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be3 Ha3uBa (MaTuke)
2022 - y npouiecy, NpoMeH/buBe JUMeH3Nnje

Untitled (Sneakers)
2022 - ongoing, variable dimensions

JoBaHa Tpugy/mecko

HUKWULA JYPKOBUH
,OBO JE MATKA”

PafioBn HukuLe JypkoBuha Ha HenocpefaH U HeMpeTeHLM03aH HauuH NCTPaxyjy
KOMM/IEKCHY MPUPOAY MeMOpMje KPo3 UCKYCTBO NMPONA3HOCTH, GeHOMEH yTUCKMBarba
y BpeMeHy, Kao 1 CBaKofHeBHe puTyane. M3nox6a ,0Bo je natka“y ranepuju b2
npeAcTas/ba CyNnTUIHO JOKYMEHTOBAMbE XKMBOTA M YMETHWUYKOT TOKA, rAe ce pajoBu
TpaHChOpMULLY Y CBOjEBPCHY reosornjy CAMKAPCKMX U YMETHUUYKMX MOCTYNaKa,
Genexehy TpeHyTke, NpoLece v NPOMeHe.

MehyT1m, Kaaa roBoprMO 0 NOKYLLAjy O4yBarba TPEHyTKA y YMeTHOCTH, nocebHO

y CIMKapCTBY, MOpaMO Y3eTu y 0631p 3anaxarbe LIoHa bepliepa. OH ncTuye fa

Ce Ha NpBYy JIONTY MOXe NOMUCIUTMI [ia C/IMKe YyBajy TPeHYTaK, ain TO je 3anpaso
norpeLuHo. TpeHyTaK Ha CAMLK, 3a pa3nnky of GoTorpadmcaHor MOMeHTa, H1Kkaaa
HMje NOCTOjao Kao Takas. CTora, CMKa He ,3aycTaB/ba Bpeme” fa 6u ra cauysana
0f, HaABNaflaBarba TPeHyTaKa Koju Hafonase, Beh NpeacTaB/ba AeMMUYHE 3anuce
MpOLLAOCTH, JOKA3e OHOra LWTO je 61no.' OBo bepLiepoBo 3anaxatrbe npencnutyje
rnojam TPeHyTKa y CIMKApPCTBY, &1 U Camy CYLUTUHY MEMOPUje — OHa HUje MyKO
Oenexetbe YacoBa, Beh cTBaparbe M PeKOHCTPYKLMjA MPOLAOCTU. Y TOM KOHTEKCTY,
MOXeMO MPEeTMNOCTaBUTM [ CIMKA 3aNpPaBo DeNexmn yMETHUUKY UHTEpPBEHLM)Y,
03HauaBajyhu yMETHMKOBY NPUCYTHOCT Yy AATOM MOMEHTY 1 CTBapajyhn mocT namehy
HeCTa/Ior BpeMeHa 1 CafallbOoCTy.

Y cnyyajy JypkosuheBor cTBapanaluTBa, 0BO TyMauetrbe fobuja nocebaH 3Hauaj. ¥
CBOjOj YMETHMUKO]j NPAKCU OH He Texu fia 3aMp3He Bpeme, Beh fia nprkae npoec
HbEroBOr NpOTULIAHbA W KACHW]er NpU3nBatba. TMe PafoBu NOCTajy CBEA04AHCTBO
YMETHMKOBE MHTEpaKLyje ca MaTepujaiuma 1 NpocTopoM, CTBapajyhn cnojese
3Hauetba Koju Ce NpennBajy Kpo3 Bpeme. Tako, CBakO fie/10 NOCTaje 3anmc o
NPOTEK/IOM ¥ UCTOBPEMEHO XMBW apTedaKT KOju HaCTaB/ba Jia Ce Metba, eBOyMpa 1
no3uBa Ha ceharbe.

Mw He namMT1Mmo, Beh M3HOBA MCMMCYjeMO MEMOPH]Y, Ha CIMHYAH HAYWH Ha KOjU Ce 1
“cTopuja oneT UCMIUCYje, NPOMEH/bUMBOCT KOHTEKCTA AMKTMPA NMOHOBHUM TyMayerbem
nogaraka kojum ce ceharbe TpaHcdopmuile. Hajbamka npeseHTaumja oBor npoLeca,
rybutka u n3obanuasarba MeMopuje nyTem NoHaB/bakba, jaB/ba Ce y cyyajy
HecTane natke. Hukuua Jypkosuh je y TOKy CBOT BULLErOAMLLIH-Er CTBApaaaLLTBa
dopmynuncao v gusajHmpao cumbon natke be3 yHanpes aepuHucaHe naeje wra

he oHa npepacTasbath, 1y kom cmepy hie nhin. Tume natka noctaje nnatdpopma

33 UCTPaXKMBakbe, aNn 1 CBOjeBPCaH NOTMMC KOjU YMETHWUK KOPUCTU Y JINKOBHE U
KomepLmjanHe cBpxe. Pad NpeacTaB/beH Ha N310KOM NouKtbe y MOMEHTY Y KOMe
YMETHUK Y jaBHOM MPOCTOPY 3a/enu KONujy LpTexxa narke, Koja Hegyro HakoH Tora
OvBa yknoreHa. Jypkosuh pearyje TMMe LITO HA MCTOM MeCTY Kauu 3Hak ,Hectana

1 John Berger, The Sense of Sight, New York, Vintage International, 1993.
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konuja upTexa ‘OBo je natka (Ornac)”, kafa Taj nanup Takohe HecTaHe, jaB/ba ce
HOBa popMa Koja Ce MOHAB/bA CBAKM MYT Kafa Ce Nanup NOHOBO OKauW, & MACK:
,HecTao ornac konuje upTexa ‘OBo je natka (Ornac)™ Y KOHCTAaHTHOM NMpenucuBatby
WUCTOT NPU30Pa, ryOu Ce OPUTMHANHK TPEHYTaK, NaTka je NPakTUYHO HEBUA/LUBA,
peu Hectana“y cayyajy LpTexa nonpuma obmK ,HecTao” ornac, 1 Mako Cy CBY

HEOoNXo4HN Nodaumn ynncaHn y nocrep, keros npuMapHu KOHTEKCT je HEYNT/bUB.

,CTy0 npunjaTe/bCTBA’ HajcTapujy pag y Ckaony nocTaske, Takofje kpevpa mogen y
KOMe Ce YHyTap fena Hanase nHpopmamje jobujeHe nyTem cakyn/barba noparaka

- KOjM Cy nocmarpayy HeunT/bMBK. MHCTaNnauuja je cactas/beHa of aga 6eToHcka
Bnoka n3meRy Kojux ce Hanasm romuna A4 nanvpa Ha kojuma je ncnucaHa WhatsApp
KoHBep3aumja Jypkosuha ca konerom Muxaenom Knarbunhiem, npersapajyhm
edemMepHy ANTUTANHY KOMYHWUKALIM]Y Y ONMUM/BUB AOKYMEHT. OHO WTo feduHuLle
paj y KOHTeKCTy benexerba Nposacka BpeMeHa je herosa AMHAMMYHA CpX, ca
CBAKMM HOBMM M3ararseM, 6110k nanmpa ce HafoMykbyje pa3roBoprma, noctajyhu
cBe 4ebsmbu, a cTyb cBe BMILIM. OBAj NpoLec pacTta y NpocTopy CTBapa akymynauujy
BpemeHa — CBaka HOBa CTpaHWLiA NpeaCcTaB/ba HOBE Pa3roBOpe W UCKYCTBA Koja Cy ce
cTekna nmehy nse nsnoxobe.

Y KynTypw ,0ekana’; rae CTpeMMMO Ka KOHCTAHTHOM OuyBakby NPeLy3HMX nofaraka
JINYHUX UCTOPK]a, YAa/baBaMo Ce 0[] MArJIOBUTOr €BOLMpPatba HekaaLlkbux Npru3opa.
Y KOHTEKCTY CaBpeMeHOT ApYLUTBA, Fe AUTMTaNHe TexHoornje oMmoryhasajy
rOTOBO HEOTPaHMYEHO YyBatbe NoJartaka, NocTas/ba Ce N1Tarbe: Ja v Bulle
NamTMMO WK BULLE YyBaMO? Y 0BOj AUCTUHKLM|M n3meRy namherba 1 vyBarba
0TBapa ce Ba)xHa pacrnpasa 0 Npupoan memopuje. Jok YyBarbe nogpasymesa
cTaTnuHo benexerve MHdopmaLmja, namherse je AMHAMMYaH NPOLIEC KOjU YK/byuyje
cenekLmjy, MHTepnpeTaumnjy n penHTepnpetaumjy. Hawa ceharba HUCY PUKCHe
C/IMIKe HecTasor BpemeHa, Beh ¢pynaHe KOHCTPYKLUMje Koje ce Metbajy ca CBAKNM
npuceharem. LLITO BMLLIE NOKYLWIABAMO Ja ,Ca4yBaMO” CBAKM [leTa/b HALLEr XMBOTa,
TO Ce BYLLE Ya/baBaMO Off ayTEHTUYHOT npoLeca ceharba. OBaj peHOMEH Hac
HaBOLM A NPENCNUTAMO BPEAHOCT 1 GYHKLM]y MEMOPHje Y IUTMTTHOM A00Y.

[la 1 HecenekTUBHO Genexerbe CBIUX MHPOPMALIMja 3anpaBo OCHpPOMaLLyje HaLly
CnocobHOCT Aa CTBapamo 3HauajHa cehama? Y cnydajy paga ,Ctyb npujatesbcraa’
0Baj peHOMeH Ce UCTpaXyje yNpaBo KPO3 akyMy/aumjy 1 HEeYNT/bUBOCT MPerpLuTy
nHdopmaLmja Koje je yMETHUK CaKymnmo.

Naeja npoueca, TpaHchopmaumje 1 pusnuke manndectaumje ceharba je Mmoxaa
HajjacHwje BUA/BMBA Y Cepuju pagoBa ,MemopHja CANKE' rae ce NAaTHO, TOKOM
NPONOHTMpaHNX nepuopa 0b6auKyje MHTepBeHLMjama y 6oju v BpemeHy. MocTynak
nogpasymesa fia CBaKW HOBK C/10j Doje NacTyo3HO NpeKkpuBa NPETX0AHM Of MBULIE IO
MBULE, HAKOH CyLlera C1oja NoCTaByM Ce Tpaka Koja MapKMpa naarHo 1 0ctas/ba Tpar
BMI/bMBMM. OBA TEXHMKA BU3YeSHO NpeLcTaB/ba yTUCKMBArbe MeMopHje 1 ocnobaha
YMETHMKA Off OrpaHuyerba KOHAYHOCTM — CIMKA HUKAA HUje 3aucTa 3aBplueHa, Beh
HaCTaB/ba A XMBU U Meba Ce, CBe JOK He 13afje 13 aTesbea.

CAMYaH NPUHLMI HANA3MMO M Y CIMKaMa KONKMMA, Fe Lienarbe 1 NOHOBHO
Nenjbetbe nanvpa cTBapa OpraHcKy XpoHonorujy. OBae yMeTHUK npenyLwta
A0 KOHTPO/IE M CTBAPANAYKOT NMPOLieca C/y4ajHOCTH, 03BO/baBajyhn fa

HernpeaBMA/bMBOCT Lienarba nanvpa Kpeupa jeiuHCTBeHe KoMnosuumje. Kopuctehm
ce DOjeHNM NanMprMa, MaxoM HaCyMU4HO, Oe3 yHanpes NCMNaHMPAHNX CEKBEHLM,
KOJIXXM YCneBajy fa KPO3 UCK/bYYMUBO IMKOBHE e/IeMeHTe, CTBOPE W aCOLMjaTUBHY
KOMMOHeHTY. Pafosu nofcehajy Ha dpacane koje Kpo3 pymHMpare, U3naxy cnojese
NPeTXOAHMX CTakba, Nope[, Tora Takohe jacHO acouMpajy 1 Ha CojeBe niakata

v ornaca Koju ce cakynsbajy v Lenajy, ctBapajyhvt HeHamepHe peMUHKCLEHLM]e
Hekafallrbnx Naposa. Tm NoCTynKoM, cepuja pafoBa NoOeHTUpa akyMynauujy
namherba, Koje HepeTKo rybu CBOje MEeCTO Y KOIEKTUBHO]j CBECTM YC/1es, MpeyecTor
NOHaB/barba NMPU30pa Kojy NOTOM npenasu y nepudepHo.
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Octaum (Konaxa)
2024, konaKHu nanump, NpoMeH/bUBe AUMEH3Nje

Remains (of collage)
2024, collage paper, variable dimensions

HajanpeKTHUj1 KOMEHTap Ha NPOTOK BPEMEHA, N GU3NUKO YTUCKMBAHbE TPEHYTAKA,
“nak npencTas/ba pag ,bes Hasmnea (KapTe)' cepuja rpadmka y AumeHsnju
TpamBajckmx kaparta y 3arpeby. Hukuua Jypkosuh npeTBapa cBakOAHEBHM YMH
BOXHb€ jaBHUM NPEBO30M Yy pUTYyanHo benexerbe Memopuije. CBakMM HOBUM
OTKyLLABarbeM nanupa y LMMeH3uju kapTe, nobuja ce NpeTxofHN MOMEHaT, jeAnHO

je NpBO OTKyLLABake YNT/bMBO, CBAKMM CnefiehM Ce NPOLLECOM HaroMKnaBakha,
oHemoryhyje BUA/BMBOCT Opojkn. NHTEPBEHLM|OM Y K0joj Ce Genexn HoBW TpeHyTak 1
br3nuKM NpekprBa NPETXOHM, CTBApa Ce ancTpakTHa rpaduka Koja je MCTOBpeMeHo
npeuusHa JoKyMeHTaLMja 1 NoeTuYHa Bru3yannsatmja npoaasHoCTu.



Y cepuju ,Opnnkatum (Cakyn/baumn 5uua)’, Jypkosuh yk/byuyje KONeKTUBHM acnekT

y npoLec Kpevpara pasa v cabuparba nnyHe xpoHonoruje. Kopucrehu nanupuhe,
KOju MPUMApPHO MMajy CBPXY MHPOPMMCaHba fia je OCTANO jOLL 5 PU3aM y NaKOBAtbY,
OH CTBapa reoMeTpujcKe CTPYKTYpe Koje Ce pa3Bujajy v Merbajy Kpo3 JOoMnprHOC
ApYrvX /byan. leo nanupuha je npoHaheH, Heku Cy Np/baBn 1 NOLPAHM, HUXOBUM
Tanoxerem 1 pefarbem 3abenexeH je nepros ckyrn/barba 1 MOMeHaT pasmeHe. OBaj
Pafi HWje NMM4YHM JHeBHUK, Beh nocTaje 3ajeaHnukmM nogyxsart, benexehu He camo
Bpeme, Beh 1 MHTepakLmje, pa3mMeHe 1 3ajeHNYKO NCKYCTBO.

Mocmarpajyhu JypkoBrhese yMeTHUUKe NHTEPBEHLM]e, HEMUHOBHO [JON1A31MO 10
(pyHOaAMeHTaHUX NUTakba O CBOJCTBY BpeMeHa 1 cehatba, Kao 1 0 HUXOBOj Y031 Y
00/1KOBatby Haller naeHTuTeTa. lMutarba Memopuje Moxemo - Tpebano 6u, aakne
- [la nocTaBMMO 0Bako: LTa je kynTypa cehatba aHac? Kome memopwja npunaga?
[la M CMO HEeHaMepHO Npey3enn Moaen 0uyBarba MeMopyje, Kpo3 beckpajHe apxuse
3aMP3HYTOr 3HaHa, U TUME je NPETBOPUAN Y HEKPOMOAY UCKYCTaBa? [la v Mu TO
3anpaso *enumo? Hamsrnes, oBo Cy NUTakba Ha Koja je Hemoryhe aati npubavmKaH,
a KAMONIM Ta4aH OAroBop. JefyHN HAYMH Aa NpobaemaTn3yjeMo MeMopujy 3anpaso
Ce jaB/ba y HalleM MokyLajy 4a je ouyBamo, 0K NMpU3HajemMo aa je penpoaykuuja
nctune Hemoryha. Cehatbe Huje HenpUCTpacHa AMCLUMMINHA; OHO je NOAI0XKHO
NpeuncnuT1Bakby, Na Yak 1 310ynoTpedn y CoLnjanHO-NOAUTUUKOM KOHTEKCTY, anu je
MCTOBPEMEHO HEOMXOAIHO 3a rpafjerbe HANBMAYANHOT U KONEKTUBHOT MAEHTUTETA.
AKO ce y HaleM Tymaderby Mnak orpaHiMynMo Ha M4He UCTopuje, pagosn Hukuue
Jypkosuha Hac no3uBajy fa ce cehamo, aau He y pUrnaHUM CTPYKTypama y kojuma
NoKyLaBamo OCNeHO 4a NPpeHeceMo MOMeHaT, Beh ca noacTuuajem 4a NoOMMpUMO
cafalkboCT ca npownowhy, Aa oceTumo ceharbe Npe Hero Aa ra BUANMO BU3YeHO
MaHudecToBaHo npeg cobom.

YKONMKO y3nmamo y 063up bepliepos nornes o HemoryhHoCTH benexerba TauHor
TPEeHYTKa Ha CMLM, OHAA MOXEMO 3aK/by4MTH f1a je OHO LUTO Ce MLLYMNTABA Y OBUM
AeMMa ynpaso 6e3BpeMeHOCT, KOHCTAHTHM GAYKC M NOTEHLMjan NpOMeHe. Y 0BOM
CNOXeHOM nej3axy ceharba 1 3a00paB/barba, yNora Aena Huje ia Hac of akTyenHe
cafalutb0CTH BpaT y MPOLLOCT, Beh ia ce NpoLNoCT Npodyxu Aa Koersuctupa ca
cobOM Kao cafalutbOCT?, 1 TUMe OMCTaHe Y CNI0jeBUMA XWBE MeMopHje.

Kpo3 HeobaBe3HO, an cucTemMaTnyHo benexerbe CBakOAHEBNLE, PafioBu Hukuue
Jypkouha Hac noacehajy Ha CylITUHCKK ceH3nbunuTeT ceharba — Herosy
GNYMAHOCT, CeNeKTUBHOCT U CKAOHOCT TpaHcdopmMaumju. TuMe pafiou NocTajy
cUMYynaumja 3a HAUMH Ha KOju /byICKW YM NPU3KBA U PeKOHCTpymLLe ceharba.

On ,Cryba npujate/bCTBa“ KOjU pacTe ca CBAKMM HOBWUM U3/arakbem, Npeko
,Memopuje cnnke’ rae ce cnojesun 6oje akyMynupajy, 4o HecTane natke koja ce

rybu y concTBeHOM NoHaB/bakby, CBAKO f1ENI0 UNYCTPYje Kako ce ceharba Metbajy,
Haporpahyjy 1 noHekas rybe ca npoTokom BpemeHa. Jypkosuhes npucTyn memMopuiju
HWje NokyLwaj fia ce oHa GpuKcmpa, Beh No3nB Aa ce NPUXBATH HeHa NPOMeH/bUBA
npupoga. OH Hac noaceha Aa je unH ceharba akTHUBaH NPOLEC PeKOHCTPYKLMje, a He
NacMBHO NPU3KBatbE CTATUYHNX CAMKA MPOLLNOCTU.

2 Xwun [lenes, Mpyct u 3Hauwm, NMnato, 1998.
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be3 Ha3uBa (bpojeBu ca pegomara)
2022 - y nipouecy, nanup, NPOMeH/b1Be AMMeH3uje

Untitled (Queue numbers)
2022 - ongoing, paper, variable dimensions



Cr1y6 npujate/mcrsa
TpaHcKpunT pasrosopa 13 anankaumje WhatsApp y pasgobsby op, 25.05.2018. - 10 fa/bhber,
A4 nanup, 6eToH 42x33 cm, NpomesbrBa BUCKHA

8

-
-*.
Pillar Of Friendship
Transcript of a WhatsApp conversation from May 25th, 2018 - ongoing, A4 paper, concrete
42x33 cm, variable height
9



NESTAO

OGLAS OGLASA OGLASA KOPIJE CRTEZA "OVO JE PATKA”

JE 210 X 27 MM, IZ 2024. GODINE.

VAS NAZOVITE A +385 31 B33 TR 23

DIMENZIJE 210 X 297 MM, IZ 2024. GODINE.
MOLIM VAS NAZOVITE NA +385 91 899 79 23

NALAZNIKU NAGRADA!!!

OBo je Matka (Ornac)

NESTALA

KOPIJA CRTEZA “OVO JE PATKA”

DIMENZIJE 210 X 297 MM, I1Z 2023. GODINE.
MOLIM VAS NAZOVITE NA +385 91 899 79 23

NALAZNIKU NAGRADA!!!

NESTAO

OGLAS OGLASA OGLASA OGLASA KOPLIE CRTEZA “OVO JE PATKA®

NESTAO

DIEENZIE 210 X 257 MM, |Z 2024, GODINE.
LM VAS NAZCAVITE hA 385 51 508 70 23

. NALAZNIKU NAGRADAIII

DIMENZIJE 210 X 297 MM, IZ 2024. GODINE.
MOLIM VAS NAZOVITE NA +385 91 899 79 23

NALAZNIKU NAGRADA!!!

2023 - y npouecy, nanup, Gotokonuje, ceaku, 29,7x21 cm

This is the duck (Advert)

2023 - ongoing, paper, photocopies, each, 29,7x21 cm
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NESTAO

OGLAS OGLASA KOPIJE CRTEZA “OVO JE PATKA"

NESTAO

OGLAS KOPIJE CRTEZA “OVO JE PATKA”

DIMENZIJE 210 X 297 MM, 1Z 2024. GODINE.
MOLIM VAS NAZOVITE NA +385 91 899 79 23

NALAZNIKU NAGRADA!!!

DIMENZIJE 210 X 297 MM, IZ 2024. GODINE.
MOLIM VAS NAZOVITE NA +385 91 899 79 23

NALAZNIKU NAGRADA!!!

NESTAO

OGLAS OGLASA OGLASA OGLASA OGLASA KOPIJE CRTEZA "OVO JE PATHA"

NESTAO

DIMENZLUE 210 X 207 MM, [ 2024, GODINE.

| MOLIM VAS NAZOWITE NA +385 81 899 70 23
_ NALAZNIKU NAGRADAIIL

DIMENZIJE 210 X 297 MM, IZ 2024. GODINE.
MOLIM VAS NAZOVITE NA +385 91 899 79 23

NALAZNIKU NAGRADA!!!

DIMENZIJE 210 X 287 MM, IZ 2024. GODINE.
MOLIM VAS NAZOVITE NA +385 91 899 79 23

NALAZNIKU NAGRADA!!!

OGLAS OGLASA OGLASA GGLASA OOLASA OGLASA KOPUE CRTEZA “OVD JE PATKA™



Opmkawm (Cakyn/baum 5uua)

2023 - y npouecy, 60jeHn nanup Ha KapToHy, 25x 19x45 cm
Straight A Students (Collectors od 5s)

2023 - ongoing, colored paper on cardboard, 25x 19x45 cm
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be3 HasuBa (Kapre)
2021, nanup, BMCOKA WTamna,
10x 9x3 cm (Tpax 30 kom.)

Untitled (Public transport
tickets)

2021, paper, letterpress,
10x 9x3 cm (ed. 30)



Konax

be3 Ha3uBa (Pu3ne)
2021, 6ojeHn nanmp Ha KapToHy, 40,5x52,5 cm CBakm 2024, konax, 50x35 cm

Untitled (Rolling papers) Collage
2021, painted paper on cardboard, 40,5x52,5 cm each 2024, collage, 50x35 cm




Konax
2024, konax, 50x35 cm

Collage
2024, collage, 50x35 cm

Konax
2024, konax, 50x35 cm

Collage
2024, collage, 50x35 cm
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Konax
2024, konax, 50x35 cm

Collage
2024, collage, 50x35 cm

20

Konax
2024, konax, 50x35 cm

Collage
2024, collage, 50x35 cm

21



Konax Konax

2024, konax, 50x35 cm 2024, konax, 50x35 cm
Collage

2024, collage, 50x35 cm

Collage
2024, collage, 50x35 cm




Memopuja cinke
2023 -y npouiecy, y/be Ha nnatHy, 50x70 cm cBakm

The Memory of the Painting
2023 - on going, oil on canvas, 50x70 cm each
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Memopuja cinke

2023 - y npouecy, y/be Ha nnatHy, 100x100 cm
The Memory of the Painting

2023 - on going, oil on canvas, 100x100 cm

Jovana Trifuljesko

NIKICA JURKOVIC
“THIS IS THE DUCK”

The works of Nikica Jurkovi¢ openly and unpretentiously explore the complex nature
of memory through the experience of transience, the phenomenon of imprint in time,
and everyday rituals. The exhibition This is the Duck at Gallery B2 presents a subtle
documenting of life and artistic process, where the works transform into a sort of
geological record of painterly and artistic procedures, recording moments, processes,
and changes.

However, when discussing the attempt to preserve the moment in art, particularly in
painting, we must consider John Berger’s observation. He notes that one might initially
assume that paintings preserve a moment, but this is actually incorrect. The moment
depicted on the painting, unlike a photographed one, never existed as such. And so,
the painting does not “stop time” to preserve it from the supersession of succeeding
moments, but rather represents a partial records of the past, evidence of what has
been." Berger's observation reevaluates the concept of the moment in painting, as well
as the very essence of memory - it is not merely a recording of instances, but rather the
creation and reconstruction of the past. In this context, we can assume that a painting
actually records artistic intervention, signifying the artist’s presence in a particular
moment and creating a bridge between vanished time and the present.

In the context of Jurkovi€'s creative work, this interpretation assumes particular
significance. He does not strive to freeze time in his artistic practice, but rather to
present the process of its flow and subsequent evocation. Consequently, the works
become a testament to the artist’s interaction with materials and space, creating
layers of meaning that overflow through time. Thus, each work becomes a record of
the past and a living artifact that continues to change, evolve, and invites one to recall
memories.

We do not remember, but rather re-write memory, much like history is rewritten, with
the variability of context dictating the re-interpretation of data, thus transforming
recollection. The closest presentation of this process, the loss and distortion of
memory through repetition, appears in the case of the lost duck. Nikica Jurkovi¢ has
over the course of his long career formulated and designed the symbol of the duck
without prior definition of what it would represent or in which direction it would
proceed. Thus, the duck becomes a platform for exploration, as well as a sort of artist’s
signature used for both artistic and commercial purposes. The work presented at the
exhibition begins at the moment when the artist affixes a copy of a drawing of a duck
in a public place, which is shortly after removed. Jurkovi¢ responds by affixing a sign

1 Berger, John. The Sense of Sight, New York, Vintage International, 1993
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saying Lost Copy of the Drawing ‘This is the duck (Advert)” at the same location, when
that paper also disappears, and a new form emerges each time the paper is re-affixed,
reading: Lost Advert for Copy of ‘This is the duck (Advert)’. In the constant rewriting of
the same image, the original moment is lost, the duck is practically invisible, and the
phrase “lost” in the case of the drawing assumes the form “lost advert”, while although
all necessary data is inscribed on the poster, its primary context is illegible.

Pillar of Friendship, the oldest work in the exhibition, also creates a model where
within the work, information is gathered through data collection - which remains
illegible to the observer. The installation is composed of two concrete blocks between
which lies a pile of A4 papers with a printed WhatsApp conversation between Jurkovi¢
and his colleague Mihael Klanjci¢, transforming ephemeral digital communication into
a tangible document. What defines the work in the context of recording the passage
of time is its dynamic core, with each new exhibition, the paper block is replenished
with new conversations, becoming thicker, and the pillar growing taller. This process
of growth in space creates an accumulation of time - each new page represents new
conversations and experiences that have taken place between two exhibitions.

In the culture of “backup”, where we strive for constant preservation of precise
personal histories, we distance ourselves from the hazy evocation of past images. In
the context of modern society, where digital technologies enable almost unlimited
data storage, the question arises: Do we remember more or do we store more? In

this distinction between memory and storage, an important debate opens up about
the nature of memory. While storage implies static recording of information, memory
is a dynamic process that involves selection, interpretation, and reinterpretation.

Our memories are not fixed images of a bygone era, but fluid constructions that
change with each recollection. The more we attempt to “save” every detail of our life,
the further we stray from the authentic process of remembering. This phenomenon
prompts us to reevaluate the value and function of memory in the digital age. Does
non-selective recording of all information indeed diminish our ability to create
meaningful memories? In the case of the work Pillar of Friendship, this phenomenon is
explored precisely through the accumulation and illegibility of a wealth of information
collected by the artist.

The idea of the process, transformation, and physical manifestation of memory is
perhaps most evident in the series of works The Memory of the Painting, where the
canvas, over prolonged periods, is shaped through interventions in color and time.
The process involves each new thick layer of color to cover the previous one from edge
to edge, after the layer dries, a piece of tape is placed to mark the canvas and leaves a
visible trail. This technique visually represents the imprinting of memory and frees the
artist from the limitations of finitude - the painting is never truly complete, but rather
continues to live and change, until it leaves the studio.

A similar principle is found in collage paintings, where ripping and reattaching paper
creates an organic chronology. Here, the artist relinquishes a part of control and
creative process to chance, allowing the unpredictability of torn paper to create
unique compositions. Using colored paper mostly at random, without pre-planned
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sequences, collages succeed in creating an associative component exclusively
through visual elements. The works evoke facades that, through dilapidation, reveal
layers of previous states, as well as clearly associating with layers of posters and
advertisements that accumulate and are torn, creating unintended reminiscences of
past slogans. Through this process, the series poignantly conveys the accumulation
of memory, which often loses its place in collective consciousness due to excessive
repetition of images that eventually fade into the periphery.

The most direct commentary on the flow of time and the physical imprint of moments
is perhaps presented by the work Untitled (Public transport tickets), a series of
prints in the dimensions of tram tickets in Zagreb. Nikica Jurkovi¢ transforms the
daily act of using public transportation into a ritualistic recording of memory. With
each new stamping of paper, the dimensions of a ticket, the previous moment is
erased, except for the first one, which remains legible, while subsequent processes of
accumulation makes the numbers invisible. The intervention, in which a new moment
is recorded and physically covers the previous one, creates an abstract print that is
simultaneously a precise documentation and a poetic visualization of transience.

In the series Straight A Students (Collectors od 5s), Jurkovi¢ incorporates the
collective aspect into the process of creating a work and compiling a personal
chronology. Using small papers, which primarily serve to inform that there are still 5
Rizla rolling papers left in the package, he creates geometric structures that develop
and change through the contributions of other individuals. Some of the papers are
found, others are dirty and torn, and their accumulation and rearrangement record
the period of collecting and the moment of exchange. This work is not a personal
diary, but rather a collective endeavor, recording not only time but also interactions,
exchanges, and shared experiences.

Upon viewing Jurkovi¢’s artistic interventions, we inevitably arrive at fundamental
questions about the nature of time and remembrance, as well as their role in shaping
our identity. We can, should pose the questions of memory as: What is the culture

of remembrance today? To whom does memory belong? Have we unintentionally
adopted a model of preserving memory through boundless archives of frozen
knowledge, thus transforming it into a necropolis of experiences? Do we truly

want this? It seems that these questions cannot be answered with any degree of
approximation or accuracy. The only way to problematize memory is by attempting to
preserve it, while acknowledging that the reproduction of truth is impossible. Memory
is not an impartial discipline; it is subject to revision and even abuse in a social-
political context, but it is simultaneously necessary for constructing an individual and
collective identity. If we limit our interpretation to personal histories, Jurkovi¢'s works
invite us to remember, not within rigid structures in which we attempt to consistently
transfer moments, but rather by encouraging us to reconcile the present with the
past, to feel memory before seeing it visually manifested before us.

Considering Berger’s perspective on the impossibility of capturing a precise moment
on a photograph, we can conclude that what is deciphered in these works is precisely
the timeless, constant flux, and potential for change. In this complex landscape of

29



remembering and forgetting, the role of the artwork is not to transfer us from the
current present to the past, but rather to extend the past into the present, so that it
coexists with us as the present? and thus remain in layers of live memory.

Through an unbound, yet systematic recording of daily routine, Nikica Jurkovi¢'s
works remind us of the fundamental sensitivity of memory - its fluidity, selectivity,
and tendency for transformation. As such, the works become a simulation of how
the human mind invokes and reconstitutes memories. From Pillar of Friendship that
grows with each new exhibition, via The Memory of the Painting where layers of
color accumulate, to the lost ducks that lose themselves in their own repetition, each
work illustrates how memories change, upgrade, and are sometimes lost with the
flow of time. Jurkovi¢'s approach to memory is not an attempt to fix it, but rather

an invitation to accept its variable nature. He reminds us that memory is an active
process of reconstruction, not a passive recalling of static images from the past.

2 Delez, Zil. Prust i Znaci (Proust and Signs), Plato, 1998
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