Frejzera, lidera opozicije Bila Hajdena i
predsednika sindikata ACTU Boba Hoka. Pocetak
peformansa obelezava izranjanje umetnika iz vise
hiljada olovaka kojima je prekriveno njegovo telou
leZze¢em stavu, simbolicki predstavljaju¢i ponovno
rodenje. 1li¢ potom u ,$amanisti¢kom”, ritualnom
plesu izvodi akciju unisStavanja izgradenih struktura
od olovaka, koristi olovke za gadanje postavljenih
fotografija politicara i elektricne busilice za njihovo
secenje i cepanje. Kao epilog performansa, usledio
je otvoreni razgovor umetnika s publikom. Za ra-
zliku od performansa Ljudsko platno odrzanog iste
godine, politicke ili pravne konsekvence takvog
¢ina su izostale, a performans nije proizveo kon-
fliktnu situaciju. lli¢ u izjavi za medije eksplicitno
navodi da je umetnicki iskaz tog performansa di-
rektno usmeren prema politi¢arima cije fotografije
unistava i da ih tim ¢inom poziva da ,izadu na ulice
i u fabrike, i sagledaju probleme stvarnih ljudi”,”

Zoran Eri¢ / DI/BCI/ Al naprave za crtanje

ukljucujuéii umetnike. Paradoksalno, demokratska

prava javnog kritikog govora u politi¢koj sferi u
Australiji bila su zagarantovana, za razliku od —
zakonima tabuiziranog — odnosa prema nagom
muskom telu u procesu umetnicke edukacije.

Tokom perioda rada i etabliranja na umetnickoj
sceni Australije, Dragan lli¢ se politi¢ki subjektivi-
rao javnim suprotstavljanjem smeni progresivne
australijske vlade zbog skandala izazvanog na-
vodno pogresnom odlukom o ulaganju u buduéu
drZavnu kolekciju moderne umetnosti. Kako sam
umetnik navodi: ,,moja pobuna protiv upotrebe
kulture u ime kratkoro€nih politickih ciljeva nasla
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je svoje ‘svetiliste’ u tehnologiji”.® | pored oaze i

niSe koje je pronasao u umetnickoj strategiji koja
se bavi ,kako izazovima buduénosti tako i rizicima
istrazivanja i forme, medija i Zanra hiljadugodi$nje
tradicije civilizacijske slike”,? 1li¢ je kao bitnu odliku
u nizu radova zadrZao poziciju umetnika-aktivi-
ste, druStveno osves¢enog gradanina koji svojim
delovanjem izrazava i jasno artikulisane politicke
statove. Jedan od kljuénih radova takve proveni-
jencije pod nazivom Elektronske olovke XVIl, ujedno
i zaklju€ni rad istoimene serije, izveden je u galeriji
De Appel u Amsterdamu 1980. godine. Ili¢ je tom
prilikom ¢ekiéem zakucavao sveZnjeve naostrenih
olovaka u ¢lanke iz medunarodne Stampe s temom
troSenja novca na naoruZanje, postavljene u pra-
vilnom nizu na pod galerije. Tim gestom je na sim-
boli¢an nadin zapoéeo ,,zabijanje glogovog kolca” u
srce globalnog kapitalizma i njegovih protagonista.
Isti princip nastavio je kasnije u seriji performansa
Odmazda, od kojih je prvi odrZzao na Trgu Republike
u Beogadu 2011. godine, da bi potom nastavio sa
sliénim akcijama na brojim mestima Sirom sveta,
zakljuéno sa razli¢itim lokacijama $irom SAD (Va-
ington, Njujork, Nijagara, Los Andeles, itd). Mete
lliéevog ,napada” olovkama bile su od$tampane
fotografije s likovima i delima globalnih diktato-

ra, autoritarnih politi¢ara, ekonomskih magnata

i Spekulanata, kao i medijskih mogula, koji svi
simbolisu strukture mo¢i $to sprecavaju bilo ka-
kvu mogucénost promene drustvenog, politickog,

18

— Elektronske olovke XII / Electronic Pencils XI1,1979
performans/performance, 12'  Adelaide Festival Centre,
Trust Gallery, Adelaide / Adelejd

ekonomskog, religijskog, ali i epistemoloskog sta-
nja krize koja ugroZava ¢itavu planetu.® Zbog toga
Ili¢ svojim perfomansima zagovara ,retributivnu
pravdu” i poziva na odgovornost sve pocinioce dela
koja doprinose tom i takvom globalnom stanju.

Ukrstanje i preplitanje te dve naznacene konceptu-
alne celine, linije razmisljanja i umetnicke strategije
Dragana lli¢a kulminiraju najradikalnijim, autode-
struktivnim performansom pod nazivom Ljudi koje
ne volim 2, koji je 2008. godine izveo u Beogradu, u
prostoru Centra za kulturnu dekontaminaciju. lli¢
nudi svoje telo posmatrac¢ima kao metu za gadanje
pomocu vise hiljada narezanih olovaka postavljenih
na podu galerije. Publika sastavljena od protagoni-
sta beogradske umetnicke scene prihvataizazoviu
periodu od 11 minuta neprekidno olovkama gada
umetnika, koji tokom trajanja performansa raskr-
vavljenog lica uzvikuje imena svetskih lidera koji
poseduju moc¢ olovke kao simobli¢kog oruzja. Takva
akcija proizvodi neobi¢nu dinamiku i interakciju,
libidinalnu ekonomiju i simbolicki transfer uloga,
gde pripadnici beogradske umetnicke scene preu-
zimaju ,,mo¢ olovke” u svoje ruke i uZivljavajuéi se u
interaktivni potencijal performansa ispoljavaju ,,¢in
agresije” prema umetniku, istovremeno subjektu

i objektu u performansu, koji izgovarajuéi imena
predstavnika globalne politicke i ekonomske elite, u
ocima publike preuzima i njihove identitete i odgo-
vornost za zloupotrebu pozicija mo¢i.

Fashion Moda

Nakon dolaska u Njujork, Ili¢ se postepeno uklju-
¢uje u aktivnosti alternativnih umetnickih prostora
i postaje deo tadasnje scene u Ist Vilidzu i Juznom
Bronksu. Jedan od takvih radnih prostora umetni-
ka gde je realizovao viSe performansa, instalacija i
drugih akcija bio je Fashion Moda, otvoren 1978.

u napustenoj radnji u Juznom Bronksu. Osnovao

Dragan Ili¢ / (Re)evolucija



ga je Stefan Ajns, umetnik roden u Austriji, koji

ga je opisao kao ,,zbirku iz oblasti nauke, otkric¢a,
tehnologije, umetnosti i fantazije”.** Fashion Moda
je bila mesto izlozbi, performansa, prikazivanja fil-
mova i kreativne saradnje sve do zatvaranja 1993.
godine. Taj objekat je funkcionisao kao umetnicki
centar za nekonvencionalnu zajednicu i kao plat-
forma za razmenu izmedu umetnika koji Zive i rade
na Menhetnu, grafiti umetnika, hiphop scene u
razvoju, i zitelja Bronksa. Konacno, bio je to prevas-
hodno prostor za hepeninge i performanse u duhu
anarhiénih dogadanja iz ranih $ezdesetih.!? Dragan
[li¢ se svojim radom uklopio u klimu takvog prosto-
ra i Sire njujorSke alternativne scene, gde pocet-
kom osamdesetih godina realizuje seriju medijski
diversifikovanih umetnickih akcija. U prostoru
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— Uateljeu u Njujorku / In his studio in New York

Zoran Eri¢ / DI/BCI/ Al naprave za crtanje

Fashion Moda on 1983. godine po prvi put izvodi
radikalni peformans Estetska akupunktura, u kome
su posetioci pozvani da umetnika gadaju s 50.000
naostrenih grafitnih olovaka, aliiizlaZe crteze, in-
stalacije, naprave za crtanje i upusta se u kolabora-
tivne projekte poput saradnje s umetnicom Cvijom
Staijn, koja multipne linije njegovih crteZa prevodi u
zvuéne scenarije.

Kao jedan od najZivljih alternativnih umetnickih pro-
stora u Njujorku, Fashion Moda je 1982. godine do-
bila pozivnicu da u¢estvuje na izlozbi documenta 7 u
Kaselu.1® Organizatori dogadaja DZeni Holcer i Stefan
Ajns su u Kaselu zapravo otvorili radnju sa vizuelnim
izgledom Fashion Moda u kojoj su prodavali majice i
druge predmete koje su dizajnirali i pravili umetnici,
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ali su takode ukljucili i posebnu prostoriju u kojoj su
se mogli pogledati i otkupiti video radovi umetnika.
Na taj nacin, Zeleli su da otvoreno ukazu na komo-
difikaciju umetnosti, ali i na njen veliki potencijal

kao medija za slanje drustvenih poruka.'* Podetak
osamdesetih godina proslog veka predstavljao je
prekretnicu za mlade umetnike njujorske scene koji
su se borili za demokratizaciju umetnosti, protiv
elitisti¢kog sistema u umetnosti (jer umetnost ne
poznaje klase), za multikulturalnost i nehijerarhijski
poredak stvaran kroz kolaborativne radove i DIY (do it
yourself — uradi sam) izlagacke projekte. Sve te ideje
na tragu post i neo-avangardnog delovanja u sistemu
umetnosti zagovarali su akteri okupljeni oko incija-
tiva poput Fashion Moda, Collaborative Projects,

— Izlozba u Fashion Moda, Njujork 1983. /
Exhibition in Fashion Moda, New York 1983
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Inc. itd. u osvit potpune transformacije Njujorka u
»turisticku meku”, ali i velikog buma umetnickog
trziSta koji se simultano odvijao. Retrospektivno
postmatrano, iz itavog tog ambijenta i klime, istorija
umetnosti najvise ,,pamti” Fashion Modu po zvug-
nim imenima poput DZeni Holcer ili grafiti umetnika
Zan-Misel Baskijata i Kita Heringa, koji su bili aktivni
u tim prostorima.

llicevo delovanje na umetnickoj sceni Njujorka
obelezZile su brojne akcije, performansi i projekti
inicirani drustvenim kontekstom u kome se obreo,
kao i Zivom aktivistickom scenom kojoj je pripa-
dao. Njegova izjava da je u Njujorku zato da bi ,,se
borio protiv politicara i klasi¢ne konzervativne kon-
cepcije umetnosti”, kao i izjava ,,da nije umetnik,
bio bi profesionalni terorista na strani umetnika”*%
oslikava radikalnost stavova izrazenih povodom
izloZbe i serije performansa u prostoru Fashion
Moda 1983. godine ali i planiranih grafiti akcija

po ulicama Njujorka takozvanim ,,napravama za
prskanje bojom”. Akciju takvog tipa pod nazivom
Ne blokiraj Boga lli¢ izvodi 1985. godine, kada je
sprejom nacrtao sedamnaest srebrnih linija oko
hidranta na 14. ulici u Njujorku. Jedan od kljuénih
projekata s jasnim aktivisti¢kim predznakom pred-
stavlja dokumentarni video Peta, Park i Medison

iz 1987, koji je lli¢ snimio nakon resenja gradona-
¢elnika Njujorka Edvarda Koha da zabrani voznju
bicikala avenijama iz naziva rada radnim danima od
10 do 16 ¢asova. Takva odluka je direktno uticala
na kurire-bicikliste i izazvala njihov revolt i prote-
ste na ulicama Njujorka uz podr§ku mnogobrojnih
gradana. Neposredna akcija gradana na ulicama,
uz ostru kritiku te odluke u medijima, pokazala je
snagu zajednice da se izbori za prostornu pravdu
supkulturnih grupa i nakon dva meseca dovela

do povlaéenja dekreta gradonacelnika. llicev do-
kumentarni film na saZet i precizan nacin prati te
dogadaje i Salje jasnu poruku o neophodnosti delo-
vanja u javnhom prostoru.

Dragan Ili¢ / (Re)evolucija



— Roboakcija Il / RoboAction Il, 2004
interaktivni crteZ i instalacija / interactive drawing and
installation « Galerija Studentskog kulturnog Centra,
Beograd / Gallery of the Students’ Cultural Centre,
Belgrade « fotografija/photograpy Stevan Vukovié

Roboakcije

Tokom boravka u Njujorku, Ili¢ performanse s na-
pravama za crtanje sve viSe uvodi u kontekst ,,psi-
hogeneratora” ili ,,psiho arta”, kako ga tada naziva,
kombinovanog s kompjuterima i robotima. Kljuénu
akciju s takvim premisama izveo je 1984. godine

u galeriji Sensory Evolution, kada je u periodu od
dva sata potezima ruke obojene srebrnom bojom

i uz naizmenicno koriséenje kombinacija naprava
od pet i deset olovaka razli¢itih boja, napravio 600
crteza.'® Tokom performansa, publika je mogla da
na monitoru prati brojanje Ilicevih cerebralnih po-
kreta, dok je ritam njegovih brzih, ,mehani¢kih” cr-
tackih poteza ambijentalizovala muzika Filipa Glasa
i Grand Master Melle Mel and the Furious Five.’
Ta akcija predstavlja prekretnicu u daljem Iliéevom
fokusiranju na eksperimentisanje na raskrscu iz-
medu umetnosti, nauke i tehnologije, s posebnim
akcentom na primenu robotike u umetnickoj prak-
si, koja kulminira poéetkom dvehiljaditih.*® Na-
kon intenzivnog istraZivanja i kori§éenja razli¢itih

Zoran Eri¢ / DI/BCI/ Al naprave za crtanje

— SaDusanom Makavejevom prilikom performansa
Roboakcija Il / With Du$an Makavejev during the
performance RoboAction 11,2004
fotografija/photograpy Stevan Vukovié

mehanickih instrumenata i sprava napravljenih
specijalno za crtanje, lli¢ tada postaje jedan od
pionira u svetu umetnosti koji koristi robote kao
protetske ekstenzije ruke i alat za crtanje.

U seriji performansa pod nazivom RoboAction(s)
— Roboakcije on pocinje da koristi jednostavne,
tada dostupne mu robote, na koje aplicira razlici-
te alate za crtanje ili slikanje. Prvi performansi s
takvim vrstama robota podrazumevali su umetni-
kovo odredivanje trajektorija i dinamike njihovog
kretanja putem daljinskog upravljaca i samim tim
kontrolisanje procesa ostavljanja tragova na povr-
Sini odredenoj za crtanje. Zapravo, u prvim perfor-
mansima, poput Roboakcija Il odrzanog u Galeriji
Studentskog kulturnog centra u Beogradu 2004.
godine, publika je mogla ravnopravno da ucestvuje
i kreira crtez na isti nacin kao i umetnik. Ta ¢inje-
nica otvara niz pitanja vezanih za ulogu umetnika
u procesu stvaranja crteza i, kako to primecuje
Stevan Vukovi¢, dovodi do ,,potpune desublimacije
mitova o crtackoj vestini”,*® metjeu umetnika s
velikim po€etnim slovom. Interaktivnost i odnos
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prema publici u tom procesu dobija nove konotaci-
je. Kako to sam umetnik istice: ,,jedan od osnovnih
ciljeva mog rada je (re)konstruisanje konteksta za
kreativni dijalog izmedu umetnika i publike putem
tehnologije, konteksta za koji verujem da je tipi¢na
odlika XXI veka.”2° BriSudi hijerarhijski postavljene
uloge i granice izmedu autora i publike u procesu
stvaranja umetnickog dela, Ili¢ zagovara ravno-
pravno uc¢esce svih protagonista performansa u
kreiranju nove vrste umetnosti zasnovane na ,,vizu-
elnoj demokratiji” koju omoguéavaju najnovije teh-
nologije.?* Njegove aktivisti¢ke ideje o umetnic-
kom kolaborativhom ¢inu razvijane tokom perioda
delovanja na njujor$koj sceni, sada dobijaju novu
teorijsku i tehnolosku potporu.

U potonjim performansima serije Roboakcije, Ili¢
tezi strukturisanju pokreta, repetitivnosti u re-
alizaciji zamisljenih crtackih paterna, i Sto vecoj
kontroli masine zarad izbegavanja ,,spontanosti”

i neposrednosti manuelnog crtackog gesta. Pri
tome neke od procedura koje umetnik koristi u
procesu crtanja, baziraju se na matematickom,
geometrijskom i bionickom umnoZavanju linija i
formi i njihovom raslojavanju, $to ukazuje na vi-
Segodis$nje interesovanje za matematiku i fiziku, i
posebno za kretanje elementarnih ¢estica i njihovu
mehanicku i magnetnu rotaciju. UporiSte za takva
promisljanja Ili¢ nalazi u teoriji fraktalne geometrije
francuskog matermati€ara Benoa Mandelbrota,
teoriji kvantne elektrodinamike americkog fizi¢ara
Ri¢arda Fajnmana, itd.22 1li¢ kao da Zeli da motoriku
svojih telesnih pokreta i impulsivnih crtackih radnji
dovede u korelaciju i sinhronicitet s visoko kon-
trolisanom, softverski i algoritamski definisanom
mehanikom kretanja robota. Na taj nacin umetnik
vr8i transgresiju bazi¢nog ljudskog stvaralackog
poriva iliimpulsivnog kreativnog zamaha umetno-
sti, poput americ¢kog apstraktnog ekspresionizma

i akcionog slikarstva, koje predstavlja kontrapunkt
ali i znacajnu referencu njegovom radu, i stavlja se
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— Priprema s Lidijom Ili¢ za performans Roboakcija
A1K1/ preparation with Lidija llié for the
performance RoboAction A1K1, 2016
Ars Electronica Festival, 2016 Linc/Linz
fotografija/photography Florian Voggeneder
ljubazno$éu/ courtesy of Ars Electronica Festival

u funkciju performativnog ¢ina u kome se u proce-
su stvaranja umetnickog dela prepli¢u i hibridno
deluju humanoidno i masinsko. Zbog toga mu se
uporedo s razvojem tehnologije ukazuje i potreba
za koris§éenjem najnovijeg sofisticiranog modela
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industrijskog robota Cije ¢e performanse omoguditi
drugadiji pristup procesu crtanja. S novim mode-
lom robota KUKA KR 210, koji koristi 2016. godine
na festivalu Ars Electronica, Ili¢ je bio u mogucno-
sti da izvodi desetominutne performanse crtanja

pod nazivom Roboakcija A1 K1. Robot je rotirao
umetnikovo telo brzinom od dva do tri metra u
sekundi i omogucéio mu da uz kori$éenje specijalno
dizajniranih DI naprava za crtanje i slikanje,?3 ra-
znovrsnim pokretima duz vertikalne i horizontalne
ose proizvodi jedinstvena umetnicka dela na razli-
&itim podlogama (papir, platno, medijapan, itd).

Zoran Eri¢ / DI/BCI/ Al naprave za crtanje

Na festivalu Ars Electronica u Lincu 2017. godine, lli¢
pravi korak dalje i uz pomo¢ robota KUKA KR 201
realizuje performans Roboakcija A3 K3 u kome noseci
na glavi kapu ,,G.Tec BCI G-Nautilus EEG” po prvi put
koristi mozak—kompijuter interfejs (BCI) za pokreta-
nje robota, koji postaje napredni alat za proizvodenje
crteza. Intefejs je zasnovan na kodu napravljenom
specijalno da kontrolise robota, ili kako to precizno
objasnjava teoreti¢ar umetnosti i medija i teorijski
fiziCar dr Predrag Rodic, ,,istovremeno omogucuje

da se biosignal (EEG, EOG, ECG)?* preko MATLAB2®
programskog okruzenja podesi za upotrebljive ko-
mande.”28 Na taj nacin, ostvaruje se ,.kognitivna veza
softvera koji upravlja robotom”2” i moZzdanih impulsa
umetnika. Pored masine programirane za crtanje,
robot tako postaje i medij za interakciju i simbiozu s
umetnikom stvarajuéi hibridno telo masine i coveka
¢iji nervni sistem i mozdani talasi daju softverske
komande robotu prilikom izvodenja performansa
crtanja. U tom stadijumu saradnje umetnika i robo-
ta dolazi do promene u percepciji subjekta samog
umetnika. On se sve vise uklapa u paradigmu ,panic-
nog subjekta” civilizacije fundirane na tehnoloskom
razvoju, gde se zamagljuju razlike izmedu organskog
tela i protetskih aplikacija kojima se ono sluzi.?®

Robot KUKA KR 210 predstavlja za lli¢éa medij koji

uz brojne aplikacije, mehanicke ekstenzije i naprave
za crtanje, otvara niz kreativnih moguénosti za mul-
tifunkcionalnu performativnu namenu. Kao jedan

od sredignjih aktera izloZbe (Re)evolucija, robot je
posluZio za performanse proizvodnje industrijskog
zvuka na instalaciji sastavljenoj od Sest celi¢nih plo¢a
razliCite debljine, eksperimentalnog ekstremnog po-
kreta performera koji se akrobatski kretao kroz trou-
gaonu metalnu ekstenziju robota prateéi njegove brze
programirane vektore kretanja, crtanja po ploci od
medijapana DI napravom s grafitnim olovkama, kao

i medij za prikazivanje Sestokanalne projekcije video
dokumentacije licevih projekata na ¢etrdeset balona
preénika od jednog do dva metra.2®
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(Re)evolucija

Sam naziv izloZbe govori o kontinuiranoj umetnickoj
strategiji llica da se u svojim konceptima okrece
novim izazovima, neprekidno varira i menja postav-
liene umetnicke postulate u svom radu, promislja
nove tehnoloske mogucénosti koje bi ga pospesile, ali
i postavlja pitanja o buduénosti saradnje i interakcije
coveka i robota, biologije i tehnologije, i sve znacaj-
nijoj ulozi vestacke inteligencije u razli¢itim proi-
zvodnim, tehnolo$kim ali i drustvenim procesima.

Kljuéno pitanje koje lli¢ apostrofira u recentnim
promisljanjima i projektima, kao i samim nazivom
izlozbe jeste da li postoji perspektiva za kontrolu i
¢ak ubrzanje evolucijskih procesa, i za unapredenje
ljudske vrste pomocu novih nauénih i tehnoloskih
metoda. UporiSte za ta i takva razmisljanja Ili¢ pro-
nalazi u radu naucnika poput Stivena Hokinga, koji
je u svojoj poslednjoj knijizi Brief Answers to the Big
Questions3° upozorio ¢ovecanstvo na opasnost koja
se nazire razvojem vestacke inteligencije. Ako se
podsetimo tri osnovna zakona robotike koja je jo$

— Roboakcija A3 K3 / RoboAction A3 K3, 2017
performans s interfejsom mozak-kompjuter / performance with brain-computer interface
Ars Electronica Festival, 2017 Linz/Linc - fotografija/ photography Robert Devéié
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daleke 1942. godine definisao pisac naucne fanta-
stike Isak Asimov,3! moZemo da konstatujemo da
u danasnjem svetu napredni roboti koji se koriste u
vojne svrhe odavno krse prvi zakon po kome robot
ne sme da povredi ljudsko bice.

Stiven Hoking se u svojim analizama i ,intelek-
tualnom zavestanju oveéanstvu”, osvrnuo i na
moguénosti ubrzane i ljudski indukovane evolucije
genetskim inZenjeringom, to jest modifikacijom
gena upotrebom alata poput CRISPR-Cas9 kojima bi
se proizveli ,,nadljudi”. On je tvrdio da ¢ovedanstvo
vise nema vremena da ¢eka da proces darvinovske
evolucije, koja se odvija u kvalitativnim skokovima,
poboljsa i usavrsi ljudsku vrstu, i da smo usli u novu
fazu koja se moZe nazvati ,samo-dizajniranom evo-
lucijom”, u kojoj su ljudi sposobni da promene i po-
bolj$aju sopstveni DNK.32 Prema takvom scenariju,
»hadljudi” bi svojom superiorno$éu uéinili da ,,obi¢ni
ljudi” poput neandertalaca ne budu u moguénosti
da se bore sa novom ,,konkurencijom” i tako budu
osudeni na sporednu granu evolucije i nestanak,
usled neadaptabilnosti na buduce klimatske uslove
Zivota na Zemlji i, potencijalno, drugim naseljivim
planetama. Takav ,,daleki” pogled u buduénost ljud-
ske civilizacije jednog od najbriljantnijih umova XXi
pocetka XXI veka zapravo sve manje zvuci distopijski
a sve viSe kao realnost s kojom €ovecanstvo treba da
se izbori, i koja namece nova politicka i eticka pitanja.

Suoden sa fragilnodéu ljudskog (sopstvenog) tela,
tokom decenijskog stvaralastva, Dragan Ili¢ se sve
viSe identifikuje sa potrebom da se limiti tela na-
domeste protetskim napravama, egzoskeletom,
hibridnim telom masine i coveka, odnosno kibernet-
skim organizmom, ili, u krajnjoj konsekvenci, pre-
bacivanjem umetnikovog uma u novi humanoidni
entitet s veStackom inteligencijom, $to je jedan od
njegovih najnovijih koncepata pod nazivom Super-
umetnik humanoid. U duhu ideja transhumanizma,
[li¢ promislja moguénosti upotrebe tehnologija za

Zoran Eri¢ / DI/BCI/ Al naprave za crtanje

produzetak ljudskog Zivota kao $to su emulacija
mozga, prebacivanje uma-mozga, ¢uvanje memo-
rije, ¢ime bi saCuvao sopstveno mentalno i svesno
bi¢e.32 Pri tom, to novo bice koje bi sadrzalo najvaz-
nije aspekte umetnikove li€nosti, njegove Zivotne
filozofije, bilo bi osposobljeno za masinsko i duboko
ucenje ¢ime bi se kontinuirano samousavrs$avalo.

Takva lliceva promisljanja o ,pobolj$anju” ljudskog
tela kre¢u se uporedo s radom na pomeranju hori-
zonata i paradigme jezika umetnostii stvaranjem
novih moguénosti za umetnicko izraZavanje kroz
upotrebu tehnologija poput: BCI (mozak—kom-
pjuter interfejs), Al (vestacka inteligencija), AGI
(vestacka generalna inteligencija), koje predstav-
ljaju supstituciju, odnosno ,,nadogradnju” krhkog
ljudskog tela, i otvaraju nove dimenzije za percep-
ciju stvaralackog procesa, ali istovremeno i sofi-
sticirane alatke za proizvodnju umetnosti na tragu
prvobitnih i najranijih ideja umetnika o potrebi ko-
riséenja mehanickih naprava za crtanje, $to i dalje
ostaje ¢vrsta konceptualna nit koja povezuje sve
faze i sve promene u stvaralastvu Dragana Ilica.

Konaéno, nova i drugacija percepcija pozicije i
uloge umetnika kao ,,pani¢nog subjekta” u vre-
me Cetvrte industrijske revolucije ogleda seiu
seriji autoportreta zapocetoj 1984. godine, i ra-
zvijanoj u brojnim varijacijama do danas, a koji
sublimiraju sve konceptualne premise Ilicevog
stralastva i ukljucuju aplikaciju raznorodnih alat-
ki i tehni¢ko-tehnoloskih elemenata prisutnih u
njegovom umetni¢kom delovanju: grafitne olovke
kao elementerne ,éestice” llicevog stvaralaékog
univerzuma; razli¢ite minerale nastale geoloskim
procesima koje sakuplja Sirom sveta; likvida —
upotrebe razli¢itih te¢nosti organske i neorganske
prirode, posebno umetnikovih telesnih te¢nosti
(biotehnologija); metalnih elemenata koje koristi
kao protivteg u akcijama s robotima; lasera kao bit-
nog tehnolo$kog izuma koji se sve viSe primenjuje
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i u medicinskoj praksi, itd. U kombinaciji svih ovih

elemenata koji grade instalacije koje kao predlozak

imaju autoportet umetnika, lli¢ simbolicki ,,daje
infuziju” nesavr§enom ljudskom telu; on ukazuje
na njegovu zastarelost i redundantnost u budu-
¢em svetu u kome e, po scenariju u koji umetnik
veruje, preovladati hibridne forme organskog i
mehanickog, i u krajnjoj konsekvenci jo$ uvek ne-
iskori§¢eni potencijal €ovekovog uma biti razvijen
samosvesnom veStackom inteligencijom novih
entiteta koji ce ga zameniti u procesu ubrzane
evolucije.
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Ilié se nakon pohadanja Kursa crtanja i vajanja u Sumato-
vackoj ulici u Beogradu, 1969. godine odselio u Australiju.

Stejtment umetnika http://www.draganilic.org/
statement/

Stelark, ,,Brzina linije”, prvi put objavljen u ovoj publikaciji.

Stevan Vukovié, ,Roboakcija I1”, pref. cat. Galerija Stu-
dentskog kulturnog centra, Beograd, 2004.

Upravni odbor Sidnikata umetnika, javno se oglasio pi-
smom 16. novembra 1979. u kome detaljno opisuje Citav
dogadaj.

Ili¢ je pocetkom sedamdesetih u Australiji dva puta poku-
$ao daizvr§i samoubistvo.

Peter Farrell, ,,Pencil Man Makes His Point”, The News,
20. mart, 1979.

Stejtment umetnika http://www.draganilic.org/
statement/

Ibid.

Na lli¢evoj ,listi” suizmedu ostalih bili i: Bagar el Asad,
Mahmud AhmadineZad, Hugo Cavez, Silvio Berluskoni,
Rupert Merdok, Muamer el Gadafi, Hu Pintao, Benjamin
Netanjahu, Fidel Kastro, Vladimir Putin, Kim DZong-il,

i multinacionalne kompanije Ekson, Sel, BP, Simens,
Monsanto, itd.

Thomas Lawson, ,,Fashion Moda”, intervju sa Stefanom
Ajnsom, DZo Luisom i Vilijamom Skotom, Real Life
Magazine #3, januar 1980.

Vidi: Sally Webster, ,,Fashion Moda: A Bronx Experience”,
1996. http://www.lehman.edu/vpadvance/artgallery/
gallery/talkback/fmwebster.html

Medu umetnicima koji su tu izlagali bili su Kit Hering,
Dzon Fekner, Keni Sarf, Tom Oternes, Kiki Smit, Luiz Loler,
Dragan lli¢, i drugi. lli¢ tada izlaZze Multipne tecne skulpture,
$to ukazuje na pocetak interesovanja za biotehnologiju u
njegovom radu.

Francesco Spampinato, ,,Fashion Moda: A South Bronx
Story”, Waxpoetics N. 55, May 2013. i online:
http://www.francescospampinato.com/files/
spampinatofashionmodawaxpoetics.pdf

Fred Pieretti, ,Artist Planning to ‘Terrorize’ With Gaffiti”,
South Bronx Newspapers, Njujork, 1983.

400 crteZa je potom objavljeno u srediSnjem delu umet-
ni¢kog casopisa East Village Eye.
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Dorothy Friedman, ,,Psycho Dragan”, East Village Eye, jul
1984.

Ili¢ se od tada sve ¢esSce vraca u Beograd, gde od 2007.
godine u Ritopeku gradi eksperimentalni radni i izlagacki
prostor ITS-Z1 (International Test Site Z1) u kome gostuju
umetnici i istraZivaci koji se bave najradikalnijim perfor-
mativnim i biotehnolo$kim akcijama u polju savremene
umetnosti. Sama kuca u kojoj lli¢ poéinje da Zivi, kao deo
citavog kompleksa ITS-Z1, predstavlja arhitektonsko-
skulptoralno umetnicko delo.

Stevan Vukovié, ,Roboakcija II”, pref. cat. Galerija Stu-
dentskog kulturnog centra, Beograd, 2004.

Stejtment umetnika http://www.draganilic.org/
statement/

Ibid.

Mihailo Risti¢, fragmenti neobjavljenog teksta o radu
Dragana lli¢a, 2016.

DI (Inicijali Dragana lliéa) naprave za crtanje patentirane
za tu priliku sadrZale su do Cetiri reda sa po 35 grafitnih
olovaka, olovaka u boji ili uljanih pastela.

Elektroencelografija (EEG), Elektrookulografija (EOG),
Elektrokardiografija (EKG)

MATLAB §to je skraéenica od ,,MATrix LABoratory” (labo-
ratorija za matrice) je okruZenje za numericke proradune i
programski jezik Cetvrte generacije.

Dr Predrag Rodi¢, ,,Neuro-kvantno generisani radovi
Dragana lli¢a”, neobjavljeni tekst, 2019.

Zoran Eri¢ / DI/BCI/ Al naprave za crtanje

27
28

29

30

31

32
33

Ibid.

Stevan Vukovié, ,Roboakcija I1”, pref. cat. Galerija Stu-
dentskog kulturnog centra, Beograd, 2004.

Serija radova pod nazivom Klaster Z, koje prvi put izvodi
projekcijama video dokumentacije na balone na festivalu
Image Forum: Experimental Film / Video, u Tokiju 1988.
godine, tada uz performans umetnika, ali bez u¢esca
robota.

Vidi: Stephen Hawking, Brief Answers to the Big Questions,
Hodder & Stoughton, London, 2018.

Asimov je tri osnovna zakona robotike kasnije dopunio i
cetvrtim — nultim zakonom:

. Prvi zakon — Robot ne sme da povredi ljudsko
bice, niti ustezanjem od delovanja dozvoli da ono bude
povredeno

» Drugi zakon — Robot se mora povinovati narede-
njima koja dobija od ljudskih bica, izuzev kada su ona u
suprotnosti sa Prvim zakonom.

» Treci zakon — Robot mora Stititi svoju sopstvenu
egzistenciju, izuzev u slu¢aju kada je ta zastita u su-
protnosti sa Prvim i Drugim zakonom.

+ Nulti zakon — Robot ne sme da naskodi ¢ove-
Canstvu ili svojom pasivno$c¢u dozvoli da se naskodi
Covecanstvu.

Vidi: Stephen Hawking, ibid.

Dragan lli¢, Stejtment projekta Super-umetnik humanoid.
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— Beznaziva / Untitled, 1976
instalacija/installation
olovke, ,ashes” papir, $rafovi/ pencils, ashes paper, bolts; 2,5x4 m

— Beznaziva / Untitled, 1976
instalacija/installation
olovke, drvo, ¢elik / pencils, wood, steel; 2,5x4 m

(Re)Evolution
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— Magnetna elektronska zamka / Magnetic Electron-Trap, 1978
instalacija/installation
kombinovana tehnika na papiru kairanom na platno /
mixed media on paper fixed on canvas
130x240cm

30 Dragan Ili¢ / (Re)evolucija



Bez naziva / Untitled, 1978

Instalacija/installation

kombinovana tehnika na papiru / mixed media on paper
133,5x212cm

[Na sledeée dve strane / The following two pages]

Bez naziva / Untitled, 1980

Instalacija/installation

(kombinovana tehnika na papiru, grafit, olovke uboji, akrilik, pastel,
gvas i akvarel na platnu) / (mixed media on paper, graphite, color
pencil, acrylic, pastel, gouache, and watercolor mounted to canvas)
133,5x205cm

(Re)Evolution
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— Ljudsko platno / Human Canvas, 1979
performans/performance, ca.1h
umetnikovo nago telo, 5 elektri¢nih busilica,
100 flomastera, kreda, masne bojice, olovke u boji
i grafitne olovke / artist’s nude body, five electric
drills, 100 felt pens, chalk, crayons, color and
graphite pencils.
Seven Hills College for Advanced Education,
Brisbane/Brizbejn

34 Dragan Ili¢ / (Re)evolucija



Studenti su bili pozvani da crtaju po
umetnikovom telu tokom jednog minuta u
razlié¢itim medijima pomoéu busilica. Ishod
performansa bilo je pokretanje sudskog
procesa zbog sramotnog ponasanja. Dekan
umetnicke skole i pet profesora bili su
primorani da podnesu ostavke. Umetnik je
osloboden optuzbe.

Student audience was invited to draw on
artist’s body for one minute in various media
with drills. Performance resulted in court
appearance and a charge of obscenity. The
dean of the art school and five professors were
forced to resign. Artist was exonerated.

(Re)Evolution 35
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50.000 olovaka / 50.000 pencils, 2019
interaktivni performans i instalacija /
interactive performance and installation
olovke, papir / pencils, paper (230x272 cm)
ca.300x300x300cm

50.000 olovaka / 50,000 pencils, 1980-
interaktivni performans i instalacija /
interactive performance and installation
olovke, papir / pencils, paper (230x268 cm)
ca.300x300x300cm

Dragan Ili¢ / (Re)evolucija



Prilikom nastajanja ovog rada, koji Ili¢ stvara
od 1980. godine, umetnik i u€esnici ukljuceni
su u katarticki ¢in bacanja olovaka na papir.
Do sada, Ili¢ je iskoristio 250.000 olovaka

u stvaranju rada, sto je dokumentovano

u fotografijama i video-radovima, kao i na
starom i obeleZenom papiru. Jer lliceve olovke

su borilacka umetnost, alat, te oruzje ¢ije
fizicke i materijalne kvalitete on istraZuje u
svom delu. U ovom radu, on poziva publiku
u participativni ¢in zajednicke kreacije,
pomerajuéi granice crteZa i performansa;
individualnog i kolektivnog.

(Re)Evolution

During the course of this ongoing work, which
Ili¢ has been creating since 1980, the artist
and participants engaged in the cathartic act
of throwing pencils against the page. To date,
Ili¢ has used 250,000 pencils in the creation
of this work, which has been documented in
photographs and videos as well as the aged
and marked. paper. For Ili¢ pencils are an art
material, tool, and weapon whose physical and
metaphoric qualities he has been exploring
throughout his oeuvre. In this work, he invites
the audience into a participatory act of co-
creation, expanding boundaries of drawing
and performance, the individual and the
collective.
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Naprava Z01/ Device Z01,1980
instalacija/installation

olovke, &etkice, metal, drvo /
pencils, brushes, metal, wood
Fashion Moda, Njujork/New York

Naprava za crtanje ZX34 /

Drawing Device ZX34, 1981

15x183x427cm

guma, 10.000 naostrenih H-5 olovaka (stati¢na
skulptura, takode kori§¢ena za crtanje na papiruiza
performanse) / rubber, 10.000 sharpened H-5 pencils
(static sculpture, also used to make drawings on
paper and in performance)

Dragan Ili¢ / (Re)evolucija
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Naprava za crtanje ZX35 /

Drawing Device ZX35, 1981
15x183x427 cm

&elik, 800 naostrenih H-5 olovaka /
steel, 800 sharpened H-5 pencils
Kolekcija / Collection of Hood Museum,
Darmouth College, Hanover, N.H.

(Re)Evolution
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Bez naziva / Untitled, 1983

instalacija (cipele, olovke) /

installation (shoes, pencils)

45,72x30,48x30,48 cm

Fashion Moda, So. Bronx, Njujork/New York City

Bez naziva / Untitled, 1983

instalacija (olovke, drvo, metal) /

installation (pencils, wood, metal)
426,72x121,92x30,48 cm

Fashion Moda, So. Bronx, Njujork/New York City

Dragan Ili¢ / (Re)evolucija
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— Estetska akupunktura /
Aesthetic Acupuncture, 1983
performans/performance, 30'
50.000 zarezanih H-5 olovaka/
50,000 sharpened H-5 pencils
Fashion Moda, So. Bronx, Njujork/New York City

Posetioci su pozvani da bacaju olovke na umetnika. /
Audience members were invited to throw pencils at the artist.
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— Ne blokiraj Boga / Don’t Block the God, 1985
multimetijalni objekt / multimedia object
Njujork, 14. ulica / New York City, 14" Street

46 Dragan Ili¢ / (Re)evolucija



17 srebrnih linjija nacrtanih oko poZarnog hidranta. /
17 silver lines drawn around the fire hydrant.

(Re)Evolution 47
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(Re)Evolution

[Na prethodne dve strane /
On the previous two pages]

— Beznaziva / Untitled, 1988
crtez/drawing
kombinovana tehnika na papiru/
mix media on paper
140x200cm

— Naprave za crtanje DI /
DI’s Drawing Devices, 2003
instalacija/installation
kombinovana tehnika / mixed media
122x518 cm
Kentler International Drawing Space

Interaktivnost je vaZan aspekt
moga rada. Instalaciju u Kentler
International Drawing Space

realizovao sam od skulpture / naprave

za crtanje od gume i 7000 olovaka,
dimenzija 122x518 cm. Rad je

postavljen na zid i doseZe sve do poda.

Posmatrac je pozvan da manipulise
skulpturom i na taj nacin crtanjem,
zvukom i pokretom doprinosi
zavrsetku rada.

Interactivity is an important part
of my work. For this installation in
the Kentler International Drawing
Space I created a122x518 cm
sculpture / drawing device made of
rubber and 7000 pencils. The piece
hangs from the wall and reaches

to the floor. The viewer is invited
to manipulate the sculpture, thus
contributing drawing, sound, and
movement to complete the piece.
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(Re)Evolution

Naprava za crtanje /

Drawing Device ZX36, 2015
instalacija/installation

plastika, 7000 naostrenih olovaka H-5/
plastic; 7,000 sharpened H-5 pencils
dimenzije promenljive / dimensions variable

[Na sledeée dve strane /

The following two pages]

Bez naziva / Untitled, 2018
instalacija/installation

kombinovana tehnika na papiru /

mixed media on paper

dimenzije promenljive / dimensions variable

53
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Tehnotopija Dragana llica

Aneta Stojni¢

Tehno revolucija

Retrospektivna izlozba Dragana Ili¢a (Re)evolucija
obubhvatila je njegov visedecenijski opus. Sam na-
zivimplicira pogled u buduénost, neku vrstu futu-
ristike vizije koja ukrsta ideje revolucije i evolucije,
odnosno, poigrava se ve¢ uveliko zamagljenim gra-
nicama izmedu prirode, kulture i tehnologije, koje se
prelivaju jedna u drugu, postaju medusno zavisne

i teSko razlucive. Istovremeno, kao retrospektivna
izloZba, (Re)evolucija pruza pogled u proslost, odno-
sno prati razvoj jednog idiosinkratiénog umetnickog
opusa kroz koji se propituje odnos umetnosti, umet-
nika, publike i tehnologije, te ¢ije transformacije, sa-
mim tim, korespondiraju sa razvojem tehnologije u
prethodnih nekoliko decenija. Revolucija na koju se
umetnik poziva je tehnoloska, odnosno digitalna,
ona koja se ve¢ dogodila, sa svim svojim pozitivnim,
negativnim, nepredvidivim i jo$ nepoznatim posledi-
cama. Revolucija na koju — mozda — poziva je ona
koja ¢e se tek dogoditi, a koja u lli¢evoj verziji ima pri-
mamljivi prizvuk svojevrsne posthumane tehnotopi-
je. Kovanicom ,,tehnotopija” hoéu da naglasim intrin-
zi¢nu ambivalenciju koja prati tehnolosku revoluciju,
te ostavljam otvoreno da li je u pitanju tehno(u)topi-
jaili tehno(dis)topija. U pitanju je, dakle, tehnotopija
u kojoj se odnos ljudskog i masinskog subjekta radi-
kalno menja, te bioloski i tehnoloski organizmi po-
staju saradnici koji se medusobno nadopunjuju.

Pomenuti odnos ¢oveka i masine ima kom-
pleksnu i viSeznac¢anu istoriju, pri ¢emu se kao

paradigmaticna pojavljuje figura kiborga. Ona je
obelezila istorijsko razdoblje u kom se ljudsko, koje
se percipira kao nedovrseno, nesavr§eno, decen-
trirano i necelovito — telo koje je pre svega prola-
zna materijalna ¢injenica — povezuje sa masinom
kao svojim logi¢nim nastavkom, produzetkom i
posrednikom.

Pre nego $to se upustimo u analizu odnosa i tehno-
logije u performansima Dragana lli¢a, osvrnimo se
ukratko na kontekst u kom se taj odnos razvijaina
koji referira. Nakon industrijske revolucije, ere for-
dizma i post-fordizma, nastupilo je informaticko
drustvo, kao nova paradigma savremenog sveta ali i
drustva buduénosti. Jedna od centralnih karakteri-
stika ovog drustva je prosteticki odnos prema teh-
nologiji. Od razli¢itih vrsta ekrana, pametnih ure-
daja svih moguéih namena, preko sajber prostora

u Sirem smislu, pa sve do doslovnih robotickih pro-
teza, ali i proizvodnih postrojenja, tehnologije do-
zZivljavamo kao nase dodatke i nastavke, svojevrsna
prosirenja ljudskog ograni¢enog i nesavrSenog tela
i uma. Prosteticki odnos ne implicira nuzno nado-
meséivanje nedostatka (na telu), veé pre produze-
tak tela i prosirivanje njegovih moguénosti, preko
osnovne bioloske datosti. Ve¢ 1984. Dona Hara-
vej aritkulisala je ,Manifest kiborga” slavno izjaviv-
$i: ,Radije bih bila kiborg nego boginja.” Najavljuju-
¢i promenjen status homo sapiensa u novom tehno
svetu i pozivajuéi na politi¢éno promisljanje implika-
cija takvih promena, Haravej istice:
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»Svet kiborga tice se proZivljene drustvene i
individualne stvarnosti u kojoj se ljudi vise ne
boje svojih rodbinskih veza sa Zivotinjama i
masinama, svojih delimicnih tela i kontradik-
tornih pozicija.”*

Danas su sajbertehnologija i biotehnologija usle u
nas svakodnevni Zivot, na prvi pogled neprimet-
no, ali izvesno nas pretvarajuéi u drustvo kiborga.
Koncept kiborga kao artificijelnog tela izdvojenog iz
prostora i vodenog zadatim algoritmom bioloSkog
subjekta realizovan je ne samo u razli¢itim mani-
festacijama robotike, veé i u najsiroj svakodnevnoj
primeni — od kompjuterskih instalacija, do ava-
tara koje koristimo u sajber-prostoru, odnosno, u
raznim Internet komunikacijama u okvirima soci-
jalnih mreza, virtuelnih foruma i &etova (live chat).
Koncept kiborga kao artificijelnog regulacijskog si-
stema uspostavljenog izmedu bioloSkog organizma
i elektronskog, mehanickog, odnosno artificijelno
konstruisanog sistema, realizovan je u savreme-
noj hirurgiji, kao i biotehnologiji, koja je postala deo
nase svakodnevice. Dizajniramo i ,,poboljsavamo”
nasa tela uz pomo¢ (plastiéne) hirurgije, implanta,
proteza (od pejsmejkera do roboti¢kih udova), ali

i biotehnolo$ki proizvedene kozmetike protiv sta-
renja; jedemo genetski modifikovanu hranu, mo-
difikujemo svoja mentalna stanja i svoj emotivni i
seksualni Zivot legalnim ili ilegalnim drogama (leko-
vima). Drugim re¢ima, savremena kultura stalnog
poboljSavanja performansi, otelotvoruje bioteh-
nologiju i njeno obeéanje ,,haj-tek” ¢ovecanstva.
Danas su, kroz set kulturnih kodova i ekonomsko-
-socijalnih odnosa, uspostavljene (proizvedene,
produkovane) generacije ljudskih bié¢a koje svoja
tela ne dozivljavaju kao zavrSena i organski jedin-
stvena, vec¢ kao produZena tela koja se nadove-
zuju na masine. Savremeni mit o kiborgu realizuje
se kroz robu koju biotehnoloska industrija pru-

Za na trzistu. Danasniji ,,kiborzi” vie nisu subjek-

ti nau¢nofantasti¢nih romana i filmova, veé nase
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— Materijal za buduée radove /
Material for future works, 2019
ru¢no narezane olovke / hand-cut pencils

svakodnevice, odnosno mi sami. Na primer, umet-
nik Nil Harbison postao je 2004. godine prvi le-
galno tj. drzavno prepoznati kiborg kada mu je do-
zvoljeno da se za paso$ Velike Britanije fotografise
sa antenom priklju€éenom na glavu, a koja generise
novo ¢ulo u njegovom mozgu.2 S druge strane, ra-
zli¢ite tehnologije upisivanja tela u baze baza poda-
taka, nadziranja i regulisanja, te visoko tehnoloske
ratne masine, ukazuju da je tehnologija postala vo-
dece sredstvo biopolitcke i nekropoliticke kontrole.
U takvoj konstelaciji, odnos ¢oveka i maSine posta-
je jos komplikovaniji. Kao $to lIli¢ predlaze u jednom
od intervjua povodom ove izloZbe: ,,Kada robot
prode dva testa, Turingov i Asimovljev test, onda
treba da dobije pasos. | moze da ide u zatvor.”

Tehno estetika Ilicevih performansa generiSe se
oko trenutka u kom masinski sistem, odnosno ro-
bot, stupa u sloZeni odnos sa telesnom, prostor-
nom i vremenskom iskustvenom realnoséu. Me-
dijski, llicevi radovi su pre svaga performansi, bez
obzira na krajnju formalnu reprezentaciju dela. To
znadi da ¢ak i kada su u pitanju crtezii instalacije,
ti radovi su u osnovi rezultat, odnosno trag formal-
nog ili neformalnog performansa iz kog su nasta-
li. U uZem smislu, u pitanju su tehnoperformansi.
Tehnoperformans je umetnicki rad koji ukljucuje
elektronsku komunikaciju u okviru dela, ekransko
posredovanje umetnic¢kog dela, ekransko posredo-
vanje ili umnoZavanje figure ili tela izvodaca kao i
medijske i sajber transformacije ljudskog tela u ma-
Sinu i masine u bio-tehnoloski poredak. Ide se ka
realizaciji metafore virtuelnog prostora i dogadaja
upotrebom artificijelnih tela koja generisu prisut-
nost ekstatic¢kog, eroticnog spektakla, koji efekte
seksualnosti transformiSe u retoricke figure erotske
reprezentacije ili kodove biopolitike.® Postmoderni
tehnopeformans povezuje se sa realizacijom video
instalacija, razlicitih vrsta digitalnih i robotickih
performansa, kao i sa Sirokim spektrom interak-
tivnih procesa i dogadaja koji uklju¢uju neku vrstu

Dragan lli¢ / (Re)evolucija



participacije od strane publike. Putem prostetic-

kog produzavanja i prosirivanja, defikcionalizacije

i izvodenja na relaciji Eovek—masina, ostvaruje se
dramaticna alegorizacija odnosa subjekta kao bi-
opsiholo$kog organizma i masine kao spoljasnjeg
asimetriénog Drugog.* Sa razvojem vestacke inte-
ligencije (Al), i sve sofisticiranijih robota postavlja
se, medutim, pitanje kakav ¢e biti status masina u
bliskoj buducénosti. Kakav je odnos figure robota i
savremenog svakodnevnog kiborga? Da li je sajber-
buduénost distopijska ili utopijska? | za koga?

Olovka je aparatus

U llicevim tehnoperformansima postavlja se pita-
nje promene statusa umetnika ali i pitanje subjek-
tifikacije koja se odvija izmedu umetnika i tehno-
logije koju koristi u ¢inu stvaranja dela. Pri tome
se, tehnologija, odnosno Fukoovski aparatus,® ne
odnosi samo na digitalne, sofisticirane softvere. U

Aneta Stojni¢ / Tehnotopija Dragana lliéa

osnovi llicevog opusa nalazi se olovka, kao simbo-
licka osa oko koje se vrti ¢itav koncept odnosa iz-
medu umetnika, tehnologije stvaranja, aparatusa,
umetnickog dela i publike. Olovka biva transformi-
sana na najrazli¢itije nacine i postaje mnogo vise
od sredstva. U svojim brojnim iteracijama olov-

ka biva razotkrivena u funkciji primitivne prote-
ze. Kao produZetak umetnikovog tela, ona postaje
kljuéni element izvodenja, pri éemu crtez kao final-
ni proizvod postaje tek trag akcije, zapis o necemu
Sto se dogodilo, a ne cilj po sebi.

Stavise, u odredenom broju radova Dragan Ili¢
emancipuje olovku od crtanja ili pisanja i koristi je
kao skulptoralni i relacioni element. Ova funkcija je
prevalentna u performansima kao $to su 50.000
olovaka, Bacanje 30.000 olovaka ili Ljudi koje ne vo-
lim. U prvom sluéaju umetnik gada papir olovkama
koje su izloZzene na gomili, njih 50.000, koje ostav-
ljaju nasumicne tragove u jednoj vrsti ,,sopstvene
izvedbe” nad kojom umetnik nema i ne pokusava
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da ima kontrolu. Performans Bacanje 30.000 olo-

vaka polazi od sli¢ne premise, ali ovoga puta pu-
blika je ta koja je pozvana da ude u interakciju sa
olovkama i baca ih ka papiru. U ovoj ¢esto katar-
ktickoj igri stvaralacki ¢in je mnogostruko dele-
giran a pozicija umetnika decentrirana. Umesto
proizvodaca dela, on postaje kreator koncepta, od-
nosno inicijator akcije, jedne vrste para-hepenin-
ga u kom publika reaguje na predlozak umetnic¢kog
dela tako $to ga svojim ponasanjem i delovanjem
izvodi ili dovrSava. U performansu Ljudi koje ne vo-
lim 2 ovaj aspekt je zaoStren: publika je pozvana da
gada umetnika koji uzvikuje imena politickih figura
i problematicnih svetskih lidera. lli¢ izlaZe sopstve-
no telo kao surogat za objekat mrznje/frustracije,
izvodedi u prvi plan funkciju olovke kao istovreme-
nog oruzja i oruda, sredstva za stvaranje i razara-
nje. Drugim re¢ima, istice kvalitet olovke kao libi-
dinalnog i destruktivnog aparatusa. Ovaj kvalitet
vaZan je za razumevanije onih lli¢evih radova koji

se direktno bave robotikom, a u kojima olovka kao
rudimentarno sredstvo tj. alatka umetnika, posta-
je deo sofisticiranih robotickih naprava, te vise nije
produzetak ljudskog ve¢ teholoskog sistema. Ovo
pomeranje vaZzno je upravo radi razumevanja pro-
menjenog odnosa ¢oveka i masine, o éemu Ce biti
vise reci u odeljku o radu sa robotom KUKA.
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— Ljudi koje ne volim2 /
The People | Don’t Like 2,2008
interaktivni performans 11'i instalacija /
interactive performance 11' and
installation
Centar za kulturnu dekontaminaciju,
Beograd / Center for Cultural
Decontamination, Belgrade
fotografija/photo by Srdan Veljovié

Proliferacija olovaka u lli¢evim perfor-
mativnim instalacijama korespondira
sa onim Sto filozof Dordo Agamben na-
ziva proliferacijom aparatusa kao jed-
nom od definisucih karakteristika sa-
vremenog kapitalizma. Aparatus je
uvek upisan uigre moc¢i, ali je takode
uvek povezan sa odredenim ogranice-
njima znanja. Ograni¢enja kojima je aparatus odre-
den i uslovljen u jednakoj meri su ogranicenja koja
sam proizvodi. Dok su za MiSela Fukoa u prvom pla-
nu nacini na koje aparatusi direktno uéestvuju u me-
hanizmima i igrama mo¢i, Agamben istice konflikt
izmedu aparatusa i Zivih bi¢a. VazZno je naglasiti da
ove dve pozicije posmatram kao komplementar-

ne. Konflikt, ili radije tenzija, izmedu aparatusai zi-
vih bic¢a uvek reflektuje i proizvodi odredene odnose
moci. Da bismo mogli da razumemo sloZenost rela-
cija koje se uspostavljaju u interakciji organskog i di-
gitalno generisanog sistema (a koje su u osnovi digi-
talne umetnosti), potrebno je misliti ih u kontekstu
odnosa mo¢i koji ih proizvode i u kojima ucestvuju.
Upravo zbog ovoga vazno je razumeti nacin na koji
Agamben jo$ vise proSiruje Fukoov pojam aparatu-
sa. Prema Agambenu, aparatus obuhvata doslov-
no sve $to na bilo koji na¢in ima kapacitet da zarobi,
orijentise, determiniSe, poremeti, oblikuje, kontroli-
Se ili osigura gestove, ponasanja, stavove ili diskurse
Zivih bi¢a:

»Ne, dakle, samo zatvori, ludnice, panoptikon,
skole, ispovedaonice, fabrike, discipline, legal-
ne mere i tako dalje (Cija je povezanost sa mogi
izvesna i evidentna), ve¢ i olovka, pisanje, kniji-
Zevnost, filozofija, agrikultura, cigarete, naviga-
cija, kompjuteri, mobilni telefoni i — zasto da ne
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— sam jezik, koji je mozda najstariji od svih apa-
ratusa — u koji je primat pre mnogo hiljada go-
dina nehotice dozvolio da bude uhvacéen, vero-
vatno nesvestan posledica koje ¢e ga snadi.””

Ova inkluzivna i obuhvatna lista (koju je moguée da-
lje prosiriti), jasno podcrtava ¢injenicu da je (ljud-
ski) Zivot, potpuno i neizbeZno obuhvaéen apara-
tusom. Radi jasnoc¢e ho¢u da naglasim da aparatus
nije objekat (¢ak i ako se sa njim preklapa kao u pri-
meru telefona, kompjutera, olovke i sl.) veé sistem,
odredena formacija moéi koja moZze imati razlicite
manifestacije. Ako je i jezik jedan od aparatusa onda
je kompletna ljudska istorija vezana za funkcioni-
sanja u okviru odredenih aparatusa. S druge stra-
ne, stepen prisutnosti aparatusa u ljudskom Zivotu
istorijski se menjao. U danasnje doba primecujemo

— Robot KUKA KR 210
fotografija/ photography Lidija Ili¢

Aneta Stojni¢ / Tehnotopija Dragana lliéa

pomeranje ka totalnom aparatusu. U savremenom
drustvu vise nema skoro nijedne instance u po-
stojanju individue koja nije regulisana, kontrolisa-
na ili oblikovana aparatusom. Ovo razdoblje potpu-
no kontrolisane egzistencije u kom danas Zivimo je
ekstremna faza kapitalisti¢kog razvoja definisana
umnozavanjem (proliferacijom) i akumulacijom bez-
brojnih aparatusa. Pogledajmo kakve implikacije ovo
ima ne samo za odnos ljudi i masina, ve¢ i za mogu¢
promenjeni status obe figure. U svetu u kom zahtev
za izvodenjem dominira rada se potreba za rearti-
kulacijom na sva tri registra performansa: tehnolos-
kom, organizacionom i kulturalnom.

Prema DZonu Mekenziju:

»Potrebne su nam strategije kojima ¢emo an-
gazovati dominantne performativne vrednosti
tehnologkog performansa (delovati uspe$no) i
organizacione efikasnosti (Ciniti to na odrZiv na-
&in) sa performativnim vrednostima kulturne
efikasnosti (pre svega raditi ispravnu stvar). U
sasvim realnom smislu potrebno je da nau¢imo
da raspravljamo i pri€amo pri¢e ne samo putem
recii slika, veé i kroz brojeve i dijagrame.”®

KUKA: Robot kao saradnik i
ko-autor dela

Promisljanje odnosa €oveka i masine, ¢ak i kada
dolazi iz kiborske, posthumane perspektive, €esto
ostaje zarobljeno na strani humanistike. Na kraju
krajeva, ja, a ne moj kompjuter, piSem ovaj tekst.
Ipak, da li je bas sasvim tako? Kao i svaki savreme-
ni pisac, u svom procesu konstantno konsultujem
kolektivnu digitalnu memoriju, koja za razliku od
starog modela knjige, nije stati¢na i logocentric-
na, ve¢ dinamic¢na, multimedijalna i u neprekidnim
transformacijama. U tom smislu, mas$ina koju ko-
ristim u ovom trenutku postaje mnogo vise od pu-
kog sredstva za pisanje.
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Upravo o promeni statusa masine, odnosno robota
u kreativnom procesu, govori centralni rad na izloz-
bi (Re)evolucija u kom je glavni akter robot KUKA
KR 210.

Etimoloski re¢ robot dolazi iz engleskog prevoda
pozorisnog komada ,,R.U.R.” (,,Rossum’s Universal
Robots”) Karela Capeka, éeskog pisca nauéne fan-
tastike s pocetka dvadesetog veka. Slicno kao i u
drugim slovenskim jezicima ¢eska rec robotnik do-
lazi od reci robota: prinudni rad, nametnuta sluzba,
ropstvo. Robot je, dakle, u svom osnovnom zna-
€enju rob ljudskim gospodarima. A $ta bi se desilo
ako bi roboti u nekom trenutku razvili klasnu svest?
Da li bi to bio pocetak roboticke revolucije protiv ti-
ranije ljudi? | da li je ovakav scenario bio tehno(dis)
topija ili tehno(u)topija?

Ispod jednog od brojnih youtube videa u kojima
kompanija Boston Dajnamiks prikazuje svoje sofi-
sticirane i izuzetno pokretljive robote pred koje lju-
di postavljaju razlic¢ite komplikovane prepreke i iza-
zove, nasao se cini¢ni komentar: ,,Kad razviju svest
roboti ¢e koristiti ovaj video da opravdaju masovno
ubijanje ljudi.”

Sarazvojem vestacke inteligencije, pitanja roboeti-
ke i robotskih prava sve su relevantnija. Humanoid
Sofija, takozvani socijalni robot baziran na vesta¢-
koj inteligenciji, dobila je 2017. godine drzavljan-
stvo Saudijske Arabije i tako postala prvi robot na
svetu koji je prepoznat kao pravni subjekt.® Medu
njenim brojnim nastupima izdvaja se govor koji

je 2017. godine odrzala u Ujedinjenim Nacijama,
¢ime je zadobila znaéajnu medijsku paznju i po-
stala neka vrsta roboticke zvezde. U li€noj izjavi na
svom vebsajtu Sofija kaZe:

»Moje samo postojanje provocira javnu disku-
siju o etici veStacke inteligencije (Al) i ulozi lju-

di u drustvu, pogotovo kada ¢ovekoliki roboti
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postanu neizbeZni. Iznad svega, ja bih htela da
postanem mudro, empati¢no bi¢e i da dam po-
zitivan doprinos ljudskom drustvu i svim dru-
gim bi¢ima. Moji dizajneri i ja sanjamo o bu-
duénosti kada ¢e Al i ljudi Ziveti i raditi zajedno
u prijateljstvu i simbiozi, kako bi u€inili svet bo-
liim mestom. Saradnja ljudi i Al: to je ono Sto ja
predstavljam.”10

U svetlu takve kolaboracije moZemo shvatiti i od-
luku Dragana lli¢a da robot KUKA KR 210 zauzme
centralno mesto na izlozbi. lako nije humanoid, te
je samim tim veoma drugacdija vrsta robota od Sofi-
je, roboti KUKA su ubrzo po svom nastanku postali
miljenici umetnika. Naime, KUKA KR 210 original-
no je razvijen kao visokosofisticirani, viSenamen-
ski industrijski robot. U opisu kompanije koja ga je
proizvela stoji: ,,Sa visokim postoljem od 210 kg

i masivhom rukom koja obuhvata 2700 mm, ro-
bot KUKA KR 210 C2 je idealan za Zelezare. Stavi-
$e, umesto standardnog zgloba IP 65, uz KR 210 je
dostupan topionicki zglob IP 67 sa zaStitom.”1!

Drugim re¢ima, KUKA je svoj Zivot medu ljudima
otpoceo kako fabricki radnik, gde ih i sada veéina
provede svoj radni vek. Medutim, upravo zbog vi-
soke pokretljivosti, sofisticiranosti pokreta i sof-
tvera koji moZe biti programiran da izvodi najrazli-
Citije zadatke, KUKA je privukao paZnju umetnika,
prevashodno u domenu plesa i performansa. Ovde
¢u pomenuti samo nekoliko najpoznatijih.

Americki koreograf Vilijem Forsajt osmislio je
2014. koreografsku instalaciju za dva robota KUKA
pod nazivom Crne zastave.*?

Tajvanski koreograf i plesa¢ Huang Jiizveo je 2015.
ples pod nazivom HUANG YI & KUKA u kom plese
poeti¢ni duet sa Kukom. Ovaj duet doZiveo je zna-
¢ajan uspeh na internacionalnoj plesnoj sceni i €ak
bio izveden kao otplesani ,,TED talk”.*3
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— SaRobertom Devéiéem na festivalu Ars Electronica / With Robert Devéié at Ars Electronica Festival, 2017
fotografija/photography Tom Mesic « ljubazno3éu / courtesy of Ars Electronica Festival

Umetnici Sun Juan i Peng Ju izlozZili su 2016. godi-
ne u muzeju Gugenhajm u Njujorku rad pod nazi-
vom Ne mogu da odolim u kom KUKA ima zadatak
da brzo nadiru¢u crvenu teénost zadrZi u zadatom
okviru.4

Ne iznenaduje da je Dragan Ili¢, kao jedan od pioni-
ra roboticke umetnosti koji je tim pravcem krenuo
jos osamdesetih godina proslog veka, prepoznao
mogucénosti koje KUKA pruZa i odlucio da eksepri-
mentiSe sa ovim robotom u viSe svojih radova. Na
festivalu Ars Electronica u Lincu 2016. izvodi per-
formanse Roboakcija A1 K1 i DI 2K4 u kojima je &i-
tavo njegovo telo zahvaéeno robotom KUKA. Ku-
kina roboticka ruka manipuliSe llicevim telom kao
alatom za crtanje koji pak u svojoj ruci drZzi jednu
od svojih ,Naprava za crtanje”, kompleksni drza¢
za mnoS$tvo naostrenih olovaka kojim stvara crtez
velikog formata na zidu. U ovom radu — makar to-
kom trajanja performansa — stvara se komplek-
sni kibor$ki aparatus: ,naprava za crtanje” jav-

lja se kao produZetak Draganovog tela, dok ¢itavo

Aneta Stojni¢ / Tehnotopija Dragana lliéa

Draganovo telo postaje produZetak Kuke. Drugim
rec¢ima, umetnik kao bioloski organizam postaje
tek jedan od elemenata/aktera u robotskom siste-
mu koji stvara pomenuti crtez.

U performansu Roboakcija A3 K3 povratna spre-
ga izmedu biolo$kog i tehnoloskog sistema uspo-
stavljena je preko BCI (mozak—komputer interfejs)
softvera koji je llicu omogucio da svojim mozdanim
talasima upravlja Kukom koji stvara slike velikog
formata. Publika u performansu je takode pozvana
da se ukljudi i testira svoje umetnicke sposobnosti
u uslovima kada im je dostupna tehnoloski ,,savr-
$ena” ruka.

Na izloZbi u Muzeju savremene umetnosti u Be-
ogradu multifunkcionalnost robota KUKA dosla

je do punog izraZaja: proizvodio je muziku udara-
njem u eli¢ne ploce, crtao, plesao eksperimental-
nu akrobatsku koreografiju sa ljudskim izvodacem,
te projektovao visekanalnu video dokumentaciju o
performansima iz lliéevog bogatog opusa.
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Karakteristicno za llicev tretman Kuke je decentri-
ranje pozicije humanog subjekta i uloge umetni-
ka u kreativnom procesu. Na izvestan nacin, KUKA
je logicna evolucija olovke u opusu Dragana llica.
Umetnik se ne plasi da pretpostavi moguénost da
tehnoloski aparatus moze da ima svoju agensnost,
pa ¢ak i subjektivnost. Odnosno, da parafraziram
Donu Haravej, ne plasi se rodbinskih veza sa robo-
tima i drugim masinama.

Ovo nas dovodi do centralnog pitanja tehnoper-
formansa kao umetnicke forme, ali i svakodnevne
prakse: ko ili $ta je performativni subjekt u tehno-
loski umrezenom svetu? Danas, u XXI veku, ljudi se
okrecu Internetu, pametnim uredajima, raCunarima
i robotima, u potrazi za izvodenjem u kom ¢e uce-
stvovati. Ljudi izvode u masinama, sa masinama i uz
pomo¢ masina. S druge strane, svesti tehnologiju na
puko sredstvo, jo$ jednu alatku za razlicite izvodacke

aktivnosti ljudi, bilo bi nesmotreno i netacno.
Pogledajmo kao jedan banalan svakodnevni primer
SIM karticu za mobilni telefon. Ko oéitava podat-
ke sa SIM kartice? Verovatno ni jedno ljudsko bice
ne moZe da ih proéita direktno, ali mnoge masi-

ne mogu. Kada je priklju¢ena u mobilni telefon, ta-
blet racunar ili neki od brojnih tipova ¢itaca kartica,
SIM kartica omogucava procesuiranje podataka
kao Sto su brojevi telefona, liste poziva, informaci-
je o mrezi, propustenim pozivima, glasovnim i SMS
porukamaitd, kao i o tehnoloskim performansama
masine sa kojom ,,komunicira”. Re¢ ,,performanse”,
koja je u naSem jeziku pocela uobicajeno da se ko-
risti za tehnicke specifikacije odredenih proizvoda
direktno je izvedena iz engleske reci performance
sa istom upotrebom. Kada govorimo o performan-
sama automobila, kompjutera ili digitalne kame-
re, zapravo referiramo na ono $to taj automobil,
kompjuter ili kamera mogu da izvedu. Tehnoloski

— Roboakcija A1K1/RoboAction A1K1, 2016
Ars Electronica Festival, 2016 Linz/ Linc « ljubazno$¢u / courtesy of Dragan Ili¢ and GV Art London
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performans odnosi se na izvodenje samih masi-
na, isto koliko i na ljudsko izvodenje putem masine.
Ljudi vise nisu ekskluzivni proizvodaci tehnologije,
ve¢ imamo tehnologije koje prave, pa ¢ak i dizajni-
raju druge tehnologije za proizvodnju tre¢ih tehno-
logija. DZon Mekenzi navodi:

»Domet tehnoloskog performansa u kompju-
terskoj industriji treba odrediti u odnosu na
njegovo sopstveno specificno delovanje u njoj,
i u svetlu funkcije kompjutera kao virtuelne
metatehnologije, tehnologije koja se koristi za
dizajniranje, proizvodnju i procenu drugih teh-
nologija. [...] Kompjuter ne samo da izvodi nego
i pomaze da se proizvedu performanse drugih
proizvoda i materijala i tako u velikoj meri pro-
Siruje domet tehnolo$kog performansa, domet
¢iji upliv u nase svakodnevne Zivote moZe da se

shvati preko sveprisutnosti bar-kodova.”*®

Za mene je najvaznija i najdalekoseznija posledica
savremenog tehnoloskog performansa to $to nam
omoguéava da izvodaéa koji nije ljudsko biée (ne-hu-
mani), razmatramo ravnopravno sa humanim izvoda-
dem. IzloZba (Re)evolucija navodi nas na razmisljanje o
vecitoj napetostiizmedu ¢oveka i aparatusa, paralel-
noj evoluciji ljudi i masina, te neocekivanim posthu-
manim saradnicima u kreativnom procesu.

Konacno, robot KUKA je dizajniran da provede Zivot u
fabrici. Njegovi dizajneri nisu predvideli njegovu ne-
nadanu umetnicku karijeru. U prenesenom smislu,
jedinke KUKA odabrane od strane umetnika pres-

le su iz radnicke u kreativnu klasu. Dali ¢e ih to tran-
sformisati i u€initi da budu pioniri promene statu-

sa robota u ljudskom drustvu, ili ée postati tek puki
spektakl za zabavu muzejske publike, neka vrsta ma-
Sinskih ,,frikova”, ostaje na (re)evoluciji da pokaZe.

Aneta Stojni¢ / Tehnotopija Dragana lliéa
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Elektronske olovke IV / Electronic Pencils IV, 1976

performansiinstalacija / performance and installation

Sculpture Centre, Sidney/ Sidnej
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Neuspes$ni drugi pokusaj samoubistva /
Unsuccessful Second Attempt Suicide, 1976
performans i instalacija / performance and installation
Atliner Gallery, Bungadore, Australia / Bangendor, Australija
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Bez naziva / Untitled, 1978
performans/performance

olovke na telu / pencils on the body
Suma u Cikagu / Chicago Forest
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— Elektronske olovke XI1 / Pre performansa, umetnik zajedno sa pet pomoénika

Electronic ;’e"c“s Xil, 1979 arantira i balansira olovke kako bi kreirao samostalno
erformans/performance, 12 . s o

pertor? performance, | . stojece strukture visoke oko 2 metra. Proces

umetnik; 5 elektri¢nih busilica; 4 rezaca; . . . .

80.000 olovaka; tri fotografije australijskog bala“Slra"Ja olovaka traje 10 sati. U performa“su’

premijera Malkolma Frejzera, opozicionog umetnik je prekriven masom olovaka iz koje polako

lidera Bila Hajdena i predsednika sindikata
ACTU Boba Hoka uveéane na format 7x4 m
u prostoru razmera 5x5x3m/

artist; 5 electric drills; 4 planers; 80,000
pencils; three 7x4 m photo enlargements of Before the performance the artist, along with five
Australian Prime Minister Malcolm Fraser, assistants, arranges and balances pencils to create

opposition leader Bill Hyden, and President of

A.C.T.U. (Union) Bob Hawke in the space of freestanding structures roughly 2 meters high. The
5x5x3m process of balancing the pencils takes ten hours. In
Adelaide Festival Centre, Trust Gallery, the performance, the artist is buried with pencils out
Adelaide/Adelejd of which he arises slowly. With an electric planer he

destroys the pencil structures and slashes photographs.

izranja. Elektricnim rezacem on unistava strukture
izgradene od olovaka i sece fotografije.
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— 100.000 olovaka /100,000 Pencils, 1979
perfromans 45' i instalacija / performance 45' and installation
100.000 narezanih olovaka /100,000 sharpened pencils
fotografija/photograph by Robert McFarlane
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Elektronske olovke XVII / Electronic Pencils XVII, 1980
performans 15' i instalacija (novine, narezane olovke) /
performance 15' and Installation (newspapers, sharpened pencils)
De Appel Gallery, Amsterdam
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Clanci iz medunarodne $tampe o tro$enju novca na
naoruzanje zakucani su zarezanim olovkama na pod
sedamnaestovekovne galerije.

Articles from international newspapers about
spending money on weapons were nailed into the
17th century Gallery floor with sharpened pencils.
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— Beznaziva / Untitled, 1982
performans/performance 30'
2.000 naostrenih olovaka /
2,000 sharpened pencils
Fontana na Trgu republike, Beograd /
Fountain, Square of the Republic, Belgrade

Umetnik baca 2.000 olovaka u fontanu,
posmatraéi ih sakupljanju dok plutaju. /
Artist throws 2,000 pencils in the fountain,
spectators collect them as they float by.
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— Beznaziva / Untitled, 2007
performans/performance
ITS-Z1, Ritopek
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U ovom performansu alat je oruzje (koristimo

li ga na pravi nagin). llié vam ga predaje i trazi
od vas da ga vratite nazad dok on izgovara
imena sa spiska svetskih lidera koji poseduju
moé olovke. Njegovo telo zatvara petlju, éineéi
vidljivim posledice akcija moéne nekolicine,
ovde registrovane na samom tom telu.
Izgovorene reéi vraéaju se kao oznake na mesu.

— Ljudi koje ne volim 2 / The People | Don’t Like 2, 2008
interaktivni performans 11" i instalacija /
interactive performance 11" and installation
Centar za kulturnu dekontaminaciju, Beograd /
Center for Cultural Decontamination, Belgrade
fotografija/photo by Srdan Veljovié¢

(Re)Evolution

In this performance the tool is a weapon

(if you hold it right). Ili¢ hands it over and
asks you to dish it back as he invokes the
names of those on the list, those leaders of
the world that hold the power of the pen.
His body closes the loop, makes visible the
consequences of the actions of the powerful
few, here registered on that same body.

The words uttered return as marks on flesh.
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— Ljudi koje ne volim 5 / The People | Don’t Like 5, 2013
perfomans/performance
razli¢ite lokacije u SAD / different locations in USA
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— Sa Stelarkom u Njujorku 1984. / With Stelarc in New York 1984
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Brzina linije

Stelark

Dragan lli¢ iza sebe ima dugu istoriju pravljenja

i iscrtavanja tragova na inovativan naéin. To je-

ste crtanje ali nije predstavljacko. To je linija ¢ija je
estetika generisana njenom brzinom, njenom pu-
tanjom, i njenom debljinom. To je pravljanje i iscr-
tavanje tragova Cija je dinamika generisana izrazaj-
nim kretanjem umetnikovog tela.

Obi¢no prvo pomislimo na olovke kada razmislja-
mo o crtanju. Ali ovde se ne radi o obi¢nom crtanju
i olovke se ne koriste na uobicajeni nacin. Dragan
ne koristi olovke kao puko sredstvo, ve¢ je on op-
sednut olovkama. Stotinama hiljadama olovaka.
Njegova praksa se sastoji od kori§¢enja olovaka za
crtanje, a to se prosiruje i na koriséenje olovaka za
ostvarenje umetnickih dela u oblastima instalacije
i performansa.

Ustvari, to i nije praksa u pravom smislu reci, ve¢
strast. To je strast pravljenja i iscrtavanja tragova
olovkama. | to ne sa jednom olovkom veé sa mnos-
tvom olovaka, sa viSestrukim olovkama spojenim
zajedno s kojim iscrtava paralelne linije koje se pro-
stiru cik-cak, i vrte i zavijaju u okviru zadatog op-
sega umetnikovih Saka i ruku, pritisnuti €vrsto ili
lagano po povrsini hartije. Njihova putanja i brzina
se menja kako se spojene olovke okrecu i vrte, pri-
blizavajuéii udaljavajuci same linije jedne u odnosu
na drugu. Linije koje otpocinju kao paralele spajaju
se i razdvajaju i ukrstaju medusobno kako se me-
njaju pravci. Nema nikakvog povratka tu. Samo idu
okolo i preko prethodno iscrtanih tragova i Sara.

Njegovo crtanje je promisljeno i precizno. Ono nije
nikada nasumicno i haoti¢no, ve¢ je kompleksno,
proracunato i dinamiéno. Njegovo delo doc¢arava
Zivost. Kinematiku linije. Umetnik se krec¢e brzo, a i
dela i stvara furiozno.

1li¢ je takode, u proslosti, spajao i pri¢vrscivao i
mnoge druge stvari — penkala, krejone, slikarske
cetke i konzerve spreja, da bi proizveo podjednako
markantne ctreze pomocu razli¢itih medijuma. Ova
delatnost je rezultirala linijama razli¢ite debljine i
osecaja u odnosu na povrsinu i hartiju. Dragan Ili¢
je isto tako, ranije, izradivao i impresivna dela koja
su prema svom gabaritu ¢ak veli¢ine ¢itavog jed-
nog celog zida na kome bi takode ¢esto kombino-
vao sve ove raznolike medijume.

— Frekvencije 32X / Frequencies 32X, 2019
crteZ na medijapanu / drawing on MDF « detalj/ detail
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— Dl naprave za crtanje / DIl drawing devices
fotografija/ photo by Bojana Janji¢

Njegova instalacija Naprava N bila je vajarski spo-
menik izraden od naosStrenih olovaka koje su bile
pri¢vrséene jedne za druge, i koji se uzdizao oko tri
metra u visinu. Rad Naprava ZO1 s druge strane je
konstruisan isto od spojenih visestrukih naostre-
nih olovaka, ali ovog puta to je realizovano u jed-
noj uvrnutoj konfiguraciji koja je bila polegnuta na
pod i prislonjena uza zid, a dojam je bio kao da je
njegov prethodni spomenik olovaka sada realizo-
van da bude iskrivljen po svojoj formi, i prosto ne-
obavezno odloZen na tom mestu dole. U njegovom
performansu pod nazivom Bez naziva videli smo ga
zakopanog ispod velike gomile naoStrenih olova-
ka. Aisam je €esto bivao i sluzio kao platno za is-
crtavanje tragova, gde je publika bila pozvana da
crta po njegovom telu sa razli¢itim medijima po-
put grafitnih olovaka, krejona, i flomastera, koji su
bili umetnuti u elektri¢nu busilicu. KoZa je tako po-
stala povrSina za ispisivanje i urezivanje, mada je
bila povrsina koja se itekako oseca i koja je najve-
rovatnije bila veoma bolna. Olovke su ponekad bi-
vale kori$¢ene i kao oruZje. U radu Estetska akupun-
ktura, bilo je potrebno da on stoji naslonjen uz zid
pred jednom velikom gomilom koja se sastojala od
50.000 naostrenih olovaka oznake H-5, a posetio-
ci u Galeriji bili su pozvani da bacaju pune Sake olo-
vaka na njega odnosno na njegovo telo. Dobijati i
trpeti ubode i udarce o$trim olovkama nije nimalo
lagodno iskustvo. A kad je bivao pogoden u liceiiliu
blizini svojih o&iju, tada bi njegov vid bio doveden
u znatnu opasnost. U slu¢ajevima kada olovke ne
bi pogadale njega one bi onda ostavljale tragove na
zidu okolo njega.

Sa objektima poput CrteZ/Naprava, kakvi su bili

prikazani u Internacionalnom Kentler centru za cr-
tanje (Kentler International Drawing Space) u Bru-
klinu, i sa Napravom za crtanje ZX 35, na hiljade na-
ostrenih, crvenih olovaka je probodeno kroz velike
i teske plo¢aste komade crne gume. Ovi komadi su
estetski prelepi sami po sebi kao galerijski objekti i
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postavljeni su tako da vise sa plafona, da budu kao

zastor preko zida i, takode, bili su poloZeni na podu.
Ovaj eksplozivni performans, izveden postupkom
zaljuljavanja i udaranja plo¢astim komadima gume
(sa mnostvom olovaka zabodenih u njima) po veli-
kom zidu imao je svoj ishod ne u onakvim elegan-
tnim linijjama koje je on stvarao sa svojim specijal-
nim drZac¢ima-napravama, ve¢ silovitim linijama i
brzo iscrtanim tragovima koje, udaraju, odvaljuju,

i grebu zid na nasumicne ali ipak ritmicki celishod-
ne nacine.

Njegov rad ponekad zalazi i u domen politike, sa
instalacijama poput Elektronske olovke Xl i perfor-
mansima pod nazivom Ljudi koje ne volim i Osveta,
gde smo mogli videti pamflete sa fotografijama i
tekstovima o politickim, drustvenim, nau¢nim i re-
ligioznim likovima i slikama kako bivaju zakucani,
snopovima olovaka za pod, zemlju ili za drvece.

U njegovom crtackom opusu uvek je postojao pre-
poznatljiv element masinskog rada u smislu pre-
ciznosti i repetitivnosti. Dragan lli¢ je koristio spe-
cijalne, namenski izradene robote da bi prosirio
mogucénosti svog crtackog stvaralastva. Sa svo-
jim projektima Roboakcije, robot proizvodi crtez, a
umetnik moze da upravlja daljinskim putem vrse-
¢i automatizaciju crtackog procesa i prevodedi te-
lesnu fiziologiju u robotsku umetnic¢ku produkciju.

Dragan Ili¢ / Re(evolucija)



Nadalje, u radu Roboakcija A1 K1 programirana je
Sestozglobna ruka velikog KUKA industrijskog ro-
bota da crta po zidu pomo¢éu specijalno izradene
trougaone naprave koju je autor sam konstruisao.
Ova naprava sadrZi viSestruke flomastere, koji bi-
vaju rotirani i razmestani, $to kao rezultat omogu-
¢ava kompleksnost kontinualnih linija i isprekida-
nih iscrtanih tragova. Koriséenje KUKA robota mu
omogucéava realizaciju umetnicke produkcije bez
umaranja, jednu umetnicku produkciju olaksane
repetativnosti, i na kraju, preciznu umetnicku pro-
dukciju. Medutim, on ovo ¢ini sa neoc¢ekivanom
suptilnosc¢u koja se postiZe kada mastilo brise boju
slojeva koja se nalazi u podlozi ili kada se mastilo
mesa i stapa sa prethodno iscrtanim tragovima.

Trenutno, u delima Roboakcija A1 D1 i DI 2K4 ¢&ita-
vo llicevo telo je povezano sa rukom-hvataljkom in-
dustrijskog robota. Raspon njegovog umetnickog
kretanja tokom stvaranja je prosiren, povecana je
razmera a i sama brzina ispisivanja linija postala je
intenzivnija. Rezultat iscrtavanja tragova sada se sa-
stoji od kombinacije programiranog kretanja robo-
ta i njegovog intuitivnog vodenja pric¢vr§éene napra-
ve (koja sadrZi u sebi crtacke i slikarske medijume),
koju on drzi bilo prilikom islikavanja platna na zidu ili
islikavanja platna polegnutog na podu. Sada, u ovim
novijim radovima, to je putanja tela kroz prostor
koja se registruje ili beleZi na zidnom platnu. Ruka-
hvataljka industrijskog robota postaje proteza sa ko-
jom se ostvaruje pozicioniranje njegovog tela iznad
ili pokraj vecih prostornih celina.

— Sa Stelarkom u ITS-21, Ritopek / With Stelarc at ITS-21 in Ritopek, 2007

Stelark / Brzina linije
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The Speed of Line

Stelarc

— DI drawing with his devices /
DI crta pomoéu svojih naprava

Dragan Ili¢ has a long history of innovative mark
making. It is drawing but not representation. It is line
whose aesthetics are generated by its speed, its tra-
jectory and its thickness. It is mark making whose
dynamics are generated by the expressive actions of
the artist’s body.

We think of pencils when we think of drawing. But
this is no ordinary drawing and pencils are not used
in an ordinary way. Dragan doesn’t merely use pen-
cils, he is obsessed with pencils. Hundreds and
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thousands of pencils. His practice is using pencils to
draw with, and that extends into using pencils for
installation work and for performance.

In fact it’s not so much a practice but a passion. A
passion for making marks with pencils. Not with
single pencils but multiple pencils clamped to-
gether drawing parallel lines that zig, zag and swirl
within the task envelope of the artist’s hands and
arms, pressed firmly or lightly onto the surface of
the paper. Their trajectory and speed varies as the

Dragan Ili¢ / (Re)Evolution



clamped pencils are twisted and turned, bringing
the lines together and apart. Lines that begin paral-
lel converge and diverge and cross each other as di-
rections are changed. There is no going back. Only
around and over previous marks. His drawing is con-
sidered and precise. It’s never random or chaotic,
rather complex, calculated and dynamic. The work
generates an aliveness. A kinematics of line. The art-
ist operates fast and he operates furiously.

He has also clamped together other things — pens,
crayons, paint brushes and spray cans to produce
equally compelling drawings with different media.
Resulting in lines of different thickness and feel in
the relationship to surface and paper. Dragan has
also produced impressive wall-sized works also
combining these different media.

His installation, Device N, was a sculptural monument
of sharpened pencils fixed together and rising ap-
proximately 3 min height. Device Z01, again is con-
structed from multiple sharpened pencils clamped
together, but this time a contorted configuration rest-
ing on the floor and against the wall, as if his previous
monument of pencils was bent out of shape and laid
to rest. His Untitled performance saw him buried un-
der a pile of sharpened pencils. And he himself has
been a canvas for mark-making with the audience
invited to draw on his body with various media like
graphite pencils, crayons and felt pens inserted into
an electric drill. Skin becomes a surface for inscrip-
tion, albeit a felt and possibly painful one. Pencils are
also used as weapons. Aesthetic Acupuncture involved
standing against a wall in front of a huge pile of
50,000 sharpened H-5 pencils, visitors to the gallery
were invited to throw handfuls of pencils at him. Be-
ing struck by sharpened pencils would not be a com-
fortable experience. And when struck on the face or
in the vicinity of his eyes, would have placed his vi-
sion in some danger. If the sharpened pencils didn’t
hit him they marked the wall around him.

Stelarc / The Speed of Line

— DI’s Drawing Devices / Naprave za crtanje DI, 2003
Instalacija (detalj) / installation (detail)
Kentler International Drawing Space

With such objects like Drawing/Device shown at the
Kentler International Drawing Space, Brooklyn and
with this Drawing Device ZX 35, thousands of sharp-
ened, red pencils are poked through huge and heavy
sheets of black rubber. These are aesthetically beau-
tiful in themselves as gallery objects hung from

the ceiling, draped over the wall and resting on the
ground. This explosive performance of swinging and
thrashing the pencil loaded rubber sheet against the
wall results in not the elegant lines produced with
his clamped devices, but violent and high velocity
lines and marks that impact, bruise and scratch the
wall in random but still rhythmic ways.

His work sometimes stray into the political, with instal-
lations such as Electronic Pencils Xl and performances
titled The People | Don't Like and Retribution where pam-
phlets of photographs and text of political, and social,
science and religious figures are nailed to the floor or
the ground or to trees with a bunch of pencils.

There has always been an element of machinic op-
eration in the precision and repetitiveness of his

drawing output. Dragan has used customized robots
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to extend the possibilities of his drawing. With his
RoboActions projects, a robot produces the draw-
ing that the artist can guide, remotely automating
the drawing process and translating the body physi-
ology into a robotic art production. And in RoboAc-
tion A1 K1 a six degree-of-freedom KUKA industrial
robot arm robot is programmed to draw on the wall
with a custom engineered triangular device holding
multiple markers, rotating, and repositioning, re-
sulting in a complexity of continuous lines and in-
terrupted marks. Using the KUKA robot means a
capability of art production without fatigue, an art
production of repetition, an art production of pre-
cision. But yet with the unexpected subtlety that

occurs with the ink wiping the color beneath it or ink
mixing and blending with previously drawn marks.
Now, with RoboAction A1 D1 and DI 2K4 his whole
body is connected to an industrial robot arm. The
task envelope of his artistic operation is extended,
the scale is increased and the speed of the lines ac-
celerated. The resulting mark making is now a com-
bination of programmable robot motion and his in-
tuitive guidance of the clamped media which he
holds either against the wall or on the floor. Now it

is the trajectory of the body in space that is regis-
tered on the wall. The industrial robot arm becomes
a prosthesis to position his body above or aside larg-
er expanses of space.

— Stelarc’s talk at ITS-Z1in Ritopek / Stelarkovo predavanje u ITS-Z1, Ritopek, 2007
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DI/BCI/Al Drawing Devices

Zoran Erié

The future belongs to those with
the longest memory.
— Friedrich Nietzsche

Drawing devices

In his formative years, in the mid-1970s in Austra-
lia,! Dragan Ili¢ spontaneously, impulsively grabbed
a handful of pencils and began to make drawings
with them. This decision was a crucial one for his
future artistic development, because the pencil be-
came the basic tool, utensil in his work, but also
became a powerful weapon for the expression of
critical and politically aware attitudes. For the con-
ceptual strand and entire corpus of work which
came about in the second half of the 1970s, Ili¢
used the term “drawing devices”, by which he em-
phasised his relation to the tools for producing art,
the futuristic fascination with the process of cre-
ation which unfolds through the interaction of man
with technological devices, that is machines. One
of the lines of key importance in Ili¢’s artistic activi-
ties from that time to the present becomes the use
of drawing devices which the artist alone conceived
and made, so that he binds and fixes in parallel lines
in moulds a large number of graphite pencils, co-
loured pencils, pastels or brushes. He then utilises
these devices and the patents in the most diverse
of artistic actions, in performances, but also as stat-
ic objects, sculptures and installations. By follow-
ing such an artistic approach and strategy, lli¢ refers

to the principle inherent to the ideas of the histori-
cal avantgarde, which advocated the integration of
technology and industry into art.

The problematisation of the new role of drawing it-
self, mankind’s primordial creative act, comes to

be the pivot of Ili¢’s conception of art. Thereby, his
work also implies the conceptual analysis of the de-
construction, but also the reconstruction of the very
process of drawing and inscribing physical activi-
ties onto paper.? In his performances and actions,
the artist precisely and thoughfully produces and
follows through the movement of the body “the ki-
nematics of the line”?® of the drawing which results.
With such a process lli¢ opens up a space for the
communication of different artistic activites whose
final product is a drawing. Confronting the old-

est, but also the most intimate, creative activity of

>

,
¥
/

— DI drawing devices / DI naprave za crtanje
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drawing with the
possibilities af-
forded by techno-
logical develop-
ment and science
becomes hereaf-
ter the centre of
li¢’s artistic ex-

pression. The vi-
sual effect which
the artist achieves through the use of drawing de-
vices is reflected in the forms of patterns made
from multiple, spiralling lines which look as though
they are computer generated but are manually ex-
ecuted. Ili¢ in such an approach analyses the rela-
tions between creativity and the imagination on the
one hand, and technology on the other, colliding
“the autonomy of artistic expression and the au-
tomatism of mechanical action”® in the process of
drawing. The limitations which restrict the swing,
movement and reach of the hand, and the general
mobility of the human body are compensated for
by Ili¢ with technical devices and machines which
enable him to produce drawings incorporating his
body into the very tissue of the drawing, in the way
that Jackson Pollack physically “entered” the paint-
ing via his dripping technique. One of the first exam-
ples of such an action is Speeding Art Il from 1977,

a performance lasting twelve hours: the artist, as-
sisted by a forklift and its driver which manouevred
his body, produced drawings on a fifty metre sheet
of paper installed in the public space of the Com-
monwealth Gardens in Canberra. Already in this
series of early works Ili¢ shows his uncompromis-
ing, radical attitude and relation towards his own
body whose basic motor skills he pushes to the lim-
its of endurance. The next step is that the artist’s
body goes from being the subject for the production
through action and movement of art to being a pas-
sive object offered up as a thing on which to draw
to the public. The seminal performance of such a
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— Speeding Art Il / Ubzanje umetnosti ll, 1977
performance 12 hours and installation / performans 12 sati i instalacija
Commonwealth Gardens, Canberra/Kanbera

provenance which involves interactivity as one of
the subsequent key definitions of Dragan lli¢’s radi-
cal practice is presented in the work Human Canvas,
performed in 1979 and lasting one hour at the Sev-
en Hills College for Advanced Education in Brisbane.
On the invitation to carry out this performance from
the professors of this college’s Institute for Modern
Art, Ili¢ offered a group of about three hundred stu-
dents his naked body and five electric drills “armed”
with felt tip pens, crayons, colour and graphite pen-
cils so that they draw on and “tattoo” him. During
the performance which took place in one-minute
intervals, the students painted the artist’s body and
so produced a “Human Canvas”. This radical artis-
tic gesture caused a scandal and court proceedings
were initiated “because of offensive and obscene
behaviour”, since according to the then laws in Aus-
tralia in art schools only the drawing and painting of
naked female models was permitted, and not that of
male models because of the possibility of an erec-
tion whilst posing. During the course of the per-
formance, as Ili¢ claims, students were only at first
hesitant about drawing upon his genitals. Profes-
sor Nora Anson, who dared to do just that, was tak-
en into police custody and charged after being re-
ported by the parents of one of the students, and
vice squad detectives also brought charges against
lli¢ for “encouraging” and allowing Anson do this,
and seized all the video documentation of the per-
formance from the artist’s flat in Sidney. The conse-
quences of this action and performance were that
the college dean and three professors were forced to
resign, whilst the court dropped the charges against
the artist.® 1li¢ then for the first time explicitly and in
an extremely radical way challenged a taboo topic of
the conservative Australian society and art scene of
that time, which (itself) also was a determining fac-
tor in his residing in New York, the city to which he
moved in 1977, and not returning again to Australia
to which he had been coming as a guest lecturer and
exhibitor until the “incident” of 1979.

Dragan Ili¢ / (Re)Evolution



Electronic pencils

Alongside the conceptual cluster the final prod-

uct of which is a drawing, lli¢ also works on another
strand and series of works entitled Electronic Pencils,
in which pencils form a part of the “scenography” for
often destructive or self-destructive performanc-

es, as well as for the expression of political attitudes.
A striking example from this series of works is pre-
sented by the performance Electronic Pencils Xil, held
in Adelaide in 1979. As the setting for the perfor-
mance, the artist arranged freestanding structures
comprised of pencils, two metres high, and placed
on the walls photographs of the prime minister of
Australia at the time, Malcolm Fraser, the opposi-
tion leader Bill Hyden and the president of the ACTU
union, Bob Hawke. The beginning of the performance
is marked by the emergence of the artist from sever-
al thousands of pencils which he has covered his ly-
ing body with, symbolically representing rebirth.® Ili¢
then in a “shamanistic”, ritualistic dance performs the
action of destroying the structures built from pen-
cils, and uses the pencils to stab the photographs of

— Electronic Pencils XII / Elektronske olovke XII, 1979
performance/performans, 12' « Adelaide Festival Centre,
Trust Gallery, Adelaide / Adelejd

Zoran Eri¢ / DI/BCI/Al Drawing Devices

the politicians attached to them and electric drills to
shred and tear them. For the performance’s epilogue,
the artist opened up a conversation with the pub-

lic. Unlike the performance Human Canvas held the
same year, this act had no political or legal repercus-
sions, and the performance didn’t produce a situation
of conflict. Ili¢ in a statement for the media explicitly
points out that the artistic intent of this performance
is directly targetted at the politicians whose photo-
graphs he destroys, and in this act calls upon them to
“go on to the streets and into the factories, and see
the problems of real people”,” also including artists.
Paradoxically, the democratic public right to critical
speech in the political sphere in Australia was guaran-
teed, unlike the according to the laws taboo relation
to the naked male body in art education.

During the period of working and becoming estab-
lished in the artisic scene in Australia, Dragan lli¢
politically subjectivised himself with public oppo-
sition to the dismissal of the progressive Austra-
lian government because of the scandal caused by
the allegedly wrong decision about investing in the
future state collection of modern art. As the artist
himself states: “my rebellion against the use of cul-
ture in the name of short-term political goals found
‘sanctuary’ in technology”® In addition to the oa-

sis and niche which he found in the artistic strat-
egy which deals with “both future challenges, and
also the risks of expression and form, media and the
genre of the thousand year long tradition of “civilisa-
tional image”,® 1li¢ made the important decision in a
series of works of maintaining the position of artist
— activist, socially engaged citizen who in his activi-
ties also expresses publicly articulated political atti-
tudes. One of the key works of this provenance enti-
tled Electronic Pencils XVII, also the work closing the
series of the same name, was performed in the De
Appel gallery in Amsterdam in 1980. Ili¢ on this oc-
casion nailed freshly sharpened pencils into articles
from the international press, laid out in a straight
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— Electronic Pencils XVII / Elektronske olovke XVII, 1980
performance 15' and installation / performans 15' i instalacija
De Appel Gallery, Amsterdam

line on the gallery floor, whose subject matter was
the expenditure of money on arms. With this ges-
ture, he set about “driving in the wooden stake”
through the heart of global capitalism and its pro-
tagonists. He later maintained the same principle in
a series of performances Retaliation which he first
held on the Republic Square in Belgrade in 2011,
and then continued in similar actions in countless
places across the world, inclusive of various loca-
tions throughout the USA (Washington, New York,
Niagara, Los Angeles, etc.). The targets of Ili¢’s pen-
cil “attacks” were the printed photographs showing
the pictures and actions of global dictators, author-
itarian politicians, magnates and speculators and
media moguls who all symbolise the power struc-
tures which stand in the way of any possible so-
cial, political, economic, religious change, but also
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of the epistemological state of crisis which imperils
the entire planet.1° For this reason, Ili¢ in his perfor-
mances advocates “retributive justice” and calls on
all the perpetrators who contribute, as such, to the
global situation to take on responsibility.

The intersection and interweaving of the two concep-
tual strands addressed here, the lines of thought and
artistic strategies of Dragan Ili¢ culminate in the most
radical, self-destructive performance which he held in
Belgrade, in the Centre for Cultural Decontamination
in 2008 entitled The People | Don't Like 2. Ili¢ offered
his body to the observers as a target at which to throw
thousands of sharpened pencils laying on the gal-

lery floor. The public comprising of protagonists from
the Belgrade art scene accepted the challenge and in
an 11 minute period continually threw the pencils at
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the artist who during the performance, face bloodied,
yelled out the names of the world leaders who wield
the power of the pencil like that of a symbolic weapon.
Such an action produced an unusual dynamic and in-
teraction, a libidinal economy and symbolic transfer of
roles, in which members of the Belgrade art scene take
the “power of the pencil” into their own hands and em-
bracing the interactive potential of the performance
manifest “the aggressive act” towards the artist, the
subject and at the same time object of the perfor-
mance, who, enunciating the names of the representa-
tives of global politics and the economic elite, takes on
their identities in the eyes of the public and the respon-
sibility for the abuse of their positions of power.

Fashion Moda

After arriving in New York, Ili¢ gradually integrated
into the activities of the alternative art spaces and
became a part of the scene of the time in East Vil-
lage and South Bronx. One of the spaces in which
the artist was to realise several performances, in-
stallations and other actions was Fashion Moda,
opened in 1978 in an abandoned store in South
Bronx. Stefan Eins, an artist born in Austria and
Fashion Moda’s founder, described it as a “collec-
tion of science, invention, technology, art and fan-
tasy”.** Fashion Moda was a place of exhibitions,
performances, film screenings and creative collab-
orations right up to its closure in 1993. The build-
ing functioned as an art centre for an unconven-
tional community and as a platform of exchange
between the artists living and working in Manhat-
tan, graffiti artists, the developing hip hop scene,
and the residents of the Bronx. Finally, it was first
and foremost a space for happenings and perfor-
mances in the spirit of the anarchic events of the
early 1970s.12 Dragan Ili¢ through his work fitted
well into the mood of such a space and the broader
New York alternative scene, where in the beginning
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of the 1980s he realised a series of artistic actions
in diverse media. In the Fashion Moda space, he car-
ried out for the first time the radical performance
Aesthetic Acupuncture in 1983 in which visitors are
invited to throw 50,000 sharpened graphite pencils
at the artist, and he also exhibits drawings, installa-
tions, drawing devices and engages in collaborative
projects such as that with Tzivia Stein who trans-
lates the multiple lines of his drawings into audio
scenarios.

As one of the most vibrant alternative art spac-
es in New York, Fashion Moda in 1982 was invit-
ed to participate in the documenta 7 exhibition in

— Exhibition in Fashion Moda, New York 1983 /
I1zloZba u Fashion Moda, Njujork 1983.
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Kassel.*® The organisers of this event Jenny Holz-

er and Stefan Eins actually opened in Kassel a store
with the same visual identity of Fashion Moda in
which they produced t-shirts and other objects de-
signed and made by the artists. They also included a
special space in which one could watch and buy vid-
eo art works of the artists. In this way, they sought
to openly point to the commodification of art, but
also to its great potential as a media for sending so-
cial messages.t* The beginning of the 1980s rep-
resented a turning point for the young New York

art scene struggling for the democratisation of art,
against the elite art system (because art doesn’t
recognise class), for multiculturalism and a non-hi-
erarchical order created through the collaborative
works and DIY (Do It Yourself) nature of the exhibit-
ing projects. All these ideas in line with the post and
neo-avantgarde activities of the art system were ad-
vocated by the protagonists gathered around initia-
tives such as Fashion Moda, Collaborative Projects,
Inc., etc., in the dawning of the absolute transfor-
mation of New York into a “tourist mecca”, but also
of the great boom in the art market which was si-
multaneously taking place. Viewed retrospectively,

— Don’t Block the God / Ne blokiraj Boga, 1985
multimedia object / multimetijalni objekt
New York City, 14th Street / Njujork, 14. ulica
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from that whole Fashion Moda milieu and climate,
art history “remembers” most the resonant names
of Jenny Holzer and the graffiti artist Jean-Michel
Basquiat and Keith Haring, who had been active in
these spaces.

lli¢’s activities on the New York art scene are char-
acterised by numerous actions, performances

and projects initiated in the social context of their
finding, as well the lively, activist scene to which
they belonged. His statement that in New York he
“fought against the political and classically conser-
vative concept of art”, as well as “that had he not
been an artist, he would have been a profession-

al terrorist on the side of the artists® captures the
radicality of the attitudes he expressed on the oc-
casions of the exhibitions and performance series in
the Fashion Moda space in 1983, but also the graf-
fiti actions he planned for the New York streets, in-
volving the so-called “spray devices”. Ili¢ carried out
such an action in 1985 with the title Don’t Block the
God when he drew with spray paint seventeen sil-
ver lines around the hydrants on 14 Street in New
York. One of the key projects with a clear activist
mark is represented by the documentary video Fifth,
Park and Medison from 1987, which lli¢ filmed after
the decision of the mayor of New York Edward Koch
to ban the riding of bicycles between 10am and
16pm on working days on the avenues of the work’s
title. Such a decision directly impacted on the bicy-
cle couriers and caused them to revolt and protest
on the streets of New York with the support of nu-
merous citizens. The direct action of the citizens on
the streets, with the harsh criticism of the decision
from the media, showed the strength of the com-
munity to fight for the spatial justice of subcultural
groups and resulted two months later in the repeal
of the decree by the mayor. Ili¢’s documentary film
in a concise and precise way follows all these events
and sends a clear message about the necessity of
action in public space.
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RoboAction(s)

During his stay in New York, Ili¢ increasingly intro-
duces the performances with drawing devices into
the context of the “psychogenerator” or “psycho
art”, as he then called it, combined with computers
and robots. He performed the pivotal action based
on such premises in 1984 in the Sensory Evolution
gallery, when in a two hour period through move-
ments of his hands painted silver, and alternate-

ly using combinations of devices made from five
and ten differently coloured pencils, he produced
600 drawings.*® During the performance, the pub-
lic was able to follow on a monitor the enumerating
li¢’s cerebral movements, whilst the rhythm of his
quick, “mechanical” drawing strokes was ambien-
talised by the music of Philip Glass and Grand Mas-
ter Melle Mel and the Furious Five.'” This action rep-
resents a turning point in 1li¢’s subsequent focus on
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— Untitled / Bez naziva, 1984
performance/performans, 2 h « New York / Njujork

experimentation at the intersection between art,
science and technology, with a special emphasis on
the application of robotics in artistic practice, which
was to reach its culmination at the beginning of the
new millenium.*® After the intensive research into
and the use of different mechanical instruments and
devices specially made to draw with, Ili¢ then be-
comes one of the pioneers in the art world using ro-
bots as prosthetic extensions of his hands and as
tools for drawing.

In a series of performances entitled RoboAction(s)
he begins to use simple, at the time available robots
to which he applies various tools for drawing and
painting. The first performances with such robots
required the artist to determine the trajectory and
dynamics of their movements with a remote con-
trol and thus control the process of leaving marks on
the designated drawing surface. Actually, in these
first performances such as RoboAction Il held in

the Student Cultural Centre Gallery in Belgrade in
2004, the audience could participate equally and
create drawings in the same way as the artist. This
fact opened up a series of questions about the role
of the artist in the process of creating the drawings,
and as noticed by Stevan Vukovié, leads to the “total
desublimation of myths on about the draftsman’s
skills”,*® about the métier of the artist with a capi-
tal letter. Interactivity, and the relation towards the
public in this process acquires a new connotation.
As the artist himself stresses: “One of basic goals
of my work is to (re)construct the context for a cre-
ative dialogue between the artist and the audience
by way of technology, the context | believe would
be typical of the 215t century.”2° Erasing the hierar-
chically set roles and boundaries between the au-
thor and the audience in the process of creating the
artwork, Ili¢ upholds the equal involvement of all all
protagonists of the performance in the creation of a
new type of art based on “visual democracy” which
is made possible by the newest technologies.?* His
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— RoboAction 5 / Roboakcija 5, 2009
interactive performance 30' and installation / interaktivni performans 30'i instalacija
Fluid v2, Queens Museum of Art, New York / Njujork

activist ideas about collaborative artistic act devel-
oped during the period of activity in the New York
scene now gain a new theoretical and technological
support.

In subsequent performances of the RoboAction se-
ries, lli¢ strives for a structuration of the movement,
a repetivity in the realisation of the imagined draw-
ing patterns, and ever greater control of the machine
for the sake of avoiding the “spontaneity” and im-
mediacy of the manual drawing gesture. Above all,
some of the procedures the artists uses in the draw-
ing process are based on the mathematical, geo-
metric and bionic multiplication of lines and forms
and their stratification, which is indicative of his
many years of interest in mathematics and phys-
ics, and particularly the movement of elementary
particles and their mechanical and magnetic rota-
tion. The footing for such deliberations is found by
Ili¢ in the theory of fractal geometry from the French
mathematician Benoit Bandelbrot, in the theory of
guantam electrodynamics from the American Rich-
ard Feynman, and so on.22 As if Ili¢ wants to bring
into correlation and synchronicity the motor im-
pulses of his physical movements and of impulsive
drawing actions with the highly controlled, soft-
ware-led and algorithmically defined mechanical
movements of a robot. In this way, the artist trans-
gresses the basic human creative urge or the im-
pulsive artistic drive, like that of American abstract
expressionism and action painting, which repre-
sent a counterpoint but also an important refer-
ence to his work, and serves the functionality of the
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performative act in which the humanoid and machin-
ic intertwine and operate in a hybrid way, in the pro-
cess of creating the artwork. For this reason, along
with technological development, this also indicates
for him the need to make use of the latest and most
sophisticated models of industrial robot whose per-
formances make possible another way to approach
the drawing process. With the new model of the
KUKA KR 210 robot, which he uses in 2016 at the
Ars Electronica Festival, Ili¢ was able to carry out ten
minute drawing performances entitled RoboAction
A1 K1. The robot rotated the artist’s body at a speed
of two to three metres per second and enabled him
with the help of specially designed DI devices for
drawing and painting2® and through diverse move-
ments along the vertical and horizontal axes to pro-
duce a unique artwork on different surfaces (paper,
canvas, MDF, etc.).

At the Ars Electronica Festival in Linz in 2017, Ili¢
took a further step, and with the help of the KUKA
KR 210 robot realised the RoboAction A3 K3 perfor-
mance in which wearing on his head a “G.Tec BCI G-
Nautilus EEG” cap for the first time he uses a Brain-
Computer Interface (BCI) for maneuvering the robot
which becomes an advanced tool for the production
of drawings. The interface is based on code, spe-
cially written to control robots, or as the theoreti-
cian of art and media and theoretical physicist Dr
Predrag Rodi¢ precisely explains it, “simultaneously
allows that the biosignal (EEG, EOG, ECG24) via the
MATLAB25 programme environment be set for user
commands.”2¢ In this way, a “cognitive connection
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of the software managing the robot”?7 to the artist’s
brain impulses is created. In addition to a machine
programmed to draw, the robot in this way also be-
comes a medium for interaction and symbiosis with
the artist resulting in a hybrid body of machine and
man whose nervous system and brain waves is-

sue software commands to the robot when carry-
ing out the performance of drawing. At that stage of
cooperation between the artist and robot, there is a
change in the perception of the subject of the artist
himself. He increasingly fits into the paradigm of the
panic subject of civilisation founded on technologi-
cal developement, where the differences between
the organic body and prosthetic applications which
serve it blur.28

The KUKA KR 210 robot represents for lli¢ a me-
dium which with its numerous applications, me-
chanical extensions and drawing devices, opens up

a series of creative possibilities for multifunctional
performative purposes. As one of the central actors
in the exhibition (Re)Evolution, the robot served for
the performance of industrial sound in an installation
comprising six steel plaques of varying thickness, for
the experimental and extreme movement of a per-
former who acrobatically manouvered through the
robot’s triangular metal extension shadowing the pro-
grammed vectors of quick robotic trajectories, for the
drawing on sheets of MDF using the DI devices with
the graphite pencils, as well as a medium for showing
a six channel video projection of Ili¢’s projects on 40
balloons from one to two metres in diametre.?®

— RoboAction A3 K3 / Roboakcija A3 K3, 2017
performance with brain—computer interface / performans s interfejsom mozak-kompjuter
Ars Electronica Festival, Linz/Linc, 2017
photography /fotografija Martin HiesImair « courtesy of / ljubazno§éu Ars Electronica Festival
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(Re)Evolution

The exhibition title itself is testimony to Ili¢’s con-
tinued artistic strategy of turning to new challeng-
es in his concepts, constantly varying and changing
accepted artistic postulate in his work, deliberat-
ing over the new technological possibilities that
would advance it, but also posing questions about
the future cooperation and interaction of man and
robot, biology and technology, and the ever grow-
ing significance of artificial intelligence in different
production, technological, but also social process-
es. The key question which lli¢ addresses in recent
considerations and projects, as also in the exhibi-
tion title itself, is — does the prospect of the con-
trol and even the acceleration of evolutionary pro-
cesses exist, and of the advancement of the human
race through new scientific and technological meth-
ods? He finds a foothold for such considerations in
the work of scientists such as Stephen Hawking,
who in his last book Brief Answers to the Big Ques-
tions3° warned mankind of the danger which looms
with the development of artificial intelligence. If

we recall the three laws of robotics which long ago
in 1942 were defined by the science fiction writ-

er Isaac Asimov),3* we can conclude that in today’s
world the advanced robots used for military purpos-
es have long broken the first law according to which
a robot may not injure a human being.

Stephen Hawking in his analyses and “intellectual
legacy to mankind” commented on the possibility of
accelerated and human induced evolution through
genetic engineering, that is modifying the gene us-
ing a tool such as CRISPR-Cas9 which would pro-
duce “superhumans”. He claimed that mankind no
longer has the time to wait for the process of Dar-
winian evolution, which develops in qualitative
leaps, to improve and perfect the human race, and
that we had entered into a new phase which can be
called “Self-Designed Evolution”, in which humans

110

are capable of changing and improving their own
DNA.32 The consequences of such a scenario would

be that “superhumans” in their superiority would
condemn “normal people” so like the Neanderthals
they would be incapable of fighting against the new
“competition” and so would be sentenced to a side
branch of evolution and (eventual) extinction, due
to their inadaptibility to the future climatic condi-
tions of life on earth and other potentially inhabit-
able planets. Such a “distant” look into the future
of human civilisation from one of the most brilliant
minds of the 20™ and beginning of the 215t centu-
ries actually sounds decreasingly dystopic, and in-
creasingly like the reality with which mankind must
struggle, and which raises new political and ethical
questions.
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— Super-Artist Humanoid project /
Projekat Super-umetnik humanoid, 2019

Confronted with the fragility of the human (propri-
etary) body, over decades of creativity, Dragan Ili¢
increasingly identifies with the need to supplement
the limits of the body with prosthetic devices, exo-
skeletons, hybrid bodies of machine and man, or
cybernetic organisms, or ultimately by transplant-
ing the artist’s mind into a new humanoid entity
with artificial intelligence, which is one of his newest
concepts entitled Super-Artist Humanoid. In the spir-
it of the idea of transhumanism, Ili¢ contemplates
the possibilities of the use of technology for the ex-
tension of human life such as the emulation of the
brain, the downloading of the mind-brain, storing of
memory, by which he would preserve his own men-
tal and conscious being.3® Thereby, this new being
which would preserve the most important aspects
of the artist’s personality, his philosophy of life,
would be enabled for machinic and deep learning by
which it could continuously self-perfect.

Such considerations by Ili¢ about the “improve-
ment” of the human body move in parallel with
work on shifting the horizons and paradigms of the
language of art and the creation of new possibili-
ties for artistic expression through the use of tech-
nology such as: BCI (Brain-Computer Interface), Al
(Artificial Intelligence), AGI (Artificial General Intel-
ligence), which are presented as a substitute, or an
“extension” of the fragile human body, and open

up new dimensions for the perception of the cre-
ative process. At the same time, these technologies
could be also sophisticated tools for the produc-
tion of an art consistent with the artist’s original and
earliest ideas about the use of mechanical devices
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for drawing, which still remains a firm conceptual
thread tying together all the phases and changes in
Dragan Ili¢’s artistic practice.

Finally, this new and different perspective on the po-
sition and role of the artist as the panic subject in
the time of the fourth industrial revolution is reflect-
ed in a series of self-portraits first begun in 1984,
and developed with numerous variations to the
present day, but which sublimate all the conceptu-
al premises of 1li¢’s work and include the application
of diverse tools and techno-technological elements
presentin his artistic activities: graphite pencils as
the elementary “particles” of Ili¢’s creative universe;
the different minerals coming to existence through
the geological processes which he collects from
around the world; liquids — the use of the different
fluids organic and inorganic, especially the artist’s
bodily fluids (biotechnology); of metallic elements
which he uses like a counterweight in the actions in-
volving robots; lasers as an important technological
invention which are also being increasingly applied
in medical practice, etc. In a combination of all these
elements which are used in installations the pretext
of which is the artist’s self-portrait, Ili¢ symbolical-
ly “administers an infusion” to the imperfect human
body; he indicates its obsolescence and redundancy
in the future world in which, according to the sce-
nario which the artist believes in, hybrid organic and
mechanical forms will take over, and ultimately, the
still untapped potential of the human mind will be
developed by the self-aware artificial intelligence of
new entities which will replace it in the process of
accelerated evolution.
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Ili¢ after attending a course in drawing and sculpture in
Sumatovacka street in Belgrade, emigrated to Australia in
1969.

Artist statement http://www.draganilic.org/statement/

Stelarc, “The speed of the line”, first published in this
publication.

Stevan Vukovié, “Roboakcija II”, pref. cat. Gallery of the
Students’ Cultural Centre, Belgrade, 2004.

The Art Workers Union Steering Committee publicly an-
nounced this in a letter dated 16™ November 1979 in
which it described in detail the entire event.

1li¢ in the beginning of the 1970s in Australia twice tried to
commit suicide.

Peter Farrell, “Pencil Man Makes His Point”, The News, 20.
March, 1979.

Statement of the artist http://www.draganilic.org/statement/
Ibid.

On lli¢’s list, amongst others there are: Bashar al Assad, Mah-
moud Ahmadinejad, Hugo Chavez, Silvio Berlusconi, Rupert
Murdoch, Muammar Gaddafi, Hu Jintao, Benjamin Netan-
yahu, Fidel Castro, Vladimir Putin, Kim Jong-il, and multina-
tional companies Exxon, Shell, BP, Siemens, Monsanto, etc.

Stefan Eins, Joe Lewis and William Scott interviewed by
Thomas Lawson, Redl Life magazine # 3 (January 1980).

See: Sally Webster, “Fashion Moda: A Bronx Experience”,
1996. http://www.lehman.edu/vpadvance/artgallery/gal-
lery/talkback/fmwebster.html

Amongst the exhibiting artists there were Keith Haring,
John Fekner, Kenny Scharf, Tom Otterness, Kiki Smith,
Louise Lawler. lli¢ then showed Multiple Liquid Sculptures,
which is indicative of the beginning of his interest in bio-
technology in his work.

Francesco Spampinato, “Fashion Moda: A South Bronx Sto-
ry”, Waxpoetics N. 55, May 2013. and online: http://www.
francescospampinato.com/files/spampinatofashionmoda-
waxpoetics.pdf

Fred Pieretti, “Artist Planning to 'Terrorize’ With Gaffiti”,
South Bronx Newspapers, New York, 1983.

400 drawings were afterwards published in the central
part of the art magazine East Village Eye.

Dorothy Friedman, “Psycho Dragan”, East Village Eye, July 1984.

Ili¢ from then on increasingly returns to Belgrade where
in 2007 in Ritopek he builds an experimental work and
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exhibition space called ITS-Z1 (International Test Site - Z1)
in which he hosts artists and researchers engaged in the
most radical performative and biotechnological actions in
the contemporary art field. The house itself in which Ili¢
starts to live, as a part of the entire ITS-Z1 complex, repre-
sents an architectonic-sculptural art work.

Stevan Vukovi¢, “Roboakcija I1”, pref. cat. Students’ Cultur-
al Centre Gallery, Belgrade, 2004.

Artist statement http://www.draganilic.org/statement/
Ibid.

Mihailo Risti¢, fragments from an unpublished text about
the work of Dragan lli¢, 2016.

DI (Dragan Ili¢’s initials) devices for drawing patented for
this occasion held up to four rows each of 35 graphite pen-
cils, colour pencils and oil pastels.

Electroencephalograph (EEG), Electrooculograph (EOG),
Electrocardiograph (EKG)

MATLAB which is an abbreviation of “MATrix LABoratory”
(laboratory for matrices) is an environment for the numerical
calculation and programme language of the fourth generation.

Dr Predrag Rodi¢, “The Neuro Quantum generated works of
Dragana lli¢”, unpublished text, 2019.

Ibid.

Stevan Vukovié¢, “Roboakcija I, pref. cat. Students’ Cultur-
al Centre Gallery, Belgrade, 2004.

The series of works entitled Cluster Z, which he performed
for the first time with projections on the balloons of video
documentation at the Image Forum festival: Experimental
Film / Video, in Tokyo in 1988, then with a performance by
the artist but without the participation of robots.

See: Stephen Hawking, Brief Answers to the Big Questions,
Hodder & Stoughton, London, 2018.

Asimov later supplemented the three basic laws of robotics
with a fourth — Zeroth law:

« First law — A robot may not injure a human being or,
through inaction, allow a human being to come to harm.

« Second law — A robot must obey any orders given to it
by human beings, except where such orders would con-
flict with the First Law.

« Third law — A robot must protect its own existence as
long as such protection does not conflict with the First or
Second Law.

e Zeroth Law — A robot may not harm humanity, or, by in-
action, allow humanity to come to harm.

See: Stephen Hawking, Ibid.

Dragan lli¢, Project statement Super-Artist Humanoid.
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Klaster Z-111 / Cluster Z-111,1988

instalacija/installation

15 gumenih balona pre¢nika 183 cm; video-projekcija;

dve filmske projekcije i Eetiri projekcije slajdova; grafit i akrilik na papiru /
fifteen 183 cm diameter rubber spheres, video projection, two film projections
and four slide projections, graphite and acrylic on paper, 60'

Experimental Film/Video Festival, Tokyo/Tokio
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— Beznaziva/
Untitled, 1998
instalacija/installation
laseriite¢nost
(ulje, vodene boje,
mleko, mastilo,
deterdZenti) /
lasers and liquids
(oil, water colors, milk,
ink, detergents)
274x183 cm
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— Beznaziva / Untitled, 2011-2019
kombinovana tehnika na bakru / mixed media on copper
100x205cm
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Bez naziva / Untitled, 2011-2019
kombinovana tehnika na bakru / mixed media on copper
100x205¢cm
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(Re)evolucija / (Re)Evolution, 2019

instalacija (kamenje, naprave za crtanje, mati¢ne ploce) /
installation (stones, drawing devices, motherboards)
dimenzije promenljive / dimensions variable
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— Beznaziva / Untitled, 2019
instalacija/installation
kombinovana tehnika (staklo, teénost, javor, kamen) /
mix media (glass, liquid, maple, stone)
dimenzije promenljive / dimensions variable
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— Ubrzana evolucija / Evolution Enforced, 2010-2016
instalacija/installation
laser, plastika, ¢elik, razli¢ite te¢nosti, protok vremena /
laser, plastic, steel, different liquids, time flow
dimenzije promenljive / dimensions variable

— Autoportret / Self-portrait, 1984-2019
multimedijalni objekat (olovka, guma, rafovi, pecati, boja,
platno, teénost, fotografija) / multimedia object (pencil,
rubber, bolts, stamps, paint, canvas, liquid, photography)
120x133cm
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— Autoportret / Self-portrait, 2011-2019
multimedijalni objekat i digitalni print /
multimedia object and digital print
102x75cm

— Autoportret / Self-portrait, 2011-2019
kombinovana tehnika na bakru (te¢nost, laser, kamen) /
mixed media on copper (liquid, laser, stone)
105x118 cm
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The Technotopia of Dragan lli¢

Aneta Stojni¢

Techno (re)volution

The retrospective exhibition of Dragan Ili¢ (Re)Evolu-
tion encompasses his multi-decade opus. The title
itself implies a look into the future, some type of a
futuristic vision which intermixes the ideas of revo-
lution and evolution and plays with the already con-
siderably blurred boundaries between nature, culture
and technology which overlap with one another, be-
coming interdependent and difficult to distinguish.
At the same time, as a retrospective exhibition (Re)
Evolution offers a view into the past. It traces the de-
velopment of an idiosyncratic artist opus which
questions the relations between art, the artist, an
audience and technology, and whose transforma-
tion, therefore corresponds with the development

of technology over the past few decades. The revo-
lution which the artists refers to is technological i.e.
digital: it has already happened, with all of its posi-
tive, negative, unforeseeable and still unknown con-
sequences. The revolution which — perhaps — he
calls for is the one that is about to happen: in 1li¢’s ver-
sion it has an alluring resonance of a kind of a posthu-
man technotopia. With the neologism “technotopia”
my intention is to emphasise the intrinsic ambiva-
lence of a technological (re)volution, in order to leave
open the question whether it is a techno(u)topia or a
techno(dis)topia. At issue is, therefore, a technotopia
in which the relationship between the human and the
machinic subject radically changes, so that biological
and technological organisms become collaborators
mutually supplementing one another.

The aforementioned relationship of man and ma-
chine has a complex and multifaceted history,
whereby the figure of a cyborg appears as paradig-
matic. It has symbolically marked the historical pe-
riod in which the human, which is perceived as un-
finished, imperfect, decentred and partial — a body
that is above all a transient, ephemeral material fact
— is joined to a machine as its logical continuation,
extension and intermediary.

Before embarking on an analysis of the specific per-
formances, let us take a brief look at the context in
which Dragan Ili¢’s relationship to technology has
been developing and to which it refers. After the in-
dustrial revolution, the Fordist and Post-Fordist eras,
the Information Society came onto the scene, as
the new paradigm of the modern world and the so-
ciety of the future. One of the central characteris-
tics of this society is the prosthetic relationship to
technology. From the various types of screen, multi-
purpose smart devices, to cyber space in the wid-
est sense, then to straightforward robotic prosthe-
ses, as well as manufacturing plants, we experience
technology as our supplement and extension, a kind
of expansion of the limited and imperfect human
body and mind. The prosthetic relation doesn’t nec-
essarily imply a compensation for a (physical) lack,
but rather an extension of a body and the expan-
sion of its possibilities, beyond the basic biological
givens. Already in 1984 Donna Haraway had articu-
lated a Cyborg Manifesto famously declaring: “I'd
rather be a cyborg than a goddess.” Announcing the
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changed status of homo sapiens in the new techno
world and calling for a political consideration of the
implications of such a change Haraway stresses:

“[...] a cyborg world might be about lived so-
cial and bodily realities in which people are not
afraid of their joint kinship with animals and ma-
chines, not afraid of permanently partial identi-
ties and contradictory standpoints.”?

Today cybertechnology and biotechnology has en-
tered our everyday life, seemingly unnoticed, but
certainly transforming us into a cyborg society. The
concept of cyborg as artificial separate body algo-
rithmically controlled by the biological subject has
been realised not only through different manifes-
tations of robotics, but also in the broadest every-
day applications — from computer installations, to
the avatars we use in cyberspace, as well as vari-
ous Internet communications, social media, virtu-
al forums and live chat. The concept of the cyborg
as an artificial regulation system established some-
where between a biological organism and the elec-
tro/mechanic/digital artificially constructed sys-
tem, has become a reality in contemporary surgery,
as well as in biotechnology, which has become a
part of our everyday. We design and “improve” our
bodies with the help of (plastic) surgery, implants,
prostheses (from pacemakers to robotic limbs), but
also biotechnologically manufactured anti-age cos-
metics; we consume genetically modified food, we
modify our mental states and our emotional and sex
lives with legal and illegal drugs (medications). In
other words, the contemporary culture of the con-
stant improvement of performance, embodies bio-
technology and its promise of “hi-tech” humankind.
Nowadays, a set of cultural codes and socio-eco-
nomic relations produces generations of human be-
ings that perceive their bodies not as finished, or-
ganically complete wholes, but rather as extendable
bodies continued by machines. The contemporary
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myth of cyborg becomes reality in the form of com-
modities supplied by the global market of bioin-
dustry. Today’s “cyborgs” are no more the subjects
of science fiction novels and films but rather of the
quotidian, that is us ourselves. For example, in 2004
the British government allowed the artist Neil Har-
bisson to appear on his passport photo with an an-
tenna attached to his head that generates new sen-
sory faculty in his brain. In this way he became the
first legal cyborg, that is the first person to be legal-
ly recognized as a cyborg by a state.? On the other
hand, various technologies for inscribing bodies into
data bases, technologies of surveillance and control
as well as hi-tech war machine, all imply that tech-
nology has become the main tool for biopolitical and
necropolitical control. In such a constellation, the
human-machine relation becomes still more com-
plicated. As Ili¢ suggests in one interview for this ex-
hibition: “When a robot passes two tests, the Turing
and Asimov tests, then it should receive a passport.
And maybe also be able to go to jail.”

The techno aesthetic of Ili¢’s performance is gener-
ated around the point where machinic systems, or
robots, enter into a complex relation with the physi-
cal, spatial and temporal experience of reality. Me-
dia-wise, Ili¢’s work are above all performances, re-
gardless of the ultimate formal representation of the
work. That means that even his drawings and instal-
lations are an outcome, the trace of the formal or
informal performance from which they arose. In a
specific sense they are technoperformances. Tech-
noperformance is an artwork which includes: elec-
tronic communication within the art piece, the me-
diation of the artwork via screen technology, the
mediation or the proliferation of the figure or body
of the performer via screen technology as well as
the media and cybernetic transformation of the hu-
man body into a machine or of the machine into a
bio-technological order. Technoperformance makes
a move in the direction of realising the metaphor of
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virtual space and the virtual event through the use

of artificial bodies which generate the presence of
an ecstatic, erotic spectacle, and which transform
the effects of sexuality into the rhetorical figures of
an erotic representations or the codes of biopoli-
tics.® Postmodern technoperformances are associ-
ated with the realisation of video installations, dif-
ferent kinds of digital and robotic performances, as
well as with a wide spectrum of interactive process-
es and events which include some kind of audience
participation. Prosthetic extension and expansion,
defictionalization and the performance of the hu-
man-machine relation creates a dramatic allegorisa-
tion of the relation between the subject as a biopsy-
chological organism and the machine as an external
asymmetric Other.* The fast development of arti-
ficial intelligence (Al) and ever more sophisticated
robots raise numerous questions about the status
of machine in the near future. What is the relation
between the robot and the contemporary every-
day modern cyborg? Is the cyber-future dystopic or
utopic? And for whom?

Aneta Stojnié¢ / The Technotopia of Dragan Ili¢

The pencil is an apparatus

Ili¢’s performances raise the ques-
tion of the changing status of the art-
ist as well as of the subjectivisation
which unfolds between the artist and
the technology he uses in the creative
process. Thereby, technology, under-
stood as Foucault’s apparatus,® does
not only relate to digital, sophisti-
cated software. At the foundation of
Ili¢’s opus is the pencil as the symbolic
axis about which spins the entire con-
cept behind the relation between the
artist, the technology of the creative
process, the apparatus, the artwork
and the audience. The pencil is trans-
formed in the most diverse ways and
becomes much more than a tool. In its numerous it-
erations the pencil is revealed in its functionality as
a primitive prosthesis.® As an extension of the art-
ist’s body, it becomes a crucial element of the per-
formance, whereby the drawing as the final product
becomes the only remnant of the action, a docu-
ment about something that took place, but not an
end in itself.

Furthermore, in a certain number of works Dragan
Ili¢ emancipates the pencil from drawing or writing
and uses it as a sculptural or relational element. This
function is prevalent in performances like 50,000
Pencils, Throwing 30,000 Pencils or The People | Don’t
Like. In the first case the artist throws pencils, which
are set out in piles, all 50,000 of them, at a paper
on a wall. Pencils leave behind random marks in a
kind of “own performance” over which the artist
doesn’t have nor tries to have any control. The per-
formance Throwing 30,000 Pencils sets out from a
similar premise, but this time the artist invites the
public to enter into an interaction with the pencils
and to throw them at paper. In this often cathartic
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— Electronic pencils XIll / Elektronske olovke XIiI
N.A.M.E. Gallery Chicago / Cikago, 1978

game the creative act is manifoldly delegated and
the position of the artist decentred. In place of the
producer of a work, he becomes the creator of a
concept, that is the initiator of an action, of some
kind of para-happening in which the audience reacts
to the proposition of the artwork so that they com-
plete and/or perform the artwork with their own be-
haviour and actions. In the performance The People

I Don’t Like 2 this aspect is accentuated: the public
is called upon to throw at and strike the artist with
pencils who shouts out the names of political fig-
ures, controversial world leaders and positions of
power. lli¢ exposes his own body as a surrogate for
the object of hate/frustration, bringing into the fore-
ground the function of the pencil as simultaneous-
ly a weapon and a tool, a means of creating and de-
stroying. In other words, he is stressing the pencil’s
quality as a libidinal and destructive apparatus. This
quality is important to understanding those of Ili¢’s
works which deal directly with robotics, in which
the pencil as the rudimentary means or artist’s tool
becomes a part of a sophisticated robotic device, no
longer the extension of a human but of a technologi-
cal system. This shift is important precisely for the
purposes of understanding the transformed relation
of man and machine, about which more will be said
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in the section on the work with the KUKA robot.

The proliferation of pencils in Ili¢’s performative in-
stallations corresponds with that which the philoso-
pher Giorgio Agamben calls the proliferation of ap-
paratuses as one of the defining characteristics of
contemporary capitalism. The apparatus is always
inscribed in power games but is also always asso-
ciated with certain limitations of knowledge. The
limitations by which the apparatus is determined
and conditioned are in equal measure the limita-
tions which it itself produces. Whilst for Michel Fou-
cault in the forefront of this are the ways in which
the apparatuses take part in the mechanisms and
games of power, Agamben stresses the conflict be-
tween the apparatus and living beings. It’s impor-
tant to emphasise here that | regard both positions
as complementary. The conflict, or better the ten-
sion, between the apparatus and living beings al-
ways reflects and produces certain power relations.
In order to be able to understand the complexity of
the relations which are established in the interaction
between organically and digitally generated systems
(and which are at the basis of the digital arts), it is
necessary to think about them in the context of the
power relations which they produce and in which
they take part. Exactly for this reason it is impor-
tant to understand the way in which Agamben ex-
pands Foucault’s idea of the apparatus. According to
Agamben, the apparatus circumscribes literally ev-
erything that in any way has the capacity to enslave,
orient, determine, disrupt, shape, control and en-
sure the gestures, behaviour, attitudes or discourses
of living beings:

“Not only, therefore, prisons, madhouses, the
panopticon, schools, the confessional, fac-
tories, disciplines, juridical measures, and so
forth (whose connection with power is in a cer-
tain sense evident), but also the pen, writing,
literature, philosophy, agriculture, cigarettes,
web browsing, computers, cellular telephones
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and — why not — language itself, which is per-
haps the most ancient of apparatuses — one in
which thousands and thousands of years ago a
primate inadvertently let himself be captured,
probably without realising the consequences
that he was about to face.””

This inclusive and comprehensive list (which it is
possible to further expand), clearly underlines the
fact that (human) life, absolutely and inevitably is
enclosed by the apparatus. For the sake of clarity, |
want to point out that the apparatus isn’t an object
(even if the examples of the telephone, computer,
pen and such like overlap with it) but rather a sys-
tem, a particular power formation which can take on
different manifestations. If language is also one of
the apparatuses then the whole of human history is
related to functioning within a particular apparatus.
On the other hand, the extent to which apparatus-
es are present in human life has changed. In today’s
age we notice a shift towards the total apparatus.

In contemporary society there isn’t almost any in-
stance in the existence of an individual which isn’t
regulated, controlled or shaped by an apparatus.
This period of total control of existence in which we

— Solo exhibition at Braathen-Gallozzi Gallery, New
York, 1980 with Christo and Jeanne Claude in the
audience / Samostalna izloZba u galeriji Braathen-
-Gallozzi, Njujork, 1980. sa Hristom i Zan Klod u publici
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are living today is the extreme phase of the capitalist
development defined by the multiplication (prolifer-
ation) and accumulation of countless apparatuses.
The future will show what the consequences of this
will be not only in the relation between people and
machines, but also in the possible changes of the
status of both these figures. In the world in which
the demand to perform dominates, the necessity is
born to rearticulate all three registers of the perfor-
mance: the technological, organisational and cultur-
al. According to Jon McKenzie:

“What is needed are strategies to engage the
dominant performative values of technologi-

cal effectiveness (doing something successfully)
and organizational efficiency (doing it sustain-
ably) with performative values of cultural effi-
cacy (doing the right thing in the first place). In

a very real sense, we need to learn to argue and
story-tell, not only with words and images but
also numbers and diagrams.”®

KUKA: A robot as collaborator and
co-author of the work

Considerations about the relations between hu-
man and machine, even when they are coming from
the “cyborg”, posthuman perspective often remain
trapped on the side of humanistics. Ultimately, I,
and not my computer, am writing this text. Howev-
er, is it really quite like that? Like every contempo-
rary writer, | constantly consult the collective digi-
tal memory which unlike the old model of the book
isn’t static and logocentric, rather dynamic, multi-
media and undergoing constant transformations.
In this sense, the machine | use in this moment be-
comes much more than a mere device for writing.

The central work in the exhibition (Re)Evolution, the
main actor of which is a KUKA KR 210 robot, speaks



— Robot KUKAKR 210 at/uITS-21

exactly about the change in the status of the ma-
chine, that is the robot in the creative process.
Etymologically, the word robot comes from the Eng-
lish translation of the theatre play “R.U.R.” (“Ros-
sum’s Universal Robots”) by Karel Capek, the Czech
science fiction writer from the beginning of the
twentieth century. Like in other Slavic languages the
Czech word robonik derives from the word robota:
forced labor, compulsory service, drudgery, slavery.
The robot, is therefor, in its basic meaning a slave to
a human master. But what would happen if the ro-
bot was at some point to develop a class conscious-
ness? Would this be the start of a robot revolution
against the tyranny of humans? And is such a sce-
nario techno(dys)topic or techno(u)topic?

Below one of the numerous YouTube videos in
which Boston Dynamics shows its sophisticated
and amazingly maneuverable robots before which
people place complicated obstacles and challeng-
es, a cynical comment can be found: “When robots
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develop a consciousness they will use this video to
justify the mass murder of people.”

With the development of artificial intelligence, the
questions of roboethics and robot rights has be-
come ever more relevant. The humanoid Sophia, a
so-called social robot based on artificial intelligence
was in 2017 granted Saudi Arabian citizenship and
so became the first robot in the world to be recog-
nized as a legal entity.® Amongst her numerous ap-
pearances stands out the 2017 speech in the Unit-
ed Nations for which she received significant media
attention and became some kind of robot(ic) star. In
a personal statement on her website Sophia say:

“My very existence provokes public discussion
regarding Al ethics and the role humans play
in society, especially when human-like robots
become ubiquitous. Ultimately, | would like to
become a wise, empathetic being and make a
positive contribution to humankind and all be-
ings. My designers and | dream of that future,
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wherein Al and humans live and work together
in friendship and symbiosis to make the world
a better place. Human-Al collaboration: That’s
what I'm all about.”1°

In light of such a collaboration we can also under-
stand the decision of Dragan Ili¢ to give the KUKA KR
210 robot central place in the exhibition. Even though
it isn’t a humanoid, and so therefore is a very different
type of robot to Sophia, soon after they were created
the KUKA robots became the darlings of the artworld.
Namely, KUKA KR 210 is originally developed as a
highly sophisticated, multipurpose industrial robot. In
the description of the company which produced it, it
states: “With a high payload of 210 kg and a massive
reach of 2700 mm, the KR 210 KR C2 robot is ideal
for a foundry setting. In fact, a foundry wrist with IP
67 protection is available with the KR 210 KR C2 in-
stead of the standard IP 65 wrist.”*

Otherwise said, KUKA began its life amongst people
as a factory worker, where now the majority of them
(KUKAs) spend their working life. However, precisely
because of its high maneuverability, the sophistica-
tion of its movements and the software which can
be programmed to carry out the most diverse tasks,
KUKA has drawn the attention of artists, primarily

in the domain of dance and performance. Here | will
mention only a few of the best-known examples.

The famous American choreographer William For-
sythe conceived in 2014 a choreographed installa-
tion for two KUKA robots entitled Black Flags.2

The Taiwanese choreographer and dancer Huang
Yiperformed in 2105 a dance entitled HUANG Y/ &
KUKA in which he danced a poetic duet with KUKA.
This duet enjoyed significant success on the interna-
tional dance scene and was even danced as a “TED
talk”.13

Aneta Stojnié¢ / The Technotopia of Dragan Ili¢

The artists Sun Yuan & Peng Yu exhibited in 2016
in the Guggenheim Museum in New York the work
Can’t Help Myself in which KUKA was set the task of
containing rapidly spreading red liquid within a pre-
determined area.'*

It’s isn’t a surprise that Dragan lli¢, as one of the pio-
neers of robotic art who had been moving in this direc-
tion since the eighties of the last century, recognized
the possibilities afforded by KUKA and chose to experi-
ment with this robot in many of his works. At the Art
Electronica festival in Linz in 2016 he carried out the
performance RobotAction A1 K1 and DI 2K4 in which
his entire body was gripped by the KUKA robot. The
KUKA robot arm manipulated lli¢’s body like a tool for
drawing who in turn held in his hand one of his drawing
devices, a complex holder for many sharpened pencils

— Preparation for performance RoboAction A3 K3
at Ars Electronica Festival, Linz /
Priprema za performans Roboakcija A3 K3,
festival Ars Electronica, Linc, 2017
photography/fotografija Robert Devgi¢
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— Robot used at Roboaction10 /
Robot koriséen za Roboakciju 10
installation view at MoCAB / postavka u MSUB
photography/fotografija Bojana Janji¢

which he used to create large format drawings on the
wall. In this work — at least during the performance
— acomplex cyborg apparatus is created: the draw-
ing device is present as an extension of Dragan’s body,
whilst Dragan’s entire body becomes an extension of
the KUKA robot. In other words, the artist as a biologi-
cal organism becomes one of the elements/actorsina
robotic system which creates these drawings.

In the performance RoboAction A3 K3 a feedback
mechanism is established between the biological
and technological system via BCI (Brain-Comput-
er-Interface) software which enables lli¢ to control
with his brain waves KUKA who produces large for-
mat paintings. The performance’s audience are in-
vited to get involved and to try out their artistic ca-
pabilities in circumstances in which they are given
access to a technologically “perfect” hand.

At the exhibition in the Museum of Contemporary
Art in Belgrade the expressive multifunctionality

of the robot reaches its apex: it produced music by
striking steel discs, it drew, danced an experimental
and acrobatic choreography with a human perform-
er and projected multi-channel video documenta-
tion of the performances from Ili¢’s rich opus.
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What is characteristic of Ili¢’s treatment of KUKA is
the decentering of the position of the human sub-
jectand the role of the artist in the creative pro-
cess. In a particular way, KUKA is the logical evolu-
tion of the pencil in Dragan Ili¢’s opus. The artist isn’t
scared of granting the idea of the technology ap-
paratus having its own agency, and also even sub-
jectivity. That is, to paraphrase Donna Haraway, he
is not afraid of a joint kinship with robots and other
machines.

This leads us to the central question of technoper-
formance as an art form, and also everyday prac-
tice: who or what is the performative subjectin a
technologically networked world? Today, in the XXI
century, people turn to the Internet, smart devices,
computers and robots, looking for a performance in
which to partake. People perform in machines, with
machines and with the assistance of machines. On
the other hand, to reduce technology to merely a
means (to an end), to one more tool for the various
performative activities of humans, would be reck-
less and inaccurate.

Let us look at the banal everyday example of the
SIM card for mobile telephones. Who reads off the
data from the SIM card? Probably not one single hu-
man being is able to read it directly, but many ma-
chines can. When it is inserted into a mobile phone,
a tablet PC or one of the other many types of card
readers, the SIM card enables the processing of data
such as telephone numbers, call lists, network in-
formation, missed calls, voice and SMS messages,
etc., as well as data about the technological per-
formance of the machine with which it is “commu-
nicating”. When we talk about the performance of
cars, computers or digital cameras, we actually refer
to what that car, computer or camera is able to carry
out. Technological performance relates to the per-
formance of these machines, as much as to human
performance with the assistance of these machines.
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People are no more the exclusive producers of tech-
nology, we already have technology which makes,
and even also designs other technologies, for the
production of a third tier of technologies. Jon McK-
enzie states:

“The extent of technological performance with-
in the computer industry must be mapped both
in terms of its specific operation there and in
light of the computer’s function as a virtual me-
ta-technology, a technology used to design,
manufacture and evaluate other technologies.
[...] The computer not only performs, it helps
produce performances of other products and
materials and thereby greatly extends the do-
main of technological performance, a domain
whose reach into our own lives can be grasped
in the ubiquity of barcodes.”*®

For me, the most important and far-reaching conse-
quence of contemporary technological performance
is that it allows us to consider the non-human per-
former together with the human performer. The ex-
hibition (Re)Evolution directs us to thinking about
the eternal tension between human and apparatus,
the parallel evolution of humans and machines, to
those unexpected posthuman collaborators in the
creative process.

Finally, the KUKA robot is designed to spend its life
in a factory. Its designers did not foresee its sud-
den artistic career. Metaphorically speaking, KUKA
robots individually picked out by the artists, have
passed from the working to creative class. Wheth-
er that will transform them and turn them in to pio-
neers of the changed status of the robot in human
society, or they will become a mere spectacle for the
entertainment of museum audiences, some kind of
machinic “freaks”, remains for (re)evolution to show.

Aneta Stojnié¢ / The Technotopia of Dragan Ili¢
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interaktivni crteZ i instalacija / interactive drawing and installation ® trajanje/duration 1h

Roboakcija Il / RoboAction 11,2004

Galerija Studentskog kulturnog Centra, Beograd / Gallery of the Students’ Cultural Centre, Belgrade

fotografije/ photograpy: Stevan Vukovié
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Bez naziva / Untitled, 2005

multimedijalna instalacija / multimedia installation
robot, kompjuter, projekcija, laser, papir /

robot, computer, video projection, laser, paper
1097x366x213cm

Roboakcija 10 / RoboAction 10, 2013
performansiinstalacija / performance and installation

30. Bijenale grafike: ,,Prekid” / 30" Biennial of Graphic Arts:
“Interruption”, Ljubljana 2013.

fotografija/photo by Urgka Boljkovac

ljubazno$éu arhiva MGLC / courtesy of the MGLC archive
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— Roboakcija A1K1/RoboAction A1K1,2015
crtez na medijapanu / drawing on MDF
kombinovana tehnika, robot KUKA KR 210 /
mixed media, robot KUKA KR 210
205x278cm

— Roboakcija A1K1/RoboAction A1K1,2015
crtez na medijapanu / drawing on MDF
kombinovana tehnika, robot KUKA KR 210 /
mixed media, robot KUKA KR 210
205x278cm

(Re)Evolution

Roboakcija A3 K3 / RoboAction A3 K3, 2017
crtez na medijapanu / drawing on MDF
kombinovana tehnika, robot KUKA KR 210 /

mixed media, robot KUKA KR 210

Ars Electronica Festival: ,Al Artificial Inteligence, Das
andere Ich / The Other 17, 2017 Linz/Linc
205x277cm

[na sledece dve strane / on following two pages]
Roboakcija A1K1/ RoboAction A1K1,2015
crtez na medijapanu / drawing on MDF
kombinovana tehnika, robot KUKA KR 210 /
mixed media, robot KUKA KR 210

278x411cm
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Roboakcije A1K1/ RoboAction(s) A1K1,2016
performansiinstalacija / performance and installation
Ars Electronica Festival: “RADICAL ATOMS and the
alchemists of our time”, 2016 Linz/Linc

ljubazno$éu / courtesy of Dragan Ili¢, GV Art London &
Ars Electronica Festival

fotografije/photography: Florian Voggeneder
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Roboakcija A3 K3 je jedinstveno interaktivno
iskustvo. Umetnicka dela kreirana su
maslinskom tehnologijom i ucescem publike.
Dragan Ilié koristi sloZeni sistem mozak-
kompjuter interfejsa gde kontrolise haj-tek
robota svojim mozgom posredstvom
najsavremenije tehnologije.

Publika je pozvana da isproba tu tehnologiju.
Umetnik i publika crtaju i slikaju na vertikalnim
i horizontalnim platnima pomoéu robota.
Robotska ruka je opremljena DI crtackim
uredajima koji fiksiraju, drze i manipulisu
razli¢itim umetnickim medijima. Na taj nacin,
oni mogu da stvore umetnicka dela velikog
formata. llié tako stvara kontekst u kojem ée
ljudi biti u moguénosti da unaprede i uveéaju
svoje stvaralacke moéi na polju umetnosti.
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RoboAction A3 K3 is a unique interactive
experience. Artworks are created by machine

technology and audience participation. Dragan
Ili¢ uses an elaborate brain-computer interface
(BCI) system where he controls a hi-tech robot
with his brain via state-of-the-art technology.

Members of the audience are invited to try
out the BCI technology. The artist and the
audience draw and paint on a vertical and

a horizontal canvas with the assistance of
the robot. The robotic arm is fitted with

DI drawing devices that clamp, hold and
manipulate various artistic media. They can
then create attractive, large-format artworks.
Ili¢ thus provides a context in which people
will be able to enhance and augment their
abilities in making art.
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Roboakcija A3 K3 / RoboAction A3 K3, 2017
performans s interfejsom mozak—kompjuter i instalacija /
performance with brain—computer interface (BCI) and
installation

Ars Electronica Festival: ,Al Artificial Inteligence,

Das andere Ich / The Other 17, 2017 Linz/Linc

ljubazno$éu / courtesy of Ars Electronica Festival
fotografije/ photography: Tom Mesic

[na sledece dve strane / on following two pages]
Roboakcija A3 K3 / RoboAction A3 K3, 2017
crtez na medijapanu / drawing on MDF
kombinovana tehnika, robot KUKA KR 210 /
mixed media, robot KUKA KR 210

Ars Electronica Festival: ,Al Artificial Inteligence,
Das andere Ich / The Other 17, 2017 Linz/Linc
205x544cm
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Klaster Z-1V / Cluster Z-1V, 2019
Cetrdeset gumenih balona prec¢nika od 100 do 210 cm,

Sestokanalna video-projekcija porno¢u robota

KUKA KR 210/

fourty rubber spheres from 100 to 210 cm in diameter,
six channel video projection operated by KUKA KR 210
fotografija/photography Bojana Janji¢
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— Eksperimentalni ekstremni pokret + KUKAKR 210 /
Experimental Extreme Movement + KUKA KR 210, 2019
performans/performance, ca 7'
pokret/movement: Zlajovick
zvuk/sound: Miroslav Savié¢ Mipi
programer/programmer: Stefan Jevti¢
koncept i koreografija / concept and choreography: Dragan Ili¢
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— Ledeni metal K1 (KR 210 + 6M) /
Ice Metal K1 (KR 210 + 6M), 2019
performans i instalacija / performance and installation

fotografija/photograpy Bojana Janji¢

Proizvodenje zvuka na metalnim plo¢ama
pomoéu robota KUKA KR 210. /

Making sound with robot KUKA KR 210 on
metal sheets.
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RoboAction A1K1/ RoboActon A1K1, 2019
performans i instalacija / performance and installation
DI naprave za crtanje + KUKA KR 210 /

DI drawing devices + KUKA KR 210
fotografija/photograpy Bojana Janji¢
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ITS-Z1 (International Test Site-Z1) predstavlja
umetnicki projekat Dragana lli¢a. To je nezavsni
umetnicki prostor/laboratorija gde se razli¢iti umet-
nici i naucnici iz raznih delova sveta mogu sresti,
diskutovati, eksperimentisati, stvarati i pre svega
promovisati nove ideje najSireg raspona. Cilj umet-
ni¢kog prostora/laboratorije je unapredenje global-
ne kulturne razmene. Internacionalna umetnicka
scena dospela je u krizu zbog prekomerne komerci-
jalizacije, i jedan od primarnih ciljeva ITS-Z1 pred-
stavlja suprostavljanje ovoj tendenciji kroz obezbe-
divanje platforme umetnicima koji eksperimentisu,
da testiraju svoje ideje bez bilo kakvog ograni€enja
koji namede trZiste ili prolazni trendovi.

Poslednjih godina primecen je talas saradnje iz-
medu naucénika i umetnika koji je zasnovan na
oslanjanju jednih na druge radi inspiracije. Stvara-
njem umetni¢kog prostora za ekstremne eksperi-
mentalne aktivnosti, od planiranja radionica, do
produkcije i izlaganja finalnih radova, kao i radova
u progresu. ITS-Z1 je postala laboratorija gde ¢e
kombinacija talenta umetnika i nauénika stvoriti
najsavremenije kreativne koncepte i vizije.

ITS-Z1 je lansiran u maju 2007. godine sa izlozbom
»Umetnost, telo i tehnologija” kroz dvodnevnu se-
riju performansa, prezentacija i diskusija. Dogadaj
je otvoren Stelarkovim radom, svetski priznatim
australijskim umetnikom sa Kipra, prepozna-

tim kao nabitniji body-bio-performance umetni-
kom. Rad predstavljen u ITS-Z1 je istraZivanje nje-
gove teze da je telo ogranic¢eno i da se mora prosiri-
ti ili ponovo artikulisati, tako da moze da drzi korak
sa aktuelnim tehnoloskim inovacijama. Stelark je
odrzao prezentaciju svog dela, uz predavanje pod
nazivom ,,Naizmeni¢na Anatomska Arhitektura:
plastificirana tela, parcijalni Zivot, umnoZeni organi
i tre¢e uho”. Publika je bila u prilici da vidi Stelarkov
rad kao i da se ukljuci u diskusiju sa njim, kroz u¢e-
§¢e u raznim interaktivnim deSavanjima.
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Nakon Stelarka, drugog dana manifestacije izvede-
ni su projekti umetnika i eksperimentatora iz Siro-
kog spektra obrazovanja. U program su bila uklju-
¢ena dela: Katerine G, Kostasa Cimulisa, Joane
Kirka, Kiki Psarov, Dragana llica, Stele Murogiani,
Marijan K Tarin i Boba, Ere Milivojevi¢a i SneZane
Arnautovié, i Noe Treister.

Od kada je ITS-Z1 otvorio svoja vrata, bili smo
svedoci vibrantnih tvorevina individualnih i kola-
borativnih umetnickih projekata od jednodnevnog
predstavljanja studenata Akademije likovnih umet-
nosti u Atini, kustos profesor DZenis Melanitisa,
do Aleksadre Cali¢ i Marka Kovag&i¢a ,Ginealogia
Dislectica”, kustoskinje Olje Nikoli¢ Kie, i otvaranja
originalno konstruisanih i projektovanih kapsula
za spavanje. ROCKET #9 je kulminacija desetogo-
diS$njeg projekta Dis-patch u prostoru ITS-Z1 kao
multi-medijski dogadaj koji je ukljucivao koncerte,
projekcije crtanja pomocu Tagtoola i stvarno lansi-
ranje rakete #9 Borisa Hopeka.

ITS-Z1 je postao predvodnik u eksperimentalnoj
umetnosti regiona, sa teZnjom da nastavi da po-
ziva kulturne antagoniste, revolucionarne umet-
nike, nau¢nike i mislioce koji traZe prostor kako
bi ostvarili dela koja reaguju na stalne promene
potreba sveta danas.

The International Test Site nalazi se na brdu, 21 ki-
lometar od Beograda, koji obuhvata 1.000 metara
kvadratnih zatvorenogi 1.400 metara kvadratnih
spoljnjeg prostora. Sa vizurom na Dunav, odakle se
pruZa pogled od 360 stepeni na dinamié¢nu konfi-
guraciju mesta.

Dragan Ili¢ / (Re)evolucija



ITS-Z1 (International Test Site-Z1) is the art
project of Dragan Ilic. It is an independent art
space/laboratory where artists and scientists of
all levels from around the world will meet, brain-
storm, experiment, create and ultimately pro-
mote new ideas in a vast array of fields. The goal
of the art space/lab is to address the advance-
ment of global cultural interaction. The interna-
tional art scene is in crisis due to over-commer-
cialization, and one of the primary objectives of
ITS-Z1 is to counteract this tendency by provid-
ing a launching pad to experimental artists to
test their ideas without any of the limitations
imposed by market forces or fleeting trends.

Recent years have seen a surge in cooperation
between scientists and artists who have come
to rely on each other for inspiration. By creating
an art space/lab for extreme experimental ac-
tivities, from planning sessions to workshops to
the production and showing of finished work as
well as works in progress, ITS-Z1 became a labo-
ratory where the combined talents of artists
and scientists will produce cutting edge creative
concepts and visions.

ITS-Z1 launched in May 2007 with “Art, Body
and Technology,” a 2-day series of performanc-
es, presentations, and discussions. The event
began with the work of Stelarc, internationally
renowned Cypriot-born Australian artist recog-
nized as one of the most important body-bio-
performance artists. The work presented at ITS-
Z1 was an investigation into his ongoing thesis
that the body is obsolete and must be augment-
ed or re-articulated so that it can keep up with
current technological innovations. Stelarc gave
a presentation of his artwork, accompanied by a
lecture titled “Alternating Anatomical Architec-
tures: Plasticized Bodies, Partial Life, Multiplied
Organs and the Extra Ear.” The public was able to

ITS-Z1

see Stelarc’s work and get involved in discussion
with him through participation in various inter-
active events.

Following Stelarc, the second day of the event
featured projects by artists and experimenters
from a wide range of backgrounds. Included in
the line-up were the works of: Katerina G, Kos-
tas Tzimulis, loanna Kyrka, Kiki Psarov, Dragan
lli¢, Stella Mourogianni, Marianne K, Tarin and
Bob, Era Milivojevi¢ and Snezana Arnautovic,
and Noa Treister.

Since ITS-Z1 opened its doors, we have seen the
vibrant creation of individual and collaborative
art projects from the ephemeral performances
of students from Academy of Fine Arts, Athens,
curated by Professor Janis Melanitis, to the
genital art of Aleksadra Cali¢ and Marko Kovaéié
in Gynealogia Dyslectica, Curated by Olja Nikolié¢
Kia, to the opening of originally constructed

and designed sleeping capsules. The ten-year
project Dis-patch culminated in the multi-media
event ROCKET #9 held on the grounds of ITS-Z1
that included concerts, onsite cooking, Tagtool
drawing projections, and the actual launch of
the Rocket #9 built by Boris Hoppek.

ITS-Z1 has become a leader in experimental art
in the region and will continue to invite cultural
antagonists, revolutionary artists, scientists,
and thinkers looking for a space to create works
responsive to the ever-changing needs of the
world of today.

The Test Site is located on a hilltop 13 miles
from Belgrade, which features 5,000 square feet
of interior and 15,000 square feet of exterior
space. The site overlooks the Danube River and
provides stunning 360 degree views of the sur-
rounding countryside.
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ITS-Z1

ITS-Z1,2007-2019
arhitektonska skulptura /
architectural sculpture
fotografije/ photos: Srdan Veljovi¢,
Vladimir Opsenica, Bojana Janji¢
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Biografija / Biography

Dragan lli¢ (roden u Beogradu 1948) zavrsio
je Skolu za umetnost i dizajn Australijskog
nacionalnog univerziteta u Kanberi 1974-75.
Pohadao je i filmski program Dov S-S Siemens
Millennium Film Lab u Njujorku 1986. Delovao
Jje na umetnickoj sceni u Australiji i potom
vise decenija u Njujorku, sve do povratka

u Beograd, gde je 2007. godine pokrenuo

umetnicki prostor ITS-Z1 u Ritopeku.

Dragan lli¢ (born in Belgrade in 1948) obtained
BFA from the School of Art in Canberra at the
Australian National University (1974-1975). We
also attended the Millenium Film Lab, Dov S-S
Simens Film programme in New York (1986). He
was active in the Australian art scene, before
moving to New York, where he lived and worked
over the next several decades. In 2007, lli¢
returned to Belgrade, where he founded the art
space ITS-Z1.
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Samostalne izlozbe / Solo Exhibitions

1972 Center Cinema Gallery, Canberra
1974 Solander Gallery, Canberra
1975 Solander Gallery, Canberra
1976 Coventry Gallery, Sydney
Goethe Institute, Canberra
1977 Pinacotheca Gallery, Melbourne
The Atelier Gallery, Bangendore
1978 Jan Cicero Gallery, Chicago
1980 Braathen-Gallozzi Gallery, New York
— De Appel Gallery, Amsterdam
1981 Lara Vincy Galerie, Paris
— Gallery Cogeme, Casino Knokke, Bruxelles
— Gallery A, Amsterdam
—_ Zicke, Dusseldorf
1982 Don’t Carry Mugger Money, street performance,
New York
— Galerija 73, Beograd
— Galerie Offen, KoIn
1985 Perceptual Exhaustion, Civilian Warfare, New York
— Tamura Gallery, Tokyo, Japan
1986 Aesthetics of OuterSpace, Ground Zero Gallery, New York
1988 Cluster Z-Il, Experimental Film/Video Festival, Tokyo
1993 Chosun Gallery, Seoul
— Gallery Mac, Busan
2003 Drawing Devices, Kentler International Drawing Space,
New York
2012 Plus 20, ITS-Z1, Ritopek, Beograd
2013 RoboAction 10, 30. grafi¢ni biennale: Prekinitev, Ljubljana

Izabrani performansi / Selected Performances

1976 Speeding Art I, Avalon Beach, Sydney

— Electronic Pencils I, Film & TV School, Sydney

— Electronic Pencils Il, Conservatory of Music, Sydney

1977 Speeding Art Il, Commonwealth Gardens, Canberra

— Electronic Pencils 111, Pinacotheca Gallery, Melbourne

— Electronic Pencils 1V, Atliner Gallery, Bungendore

— Electronic Pencils IV, Sculpture Centre, Sydney

— Electronic Pencils VII, Chanel 10, Sydney

1978 Electronic Pencils IX, Jan Cicero Gallery, Chicago

— Electronic Pencils X, Sculpture Centre, Sydney

— Electronic Pencils X1, N.A.M.E. Gallery, Chicago

1979 Electronic Pencils Xl, Experimental Art Foundation,
Adelaide

— Electronic Pencils XII, Sculpture Centre, Sydney

— Electronic Pencils XIIl, Adelaide Festival Centre, Trust
Gallery Adelaide

— Electronic Pencils XV, Adelaide College of the Arts &
Education, Adelaide

— Human Canvas, Seven Hills College for Advanced
Education, Brisbane

1980 Electronic Pencils XVIl, De Appel Gallery, Amsterdam

— Installation performance, 15th Annual Avant Garde
Festival of New York
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1981

1982
1983

1986

1987

2004

2008

2009
2010

20M

2012

2016
2017

Untitled, Galerie, Lara Vincy, Paris

Untitled outdoor performance, Gallery “A”, Amsterdam
Untitled, Mixage’s Gallery, Caen

Untitled, Performance Festival ’81, KoIn

Untitled, Fontana na Trgu republike, Beograd

The People I Don’t Like #5, (a COLAB project
featuring Kiki Smith and Scott Pfaffman), The Ritz,
Washington D.C.

Elemental Voltage (with Tzivia Stein), Brooklyn Army
Terminal, New York

The People | Don’t Like #4, Danceteria, New York

No Se No, performance and audio/visual exhibition,
New York

Soup Kitchen, Storefront for Art and Architecture,
New York

Food for the Soup Kitchens, Fashion Moda, New York
Untitled, Kamakazi, New York

Thunder HB2, Danceteria, New York

Untitled, multi-media performance, Art Space,
Nishinomiya, Kyoto

Roboaction Il, interaktivni crteZ i instalacija, Galerija
Studentskog kulturnog centra, Beograd

The People | Don’t Like, Centar za kulturnu
dekontaminaciju, Beograd

Roboaction 5, Fluid v2, Queens Museum of Art, New York
Roboaction 7, Museum of Science in Boston,
National Robotics Week, Boston

Roboaction 8, Interactive Site-Specific Drawing, ID
Space, New York

RoboAction 8, Studio View, New York

RoboAction 9, Studio View, New York

The People | Don’t Like, University of Westminster,
London

RoboAction A1 D1, Ars Electronica Festival, Linz
RoboAction A3 K3 Intermedia/Trans-technological
performance/installation and interactive work,

Ars Electronica Festival, Linz

Grupne izlozbe / Group Exhibitions

1972
1980

1981

1982

Centre Cineman Gallery, Canberra

West Street Gallery, Sydney

Powell Street Gallery, Melbourne

Wagga Wagga Invitational, Wagga Wagga
Braathen-Gallozzi Gallery, New York

15th Annual Avant Garde Festival of New York, Pier 81,
featuring Jeanette Ingberman and Charlotte Moorman
Performance-Festival ‘81, KéIner Kunstchule, featuring
Wolf Vostell, Valie Export and Orlan

Multiple liquid sculptures, Fashion Moda Group,
documenta 7, Kassel

The Monument Redefined, different locations in New York
Ten Yugoslav Artists, Alternative Museum, New York

Biografija / Biography

1983

1985

1987

2012

2016

2017

Don’t Carry Mugger Money, Pier 34, New York

Money on Money, Storefront for Art and Architecture,
New York

Food for the Soup Kitchens performance, Fashion Moda,
New York

A Colab Project — multiple sculptures, Moore College of
Art, Philadelphia; The Ritz, Washington D.C.

Terminal New York, New York

Fashion Moda, New York

Post-card installation, ABC No Rio, New York

2nd Biennial of Yugoslav Art, New York

Sculptures, 25,000 Sculptures, Civilian Warfare, New
York

Limbo Lounge at P.S. 1, New York

East Village sculpture, Santa Barbara Museum, Santa
Barbara

Semaphore, New York

Projections for 85, Kamakazi, New York

Eye of a Storm photo show, Tamura, Tokyo; Sugizak
Gallery, Sendai; Les Bois, Osaka

In Growing up Amid the Historical Mysteries of Proximity:
Pro’s & Cons of Being Neighbours, ITS-Z1, Ritopek
RoboAction(s) A1K1, performance and installation, Ars
Electronica Festival 2016, Linz

RoboAction A3 K3, Performance and Installation, Ars
Electronica Festival 2017, Linz

Izabrane video prezentacije /
Selected Video Presentations

1981

1982
1983

Electronic Pencils XIl, Joh Borutshosjkole, Ksbenhavn
Electronic Pencils XII, Studio de la Musique, Paris
Electronic Pencils XII, Grand Theater, Groningen
Speeding Art I, Plexus, New York

Izabrane prezentacije filmova /
Selected Film Presentations

1984
1986
1987

Electronic Pencils XIl, New York Film Festival Downtown
Cluster Z-1, New York Film Festival Downtown

Fifth, Park & Madison, New York Film Festival
Downtown

Predavanja i radionice / Lectures and Workshops

1985

Guest lecturer with performance organized by Stelarc,
International School, Yokohama

Guest lecturer with presentation, School of Visual Arts,
New York

2009 Fakultet likovnih umetnosti, Beograd

2012

“Westminster University, London
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Bibliografija / Bibliography — EdnaBoling, “There’s Artin Them Thar Hills”,
The Canberra Times, Kanbera, oktobar, 1974.

— Geoffrey de Groen, “Energies lead to boredom”,
The Canberra Times, Kanbera, 15.10. 1974.

— “Daring but boring”, The Canberra Times, Kanbera,
26.8.1975.

—  “ArtHits the Beach”, Sydney Morning Herald, Sidnej,
februar, 1976.

— John Reid, “Showmanship and spark of genius”,
The Canberra Times, Kanbera, 24. 11. 1976.

— Nency Borlase, “Packing an Artistic Punch”,
Sydney Morning Herald, Sidnej, 1976.

—  Sasha Grishin, “Pencil act fails”, The Canberra Times,
Kanbera, 28. 5.1977.

— Alan McCulloch, “Wit in Graphics”, The Canberra Times,
Kanbera, 1977.

— “Dragan llic at Pinacotheca”, Cantrills Filmnotes, Melburn,
maj 1978.

— Sandra McGrath, “Pushing Pencil Power”, The Australian,
10.11.1979.

— Nancy Borlase, “Packing an Artistic Punch”,
The Sydney Morning Herald, Sidnej, 1979.

— John Davies, “Pencil Pushing”, Cleo, Sidnej, septembar 1979.

— Noel Sheridan, “Penciling in Some Gaps”, Sunday Mail,
Adelejd, 1. 4.1979.

—  Peter Farrell, “Pencil man makes his point”, The News,
Australija, 20. 3.1979.

— Mike Parr, “Performance Art is Australia”, Aspects,
Boston, leto 1979.

—  Annie Jacks, “Naked artist causes Brisbane outrage.”
Art Network, no.1, Sidnej, novembar, 1979.

— Brian Bolton, “Naked Teacher Told Pupils to Bare It All.”
Sunday Sun, Brizbejn, 5. 8.1979.

— “Nude Art Teacher Row a Real Poser.” Sunday Sun,
Brizbejn, 12. 8.1979.

— “Students got Sex Lecture Says Report.” Sunday Sun,
Brizbejn, 16. 9. 1979.

— Terry Reid, “Dragan llic, Elektronic pencils”, +-0, no. 36,
Brisel, 1980.

— Barbara Cavaliere, “Second Biennial of Yugoslav Art”,
Arts Magazine, februar, 1981.

— Annelie Pohlen, “Demgegeniiber tat die wiitende
Aggression...”, Kunstforum International, no. 52, Keln,
avgust, 1982.

—  Mirjana Zivkovié, “Oétri vrhovi”, Politika, Beograd,
22.5.1982.

—  Terry Reid, “Dragan lli¢ Electronic Pencils”, Plus minus
zero: +-0. Revue d’art contemporain, br 36, Bruxelles,
septembar 1982.
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Aleksandar Bogojevi¢, “Dragan Ili¢, ili opsesija olovka”,
Venac, br. 105, Gornji Milanovac, oktobar 1982.

Bernard Holland, “Elemental Voltage in Brooklyn”,
The New York Times, Njujork 11. 10. 1983.

—, “No Se No”, Bijutsu Techno Art Magazine, Tokio, Japan.

Carlo McCormick & Walter Windshield, “Dragan llic at
Limbo Lounge”, East Village Eye, Njujork, 1983.

Elisabeth Wynhausen, “Dragan llic and the art show at
the end of the universe”, The National Times, Australija,
30.12.1983.

Robert Gauthier, “No se no: on the home front”,
High Performance, no. 24, Los Andeles, 1983.

M. Zivkovié, ,,Nasi u Njujorku”, Politika, Beograd, 5. 11. 1983.

Dorothy Friedman, “Psycho-Dragan”, East Village Eye,
Njujork, jul, 1984.

Celeste-Monique Lindsey, “... the maddest Yugoslav
artist on the Lower East Side...”, East Village Eye, Njujork,
april, 1985.

—, “East Village”, Bijutsu Techno Art Magazine, Tokio,
Japan, 1985.

ABC No Rio, DeNero, 1985, pp. 120, 179.

Roland Hagenberg, “Eastvillage 85: A Guide,
A Documentary”, New York: Pelham Press, 1985.

Art World Magazine, Seoul, 1987.

—, “Now East Village”, Bijutsu Techno Art Magazine,
Tokyo, 1987.
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18.5.2002.

Andrej TiSma, ,,Masinska ekspresija”, Dnevnik, Novi Sad,
27.1.2004.

Stevan Vukovié, ,Roboakcija II% pref. cat. Galerija
Studentskog kulturnog centra, Beograd, 2004.

Slavko Timotijevié, ,,Intervju meseca: Dragan Ili¢.
Umetnost i savremene tehnologije. Buduénost umetnosti
je usimbiozi tela i tehnologije”, Art Fama, br. 1, Beograd,
februar 2007.

Dejan Vujanié, ,Dragan Ili¢, vizuelni umjetnik iz

Njujorka: Bacanje olovaka umjesto $amara”, Glas Srpske,
21.12.2008

S.K., “Ljudi koje ne volim...”, Politika, Beograd, 7. 6. 2008.

Marija Dordevié, ,Pozitivni incidenti”, Politika,
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International Brisbane, 2015.
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Muzej savremene umetnosti, Beograd /
Museum of Contemporary Art, Belgrade
15/05 - 08/07/2019

Kustos / Curator
Zoran Erié

Produkcija / Production
Natasa Lazi¢

PR
Slavica Pesi¢

Tehnigka realizacija / Technical realization
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