


Gender, Branding, and 
Nationality in Bojana 
Bozin’s The Fraternity: 
Identity Assemblage for  
the Twenty-First Century

To comment on her fragile, moving sense of identity as an 
assemblage artist and art historian, Bojana Bozin has been 
developing The Fraternity, a triptych series of wooden box-
es featuring single word text slogans.  Bozin’s project toys 
with recognizable brands to create a representation of 
the artist’s unstable sense of identity and place, notably 
featuring a subversive re-working of the hot pink Barbie 
trademark using the three text slang slogans of “brother” or 
“bro”: “Bruh,” Bruv,” and “Brate.” In a summary of her piece, 
Bozin comments that she wants to tie all of her “complex 
nuances of being, cultural heritage, commercial capitalism, 
subversion, gender norms into a neat package that also 
reflects my Canadian identity.” Indeed, Bozin was quick 
to denounce any singular reading of the piece that I bring 
forward in my initial questioning, making for an intriguing 
interview and a more open-ended, unsteady reading of 
the piece. The key word that comes up in our meeting is 
“nuance,” which to the artist represents her desire “to not 
have just [one] or two core meaning[s] coming out of the 
piece, [she wants] to convey both nuance and instability.” 
The trademarks affixed above the logos also reflect this 
nuance, mixing coyness with antagonism (LU—“love you;” 
FU—“fuck you”). Further—as is the nature of branding—
the logos exist in physical form on the boxes as well as 
online through the artist’s social media, widening the scope 
of Bozin’s praxis.
 On the topic of gender, Bozin holds that her piece 
functions as a multi-pronged critique of capitalist feminin-

ity and of fragile masculinity, as well as the general nar-
rowness of gender identity. Through a textual subversion, 
Bozin takes a male expression of fraternal belonging and 
transfers it onto a feminized colour scheme, which emas-
culates the slang. The Barbie logo, which is inherently tied 
to feminine childhood experience, has the effect of infanti-
lizing and feminizing the essentialist masculine expression. 
Further, the ubiquity of the logo mirrors the ubiquity of the 
saying in masculine cultures, pointing to how gender is cul-
tivated in popular and folk culture—a nod to the fragility 
of such totalizing notions. Asked if the work is a response 
or can be related to the notion of toxic masculinity, Bozin 
nods, saying it can function as a mocking of the fragility 
of certain males when being presented in ways that are 
not considered masculine. This enables Bozin to clever-
ly use the exclusionary and essentialist slogan of the fra-
ternity against itself. On the other hand, Bozin states her 
work is also about “creating change and making space.” 
Thus, simultaneously, her work creates space for others 
to identify with the “fraternity.” Merging a masculine say-
ing with a brand infamous for mediating femininity pushes 
Bozin toward a challenging of conventions of masculinity. 
By welcoming in groups that are tradtionally excluded or 
marginalized, such as women and LGBTQ+ folks, Bozin 
creates space within the “brotherhood.” Bozin seems to 
favour interior antagonisms over alienation as a way of de-
constructing gender roles in society. She has coded this 
into the work formally through the use of lighting, intending 
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for the light emitting from the piece to grow stronger as 
more boxes are illuminated, in order to “[further] the notion 
that many perspectives add to a brighter experience.”
 Just as with gender, Bozin works with the idea that 
a sense of nationality is socially constructed, and there-
fore the assembled pieces reflect the construction of one’s 
identity. For Bozin, they reflect her own experience of na-
tionality as one that is in flux. The “Bruh” box represents 
contemporary North American slang, an example of how 
“Canadian contemporary culture is adopted, assimilated 
and augmented from American culture.” “Bruv” is the Brit-
ish representative of her identity. “I was raised on British 
programming and lived in the UK as well, always seeing it 
as the perfect median of my Western upbringing and Eu-
ropean cultural heritage,” states Bozin. Lastly, “Brate” is 

the distinctly Serbian (or rather former Yugoslavian) com-
ponent of her birthplace. Indeed, when talking about the 
confluence of nationality and with macho-masculinity, Bo-
zin’s states that her birthplace of Serbia is particularly no-
table for being “a highly male chauvinist culture.” Stacked 
together, the boxes function as a lightbox, a nod to Van-
couver’s contemporary settler art community, such as Jeff 
Wall and Rodney Graham, as well as contemporary Indig-
enous artist Sonny Assu’s piece Coke Salish (2006), which 
to Bozin is a way of  “recognizing my position as a settler 
and paying homage to the unceded [I]ndigenous territory 
on which I was raised.” 
 With all these contextual avenues tied into the 
piece, the clever strategy of assemblage and brand sub-
version enables Bozin to cast a wide net of critique to 

The Fraternity , set of light boxes, 2018. 
Courtesy of the artist. 



complicate notions of gender, belonging, and nationality. 
Toward the conclusion of our interview, I asked Bozin if she 
was aware of identity assemblage theory, specifically in the 
work of queer theorist Jasbir Puar. To Puar, assemblages 
are a series of configurations that become entwined, but 
readily realign and change in accordance to spatial and 
temporal shifts. Furthermore, Puar holds that, assemblage 
accounts for the shifting and mobile relationship that bodies 
have to the nation state, challenging the idea that identity 
categories are fixed and stable. As I mentioned this, Bozin 
began nodding, and related this concept to her own expe-
rience of shifting identity as a transnational subject, which 
is in turn exemplified by The Fraternity. Indeed, the mode 
of composition of The Fraternity itself can is designed to 
the work to be re-assembled, swapping one out or leaving 

them as singular pieces to alter their meaning. 
 Though The Fraternity displays a triptych-like re-
flection of the artist’s cultural identity, room for future iter-
ations of brethren to come into creation is possible, as the 
intent of the piece is to show the potential for continued 
assemblage. Therefore, The Fraternity’s flexibility and the 
sense of identitary motion reject the idea that an artwork, a 
brand, or an identity is ever static.

This interview took place on Tuesday, January 29, 2019.

The Fraternity , set of light boxes, 2018. 
Courtesy of the artist.
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