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H3na3u tioBogom obesiexxasarba jyousieja 35 ioguHa MogepHe ianepuje BabeBo u
150 ioguHa Basbescke iumHasuje. I[locseheHo je jegHOM 0g HAUWIUX HAj3HAUAJHUX
caspemeHux cauxkapa Jbybomupy Ilotiosuhy Jbydu (1934-2016), uHuuujauiopy
oCHuUBara MogepHe iasiepuje Ba/beBo u yueHuky Basbescke IlUMHdA3Uje.



Bosiesia 6ux ga moly ga kKa>keM ga cam OBY KrUly uucasua
cama. OHga dux molsia iopgo ga ce UoXBaiuM MHOIUM owikpuhuma
U WlaHaHum yocehasaruma uyacupajyhel ikusa jegHol ceiMeHlid
caspemeHol caukapciisa. Moina 6ux ga Bawm UpuiioBegam o
HagaxHyhy u 6o)KaHCUiBeHOj uHcliupauuju. Moiia dux ga sewitio
JKOHIJTUpAaM ca gepuHuyujama u yueHum ieopujama. Moina dux u
ga ce iocBaham ca oHUMa Koju mucie gpyladuuje. Moxxga dux molna
U ga xogam BUCOKO y3guiHyllie lJiase, gok ce He cCUoWdKHeM... Huak,
caga, uocjsie cBUX WUX YygecHUX OHUPUYHUX callu UpoBegeHux y
HellpecildHOM gujaJsioly, Cykoobuma u pekaauarbuma y MUULbEHY,
UMam yuucaxk kdo ga cmMo Kruly tucasiu Jbyba u ja. Y tiosepemy,
Heka ociilaHe mehy Hama, suuie Jbyda, Heio ja.

Yyjuue! Hucmo dusiu Besiuku tipujaitiespu, pekia oux, uaxk Hu
osHaHuuu. Cycpettiajiu cMo ce upeg ciukamay MogepHoj iasiepuju.
Cycpewiasiu cMo ce Uolieguma, ogMepeHUM KJIuMareM ljase,
MAHIYUCKUM, HAOKO He3dUHUWepecoBAHUM, OC/IYUWKUBAMKEM peyu
OHOI gpyiol us cycegHe tipociiopuje. Cycpeitiasiu CMO ce y guBJbery
Upema Besnackesy, bouiepy, /IucjeHy ®pojgy... Cycpeliasiu cmo ce u 'y
MpAYHUM ocygamad UOBPUWHOCW U, PPpUBOTHOCTUU, JIAXKU U gHEBHO-
Uosmuiuukux oticeHa. I'megaiu 6UcmMo jegHo gpyioM lipdBo y ouu, Kao
BYUU KOju Wwyule MUciu, Kao gsepu Koje ogmepasajy UpoJid3HUKe,
Kao BUXOp Koju uctiutyje pacuyxie wyu/suHe gpesHux citieHda. OH
gpcKo, ipydo u usasusauku, ja ca WldHAHUM HeCULypHUM OCMEXOM.
Hucmo Hu cyiiusu ga seh tiuwemo Krbuiy.

A, jecmo. U io baw oBy. Khuly Mojux u weloBux cymmwu. Kruiy
obMaHa u cHosa. Benuky krwuly csaha u Hecralawa. Kruly gaHa u
Kruly Hohu. Knwuly oupowiiaja u gusserad. Knuly paharwa u jou
jegHo ,,Mecitio caxpaHe“. U Heka 6u HagaxHyhe Koje HAcC je BOgUJIO
busio boxkuje, ciuke cy go uociegrel tegba Heiose, d peuu - ogjeuu
Koje cam dabupuyusia y cycpeilumMa oBgaultbel U OHOCWpAaHol.

Hatiawa



IlnaiiHo 6e3 wiuadenaja

O Jbydu ce 1mpUyasio ¥ MMUCAJI0 MHOIO M CBEKOJIMKO. [Trucano
ce Ha pa3He HauuHe. [I1ucaso ce 0 BeJIMKOM YMETHHUKY, O aHTaCTYy,
MHCTHYApPy, €pOTOMaHYy, IeMOHHWYAPY, IIO0OYHEHUKY, aT/IeTH, YIHU4Y-
HOM paTHHUKY, [IyCTUKAKY. 1, cBaka IpHUya je 4yoecHO ayTeHTUUYHa
U cHa>kHa. CBaka obaBe3yje Ha JOCTOjaHCTBO M pPeBHOCT. baiml kao
U OH CaM, CBaKa MpedaHo O4yd Hal cyadvHaMa CIHKa y KojumMa
Bubpupa yuikaHo duhe'. HakoH cBera, 1ITa ce BUIlIe MOXKe pehu?
Koja 3ayMHOCT jolll HHUje HOoTaKHyTa? Y KOM KyTKYy TaKO O/JIHMCTaBe
Kapujepe jolll 0dMTaBa JaMap TaMe HeIOAUPHYT CcBeT/iolrhy? Moxke
i f1oda XUdpUOHHUX TeOpHja, CUHTETUUKUX YMETHUUYKMX UCKasa,
UHAYCTPUjCKUX OUKTAaTa W HemNperjieqHe HHGJALHje KyJITypHHUX
Mo[a Oa HeocTpallheHO morjiefia IylaTHA eKCIJIO3SUBHO HadujeHa
BaliajuMa nocBeheHMM ouyBawy IpUMapHUX DefleMa XyMaHOCTH?

bor he ra 3Hatu! Ciiy4yajHO WIHW TEHAEHLIMO3HO, TEK JOBOJEHO
na 0be3denu HempecTaHo Bpahawe CIMKaMa U BeUHTO Tparamke 3a
cMmuciaoM, Jbyda je MaHIyIICKH M30erao Ja JUPEKTAaHO OArOBOPH
Ha OBa OuTawa. [IpBYM JaHU 3ayMeTHUUYapewa, UHULMjalHja U
IPOroH ca Akagemuje, Meguasia v niyT y Ilapus, ca makom Cpricke
3eMJ/be YTHCHYTe AYyOOKO y IIel M Cplie, OW/IM Cy IIOIyT HCKPU
KOjUMa je TpajHO yHa/beha OYKTHHa jefHe HeOOW4YHe, KaTKa[
OyHTOBHe, KaTKaJ THXyjyhe Kapujepe. AyTeHTHYHOCT KW CHara
HBEroBOr AyxXa YYMHHWIHW Cy ra er3oTUYHMM 3a4YUHOM MHOTHUX
TIPUIIOBECTU M ypDaHHUX JIeTeHOM KOjUMa CHara He jemwaBa. Ho,
MMUCAaTH O TOMe PaBHO je decMuciay. TH Cy XOPHU30HTH OOABHO U
BUIIECTPYKO UCTpakeHHU. KilacMyHa JIMKOBHA KPUTHKA OM MMaJsia
BUIIE CMHUCIA. AHa/iu3a JIMKOBHUX ejJleMeHaTa M YMETHUUKUX
amOwuII¥ja je yBeK nHoOpoAolilyia ¥ KOpHCHA - MOojallllkbaBa U OTBapa
MIpOCTOpe 3a HOBa TyMauewa. Umak, ja maHac dupaM ga yYUHUM
OHO IITO Y KpaTKoBHUAOM ocehamy JbydbuHe U cBoje DeCMPTHOCTU
paHHje HHCaM, [a ra yIIHUTaM CBe IITO XTeAOX 3HAaTH O HerOBOM
cnuKapcTBy! YunHuhy TO Kpo3 ¢popMy KOjy caM y IIajid Ha3Bajia
KOHWpauHiepsjy. Ja hy oarosapaTé Kpo3 IUTamka, pasropeBajyhu
>Kap U 1odyHY, a OH he MocTaB/baTH ITHUTaka OATOBOPHMaA KOjH Cy Ce
TAJIOXKW/IU U BPUJIU TIPEKO ceaM JelleHHja.

U, ga, yunHuhy jolml HeWITO IITO HHKada HuUucaM. [Ipecrahy
oa My IlepchupaM, ajlkd TeK HaKpaTko. TeK Ha OHOJIMKO, KOJHKO
je moTpedbHO Ma 3ajemHO HWCIPUIIOBEOAMO jefHY MOryhy HCTUHY

1 kemum Uociuhu aticonyitiHy Budbpauujy cebe Ha unauiHy (MutpoBuh, 2016, cTp.
179).



0 CIHKApCTBY. MHTUMHY, TOILTY, JIUYHY. be3 CKpOBUTHX MeECTa,
ToITanajariia ¥ TajHU. 3ajeHO, OH U ja, CHara U CTpellha.

Ilyicupawe cituke

IInattiHoO MU je Ha jegHOj KJIYUU U HACJIOHEHO je Ha 3Ug.
Cliojum gox pagum. 3a/byd/beH CaM.
(Tpoiuess, 2006)

[Manuur ce? Peri MU fa je Tako. [lociie CBUX BEJIMKUX HM3jaBa
U CTPOrMX KOMEHTapa, HUCaM O4YyeKHBa/la [a heMO MOYeTH ca
3a/byO/beHoIhy. AJIM, HE MOTY TH OIIMCATH KOJHMKO MH je Aparo
30or Tora. 1 ja cam 3aspydsbeHa. Y, ciyTUM fa IeIUMO JbyDaBHHUILY.
[TomamHy, pa3y3naHy, TOIIY — 3allpaBo, Bpejly, IPOMUCKYUTETHY,
OIOjHY, TUXY, CETHY, CYPOBY U HOOXKHUBOTHY. OX, KaKO je JIaKO U
HEeCMOTpeHO OWJI0 3a/bydUTH ce Oall y ymMeTHOCT. Kam oHako
IalaBo MJIa[ YTOHEWI y TIPBU 3arpapbaj MCKyCHE KOHKYyOHWHE,
MUCJIHII la Ce TO HUKOME paHHje HHje aecusio. Uinu, bap HUKOMe
Dalll Tako Kao Tedu. OHO, Oellle, U TU UMaAlll TajaHCTBEHY ITPUIIOBECT
0 MOYeTKy (paTasiHe JbyOaBH.

TajHa kylosie y 3aipedbaukoj yiuyu je iajHa

Moje UHUuujauuje y caiukapciiso...

Y mojum gHeBHUUKUM besteuwiKkama, Koje cam 0gaBHO HACIOBUO
SleMilepalypa gaHa“, HauWdao cam jegaH 3auiuc U3 BpeMeHa

Kag cam >kuseo y Kytiosiu. 3abesiexxuo cam ga y cedu HoCum

jegaH upHu KkBagpaul U ga je y wemy Hewtio yuucaHo. Taj upHu
KBagpaul KacHuje ce cjeguHuo ca ambujeHiiom Kytiosie. Y wemy cy
lloxpareHe U WiaBaHcke ipege, U Upadwrasu ociiduyu HaMewiaja
y pactiagawy, U MyWHO CBellljio Koje ce uipobujasio kpo3 UyKouiuHe
Ha KpoBYy, U goboBarke Kuwie usHag Moje ijiase u puka ipoMoBa

0g Koje me je cuoliagao CMpuiHU ciipax... U3 tioi wamMHOl BpeJia
Halajasie cy ce Moje OHgaule CIukKe.

(ITonnoBuh, TajHa kyuose y 3aipebaukoj yauuu, 2015)

Ha TpeH caM moMuciauia na hemo mMmohu n1a oduTaBaMo camMmo
y cBeT/IocTH. KakBa geTumwacra yexkma. OaMax CU 1orerao CBoje
anyTe, WIA MOXKOa Temesbe? [IykowiuHe, UpawlkdsBu oclduu,
MYUWHO CcBeWlJIO U UpHU KBagpawi! 3ap HNpUYY O CIUKApPCTBY
HHUCMO MOIJIA MOYETH Ha HEKOM Apyrom Mecry? Hekom Kkoje du



pedepUpasio Ha BEJIMYAaHCTBEHOCT, HEYMUTHOCT, TPAQHAHUO3HOCT?
OHako, TU ¥ ja, CJIUKAp U TeOpeTHhuap, CTPYYHO U MOMIIE3HO, Ca
aMbHuLIMjoM A AedHUHUIIEMO, KI1aCcUu(PHUKYjeMOo, 00jaCHUMO?

Cltukapciiso je My3uKd 3d o4u, He MoxKe gad ce 00jacHu,
a cimuke ¢y y boxxujum pykama, Hatpegyjy, ta ciiaHy. Tako u ja. Hemam

KYg ga >ypum.
(ILlyHoB, 1993)

Y nipaBy cu! JXKyputH, Kyna? CJIMKapCTBO U jeCTe OCMHUII/BEHO
Kao ycrmopaBame, Kao Tpajame y BeuHocTH. Ceham ce Kako cy ce
MOjH podecopH YyIIUBKAIUA Aa Me IToAydye MOryhuM arcrekTumMa
IpEeBPT/BUBOT  [OXKHB/bAja YMETHHUUKOI [iejla U  HeroBe
neduHHIIHje. HapaBHO, yBeK Ce KpeTasio 071 0a3UYHOT U HajcTapHjer
- MHMe3Hca’. AT, KOTMpawke BUIA/BbUBOT AJe(UHUTHUBHO HHUKAda
HHje duJio TBoja 60ja. 3ap He? CBe CHM MOrao cedu ma MO3BOJIMIII,
aJli He U UMUTAllHje; I1a YaK HU UMHUTalUje 1Mo boxkujemM Kpojy.
EBo, mokyuiaBaMm ga 3aMHUC/IUM, ajI¥ CBE IO Yera JOCEeKeM CY MOjU
BeIPU U KUKOTAaBU OCMECH.

OHO W0 MeHe 3aHUMa Wio je KOHWaKill ca codbom,
U3Howere wWoia wWiio umMam y cedbu Ha desTuHy UJIaliHa.
(MutpoBuh, 2016, cTp. 176)

HapaBHO, CJIMKapCTBO KOjeM CH Ce y IIOTIIYHOCTHU ITOCBETHO
U0 je yemo cBOr BpeMeHa. HeMa y weMy HUYEr apXauyvyHor, I1a
4YaK HY HOCTAJITHUHOT. TBOj aHTAaroHMU3aM mnpeMa MaJjiorpahaHCKoj
CEHTUMEHTAJIHOCTH je jaCHO BUIJbUB. HUCH ITO/IJTera0 HU U3a30BUMa
paHe MoZlepHe Be3aHUM 3a IT0KYyIlIaj CydjeKTUBHU3allHje peaTHOCTH.
ITa, HU OUCKYCHjH 0 nudepeHlihjalluju MogepHe U llociiMogepHe,
OOHOCHO, KaKO TO IIOMaJi0 IHMHHUYHO OeduHUIlle JIUK Pepus,
aHuwumogepHe. iao cu mpaBo y cpX! Kama Hema TeopeThdapa
YMETHOCTH y OJIM3WHH, 30BEM TO IIyPHCTHUKOM HYTpPHMHOM. My,

2 HajcTapuju TEOPHUjCKU MUMETHUUYKH ITOCTYJIATH CEXKY Y aHTUUYKH IIePUOM, A0 APHUCTO-
Tesa. Ho, Te3a ma je mpruMapHO CBOjCTBO YMETHOCTH CaAp>KaHO y HeHOj UHTepIIpe-
TaTUBHOj MohH 6UJI0 je BeoMa >XMBO U 'y peHEeCaHCH, a IIpeHeJIo ce U Ha (hopMHUpamke
TeMesba CaBpeMeHe JIMKOBHE KPUTHKe, TauHHUje y XIX Bek (BUAETH BHUIle y AedUHU-
nujama Xunonurta TeHa (Ten, 1990)).

3 Pasmarpajyhu ¢eHOMeH IMOCTMOIEPHOCTH, Kao eKCIUIMKaIllKjy moda HaKOH aBaH-
rapoHux nokpera, JIuk ®epu ucrude: OWiyga BuguMmo ga cy MogepHe u Uocmogep-
He UlogjegHako ,aHiuMogepHe” 1o WiomMe WO ce U jegHe U gpyie cyupouiciiasibajy
JkapiiesujaHckom”, Upocseill/byjyhem u payuoHaIUCuuKomM Hacnehy: cBaka og wux
ykasyje Ha jegaH HaA4YUH UipeBohera )Kesbe UJIU HY>KHOCWU ga ce He UoCaBuMO Hau-
BHO y lipegciiaspare. (Pepu, 1994)



HE>KHHje — 0eCKOMIIPOMUCHHM M YITHMAaTHBHUM JIMYHUM OTHCKOM
cTBapaolla. Huimita HUCH yJ/Ielao, JOpaakro, MoIIpaBHo, YMeKIIao,
mpuiaronuo. Hucu mreneo HU cebe, HU ITocMaTpayve.

Ykosuko jegaH ciukap ycue, Wiokom paga, ga ce uspasu

Hd WIAWIHY HA WAKas HA4UH, ga He oceha HuU 60jy, HU YeliKuuy,
HU WeplUeHWUH, HU CBe OHe eJleMeHUie KOju ce HaJlid3e 0KOJIO,
YUWOJIUKO je dJTUXKU oW aJIHOM U3pa>kasdry ceoe.

(MwutpoBuh, 2016, cTp. 179-180)

a, mrcao cv BpeMe y KOM CH JKUBeO0. CJTMKAO CU KaKO CH jeIUHO
MOrao - MOJEepHO, YBpeMeHWheHO, MHTPABEHO3HO M HEMOTroAdeHO.
HU... imMao Ty cpehy uau Hecpehy, Aa cTBapall Y BpeMeHY Y KOM
ce gecua cvpiu iybuke*. Ta HeobMUHa KOHBEP3Hja apTUCTHUYKOT
[10Jba HUjEe Te HUMaJIO IoJbyJ/basia. Kao ma cu riiegao Herae opyrae,
Kao Ja HHWCHU HHU OCETHO, 3allpaBo, Kao 1a U HUCHU OHO Ty — Y CBETY.
Heiro je n3nyTpa dusio jaue?

Ilocttoje /e6ygu Koju umajy yHyipauky MyKky U ti0IOH KOju ux
wepd, Ha Upumep Ha CIUuKdme.
(I'muropujeBuh, Xsaiia me myxa u wiyia, 1991)

Bejto iytatiHO ¥ MyKd, Kaja Ov YOBEK ITOXKeJIeo a dyze TeHIeH-
[IM03aH U IIJINTKOYMaH, CKOpO Aa O¥ OBMM peurMa MOrao 3axBa-
TUTH YKYITHO TBOj€ CTBapasialliTBO. AJIM, MOpaM OgMax [a TH IIPHU-
3HaM, ja oxdallyjeM CBe TBOje JeMOHe U MYKY U CTpadame. Xohy a
MMCJIMM Jia Ce CBe OHO, IIITO je U3allljIio y (OpMH MpadyHHUX 00JIHKa,
Tpy/bEHA U paclajarka, Halajaio Ha U3BOPY KYyAHe 3a JIEIIOTOM
U upeasnioM. Xohy na BepyjeM [a je TO MylafajlaukKd UAeain3amM
KOjHU CH YCITEO TAaKO BEILITO [ia CaKpHjell o APYTrUX U OuyBall [0
KOHAYHOT myToBamwa. Tpeba MU Aa 3HaM [ia Cy HaM AyIIe CecTpe y
cBeTsioCcTH. Ty MOpa Ja uMa BHUlle of baHa/iHOT Epoca Koju y3guske
U pasapa. Cehai ce? Epoc je cuia Bulller pefa, ajid caMo 3a OHe
KOjH MYKOTPITHO Y IIa’XK/bUBO Tparajy. OrieMemwyje, HaJaxmwyje H,
Dalll Kao THU, HEIIpeCTaHO IponuTyje. He U3 pago3Hanocty, Beh U3

4 HcruuyhH mpecymHOCT yTHIIaja caBpeMeHHX TeXHOJIOTHja Ha CBaKOIHEBHH SKHUBOT,
CaMHM THM M YMETHHUKY ITyO/JIHUKY, UTAJINjaHCKH HCTOpHUap CaBpeMeHe YMETHO-
ctu Akuie BoruTo OnvBa yBOJH I0jaM cvmpill Uybiuke Kako b1 Harjacuo Hemoryh-
HOCT apTHKYJ/IallHje TTopeKa, CTPYKTYpe U MHTeJIeKTyaTHHUX ITOTeHIIHjajla caBpeMe-
HUX JbydouTeba yMeTHOCTH (BoHMTO OnuBa ¥ ApraH, 2006) . OBo HapaBHO IHPEKTHO
HMIIJIMIMpA Ha BHINEC/IOjHY H3MeHY CTPYKType KOMYHHKAIlHje Y CaBpeMeHHM
npymrBuMa. OB3UpOM da Cy y IHTamke J0BeJeHH K/IACHUYHH HAUWHH H3BOhema
YMETHHUUKOT Jiejia, FlbeTOBOT H3jiarama U Ipe3eHTOBakha, Mopa Ce IIPEeTHOCTAaBUTH 1a
Cy, jemHaKo Tako, pefedHHUCAaHH U KaHATH U TUIIOBH OKHBJ/baja YMETHHUKOT JIefa.
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XKyIHe J1a He IIPOMYCTH CaBpIIEeHCTBO. MK, Kako TO JUBHO BeJIH
KomHeHuh npunoBenajyhu o TBOjuUM CIMKaMa - KAO WU KOjuM
ce BUllasTHocu cytipouiciiasspa cvmpiiu (KomHeHuh, 2014).

CuiaxsieHa KyuoJia

Y MmeHu tiocilioju >ke/ba ga CTUKd, Kao jegaH poMaH, Moxe ga
ce yuitia Beoma gyio ga Moxke C HhOM ga ce XUBU.
(JIazuh, 1980)

Cnakem ce, BpeMe je Oa HaIlyCTUMO OIIITY MIPUIIOBECT O
CJIMKApPCTBY U BUAUMO LITA je TO JIMYHO — CeDUYHO, HETTOHOBJHUBO,
KpxKo TBOje. IllTa je TO Cc/iMKa Kaja je pa3ogeHeMO Ol BpeMeHa
y KOM je HacTajla, KpUTHKaA Koje Ccy je AedHuHHCaTIe, TP>KUIIHUX
XTeWa U CJ1aJ0CTPAaCHUX XXyOkU nydnuke? Can, Kaf je TesIo IOHEeI0
ca coboM JbyACcKe ClIadOCTH - TaIITHHY, CYyjeTy, IIpHjaTesbCKy
0/1arod0ja>k/bUBOCT, DeC ¥ IPOTECT; cal, Kajia 6e3 JIasKHUX IHjeTeTa
MO>XeMO Jia CJIMKaMO UCTOPH]Y jedHor cTBapasialuTsa: IllTa je TBoja
C/IUKa caja?

Ja BepyjemM y jegaH HAg/bygcku OgHOC, ¥ 308 MAIUYdH, 308

CHale MalHellicke KoOja WeXXKU Cjegurasdry, Kao y jegaH Uo3us us
Mpaxd, Hetlo3Hauloi, HeucuuiaHol ipocitiopd, Wiio cBe wipeda
ga pewu YygHy tajHy >xusowid u cMpuiu. Takso sepoBare HUje
pesiuiuja, 3aHocC, Beh cMucao duttiucara.

(ITortoBuh, J/byda Ilouosuh, caukap, 1962)

AKO je ciMKa ersucTeHIMjaJIHU CMHCAO0, OHOA HEeH HU3BOP
Mopa OuTH JbydaB?

Kaga xa>kem JoybaBHU go>XKussbdj, MUCIIUM HA U0g3eMHY peKy
KOjy HOCU YOBeK.
(MwutpoBuh, 2016, cTp. 183)

YnopHo Me Bpahai Ha MecTo 3a Koje He Mory pehu ma i1’ je
U3BOp Wi yBUp. Hucam duia sewa. [IpolrHHUpasa caM HEeKOJIUKO
eHLUKJIONearja Y HaAu Oa hy casHaTH LITa je TO peka. Yera cBe
Ty HeMa - BpeJio, CTaBa, CyTOK, IIypall, ecTyap, MeaHaap, AeJTa,
MpTBaja... [Iuiy o Boou, a MHCJIe Ha TBOje cjIuKe. 1 Ha OHe cTape®

> PedepeHnua ynyhyje Ha JbyduHO CIUKapCTBO Jyioc/I0BeHCKO!I liepuoga.
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- CyBe, WITO NpPU3UBAjy KuUlle, U Ha hypkoBuheBe®, deckpajHO
IJlaBe; U Ha MYHHIIMO3HE PAaHOIIApHCKe Ca CKPUBEHHM pPEUYHHM
TOKOBUMaA, U Ha OHe U3 Erejckor cauBa U Kcupomorama, Ha
be3BogHe [IyuuHe’; Ha CyBU I'pag usiybseeHux /bygu®; Ha Bogotiage®,
Ha cBe DecKpaje Koje CH IOKYIIIao Aa AoTaKHell. Mnak, reorpadcke
oApedHMIle 3a peKe HHUCy HHINTA ciopaM Mucthdyapa! TBpae noa
BOZleHe CTpyje 3alpaBo OyjuuyaBO IIPOHOCE BpeMe HaTamajyhu
LIKPTO, pehe oduiarto, odajie >)KUBOTHHUX XU UCTOPHjCKHUX Pa3100ba;
Ila HUje MCTO IJIMBATH Ka U3BOPY WJIH Ka yurhy!’, ga ce To 0dnunu
He3ayCTaB/bUBO IIpeMehy U3 jenHe ¢phopMe y Opyry; Aa ce cseill
yyJid ¥ lojasHU CcBelll orJiefajy jedaH y pyroM; fa ryrajy, Hararajy,
IyiaBe M Hoce... Ulak, HULITa TU HOBO HUCAM peKJia. THU CH TO CBe
3Ha0, MHOTO IIpe HEro LITO CH HaHeo npBe 0oje Ha My1aTHO. buiio je
Herze y Tedu? 3ap He? [lyboko?

Y garHuma kuwia, wtiMypHUX BpeMeHd, Ciipdaxd 0g COUcCuiBeHOol
lociiojarba, y WipeHyuumMa Kkdg 4acosHUK ogbpojasa cexyHge
Hawel UsaHeliapHOl Uocliojarbd, UoKywasam y WUWUHU aiiessed
ga ce, UocpegciiBoM UiauiHa u 6oje, Cyouum cd COUCUIBEHUM,
YHYyWpauwruM Upesuparumad.

(Rypryc, 1994)

HujemaH ciauKap He IIpWIa3y IJIATHY Ipe HO IITO je myDoKo
rnorsenao y cede. bes 063upa Ha KOHBEHILIMOHAJIHE HOPME, CTpOre
3axTeBe Mmopyuywialla U (popMajiHE OKBHpPE BpeMeHa y KOMe ce
>KMBH, CBaKa CJIMKa HW3HYTpa, 0ap y eTepUYHO] HajaBH, ITyJCHpa

6 Pedepeniia ynyhyje Ha feo KoJjieKli¥je cinka MBaHa hypkoBuha.

7 PedepeHiia ynyhyje Ha ciuKy Jbybe ITormoBuha - Ciiyguja sieha, 1958, y/be Ha IJIaTHY;
130%x97 1M, Kosnekuuja T. u I1. Xaponp (T&] Herold), ITapu3s; Kojy je HakoH 0bjaB/bU-
Bamka MoHorpadwuje (Tronche, 1981) 0 HEroBoM CJIUKAPCTBY CAMOWHUIIAjaTHBHO
npeuMeHOBao. Beselika ¥ JaHac IOCTOjU y IPpUMepPKy MOoHorpaduje Koja ce yyBa y
MogepHoj ranepuju Basbeso.

8 Jbyba IMomoBuh, I'pag usiybweHux vygu, 1971/2, yibe Ha 11aTHY, 97x146 1M, Konexk-
nuja JKaH JaBpej (Jean Davray), ITapus.

° Jbyba IlomoBuh, Bogoiiag, 1977, y/be Ha maTHy, 195x130 1M, Kosekiiuja AHaTom
OomaH (Anatole Dauman), [Tapus; Jbyba ITormoBuh, Bogoiiag, 1986, y/be Ha IIaTHY,
162x130 M.

10 Vgeny [lo3egpa KoHpaga Cpue iame uy weloBoj pusimckoj agaitiayuju (Atiokatuiica
gaHac ®perHcuca dopga Koiiose), tiioBugba y3 peky Hajilpe lipegciiasiba ioBpaiax
gusbeM Kpo3 tocilielieHO cKugare MalepujaiHux U MopajsHux Upusuga ca yusu-
JIu308aHol duha: uosex OHOBO Uocuiaje gellie, Jbygcko duhe loHOBO Uocilidje >KUBO-
wura. Pasmnoi wiome je wiitio Ha xogouawhe go csoi ussopa y boiy moly ga tiohy camo
Kpajwe uucimiu wygu, uctiocHuyu. Ocitiasie UpupogHu oK peke ogHOCU go ywha u
MOpCKUX taJaca, tj. go cmpitiu, Bpahajyhu ux xaocy tipsobduitiHoi okeaHa. (FapaeH,
Ounopeniuo, I'apaeH u Kiaja 2006)
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OUJIOM CBOT cTBapaolia. Ajd, Ko Tede je dusio gpyraudvje. Hukana
HHCH H3allla0 M3 jaMe COIICTBA, 3ap He? Y TBOjUM CH IIpU30pHUMa
UCK/BYYUBO TU - TBOjU HEMHUPH, TBOje IATHE U CIYTHE, TBOjU
Tp3ajH, JJaTeHTHU MOKYILlIaju bera U uiyeKuBamwe Haze. Huje Te ce
TULAJIO 1IITA Ce JelllaBa Ca BOAOTOKOBHMMaA KaJl HAIyCTe IMOA3EMJBE.
JIMKOBHU 3aKOHHM Cy jeIHWHO LITO CH IIYCTHO V CIHKY. TH, IUHH]ja,
00ja ¥ ersucreHIMjajiHa Mepa CBETJIOCTH.

Mopam ga gogam yureHUuy, ga e ciuke u 3d MeHe
Upegciuasspajy usHeHaheme. To je pe3yaiaii wipaiarba o HeKUM
XOgHUUUMA Koje He UO3HAajeM...

(JIazuh, 1980)

YBeKk Ta 6ecKkpajHa IIpOCTpaHCTBA IOA3eMJ/ba, MpaKa U BOJE.
Kako fma ce cycpeTHEMO aKkoO ja XOOUM TOpOM, a TH IOA3EMJ/bEM?
[TuTaM ce, KaKO CMO YOIIIITE U 3aIlI0AEHY/IH OBaj pa3roBop! [ITutam
ce... Ja 11 ¥ TBOje ciivMKe (PYHKIIMOHHUINY TaKo? MHUCIHUM, OBAKOo,
Kao Hall pasroBop. [IpoBOKaTUBHO ofJjiase y OPYry KpajHOCT U
MarHeTHOM CHJIOM MpHBaade omno3ute. HamhopacTto 00jaBibyjy
CBOjy CaMOIOBOJBHOCT, LOK JKyIe 3a IpullajakeM. MaMHUll U TH
TO, Ka0 KakBa ApaxHa!l, UCTONpOKJIeTE Y HENperieqHY MpeXXy
Tparama 3a MPauCKOHCKUM CaBplLIeHCTBOM? Kako fa Te mpaTum?
Hasupem TparoBe dpojHHUX cTa3a. [laj MU 110 KaKaB 3HaK!

HajéutiHuje je 3a MeHe ga Ha CIuKe lipeHeceM CBoje gucdtrbe.
JKeseo dux ga jegHol gaHa y HeKom dygyhem BpemeHy, Kaga ce
JBYgu Hahy uctipeg Mojux ciuka, oceitie iociiojare jegHol gpyioi
duha, Hekol Ko je )xuBeo lUipe wux. la ocellie ga je cBoje UyJicupare
yciieo ga tipeHece Ha UJIAUWIHO U ga je wio dbuhe koje wipeiiepu. Moje
cyiuke ga 6ygy Kao oHuU 3HAKOBU WO ocyheHUUU Ha cMpild ype3yjy
Ha 3ugosuma hemnuja.

(Bykotuh, 1993)

Komrmio3unje MepeHe [OaxOM, CJIOjeBH MOACIHUKAHU
TpernTajeM duha, IVIMTKU 3UOHU pebeu ocyheHH Ha BEYHOCT, U
CBe TO Ca3[aHo I10A KPXKOM KYII0JIOM Of CcTaksia!

H yKostuko je uosek uckpeH tipeg cobom, yKoJuko je

CJTUKApCuiBO Upociop y KojeM oceha >KuBoill, OHgd OH U3HOCU CBe
OHO WO UMay ceou...

(MutpoBuh, 2016, cTp. 195)

11 MwuTcKa JIMOWjcKa TpHHIIe3a HaJlaJleKo YyBeHa II0 CBOjOj BEIITHHU TKama, KOojy je
dorvma ATWHA HaKOH TparMyHe CMPTHU IpeTBopMJiia y nayka. (I'pesc, 1991)
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Bosiena dux pga camM Moryia OMTH 3paK CBETJIOCTU Yy TBOM
atesbey. OHAj paHH, jyTapwH, IITO Ce OOpYyIIM Ha IJIATHO IIpe
TBOT IIOIVIE[AQ; IUTO OOAWPHE MYKOTHMHE Yy IMOMAJIO3U IIpe HO LITO
WX UCIIyHe 0oje; IITO pa3oleBa MEKO TKHMBO MPETXOAHO HAHETe
racTe; LITO ITpOBoLIMpa M pyra ce! Begpu dw HaM OWIH OAHH,
Be[pHU U CBaa/buBHU. CBe OHe IVIaBe U TeJjieca MOIJia OUX BPLIABUM
rnpejiaMameM, U3a TBOjUX Jieha, Ia, yak U IIpeld TBOjUM HOCEM,
npeTBapaTy y TU3aaBe IIJIAaHUHCKE CUCTeMe, HabDopaHy 3eMaJbCKy
WJIA 3eMJbHHY KOpY, YCHYJIy MaXOBHHY MOJ KpolllkaMa, hepaaHe
JlaTULla U U3AY>KEHO CTOJIETHO KOopewe. Morao dU ce JbyTUTH, alld
Me He OM MOrao yxBaTHUTH. Myuusa OMX Te He3ayCTaB/bHUBO H, KO
3Ha, MOXK/[Ja ca3HaJla TajHYy [OpeKJ/ia TBOje UHCIITUpALIHje.

Mopam ga tipusHam ga HUcam Huxkagad wpewupao

CTUKapciiBo Kdo tipuyy Koja du duJia Be3aHa 3d HEKO WO, 3d
tejsark usiu upoctiop y Kojem Kusum. Moj ogHOC je Buuie ycmepeH
lipema tioHOpuMa seygckoi duha. Moje ciuxkapciso je jegHa
UHTIUMHA, YHYyUpaulkad Upudd 0 OHOMe WO ce geuldBasio y MOM
ouhy.

(MutpoBuh, 2016, cTp. 192)

...Ja HeMam yHaupeg tpulipeMbeHy Upegcuiasy, seh je

ciiBapam gupekiiHo Ha UiawiHy. Hemam uypiiexx UpuipemseH
YHatlipeg, Heio UyliyjemM Ka Helilo3HAWIOM, y WioMe MU je,
BepoOBAUWIHO, YUUAB cMucao 3601 yeia UpaBuM ciuke, jep me
3aHUMA WO Hello3HAWlo Koje U3Jid3u U3 MeHe, Koje je BepoBAUiHO
30dKJBYUYAHO U 3a6eTOHUPAHO Y jegHOM geJTy Moje logcBecliu.
(JIaszuh, 1980)

Bestuku fiogyxsaili Ha TIJIaHy CTUKe

U, eBo Hac. Ha oHOM (pbaMO3HOM MeCTy Iie KpUTHKa MHUCIH
Ia je KOHAUHO [OOKy4yu/ia TBOjy YJIOTY Yy TEOPHUjU U HUCTOPUjU
CJIMKapCTBa, Ha MeCTy TBOje HEIOCTOjaHOCTU. OnyBeK CU OHO
MAaHTYI, MaHTyIl ca CTUJIOM. Ba/bga CH 3aTO M OMO TAaKO BOJBEH.
Kinamaiu cy TH ce 300 MUCTUYHHX CaJip>Kaja TBOjHUX C/IHKa, 300T
MMapUCKOT MyJicCa MOLEPHOCTH KOjU CH HEIpeCcTaHO Herupao, 360r
IJlaTaHa Koja Cy [0 ocamMmpeceTux Beh ymia y mehyHapoaHe U
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nomMmahe koneknuje'?.. Umak OHU KOjU Cy Te BOJIEJIU, YUHHUIIU CYy TO
300r TOr HEOOMYHOT 3dKOHA YJ/IUulUe KOjUM je DUI0 MCTETOBHUPAHO
YHUTaBO TBOje cpLie. A Taj 3aKOH, Ca3[aH Ha >KyJHH 3a OTICTAaHKOM U
CIIJIETOBUMaA HeodjallllbUBUX TEHAEHIIUja 32 UCKOHCKOM MIPaBAOM,
ocobeHoIrhy, XepojCKUM MOABH3MMa, HE3aCUTOM POMAHTHKOM H
rpaHOXO3HOM MMaruHallljoM, IOPOAHO je CIMKApCTBO Koje ogd0Hja
Ia rpunapga, ga oyne onpeheHo, Kiilacu(pUKOBAHO, CBPCTAHO.

[MTamtun 141 Tpehu OkTOOapcKku canoH? Cehawn M ce Kako
je yapodHu Jlazap TpudyHoBHh IHCAa0 O BaMa, BamMd MJIAGUMA:
YmetiHocll CHA U Mawile Upegciias/bd 3HAYAjHU UpogyKeuidkK
Hawux Hagpeanucwiuykux uieHgeHuuja, aiu y BeJIUKOj mepu
UsmMerweHUx U y uspdsy u y meuogy. AKo je ayuwiomMawiusam
CIUKapcuiBy BpaWluo CUOHWAHOCW CcuUBapard U ciaodogy y
OgHOCY Ha MOWIUB U Upupogy, OH MY je y BeJIUKOj Mepu cuyuiao
U cysuo uoelticku kBasiutieii. I'pyltia wmiaagux ©Oeoipagckux
ciukapa (/byba Ilotiosuh, JleoHug Illejka, Cseuiozap Camyposuh,
Pagomup [JomaHoBuh, Biaga Besuukosuh), CBaAKo 0g wux ca cBoOl
UHgUBUgYAJIHOI cllaHOBUWWA, UowJia je 0g akse KopeKiulype
aywomMauickol Meioga Koja uge og weiose Helayuje, go uciiuuyarba
lioetlicko-uHulenekwiyajHux eliemeHauid y upsu ujiaH. UsmereHa
je usipagwa cJiuke, HWeHa YHyWpawra cuipykuiypa, Upouec
HacwiaHka. Ciuka je caga jeguHCUWiBEeHUjd U CJIOXKeHUjd, HeHd
Be3aHOCUWl je guHaMu4yHuja u, UsHag cselda, weHa Uoeuicka cHala
goduja maiuuHe gumeH3uje. [1oe3uja je oBge Moisia ga ce pdcKpusiu,
ga Ha dusapHocuMa csakugau kel csetia usipagu KyJie Mmaulitie u
ipagose cHa. Iloelicku Hagpeaau3am Hek o O0yge HheloBO YCI0BHO
ume, ipukKasdo je 0BOM U3T0)K6EOM gepuHUWUBHO ga je YMeUiHOCU
Besluke eHepluje u 030u/bHe UepclieklliuBe, gd je caciiasibeH 0g
HagapeHux JIUYHOCWU Koje 3Hajy wiba wipaxke og ymewiHoCcWU U
>xusottia. (TpudgyHoBuh, 1962). Mopa ga TH je cpile OHJIO ITYHO.
[IpuMmeheH ch ¥ yBaykeH, a JJa HUCH MOpao Ia Ce OApeKHeIl HU
jenHOr mem/ba CBOje OYHTOBHe Ipupoze. Mmak, MpBU IIYT CHU
cBpcTaH. I[oelicku Hagpeasiuszam 61 MOrao JoHeK/Ie JeUHUCATH
TBOjy HHTUMHY CEHTUMeEHTAJIHOCT. OHY KOjy He OU ITpHU3HAO0 HHU I10
KOjy LIeHY, OHY KOja Te je YUHUJIa ITI0OMaJI0 paBkbUBUM U IIOBPEMEHO
€MOTHBHO HEJOCTYITHUM, a KOja IIOHEKa Bparojacro IpoOBUPHU U3
KOMIIO3HUIIHja.

12 TlomeHumo camo HekKe: Aberbach Fine Art, New York; Foundation Varenneman,
Brussels; Galerie Beaubourg, Paris; Galerie Isy Brachot, Brussels; Galerie de Seine,
Paris; Tanepuja MuneHa I1. bBapunu, I[Toxkapesair; Julian Aberbach Collection, Pariz;
MogepHa rasnepuja, BasmeBo; My3ej caBpemMeHe ymMeTHOCTH, bBeorpazn; Rose Art
Museum, Brandeis University, Welthamm, MA...
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Ocum cumiiaiiuja y goda ciiygeHuickux gaHa y beoipagy, a

U KacHuje, ca HagpeaJusMoM HUCAM UMAo Heke ogpeheHe Be3e.
Tpeba Hal/iacuiiu BpJIO Upeyu3Ho, ga je uio iokpeil Koju tipuiiaga
uctiopuju, a ja umam ymucak ga upuuagam gpyiom BpemMeHy, ige
cy Wpaiarka y ymewlHocU, a HaAapoYuio caukapcuusy, UOMUYHO
gujamellipaJiHa og HAgpeajauciiuukol UoumMara yMeuwHOCUW U.
(ITamoBwuh, 1978)

[Iutam ce, 3alITO Ce TaKO JIaKO OAPUYELI CBera OHoOra LITO
HaJlpeaJIMCTUYKO OKpUJbe HecedMUHO Hyau? ClliBapHOCW gpyKuuja
0g OHOI WWO BUGUMO, UyjeMo, gogupyjemo, Hywumo, Kyudamo;
Hello3Hallie cuJie Koje YUpasJ/bajy HAMA; CaH, ioe3ujd Kao cpegciiBo
casHawa; pesosiyyuja'3! 3ap MOjeOIMHM INIYHKTOBHM Ha TBOjUM
IJIaTHUMa HHUCY AedHUHHUCAHH OBHM a3uMyTHMa? Huje U TBOja
ecTeTUKa dap IOHEK/Ie 1A BOIE ca OBOT U3BOpa?

...1U0 MeHUu, BpeltioHOB UoKpelll HUje yKa3ao goBOJbHO

3HAYdja uctipa>kusarby Yucio JIUKOBHUX CBOjcUlAdBA C/TUKApCKe
ekclipecuje, uCiipa>kusdry came CywluHe cJIukapcuisa.

(Bujo, Pasiosopu c Jbybom, 2019)

Yuo3Hasajyhu Hagpeaau3am, CXBaluo cam ga je 0BO Wiilio

pagum utiak Hewtio gpyio. Moly pehu ycj0BHO ga je o Wipaiarbe
io cedbu, Uio HeUCUUWaHuM U3BOpuUMa, d CBAKU Mussumeiap
UnaiHa tUpegciiasied UyJICUpare Mol XKusoilld, WO je U3pa>keHo
gogupom yeuike og csewlsiocidu go WMuUHe.

(ITarmoBuh, 1978)

Og csettlsiociiu go WiMUHe, yIIipaBo je TO CIIJIET HEIIpEeTJIefHUX,
BHUjyraBuUX CTa3a Koje MOoKyllaBaM Ia CMECTHM y KOOpPAWHATHU
CHCTeM, UJIM OMJIO KaKaB CHCTeM. Jla JIK je TakKBO IiTa moryhe?
Ja 1y TO ogBHUIle MOT pa3dyMa Irylid TBOjy MaluTy? KaxKy ma TH je
HWCKOpaK M3 CTBAPHOCTH jadya CTpaHa, fa TBOje CIMKApCTBO 300T Tora
KpacH jJekcuorpadcke jeqUHHILIE U OIIITE Mperyiefe NpUupydYHUKa
KOj¥ Ae(pUHHUIIY CJIMKAPCTBO (DaHTACTUKE.

MHoie he usHeHaguiu Moja WBpgHA ga ce youwiie He
CITY>)KUM MAUWWOM. Ja HemMam KowMdape, CHOBe HU Cardpersd.
Moje cituke Hactiajy UoMWiyHO HEKOHUWIPOJIUCAHO U3 ,Ui0g3eMHOl

13 To cy camo HeKka of, cBojcTaBa Koje Mopuc Hano, dpaHIlyCKU KBHUXKEBHU KpUTHUYAD
U CaBpeMEHHUK IOKpeTa, MPUIMHUCYje CHelu(PUUYHUM 0CODeHOCTUMa Hafpeajin3Ma
(Hamo, 1980).
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usBopa“ xoju camo Hacsyhyjem. Moisio du ce pehu ga wia? gyboka
tiogcsecill, asaHWlypa, Koja ce MYYHO U JIdiaHO 0gCTUKaBa

Ha UatiHy, usHeHahyje u mMeHe Koju ciaukam. Cse gok o
U3sHeHahewe wipaje, CMUCAO ClIBPAHA 3a MeHe UMd gydokK 3HAUA].
Ja He moly ciuky ga uiaHupam, 3aMucjium wiu ga je sBugum y
Mawtiu. I[IpucyciiBo payuoHaIHolI je camMo Ha UJIdHY JIUKOBHE
YUTU/BUBOCTUU CITUKE.

(ITamoBwuh, 1978)

Jlakiie, HYje y MUTamwky [MIOETU30BaHa BUIIAa CTBAPHOCT, HUje HU
(baHTaCTHUKA, HUCY HU BpeJia OHUPUYHOT, HUje HU DeCIIpeIMEeTHOCT,
a HU YUCTa purypalivja; Huje HU peajiHO, HU UICTOPHjCKO, HU TPEH,
HU eKCIriepyuMeHT. [1a uiTa je oHga?

CywiiuHa mol éuha je y iomMe wWilio ce yBek, 0g uouelika Moi
ciusaparbd, Bogusia duiika usmehy payuoOHaIHOI U eMOWUBHOL.
PayuoHasiHO cam ytuioipeb/basao camo kaga je wipedasio ga
tojayam Yutti/bUBOCU C/TUKe, d CBe WO je eMOUUOHAJITHO
U3JIUBAJIO ce HA UIaHO 6e3 KOHUIpoJTe.

(Bykotuh, 1993)

Ox, KOHaYHO MOTY HEILITO a JOAUPHEM, [Ia CXBaTUM. /T MU ce
TO CaMO YMHHU? AJIH, CaM CH ITpU3Hao. [[poHAlllJIM CMO Ta TPH CTyda
OKO KOjUX CA 3aBPTE0JIMKOBHY IIparmMy — paliliOHa/IHO, EMOLIMOHAITHO
U MIOACBECHO. Mynpo, pallMOHaJIHOM CHU OOLEIM0 KOHCTPYKTHUBHE
esiemeHTe. OHO LITO APYTH IOTYUK-ABAjy EKCIIEPUMEHTY, TU CTPOTO
KOHTposidiiew. Mako C/IWKe HausIJiel OOUIIY I[POMU3BOJbHOLINhY
KOMIIO3HILIHje U CTPYKTYpE, IOTOTOBY Y CETMEHTHMa ca aMOpP(pHUM
pactauyhum o00/MLKMMa, MOCTyHaK je Ma’kJbMBO BOhHeH y LUJbY
rocTU3amwa ofpeheHe ecreTcke popmysie. UCTpaskuBawy JIMKOBHUX
eJIeMeHaTa M IOCTylakKa OOy3e0 CH JEeCKPHUIITUBHY IMTUKTYPATHOCT
U CaMHUM THUM HX HMHTEJIEKTyaJiIu30Bao. [IpyrumMm peuuMa, JUHUjH,
00jU U CBETJIOCTU CH IIOAapHO0 CBOjCTBA KOja Cy HEKaJa MpuIlagasia
0ob/IMLIMMa BUAJBMBOT CBeTa. [la M TO 3HAU M A Cy TAKO EMOLIMOHATHO
Y TIOACBECHO MOCTa/IM MeCTa MHTUMHe enrdaHuje Ha IJIaTHY?

CruxkapciiBo 3axitieBd BeJiUKU olpe3 ca JIUUHUM BU3UjamMa,
>KepamMa u oceharwuma. Kao witio csaka iyiasa, CBAKU Uej3ak
WIu apxutdekuypa HUcCy 3d caukarwe, UCtiu cjiyvaj je u ca
Mauiepujaaom Koju je y HamMa HaloMUuJiaH.

(Rypryc, 1994)
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HoBuila Mwunuh je cBojeBpeMeHO HAIMMKCAO jedHYy CTYOHjy,
KOjy je 03HAaUHO TBOjUM UMEHOM M mojMoM eTruka (Mwuauh, 1999).
Huje na Hucam duia u3HeHaheHa W 3auyheHa. Mnak, 3aBUpUJIa
cam. Y jegjaHaecToM IIOIVIaB/by OBe, HaM3IJIe[ MaJleHe, KIbUTE,
Kao y KaKBOM 3JIaTHOM KaBe3y, 3a0paB/beH je jemaH HeodWUaH
pa3roBop. 3amnpaBo, caM je cede 3abpaBuo. IlomyT OTHile poheHe
Yy 3apoO/beHHUIITBY, yIUIAllleHe cIpaM OyKe Koja HeMNpecTaHOo
3all/byCKyje pelleTKe jefUHOT II03HATOr JoMa, OH dWpa Aa >KUBU
y Jby0aBH Ca CBOjUM OO3MPHHUM TJAauyHTe/bMMa - (puUa030dHjoM,
eTUKOM W ecTeTHKOM. M, mMama OecnmpeKopHO, NpHpPOAHO, Oe3
YTUJIWUTApHUX (UI030(bCKUX W JIMKOBHHX aMOHIIMja OBQj
pasroBop AeduHHUIIE CYyLITHHY TBOT CJIMKapCTBa, ja TH ra Hehy
npenpuyaTd. OuapaHa caM Y He KeJIMM [la MU Taj TPEHYTaK OTMe
HeKH HeopoOpaBajyhu mornen uian gax. Ha mecty odjaB/bHBamba
TajHe, Muauh M ja CMO ce CTONMWJIA M HU3pacjiyd MOHOBO, 3ajedHO.
Capga ca ocMexoM IiartyheM Kao MaHTPY BberoBe peun: C/iuka ysek
pavyyHa ca csojom mMohu - iia je moh beckpajHa — ga WIMUHY YYUHU
cseltisiujom. 3aiipaso, 3a wio cy uouipebHe gse mohu, gsa ymeha
Koja ugy yuopego: ymeliu Bugeiiu kpo3 Hebo, u ymeliu Bugeuiu
Kpo3 3emspy. I[IpBO 3HAYU goxXBAWUWIU CBeWJIOCW, gpylo 3Hauu
u3syhu WIMUHY Ha BugeJio.

HetipegsuheHe komobuHauuje

Busuje u lipoctiop Koju ce tlojas/eyjy Ha MoOjuM UiatiHUMd
pesyJidaii cy gyiux u MykouwipuHux ipaiara y camohu auiesped.
Ogaxiie wio cBe 3aUpaso goJidsu, U3 yeia Hacuidje u 3aulttio...Huje

Ha MeHU HU ga 3HaAM HU ga 0gi0BOPUM.
(Rypryc, 1994)

Xajoe ma BUIIE He pa3roBapaMoO O MOPEKIY HHCIIUpaLlWje,
Beh 0 TOMe KaKo ce u3jaujaa y ¢opMy U KOHCTPYKIIHjy. To je oHAj
Ileo KOju CH 03HAUHO IIPOCTOPOM CBOT palidja. A, Tako OH Basblia U
Tpedasio ga dyme. TaMmo rae rpaguMo, Bajba Ia FPaJUMO Pa3yMOM.
Y oBOM TpeHYTKY, y cehame MM [OoJjia3e TBOja paHa ILJIaTHA'‘4.
Moskga 30or Tora IITO CaM y3 HHX CTacaBajia, a MOXaa 30or
KOMIIO3HUIIMOHEe 0e3a3/IeHOCTH. BepTHKa/IHO IIOHHpake IJIaHOBa
Ha maaTHuMa Kieotiauipa ca jabykom'® u Cyhemwe xepmagppogu-

14 Mucau ce Ha JyiocimoseHcku tiepuog (1953-1963) JbyOGuHOT cTBapasialliTBa.

15 Jbyba [TonmoBuh, Kireotiautipa ca jabykom, 1958, yibe Ha miaTHy, 130x94 11M, MoaepHa
rajepuja BasseBo, BasbeBo (MilycTpalidja Ha CTpaHHU 6p. 88).
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iy II'%, nupamupgaaHu Cseitiu CebacuiujaH'’ u Beuepa y Emaycy's,
KpcToodbpa3Ho PacusemiaBare IeHuliasiuja'®, OOMHHAHTHOM
BEpTUKAJIOM KpojeHa H3aben?°.. Be3 o003upa Ha Mmajlery H
TeMaTcKa OACTyIlara, CBUMa Cy 3ajefHUUYKa pellerma 3aCHOBaHa
Ha aKaJeMCKOM HCKYCTBY Y JbyDaBH IpeMa peHecaHCH. To je OHO
MEeCTO Ie BoJjie la Te cMecTe y Menuaiy; Wid, Kako ou To Illejka u
TH PEKJIU — Y UHTETPAJIHY CIIUKY.

Haxko je UupujaitiessctiBo ca Lllejkom duJjio UCKpeHo U 3d

MeHe BpJIO gpaioueHo, ja caM ca YjidaHosuMa MeguaJsie usiaiao
camo jegarHiuyui. Tpeda pehu ga Illlejka Huje uMao pasymMesatrba
3d CcBe acliekiie MOl cJiukapcuisd, U0CedOHO OHe Koju cy UipeBuuie
3a71a3UJiu y epotiuky U geKoOHCupyKuyujy.

(Bujo, Pa3iosopu c Jbydom, 2019)

Illejxa me je Hayuuo ga sugum gpyie. OH je Ha/1a3uo uouipedy
ga ce ucuuuiajy Maseesuu, KaHguHcku, MoHgpujaH, ga ce
uctiutajy MpJoe o Kkojuma je tpuvao JleoHapgo, ajau y 0gHoCy Ha
MogepHy. Cse Uie ieme koje je lllejka uiokpelido tiomMolie cy Mu
ga owiBopuM Bpatia tipema uctiopuju cirukapcuisa. Kaga cam
gowao y Ilapus camo cam UoiBpguo casHare ga Uo CauKapckom
UasawiHy He Moly ga ce KOoUip/bdjy gyXx0BHA 3atielHyWocil

uJiu JIUYHA Wipaieguja jep je wWio oHga uojeguHAaA4YHU UpodJieM.
Otusaparva tipema csetlly cy HeouxogHa. Ciiuka Mmopa ga Hocu
XUpagy uMeHda U UCio woJiuko uoliaega, xumagy upobiema
gpyiux, a He camo WiBOj cOUCWIBEHU...

(MapxkoBuh, 2019)

[Tapus je BUOHO M3MeEHUO CIHKY. IIpBO je y By yijia 60ja,
rna MmoHUpyha CBET/JIOCT, @ MOTOM M CBe CJIO)KEHHja MPOCTOpPHA
pellerma. Marvja Merajonojimuca Hyje Te OCTaBU/ia pAaBHOAYLIHUM.
U TO He caMO AOMMeEH3HWja y KOjy CH 3aKOpayuO HAMyCTUBIIU
CUTYPHO OKpHJbe Kyllea HCITYHEHOr CTpaxOBHMa W Hajama, Beh

16 Jbyba ITonmoBuh, Cyherwe xepmadgpoguiuy II, 1959, y/be Ha matHy, 138x190 M, Mo-
JIepHa rajsiepuja BasbeBo, BasbeBo (MIycTpalija Ha cTpaHu op. 92-93).

17 Jbyba IlomoBuh, Cseitiu CebacitiujaH, 1961/62, ymwe Ha miaatHy, 179x137 um, Mysej
caBpeMeHe YMeTHOCTH, beorpaj (uaycrpalidja Ha cTpaHu op. 91).

18 Jbyba ITonoBuh, Beuepa y Emaycy, 1960/62, ysbe Ha miaTHY, 187x280 1M, My3ej caB-
peMeHe YMeTHOCTH, beorpaz (WiycTpalidja Ha cTpaHH 6p. 94-95).

19 Jbyba [TonnoBuh, PacuseitiaBarbe ieHuttianuja, 1962, y/be Ha tiaTHy, 139x120 1M, My-
3ej caBpeMeHe yMeTHOCTH, Beorpan (uiycrpalidja Ha cTpaHHU Op. 96).

20 Jbyba IlomoBuh, H3abesn, 1960, yjbe Ha miaTHy, 100x68 11M, ITpUBaTHA KOJIEKIIH]a,
ITapwus.
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U CBHUX OHHMX UyJeCHHX MY3€ejCKHX JJaBUPHUHATa KOjuUMa CH XUTAO0
y cycpeT. McKycTBa CTapuX MajcTopa Cy OCTaBWJa HeW30pHCHUB
Tpar. Xo4 Kp0O3 UCTOPHjY YMETHOCTH [103BOJIMO TH je OHO O YeMy
CHM OOyBeK MalllTao — [a IoCTaHell Oe3BpeMeH, ma 0e3 oTmopa
3paKacTo IMOXOAHWII BpeMeHa Ipollljla U BparojacTo 3aBUpYjell y
aysie dynyhHocTH. OnTuHikbeH, YBOAUO CH Y KOMIIO3HUIIHje CerMeHTe
JIMKOBHUX pellelkha MHHYJIHX BpeMeHa He ocBphyhu ce Ha
TPEHIIOBE U IpaKce caBpeMeHHKa. M cBe TO OABa’KHO 3a0/ieBao
raMoOM MOJEPHOCTH.

Moju y30pu Ha UJIAHY BeJTUKUX UMeHa ugy tio ioguHama

passoja u ciisaparba. Y upsum gasama ciuisapaadauliisd, y
beoipagckom tiepuogy 6uo cam uiog ymiuuajem XKopxka ge jia Typa,
crukapa ocsell/beHUX JIuld, MeJIAHX0JTUYHUX U U3lyb/beHuUx y
eHuwepujepy. KacHuje cy wio dusiu BeksiuH, aau, Maipuiu, /Ienso u
Maxc EpHciid...OgyuwiessbeH caM U [oOjuHuUM BaMuupusmom, cmphy,
ciiapowthy, y>xacom, UaHUKOM U pacuagarbem, PybeHcoBuM
MeCoM, JbYgCKUM UYJICUpareM U XUBOWHUM OUWUMUIMOM.
(ITamoBuh, 1978)

Kao ma Hucu Mmorao nhu apyrum mmytem. TU ¥ CJIMKapCTBO CTE
3ariecasid caMoO BaMa 3HaHUM KopaluMa. 3aTo, Bajblla, U3 CTPYK-
TYPHUX pellelkha MOBPEMEHO HEMOCIYIIHO MPOBHUPY]y eJeMeH-
TH MAHUPHUCTHUUYKHUX U3OYy’Kera, 0apOKHUX OHjaroHasia OjauyaHHUX
cBeT/iolthy, pOKajHUX IacTesia, KJIACULIMCTUUYKE KOHCTPYKLHje U
KO 3HA 4Yera CBe He. M HUINITA, OJ CBera IOMeHYTOT, HUje AOoC/Ie]-
HO IpUMeEKBUBAHO. JlejlaTHe MpaKce MPOLIJIOCTH Cy HONYT CBETJ/IO-
CHUX HMCKPHU yCKaKaJie y MojefrHe KOMIIO3UlliHje, CTaduinu3oBaie
CTPYKTYp€ WM pacKpubaBajie mjaaHoBe. MaKo, KaTKaf Oeslyjy Kao
XUPOBUTHU €KCIIEPUMEHTH, 3alpaBo Cy BpPJI0 CMUII/bEHO BOheHe
KOHCTpyKUHUje. Moykaa HUCY YHAIIpe IJIaHUpaHe, HUKada CKULIHU-
paHe ¥ OCMHUILLbEHE, MOXKAA AoJla3e MO HadaxHyhy, de3 Ipojek-
TOBaHE apXUTEKTOHUKE; MOXK/a Ce CAMOMOJeNyjy TOKOM Mpolieca
C/IMKawka - MUWJIUMeTap 10 MWIMMETap; MOXX/a HaCc HeIlpeCcTaHo
obdMamyjy M BUWE HUCMO CUlypHU WA BUGUMO U wildd gogupyje-
Mo0?!; MoXKAa 1Iype, OTUUYY U BaCKpcaBajy U CBe TO HUKala 6e3 TBor
HEeMOT IIPpUCYCTBa.

Y xusolly csakol ciisapaoua tioctlioje kpyiosu. Y Mom
cyuajy upsu kpyl je 6uo beolpagcku, ige je iociiojasia CuupauiHa

21 Pasmatpajyhu uaejy KOHTUHYe/IHe ABOjHOCTH JbyOMHOT ciinKapacTBa AjlleKcaHIpUjaH
(2003) uHCHCTHPa Ha HY>KHOCTH IOAPIIKE HAU3IJIe[ CYIIPOTCTaB/bEHUX CBETOBA CHA U
CcliBApHOCIU, UTy3uje U UCWUHe, Y0BeKOBe YHYpAWHOCU U CUO/bAULHOCTUU.
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WieH3uja, ciipax og CMpiiu, 3atiBOpeHOC, KAKO ga Ka>kem,
ckyueHocul y eizekyyuju. To je BpJio MYyUHO U WaMHO Bpeme, Uyl
Uputtiucka Koju cam ioguHama u Miadgouihy yciieo ga oiKIOHUM.

Hactuaje gpyia ¢asa, y Ilapu3sy, u3BecHO pawuidarasare cseld
ioia u uouywiare ieH3uje. Aju, U gaee UOCuioju OKpeHyuwoci
Upema cMpiiu, Upema epotiuyu, upema pacuagawy. Taj kpyi me je

gp>kao go mMojux tegeceud IoguHa.

Caga Mu ce YUHU ga YJId3uM Yy HOB llepuoyg, Uouur-em ga

oceham ogHoc tipema Upocitiopy U BUUe BUGUM OHO ClUi0/bd Helo
CBOjy YHyUipawry MykKy... Kog meHe cy ce caga UiojaBuJiu Ha
UJIatiHY HeKU poMaHWu4yHU upegesiu. Ilojasuiu cy ce eieMeHWU
ca Kojuma go caga Hucam umao tocia. A OHO u3 UpowJiociiu
I0J1aKO je oMUULJIO Ha Uepugepujy ciauke.

(I'nuropujeBuh, XBaiia me myxa u wiyia, 1991)

OBO, TOMEHYTO cagad je 3ampaBo Beh TpuU [elleHUje CTapo
U CTOjU Ha MapruHama ocaMieceTux. Tamo rae Ccy ce MpBU MYT
objaBuJie CIIMKe Ca CTAMEHOM apXUTEKTOHCKOM KOHCTDPYKIIHAjOM.
OHe 11TO Cy M3Typasie GUTrypyy 'PaHUUYHA [TOJApYyYja, yBeJie 0COJbeHE
cTyboBe CBETJIOCTH M 3acuheHa 1mojba TUTAHOBOT OeJior [IUTMEeHTA.
HuKko HHje Morao Ja HacayTy Aa he y TBOM OIMyCy UCKPCHYTH TaKO
jacHa KOMITO3UIIMOHA pellera. CTapa, rakK, HUCY HecTaJsia; CaMo CY
Yy HOBOj 00jaBH CTPYKTYype BHIIIEe [0lljIa 0 U3parkaja.

Ilocte gyioi Uocmautiparsa tiojaseyjy ce HOBU eJieMeH Ui U,

Koju mMoiy ga 6ygy cKopo peaJluCiiuyHo usBegeHu UoiogHu

3a gybuHcko uocMmatuparbe. Ha ciiuyu ce tiojassbyje HU3
pasIuvutiux outtiuykux KoMouHauuja, uly je MyJuluiiukauuja
UJIdHOBA, YMHOXXABAHE JIUUHOCWIU, ipegMellia U odjexailia
Upegciias/berHUX Y KOMUO3UYUju cTuke. 3 oBe koMOUHawlopuke
jasba ce peHoMeH TyclluHa cJiuke, Koja ce Uciuobdsd Kao
lepclieKiiuBHO YMHOXXABAHeE WO jeCll YMHOXXaBdre Upegmetid
usa upegmeuia.

(JIaszuh, 1980)

BeckpajHHd 4yecTapW BepTHKAJIHUX CTyDOBa IIOPHUHYTH Cy VY
OyorMHY KpaTKMM KacKaJHHM XOPH30HTa/laMa?’? ca Ha3HaKaMa

2 TMuwyhwu o JbydbuHoM TpunTtuxy Y uaciu [lejmca [Iopua ®Ppejsepa (1976/77, yme Ha
matHy, 260x81011M; WiIycTpallkja Ha cTpaHu 6p. 104-105), Jbybomup Cumosuh (Cu-
moBuh, 2016) UCTHUE U UCTOBPEMEHY Mely3aBUCHOCT ITperyieTa XOpu30HTala U Bep-
TUKaa: XopusoHillana koje, Hajuewhe tipecttiasbeHe kao cileieHuwa, ciaxyhu ce
jegHa Ha gpyly, u came tipey3umajy yoly sepitiukasud, U Hoce HAC YBUC, y 3dMKOBe U
KyJse, y Mopcke UyuuHe, y oype, y Hebo U CBelIOC.
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TEIIKO YHUT/BMBUX TIpaZoBa. 3apodHO0 CH YHUTABE CBETOBE ¥
pelIeTKacTh MperJieT reOMeTPUjCKUX HaHoca 0oje M henujacTux
¢dopMH OpraHcke amncTpakiiuje. JlasBupuHiu autokasiuiice*®, TajHa
cuisapawa®*, basosbcke tiehuHe?, [[pHu poman?, Huwuesnu cseui?’,
TajHa 3/1atiHe pyweBuHe?®, 3Be3gaHa UpauluHa*® U HemperjiegHa
HIyMa OApPYTrUX IJlaTaHa OOIIKPHUHYJIU CYy BpaTa TajHe odaje jeqHOor
Jbybe Koju HUje paHHje BUHEH.

Hucy o ,ciiydoBu”, Hapouuitio He HeKux Beh UO3HATIUX
ciiuJI08a WJiu u3 ogpeheHux sekosa. O6UUHO ce U0jaBJbYjy Ha
crukama peaJiHujel csettid. 1 oHU ugy uBuyoM auciipakyuje,

a iy cy ga ykpoue pasyJjiapeHy JUHUjy éapoka, ga iy MmaJio
amMopgpHy atimocgepy pa3doujy a y JUKOBHOM CMUCITY yUBpClle.
(Bykotuh, 1993)

...Hd WIAHY YU/bUBOCUIU CJTUKe MOLy ce ycluoCcuiaBuiiu

Heke pdUuUOoHaJTHe Be3e mMehy HeHUM JIUKOBUMA UJIU CUEHCKUM
eJleMeHUWUuMd, aJiu CBe OCUiasIo je MmaulepujaiHu Wipai wajHe y
Yujoj cam cry>kou oulkako 3Ham 3a cebe.

(MapxkoBuh, 2019)

TajHa®°, TO je MIPOCTOp y KOM JKeJIMM Ia Ce CyCpeTHEMO -
YMETHOCT, TU U ja. Ho, poMaHTHKY Ha cTpaHy. OBie caM [1a ca3HaM
HeIIITO BUIIle 0 HAUMHY paharka TBOjUX C/IMKa. Kajia roBOpHIII 0 TOME
YUHH Ce Kao [a OIHCYjell KaKaB yCy. YBEK IIPUIIOBEeAAIII O CJIMKaMa
Yy KOje CH YBYU€eH, KOje IIpOTUYY Kpo3 Tede, 0 IOHOpUMa U pekaMa
KOjH Kao [1a Te KOPUCTE MOIYT KaKBOT Meaujyma. Ca npyre CTpaHe,
MMOMHUBKEII [JIaTHA KOja Cy HCK/JIM3HYJa, Koja TH y ompeheHOM
IleJly mpolieca He IIpuIiagajy, Koja kiause. He mory na HaheM HU
HajMame CBeJOYEHEe O pa3MHUl/balbbMMa YIIyheHUM CTPYKTYDH,
UHCIIUPpALIAjU WX BU3UJU. Ja IIPOCTO >KEJIUM [a UyjeM HEIITO O
OpraHu3allUju ejleMeHaTa, 04adupy MOTHBA, CTPYKTYPHU JIUHHU]jE,

23 Jbyba IlomoBuh, JlaBupuH atokasuiice, 1988/89, y/be Ha IIaTHY, 220200 LM.
(nnycTpaiivja Ha crpaHu op. 107)

24 Jbyba IlomoBuh, TajHa citiBapawa, 1989/90, y/be Ha T1aTHY, 235%300 LIM.

25 Jbyba ITonnoBuh, Hasosecke iiehuHe, 1990, ybe Ha T1aTHY, 220200 M.

26 Jbyba ITonoBuh, [[pHu pomaH, 1991, y/be Ha myiatHy, 162x130 11Mm.

27 Jbyba ITomoBuh, Hwuessnu cseitl, 1994, y/be Ha I1aTHY, 162x130 11Mm.

28 Jbyba IMomoBuh, TajHa 31ailiHe pyweBuHe, 1995, y/be Ha TJIaTHY, 162x130 1iM.
29 Jbyba ITonoBuh, 3Be3gaHa tipauwiuHa, 1996, y/be Ha miatHy, 162x130 1m.

30 Anen Bujo y cBoM TeKcTy Biiecak wiajHe (2019) BeoMa pacuHUpPaHO U3HOCH: Pegak je
cyuaj ga je cnuxap ¢ Wosiuko cyuiuJIHoCU Upukasao cywmiuHy wajHe, diewiiasu
0peoJI y KoMe OHA HaJId3u yuouuwiie, WamMHU cjaj Kojum ce KUiiu.
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IIPOCTOPHUM IIJTAHOBUMaA, [IOBPIIMHAMA U CEMHUOTUUYKHUM I10/bHMa.
Hayka me je 3aTpoBajia >KyOAHOM Oa OApPedUM M KIaCH(PHUKYyjeM,
Yak ¥ npotuuyhe, HeoapeheHO, eTEpUYHO; YaK U OHO KOje ce OIupe
TyMauewy, aMop¢HO, DYHTOBHO U HEITPEMO3HAT/bUBO.

[TamTtuM peuu [laBia Bacuha: CBaxa JukoBHa ueauHa mopd
ga uma CBOjy gOMUHAHULY, WO jecll jegdH eJileMeHW Kowme Cy
CBU gpylu uogpeheHu. Tex OHga jegHa JTUKOBHA 3dMUucao gesyje
ogpeheHo U jacHo, lek OHga OHa uma ycJiosd ga dyge eciiemicku
¢eHomeH. (Bacuh, 1986) Moykaa heir pehu ga je To becMucieHa
nedopmalidja TeopeTHdyapa YMETHOCTH, aJIl Herme ce Mopajy
CTaBUTH O3HaKe. Kako Ja KOMyHHUIIMpaMO akKo UX HeMa? M TBoja
IJlaTHa, CBe€ OO NeBeJeCeTUX rOOAWHa [OBaJeceTor BeKa, UMajy
OKOCHHILY - AOMHHAHTY. Cyaum fAa je To ¢purypa. I[Io cTpykTypama
KOMIIO3U1IHja, peKJIo OU Ce [1a Cy eJIEMEeHTH CIUKe YBEK CTaB/baHU
y CIIy>k0y TesiecHOT 00/iMdja, KOJIMKO I'of, OHO OMJI0O HeJOCTaTHO.
AHTponoMopdHOCT, O/McTaBa WM Hapy>keHa, HEeyMOJbHBO je
omnpenepUBasia U IOTYUK-aBaJjia OCTaJIe TpaJUBHE eJIEMEHTE. JaCHO
je IMpUroBasia UHTE3UTET U MECTO eNU(aHHje CBETIIOCTH, TyCTUHY
U THII pa3dMasa IIWTMeHTa, Ka0 M CJIuBake 00W/ba MpaTehux
JIMKOBHUX MOTHBa. Kako ce Aecusio ga npocTop Ipey3mMe BohCTBO?

...y Uottipasu 3a JIUKOBHOM OUWIUKOM, KOjd uipa Besiuxy yaoiy

Ha CTUYU, Yecilio gosiasum y cuilyauujy ga cam tpuHyheH ga
usbpuwem auya, ga usbpuuwiem Heke geltiasbe, KaKo dux goouo
YBpCIWIUHY oUlliuKe, ga dux goduo JIUKOBHY jacHohy, ga dux godbuo
JTUKOBHY UUTU/BUBOCI.

(JIazuh, 1980)

Ha tiociegwum ciukama gulypa je cse ueuthe ogcyuiHa.
Ilojaspyje ce jegaH HOBU UpOCUIOp, pPOMAHIWUYAH aJTU Cd
eJleMHWUMa 3ebre U My4YHUHe — peyumo UpHU POMAHU U3IAM.
Y wiom HOBOM Upocuiopy, 6e3 ¢uiype, iouurem ga oceham
coliciliBeHO Upucyctiso, Uociiojare. Ha Koju HAYUH ce ja
Hacliaryjem y oM tUpoctiiopy HUje MU jadCHO, aJiu 3HAM CACBUM
lloy3agaHo ga OH ocllidje Moje gepuHUMUBHO bopasuuiite.
(Rypryc, 1994)



23

duiypa u wiesto; Hatiop u ciaciuu

[1odpo, BpaTHMO ce 3a TpeH yHa3all. BpaTHMO ce OHOME IIITO
jecu TH, 0e3 003upa Ha IMOBpeMeHa OJICTyIlaka U eKCIIeEpUMEHTE.
BpaTtumMo ce XyawH 3a 4OBEKOM !

Bestuku 6poj /bygu, OHUX KOju Cy CBECHU CBOI UoCiojara Ha
0BOj UJIaHeliU, HOCU Y cedu go3y mMeyidHxoJiuje. Hosek je iy >KaH
cryyaj.

(MapxkoBuh, 2019)

Kaxo To mucauii?

AKo maj ocehaj tipedbauu y HeKy KpealiluBHOCUI, UioJbe ige
he tiokywaiiu ga uipaia 3a ogiosopuma o cebu, mohu he u ga ce
ctiace og Wux CBOjux MyYHUXx geyiosd... Jbygu ce pasiukyjy, Heku

Hoce gybJpe uipaje y cebu, gpyiu cy jegHociiasHuju. TamHa
CclipaHa Uociioju y cBAKOM 40BeKYy, U pdj U Uakao cy y CBAKOM 0g
Hac.

(MapxkoBuh, 2019)

JUXoTOMHUja, KOjy Hau3I/Ie[ OBJIAIIHO U YCIIYTHO IIOMUKELLI,
je 3ampaBo CYILITHHCKO odeJjiesKje TBOT cTBapaJsalTBa. CaH U jaBa,
CBETJIOCT U TaMa, KaM€eH U BOZAQA, IyT U TPYyJeX, CMPT U pabhame.
JInxotomMHuja, Oa Ju je? H3rmegaM cedd Tako MYApPO, a HHCAM.
YB1auyulml Me y 3aMKy TallTUHe, 3ap He? Huje TO mUXOTOMHja,
CIIyTUM - HHje. To cy DeckpajHU BUPOBU LUK/JIUYHHUX OCLUJIALIAjA
TBOje HYTPUHE. YCTajell U raalll, IOHUPELI U Y3HOCHIII Ce; 3alpaBo
He MpecTajell fa Tparall. U, je iy To, rocie ceera, CJivka?

Kako je ciuka odsiux MoJstuitie, Kao Wilo je o 3atiucao

lllejka HeliocpegHO Uipeg cMpil, ja Wipaiam y MOJIUBU 3d jegHUM
UMAIUHApHUM UpociiopoM, y Koju dux >xeyeo ga yhem, ga ce
cveciiuM u Hahem cBoj mup. AJstu 3601 06jeKUBHUX OKOJTHOCUIU Y
Kojuma ce ogsuja Hauwl >Kusoull, taj Upociop je ueciio HacilareH
YKACOM, UCKe)KeHUM Liasama, iobarwama u ciiogobama koje cy
CBegouu Hauwle 3emaeCke Wipaieguje.

(Tomoposuh, 1993)

Bujo Te je mpospeo! Cehamr ce HeroBUx peyu: .. UocCWioju
oplaHcka gumeH3uja y BauleM ciuKapckom upociiopy koja Hasogu
Ha Uomucao ga Bu wiamo togukeulie KOXY Kdko Ouciie y3Hemau
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Ha BUgeJio CBe WO ce UCUog e CKpuBa — KOXY Koja Huje camo
Ko)Ka Wena, Helo u xoxka csewid. HMcliog Besia Upusuga ciukapesda
Yellkuya olkpusa HeykpoheHe gamape WajHoOI KUsowd, UHWUUMHY
cipyxiuypy mauiepuje. (Bujo, ITocettia /bydbuHom attespey, 2014)?
Ycynuia Oux ce ja NpUMETHUM, U JIETIOTE.

HJecusio MU ce He jeOHOM, He OBalyT. [lecWsio MU Ce Ha
BUIIle PAa3HOPOOHUX HauMHA. YBEK HeHajaB/beHO. [IpBU myT caMm
TMMOMUC/IW/IA Ja MU Ce NPUUYUHUIIO, fla He uyX modpo. Y Apyrom
HaBparTy ollpaBaX KOMEeHTap yTY>KUTe/ba KOMIVIEKCHUM 3aXTeBUMa
CaBpeMeHOTI CJMKapcTBa. Tpehyd OyT MM HHje MpoMaKao TIecT
HeoJod0paBama U THYII kA, HUTU CaM ITOKYILlIa/ia A pallMOHAIU3yjeM
Herauujy rocMarpayda. A, moToM Cy OOLIU U OpyTH. [Ipen TBojoM
Kneouattipom®!, cBakM je y3aJaxX H3roBapao MCTY peu - PY>KHO.
Hehy pehu nma Hucam Ouia 30yweHa, YaK U IOMaJIo Jyhda. 3ap
CaMO ja CHeBaM JIEINIOTY Ha WU3BOPY APYroctus?? Morsia caM aa Te
IUTaM, a He 3HaM 3alllTO HMUCaM. MoyKaa 3aTo IITO MU Ce [10I1aJio
Ila BepyjeM [a Cy HaM XXy[e 3a CBaplIeHCTBOM HUAeHTUUYHE. AJIH,
He 3a CaBpIIEHCTBOM TIpalWJIHUX OOJHMKa oapeheHHXx jacHHUM
OHUKTaTOM CHMeTpHje, Beh OHMM KOje ce Hallaja Ha OACTyHamkbHMa,
HeoueKMBaHOM, 3aUyJHOM, JIOHEKJIe HETIPUjaTHOM, TEHAEHIIMO3HO
IIPOBOKATUBHOM... OHHUM KOje Ce He yKJiaay CTaHgape U I10CTaB/ba
HeoueKMBaHa IMMMTamka — He ApyruMa, Beh cedu.

...caspesajyhu cam gouiao go ¢gase y Kojoj Hauleitiociud

Wpa>kXum y amumocegepu, a He y UpuKasuBdry cacyueHux iesecad.
YiiBpguo cam ga y cilary y>Kdca Moxke ga ce Hala3u U 3gpasa
¢opma, a He camo dosiecHa. OcsI060guUo cam Moges py>KHoI u

gao My HekKy BpCilly pydbeHCOBCKOI 3gpasJbd, aJiu Y>KAc ocuidje,
olilipustuke OHAKAaB KAKas je Bug/eus Kog Ioje.

(InuropujeBuh, JegaH gpykuuju y>kac, 1981)

31 Jbyba IlonoBuh, Kiteotiattipa ca jabykom, 1958, y/be Ha Tu1aTHY, 13094 1M, MoniepHa
rajiepydja BasmeBo, BasseBo.

52 JegHOCUIaBHO peyeHO, PY)KHO je eciiellicka kaillelopuja koja ce Ha/IA3u Ha UoJy cy-
ipotiHoM og Jietiol. OHU cavurasajy gujaaexkitiuuke cCyupouwiHOCUU Koje cy Kuumd
3aliagHe eculietliuke u mMopaJia. Jletio ce Wymavu kao ,ueHuiap” uiu Kao ,,KaHoH". OHO
03Hauasa ugeas, yM, UCTUUHY, JIelioUlYy, CABpUIEeHCIIBO, jacHOMy, Uopegak, XapMOHUjY,
UuBUIU3AYUJY — YKpATIKo, CBe y3BUWEHE JbygCcke dcliupayuje. BeposaJio ce ga je cse
o goctiuiHyio y aHiuukoj I'pukoj u ca>keio y aHiuukom ugeasty kalds k’ agathds,
setiol u gobpol. Kao Ha/tuuje setiol py>KHO je CIYXKUJIO KAO CBEHAMEHCKA OCillaBa 3d
cBe O ce HUje yKaailaso y tlie y3BuuieHe HopMe: 3d 0BO3eMasbCKy CliBApHOC, upad-
UUOHAJIHO, 3JI0, Hepeyg, Heclalarwe, HellpaBUJTIHOCWIU, eKCUecHO, U30diuyeHo, Mmapiu-
HAJIHO - 3a cBe wiilio je gpyio. (Kanmajep, 2004)
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OnTyxXyjy Te 3a €epoTOMaHHjy, 3a OOMHHALIH]y >KEHCKHUX
aKTOBAQ, 3a CJIQZOCTPACT U JeKaJeHIIUjy IYTEHOCTH; a ja HUIITA Of,
CBera Tora He BUAUM. [IOmyT cjemor KOMe MOKyllIaBajy a BpaTe
BUJI, KPO3 TaJlace TaMe U CEHKH 3allJbyCKYyjy Me XepMadpoaUuTHaA
00/1MYja, aHOPOTWHHU MPBEHLU OKYINaHH CBET/IONIhY CTBapamwa U
aCKeTCKe aHaTOMHje YMHO>KEHE JIOTUKOM HeKe [pyre MpUPOLE.
[IITa WlUITE BUA/PUBU CBET OJ TBOjUX CJIMKA M ILUTA TBOje CIIUKE
Tpaske y MeHU? KaKko camM ce oBako 3arjiaBusia?

Tesio koje Heclllaje y Upocuiopy Uputiaga jegHoj
atctipaxiwiHoj Bubpauuju. Ilpegmettiu ipukasaHu HA CIUUU
ugy ka HeuosHawiom. Tu Upegmetliu Koju ugy Ka Hetlo3sHaAW oM
Upegciias/eajy oultiuuke Kjaolke 3a uocmaipaud.

(JIazuh, 1980)

ETo, knonka! Cinytunaa caM Oa hy ymactu y jeaHy, dap. Ay,
u3rjiena ga HUCAM jeorWHa. A, Kako dux U Owia. TU cH, HIIAK,
npodecruoHa/JIHU JioBall. [IoCTOju jemfHa BeoMa CTapa HCTOUYhavka
MU3peKa Koja TBpAHU a BELUTU paTHULIM HUKAaJa He [TI0CTaB/bajy CaMO
jeqHy 3aMKy, [a je YJIOB 3arapaHTOBaH TeK aKO UX UMa MUHUMYM
Tpu. [IuTaM Ce, KOJIMKO UX je MOCejaHO Ha TBOjUM IUJIaTHUMA U
Yy KaKBHM Ce CcBe 0bn4yjuMa 00jaBibyjy? CTaHell mpen CIHUKY M
BUIHII TEJIO, UJIH Oap jelaH HEeroB [e0, UJIH BUIlle HepHuIlagajyhux
QHTpONOMOpP(pHHUX aHaTOMHja. CTaHeEll M MHUCIHUII [a je Teso
Ba>KHO, Ja mocMaTpall GUrypy M Aa je To Kamnuja TajHe. He, Tum
nyteM Hehe ce mohu. To mITO I/iegall HUje Teslo, HUje HU GUrypa,
HU HajTaka HUT Bejia oAroHerke. To je, pelqUMO, MOOYJ/IQLIUOHO
cpefuuITe CTPYKType IUIaTHA Ca pafUjaJIHUM OACTyHamkmHuMa
¢dopme; MM, KOMIO3UIIMOHO YyCMepaBawe JIMKOBHUX ejieMeHaTa
CJIMKe, WU, XUOpHUJ UHCTE CBETJIOCTM KOMe Cy IoapeheHH cBe
ocTajsie pedpyiekcHje; Wi, IpUMapHa IajieTa ca Koje ce aKLeHTHU
0oje, BUPYCHO IIHMpe MO OCTAaTKy IJIaTHA; WIH... TO IITO ce mpen
TOOOM pacnaja, myua, dydpu, Tpy/aH, TO IITO OOHEKYHD H3BHPE,
Hamajga, 6eky, HecTaje; TO LITO ce Oe3 MpaBUJla U U3BHUEHA
YMHOXaBa, HapacTa, THhH ¥ pa3HOCH; TO HHje (UTrypa; TO je... Penu
MH, 1ITa?

OBaj >xeHCKU aKl HAC/TUKAo cam ca UyHo Hatopa U CJIdCUiu.

AJTu, OHga Mu ce YYUHUJIO ga iJiaBa HuUje gobpa — MaJio je Kpusa
Ha pameHy. Xtleo cam ga Haupasum HOBY. 1 gok cam paguo iy
gpyly, Hucam tipebpucao tpsy. OgjegHom, cBe je bJieCHYJIO0, CUHYO
je oHaj ,,60)KaHciBeHU WpeHYyaK" cuiBapard, Carbarba: OCuiadBuUo
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cam cuiapy iiasy, ,ylsiaBuo“ HOBY U WO je UOCUIAO KJbYY CITUKE...
Hopaguo cam xeHcku akiu. [ToUpaspajyhu >xeHcke, oUpy>KeHe
Hole, U3POHUJIA je, WAKO CUOHWAHO U ipeha Hola. Ocliasia je.
Hctiog ce tiojasusia yuctia soga...

(Bykouiuh, 1993)

Boga, koja tiociiegrwux ioguHa goMUuHUpa HA CIUKaAMd,
lipeusiasuJid je CKOpo CBe ejieMeHule, Uotwouusid ux u

Upy>kusia MoiyhHOCU Hecllidjarba U Hacliajarba ogpeheHux
Upegmeiua, gesiosa wiesnd, uMaiuHapHux ipagosa. Hose ciuxe
Hoce pa3yheHocll y clipyKuiypu, Ha wumMa ce tiojassbyje seha
UukwypasiHa uaHopamad u oulyga ywucak pacuagara wtikusad u
Cc/TuKapcke UospuiuHe.

(Tomoposuh, 1993)

Oceham ga ToHeM. Tpeba i1u na dygem 3adpuHyTa?

IToueBwu 0g Maux BUbpattiuBHUX KOMaga JIUKOBHU

ejleMeHWU ugy og Hajsehux ouuukux puttiMoBd Koju Ccy Be3aHU
3a leomMetipujcky KOHCUpYKUuujy. Bucoka xapMoHUja ciuke 3dBucu
0g leometltipujcke cutiyauuje Ha cauyu. To 3HA4YU, 3aBuUCU 0g
KpUuBuX U Upasux JIUHUjd, Koje yiiuuy Ha uocmauipayd y wom
BeJIUKOM KOHUeKCUWY Koju cuka uokywasd ga goyapa. YKoTuko
cy eJleMeHWU CYUMUJIHU, UpOBOKAWIUBHU U UMAjy ecitieticky
KoMOUHauujy — o je cilieltieH go Kojei locMmaiipay dusa ,yipoxxeH"
0g cllipaHe cJiuke. YKOJIUKO je YMHOXXEeHOCW, Bubpauuja, jaka

U geityje tipeko o4ujy Ha 4oBekd, ieH3uja jegHe ciuke duhe
UpeHeceHa Ha Uocmaipava.

(JIaszuh, 1980)

Ilywi uckywemra

KoHauHO, eBO Me Ha MecCTy rae ce oceham kao kon kyhe. ¥
00jH M CBET/IOCTH caM yBeK cpehHa! [TuTaM ce, KaKo CaM Ce YOIIIITe
3aZp>kajia Mpel CBUM OHHMM TBOjUM paHHM MOHOXPOMATCKHUM
Bapujalnujama? Moxkna 3aTo WTOo je PaHa®** CKpOMHO HaroBellTa-
BaJia Paj koju cu moHeo ca codbom y [Tapus. [IpeTepasia cam, U3BU-
HBbaBaM Ce. [yioc/IoBeHCKe CTuke HUCY OUjle MOHOXPOMATCKE; KpeTasie
Cy Ce y YCKOM OIicery cMehux, okepa, IIe4eHMX TOHOBA yMOpe U CHje-
He; Kao U MeKUX aKlleHaTa XyTe U LIpBeHe Y IOACTPYKTYPU IpUMap-
He boje. [la, ma He 3aDOpaBUMO U PEHECAHCHU PACBET/bEHU KOOAIT
U LepyjieyM y MO03aJWHCKUM IUJTAaHOBMMa ClieHa. YUTaB KOCMOC

33 Jbyba ITonmoBuh, PaHa, 1985, y/be Ha Tu1aTHY, 162x130 1M, MoaepHa rajiepuja Babe-
BO, BaskeBo (MimycTpalivja Ha cTpaHHU 6p. 108).
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usrpaheH Ha IaJieTH BapHjallHja YeTHpPH Ooje - cmebha, KyTa,
IJIaBa U IPBEHA.

IIytu og taJstettie go UiatiHa Upegciiasibad UYU UCKYyULeHA.
(MutpoBuh, 2016, cTp. 199)

AKO y3MeMO UpBEHO U aKo 0g0o3i0 CUiABUMO XXYULY, YJIA3UMO Y
gpyly gumeHsujy. [logamo 3ejieHy U CiiBOpuJIiu cMo jegdH gyxoBHU
taxao. To je asaHiypa gyxa.

(Puduukap, /JbyouHa asnxemuja, 1993)

Wnak, HeKpyHHCaHa KpaJbHlla TBOjUX IlJIaTaHa OWia je u
ocTtasia dena. TutaH Oesa, LUHK Oesia, OJIOBHO Oejia; MOCTOjaHO
besa, 1a3ypHO Oesa, HermpobojHO deJla, besa y HecTajamwy, 3acuheHo
0ena; HamMepHO Oesjla, JOMHHAHTHa Oejla, MPOBOKATHUBHO 0ena;
KOHCTPYKTHBHO 0eJia, yucTo desia, AeMOHHjauHo Oesa... bena, yBek.
Om mpBoOr 1jaTHa OO Iocjegwme KoMIosuliyje. Ilomapuo cH joj
pas3numrTa CBojcTBa. OHa je MaTH CBaKe HHjaHCe Koja je yrpaheHa
Yy CTPYKTYypy IMUIMeHTa. Buiio Ja pacBeT/baBa raMy npuMapHe 0oje,
OWJIO Ja ca CcycelHe IOBpPILIMHE pediekTyje MaCUBHE CBETIOCHE
aKIeHTe, Oesla yBEK MHCUCTHPA HA CBOM IPaiuBHOM IIPEUMYhCTBY
U eKCKTy3uBHTETY. Kao na jacHO y3BUKYje: be3 MeHe BUg/bUBU CBell
Huje moiyh! Y, Huje. O63UpOM [a CHU U3 CJIMKEe YKJIOHHWO aKTUBHE
HW3BOPE CBETJIOCTH U [1a CHU Y D0jy YBeO 3aKOH pedJieKCHje U 3paderna
HUTMEHTA, TBOjOj Kpa/bULIA HUje MIPEeOoCTaI0 HUILTA APYro HEro ga
Bjaja. [la Bjaga OTBOPEHO, IOMUHAHTHO U 6e3 ctuza - Bogouag*,
Ymupyha uusunusayuja®®, 2Kusoud tiog 31atiHUM cBogom>®, Kyha
CauiypHa®. Ja B1aga TUXyjyhH, Myapo, y UMe OpYyTux — Jon Ithem?3:,
uwhewe*, UBuua wyme usiu yaas y cseid gemoHa*. [la ymupyje
OyKTHH€e CaMoropehux TOIIMX ITUTMeHaTa - Besuka ciauka 31a*!,

34 Jbyba ITonoBuh, Bogoiiag, 1985, yibe Ha 11aTHY, 162x130 M, Kosnekiiuja MBaHa hyp-
xoBuha, [Tapus.

35 Jbyba IlomoBuh, Ymupyha uusunusauuja, 1992, yse Ha miaatHy, 130x97 1M, Kosnek-
nuja UBana hypkoBuha, ITapus.

36 Jbyba ITonmoBuh, JKuoil tiog 3naiiHum csogom, 2000, ysbe Ha T1aTHY, 162x130 11M.
87 Jbyba ITonoBuh, Kyha CatiypHa, 1997, y/be Ha 11aTHY, 162x130 11M.

38 Jbyba ITomoBuh, Jon Ithem, 1960/61, y/be Ha T1aTHY, 162x130 11M.

39 Jbyba ITonoBuh, Yuwhere, 1987, yibe Ha T1aTHY, 138x190 11M.

40 Jbyba [TommoBuh, HBUUa wyme uau yyia3y cseil gemoHa, 1993, yibe Ha ratHy, 160x130 11m.
41 Jbyba IlomoBuh, Bestuka ciuka 3/1a, 1992/93, y/be Ha iaTHy, 230x200 M.
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Cmpiu cyHua*?, Poburwa Haulux cHosa*3, 'podHuua 3a MuHoiaypa*,
BpemeHcke ipodbHuue*®, Jlamu*®, daHuiomcku dpogosu?’. la Bpahay
>KHMBOT ODeCKpajHO IJiaBe M yDO0KO 3ejieHe — HaBosbcke tiehuHe*®, I'pag
Mpuisux*®, Boga, tiesio u iehuHa*°. Jao cH joj Moh a CTpyKTypHupa
maHoBe — Coko - ipag®, I'pag gywa>?, [IoHOp 3a aHhesia>; u CBOjCTBO
MOJIEKYJIapHHUX pacnpckaBajyhux TeKcTypa — Py)xa u iu/eoltiuHa™>,
IIpHa gucawa®, 3Be3gaHa UpauluHa>®. YAUHHO CH je KpaJbHULIOM M
CJIy>KaBKOM; yIa/b€HOM U OJIMCKOM; KpXKOM U O€CMPTHOM.

boja je cuposa u cyposa cisap. AJiu, OHOI MOMeHUIa Kaga ce
yMeula 4yosevuju gyx, welosd yHyuipaulkad cHadla, cyiaxyhu 6ojy go
boje, ustu dojy tipexo boje, HajegaHUyl ioUUHe ga ce CliBAPA HOBA
mattepuja. To Huje oHa doja u3 wybe. To je CKOpo jegaH axeMujcKu
Upogykiu.

(Bykotuh, 1993)

Ja HocumM YuHuU3aM, UpOHUjy U UpolliuBpeyHOCW coliciliBeHe
JIUYHOCWIU, oceham u3iyd/eeHOCl Ha UJIOUHUKY MallepujaiHoi
U xogajyhu tipeko UpawradBux WAaBaAHCKUX ipega W pa>kum
csetJioc.

(ITomoBwuh, Jbyba IlouioBuh, ciuxkap, 1962)

Kakelll - asaHilypa gyxa, mipaiarse 3a csettlsioulhy v aaixemMujcku
Upouec; Kaxkelll, a IIUTaM Ce IITa MUCIULI TUMe. KOHCTaHTHO 3ypUM
y TBOje CJIMKe MoKyllIaBajyhu ga 3aBupum y Tede. Ceham ce Kako cu
3arucao Ha 0doAy jedHOr o[ CBOjUX paHUX LipTexka: Pahawe 38e3ga
Ha Heby je Kpaj jegHOI gesa Uauirbu OHUX Koju cy 6e3 cBelllioCiUU.

42 Jbyba ITomoBuh, Cmpit cyHya, 1994/95, yipe Ha nmatHy, 230x200 M.

43 Jbyba IlomoBuh, Pobura Hawux cHoBa, 1998, y/be Ha IJIaTHY, 81X65 IIM.

4 Jbyba IlomoBuh, IIpeiipeka 3a MuHouiaypa, 1997, y/be Ha 1T1aTHY, 130X97 11M.
45 Jbyba [TonmoBuh, BpemeHcke ipobHuue, 1998/99, yibe Ha tiaTHY, 230x200 M.
46 Jbyba ITomoBuh, Jlamu, 2000, y/be Ha TJIAaTHY, 81X65 1IM.

47 Jbyba IlomoBuh, ®aHuiomcku 6pogosu, 1998-2000, ysbe Ha TIaTHY, 230%200 11M.
48 Jbyba ITomoBuh, Hasosbcke tiehuHe, 1990, y/be Ha mIaTHY, 220x200 1M.

49 Jbyba IlomoBuh, I'pag mpitisux, 1996, yjbe Ha IIaTHY, 97130 11M.

50 Jbyba ITomoBuh, Boga tiesio u tiehuxa, 1997, yjbe Ha I1aTHY, 97x130 11M.

51 Jbyba ITomoBuh, Coko - ipag, 1995, y/be Ha T1aTHY, 2x162x130 11M.

52 Jbyba IlomoBuh, I'pag gywa, 1995/97, yibe Ha 1T1aTHY, 235%300 1IM.

53 Jbyba ITomoBuh, IToHOp 3a aHhesna, 2001/02, y/be Ha IaTHY, 235200 1M.

54 Jbyba ITomoBuh, Py)xa u iuseottiuHa, 1996, yjbe Ha T1aTHY, 97x130 11M.

55 Jbyba IlomoBuh, I[pHa gucara, 1996, y/be Ha 1aTHy, 162x13011M.

56 Jbyba IlomoBuh, 3Be3gaHa iipawiuHa, 1996, y/be Ha T1aTHY, 162x130 M.
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OHga Uouume uipaiare, wpalarbe 3a bdeckpajem.’’ I'pabhaHuHe
KejH, je mu 1o TBOj Py>kuH mynoseak? TBOja TajHa, Han4 TajHaMa.
TBoja KoOCMHUKa KoOJIeKI[Mja CTa3a MOryhux oaroBopa? Je v TO
KaKBa, Kako caM Beaulll MoHomdHuja (ITomoBuh, TajHu >Kusoiu
HBaHa Rypxosuha, 2012), HeyTa’KMBa KOJIEKIIMOHApPCKa CTpacT
y KOjOj MaCHOHUPAHM Tparay U IMOCeAHUK He cadupa IpeaMeTe,
Beh goxkus/baje? U To He 0OMUHe NOXKMB/baje, Beh HeyxXBaT/bUBE,
MHUKPOKOCMHUYKE, pacyTe 1o oboguMa duha u BachoHe. CBe OHe
(haceTte rycre 60je 1 HaDOpU MUTMEHTA YPOHWEHOT Y yJbe, jecy JIU
OHMU [e0 J0OpO CKOBAHOT IJIaHA WM WHTYUTHBHU OATOBOP Ha
Haapaykaje?

Huxag Hucam moiao ga KoOHWpouuem payuoHaJiHo
KOJIOpUCUYKO Ccllidre cBoje ciiuke. Kosiopucitiuuko ctarbe
cJiuKe, Kao u cama CjauKkd je Heka Bpciia MOI JIUYHOIL UyJICUpadrbd.
IIpema wwiome MoOj 0gHOC lipema 6eJTuHU UJIAUWHA YIJIABHOM Ce
30CHUBA HA YHYUWIpaulkbuMm todbygama. boja gonasu cuoHUWIAHO,
OHa Hauw1dsu y waaacumd, Kao wiio cy uUociiojaau Kog MeHe
HeKkag Waiacu 3eJieHUXx, Koju cy UuJiu og olopux, go iBpgux,
HelUpujaiHux 3eseHux 6oja. Taga je Moj 0gHOC UpemMda >XYWUHU
UMao Heky 3alyuweHOoC U go3y HelipujatiHol. Mehyuium, y uioKy
JKUBJberd U0BEK Merd Cildrd, OgHOce Upema Upociiopy, 0gHOC
lipema cseltiJiociiu, 0OgGHOC Upemad XXYWUHU KOja MY U3J1d3u uciiog
Upctiujy u yecio gosiasu go UpomMeHe...

(JIazuh, 1980)

OmyBek caM ce OHUTaJla OTKyZa CBO OHO 3J1aTO Ha
KoMIio3ulikdjaMa. To cM ra TH pacyo oTpecajyhu mpcre. 3HaM,
IIpBO CH 3aTBOPHO CBa BpaTa y aTe/bey M CBe IPOo30pe, MocedHO
OHe IITO IVieflajy Ka Hedy, Ja HUjeqHa 4YecTHIla He yTekHe. [1a, u
MaJia [ella 3Hajy [a je 3J1aTo MeKO M HernocTojaHo. CKopo aa om
ra TOIUIMHA AJIaHOBA MOTJIa OTOIIUTH. 3aTO je ODHUJIO Ba>KHO [ia Ce
YMETHE y MPOCTOpP CBOje peasjiHe U jefUHe MOryhe ersucreHIHje.
Y 30HY KPYHCKHUX MaHIOPJIM 3ayMHHUX TeJla, TUTPaje MUCTUUYHUX
rpafoBa U UMIUIO3MBHEe yaype. CBU TH KagMHjyMH, IIPUPOLHO
JKYyTe U XYTH OKEPH Kao [Ja Cy 3aCBUpa/IM MeJIOOH]y KOoje HeMaA Y
TBOM CJIMKAQpPCTBY — MEJIOAWjY OIITUMHU3Ma U PaZlOCTH.

Ja mucnum Kosiopuctiuuku. o gesegeceilie Cy Moje ciauke

57 CnukapeBa besielllka HallpaB/beHa y UeTBpTak, 19.02.1959. ronuHe, y3 LpTeX 3Be3-
ga petiaiuya (Tyu u 1epo, 30x42 1M, MoziepHa rajiepvja BasbeBo; uiycTpanyja Ha
cTpaHHu Op. 114).
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uwisie tipema jegHoj 3esieHoj, 6paoHKacuioj, ioce woia cMmeHUId
Ux je HoBa KoJiopuciiuyka wieHsuja — uojasusia ce jegHa tiasad
lama. Ha uiaHy WouJI0-XJIAgHO gowlJyio je go odpiuua, xjiagHe cy
ycuyuuJsie mecido, a wioiJie cy gouljie Kao HekKu dkuyeHu Heke
Hecpehe: BpeJia BapujaHiia Wipaieguje.

(PohenoBuh, 2001)

He, HUCH u3aliao y cycpetr Mojoj nuneMu. He mosBo/baBam
Ila MUY CKpeHell akwy. U, He, Hehy ogycTaTu oA cBor HayMma. be3
0b3upa Ha TeMaTCKe aHAJIOTHje U TaMy Koja oduTaBa y yIJIOBUMA
KOMIIO3HIIHMja CJIYTUM ONTHUMH3aM KOjU ITysjicupa. CBa Ta IuiaTHa
U3 IeBeJeCceTUuxX U3rjieaajy Kao Ja HX je 3all/byCHO TajiaC TOILIe
cpehe. AKlIJeHTOBaHa WJIK pacyTa, XyTa je o3payuia C/IUKY Kao
HUjenHa Opyra JIMKOBHA UHTEPBEHIUja paHUje.

..o goJstasu c ioguHama, HeKu yMeuwHU4YKU Kpyl yMuparba,
jasspa ce HeKU oUW UMU3AM KpO3 pediekC pOMAHWUYHOI Uej3axkd,
aJiu o je ,upHu poMaHuuzam" jep je ociiao HeKu MyJb U3 paHujei

tepuoga. [oMuHupa, Mucjaum, iojasa Boge Ha cauKamada, sjiaie
Koja ce ysJiauu y >Xusoull, MejlaHxoJjiuje. A ia Boga je oMexuiauid
MOjy Uasieuly, usmamuJsid u3 MeHe HOBe HUjaHce iljiase 6oje.
OgHoC Ha cuyu je Hekag duo ocamgeceul 0gcio WousIo, d
gBagecili ogciio XJIagHo, caga je MaJiieHe 06pHY o, UMd UyHO
CUBUX, JlegeHoueTuuHux 6oja. Ta HOBa pasHoueXd, CBAKAKO,
ogpas je xapMoHuje UocmuiHyiie y camMmom bygckom duhy. To je
Heka Bpcuia Wiuxe ceulie, MeJIAHXO0JIUje YUuju Cy KOpeHU Yy gaBHUM
BpeMeHuMd.

(PubHuKap, PaHuaciuka ceuie y MUCmiuuHoM gasopuy, 1991)

Boma je Ousa mpe W Boma je pgomuia ImoroMm. Ocrana je
oocjeqHa CBOjUM IIpUHLUMUIIKMMa. HUKaa HUje mocrajia Jia3ypHa,
HU peduiekTtyjyha. HbeHa cHara oOuTaBajia je y OMOJIyYHOj
HeNpomyCcHOCTH. Jlo3BoaM/Ja je Marujy pedJiekcuje obiruKa H
yTamnawe ¢popMu - Y uaciui ApHosiga BexnuHa > TajHa upseHUX
Bpauia*>.. Anu, TO je cBe. AnekcaHApujaH (AJieKCaHOpHjaH,
2003) TBpOU Oa Cy TH U HajMaru uouwie3u YeiKuuomM HadbujeHu
uepedpasiHUM eJsiekiipuyuitieitiomM, Te Oa Cy TBOjHU Upocuiopu
HeMupa U clipaxa HaCTalkeHU BHU3HjaMa Koje ciege My3uuku
puiiam doja. A, ja ce MATaM I[ie je Ty CBETJIOCT. Y BOAEHO IIJIaBUM
U MapUHUMa jeiBa [Ia Ce Ha3upe, UIakK, HEMUJIOCPAHO rocIiogapu

¢ Jbyba IToroBuh, ¥ uaciti ApHosiga bexsiutHa, 2000/01, ybe Ha 11aTHY, 160x130 M.
5 Jbyba IlomoBuh, TajHa upsBeHux Bpaiuia, 2000, yJbe Ha TuIaTHY, 160x130 11M.
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pUTMOM C1HKe. HapaBHO, HEOTBOpEeHO M HEHAIIa[lHO, Beh Kao KaKaB
rocriofiap U3 ceHKe AUpPHUTYje pacliopel] BU3yejiHe KOHCTPYKIIHje.

...adKO ce UocmMatdpd OHO WO U3JId3u U3 MeHe, o je jegaH
3aKp4eH MopdugadH cBelll Koju loHeKag ucujasa cBesioci.....Ta
BU3AHUWIUjCKA CBEWJIOCU KOjd WUHA HA MOjUM CJauKamd, ogpas je
OHOId WO Me YUHU pas3IudUttiuM 0g ppaHuyyckux caukapa u og
3auagHe KyJiiLype.

(MwutpoBuh, 2016, cTp. 192)

Moju gaHawru Hatiopu ga ysegem MaJio CBellJiocidu
U otiuMUu3Mda y CBOje CJIuKe uecitio cy uopemeheHu
CUpaxXoM,HUW W ABUTIOM, HEUO3HAW UM.

(Tomoposuh, 1993)

CselllJioctl Upegciias/ba MaJio 4ygo.
(Puduukap, /JbyouHa anxemuja, 1993)

Cyrepuiiemi My fa 60ja U CBETJIOCT OOMTaBajy Y KOETr3UCTEH-
IIMjH, Oa jeqHa de3 gpyre HHcCy Moryhe? Ila ma, TamMo rae CBET/IO-
CTU UMa, PaBHOIIPABHOCT Yy OOHOCY CY>KUBOTA je 3arapaHTOBaHa.
Ay, TY CcH ylIao y HEUITO HallpeJHUjU ekcriepuMeHT. HucH, 1o-
OyT CTapUX MajCToOpa KOjUMa CU Ce HEPETKO AUBHO U O KOjUX CHU
OTBOPEHO YUYUO Y CBETCKUM MYy3ejuMa, CaMO U3MECTHUO U3BOD CBe-
TJIOCTY BaH IJIaTHA. TU CU ra y OTIIYHOCTU eJIMMUHUCAO. JyI0C/I0-
BeHcKU Uiepuog je duo mpena3Ha ¢dasa. AKageMCcKe MOYyKe Cy jaCHO
BuasbuBe. [lapus je cBe mpomMeHUo. Ha ciuMkaMa Koje cy ycienuie
HWCKYCHO OKO he, TTpe W/Ih KaCHHje, IPeN03HaTH aJIOTUYHE MO3ULHje
HABOOHUX CBETJIOCHUX pedriekcvja W ymnagHux ymiaoBa. OHO
LITO HAM Ce UMHU [Ja BUOUMO U OOKUB/bABAMO KaO CBETJIOCT je,
3amapaBo, OPraHCKHU CKJIOI popMe B mMUrMeHTa. PopMa HHje yBeK
npeno3HaT/buBa. IbeHo henujacTo pasaMHOXKaBawke U aliCTpaKTHE
TEHJEeHLIWje Cy TpBU y HHU3Yy OMeTaua. 300r CBOje eTepuyHe
MpUPOJEe U HejaCHUX IpaHMIla, OOJULK OCTaB/bajy yTHCAK Ja CY
MOLeJIOBAaHU NPUPOSHUM HU3BOpHMMa CBETJIOCTU, @ HE METOLOM
UCTOBpPEMEHOI KOHTpacTa. 3araCUT¥ TOHOBM HE CaMO LpHEe
najiete, Beh ¥ AyDOKHWX TOHOBA MHAAHTPEH IJIaBe U BUpHUAHAHA
MeIIaHOT ca YMOpOM, MOTEHLIMPAjy KOHTPACHY jauMHY CerMeHTa
ca aKleHTMMa WJIW BehUMM MOOBpIIMHAMAa IJIaTHA OCJIUKAHUX
CBETJIUM INMUTMeHTHUMa. Y caM cH peKao [a je 3HauajaH gawym y
TBOM CJIUKAPCKOM cilacasarby U0 OHaj Kaja CU CXBAUWUO ga cBakd



32

boja mopa ga uma cBojy i03dguHy, CBOjy U0GJIOly U ga cBaka doja
MoO)Ke ga Uiesd jeguHO aKo UoCioju exo Heke gpyie tiecme oitiosagu
(ITomoBuh u KerojeBuh, [IoBecT Beuepwer akta, Cehara Jbybe
Ilotiosuha,2010). M3riena ga je BeliITUHA KpeHpaka HEITPEKHUIHOT
KOHTpacTa y 00jeHMM HaHOCHMa II0CTajia jedHa O L[eHTPaTHUX
OLJIUKA TBOT CJIMKApPCKOT OITyCa.

Boja je cuposa u cyposa citisap. Aju, OHOI MOMeHUWla Kaga ce
yMeula yosevuju gyx, welosa yHyuipaulkbd cHadla, ciakyhu 6ojy go
boje, ustu 60jy tipexo boje, HajegHauyl liouuHe ga ce CliBAPaA HOBA

mattepuja. To Huje oHa 6oja u3 wybe. To je ckopo jegaH aixeMujcKu
Upogyxiu.
(BykoTtmh, 1993)

...Ja CJIUKY KOHCWpyuwem us3 gasuHe. [locmatipam je ca
10-12 metiapa, KoJIUKoO je gylauax auiespe, U CacidsbaM je u3
gasbuHe, ga du umasia outiuky, a kaga upuhem ds1usy wa ce
olliiuxka pacmiadve y UuKypasHOC.

(MwutpoBuh, 2016, cTp. 199)

PapmosHasia cam, He IIpecTaje Ja Me KOIKa MHCA0 O TOPEKITy
OBHX TeH[eHIIMja. 3alllTO CH MCKOpPA4YMO y IIpaBIly apTHHIIHjeTHE
MMUKTYypasIHOCTU? KaKo je LOLIIOo 10 0OABajara O MO esia U3 OKpY>Kerha?
W, He camo Kako, Beh ¥ Kaja? Bpeme y KOM CH CTacaBao Kao CJIMKap U
TBOj TeMIIepaMeHT BOJW/IU Cy Y CMepy JIUPCKe ariCTpaKiivje, OAHOCHO
HEKOT o[ ’heHUX MopanuTteTa. CIMKapH ca KOjuMa CH [OLIa0 Y JOLUP,
ykbydyjyhu Illejky 1 Menuaiy, 3auMHHWIA Cy TBOj OATOj HMIejaMa O
WHTErpalivju JIMKOBHUX eJIeMeHeTa, UCKyCTaBa CTapUHE U CaBPEMEHUX
HCTpa’kUuBama y CJIUKY HOBOT A00a. MIak, TU HUCH TI0LIA0 HUjeJHUM
o[ 3al]pTaHUX U MPETIOCTaB/bEHUX MMyTeBa. [I[poHaIao cu ycaM/beHY
BUjyraBy CTa3y, Koja Kao [a je HacTajajla THUK IIOf TBOjUM HOTraMa U
HecTajasia YUM OU CTOITaJI0 HAITyCTUIIO T/10. C/IMKa TH je UICTOBpeMEHO
U CTapa ¥ HOBa. AKaZileMCKe JIeKLIHje U INKOBHE UMIIPECHje YMUPEHE
Cy II0CTOjaHOM JIMYHOM TEXXHOM [1a Ce MCTpaje y Tparamwy 3a CJIMKOM
KOja je MOTYMKeHa UCK/bBYYUBO 3aKOHMMa JIMKOBHOT EKCIIEPUMEHTA, U
TO €KCIIEpUMEHTA HOBE reHeparliyje.

Huxag Hukoia, KOHKpeluiHO, HUCAM UpeHOCUO Ha UJIatiHOo,

HUWU cam ce CJIYy>Kuo pupogHum y3opom. Camo cam y4uo cse og
UpupogHux ocehaja u UipupogHux ogHOCd CBUX BpCUld.

(Tpouuess, 2006)
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Kaga cam ce tipsu Uyt cpeo ca mogesioM, Bugeo cam ga je

JKeHCKO UieJsio U3BOp MUJIUOH HUjaHcu boja. Huje ciiyuajHo ga
ocamgeceu ogcuio ciukapa y J/Iyspy tipukasyje xeHcka tiesd.
Myuwika wiesia cy y cmucsty 6oje gocuid MpuiBd, OHA UMAjy l0CedHy
OUWIUKY, CKYJTUWOPAJTHY UO3UUUJY, JOK )KeHCKO WiesiIo y CBAKOM
MuJiumMeuipy uma MUJIUOH HUjadHCU.

(MapkoBuh, 2019)

Boja goxxus/easa cBOjy paHCcpopMayujy Kpo3
UHUWepBeHUUje YMeWHUKA ga du tocilasad CIukda.
(Pudnukap, /byduHa anxemuja, 1993)

Cnuka, Mardja wikd HagaxHyhe? OpmyBeK caM >Kejeja aa
Te MUATAaM Bepyjell JIK Y CBET CHUJla KOje Haausiase Hallle, y Opyre
00/1MKe >)KMBOTA, Y BEUHOCT MaTepHje, y OHOCTpaHo? Kada riiegam
TBOj€ CJIMKEe, YUHU MU Ce [1a je TO jeOAUHHU CBET Y KOM I[OCTOjHILII.
3aMHUllJbaM KaKo K3 IIpernapaTrype, U3 OHe TBoje Hebecke desivHe,
HU3pamajy r71acoBU KOjU Te BOJE; KAKO y UClIapekhHUMa JIAHEHOT yiba,
y TaMHM aTejbea OKPY>KeH aHAPOTMHUMaA, yIaZall y CTBapalauku
TpaHC; Kako y ©OecKkpaj moAc/iWKaBall Jia3ypHe CjiojeBe Tesja
KOja HecCTajy oA YeTKOM; KaKO ypamall y OCIMKaHa BOJeHa
MIPOCTPAHCTBA M, IIOTOM, U3BHUPYjell U3 AYOOKUX MpAyHHUX jaMa;
KaKO HeIIpeCTaHOo HacTajell ¥ HecTajell... [I[pu3sHahy TH, mpeTypasia
caM I10 TBOjoj bubamoTteny. [IpeTypasa caM CJIACHO, OTIIAAHUYKHA
U 0e3 pema. Yera cBe Tamo Hema! Pame y3 pame: CBETHUTE/bU
U OKYJITUCTH, €POTCKE EHLUKJIONeauje, IMPaKTUUYHU JIMKOBHU
NPUPYYHHUIIM U 030M/bHE MCTOPHjCKE CTy[OHje;, OTeXXKaJH PYCKHU
pOMaHH M CaBpeMeHa [oe3Wja; U, MeHU Hajopa’kyd, dDecKpajHU
penoBu cTpunosa. Kyaa ce cBe TBOj yM Le0, KyZa je KpOUnJIo cpLe?
Kaxko To u3rnena 6utu BoheH, Win OUTH caM? Peuid Mu ga 3HaM!

Huxaga Hucam sugeo HU go)kuseo HUWWia HawupupogHo, HU
lo gaHy HU y 6e30pojHuM Hohuma Koje cam iipoBeo y becaHuuu.
Boiosu u Buwe cuJie, dko ux uma, uiHopucaiu cy moje CKpoMHO

tioctiojare. TajHa kocmoca HUKaga Mu Huje duJsia gased. JeguHa je
U3BECHOCU, U He ce gp>KuM, ga Uoctioju 4osek, ga ja Uocojum u
ga cam geo e Besiuke ajHe. Y3 tloMoh ciukapciiBa wia wdjHa
Kpo3 MeHe Upoiosapa.

(Mapkosuh, 2019)
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Y naiymy xuiepodoJie

Cituka je Maxkerbe ouujy...
(JIazuh, 1980)

AH TpoHIII Te je BoJjiesla HEXKHO, WM Dap TBOje CIHMKApCTBO.
[TonyT >XKeHe KoOja Ce yCyau Oa OL BOJbEHOI, HAa TpPeH, YKIOHHU
TorJief, ajli He ¥ MHUCAO, Tperepesa je Hald TBOjUM IIaTHUMa. U
CBaKH Ce TpemeT U3/JIHWO0 y OPHMIKHO CKOBaHE HM3jaBe JbyDaBH: ...geJsio
Koje Haclioju ga goyapa Kpy>xere yeciiuya U UoHauwarbe MoJieKy/id...
Heiose 0oje 3agpxkasajy HepaslioselliHe HuUjaHce jegHOl ena,
Bogehu ka Hacuiajawy jegHol Uiej3aka camo u3 MpJed, KAo 30He ige
ce cgellyioci Mywiu, KAdo ga Huje UowipedHO UOCedHO cmecuiu
JIUK y 3awiiuheH Upocitiop, Helo je UOWIPedHO uckasamiu MyKy,
lauiry BpemeHa u oceharbe KOHaAYHOCWU... [TpOuU3BO/bAH HECUAHAK
wesa y pacuuary 6ojeHux MpJsed, HellpeyusHocl iuyd Uog xupum
HAMa3oM Jellikuue, usmMeulaHo de3obdbsiuuje guiypa Koje ce Hasase
Yy gpylomM UJIaHY U3BeCcHe KoOMUOo3Ulyuje — cBe Wio csegoyu o weaumda
parweHumM uiu BuheHUM Kpo3 Upu3My CBOjeBPCHE AHAMODPEO3e...
JbYyOUHO C/TuKapciiBo He Upukasyje Jid>X Beuutiol U WpdajHol, HUiu
UCWIUHY OUd)KajHe CUiBAPHOCWIU, HeHY KOH3UCUWIeHWHOCW KOojy He
umMuttiupa Heio oltikpusa, iposepasajyhu toisiegom 3aBUCHOCI Tiesd
u tpocuiopa... (Tponii, 2014). Y, Tako y Henorien. Hu y jeiHOM TpeHY
jOj He TOHecCTaje Jaxa, HUTU MHCOUpaldje. YMHU MU Ce 1a CU UMao
cpehe. AyTopu, MelleHe, TaJIepUCTH, CBU Cy HEIPECTaHO YIMUpald
roryies; y TBOM cMepy. [0TOBO [1a HHUje OCTaIo HUIITA HOBO [ia CE KayKe
UM odjacHu. Kao ma je cBe JOOUPHYTO, M Y IMYHOCTH, U 'y Heiy. Wiy,
TO CaMO TaKo u3rinena?

...CJTUKAPCUIBO je YyHUBEp3aJiHa ipu4vd, OHA HeMd MHOIO Be3e

HU ca UopekJjiom, Mo je Uuttiare jegHe eHepiuje, jegHe CHaie ga

ce UoBek ogytipe OHOM ULTIO je 0KO... W0 WO je Ha UJIatiHuUMd
HamereHo je YHoBeUdHCIBY, HeMd bapujepy je3uka, He mMopa ge ce
lipeBogu.

(PoheHnosuh, 2001)

Y jegHo cam culypdH - ja >KUBUM Cd CIUKOM jeguHO gok je y

pagy. Y wium tipeHyuyuma ctio/eaulu cseill Upectiaje ga uociioju.
H3 mol alliesped ce uHave He BUgU HUW A ocuM Heda. [IpusHajem
ga diiecak ciiBApHOCWIU U3d3UBA KOG MeHe UdHUKY U oceharbe
yIpo>keHocuu.

(Rypryc, 1994)
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Meby bybuTe/brMa TBOje YMETHOCTH KPY>KU (hamMa O Mpoliecy
O03HAueHOM Kao ¢eHOMeH jegHe ciuke. He mory pehu ma HHcaMm
30ymeHa, MOXKIa 4ak U cayheHa. JegHa ciuka? 1llta Ou TO yoIITe
Tpedasio na 3HauuM? [la Jiv TO >KeJie Ja [oXBaJie UCTPAjHOCT CTBapaolia
U MepMaHEHTHH JINKOBHHU (PpOKYC; MJIM je TO KpUTHKA 3aCHOBaHa
Ha eBEeHTYa/IHOj pPelleTUTUBHOCTH MOTHBA HWJIH, MaK, CJIUKAPCKUX
pellielka Y KOMIIO3UIIMOHOM M TpaJUBHOM CMHUCIY, pedepupa JIu
TO Ha HEIIOHOB/BUBOCT U ayTEHTUYHOCT JeJia; BOOAU JIU TO Y IIpaBLy
XBaJIOCIIEBA UJIM MaJIMTHUX 3aMepKU... HUje MU jacHO ma Jikd Te TO
HEKPUTHUUYKHU BOJIE, 3aBUJbUBO MP3€e UJIU HUIIITA Ofl CBEra HaBeJeHOor?

Cselll MU je cJIU4AH U UposJIavu ce u3 ciauke y ciuky. Kao

ciiputl jegHol »xusoltia. Kao Heka asaHUiypa koja CiiaTHoO tipaje.
Hexaga ce yuuHu Kao ga uesiol >Xusouid CJIukam jegHy e uciuiy
CJTUKY, CaMO WO ce OHA U0Do/pUaABA, KOMUJIUKYje U uge upema
KOMUJIeKCHOM CBeuly.

(Bykotuh, 1993)

3a oBUX Uellipgecelliak ioguHa paga HUKag Mu ce Huje

goioguJio ga HallpasuM peuiuky jegHe ciuke, ‘gyunukain”. Hukag
ce HUcam UoBUHOBAO yKYCy UydJTuKe, MOGHUM WPEHGOBUMA,
wraie>kxHUM tUoHygama.

(Bykotuh, 1993)

HujegHy cmuky HUcam yHaipeg 3amMuciuo uiu dpoipamupao.
CiaHeM uciipeg beJiol UJIAUIHA U UOUYHEM.
(Bykotuh, 1993)

Crapu ou pexnu: OcuM CBUX. JeCH JIM TA CAaMOTHHU BYK CBOjOM
BOJbOM 3aIjIaB/bEH y aTapy LIyMe OCUM CBUX; 3aDpaB/beH Ha WUBHUILHA
BpeMeHa Koja CTpeIlH [a BHUIlle HUIITA HUje Moryhe OTKPUTH; MTPOKJIET
Ipu nagay y noda eKjIeKTUUYKOr odu/ba MoryhHocTh? Kako je j1ako
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om0 outH lenuHr® wnu lllomeHxayep®, >kuBeTH y MogepHom XIX
BeKy oMeheH jaCHHM IpaHHIlaMa MU COLHjaJIJHUM OpaBWianMa. [Ipe
€r3MCTeHLIUja/THOT UH(IATOPHOT BPTJIOra, KapTe Cy Ce JIaKIle Ae/TUIe.
buio ma cu ce ciarao wid 6yHHUO, Ba3fa CM HEKOMe IMpHUIiafao. YoBek
je oo BumsbuB! lllTa maHac? llITa HAKOH BpeMeHa Koje je MUMETHUUKY
TE>KbY 32 CJIMKabeM BUIJ/bUBOT [IPETOUMJIO Y alICTPAKTHE ITOBUCHITULLE
00jeHHX ¥ JIMHeapHUX rnospiuu? llta ca TexHUKamMa ¥ TEXHOJIOTHjaMa
KOje Cy Haxpymnwje y TpaAWuLIMOHA/JIHO OOJMKOBHO Tmosee? Ilta ca
MUJIMOHMMA, ITap0H, MUJIMjapAaMa TeJia, JIULIA, IJIacoBa, IIOMUCIU?
[IITa ca cBMMa KOjH OyIIeB/bEHO ITyHE MYy3€eje U rajiepyje uekupajyhu
TypUCTHUKe AecThHanuje? Illta ca bep3ama, Tp>KHUIITEM, PEKOPAHHUM
LiIeHaMa U CIMKaMa XM BUM 3aKOITaHUM y OJiMHAMpaHe nmogpyme? [lta
ca OHMMa KOjHU 000yKaBajy CBPCUCXOOHOCT U TpHajy iviLa boropoauie
M CBeTUTE/ba Ca OCBELITAHUX CpPeNdHOBEKOBHUX (ppecaka Ha
pacriynersie rpyay ¥ yBehaHe riyteyce KpaTKOpoyHUX 3Be3na? Illta ca
HeBua/pMBUMaA? llITa ca MozesiMMa KOjU Cy ITPOrHAaHU Ca YMETHUUYKUX
akagemuja? Illta ca Op3WHOM, PACHUIHUIITBOM, MH3AaHTPOMIHUjOM?
[IITa..? IlITa *Ma YUHUTHU YOBEK Yy 100a UpHOI pOMAHU U3Ma?

Mucitum ga je e ko ogpegutiu witia wio gaHac sogu jegaH
CJTUKAPCKU XKUBOUI..... [Io MOM Muul/bery, ilobeguhe oiieHUUjai,
CHadla cauKapckux Kpeauuja Koje ce Kkpehy, ylJiaBHOM BAH WUX
Moga, dbuJsio ga je aucipakiiHa ujiu y gyxy dusio Kojux — usamada.
(MutpoBuh, 2016, cTp. 174)

Xohern ga Kaskel fa je Moryhe ocTaTH M30JI0BaH, POIUTH Ce
W HETaKHYT YPOHUTH y CTBapaIalITBO? Jla je M3Op>KHBO CTajaTH
TIOTTYT CTOJIETHOT cTabjia Ha ojlyjaMa CBaKOJHEBHIle U KPO3 CHUTO

60 ®dpuppux Bunxenm Jozed doH IlenuHr (1775-1854), Hemauku (uia030¢ IO3HAT
10 TIPUMEHH [OHjaJIeKTUUYKOT MPUCTYyIA KOjH je diu3ak u JbyDMHOM CTBapasialliTBy.
H3mMmebhy ocTanux HAMKCAO je U HAy4YHO M3jiarame O NMpupoau yMeTHOCTH (IlenuHr,
1991) y KoM moKylllaBa Aa AedUHHUIIEe TOPEKJIO U CYIITHHE JTUKOBHUX OOJIMKOBHHUX
nocTysaaTa. Mako cy MHoOra of IoHyheHHX Hauesa OLaBHO MpeBa3uheHa y TEOpHUjU
YMETHOCTH, UHTEPECAHTHO je BUETH Ha KOje HaUMHE Cy OCHOBE aHTUUKHUX CXBaTamba
0 TeopHju popMe, TOPEKTY IPUPOAHUX 0OJIMKA U BUXOBOM TPAHCMHUTOBABY Y YMET-
HOCT, ¥ IeJIOM, O jeJUHCTBY CyIIDOTHOCTH, IIPETOUYEHE Y 3a1alHOEBPOIICKY KYJITYpPY U
CTBapaJIalliTBO HOBOT MHUJIEHHjyMa.

61 Jou jegjaH y HU3y HeMauKUX MUCIWIana u ¢uinosoda, Aptyp lllonernxayep (1788—
1860) 1aTHO Ce eCTETCKUX CTyAHUja. Y CBOM ey Metllagu3suxa yetiol y caskeToj dhop-
MH pacIipaBjba O IOPeKJIy U BpeAHOCHHM KaTeropujama ymetHocTu (IllomeHxayep,
2008). JbybuHO cTBapajalliTBO IpudbinKaBa ce IllomeHxayepoBHMM CTaBOBHMa Ha
OHHM MEeCTHMa Ife 060jHulla u3paskaBajy CyMiby Y BpeJHOCTH CBeTa y KojuMa obuTa-
Ba UYOBeK, Ka0 U y HEJIOCTAaTHOCT JbY/ICKe IPUPOe U OACYCTBO onTHMH3Ma. U IleTnH-
roBe U llloreHXayepoBe OCHOBHE ITOCTaBKe yKa3yjy Ha 6€3BpeMeHOCT YHHUBEP3ATHUX
TeMa Be3aHUX 3a AYXOBHO M MaTepHja/HO IOPEKJIO U CYUITHHE JbyACcKor duha, koje
Cy 3ajeIHUYKe BEJIMKOM §pojy cTBapasialla y CBUM objlacTUMa MUIbEHA U Aeflamka.
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KpOIIIbe MPOMYILITAaTH CaMO 3pake KOju MUIyjy? Kako je “3a30BHO
Y jeIHOCTAaBHO JOMYCTHUTH 1a TU MAarudHM CBET COTICTBEHHX Ueasia
U XXyOe 3a JIEMOTOM T'ypHe IVIaBy AyOOoKo mof Boxdy. la, Bo4y, OHY
TBOjy — l0g3eMHY Bogy.]e J1' OHO bellle HelipegBuheHa KomMoOuHauuja je
pe3yJiiiaiu ,,iilogseMHUX Boga“ Koje me Boge go HeKakBol pe3yiiiaiia
KOju y CBAKOM CJIyudjy YUHU MU ce Huje payuoHasaH (JIasuh, 1980)?
Buaui, c BpeMeHa Ha BpeMe HU CaM He MOKEIII 1A OIOJTHII TOMHUCIHA
0 IOCTOjakby HEKHUX APYTHUX CBETOBA, MJIU Dap CKpUBEHHMX 30HA CBeTa
y KoMe oduTaBaMo. HasupeMm Jik TO ja >KyAwy 3a H30JIallUjOoM Of
CTBApHOCTH? Je Jiv TO Oer of APYyTyUX, HAMETHYTHUX MUCJIH U 3a[laTHUX
M0jaBHUX 0O/IMKA, WJIM MeIWUTAaTUBaH MOBpaTak cedu?

OHO willio cliosea gosidsu geiyje Wako wiio Mmogugukyje

Ha u3BecliaH HAYuUH ,leMiiepaitiypy gaHa“, ykjaaia ce y seh
tiocitiojehe Bu3uje u ¢paHiasme, ga du Ha Kpajy, y cKaouy
cTuke, upepacsio y Hewlo o ilyHo HOBO — U y BU3YEJIHOM U Yy
ocehajHoOM CMUcITy.

(Rypryc, 1994)

3ByUHIll MH IIOMajJio0 YMOpHO. Hehy Te MyuYuTH joll mOyro,
obehaBaM. JeaBa Ja CMO 3aBUPHWJIM Y TBOjY BHU3HjY YMETHOCTH U
OHO IITO OM MoOIJIe Ja UCIIpUUYajy CJIHKe Koje cH poauo. UMaMm joiu
TOJIMKO TOTa Zla Te€ IIATAaM, aJli BpeMe LypHu. Mp3uM 0O3UPHOCT
KOja Me je cripeuaBajia a T€ NPUIHUKOM paHUjUX CycpeTa OTMEM
oxn npyrux. Ceham ce Kako caM ce, IIONYT OIIpe3He MayKe, LIykasia
y3 TBOje Ioryiefie y Hagu Aa he Me ogBeCTH Ha U3BOp widjHe. [Ja
hy nutu Bome ca 3peHIla ApyrMMa HeNO3HATOr. 3alpaBo, Kpo3
TaMy CcaM Kopauajia 3a C/J1adboBUOUM KOjHU je U caM Tpa>kHoO MYT.
He >xanumM, jep myT je Bpeeo CBAaKOI TPEHA HAa KhbeMy ITPOBENEHOT.
HucaMm cTturiia y ueHTap JlJaBUpUHTA, HUKada Te HUCAM CYCTUIJIA U
yIvTasia CBe LITO caM >KeJseja. Y, CUTypHO joll HEKO BpeMe Hehy.
Hnak, mpusHajeM [a ce IoTajHO padyjeM CyCpeTHMa, caMo 3aTo
IITO Cy TaKO MHTE3UBHO 000jeHH KpajeM. CaMO y3 THXY IpeTHY
KOHAYHOCTHU HaZlHapaBHaA 3ajeJHUYKa cabvpamwa MHUCIH O0dHjajy
Maru4Hy 00jy ¥ 3By4YHOCT. 3aTO T€ MOJIMM, OCTAaHH CaMO jOIll MaJIo.

YMOopHUju cam Kag He paguM Heio Kag CIUKAM.
(BykoTtmh, 1993)

CBa TBOja IiaTHa IpaTe ceHKe! A, Te CeHKe HUKaJda He Uuay
caMe. Y XaOTUYHOM UYOIIOPY Ca BbMMa Kopauajy caipy3H — CTPeIlha,
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AdpooutuHa IieHa, yKac, pacnazamwe, TaHatoc ca Thepkama
HOhH, KOHAUYHOCT, HecTajawe, Epoc, I[Icuxa u Hacnaga, 6e3maH u
DecKkpajHM MpayHH CcaH, MopaHa W HM3BOpCcKe Pycaike, XHIIHOC,
dodoc u Tama. AKO je UOBEK 30UD CBOjUX CTpaxoBa U HaJlawa, 1ITa
cu oHpga tu? lllta BUOUIN Kaf roryienan y orienano? OGHOCHO, IITa
BHUMUII KaJ, CE HECMOTPEeHO 0e3 MJjlaHa OCBPHELI Y MPOIILIOCT?

Moja gsa ustatiHa u3 1964. ioguHe usHeHaga cy ce uojasuJsid

Yy jeHoj UpogajHoj iasepuju Ha ABeHuUju MawiuroH. Muciium ga cy
goHellia us Fbyjopka. Kaxo cam Wio go)xuseo Kag cam ux UoHOBO
Bugeo? Kao octtiapesie jvyb6asHUUe HA YujeM ce JIUYY Heu3bpucuso
oupuiasajy upoxyjase ioguHe. Ocehao cam Kao ga cam cuiap jegaH
Bek. 3aupaso, MaJio cam ce yuJiauiuo ol cycpeuud...

(ILlyHoB, 1993)

[IITa ¥ma Jolle y TOMe Oa Oyaem crosieTaH? Jla ce Kao
KaKaB XpacT MPY>KUILI KPOIIKOM y 6e3BpeMeHO HeDO M KOpEHOM
IIO4 OpeBHY 3eMJ/by. [la CIIOjHII HECIOjUBO. 3ap TU TO U HUCH?
Apxau4HU OPYUL KOjU peurMa JaBHO yCIIaBaHOTI U HANYIITEHOT
je3rKa ITpu3KBa y moMoh pa3yM, Mepy, IOCTOjaHCTBO, y3BUIIIEHOCT,
IOOPOCTUBOCT, MUJIOCT... CB€ OHO ILIITO HAaM je JaBHO, HEIPUMETHO
ammnytupaHo. CBe OHO ILUTO criacewe UiuTe. be3 063Wpa Ha TBOj
KOHCTAHTHH CKENTULU3aM: M1y3ujaseydasu, loettiuuHoCl, puHoha
Heclliaje; TIOCUIIake eneysoM: /Jorasu iagoci Kao agekBaiHU exo;
Y HeIloCTaTak Bepe y cede U fpyre: Uyje ce upoHUYHU cMex 60I0Ba
begu wygckoi dbuha (ITormoBuh, /byda ITotiosuh, ciukap, 1962); jbydas
IpemMa er3ucTeHldju je BUA/buBa. Y, BUlie on tora. OHa IIPpOCTO
U3BHWpE K3 CBaKe HAIPCJIHWHE KOjOM Cy, Ha TBOjUM IIJIATHUMA,
rofe/beHU CBEeT/I0 U TaMa. JKuBojuH IlaBnoBuh (I[TaBioBuh, 1985)
dM ce BepoBaTHO cMejao. TamMo rae ce OH cycpeo ca TaHaTtocoM, ja
HaJIa3uM IIopefakKk ¥ XapMOHH]y. A, MOXKa TO U HUCY OAHUjaMeTpu!?
MosKzaa je JbyauMa HaKOH HeyCIIelIHOT 3uaaka BaBUIOHaA faTo aa
Tparajy 3a OHHMM IITO je Ca3HAT/bUBO TEK Y OHOCTpAaHOM. [la Kpue
CTa3e U yTeBe KPO3 XaoC KPXOTHUHA U LIyTa KOjU Cy 3aCy/IU 3eMJbYy
HaKOH pyliewa Kysie 1 Ja y TpeHy Joce3ama CaBpIIEHOT MopeTKa
Oyny mpeBedeHU y APYTH CBET.

bam TO OM Ousa TBOja ciauka. OHO WITO je Ipodecop
TpudyHoBuh HaroBecTHuo rienajyhu pagoBe HOBe, Taga MJane —
TBOje reHepauuje: C/iuka je caH u Cclipykuiypa, geo BeuHOCWU U
WipeHywlak cagawrociiu, oHa je mucao u b6oJ, maiuja tUpupoge
U WajHa 4oBeKoBol gyxa, uuiaauua 6e3 ogioBopd, CJIUKA — WO Cy
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3aBog/puBa JIyilara Uyuiesuma uUogcseciiu WU UpaduyuoHaIHA
Wipa>kewa Ha 3lapuwiiy yHuuiiieHe gpopme. (TpudyHoBuh, 1962),
3alpaBo je Ouiia AMjarHosa. Miagajlaukyd CHHIAPOM BpeMeHOM
je mpepactao y TpajHO obosbeme. bes mMoryhHOCTH IoBparka
3aKOpayuHo cH y uaeann3amM. CIMKOM MewaTu cBeT! Oc/1od0a1o cu
yuTaBe apMaje ONeMOHa, MakK/JeHUKa, HeUYaCTUBUX, aHaTEMHbaKa,
3/I00yXa, HEUUCTUX, BEIUTULIA, HEIIOC/IYIIHUKA, aHApaKa, Bparosa,
pha, mHOpokijeTHma, Jenupylla, croomoda, HakKapada, Trpaoda,
MOHCTpyMa, Tagypa ¥ HakasHuKa. OciodboguMo ca HamMepoM
Ia CTpaXxOM IpOOyAHWII W IIPOYUCTHUII AAaBHO yCllaBaHa CpLa U
CaBeCTH. 3aurpa0 MarujCcKu IJIeC UHULIHMjallUje HEYKHUX JIoBalla,
3aCBHpa0 Ha y30yHy, MOTepao XpPTOBe Oa MOAWTHY YyCHaBaHY
OVB/bAUy, PY>KHOhOM MPOCBET/IEO, HAKA3HUM TejiIeCUMa OIleBao
€TUYHOCT, TAMOM IIPU3Ba0 CBETJIOCT.

Y oBuM oltiyheHUM BpeMeHUMA UpOCUop CIUKe je MaiuuHu
Kpyi cuaca, docriegre CKpoBuulilie y KoMe je >XKuBoul Moiyh.
(Tomoposuh, 1993)

U meHH ce mpuKpao yMop. Huje y1ako KopauaTh ca TOOOM.
OcehaMm 1ma je BpeMe Aa Te IIyCTHUM. Jyde caM ITpu4yasia ca jefJHUM
MaTeMaTHdyapeM. becMuciieHO, HEOUEKWUBAHO, 3alpaBO MOTIIYHO
rapaJoKCaIHO, yCpel Beape MOOKOJHWIE, Y COOU MpEMmyHO] JbyaHu
OKpEeHYyO ce Ka MEeHH O4YMMa NYyHHMM 4uydecHe AyOuWHe M Ojaro
pa3aBOjUO YCHE M3 KOjUX je moTeksja peka. CUHYCOUZe, TaJlaCHO
KpeTame, yIagHH yIJIOBH Hapadosie u HbeHO BennyaHCTBO -
Xwurnepdosa. M 6air y TpeHyTKyY, Kaja caM Iouesa [ia ce IMUTaM
KaKo MM Ce OBO JEeCW/JIO M Kyda BOOU, U3 HeIlperjegHOr 0duba
reoOMeTpHjCKMX IIpTe’ka, CJIOBHHX O3HakKa M (¢opmyraa, Koje je
IIpaBHO Ha TUTAH OeJIMM JIMCTOBHMaA, U3[IBOjHJIA Ce jeqHA DHUcepHa
MHCao0. Y IPOCTOPY IMOABPTHYTOM TEILIKO 3aMHCJIMBUM 3aKOHUMaA
3aKpHUBJ/bEHA BpEMEHA M ITPOCTOpa Moryhe je myToBaTy yHaNpex, a
cTrhu yHa3a; OaluTH MorJie[ yHasa[ a Te Joyeka Ha CTa3y KOjoM
TeK uMall rnmohu. M JoK HecripeTHO TadaHaM IO HEYKOM IMOETCKOM
IOXXHB/bAjy GHU3UUKOr (eHOMeHa [OedHUHHCAHOT MpelHn3HUM
jesMKoM MaTeMaTHKe, MOJIUM ce. Jep, ako 6u Cyada moIycTuiaa, Ty
Herze OM ce MOIVIM [IOHOBO CPECTH — TH U ja - HAa TPEH, YaK, MOX/a
3ayBeK.

Harama Kpuctuh
BaseeBo, aBryct 2020.
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I wish I could say that I wrote this book by myself. Then I
could proudly boast with many discoveries and subtle empathy of
the pulsing tissue of a segment in contemporary painting. I could
tell you about the afflatus and divine inspiration. I could skillfully
juggle with definitions and scholarly theories. I could as well quarrel
with those who have a different opinion. I could maybe walk with
my head raised high, until I stumble... Still, now, after all those
miraculous oneiric hours spent in continual dialogue, conflicts and
overlapping in opinion, I have the impression that the book was
written by Ljuba and me. In confidence, let it stay between you and
me, more Ljuba than me.

Listen! We were not close friends, I would rather say we were
not even acquaintances. We met in front of the paintings in Modern
gallery. We met by glances, polite nodding, rascal, ostensibly
uninterested, eavesdropping of the words of the other one from the
next room. We met in the admiration for Velasquez, Botero, Lucian
Freud... We also met in dark condemnation of superficiality, frivolity,
lie and daily-political mirages. We would look each other straight in
the eye, like wolves which sniff thoughts, like portals which look
the passers-by up and down, like the whirlwind which tests cracked
cavities of ancient cliffs. He did it boldly, roughly and defiantly; I did
it with a subtle uncertain smile. We were unaware that we already
started writing a book.

And we did. This very one. The book of my and his doubts.
The book of deceptions and dreams. A big book of quarrels and
disagreements. The book of day and the book of night. The book of
forgiveness and admiration. The book of birth and one more Place of
burial. And let the inspiration which led us be Divine, the paintings
are his own up to the last span, and the words - echoes which I
gleaned in the encounters of the hither and the ulterior.

Natasa
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Canvas without easel

They talked and wrote about Ljuba a lot and overall. They
wrote in various ways. They wrote about a great artist, about a
fantast, a mystic, an erotomanic, a demoniac, a rebel, an athlete, a
street warrior, a hermit. And, each story is miraculously authentic
and strong. Each obliges for dignity and zeal. Like himself, each
devotedly watches over the destinies of the paintings in which
a rooted being vibrates'. After all, what else can be said? Which
illusory was not touched? In which corner of such a brilliant career
there still lives the pulse of the darkness untouched by light? Can
the time of hybrid theories, synthetic artistic expressions, industrial
dictations and vast inflation of cultural fashions not vehemently
look at the canvases explosively loaded with cries devoted to the
preservation of primary bulwarks of humanity?

God knows! By chance or tendentiously, but enough to ensure
continual return to the paintings and eternal quest for the sense,
Ljuba rascally avoided to directly answer these questions. First
days of dealing with art, initiation and persecution from Academy,
Mediala and the trip to Paris with a handful of Serbian ground
imprinted deep in the pocket and heart were like the sparkles
which lastingly lit the torch of an unusual, sometimes rebellious,
sometimes tranquil career. The authenticity and power of his spirit
made him an exotic spice of numerous tales and urban legends
whose power does not fade away. Nevertheless, it is equal to
nonsense when one writes about it. Those horizons were multi-
researched a long time ago. Classic art criticism would have more
sense. The analysis of artistic elements and art am bitions are
always welcome and useful - they explain and open the space for
new interpretations. Still, I choose today to do what I have not done
in the shortsighted feeling of Ljuba's and my immortality before, to
ask him all I wanted to know about his painting! I will do it through
the form which I tongue-in-cheek named a counter-interview. I will
give answers through the questions, kindling the ember and rebel,;
and he will make questions by the answers which deposited and
boiled over seven decades.

And, of course, I will do something I have never done before.
I will stop addressing him with the polite V-form, but just for a
short time. Only as much as it is necessary for us to tell together

! ...I want to achieve the absolute vibration of myself on canvas (Mitrovi¢, 2016, p.
179).
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a possible truth about the painting. An intimate, warm, personal
truth. Without secret places, buzzwords and secrets. Together, he
and I, power and apprehension.

Pulsing of the painting

My canvas is on one bench and leans against the wall. I am
standing while working. I am in love.
(Troselj, 2006)

Are you joking? Tell me it is true. After all big statements
and strict comments, I did not expect that we would start with
infatuation. But, I cannot explain to you how much I am glad about
it. I am in love, too. And I guess that we share the lover. She is
ecstatic, dissolute, warm - actually hot, promiscuous, intoxicating,
silent, doleful, cruel and lifelong. Oh, it was so easy and brainless
to fall in love with art itself. When foolishly young you immerse in
the first hug of an experienced concubine, you think that nobody
has experienced it before. Or, at least nobody like you has. You also
have a mysterious narrative about the beginning of a fatal love.

The secret of a dome in Zagrebacka street is the secret of my
initiation into painting...In my diary notes, which I named long
ago “Temperature of the day’, I found one record from the time
when I lived in Dome. I wrote that I carry in myself one black
square and that something is written in it. That black square
later united with the ambience of the Dome. The attic beams are
also stored in it and dusty remains of the decaying furniture and
dimmed light which came through the cracks in the roof and
drumming of rain above my head and the roar of thunders which
caused deadly fear in me...My yonder paintings watered from that
dark well.

(Popovi¢, Secret of the dome in Zagrebacka Street, 2015)

For a moment I thought that we would be able to live only in
light. What a childish desire. You immediately drew out your aces or
maybe foundations? Cracks, dusty remains, dimmed light or a black
square! Couldn't we start the story about painting at some other
place? Some place which would refer to magnificence, inexorability,
grandioseness? You and me, a painter and a theoretician, expertly
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and pompously, with the ambition to define, classify, explain?

Painting is music for eyes, it cannot be explained and

paintings are in God’s arms, they prosper and then stop. So do I. I
have nowhere to hurry.

(Dzunov, 1993)

You are right! Where to hurry? Painting is designed as slowing
down, as duration in eternity. I remember how my teachers tried
to teach me possible aspects of shifty notion of a work of art and
its definition. Of course, one always started from the basic and
the oldest - mimesis?. But, to copy the visible definitely was never
your colour. Am I right? You could let yourself do anything, but not
imitations; even the imitations after the God’s model. Here, I try to
imagine, but everything I reach is my happy and tittering laughter.

What interests me is the contact with myself, taking out
what I have in me to the whiteness of the canvas.
(Mitrovi¢, 2016, p. 176)

Of course, the painting you completely devoted yourself to
was the child of its time. There is nothing archaic in it, not even
nostalgic. Your antagonism towards provincial sentimentality is
clearly visible. You did not succumb to the challenges of the early
modern connected with the attempt of reality subjectivization. Well,
not even to the discussion about the differentiation of the modern
and post-modern, i.e. as Luc Ferry? defines a little bit cynically,
the anti-modern. You went straight to the core! When there are
no theoreticians of art nearby, I call it the purist inward. Or, more
gently, the uncompromising and ultimate personal imprint of
the creator. You did not beautify, finish off, repair, soften, adjust
anything. You did not spare either yourself or the beholders.

2 The oldest theoretical mimetic postulates go back to the ancient period, to Aristotle.
But, the thesis that the primary feature of art is included in its interpretative power
was very lively also in the Renaissance and it was transferred to the formation of
the foundations of contemporary art criticism, rather to XIX century (see more in
the definitions of Hippolyte Taine (Taine, 1990)).

3 Analyzing the phenomenon of the post-modern, like the explication of the era af-
ter the avant-garde movements, Luc Ferry emphasizes: Hence we see that the mod-
ern and the post-modern are equally “anti-modern” as each of them oppose “carte-
sian”, enlightening and rationalist heritage: each of them denotes one of the ways of
interpreting the wish or the necessity not to place ourselves naively in representing.
(Ferry, 1994)
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If a painter succeeds, during work, to express himself on the
canvas in such a way, not to feel either the colour, or the brush, or
the turpentine, or all those elements which are around, he is so
much closer to the total expressing of himsely.

(Mitrovié, 2016, p. 179-180)

Yes, you breathed the time which you lived in. You painted in
the only way you could - in a modern style, in time, intravenously
and unconditionally. And...you were so lucky or unlucky to create
in the time when the death of the audience* happened. That unusual
conversion of the artistic field did not shake you at all. As if you were
looking to somewhere else; as if you did not feel; in fact, as if you
were not there - in the world. Something from within was stronger?

There are people who have the internal anguish and the drive
which impels them, for example painting.

(Gligorijevi¢, I am getting overwhelmed by anguish and
sorrow, 1991)

White canvas and anguish, if man wished to be tendentious
and shallow-minded, he could almost by these words embrace
your complete creation. But, I must admit immediately, I throw
away all your demons and anguish and suffering. I want to think
that everything that went out in the form of dark shapes, rotting
and decay, watered on the well of longing after the beauty and the
ideal. I want to believe that it is the idealism of the youth which you
so skillfully succeeded in hiding from the others and keep until the
final journey. I need to know that our souls are sisters in the light.
There must be more than the banal Eros who hoists and destroys.
Do you remember? Eros is the power of the higher order, but only
for those who questlaboriously and carefully. He ennobles, inspires
and, just like you, constantly asks. Not out of curiosity, but out of the
craving not to miss the perfection. Or, as Komnenic says beautifully
when he narrates about your paintings - like the shield by which
the vitality opposes the death (Komnenic, 2014).

4 By emphasizing the crucialness of the influence of modern technologies to
everyday life, and hence the artistic audience, Italian historian of contemporary art
Achille Bonito Oliva introduces the term the death of the audience to emphasize the
impossibility of the articulation of the origin, structure and intellectual potentials
of modern art lovers (Bonito Oliva & Argan, 2006). This, of cource, directly implies
the multi-layered change of the structure of communication in modern societies.
As it put in question classical ways of performing a piece of art, its exhibiting and
presenting, it must be supposed that, only in that way, the channels and types of
seeing a piece of art are redefined.
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Glass dome

There is the wish in me that a painting, like a novel, may be
read for a very long time, that one can live with it.
(Lazié¢, 1980)

I agree, it is time for us to leave the general story about the
painting and to see what is your personal - selfish, unrepeteable,
fragile. What is a painting when we strip it off the time in which
it originated, the critiques which defined it, market intentions
and voluptuous wishes of the audience? Now, when the body took
with it human weaknesses - vanity, presumption, friendly gentle
fearfulness, fury and protest; now, when without false piety we can
paint the history of one creativity: What is your painting now?

I believe in one superhuman relationship, in a magic call,

the call of the magnetic power which tends to unite, like in one

call from the dark, unknown, unexplored space, which all has to
solve the strange secret of life and death. Such belief is not religion,
elation, but the essence of existence.

(Popovi¢, Ljuba Popovi¢, painter, 1962)

If a painting is the existential sense, then its source must be
love?

When I say a love experience, I think of the underground river
carried by a man.
(Mitrovi¢, 2016, p. 183)

You persistently return me to the place for which I cannot say
whether it is a well or an estuary. I was not lazy. I went through
a few encyclopedias hoping to find out what a river is. There is
so much there - a spring, confluence, trickle, estuary, meander,
delta, still water...They write about water, and they think of your
painting. Both of those old® - dry, which invite rain; and Curkovi¢¢
eternal blue; and of minute early-Parisian with hidden river flows;
and those from Aegean basin and Xiropotamos; of waterless Open

5 It refers to Ljuba’s painting of Yugoslav period.
6 It refers to the part of paintings collection of Ivan Curkovié.
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seas’; of dry City of lost people®; to Waterfalls’®; to all infinities which
you tried to touch. Nevertheless, geographical determiners for rivers
are nothing compared to mystics! They claim that water currents
actually like a torrent carry the time soaking niggardly, more rarely
abundantly, the banks of life and historic eras; that it is not the same
to swim towards the spring or towards the confluence!?; that the
shapes unstoppably transform from one form into another; that the
world of senses and the world of phenomena reflect in each other;
that they swallow, soak, flood and carry... Still, I did not tell you
anything new. You knew that all, much earlier than you put the first
colours on the canvas. It was somewhere in you? Wasn't it? Deep?

In the days of rains, gloomy time, fear of the own existence,

in the moments when the clock counts down the seconds of our
planetary existence, I try in the silence of the studio to, through the
canvas and the colour, face my own, internal turmoils.

(Curgus, 1994)

Neither painter approaches the canvas before looking deep
into himself. Regardless the conventional norms, strict requests of
purchasers and formal frames of the time one lives in, each painting
inside, at least in the ethereal announcement, thumps by the pulse
of its creator. But, it was different with you. You never went out of the
pit of self, did you? Only you are in your scenes - your unrests, your
anguish and premonitions, your twitches, latent attempts of escape
and anticipation of hope. You did not care what was happening with
watercourses when they leave the underground. Laws of fine arts
are the only thing that you let into the painting. You, the line, the
colour and the existential measure of light.

7 It refers to the painting of Ljuba Popovi¢ - Study of the back, 1958, oil on canvas,
130x97 cm, Collection T&] Herold, Paris, which, after publishing the monograph
(Tronche, 1981) about his painting, he renamed on his own initiative. The note still
exists in a monograph copy kept in Modern Gallery Valjevo.

8 Ljuba Popovic, City of lost people, 1971/2, oil on canvas, 97x146 cm, Collection Jean
Davray, Paris

9 Ljuba Popovi¢, Waterfall, 1977, oil on canvas, 195x130 cm, Collection of Anatole
Dauman, Paris; Ljuba Popovi¢, Waterfall, 1986, oil on canvas, 162x130 cm.

10 "In the novel of Joseph Conrad Heart of Darkness and its film adaptation (Apocalypse
now of Francis Ford Coppola), sailing along the river at first represents the return
to the wild through the gradual removal of material and moral illusions from a
civilized being: a man becomes a child again, a human being becomes an animal
again. The reason for that is that only extremely pure people, ascetics may go to
the pilgrimage to their source in God. The others are carried by the river course
to the confluence and sea waves. i.e. to death, returning them to the chaos of the
primary ocean.”
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I must add the fact that those paintings are the surprise even

for me. That is the result of searching in some corridors which I do
not know...

(Lazi¢, 1980)

Always those endless stretches of the underground, darkness
and water. How can we meet if I walk on the mountain and you walk
in the underground? I ask myself how we started this conversation
at all' I ask myself... Do your paintings function in that way, too? I
think, in this way, like our conversation. They leave provokingly to
another extremity and attract the opposites by the magnetic force.
They grumpily publish their self-sufficiency, while they crave for
merger. Do you lure, like some Arachne!!, those identically cursed
into the immense net of searching for the primeval perfection?
How shall I follow you? I discern the traces of numerous paths.
Give me any sign!

It is most important for me to convey my breathing on the
paintings. I wish one day in some future time, that people, when
they come in front of my paintings, feel the existence of some other
being, someone who lived before them. To feel that he succedeed in
conveying his pulsing on the canvas and that it is the being who
twinkles. My paintings should be like those signs which are cut on
the cells’ walls by those sentenced to death.

(Vukoti¢, 1993)

Compositions measured by breath, layers underpainted by
the blinks of the being, shallow wall reliefs condemned to eternity,
and all that created under the fragile glass dome!

And if a man is honest to himself, if painting is the space

in which he feels life, then he exposes everything that he has in
himslef...

(Mitrovi¢, 2016, p. 195)

I wish I could have been a beam of light in your studio. That
early, morning beam, which swoops down on the canvas before
your glance; which touches the cracks in the base before colours
fill them; which reveals the soft tissue of previously deposited
paste; which provokes and mocks! Our days would be bright,

1 Mythical Lydian princess widely known for her skill of looming, who was, after
tragic death, transformed into a spider by the godess Athena (Graves, 1991).
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bright and shrewish. I could transform all those heads and bodies,
by scintillating refraction, behind your back and even in front of
your nose, into gaudy mountain systems, rugged Earth’s crust,
asleep moss under the treetops, necklaces of petals and elongated
hundred-year old roots. You could be angry, but you could not catch
me. I would torture you unstoppably and, who knows, I would
maybe learn the secret of the origin of your inspiration.

I must admit that I have never treated painting as a story

which would be connected to some soil, landscape or the area I live
in. My relationship is rather directed towards abysses of human
being. My painting is an intimate, internal story about what
happened in my being.

(Mitrovié, 2016, p. 192)

...I do not have a notion prepared in advance, but I create

it direct on the canvas. I do not have the drawing prepared in
advance, but I travel towards the unknown, there probably lies the
complete sense of my creating paintings because I am interested in
the unknown which comes out of me, which is probably locked and
cemented in one part of my subconsciousness.

(Lazi¢, 1980)

Great enterprise on the painting plan

And, here we are. At that smashing place where the critics
think that they have finally understood your role in the theory
and history of painting; at the place of your inconstancy. You have
always been a rascal, a rascal with style. That is why you have
probably been loved so much. They have bowed down before you
because of mystic contents of your paintings, because of the Parisian
pusle of modernity which you constantly denied, because of the
canvases which entered the international and local collections
long before the eighties’?... Nevertheless, those who loved you, did it
because of that unusual law of the street which tatooed your whole
heart. And that law, made on craving for existence and the newtork of

12 Let us mention only some of them: Aberbach Fine Art, New York; Foundation Va-
renneman, Brussels; Galerie Beaubourg, Paris; Galerie Isy Brachot, Brussels; Gal-
erie de Seine, Paris; Gallery Milena P. Barili, Pozarevac; Julian Aberbach Collec-
tion, Paris; Modern gallery, Valjevo; Museum of Contemporary Art, Belgrade; Rose
Art Museum, Brandeis University, Welthamm, MA...
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inexplicable tendencies towards primordial justice, peculiarity, heroic
feats, insatiable romance and grandiose imagination gave birth to
painting which refuses to belong, to be defined, classified, aligned.

Do you remember the third October salon? Do you remember
how magic Lazar Trifunovi¢ wrote about you, you the young: “The
art of dream and imagination represents a significant continuation
of our surreal tendencies, but largely changed both in expression
and method. If automatism returned spontaneity of creation and
freedom to art, with regard to the motive and nature, it restrained
and narrowed its poetic quality to a great extent. A group of young
Belgrade painters (Ljuba Popovi¢, Leonid Sejka, Svetozar Samurovi,
Radomir Domanovi¢, Vlada Velickovi¢), each of them from his
individual standpoint, started from such correction of automatic
method which goes from its negation, to bringing poetic-intellectual
elements to the fore. Building of the painting, its internal structure,
the process of formation are changed. The painting is now more
unique and complex, its cohesiveness is more dynamic and, above
all, its poetic force gets magic dimensions. Poetry could unfold here,
to construct towers of imagination and cities of dream on bizarreness
of everyday world. Let poetic surrealism be its conditional name and
it definitely showed by this exhibition that it is art of great energy
and serious perspective, that it is composed of talented personalities
who know what they ask from art and life...“ (Trifunovi¢, 1962).
You must have been over the moon. You were noted and respected
without having to waive a single inch of your rebellious nature.
Nevertheless, you were classified for the first time. Poetic surrealism
could to some extent define your intimate sentimentality. The one
which you would admit at no cost, the one which made you a little
bit vulnerable and at the same time emotionally unavailable; and
which sometimes mischieviosly peeps from compositions.

Besides the liking in student days in Belgrade, and later, I

did not have any specific connection with surrealism. It should be
emphasized very precisely, that it is the movement which belongs
to history and I have the impression that I belong to some other
time, where quests in art, and especially painting, are completely
diametrical from the surreal comprehension of art.

(Papovi¢, 1978)

I wonder why you so easily give up all that surrealist aegis
selflessly offers? Reality different from what we see, hear, touch, sniff,
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taste; unknown forces which master us; dream; poetry as a means of
cognition; revolution’3! Aren’'t some spots on your canvases defined
by these azimuths? Didn’t your esthetics at least to a certain extent
drink water from this well?

...in my opinion, Breton’s movement did not give enough
importance to the research of purely fine arts features of the
pictorial expression, the research of the very essence of painting.
(Vuillot, Conversations with Ljuba, 2019)

While getting familiar with the surrealism, I realized that what

I am doing is still something different. I can say conditionally that it
is the search through oneself, through unexplored springs, and each
milimetre of the canvas represents the pulsing of my life, which is
expressed by the touch of the brush from light to darkness.
(Papovic, 1978)

From light to darkness, that is exactly the network of endless
winding paths which I try to put into the coordinate system, or any
system. Is anything like that possible? Does too much of my mind
suffocate your imagination? They say that the stepping out of the
reality is your strong point, that your painting, hence, decorates
lexicographic units and comprehensive surveys of handbooks
which define fantasy painting.

Many will be surprised by my opinion that I do not

use imagination at all. I do not have nightmares, dreams or
daydreams. My paintings develop in a completely uncontrolled
way from “the underground spring“which I only guess. It could be
said that the deep subconsciousness, adventure, which laboriously
and slowly depicts itself on the canvas, surprises even me who
paint. As long as the surprise lasts, the meaning of creation has a
deep meaning for me. I cannot plan a painting, visualize it or see it
in my imagination. The presence of the rational is only on the plan
of fine arts canvas legibility.

(Papovi¢, 1978)

So, neither the poetic supreme reality is in question, nor the
fantasy, or the wells of the oneiric, or the ill-founded and not even

13 These are only some of the features which Maurice Nadeau, a French literary critic
and a contemporary of the movement, attributes to specific peculiarities of surre-
alism (Nadeau, 1980).
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the pure figuration; it is not the real, or the historic, or a trend, or
an experiment. So what is it then?

The essence of my being is that a battle between the rational
and the emotional has always been waged, since the beginning of
my creating. I used the rational only when I needed to emphasize
the legibility of a painting and all that is emotional poured out on

the canvas, without control.
(Vukoti¢, 1993)

Oh, I can finally touch something, understand something. Or
it only seems to me? But, you yourself admitted. We found those
three pillars around which you revolved your fine arts pragma - the
rational, the emotional and the subconscious. You wisely assigned
constructive elements to the rational. What the others submit to an
experiment, you control strictly. Although paintings are seemingly
aired with arbitrariness of composition and structure, especially in
the segments with amorphous melting shapes, the procedure was
carefully led to the aim of achieving a certain esthetic formula. You
took away the descriptive picturality from the research of fine arts
elements and procedures and, hence, you intellectualized them. In
other words, you gave to a line, colour and light the features which
used to belong to the shapes of the visible world. Does it mean that
they, so emotionally and subconsciously, became the places of the
intimate epiphany on canvas?

Painting requires big caution with personal visions, wishes

and feelings. Like each head, each landscape or architecture are
not suitable for painting, it is the same case with the material
which is accumulated in us.

(Curgus, 1994)

Novica Mili¢ once wrote a study which he denoted by your
name and concept - ethics (Mili¢, 1999). I could not say that I was
not surprised or astonished. Nevertheless, I peeped in. In chapter
eleven of this seemingly small book, like in a golden cage, there
was locked an unusual conversation. Actually, it locked itself up.
Like a bird born in captivity, afraid of the noise which constantly
splashes against the bars of the only known home, he chooses to
live in love with his considerate oppressors - philosophy, ethics and
esthetics. And, although flawlessly, naturally, without utilitarian
philosophical and fine arts ambitions, this conversation defines
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the essence of your painting, I will not retell it.  am enchanted and
I do not want that moment to be seized by a disapproving glance
or a breath. At the spot where the secret was published, Mili¢ and
I merged and grew up again, together. Now I whisper with a smile
his words, like a mantra: “A painting always counts on its power -
that power is endless - to make the darkness brighter. In fact, two
powers are needed for that, two abilities which walk parallel: to
know how to see through the sky and to know how to look through
the ground. The first one means catch the light; the other one
means to draw the darkness out to the light.”

Unforeseen combinations

Visions and the space which appear on my canvases are the
result of long and tormenting quests in the solitude of the studio.
Where does it exactly come from, what does it originate from and

why...it is not up to me to know or to give an answer to.
(Curgus, 1994)

Let us not talk any more about the origin of the inspiration,
but about how it poured into the form and construction. That is
the part which you denoted by the space of your ratio. And that
is how it should be. We should build with the sense at the spot
where we build. At this moment your early canvases come to my
memory!4. Maybe because I grew up with them and maybe because
of the composition innosence. Vertical diving of plans on canvases
Cleopatra with apple*®> and Trial to a hermaphrodite II'S , pyramidal
Saint Sebastian'” and Supper in Emmaus'®, cruciform Flowering
of genitals?, Isabel?° tailored by a dominant vertical...Regardless
the palette and thematic variations, they all have mutual solutions

14 It is Yugoslav period (1953-1963) of Ljuba’s creativity.

15 Ljuba Popovi¢, Cleopatra with apple, 1958, oil on canvas, 130x94 cm, Modern Gal-
lery Valjevo, Valjevo.

16 Ljuba Popovi¢, Trial to a hermaphrodite II, 1959, oil in canvas, 138x190 cm, Mod-
ern Gallery Valjevo, Valjevo.

17 Ljuba Popovi¢, Saint Sebastian, 1961/62, oil on canvas, 179x137 cm, Museum of
Contemporary Art, Belgrade.

18 Ljuba Popovi¢, Supper in Emmaus,1960/62, oil on canvas, 187x280 cm, Museum of
Contemporary Art, Belgrade.

19 Ljuba Popovi¢, Flowering of genitals, 1962, oil on canvas, 139x120 cm, Museum of
Contemporary Art, Belgrade.

20 Ljuba Popovi¢, Isabel, 1960, oil on canvas, 100x68 cm, private collection, Paris.
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based on the academic experience in love towards the renaissance.
That is the place where they like to place you in Mediala; or, as
Sejka and you would say - in the integral painting.

Although the friendship with Sejka was sincere and for me

very precious, I exhibited with the members of Mediala only once.
It should be said that Sejka did not understand all aspects of my
painting, especially those which excessively went into eroticism
and deconstruction.

(Vuillot, Converstaions with Ljuba, 2019)

Sejka taught me to see the others. He found the necessity

to check Malevich, Kandinsky, Mondrian, to check the stains
Leonardo spoke about, but in relation with the modern. All those
topics which Sejka started helped me open the door towards

the history of painting. When I came to Paris, I only proved the
knowledge that one can not roll spiritual tightness or a personal
tragedy over the painter’s canvas because it is then an individual
problem. It is necessary to open up to the world. A painting must
carry a thousand of names and as many glances, thousands of
problems of the others, and not only your only one...

(Markovic, 2019)

Paris evidently changed the painting. At first colour entered it,
then sinking light and then more complex spatial solutions. Tha magic
of megalopolisdid notleave you indifferent. And notonly the dimension
which you stepped in, having left the safe aegis of the compartment
filled with fears and hopes, but all those miraculous museum
labyrinths which you hurried to meet. The experience of old masters
left the indelible trace. The walk through the history of art allowed to
you what you had always imagined about - to become timeless, to go
through past times radiantly without resistance and to mischievously
peep into aulas of future. Being enchanted, you introduced into the
compositions the segments of fine arts solutions of past times not
looking back to the trends and practice of contemporaries. And you
boldly wrapped all that in the gamma of modernity.

My role models on the plan of great names go by the years

of development and creation. In the first phases of creativity, in
Belgrade period, I was under the influence of George da la Tour, the
painter of illuminated faces, melancholic and lost in the interior.
Later, they were Bocklin, Dali, Magritte, Delvaux and Max Ernst...
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I am also delighted with Goya’s vampirism, death, old age, horror,
panic and decay, Rubens’s flesh, human pulsing and life optimism.
(Papovic, 1978)

As if you could not take another road. You and painting used
dancing steps familiar only to two of you. Hence, I guess, from the
structural solutions sometimes disobediently peep the elements of
mannirist elongations, baroque diagonals strenghtened by light,
Rococo pastels, classicist constructions and who knows what else.
And nothing, out of the mentioned, was not applied consistently.
Acting prarctices of the past, like light sparkles, jumped into certain
compositions, stabilized the structures or scattered the plans.
Although, they sometimes look like cranky experiments, they are
in fact very thoughtfully led constructions. They were maybe not
planned in advance, never sketched or designed; they maybe come
upon the inspiration, without the projected architectonics; they
maybe self-model during the process of painting - milimetre by
milimetre; they maybe constantly deceive us and we are no longer
sure what we see and what we touch?'; they maybe leak, flow away
and resurrect and all that never without your mute presence.

There are the circles in the life of every creator. In my case, the
first circle was Belgrade one, where there was a horrible tension,
fear of death, incasement, let me say, congestion in execution. It
was a very troublesome and dark time, the road of pressure which
I succedeed in eliminating by years and youth.

There came another phase, in Paris, certain parsing of all

that and the relaxation of tension. But, there was still the facing
towards death, towards eroticism, towards decay. That circle held
me up until my fifties.

Now it seems to me that I enter a new period, I begin to feel the
relationship to the space and I see more what is outside than my
internal trouble...There now appeared in me on the canvas some

romantic landscapes. There appeared the elements I haven't dealt
with so far. And that from the past slowly went to the outskirts of the
painting.

(Gligorijevig,

I am getting overwhelmed by anguish and sorrow, 1991)

21 Analyzing the idea of continual duality of Ljuba’s painting, Alexandrian
(Alexandrian, 2003) insists on the necessity of the support of seemingly opposed
worlds of dream and reality, illusion and truth, man’s interior and exterior.
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This, mentioned now is in fact three decades old and it stands
on the margins of the eighties. There where the paintings with
strong architectural construction appeared for the first time. Those
which pushed out the figure to the limiting areas, introduced salted
pillars of light and saturated fields of titanium white pigment.
Nobody could anticipate that in your opus would appear so clear
composition solutions. The old ones did not disappear, yet; they
only expressed them more in the new publication of the structure.

After a long observation there appear new elements, which

can be, when almost realistically performed, suitable for deep
observation. On the painting there appears a number of various
optical combinations, there is the multiplication of plans,
multiplication of personality, things and objects represented in the
composition of the painting. From the combinatorics there appears
the phenomenon of the painting density, which manifests as the
perspective multiplication, i.e. the multiplication of the objects
behind the objects.

(Lazi¢, 1980)

Endless thickets of vertical pillars are dipped into the depth
by short cascade horizontals?? with the indications of hardly legible
cities. You imprisoned complete worlds in the latticed interweaving
of geometric deposits of colour and cell-like forms of organic
abstraction.

Labyrinth of apocalypse??, Secret of creation?, Devilish caves?,
Black novel?s, Vanished world?’, Secret of golden ruin?, Star dust®
and the immense forest of other canvases slightly opened the door
of a secret room of one Ljuba who has not been seen before.

They are not “pillars”, especially not of some already known
styles from certain centuries. They usually appear on the paintings

22 Writing about Ljuba’s triptych In honour of James George Frazer (1976/77, oil on
canvas, 260x810), Ljubomir Simovi¢ (Simovi¢, 2016) emphasizes the simultaneous
interdependence of interweaving horizontals and verticals.

23 Ljuba Popovi¢, Labyrinth of apocalypse, 1988/89, oil on canvas, 220x200 cm

24 Ljuba Popovi¢, Secret of creation, 1989/90, oil on canvas, 235x300 cm.
25 Ljuba Popovi¢, Devilish caves, 1990, oil on canvas, 220x200 cm.

26 Ljuba Popovié¢, Black novel, 1991, oil on canvas, 162x130 cm.

27 Ljuba Popovi¢, Vanished world, 1994, oil on canvas, 162x130 cm.

28 Ljuba Popovi¢, Secret of golden ruin, 1995, oil on canvas, 162x130 cm.

2 Ljuba Popovi¢, Star dust, 1996, oil on canvas, 162x130 cm.
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of a more real world. They also walk on the edge on abstraction
and they are here to tame the unbri dled line of baroque, to break
a little bit amorphous atmosphere and to strengthen it in the fine
arts sense.

(Vukotic¢, 1993)

...on the plan of legibility of paintings, there may be

established some rational connections between their characters
or scenic elements, but everything else is the material trace of the
secret which I have served since I am aware of myself.
(Markovic, 2019)

Secret®, that is the space in which I want to meet - art,
you and me. But, let us put romance aside. I am here to know
something more about the manner of giving birth to your
paintings. When you talk about it, it seems as if you describe a fate.
You always narrate about the paintings which you have been pulled in,
which flow through you, about the abysses and rivers which seem to
use you like a medium. On the other hand, you mention the canvases
which slipped out, which do not belong to you in a certain part of the
process, which slide. I cannot find the slightest testimony about the
thoughts directed towards the structure, inspiration or vision. I simply
want to hear something about the organization of the elements, choice
of motives, structure of the line, spatial plans, surfaces and semiotic
fields. Science poisoned my with craving to determine and classify,
even the flowing, indefinite, ethereal; even the one that opposes the
interpretation, the amorphous, rebellious and unrecognizable.

I remember the words of Pavle Vasi¢: “Each fine arts entirety
must have its dominant, i.e. one element which all others are
subordinate to. Only then does one fine arts conception act
distinctly and clearly, only then does it have conditions to be an
aesthetic phenomenon.” (Vasi¢, 1986). You will maybe say thatitis
an absurd deformity of an art theoretician, but designations must
be put somewhere. How can we communicate if there are not any?
And your canvases, until the nineties of the twentieth century,
have a framework - a dominant. I guess it is a figure. According
to the structures of compositions, I may say that the elements of a
painting have always been put in the service of a bodily form, as
much as it is insufficient.

30 Alain Vuillot, in his text Flash of secret (2019), in a very refined way writes: “It is a
rare case that a painter with so much subtlety depicts the essence of a secret, the
dazzling aureola in which it finds the refuge, a dark shine it decorates with.”
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Anthropomorphism, glistening or marred, inexorably defined and
subdued other building elements. It clearly conducted the intensity
and the place of the light epiphany, the density and the type of
the pigment smear as well as the merging of the abundance of
accompanying fine arts motives. How did it happed that the space
took the lead?

...in search for the fine arts optics, which plays a great role on
a painting, I am often in the situation when I am forced to erase
faces, to erase some details in order to get the firmness of optics, to

get the fine arts clarity, to get the fine arts legibility.
(Lazi¢, 1980)

On the last paintings, a figure is more often absent. There

appears a new space, romantic but with the elements of anxiety
and painfulness - let us say black romanticism. In that new space,
without a figure, I start to feel my own presence, existence. It is not
clear to me in what why I settle in that space, but I know for sure
that it remains my definite residence.

(Curgus, 1994)

Figure and body; Effort and delight

All right, let us get back for a moment. Let us get back to what
you are, regardless the occasional deviations and experiments. Let
us get back to the craving for a man!

A big number of people, those who are aware of their

existence on this planet, bear in themselves a dose of melancholy.
Man is a sad case.

(Markovic, 2019)

What do you mean?

If he transfers that feeling to some creativity, the field where

he will try to search for the answers about himself, he will be able
to save himself from those own troublesome parts... People are
different, some bear deeper quivers in themseves, the others are
more simple. A dark side exists in every man and heaven and hell
are in each of us.

(Markovi¢, 2019)
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Dichotomy, which you seemengly mention perfunctorily and
en passant, is actually the essential designation of your creativity.
Dream and reality, light and darkness, stone and water, road and
rot, death and birth. Dichotomy, is it so? I seem so wise to me, but
I am not. You draw me into the trap of vanity, don't you? It is not
dichotomy, I guess - it is not. They are the endless whirlpools of
cyclical oscillations of your interior. You rise up and fall, you plunge
and ascend; in fact, you do not stop seeking. And, is it, after all, a
painting?

As a painting is a type of a prayer, as Sejka wrote down

shortly before death, I seek in a prayer an imaginary space I would
like to enter, to settle and find my peace. But because of objective
circumstances in which our life evolves, that space is often
inhabited by horror, grinning heads, skulls and creepies which are
the witnesses of our terrestrial tragedy.

(Todorovi¢, 1993)

Vuillot saw through you! Do you remember his words... “there
is the organic dimension in your painting space which leads to
the thought that you there raise the skin in order to bring to light
everything that hides under it - the skin which is not only the
skin of the body but also the skin of the world. Under the vail of
illusion, a painter’s brush reveals untamed pulses of a secret life,
the intimate structure of matter.” (Vuillot, Visit to Ljuba’s studio,
2014). I dare notice, the beauty, too.

It happened to me not only once, not twice. It happened to
me in numerous different ways. It was always unannounced. First
time I thought that it seemed to me, that I did not hear well. The
second time I excused the comment of the plaintiff by complex
requirements of contemporary painting. The third time I did not
miss the gesture of disapproval and disgust, neither I tried to
rationalize the negation of the observer. And then the others came.
In from of your Cleopatra3!, each sigh pronounced the same word -
ugly. I will not say that I was not confused, even crazy a little bit. Am

81 Ljuba Popovi¢, Cleopatra with apple, 1958, oil on canvas, 130x94 cm, Modern Gal-
lery Valjevo, Valjevo.
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I the only one who dream of the beaty at the spring of otherness3??
I could ask you and I don't know why I did not. Maybe because I
liked to believe that our cravings for perfection are identical. But,
not for the perfection of graceful shapes determined by the clear
dictation of symmetry; but, the one which powers up on deviations,
the unexpected, strange, somewhat unpleasant, tendentiously
provocative... The one that does not fit into the standards and
makes unexpected questions - not to the others, but to itself.

...while maturing, I reached the phase in which I sought the
tension in the atmosphere and not in showing the withered bodies.
I found out that in the state of horror there may also be a healthy
form, not only the sick one. I liberated the model of the ugly and

I gave to it a sort of Rubens-like health, but the horror remains,
about like the one which was visible at Goya.

(Gligorijevic¢, One different horror, 1981)

They accuse me of erotomania, of the domination of female
nudes, of lust and decadency of sensuality; and I do not see any of
them. Like a blind man who they try to restore sight to, through the
waves of the darkness and shadows there splash me hermaphroditic
shapes, androgyne firstborns washed by the light of creation and
ascetic anatomies multiplied by the logic of some other nature.
What does the visible world ask from your paintings and what do
your paintings look for in me? How did I get stuck like that?

The body which disappears in the space belongs to an

abstract vibration. The objects depicted on the painting go towards
the unknown. Those objects which go to the unknown represent
optical traps for the beholder.

(Lazi¢, 1980)

There, a trap! I suspected that I would fall into one, at least.
But, it seems that I am not the only one. And how could I be? You
are, still, a professional hunter. There is a very old Oriental saying

32 To say simply, the ugly is an aesthetic category which is located at the pole which is
opposite to the beautiful. They compose the dialectical opposites which are the spine
of western aesthetics and morals.The beautiful is interpreted as “the centre‘or as
“the canon”. It denotes an ideal, mind, truth, beauty, perfection, clarity, order, har-
mony, civilization - in short, all sublime human aspirations. It was believed that all
that was achieved in ancient Greece and summarized in the ancient ideal of kalds
k' agathds, of the beautiful and the good. As the reverse of the beautiful, the ugly
was used as the all-purpose storage for everything that did not fit in those sublime
norms: for the earthly reality, the irrational, evil, mess, disagreement, irregularities,
incidented, distorted, marginal - for everything that is another. (Kalmayer, 2004)
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which states that skilfull warriors never put only one trap, that the
catch is guaranteed if there are minimum three of them. I wonder,
how many of them were sown on your canvases and in which
forms do they appear? You stand in front of a painting and you see
a body, or atleast its one part, or a few anthropomorphic anatomies
which do not belong there. You stand and think that the body is
important, that you observe the figure and that it is the gate of the
secret. No, you cannot take that road. What you are looking at is not
a body, it is not a figure either, nor the thinnest thread of the veil
of the solution. It is, let’s say, the modulative centre of the canvas
structure with radial deviations of the form; or, the compositional
directing of fine painting elements; or the hybrid of pure light to
which all other reflections are submitted; or, the primary palette
from which the accents of colour virally spread to the rest of the
canvas; or... What decays in front of you, what cracks, swells, rots;
what springs up from somewhere, attacks, runs away, disappears;
what, without a rule and excuse, multiplies, grows, reproduces and
spreads; it is not a figure; it is...Tell me, what is it?

I pained this female nude with a lot of effort and delight.

But, then it seemed to me that the head was not good - it was a
little bit crooked on the shoulder. I wanted to make a new one.
And while I was making the other one, I did not erase the first.
Suddenly, everything shone, there shone that “divine moment
“of creation, dreaming: I left the old head, "planted” the new one
and it became the key of the painting... I finished off the female
nude. While repairing the female, stretched legs, there emerged,
so spontaneously, the third leg. It remained. Clear water appeared
beneath...

(Vukoti¢, 1993)

Water, which in the last years dominates on the paintings,
overwhelmed almost all elements, flooded them and offered the
possibility of disappearance and appearance of certain objects,

body parts, imaginary cities. New paintings carry indentation in
structure, there appear on them a bigger pictorial panorama and
hence the impression of the decay of the tissue and the painting
surface.

(Todorovi¢, 1993)

I feel that I sink. Should I be worried?
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Starting from small vibrating pieces, fine arts elements

go from the largest optical rhythms which are connected with

the geometrical construction. High harmony of the painting
depends on the geometrical situation on the painting. It means
that it depends on the crooked and straight lines, which influence
the beholder in that big context which the painting tries to

depict. If the elements are subtle, provocative and have the
aesthetic combination - it is the level from which the beholder is
“endangered” by the painting. If multiplication, vibration is strong
and acts through eyes on the man, the tension of a painting will be
conveyed to the beholder.

(Lazi¢, 1980)

Road of temptation

Finally, I am at the place where I feel like at home. I am
always happy in the colour and light! I wonder how I kept in front
of all those your early monochromatic variations? Maybe because
Wound?** modestly indicated Heaven which you carried with
you to Paris. I exaggerated, I am sorry. Yugoslav paintings were
not monochromatic; they moved in the narrow scope of brown,
ocher, baked tones of umber and sienna; as well as soft accents of
yellow and red in the substructure of the primary colour. Yes, let’s
not forget the renaissance illuminated cobalt and ceruleum in the
background scene plans. The whole space is built on the palette of
variations of four colours - brown, yellow, blue and red.

The way from palette to canvas represents the raod of
temptetation.
(Mitrovi¢, 2016, p. 199)

If we take red and if we put yellow underneath, we enter

another dimension. We add green and we created a spiritual hell.
That is the adventure of spirit.

(Ribnikar, Ljuba’s alchemy, 1993)

Nevetheless, the uncrowned queen of your canvases was and
remained white. Titanium white, zinc white, lead white; constant

33 Ljuba Popovi¢, Wound, 1985, oil on canvas, 162x130 cm, Modern Gallery Valjevo,
Valjevo.
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white, azure white, impenetrable white, vanishing white, saturated
white; intentionally white, dominantly white, provocative white;
constructively white, pure white, demonic white... White, always.
From the first canvas to the last composition. You granted it with
various features. It is mother of each shade which is incorporated
in the structure of the pigment. Either it illuminates the gamma of
primary colour, or it reflects passive light accents from the adjacent
surfaces, white colour always insists on its mass advantage and
exclusivity. As if it shouts loudly: "Without me the visible world
is not possible!” And it is not. As you removed active sources of
light from the painting and you introduced in the colour the law of
reflection and pigment radiation, there was nothing left for your
queen but to rule. To rule openly, dominantly and without shame -
Waterfall**, Dying civilisation®, Life under golden vault3s, House of
Saturn®. To rule in silence, wisely, in the name of the others - Jon
Ithem?3®, Cleaning?®’, Forest edge or the entrance into the world of
demons*. To calm down the torches of self-burning warm pigments
- Big painting of evil*!, Death of sun?, Female slave of our dreams*,
Tomb for Minotaur*, Temporal tombs*, Lami*, Phantom ships?.
To return to life endless blue and deep green - Devilish caves®,
City of the dead*, Water, body and cave°. You gave it the power to
structure the plans - Falcon -city>!, City of souls>?’, Abyss for the

34 Ij]'uba Popovié¢, Waterfall, 1985, oil on canvas, 162x130 cm, Collection of Ivan
Curkovi¢, Paris.

35 Ljuba Popovi¢, Dying civilization, 1992, oil on canvas, 130x97, Collection of Ivan
Curkovi¢, Paris.

36 Ljuba Popovi¢, Life under golden vault, 2000, oil on canvas, 162x130 cm.

87 Ljuba Popovi¢, House of Saturn, 1997, oil on canvas, 162x130 cm.

38 Ljuba Popovi¢, Jon Ithem, 1960/61, oil on canvas, 162x130 cm.

39 Ljuba Popovi¢, Cleaning, 1987, oil on canvas, 138x190 cm.

40 Ljuba Popovi¢, Forest edge or the entrance into the world of demons, 1993, oil on
canvas, 160x130 cm.

41 Ljuba Popovi¢, Big painting of evil, 1992/93, oil on canvas, 230x200 cm.
42 Ljuba Popovi¢, Death of sun, 1994/95, oil on canvas, 230x200 cm.

43 Ljuba Popovi¢, Female slave of our dreams, 1998, oil on canvas, 81x65 cm.
44 Ljuba Popovi¢, Obstacle for Minotaur, 1997, oil on canvas, 130x97 cm.

45 Ljuba Popovi¢, Temporal tombs, 1998/99, oil on canvas, 230x200 cm.

46 Ljuba Popovi¢, Lami, 2000, oil on canvas, 81x65 cm.

47 Ljuba Popovi¢, Phantom ships, 1998-2000, oil on canvas, 230x200 cm.

48 Ljuba Popovi¢, Devilish caves , 1990, oil on canvas, 220x200 cm

49 Ljuba Popovi¢, City of the dead, 1996, oil on canvas, 97x130 cm.

50 Ljuba Popovi¢, Water, body and cave, 1997, oil on canvas, 97x130 cm.

51 Ljuba Popovi¢, Falcon —city, 1995, oil on canvas, 2x162x130 cm.

52 Ljuba Popovi¢, City of souls, 1995/97, oil on canvas, 235x300 cm.
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angel®3; and the feature of molecular bursting textures - Rose and
guillotine>, Black breathing®, Star dust’®. You made her a queen
and a servant; distant and close; fragile and immortal.

Colour is a raw and brutal thing. But, the moment a man’s
Spirit gets involved, its internal power, arranging colour next
to colour, or colour over colour, a new matter immediately
starts being created. It is not colour from a tube. It is almost an
alchemical product.

(Vukoti¢, 1993)

I bear cynicism, irony and contradiction of my own

personality, I feel being lost on the pavement of the material and
walking across the dusty attic beams I search light.

(Popovi¢, Ljuba Popovi¢, 1962)

You say - the adventure of spirit, search for light and alchemical
process; you say it, and I wonder what you mean. I constantly
stare at your paintings trying to peep into you. I remember how
you wrote on the brim of one of your early drawings: “The birth of
stars in the sky is the end of one part of suffering of those who are
without light. Then the search begins, the search for the infinity.”>”
Citizen Kane, is that your Rose bud? Your secret above secrets. Your
cosmic collection of the paths of possible answers? Is it some kind
of as you say, monomania (Popovi¢, Secret life of Ivan Curkovi,
2012), insatiable collector’s passion in which the passionate tracker
and owner does not sum up the objects but experience? And not
ordinary experience, but elusive, microcosmic, scattered on the
brims of the being and the universe. All those bevels of thick colour
and creases of the pigment immersed in oil, are they a part of a
well forged plan or an intuitive answer to stimulations?

You could never control the rational coloristic state of your
painting. Coloristic state of the painting as well as the painting
itself is a kind of my personal pulsing. So, my relationship to
the whiteness of the canvas is mainly based on the internal

53 Ljuba Popovié, Abyss for the angel, 2001/02, oil on canvas, 235x200 cm.

54 Ljuba Popovi¢, Rose and guillotine, 1996, oil on canvas, 97x130 cm.
55 Ljuba Popovi¢, Black breathing, 1996, oil on canvas, 162x130 cm.
56 Ljuba Popovi¢, Life under golden vault, 2000, oil on canvas, 162x130 cm. Star dust,

1996, oil on canvas, 162x130 cm.

57 Painter’s note made on Thursday, on 19.02.1959 for the drawing Comet (ink and
pen, 30x42 cm, Modern Gallery Valjevo).
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motivations. Colour comes spontaneously, it appears in waves

like once used to exist in me the waves of green, which went to
austere, to stiff, unpleasant green colours. Then my relationship

to the yellowness had some kind of congestion and a dose of the
unpleasant. But, during life a man changes the states, relations to
the space, the relation to the light, the relation to the yellowness
which comes under his fingers and there often comes the change...
(Lazi¢, 1980)

I have always wondered where that gold on compositions
comes from. You scattered it while shaking your fingers. I know,
you first closed all doors in the studio and all windows, especially
those which look to the sky, so that neither particle may escape.
Well, even small children know that gold is soft and inconstant. The
warmth of the palms could almost melt it. So it was important to
insert it in the space of real and the only possible existence. In the
zone of crown mandorlas of ulterior bodies, the quivers of mystic
cities and implosive capsules. All those cadmiums, naturally yellow
and yellow ocher seemed to play the melody which does not exist
in your painting - the melody of optimism and joy.

I think coloristically. Until 1990 my paintings went towards
green, brownish, dfter that a new coloristic tension changed them
- there appeared a blue gamma. On the plan of warm-cold there
came a twist, cold ones gave way and the warm ones came like
some accents of a misfortune; a hot variant of tragedy.
(Roc¢enovic, 2001)

No, you did not oblige my dilemma. I do not allow you to draw
my attention. And, no, I will not give up my intention. Regardless
the thematic analogies and the darkness which dwells in the
corners of compositions, I bode the optimism which pulses. All
those canvases from the nineties look like having been splashed
by the wave of warm hapiness. Accented or scattered, the yellow
marked the painting like any other fine arts intervention before.

...it comes with years, some artistic circle of dying, there

appears some optimism through the reflex of a romantic
landscape, but it is “black romanticism“as there was some mud left
from the previous period. There dominates, I think, the occurence
of water on paintings, the moisture which creeps into life,
melancholy. And that water softened my palette, elicited from me



72

new shades of blue colour. The relationship on the painting used to
be eighty percent warm, and twenty percent cold and it is almost
vice versa now, there are a lot of grey, icy-steel colours. That new
balance is surely the proof of harmony achieved in the human
being itself. It is a kind of silent sadness, melancholy whose roots
are in old times.

(Ribnikar, Fantasy of melancholy in a mystic castle, 1991)

Water was earlier and water came later. It remained consistent
to its principles. It never became azure or reflecting. Its power dwelt
in the decisive non-permeability. It allowed the magic of shapes
reflection and forms drowning - In honour of Arnold Bécklin®®,
Secret of red door®... And that is all. Alexandrian (Alexandrian,
2003) claims that your smallest strokes of brush are charged wigh
cerebral electricity, and that your spaces of restlessness and fear are
inhabited by visions which follow musical rhythm of colours. And I
wonder where the light is there? It is hardly seen in the water blue
and the margins, but it nevertheless masters the painting rhythm.
Of course, not openly and unobtrusively; but like a master from the
shadow and conducts the schedule of the visual construction.

...If one observes what comes out of me, it is one congested
morbid world which sometimes radiates light... That Byzantine
light which smolders on my paintings, the reflection of what
makes me different from French painters and the western culture.
(Mitrovié, 2016, p. 192)

My present day efforts to introduce a little bit of light and
optimisn in my paintings are often disturbed by fear, nothingness,
the unknown.

(Todorovic, 1993)

Light represents a small miracle.
(Ribnikar, Ljuba’s alchemy, 1993)

You suggest that colour and light live in coexistence, that
they are not possible one without another? Well, yes, where
there is light, equality relating coexistence is guaranteed. But,
you entered a somewhat more advanced experiment. You did

58 Ljuba Popovi¢, In honour of Arnold Bécklin, 2000/01, oil on canvas, 160x130 cm.
59 Ljuba Popovi¢, Secret of red door, 2000, oil on canvas, 160x130 cm.
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not, like old masters whom you often admired and from whom
you openly learnt in world museums, only put the source of light
out of the canvas. You eliminated it completely. Yugoslav period
was a transitional phase. Academic morals are clearly visible.
Paris changed everything. On the paintings which followed, an
experienced eye will, sooner or later, recognize illogical positions
of alleged light reflections and the angles of incidence. What we
seem to see and experience as light is, in fact, the organic assembly
of form and pigment. Form is not always recognizable. Its cellular
reproduction and abstract tendencies are the first ones in the line
of distractors. Because of its ethereal nature and unclear limits, the
shapes leave the impression that they were modelled by natural
sources of light, and not the method of simultaneous contrast. Dull
tones of not only black palette, but also deep tones of indanthrene
blue and the viridian mixed with umber, emphasize the contrast
strength of the segment with accents or bigger surfaces of canvases
painted by light pigments. You yourself said that an important date
in your painting maturation was when you understood that each
colour must have its background, its base and that each colour
may sing only if there is the echo of some other song from behind
(Popovi¢&Kecojevi¢, History of night nude; Memories of Ljuba
Popovi¢, 2010). It seems that the skill of creating the continuous
contrast in coloured deposits became one of the central features of
your painting opus.

Colour is a raw and brutal thing. But, the moment when a

man’s spirit interferes, his internal power, arranging colour next to
colour, or colour over colour, suddenly a new matter starts being
created. It is not the colour from a tube. It is almost one alchemical
product.

(Vukoti¢, 1993)

...I construct a painting from the distance. I observe it from

10-12 metres, as much as the studio is long, and I assembly it from
the distance, so that it would have optics and when I approach it
near that optics dissolves in pictoriality.

(Mitrovig, 2016, p. 199)

I am curious, the thought about the origin of these tendencies
does not stop bugging me. Why did you step out in the direction
of artificial pictoriality? How did the separation of the model from
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the surroundings occur? And not only how, but also when? The
time in which you matured as a painter and your temperament
led to the direction of lyrical abstraction, i.e. some of its modalities.
The painters you got in touch with, including Sejka and Mediala,
spiced up your upbringing by the ideas about the integration of fine
arts elements, the experience of an elderly man and contemporay
research into the painting of a new era. Nevertheless, you did not
take any of the charted and assumed roads. You found a solitary
winding path which seemed to appear close under your legs and
disappear as soon as the foot would leave the ground. Your painting
is at the same time old and new. Academic lectures and fine arts
impressions are tranquilled by the persistent personal tendency to
persevere in searching for a painting which is submitted exclusively
to the laws of fine arts experiment; and it is the experiment of a
new generation.

I have never transferred anyone concrete to the canvas and I

have not used a natural role model. I only learned everything from
natural feelings and natural relationships of all kinds.

(Troselj, 2006)

When I met a model for the first time, I saw that a female

body is the source of a million of colour shades. It is not by chance
that eighty percent of painters in The Louvre depicts female bodies.
Male bodies are rather dead regarding colour, they have special
optics, sculptural position, while a female body has a million of
shades in each millimetre.

(Markovic, 2019)

Colour expreiences its transformation through the
interventions of an artist in order to become a painting.
(Ribnikar, Ljuba’s alchemy, 1993)

Painting, magic or inspiration? I have always wanted to ask
you: Do you believe in the world of forces which surpass ours; in
other forms of life; in eternity of the matter; in the ulterior? When
I look at your paintings, it seems to me that is the only world in
which you exist. I imagine how from the preparataion, from the
heavenly whiteness of yours emerge the voices which lead you;
how in the evaporation of linseed oil, in the darkness of the studio
surrounded by androgynies, you fall into a trance of creation; how
to infinity you underpaint azure layers of bodies which disappear



75

under the brush; how you plunge in painted water vastnesses and,
then, peep from deep dark pits; how you constantly appear and
disappear...I will admit to you, I rummaged through your library. I
rummaged lusciously, like and outcast and without the order. There
is so much to be found there! Side by side: saints and occultists,
erotic encyclopedias, practical fine arts handbooks and serious
historic studies; heavy Russian novels and contemporary poetry;
and, the most favourite to me, endless lines of comic books. Where
did your mind wander, where did your heart step? What does it
look like to be led, or to be alone? Tell me so that I know!

I have never seen or experienced anything supernatural,
neither in the daytime nor on countless nights which I spent in
wakefulness. Gods and supreme powers,if there are any, ignored
my modest existence. The secret of the universe has never been
more distant to me. It is only certain, and I stick to it, that a man
exists,that I exist and that I am a part of a great secret. With the
help of painting that secret talks through me.

(Markovic, 2019)

In the catacomb of hyperbole

A painting is caressing the eyes...
(Lazi¢, 1980)

Anne Tronche loved you gently, or at least your painting. Like
a woman who dares to remove the glance off the beloved, for a
moment, but not the thought, she flickered over your canvases.
And each flicker poured into carefully forged declarations of love:
“the work which tries to depict the circulating of particles and the
behaviour of molecules... His colours keep indistinct shades of a
body, leading to the formation of a landscape only from stains, as
the zones where the light dims, as if it is not necessary to separately
place the character in the protected space, but it is necessary to
express the trouble, suffering of the time and thr feeling of finality...
The arbitral disappearance of the body in scattering coloured stains,
inaccuracy of faces under the quick spread of the brush, mixed
shapelessness of the figures which are located in the background
of a certain composition - all that testifies about the bodies which
are wounded or seen through the prism of peculiar anomorphosis...
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Ljuba’s painting does not show the lie of the eternal and lasting, or
the truth of perceptional reality, its consistency which it does not
immitate but reveals, checking by the glance the dependance of
the body and the space...” (Tronche, 2014). And, so, ad infinitum. It
does not lack the breath or the inspiration in any moment. It seems
to me that you have been lucky. The authors, patrons, gallerists,
all of them constantly stared in your direction. Almost nothing is
left to be said or explained. As if everything was touched, in the
personality and in the work. Or it only seems like that?

...painting is a universal story, it does not have much to do

with the origin, it is the question of an energy, a power in the

man to resist what the eye is...what is intended for humanity on
canvases, it does not have the language barrier, it does not have to
be translated.

(Roc¢enovig, 2001)

I am sure about one thing - I live with the painting only while

I am working on it. In those moments the outside world stops
existing. Nothing but the sky can be seen from my studio, anyway. I
admit that the flash of reality causes in me panic and the feeling of
endangerment.

(Curgus, 1994)

Among the lovers of your art, there circles the myth about the
process marked as the phenomenon of one painting. I may not say
that I am not confused, maybe even flustered. One painting? What
should it mean, at all? Do they want to praize the perseverance of
the creator and the permanent fine arts focus; or it is the criticism
based on the possible repetitiveness of motives or, maybe, painting
solutions in the compositional or building sense; does it refer to
the unrepeatability and authenticity of the piece; does it lead to the
direction of eulogy or malign objections...It is not clear to me: do
they love you uncritically, hate you enviously or is there nothing
out of the mentioned?

My world is similar and goes from one painting to another.

As a comic book of one life. Like an adventure which always
lasts. It sometimes seems as if my whole life I paint the very same
painting, but it only improves, complicates and goes towards the
complex world.

(Vukoti¢, 1993)
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In about forty years of work it has never happened to me
to make a replica of one painting, a “duplicate”. I have never
submitted to the taste of the audience, fashion trends, purchasing

offers.
(Vukotic¢, 1993)

I did not imagine or programme any painting in advance. I
stand in front of the white canvas and start.
(Vukotic¢, 1993)

Our elderely would say: “ Unlike others”. Are you a lonesome
wolf stuck by your own will in the forest area unlike others; locked
at the edge of the time which dreads that nothing else is possible
to detect; cursed at the fall in the era of eclectic abundance of
possibilities? It is so easy to be Shelling® or Schopenhauer?, to live
in modern XIX century bounded by clear limits and social rules.
Before existential inflation whirlpool, it was easier to deal cards.
Either you agreed or objected, you always belonged to someone.
A man was visible! What about today? What after the time which
turned the mimetic aspiration for painting the visible into abstract
accidental coloured and linear surfaces? What about the techniques
and technologies which swarmed into the traditionally shaped
field? What about the millions, excuse me, billions of bodies, faces,
voices, thiughts? What about all those who enthusiastically fill
museums and galleries by checking tourist destinations? What
about stock exchanges, market, record prices and paintings which
were buried alive in armored cellars? What about those who adore

60 Friedrich Wilhelm Joseph von Schelling (1775-1854), a German philosopher
famous for the application of a dialectic approach, which is close to Ljuba’s
creativity. Among others, he wrote the scientific presentation about the nature of
art (Schelling, 1991) in which he tried to define the origin and the essence of fine
arts constructive postulates. Although many of offered principles were long ago
outdated in the theory of art, it is interesting to see in which ways the basis of
ancient comprehension of the theory of form, the origin of natural shapes and
their transmitting to art, and partly, about the unity of opposites, were transferred
into western European culture and creativity of the new millennium.

61 One more out of numerous German thinkers and philosophers, Arthur Schopen-
hauer (1788-1860) took up esthetic studies. In his work On the metaphysics of the
beautiful he discusses, in a digest form, the origin and valuable categories of art
(Schopenhauer, 2008). Ljuba’s creativity gets near Schopenhauer’s attitudes at the
spots where both of them express the suspicion about the values of the world in
which man exists as well as about the insufficiency of human nature and the ab-
sence of optimism. Both Schelling’s and Schopenhauer’s basic postulates refer to
the timelessness of universal topics connected with spiritual and material origin
and the essence of a human being, which are mutual to a big number of creators
in all fields of thinking and acting.
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the appropriateness and jam the faces of Virgin and saints from
sanctified medieval frescoes on the flourished breast and enlarged
gluteus of short-term stars? What about the invisible ones? What
about the models who are exiled from academies of art? What
about the speed, wastefulness, misantrophy? What...? What can
man do in the time of black romanticism?

I think it is difficult to determine what painting life today is

led by...In my opinion, the potential will win, the power of painting
creations which move, mainly beyond those fashions, either it is
abstract or in the manner of any - isms.

(Mitrovic, 2016, p. 174)

You want to say thatis is possible to remain isolated, to be born
and intact immerse in creativity? That it is durable to stand like a
century-old tree on the storms of everyday life and through the sieve
of the treetop let in only the rays which caress? How challenging
and simple it is to let the magic world of own ideals and craving for
the beauty push the head deep under water. Yes, water, that yours
- underground water. Was it: the unexpected combination is the
result of “underground waters”“ which lead me to some result which,
it seems to me, is not in any case a rational one (Lazi¢, 1980)? You
see, from time to time you yourself cannot resist the thought about
the existence of some other worlds, or at least hidden zones of the
world in which we exist. Do I discern the craving for the isolation
from the reality? Is it the escape from other, imposed thoughts and
set phenomenal shapes, or the meditative return to oneself?

What comes from the outside acts by modifying in a certain

way “the temperature of the day”, fits in already existing visions
and phantasms and, in the end, within the composition of the
painting, it grows into something completely new - both in visual
and sensitive sense.

(Curgus, 1994)

You sound to me a little bit tired. I will not bother you for long,
I promise. We hardly peeped into your vision of art and what the
painting which you gave birth to could narrate. I have so much to
ask you, buttime leaks. hate the consideration which prevented my
from kidnapping you from the others at our previous encounters.
I remember how I, like a cautious cat, sneaked with your glances
hoping that they would take me to the spring of secret. That I would
drink water from the well which is unknown to others. In fact, I



79

walked through the darkness with the weak-eyed who was himself
searching the road.I am not sorry, because the road was worth each
moment I spent on it. I did not reach the centre of the labyrinth, I
never caught you up and asked you all I wanted. And, I will surely
not do it for some more time. Nevertheless, I admit that I secretly
rejoice the encounters only because they are so intensively coloured
with the end. Only with the silent threat of finality supernatural
mutual additions get magic colour and sonority. That's why I beg
you, stay a little bit longer.

I am more tired when I do not work than when I paint.
(Vukotic¢, 1993)

All your canvases are accompanied with shadows. Ah, those
shadows never go alone. In the chaotic herd there walk with
them their companions - anxiety, Aphrodite’s foam, horror, decay,
Thanatos with Daugters of night, finality, disappearance, Eros,
Psyche and Delight, abyss and endless dark dream, Morana and
spring Rusalkas, Hypnos, Phobos and darkness. If man is the sum
of his fears and hopes, what are you then? What do you see when
you look in the mirror? That is to day, what do you see when you
recklessly, without a plan turn back to the past?

My two canvases from 1964 suddenly appeared in one sales

gallery on Avenue Matignon. I think that they were brought from
New York. How did I experience it when I saw them again? Like aged
mistresses on whose faces the past years are indelibly outlined. I
felt like I was one century old. In fact, I was a little bit afraid of that
encounter...

(Dzunov, 1993)

Whatiswrongin being one century old? To spread your treetop
like an oak to the timeless sky and the root under the ancient ground.
To connect the incompatible. Aren’t you that? An archaic druid who,
with words of the long asleep and abandoned language, asks help
from the reason, measure, dignity, sublimity, benevolence, mercy...
All that was long ago, imperceptibly amputated from us. All that
the salvation is looking for. Regardless your constant skepticism:
Illusion of love, poeticity, fineness disappear; sprinkling with ash:
There comes disgust like an adequate echo; and the lack of faith in
yourself and the others: Ironic laughter of gods to the misery of a
human being is heard (Popovi¢, Ljuba Popovi¢, painter, 1962); love
for the existence is visible. And more than that. It simply springs up
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from every crack by which, on your canvases, light and darkness
are divided. Zivojin Pavlovi¢ (Pavlovi¢, 1985) would probarly
laugh. Where he met Thanatos, I find the order and harmony. And
maybe those are not diametres at all? Maybe people were given
after tne unsuccessful constructing of Babylon to search for what
is knowable barely in the ulterior. To clear the paths and roads
through the chaos of shards and rubble which filled up the land
after demolishing the Tower and to be conveyed to another world
in the moment of reaching the perfect oder.

Just that would be your painting. What professor Trifunovic
implied while looking at the works of a new, then young - your
generation: “The painting is dream and structure, a part of
eternity and the moment of the present, it is thought and pain,
magic of nature and the secret of man’s spirit, a riddle without an
answer, a painting - they are seductive wanderings on the roads
of subconsciousness or irrational quests on the wreckage of the
destroyed form.“ (Trifunovi¢, 1962), was, in fact, a diagnosis. A
youthful syndrome in time grew into a permanent disease. You
stepped into idealism without the possibility to return. To change
the world by the painting! You liberated the whole armadas of
demons, the infernal, devils, anathemized, ghouls, the impure,
witches, the disobedient, fiends, devils, cads, the damned, dragons,
creepies, scrags, gorgons, monsters, scoundrels and freaks. You
liberated them with the intention to wake up and purify by fear
long ago asleep hearts and conscience. You began a magical dance
of the initiation of ignorant hunters; you played for the alarm; you
agitated the greyhounds to chase the asleep game; you enlightened
by ugliness; by unsightly bodies you lauded the ethics; you invoked
the darkness by light.

In these alienated times the area of the painting is the magic
circle of salvation, the last shelter in which life is possible.
(Todorovi¢, 1993)

And fatigue sneaked up to me. It is not easy to walk with you. I
feel thatitistime toletyou go. Yesterday, I talked to a mathematician.
Absurdly, unexpectedly, in fact completely paradoxically, amidst
cheerful leisure, in the room packed with people, he turned towards
me with the eyes full of wondrous depth and calmly parted his lips
from which a river started flowing. Sinusoids, wave motion, agles
of incidence of parabola and Her Majesty - Hyperbole. And just at
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the moment when I started wondering how this happened to me
and where it led, from the vast abundance of geometric drawings,
letter marks and formulas, which he made on titanium white
sheets, there singled out a pearly thought. In the space subjected to
hardly conceivable laws of curved time and space, it is possible to
travel forward and come backward; to take a look backward to wait
for you on the path which you will yet take. And while I clumsily
trudge on the ignorant poetic experience of physical phenomenon
defined by the precise language of mathematics, I pray. Because, if
Destiny allows, we could meet again somewhere - you and me -
for a moment, even maybe forever.

Natasa Kristi¢
Valjevo, August 2020
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AKT, 1957.
yJbe Ha IU1aTHY, 70 X 94 M
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NUDE, 1957.
oil on canvas, 70 x 94 cm
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KJIEOIIATPA CA JABYKOM, 1958.
yJ/be Ha I1aTHY, 130 X 94 M

CLEOPATRA WITH APPLE, 1958.
oil on canvas, 130 x 94 cm
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IOUTAHHH, 1958.
y/be Ha I1aTHy, 133 x 102 um

A GYPSY, 1958.
oil on canvas, 133 x 102 cm
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CTAPAIT U CY3AHE, 1959.
yJbe Ha Iy1aTHY, 184 X 136 1im

THE ELDER AND SUSANNAS, 1959.
oil on canvas, 184 x 136 cm
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EKCXYMHPAHHU CBETH CEBACTHJAH, 1961/62.
yJbe Ha IUIaTHY, 179 x 139 um

SAINT SEBASTIAN EXHUMED, 1961/62.
oil on canvas, 179 x 139 cm
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CYBEBE XEPMA®POHUTY I1, 1959.
yJbe Ha I1aTtHy, 138 x 190 um




93

A TRIAL TO A HERMAPHRODITE II, 1959.
oil on canvas, 138 x 190 cm




94

BEYEPA Y EMAYCY (U3/IA3BAK YYAYPEHHX), 1960-1962.
yJbe Ha I1aTtHy, 187 x 280 uum




95

THE SUPPER AT EMMAUS (THE EGRESS OF COCOONED), 1960-1962.
oil on canvas, 187 x 280 cm
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PACLIBETABABE TEHHUTAJIHUJA, 1962.
yJbe Ha I1aTHy, 138 x 120 uim

FLOWERING OF GENITALS, 1962.
oil on canvas, 138 x 120 cm
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BPAHTOMHU TABAHA, 1958.
yJbe Ha IJIaTHY, 72,5 X 92,5 M

THE PHANTOMS OF AN ATTIC, 1958.
oil on canvas, 72,5 x 92,5 cm
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YKPOTHTE/BUIIA H [IYXOBH, 1975/76.
yJbe Ha I1aTHY, 240 X 190 M

THE TAMER AND SPIRITS, 1975/76.
oil on canvas, 240 x 190 cm




99

MOJIUTBA WA K/bYY YHUBEP3YMA, 1973.
y/be Ha miaTHy, 220 x 200 um

PRAYER OR KEY TO THE UNIVERSE, 1973.
oil on canvas, 220 x 200 cm
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BEHEPA U CMPT HUJ/IH BPT 3A BEHEPY, 1971/72.
yJbe Ha I1aTHy, 210 x 290 um




101

VENUS AND DEATH OR THE GARDEN FOR VENUS, 1971/72.
oil on canvas, 210 x 290 cm




102

JIEIIOTHLIA JAHA HJIH JOBAH 3JIATOYCTH HUJIU JAHH CYHIJA, 1975/76.
yJbe Ha I1aTHY, 210 x 300 um




103

BEAUTY OF DAY OR JOHN CHRYSOSTOM OR DAYS OF THE SUN, 1975/76.
oil on canvas, 210 x 300 cm




104

Y YACT IIEJMCA IIOPIIA ®PEJ3EPA, 1976-1978.
yJbe Ha I1aTHy, 260 x 810 um




105

IN HONOUR OF JAMES GEORGE FRAZER, 1976-1978.
oil on canvas, 260 x 810 cm
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JKEJBA III, UBI'YB/BEHH PA]J, 1978.
yJbe Ha maaTtHy, 200 x 195 um

DESIRE III, PARADISE LOST, 1978.
oil on canvas, 200 x 195 cm



107

JIABUPUHT AIIOKAJIHUIICE, 1988/89.
y/be Ha miaTHy, 220 x 200 um

LABYRINTH OF APOCALYPSE, 1988/89.
oil on canvas, 220 x 200 cm
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PAHA, 1985. WOUND, 1985.
yJbe Ha I1aTHY, 162 X 130 1M oil on canvas, 162 x 130 cm
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OIJIA3AK H3 CTBAPHOI, 1960. DEPARTURE FROM REALITY, 1960.
Ty, IpTeX ItepoM, 30 X 42 M pen-and-ink drawing, 30 x 42 cm
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O HEOCTBAPEHOM CHY, 1959. ABOUT UNREALISED DREAM, 1959.
Ty, OpTeX nepom, 30 X 42 M pen-and-ink drawing, 30 x 42 cm
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YAYPA YOBEKA, 1958. THE COCOON OF A MAN, 1958.
TyIl, PTeX Mmepom 29,5 X 42 um pen-and-ink drawing, 29,5 x 42 cm
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CEIITEMBAP 22, 1956. SEPTEMBER 22, 1956.
TyI, LIPTEX ITepoM, 34 X 48 M pen-and-ink drawing, 34 x 48 cm
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PIPES, 1956.
pen-and-ink drawing, 24,5 x 40 cm

IIEBH, 1956.
TYLI, IPTE3XK nepoM, 24,5 x 40 umMm
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3BE3/JA PEITATHIIA, 1959. FALLING STAR, 1959.
Ty, OpTeX nepom, 30 X 42 M pen-and-ink drawing, 30 x 42 cm
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KOJ/IOMAH, 1956.
KOMOWHOBaHa TeXHHKA, TeEMIIeEpa Ha Iarupy, 46,5 x 37 1M

-

COLOMAN, 1956.
combined technique, tempera on paper, 46,5 x 37 cm
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TAHHJIO KHIII, 1960.
KOoMOMHOBaHA TeXHUKA, 50 X 35 1M

DANILO KIS, 1960.
combined technique, 50 x 35 cm
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IIOJI KJIE, 1956.
KOMOMHOBaHA TEXHUKA, 59 X 42 1IM
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PAUL KLEE, 1956.
combined technique, 59 x 42 cm






BUOI'PADOUJA

Pohen 1934. romuHe y
Ty3nu (JyrocnaBuja). OCHOB-
HY LIKOJIY U TUMHA3Ujy 3aBp-
o y BaseBy. YMpo 12. 08.
2016. CaxpameH y BasbeBy.

Crynupao Ha AKaZleMHUju
IIpUMEHEHUX YMETHOCTH H
JIUKOBHOj akageMHuju y beo-
rpany.

HakoH mnpBor [OBOHe-
nesbHOr dopaBka y Ilapwusy,
rnoceeheHor HajBehum [e-
JloM IrioceTamMa JIyBpy, yue-
CTBYje y HEKOJIUKO TIpyIl-
HUX H3J0kK0M y bBeorpamy
(Hosu obsuuu Hagpeausma
u penayuorHuszam, CaH u ma-
wita...). ToopuHe 1963. Ha-
CcTamwyje ce nedrHUTUBHO y [lapusy. Yro3sHaje PeHea ge Comujea,
KOjH Ce 0IMaX UHTepeCyje 3a BeroBo Aejio, U udamMehy wbux qBojuUlle
paba ce rmpHUjaTe/bCTBO 3aCHOBAHO HA y3ajaMHOM IOIITOBAbY.

CruraBuiu y [lapus npeBuile KacHO 1a 60U yrmosHao bpeToHa, a
10 IPUPOLU U UHAUE HE3aBUCHOT [IyXa, HUKAaJl HUje IpUIiagao rpy-
U HaZpeaJIucTa. YIIPKOC TOMe, O FheTOBOM [ ey MMUCAIU Cy AJieH
Bbocke, AneH JKydpoa, AHape [Ijep ne MaHaujapr u [laTpuk Bana-
Oepr, a KaCHUje U MHOTH Apyru ayropu, Mehy kojuMma Etmamor,
JKan-KnapaHc Jlambep, JKui Hepe, I'yctaB PeHe Xoke, JKaH-Kpu-
cro¢d Baju, J)KaH-JTyj ®epuje, U3op ne CeH Iljep, AH TpoHiu, CapaH
AnexkcaHapwujaH, Muien Enendeprep.

JbydHWHO CIIMKapCTBO, OKBAJIM(HUKOBAHO BPJIO YECTO U 0JIAKO
Kao ,(¢aHTAaCTUYHO", TOAPOOHUjOM aHAJIM30M OTKPHUBA CBY CBO-
jy ciokeHOCT U nydouHy. C/iMKe Cy UCITyHeHe UyJleCHUM HeCcTBap-
HUM dmhHMa, OUrMMa IITO Bac MMOCMAaTpajy U3 NpHUKpajKa, BaMITH-
pylllaMa ¥ aHAPOUAHMA KOju DopaBe y UCIIPEIVIETEHOM MHOIITBY
HeoODHWYHHX ITpefMeTa, paCThkha U apXUTEKTYype, 3ajefHO a jefHU
OpyruMa Hemo3HaTH. OBO YMHOKaBake U HaroMuiaBawe (GOpMHU Y
CYLUTHHH je BpJIO Ma>k/bUBO OpTaHM30BaHO, 'paheHo 4ecTo OKO CTa-
OHMJIHMX reOMETPHjCKHX CTPYKTypa. boje, ciioskeHe ca cMesnonrhy u
CYNTHUIHOIIhY, yKa3yjy Ha BpXyHCKO IT03HaBambe CJINKapCKOT yMe-
ha. CBe cKkyma OTKpHMBa 4YOBeKa IIHPOKe KYJAType, UCTaHYAHOT
IMo3HaBaolla, KakKo UCTOpPHje CIMKApCTBA, TAaKO U UCTOPHje LIUBHU-
Jiu3aliyje yOIIIlTe.
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Teisnd dororpaduja: Tomucnas IleTepHUK

CAMOCTAJIHE U3JIOJKBE

1964
1966

1971

1972

1974

1976

1978

1979
1981

1982

1983

1984

1985

1986

1990

1991

1994

ITapus, Galerie Edouard Smith (mupexktop ApmaH 3epdubd); n3dop ciuka PeHe e Conuje.

ITapus, Galerie Diderot (mupexTop Mapcen 3epdubd); Katajior ca TekctoM JKaka Kepmoana;
Bpucesn, Galerie Diderot.

Bpucesn, Galerie Isy Brachot; n36op ciuka PeHe me Comnuje;

IMapus, Galerie de Seine; ipefcTaB/bakbe YETUPU CIIUKE BETUKOT (popMaTa MOBOAOM H3J/iacKa
moHorpaduje PeHea e Conujea; u3gaBau Musée de Poche, [Tapus.

ITapus, Galerie de Seine; Katasor ca TekctoBuMa ETrambia u AHnpea Iljepa me MaHaujapra.

ITapus, Galerie de Seine; ocaM ciMKa BeJIUKOT (popMarTa;
Hbyjopk, Aberbach Fine Arts; kaTasor ca TekctToBuMa Cama XaHTepa U PeHea ne Conujea.

ITapus, Galerie de Seine, HpTe>KH ¥ JJaBUPaHU LPTEKHU; KaTajor ca JbyOMHHUM TeKCTOBHMa.

ITapu3s, Galerie Beaubourg; karasior ca TeKkcToMm AH TpoHIT;

Kpumytem (Benruja), Fondation Veranneman; Katajor ca TeKCToBUMa AsieHa bockea,

AHnpnpea I[Ijepa ne MaHnoujapra, PeHea ge Cosnujea, ETuambina u Jbybe.

IMapus, Galerie de Seine, Grand Palais FIAC 79; u3no>kda cirKa BeJHUKor (popmara.

IMapwus, Galerie Isy Brachot; akBapesnu 1 ilaBUpaHM L[PTEXKH, KaTaJIoT ca TeKCTOM Mwuiiena JIaHCoa;
ITepy>k (®paHiycKa), La Maison des Princes; u3bop cirka I'abpujen boajoH;

Bbyjopk, Pierre Cardin Evolution; ciirike BesMKor ¢popMmara.

ITapus, Galerie Marion Meyer; nena U3 nepruoma 1958-1982.

Bynsa, MonepHa rajepuja; akBapesu U JlaBUpaHU LIpTexku U3 repuona 1980-1983; kaTasior ca
JbyOMHUM TEKCTOM.

Kpumytem (Benruja), Fondation Veranneman, nena 13 nepuoga 1970-1984; karasor ca

TekcToM M30p ne CeH Iljep.

BasbeBo, MopepHa rajiepuja; aeja us nepuoga 1953-1963; rekct JKuBojuHa ITaBioBuha, ogjioMIy U3
JbyOWHUX HHTUMHUX OeJielliky ,TeMriepaTypa JaHa", ©U3BOAU M3 IITaMIIe U U3 MporpamMa Pagno BasseBa.

MusnxeH, Galerie Richter&Masset; gena 13 mocaenmer epruoaa; KaTajaor ca TeKctoM I'yctaBa
Penea Xokea.

ITapus, Galerie Michel Delorme, Grand Palais, FIAC 90.
®pudyp (IlIBajuapcka), Chateau de Gruyeres; 18 HOBHjUX C/IMKA BEJIUKOT (popMara;

JKeHeBa, Galerie Guy Bartschi; akBapesny, LipTe>Xy U TJaBUpaHU LPTEXKH; U300p pagoBa ['u
Bepun; Katasior ca JbydMHUM TEKCTOBHMaA.

JKeHeBa, Galerie Guy Bartschi; ciuke u3 mocienmer repruoaa; KaTajaor ca TeKCTOBHMa U
necmaMa JKaH-KnapaHca Jlambepa.
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3rpaja y 3arpebauxoj yJIuIu 6p. 2. Vcnpen [MaTtpujapuruje ca koseraMma. C sieBa Ha fecHo: IllaHe,

Ha BpXy, y KyIIOJIH, IIpBH aTejbe Jbyde Muku, Jbyba IToroBuh, Muiia MapTtuHoBuh 1 Hukosna Pynuh

IMonmoBuha

1996 [ITapwus, Galerie Thessa Herold ,I'oguHe Galerie de Seine 1971-1981"; mieT c/iKa BeJIHUKOT
¢opmara; kaTajor ca JbybuHHM HHTEPBjyOM KOjH je Boguo AneH [I. Banan.

1998 [IIapwus, Galerie Thessa Herold; 24 ciuke; KaTajor ca TeKCToM AjieHa Bujoa ,Ekcriiosuja TajHe".
Beorpap, l'asiepuja Bepuna-ApT; ABe c/irKe BeJaukor opmara CMpT cyHila (230 x 200 cm) u
Benwuka cinurka 31a (230 x 200 cm);

Kpuiryrem, Benruja, Fondation Veranneman.

1999 Ilapwus, Galerie la Hune-Brenner; fesa Ha manupy HOBHjer AaTymMa.

2003 Cybdotuna, JINKOBHU CyCpET; IIpBa PETPOCIIEKTHBHA U3/10Xkba pamoBa of 1953 mo 2003 roguHe;
TeKCT KaTajora MuieHko PamoBuh; mecma Mapuje IllumoxkoBuh mocseheHa Jbyou,

IMapus, Galerie Thessa Herold; usnoskba rmosogom objaBprBama MoHorpaguje ,J/byda“ 3a kojy
je TekcT Hanmucao CapaH AleKCaHIpHjaH.

2005 [IIapwus, Galerie Rambert, ,Can oTpoBHOT 11Beha“; u3noxkbda jemHe cirke (235 x 300 cm); KbUra
ca TekctoM Muinesna Enernbeprepa.

2006 beorpan, YMeTHUYKH IIpocTop ,Ilapucku Kpyr”, usnoxda ,Benuku popmat”.

2010 BaseBo, MogepHa rajiepuja, usnoxkda JbYBA, uprtesxu (1952-1962); tekct MuieHko Pagosuh

2012 BaspeBo, MogepHa rajiepuja, u3naoxkoa JbYBA, 30upKa nopoauiie MiBana hypkoBuha ; TeKCT
Huxkosa Kycosang

2013 bBeorpan, YMeTHHYKHU IIpocTop ,JIaprucKku Kpyr*, H305k0a MOBOAOM MOHOIrpaduje
,Jbyba - c/iMKe M3 MpUBAaTHUX KojleKkja" (Tpyma ayTopa-Hukosa KycoBaii, CpeTo Bolimwak,
Muwunan Komuenuh u Iejan Hopuh, Beorpan, [Tapucku kpyr-mMp >)KuBojuH MiBaHuUIIeBHh)

2014 bBeorpapn, YMETHHUUKH ITpPocTop ,[lapucku KpyTr*, n3/105kba MOBOAOM 00jaB/bUBaa
MoHorpaduje ,JbBYBA” (rpyna aytopa- MunaH KomueHuh, Anne Tronche, CpeTo
bommak, lejan Bypuh, beorpan PAIDEIA/Pariskikrug, 2014.;

BasbeBOo, MonepHa rajepuja, TajHa Ha ITyHOj CBETJIOCTH, (jemHa C/IHKa, jeJHa U3/105kK0a).

2015 bBeorpag, l'anepuja PTC-a, uznoxkda JbYBA, civKe BeTUKOT (hopMaTta U3 MPUBATHUX KOJIEKLIH]jA.

2016 IIapwus, Galerie Thessa Herold, Ljuba
Hosu Can, My3ej rpaga HoBor Capa, ussoskba Jbyba- Kosekiivja Mapuuh; Tekct Hukomna
Kycosair,.
BaspeBo, MoniepHa rajiepuja, JbYBA, Tpuntux y uact LlejMmca Ilopiia ®pejsepa; TeKCT JbydboMup
Cumosuh.

2017 BaspeBo, MomepHa ranepuja Bameso, JbYBA - Cnuke

2019 beorpan, l'anepuja Cpricke akageMuje Hayka U ymeTHOCTH, JbYBA ITOTIOBUR (1934-2016)
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MOHOI'PA®UJE

René de Solier, Ljuba, Paris, Musée de Poche, 1971.
Alain Bosquet, Ljuba, Bruxelles, La Connaissance, 1974.

Groupe d’auteurs (Aleksa Celebonovi¢, Gustav René Hocke, André Pieyre de Mandiargues, Jean-Chris-
tophe Bailly, René de Solier, Jean-Clarence Lambert, Yvonne Caroutch, Zoran Pavlovi¢, Alain Bosquet,
Dusan Makavejev, Anne Tronche, Jean-Louis Ferrier), Ljuba, Paris, Pierre Belfond, 1978.

Anne Tronche, Ljuba, New York, Alpine Fine Arts, 1980.

I'pyna ayropa, /byba, Yauak, Yaconuc I'pamair, 1981.

Anne Tronche, Ljuba, Paris, Albin Michel, 1988 u ITpocBeTa, beorpan, 1988.

Pene ne Conuje, /bydoa (mpBo odjaBprBame Jle CoujeoBor TeKcTa, pTexku), Combdop, 371aTHa rpaHa, 1993.

JoBuuia AhuH, Jlyiiare jegHe ceHke — Oguceja, perrpoaykiiyje 12 ciuka MaJjor ¢popmara, Yauak -
Beorpap, I'pagar 2000.

Sarane Alexandrian, Ljuba, Paris, Cercle d’Art, 2003. u Cercle d’Art, AreH1iija BasbeBal, BasbeBo U
YMeTHHUKO ApyIITBO I'pagaln, Yauak, 2003. (M3game Ha CPIICKOM)

Munenko Pamosuh Jbyda I[lotiosuh - IIpu3nBame CBET/IOCTH AreHIidja BasseBair, 2003.
Michel Ellenberger - Jbyba, caH oitisopeHoi uBeha, AreHliija BasseBair 2005.

MusnaH KomHeHuh Jbyba sBestuku ¢popmaiid, beorpan - ITapucku Kpyr 2006.

Mujsnenko PamoBuh - /byba upitiexxu, 1952-1962. BasseBo - MomepHa rasepuja 2010.

I'pyna ayropa (Hukosa KycoBat, Cpeto boumiwak, MunaH Komenuh u [Iejar Hopuh), /byda, Beorpan
ITapucku kpyr 2013.

I'pyna ayropa (MunaH Komenuh, Anne Tronche, Munad Komenuh, [lejan Hopuh), /byda, beorpan
PAIDEIA, ITapucku Kpyr, 2014.

I'pyna aytopa (Rene de Solie, Saran Aleksandrijan, Andre de Mandrijarg, Gustav Rene Hoke, Sam
Hanter, Anne Tronche, Hukona KycoBai, Cpeto bomiwak, MunaH Komenuh, Jejar Hopuh, Jbydba
ITomoBuh, /byba, beorpan, [Tapucku kpyr/ PTC/ Cny>kdenu I'macHuK, 2015.

I'pyna aytopa (Rene de Solie, Saran Aleksandrijan, Andre de Mandrijarg, Gustav Rene Hoke, Sam
Hanter, Anne Tronche, Hukona KycoBaii, Cpeto bomiwak, MuiaH Komenwuh, Jejan Hopuh, Jbyda
ITormoBuh, J/hyda, beorpan, [Tapucku kpyr/ MoaepHa rajepuja BasbeBo, 2017.

MapxkoBuh [IparaHa, /byba Ilotiosuh -tipeuHuxom gyuie, beorpan: Ciy>kbeHH I7TacHUK, 2019.

AxapeMuja NpUMeBeHUX YMEeTHOCTH, Tpeha ronvHa, kjiaca
npogecopa Muxajna [lerposa.

Muima MapTuHOBUh |
u Jbyba ITomoBuh
Y IBODHILTY

AxapemMuje
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Exckypsuja y [Tapusy, 1959. ronuse. Vcripen rapucke ymeTHOCTH, Mehy KojuMa u ayronoptpet Jbybe [ToroBuha
AxazneMuje jernux yMeTHOCTH. C jieBa Ha iecHO: Baca MycTtyp, pabeH y TexHuLIY IpBopesa. [Jeo doTorpaduje 6o je iceueH
IIpBocnaB Apcuh, lano Hypuh u Jbyda [Torosuh. 3a IMUHY KapTy, 1a HaKHaHO BpaheH.

OUJIMOT'PADOUTA

1975

1977

1978

1981

1993

1995

1996

1998

2001
2003

2005

Muien JIaHcro: Jbyba, y oKBUDY cepHje ,CauKapH Haller BpemeHa“. [Ipou3Boawka AHTEHa 2,
®paHuycka. dunam y 6oju, 16 mm. Tpajame: 25 MUHYTA.

ITletap HepgemkoBuh: Jbybda. [IpousBoamwa TeneBusuja beorpag. ®uaM y 6oju 16mm. Tpajame: 27
MHHYTA.

®unun [IpeHc: Metamopdo3se. ®unMm mpaTu roe3uja AsieHa bockea. [IpousBoawa PpaHIilycka
TesieBU3dja. Puam y 60ju, 16 mm. Tpajame: 13 MUHYTA.

Banepujan BopoBuruuk: Jbybas uymosuinTe. I[lpousBogma Aproc hunm (AHaton Jomas), [Tapus,
®panuycka. dunm y 6oju, 35mm. Tpajame: 15 MUHYTA.

Cemup ITaBuh: Jbyba o cedu. IIpousBoamwa Ciasuna ¢unm, Ciuiurt, Jyrocaasuja. dunm y 6oju,
35mm. Tpajawme: 15 MUHYTA.

JKan-Mapu [Ipo: Jbyba, y OKBHpY LIMKJIyCa ,YMETHOCT U jbyau”. IIpousBoamwa TF1, [Tapus,
dpaniycka. dunam y 6oju. Tpajamwe: 60 MUHYTA.

Bopo Kpusokarnuh: Teneckomnuja - Jbyda ITonmoBuh. IIponsBoamwa PTC, TB beorpaa. TesieBHU3HjcKa
eMmucuja. Tpajame: 60 MUHYTA.

MapwuHa PajeBuh-CaBuh: [lok anhenu craBajy - Jbyba. [IpousBoamwa PTC, Tpehu kaHasI.
TeneBusujcka emucHja. Tpajame: 50 MUHYTA.

Wipa Cnanu: Jbyba - meT rogvHa cTBapasiaiTsa. [IpousBoamwa LieHtap dunam, beorpan. dunm y
boju. Tpajame: 30 MUHYTA.

Cesap CaHdenn: Jbyda. ITpousBoama Objectif Lune, ITapus, ®paniycka. ®unM y d6oju. Tpajame: 12
MmuHyTa. My3uka Cepreja IIpokodjesa.

ITapus - bBeorpap. ITpousBoamwa TB ITonuTuKa. TesieBU3UjCcKa eMUCH]a.
BasbeBcKa XpoHHKa, 5 Maja. [IpousBoamwa PTC Ctynuo BasseBo. TesieBHU3HjcKa eMUcH]ja. Tpajambe:
25 MUHYTA.

Homunuk PabypaeHn: JbyduH miec. [IpounsBogma Metpomnonuc-Apre, Ilapus, ®paHiiycka. dunm y
boju. Tpajame: 5 MHUHYTA.

IujaHa MiBaHoBuh: Jbyba. IIpou3Boawa TB ITonuTuKka. TesleBU3HjcKa eMHUCH]a.

3opuila [Tantenuh: YMeTHHUUKO Bede - Jbybda. [IpousBoawma PTC TB beorpan. TejleBU3HjcKa
eMmucuja. Tpajame: 90 MUHYTA.

3opuila [Tantenuh: CBeTyiocT ¥ TMHHA Jbybe [TormoBuha. ITponsBoamwa PTC. TeeBHU3HjcKa
eMmucuja. Tpajame: 30 MUHYTA.

JKupojuH WBaHuiiesuh u JoBaHka Jakuh: [Tapucku Kpyr - Jbyba ITormosuh. ITponsBoawma PTB
ITonuTtuka. TesieBU3MjcKa eMHucHja. Tpajame: 25 MUHYTA.
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IIpBa roaguHe AKazeMUuje NpUMemeHNX yMeTHOCTH (1953),

" kiaca npodecopa [Tasna Bacuha, ucnpen naBuboHa ,LiBujeTa
Atespe y Kymonu. Jbyba ITonmoBuh ucripen 3y3opuh”
HenoBpIleHe ciuke ,Beuepa y EMaycy” oko 1960. y BpeMe usioxkoe XeHpuja Mypa. Jbyba ITorosuh je meTu c
rofuHe. JlecHa.

2005 Bwurtka ByjoBuh-CrankoBuh: Kao Hukan o caf. Ilpoussoamwa 3K PTC u Bamn. TeneBusujcka
emucHja. Tpajame: 55 MUHYTA.

2006 JKuBojuH MBaHuieBuh, Jlejan ByyeHoBuh u AnekcaHapa JamjaHoBuh: [Tapucku Kpyr - Jbyba
ITomoBuh. ITpousBogwma BK PTB Tenekom. TeseBu3UjcKa eMHcHja. Tpajame: 24 MHUHYTA.

2008 JacmuHa Cumuh : Moh ciuke, pa3roBop ca Jbybom ITonmoBuhem. IIpousBonamwa PTC. TeneBusujcka
emucHja. Tpajame: 21 MUHYT.

2009 TarjaHa IletepHek Anekcuh : TB jviia... Kao caB HopMaJjiaH cBeT. [Ipou3sBoama PTC. TeneBu3ujcKa
emucHja. Tpajame: 42 MUHYTA.
BecHa [enuh : BankanckoM ynunom. [IpousBogma PTC. TereBHU3HjCcKa eMHCHja U3 ABa Aesia.
Tpajamwe: 71 MUHYT.

2010 Munomup Mapuh : hupuiuna. [Iporu3soamwa TB Komasa. TejieBru3Hjcka eMucHja. Tpajame: 70 MUHYTA.

2013 Munomup Mapuh: T'onu >xuBort. [IpousBonmwa TB Happy. TeneBusujcka eMmucuja. Tpajame: 93 MUHYTa.

2014 JacmuHa AHa: [llamnamall ca JacmuaoM AHoM. [TpousBoama TB KomepHukyc. TesieBu3HMjcKa
emucHja. Tpajame 63 MUHYTA.

2015 3opwuna ITantenuh: Bpeme (je) 3a enuty. [IpousBoama PTC. TeneBru3ujcka eMucHja. Tpajame: 60 MUHYyTA.

2016 JKuBojuH MBanumeBuh; Cepujas CaBpeMeHH CPIICKH cIuKapH XX Beka, IPOM3BOaa [lapucKku
Kpyr, TB B92 uHdo, 16 eMmucHja, Tpajamwe: 16-18 MUHYyTa.

2017 JKuBojuH MBanuuesuh; Cepujan CaBpeMeHHU CPIICKU CIMKapu XX BeKka, IpOU3BoAmwa [lapucKku
kpyr, TB H1, 3 emucuje, Tpajame: 15 MUHYTA.

1973. CaHn Tpone
aTesbe Mapka
Yenebonusuha

1 1975. BpgHUK
JKuka ITaBnoBuh u
Jbyba




BIOGRAPHY Summary

Ljubomir Popovi¢ Ljuba was born in 1934, in Tuzla. Before
the beginning of the Second World War family moved to Valjevo,
the town where he completed elementary school and Valjevo
Gymnasium. He began his studies at the Academy of Applied Arts
- Department for Decorative Painting, but in 1957 he entered the
Academy of Fine Arts. He studied in the class of Professors Marko
Celebonovi¢, Porde Andrejevi¢ Kun and Milo Milunovié. Before
moving to Paris in 1963, he exhibited together with the Mediala
group at the Graficki kolektiv Gallery (1960) and took part in
exhibition New Forms of Surrealism and Relationalism at the Art
Gallery of the Cultural Center of Belgrade in 1962. His first solo
exhibition took place in Paris in 1964 at the Edouard Smith Gallery.
The selection of exhibited paintings was made by René de Solier,
the author of the first monograph dedicated to Ljuba’s paintings,
published in 1971. During these years he also participated in two
collective exhibitions: Signs of Renewed Surrealism in 1969 at the
Isy Brachot Gallery in Brussels and Surrealist Echoes the following
year in Paris. Ljuba Popovic¢’s paintings were the subject of numerous
solo and collective exhibitions in Paris, Brussels, New York, Munich,
Geneva, Fribourg, Belgrade, Subotica, Budva and Valjevo. Today, his
paintings are part of collections of the Modern Gallery Valjevo, the
Museum of Contemporary Art in Belgrade, the National museum in
Belgrade, the Zepter Museum and private collections. André Pierre
de Mandiargues, Alain Jouffroy, Alain Bosquet, Anne Tronche,
Patrick Waldberg, Gustav René Hock, Sarane Alexandrian, Michel
Ellenberger are the names of some authors who wrote about his art.

Hiscompleteworkisdivided into two parts: the Yugoslav period
- from 1953 to 1963, and the Parisian period - shaped throughout
several phases after moving to France. He supported the concept of
art, having been developed since the Renaissance, as an individual
creation of unique work of art. He criticized the representational
and illustrative features of painting, emphasizing that artists should
undertake research on adequate materialization of symbolic and
emotional contents. His understanding of the pictorial language as
an organic whole which can be described by musical metaphors
was to explain formal elements without depriving them of spiritual
values. Believing in the authenticity of his paintings he didn't want
to be related with any particular art movement.

He passed away in 2016 in Belgrade. He was buried in Valjevo,
on the hill Boricevac, the part of the city where he spent one part of
his life.
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AYTOPU TEKCTOBA Y KATANTO3UMA MOOEPHE rAJNNEPUJE ,,.BAJbEBO*

Oparow Kanajuh
Hparocnae bhophesuh
3opaH NMaenoswuh
OTto Buxarsn-MepuH
Hukona Mamyauh
Pape KoHcTaHTMHOBMN
Oywan MNajuH

Kocta Bacurbkosuh
Anekca YeneboHoBuh
Jlazap TpudyHoBuh
Hukona Wywuua
Mwunenko PagoBuh
Bbopucnas Nekuh
XKueojuH MNasnosuh
Nanuno Kuw
Mupocnas Kpnexa
Wpuna Cy6otuh
PapeHko Muwesuh
Jleonunp Lejka

dunun Oasng

BpaHko Kykuh
Hwukona Kycosau
MwnaH KomHeHuh
Ceetucnae bacapa
Hannbopka Hukonuh
CtedaH Pej

3opaH MapkyLu
Jby6omunp Pwymosuh
OywaH Hokuh

1985 - 2020.

3opaH Nawm

Hukona Munowesuh
3apaBko ByumHuh
KatapuHa AmM6posuh
MBo ®pon

Jby6omup Tewwmh
CnobopgaH Mawwunh
[MaBne Bacuh
Bnagumup Posuh
‘hophe Kagnjesuh
Jby6a NMonosuh

Orba VBawuuku
Meha Puctuh

Jocun [denono

Mwupko Kosau

WNrop 3mnanh

Mwupo MasypTuh
Bnagumup Benunykosuh
MBaH hypuh
Cno6opgaH LWunjaH
Ho6pocnas Cmurbanuh
NMeha Munocasrbesuh
Cperto bowrak
Backo Nona

Mwuogpar NpoTuh
Pagnomup Perbuh
Jby6ommp Crnmosuh
Mwogpar Nasnosuh
HejaH Hopuh

Munorby6 lNepuh
VMBaH lNepuh

HparaH JosaHoBuh-[JaHnnos

[ejan Megakosuh
Moma Oumuh
lopoaHa hupjaHuh
CumoHa KHexxesuh
Cawa BapeLu

A. A. Konep

Mon Kaso

AneH Bupe
CwuHnwa BykoBuh
Pawa lMNonos

Pajko lNetpoB Horo
CteBaH Panukosuh
NopgaHa CtaHuwuh
CphaH Mapkosuh
Harawa Kpuctuh
XKan-Jlnk Wanumo
CphaH By4nHuh
Bopuc JoBaHoBuh Kacten
Hukona Mwupkos
Angpe lNapuHo
LIoH ge Kapo
XapwjeT 3nHec
MeTtep XaHgke
AneH Xydpya
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NMPETXOAOHE U3JOXBE

(bYBA

jyrocnoseHcku nepuog 1953 — 1963.
27.11.1985 — 15. 02. 1986.

MUNOUW WOBAIUN

jyrocnoseHcku nepuog 1967 — 1972.
15. 09 — 05. 11. 1989.

AAAO

13 36upke Yene Egpenuha
26. 02— 31. 03. 1986.

CUHUUWIA BYROBUIN

paHu nepvopg, 1952 — 1972.
14.12. 1989 — 01. 02. 1990.

HAAEXRAA TETPOBUN

13 36upke HapogHor myseja, beorpag
25. 04 — 15. 06. 1986.

CNOBOAAHA MATUN

paHu nepvwopg, 1973 — 1983.
27.02 - 10. 04. 1990.

BNAAUMUP BENUYROBUN

jyrocnoseHcku nepvog 1958 — 1966.
15. 09 — 30. 11. 1986.

PAAONIUP PE/tUn

paHun nepwog, 1958 — 1965.
18. 05 — 28. 06. 1990.

MUEHRO CTARYUN

na3noxba cnuka, paxu nepmod 1950 — 1962.
18.12. 1986 — 22. 02. 1987.

NeT TOAUHA MOAJEPHE TANEPUIE

nanox6a cnvka u upTexa
15.09 —15. 12. 1990.

MUNAH NONOBUN

peTtpocnekTmBa 1953 — 1969.
17.03 - 03. 05. 1987.

CBETO3AP CATYPOBUN

paHu nepvog, 1959 — 1979.
02. 02 —17.03. 1991.

NEOHUA WIEJKA

Myt y 3amak
09. 05 - 30. 06. 1987.

TURANO

n3bop u3 onyca
11. 05— 06. 07. 1991.

YIUNEHA TABNOBUN-BAPUNU

nepuop 1932 — 1939.
15. 09 — 05. 11. 1987.

U3 RONeERUUIE
MUNOEYBA U UBAHA MNEPUNA

22.02—-11.04. 1992.

OrvA UBAHUURU

nepvioa 1955 — 1966.
26.11.1987 — 15. 01. 1988.

MUNOBAH BUAAR

n36op u3 onyca
13. 06 — 31. 08. 1992.

UFOP BACUEB

cnvike n uptexu, nepvog 1951 — 1954.
09. 02 — 09. 04. 1988.

BOJO CTAHUR

nepviog 1962 — 1980.
05. 12. 1992 — 15. 02. 1993.

JOPAAH

cnuvke, panu nepuog 1956 — 1971.
17.05 - 05. 07. 1988.

BOIMJAH RPUAUN

n3bop u3 onyca
23.04 —23.06. 1994.

JANE

cnuke u uptexu, nepuod 1955 — 1965.
15. 09 — 05. 11. 1988.

YPOW TOWIKOBUN

n3bop 13 onyca
17.09 - 15. 11. 1994.

MUPO MABYPTUR

cnuke n uptexu, nepvog 1955 — 1970.
09. 02 — 20. 03. 1989.

RCEHUIA AUBJAKR

n3bop 13 onyca
13.05-13. 07. 1995.

RPCTO XereayWu

nsbop n3 onyca
25.05-01.07. 1989.

AeCeT f0AUHA
MOAEPHE TANEPUIE - BAEBO

1985-1995.
16. 09 — 10. 12. 1995.
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(NMETAPUBUKA
MPTBA MNPUPOAA

14.09 —14. 12. 1996.

BUAA JOUUN

cKynnType
23.11.2002 - 08. 01. 2003.

HURONA JAHAPUJEBUI

crnvke
15. 02 - 05. 04. 1997.

AAAO

Adam's Hotel, cnuka
05. 04 — 30. 05. 2003.

(BYBUUA MPRAM

cnuke n uptexun 1968 — 1985.
10. 05 -01. 07. 1997.

AYWAH JeEBTOBUN

crnvke
20. 09 - 10. 11. 2003.

HOBE (/TURE

13.09 - 13. 11. 1997.

NnPUnor UCToPWU
0AaceYeHUX MMABA

crnvke
20.03 - 01. 06. 2004.

MUNUHRO MUROBUR

n3bop n3 onyca
09. 05 —30. 06. 1998.

CTAHRO 3€Y€BUN

cnuke, 1977 — 2004.
25.09 —14. 11. 2004.

U3 RONERUUIE
YeAOMUPA edPEHUNA

12.09 - 05. 11. 1998.

BNAAUMUP AYHU

Cnyx6a, 2003 — 2005.
11. 06 — 04. 08. 2005.

BNAAUMUP AYH U

nepuog 1994 — 1999.
08. 05 — 30. 06. 1999.

BACA AO0NOBAYRU

cnuke 1987 — 2005.
12.11. 2005 — 15. 01. 2006.

METAPUSURA
UPTEPRA

18.09 - 01. 11. 1999.

APATOCNAB ARUBROBUN

n36op u3 gena
13. 05 - 08. 07. 2006.

MUNAH TYUOBUN

LpTexu, cnuke, objekTn
13. 05 - 01. 07. 2000.

ROCTA BYHYUIEBAU

crnvke
04. 11. 2006 - 06. 01. 2007.

BPAHRO MUy

crnvke
16. 09 — 31. 10. 2000.

CUMBONMUUHO
Y CPMNCROM CNURAPCTBY

02. 06 —15. 07. 2007.

NUAUIA MAUYPA

cnvke
12. 05 - 30. 06. 2001.

JANE

Mactvpu, TpunTx
15. 12. 2007 — 15. 02. 2008.

APATAH BYK PAYUIN

cnuke, 1989 — 1998.
22.09 - 31. 10. 2001.

MUNAH YUNETUN

cnvike
17.05-12. 07. 2008.

MUUn 04 MAUYBE

3aBelUTake
02. 02 - 13. 03. 2002.

BPAHUCAB MAPROBUN

CrvKe 1 upTexu
06. 09 - 01. 11. 2008.

AYWIAH [ABENA

LUpTeXu, Crimke
01. 06 — 05. 07. 2002.

NOPTPET
U3meny PEANHOCTU U UMArUHAUUIE
13.12. 2008 — 01. 03. 2009.
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YUNAH TYUOBUN

Mewmopwja npuctaHuwTa
16. 05 — 18. 07. 2009.

U3 RONERUUIE

MOJEPHE TANEPUIE - BAEBO
27.12.2014 - 12. 03. 2015.

MAPUHA HARUWEHOBUI

cnuke, 1975 — 1995.
12. 09 — 14. 11. 2009.

U3 RONERUUIE
APAMRA MUNUREBURA

(bYbA

upTexu, 1952 — 1962.
29. 05 - 31.07. 2010.

30PAH MATUR

ke
17.10-17.12. 2015.

BACA 40NOBAYRU

Arlecchino, Tpuntux
28. 08 — 30. 10. 2010.

BUAAKR

Pacnehe
26.12.2015-10. 03. 2016.

NUaAulA MmMAUYPA

LpTexwv
27.11.2010 — 29. 01. 2011.

U3 RONERUUIE

MOJEPHE TANEPUIE - BAEBO
09. 07 — 09. 09. 2016.

CNABRO RPYHUR

MopTtpetn, 2001 - 2011.
16. 04. 2011 — 18. 06. 2011.

(bYBA

y vacT Llejmca Llopya ®pejsepa
29.10. 2016 - 10. 01. 2017.

04 CTAHYUNA A0 CTAHURA

13 konekumje nopoauue Munuhesuh
15.10-17.12. 2011.

(bYBA

crnvke
08. 04. 2017 - 10. 06. 2017.

TURANO

upTexu
26. 05— 28. 07. 2012.

AAAO

cnvke
23.09. 2017 - 01. 01. 2018.

(bYBA

36upka nopoauue Meara hypkosuha
11.10. 2012 - 15. 01. 2013.

CBET NPAMUHE

pUrypaTMBHO UMarMHapHoO - CIIUKE U LiPTEXM
21.04 - 21. 06. 2018.

APATOW RANAIUN

cnuke, 1964 - 2001.
27.04 —27.07. 2013.

TURANO, TYUOBURN

LpTEXU 1 Crivke
15.09. 2018 - 01. 11. 2018.

CNABRO RPYHUN

YnpaBa HeykarbaHnx 4actu
28.09 —28. 11. 2013.

rREMBRO bYPOBURN

LIPTEXM U Crinke
10. 11.2018 - 10. 01. 2019.

ART Y CABPENEHOM
CPMCROM CNURAPCTBY

Cnvke
14.12. 2013 - 12. 03. 2014.

JOBAH CUBAYRU

CIUKE W LpTexm
20. 04. 2019 - 28. 07. 2019.

VAPUHA HARUREHOBUIR

LipTexu, 1982 - 1998.
31.05-30. 08. 2014.

MAPUHA HARUWEHOBUN

MHBeHTap - Anxemudapcke ctapuHapHuue kyhHe apxeonoruje, 2004 - 2019.
28.09.2019 - 10. 11. 2019.

(bYBA

TajHa Ha NyHOj CBETNOCTH
25.10-13.12. 2014.

MUNOWM WOBAIUN

Crivke cefiaMaeceTux
09. 11. 2019 - 15. 12. 2019.







Hatiawa Kpucwiuh (1972),
UCTOpHUYApP YMETHOCTH, IIPO-
(becop NUKOBHE Ky/AType H
€CejUuCTa,C BOje MpBe JIUKOBHE
KpUTHKeO00 jaBUJIa je yC apa-
BU ca MogepHoMm lajiepujom
Basveso, yHju je Oyrorogulli U
capagHUK U WiaH I[Ipoipam-
cxol casettia. Hario jeyTe opuje
YMETHOCTH, HM3ydaBajyhu ca-
BpeEMEHO CPIICKOC/JIHKAP CTBO,00jaBHUjIa je BHUIIE JIMKOBHUX
KPUTHKA U eceja, ceJieKThpasia, OpraHU30Basia U OTBOpHUJIA
OpojHe m310>kOeHrja BHa MpefaBama. YC BOjCTBYAYIOT OOH-
IIKer Ipodecopa JTUKOBHE KYITYpe YB a/beBCKOj IUMHA3U-
jur capagHUKaHMciip axusauke ciiaHuue IlewwiHuya, 2019.
roavHejern OHesajia CKaBYyTUTY Iy HajomweeHuju tipogecop
y Cpduju, 3a KOjy je KaHOWAOBaHa U ofgadpaHa IMOBO JbHU CBO-
jUX HajONMHMOKHUXC apaJHUKA YYeHHKa. AyTop je pelieH3Hja
3a CBeyli0e HUKeJIMK OBHE Ky/JIType HaMeHeHe YUeHHIIUMa
U npodecoprMa ruMHasHja, 00jaB/be HEYyOKBUPY H3OaBauke
Kyhe Klett (2012-2016). Bpiiwia je ¢pyHKIIHje WwiaHa Caseilia
3a xynuiypy I'vagaBase esa (2010 2013) u unaHaK omucuje
3a u3bop tipojexkawia ykyJaud ypu I'pagaBase esa (2010 2013).
CTtynoujenc Topyje YyMEeTHOCTH 3aBpIlIwIa je Ha Pu1030¢pcKom
Gaxkymuieiy yb eoipagy,y Kiacu nmpodgecopaMuo gpaia Jo-
BAHOBUAA.
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