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YMeTHUK HeMa usbopa. MocToju Heka yHyTap-
Ha CHara n notpeba 3a cTBapaHeM N KOJNKO
roa TO M3rnegano ancypaHo, unak Huje obec-
xpabpyjyhe.
hophuje LipHueBuh, ognoMak 13
“A ... ma ce Mano criotakHem”,

CaBo lMonosuh, My3ej 3enTtep,
2013, cTp. 381.

An artist has no choice. There is a certain
inner strength and need to create and how-
ever absurd it may seem, it is not discou-
raging.

Dbordije Crncevi¢, an extract from
“And ... should I stumble a bit”,
Savo Popovi¢, Zepter Museum,
2013, pg. 381.

[naBa my3uuapa / Head of a Musician
1973, newyap / sandstone, 32 x 16 x 20 cm

HacnosHa ctpaHa / Cover page

naBa necHuka / Head of a Poet
2011, natuHupaHo apso / patinated wood
46,5 x 19 x 27,5cm
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YMETHUYKO AEJ1I0 kao EKCIMPECUJA n kao

KOHTEMMJIALMIA

A PIECE OF ART as an EXPRESSION and a

CONTEMPLATION

[Be noeTnke, ApamMaTnyHa 1 NMpcka,
HacTajy, npennuhy ce, cMeryjy U Tpajy,
NOTNYHO HE3aBWMCHO, Y LLeSIOKYMHOM onycy
hophuja UpHuesuha. [lpamaTtmyHa - npBoO-
HacTana, 6p3MM, eHepruyHMM U HEPBO3HUM
rtedereM BraxkHe, 6e3061nyHe Mace raunHe,
Koja ,NamMTu" foanp, TPEHYTHO pPacnoioXere
M eHeprujy pyky. Jlupcka - ca aybokmm ysga-
XOM U AyroTpajHUM AaxoM, HacTana Kao oA-
cjaj namhema 6uha, nocseheHum, naraHmm,
CTanoXeHuM 0bMKoBarbeM KaMeHa Koju,
HMKaa ce He npeaajyhmn 6p3oM, TpEHYTHOM
,3anncy" JbyACKMUX pYKYy, eMaHupa npoocehaH
M AYyro TpaxeHun obnunk.

Kpo3 noteHuuparme M3My4eHOCTU Mace,
MaxOM IiMHe, npeeegeHe y 6poH3sy y ¢u-
rypvHama uspas ekcnpecuje 6ona, natme,
TerobHOCTM nocTojama; yrnavyaHowhy mace
rnaBa y KameHy, 6e3 CyBULLIHNUX NOjeAHOCTH
KOjn 61 oABNauUIMN Naxmy O4 CYLUTUHE, Ync-
TOTa — He caMo obsimka Hero un naeje. Y npeoj
rnojeaMHayHo, TPeHYTHO, NPOJIasHo; Yy APYroj
YyOMwTeHOo, TpajHO, HenpoaasHo.

Y npBoj ekcnpecuja, y ApYyroj KoHTeMnna-
unja.

Xk %k

EKCNpPEeCMOHNCTMYKIM NPUCTYN, AOMUHAHTaH
N KOHTUHYMPAHO NPUCYTaH Yy LENOKYMNHOM
yMeTHu4YKoM onycy bophuja UpHuesuha, oa
paHux durypuHa y runcy, rmuHu, 6poH3mn
(1967) no nocnearux aena y (BapeHoMm)
reoxfy y ckynntypama [1ase (2012), ymeT-
HUK KOpUCTW paau nojavyaBara ApamaTuke
n3pasa. Anu, 3a pasnuKy o HeEMauyKux eKc-
NPEeCMOHNCTA C NoYeTKa WU NpunagHuKa T3B.
HoBe durypauuje apyre nosnosuHe 20. Beka,

Two poetics, the dramatic and the
lyrical, originate, intertwine, revolve and last,
completely independently in the whole oeu-
vre of Dordije Crnlevi¢. The dramatic first
one, with its quick, energetic and nervous
kneading of the wet, formless lumps of clay
that “remembers” the touch, the current
mood and energy of the hands. The lyrical
second one - a the reflection of the being’s
memory, calling for a the dedicated, slow,
calm carving of stone, with prolonged breath
and a deep sigh, stone that never submitted
to the quick, instant, “inscription” of the hu-
man hands, the one that emanates a deeply
lived through experience and long sought
form.

By emphasizing the battered state of the
mass, mostly clay, transposed into bronze
figurines he expressed pain and suffering;
by the smoothness of the mass of the heads
sculptured in stone, lacking surplus details
that would distract attention from the es-
sence, he stresses the purity not only of form
but also of the idea. In the first instance
there is the specific, the immediate, tempo-
ral; in the second the general, permanent,
timeless.

In the first expression and in the second con-
templation.
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In order to stress the dramatic expression
the artist uses the expressionist approach
which is dominantly and continually present
in Dordije Crncevic’s whole artistic oeuvre
from his early figurines in gypsum, clay,
bronze (1967) up to his last works made



KOju TUM MOCTYMKOM UCTUYUY pYy>XHOhy HepeT-
KO He camMo dhum3mydKkor narnega (Ttena) Hero m
AYXOBHE M30MayeHOCTN, OH EeKCNPECUOHMUC-
TNU4knM gedopmaumjama npmberasa pagm mMo-
HyMeHTanusaumje Hamnopa Jbyackor 6uha aa
ce y34uUrHe nsHag orpaHuyera, n TesieCHUX,
n ocehajHuX, N AYXOBHUX.

Kpos ueo cBoj ymeTHUYkM Bek LipHueBuh
paauv, MoXAa 1 HajBuLle, Yy rMnHWU. MNbeuu,
Baja, obnukyje, pedopmuiie, ytuckyje, 6ojn
... BnaxHa rnuHa, cBojom nogatHowhy, me-
kohomMm, 6e306nnyHowhy, ,HaroHn" pyke aa je
rtbede, cabujajy, aa joj aajy, a seh cneaeher
TpeHyTKa, oay3umajy obnuk. 3aTum Ta gena
m3nmea y 6poH3u. NMuHa n 6poH3a, Meko u
TBPAO, AOBOJLHO AYTMM M NocBeheHUM pagom
pYKYy Ca OBMM MaTepujama, MOry OTKpUTHK
,JIMLEMEpPHY HETPre/bUBOCT MekoTe" 1 ,3a-
BOA/bMBM No3MB TBpAohe™!.

He caMo ekCnpecuoHUCTUUYKNUM TPETMAHOM,
n3pasntum gedopmaumjama Mace, ApamaTmy-
HWM MOZeNnoBaHeM MOBPLUNHE, jaKMM CEHKa-
Ma M NaTHUYKUM M3Pa3oM SmLa, HEero Yak u
durypama koje Hemajy (usgmdepeHumpaHe)
pyKe unu Hore, n3paxasa ce ApamaTuka uc-
KOHCKOI nmocTojarba Jbyackor 6uha Ha 3emrbm,
anu UCTOBPEMEHO U TeXHa Aa Ce Haa/bya-
CKMM HanopoM Haaumhe To cTame.

Ha camoMm Kpajy CBOr YMETHUYKOr AesfioBaHa
Ha ckynntypu [nasa (2012) y BapeHoOM
reoxhy, KOM6bUHyjyhu yncroty naeje n nu-
HUjCKOr onupTa rnaBa y KaMeHy ca pobycHoM
n3paxajHowhy camor maTepujana - BapeHor
reoxha, YMeTHUK NoCTMXe ApaMaThyaH 13-
pa3 Ha cacBuMM HOB HauuH. CeBegeHowhy on-
LpTa rnaee oH ce npubnunxasa YncToTM 06-
NnKa rnaBa y KameHy, asaum CTPYKTYPHUM TO-
KOBMMa efnemMeHaTa oj reoxha ca pesbedHOM
naTMHOM phe, Kao U caMuM NIMLEM U3 Kojer
»,3jann" gpamMaTu4yHa npasHuHa, U TMUHA, U3
aybuHe ceharba jaBrba ce Kpuk (1967) n Yp-
/mk (1967) ca caMmor noyeTka YMETHUKOBOM
CTBapanawTBa, aju caja Kao yaasbeHu exo
KOjM je MOHYMEeHTannM30BaH Ha CKyINTypwu
Behux AMMeH3nja n nojadaHe gpamaTuke.

XKk

1 Gaston Baslar, Zemlja i sanjarenje volje, Ogled

o imaginaciji materije, prevela s francuskog Mira
Vukovi¢, Izdavacka knjizarnica Zorana Stojanovica,
Sremski Karlovci, Novi Sad, 2004, cTtp. 17.
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in (welded) iron as in the sculptures Heads
(2012). However, contrary to the German
expressionists from the beginning of the cen-
tury and the followers of the so called New
Figuration from the second half of the 20t
century who used this procedure to stress
the ugliness not only of the physical appear-
ance of the body but also spiritual degenera-
tion, he uses the expressionist deformations
in order to monumentalize the efforts of the
human being to raise above the corporal,
emotional and spiritual limitations.

It may be said, that throughout his artistic
career Crncevi¢ predominantly worked with
clay. He kneaded, sculptured, modeled, de-
formed, impressed into ... Wet clay with its
malleability, softness, formlessness, “drives”
the hands to knead and compress it, to give
it form and then to take it away the next
moment. Then, he would cast these works
in bronze. Clay and bronze, the soft and

the hard, the long and dedicated work with
hands in this material can reveal the “hypo-
critical intolerance of softness” and the “se-
ductive call of hardness”.*

The drama of the primordial existence of the
human beings on earth is expressed not only
by expressionist procedures like expressive
deformations of the mass, dramatic modeling
of surfaces, strong shadows and the pathetic
expression of the face but also by the figu-
rines lacking (differentiated) hands and legs
while simultaneously expressing the aspira-
tion to overcome such a sate by superhuman
efforts.

At the very end of his artistic activity work-
ing on the sculpture Head (2012) in welded
iron, combining the purity of the idea and the
linear contour of a stone head with a robust
expressiveness of the very material - weld-
ed iron, he achieves a dramatic expression
in a completely new way. He comes close to
achieving the purity of heads’ form in stone
by the reduction of the head’s contour. Yet,
the structural flows of the iron elements with
a relief patina of rust, as well as the face it-
self, from which gapes a dramatic emptiness

! Gaston Basar, Zemlja i sanjarenje volje, Ogledi o
imaginaciji materije, (Gaston Bachelard, Earth and
Reveries of Will: An Essay on the Imagination of
Matter) translated from the French by Mira Vukov-
i¢, Izdavacka knjiznica Zorana Stojanovic¢a, Srems-
ki Karlovci, Novi Sad, 2004, p. 17.



MocseheHo, CTPN/bMBO M AyroTpajHo o6num-
KOBaHe CKYNNTypa Y KaMeHy npeacras/ba
BpXyHal, CacBMM pYror HauynHa 06/1MKo-
Bakba, Y KOMe je KaMeH AoBeAeH A0 CTakba
o3apeHocTn. Ckynntype lopTpeT necHuka,
IMopTtpeTt ComkernumH v Be rnase paheHe y
KaMeHy cBejoye 0 ToMe. Y reHesm HacTaHka
ckynntypa aBse v [TopTpeT necHuka, mehy
npeBMMa yMeTHUK paawn loptper Co/mkembnymH
(1971), kome ce yMeTHUK Bpaha Ha camoM
Kpajy csor xwueoTa (2012), 3anoyeslwn pag
Ha n3nueawy cKynNnType 12 x Co/mKernynH y
TpajHoM MaTtepujany (anyMuHujymy), Koju je
HaXkasioCcT, 0CTao HeAoBpLUEH. 3aTMM HacTajy
aena lNoptpetr A.C. (1973) y newyvapy, ca
MOTAYHO paBHMM JIMLEM U CaMO je4HOM Bep-
TUKaNHOM LUPTOM MO CpeauHun; [1aBa My3mnya-
pa (1973) Takohe y newyvapy, ca HabopaHuM
yenoMm; a oHaa cneau Benukn necHuk (1974)?
Yy KaMeHy. HakoH Tora peanusyje npBy jaBHy
ckynntypy loptpet necHuka (1975) nssene-
HYy Y TpajHOM maTepujany (KaMeHy) MOHyMeH-
TanHWX AMMEH3Mja N NOCTaB/beHY Y NapKy
CKYyNNType y oKBUPY JINKOBHE KOJIOHU]jE Y
[JaHwnnosrpaay.3

MapanenHo ca ckynntypama [1opTpeT necHu-
Ka, paau U HEKONMKO Bep3nja cKynnType
XKeHa necHuk* TokoMm 1976. roguHe. Ckynn-
Type )XeHa necHuk (1976) y kameHy (new-
yap), Kao un JKeHa necHukK ca nonpcjem,
paheHa y runcy mawux AMMeHs3nja, HeBepo-
BaTHO CynTWUAHOM 06pagoM, NMPOMULLIBEHUM
nponopuunjama n Tek HazHavyeHuM geTabnuma
ynyhyjy Ha xeHcko 6uhe — necHuka. 3aTum
pagun ckynntypy AHTu4ku rnecHuk (1980)
MpBO MakbMX AMMEH3Mnja y KameHy (6ojeHo),
na 6u HapegHe rogMHe M3BEO CKYNMTYypy
lMoptpeTt necHnka (1981) MOHYMeHTanHUX
AnMeH3unja u y cnobogHOM NpocTopy, Y napky
ckynntype ®@opma Busa y MNMoptopoxy (1981).

aBa age Kupuka (1981) y mepmepy, jenaH
04 peTKuX ,nopTpeta’ KOHKPETHE JIMYHOCTH,

2 CKynnTypa je oTKyn/beHa oA ctapHe HapoaHor
My3eja y Lletnmy (LipHa Fopa) ca peTpocnekTuBHe
nsnoxbe TOKOBUN YMETHUYKOIr HAAAXHYRA -
hophuje LipHueBuh, ayTopa Pajke bowkoBuh, Kojy
je npunpeano Mysej caBpeMeHe yMeTHOCTU Y beo-
rpaay 2015. roamHe y Kyhu nerara.

3 CkynnTypa je HacTtana y YMjeTHMUYKOj KOOHMjN
[Oanunosrpag y Qanunosrpagy 1875. roanHe.

4 YMEeTHUK je ypaamo v CKynnTypy JKeHa rnecHuK
(1976) MOHYMeHTaNHMUX AMMEH3Mja y Tuncy
200x176x150 cm, KOja HMje HaxxanocT cayyBaHa.

and darkness from the depth of memory
emerges the Scream (1967) and the Howl/
(1967) - pieces made at the very beginning
of the artist’s career but now as a distant
echo monumentalized in a large size sculp-
ture and a heightened drama.
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Dedicated, patient and time consuming carv-
ing of a sculpture in stone represents the
highlight of a completely different manner

of modeling where the stone is brought to a
state of radiance. Sculptures: Portrait of a
Poet, Portrait of Solzhenitsyn and Two Heads
made in stone are a testimony to this. The
genesis of the sculptures Heads and Portrait
of a Poet show that one of the first sculp-
tures he made was the Portrait of Solzhenit-
syn (1971) and it was the one he returned
to at the very end of his life (2012)when he
started working on the casting of the sculp-
ture 12 x Solzhenitsyn in durable material
(aluminum). Unfortunately, it was left unfin-
ished. Then came the sculptures Portrait of
A.C. in sandstone with a completely flat face
and only a horizontal line in the middle, Head
of a Musician (1973) also in sandstone, with
a wrinkled forehead, and next the Great Poet
(1974)2. After that, he made his first public
space sculpture Portrait of a Poet (1975) in
durable material (stone) of monumental di-
mensions and it was placed in the sculpture
park of the Fine Arts Colony in Danilovgrad3.

While working on the sculptures Portrait of
a Poet in 1976, he was also working on sev-
eral versions of the sculpture Female Poet*
The sculptures Female Poet (1976) made

in sandstone as well as Female Poet with

a bust, made in gypsum and of smaller di-
mensions, by incredibly subtle processing,
thought out proportions and only indicated
details point to a female being - a poet.

2 The National Museum in Cetinje (Montenegro)
acquired the sculpture from the retrospective ex-
hibition Streams of Artistic Inspirations — Dordije
Crncevic¢, curated by Rajka Boskovi¢, organized
by the Museum of Contemporary Art in Belgrade
(2015) in the Heritage House.

3 The sculpture was made at the Danilovgrad Art
Colony (1975) in Danilovgrad.

4 The artist also made the sculpture Female Poet
(1976) of monumental dimensions in gypsum
200x176x150cm that has unfortunately not been
preserved.



Mo CBOjMM BPXYHCKMM aocturHyhuma cee-
[EHOCTM M3pasa 3ay3nMa nocebHO MecTo He
caMo y uenokynHoM LipHueBnheBom onycy
Beh 1 y caBpeMeHOj CKy/INTypu.

A oHpa cneau ayra, Ayra naysa. Tek HakoH
ckopo Tpuaecet rogmHa (2011), yMeTHUK

ce ,Bpaha" nopTpeTy necHuka, oBor nyTta

ra pagv y apeety [n1aBy riecHuka (2011) y
ABe BapujaHTe. TekCTypa noBpLIMHE, NCMO-
wheHocT 60jeHMX 30Ha, APBO Koje je 60jeHo
anu HeAEeCKPUNTUBHO, Y OBUM CKYNNTypama
npeacTaB/ba CacBMM nocebaH CerMeHT y on-
yCy 0BOr ymMeTHuKa. Hese3syjyhu ce 3a npu-
poAHe TOKOBe roAoBa, ann y Ayxy U3BeCcHe
XpanaBoCTX KOpe ApBeTa, YMETHUK MpaBu
NOTNYHO HOBY TEKCTYpPY, KOjy npeobpaxasa y
CYNTWUAHO ,TKake" Koje npuenavm goamp. ¥Yn-
paBO TakBOM TEKCTYPOM, AOO6MjEHOM MAUTKUM
3aceuuMa 1 HaHowemeM (nocHe) 6oje, oBUM
Aenuma paje apxavyaH mspas.

IMopTtpet necHuka (2011)> MOHYMeHTanHa
CKYyNNTypa, NOCTaB/beHA Y rpaACKoOM MnapKy
y AnaTuHy, nako paheHa oA BULIE paBHUX
niaoxa Yyenuka, Kpajre CBeAeHor, ann Beoma
MPOMULLIBLEHOT ONLUpTa, AOHOCHK joLl jeaHy
AnMeH3unjy moryhHocTu npounwheHor nspasa
Ha KNaCU4YHYy TeMy.

Y ckynntypu [Ba necHuka (2008) kojy paau
3a napk ckynntype y apsety y KapaH Ce-
6ewy (PymyHunja), yBoau, y U3BECHO] Mepu,
,HOBY" TeMy y noctojehu peneptoap, jep
paan MOHyYMeHTanHy CKy/nnTypy ABe cTojehe
durype, kpajie CTUIM30BaHe, Koje ce BMCO-
KO ,npoTexy" Ka Heby.

LlpHueBMheB nocTynak y CBMM OBMM CKY/MTY-
pama, 6e3 063mpa y KoM MaTepujany cTeapa,
HMje NocTynHo ocnobahame n 6pucarbe LpTa
nvua; oH og noyeTtka obnunkyje macy uam
,rpagn" ckynnTypy carnegasajyhu cywTuHy,
noajeaHako ybea/bMBo Ha paHUM CKyNTy-
pama [n1ase vnw lNopTpeT necHmka paheHum
Y KaMeHy, Kao 1 Y HajHOBWjUM U MocneaHnm
CKynnTypama y ApPBETY, FMNCy, BapeHOM
reoxhy n yenuky.

Y ckynntypama nase v [opTpeTt necHuka,
6e3 063upa y koM cy matepujany, UpHuesuh
He npukasyje ,MyKy" (npoueca) necHM4Kor

5 [leno je Hactano y okBupy CumMnosujyma cKynnty-
pe MeaHgep y AnanTuHy.
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Next, he made the stone (painted) sculpture
Ancient Poet (1980) first in a smaller dimen-
sion and then went on to make Portrait of

a Poet (1981) of monumental dimensions
placed in the open-air sculpture park Forma
Viva in Portoroz (1981).

Head of de Chirico (1981) made in marble is
one of his rare “portraits” of a specific person
which due to its outstanding achievements

in the reduction of expression has a special
place not only in Crncevic¢’s total oeuvre but
in contemporary sculpture as well.

A long, very long pause followed. It was only
after almost thirty years (2011) that the art-
ist “returned” to the portrait of a poet, this
time he made two versions of the Head of

a Poet in wood. The texture of the surface,
degradation of the painted zones, wood

that is painted but not in a descriptive way
represent a completely specific segment in
this artist’s oeuvre. Not paying attention to
the natural flow of tree rings but retaining a
certain roughness of the tree bark, the artist
created a completely new texture, the one
that he transposed into subtle® weaving” the
one that attracts touch. It is this texture,
achieved by shallow incisions and application
of (distemper) paint, that gives these works
an archaic expression.

Portrait of a Poet (2011)° is a monumental
sculpture placed in the city park in Apatin
that although made of several flat surfaces
of steel of an absolutely reduced but very
thought out contour, brings one more dimen-
sion to the possibility of a purified expression
on a classical theme.

In the sculpture Two Poets (2008) that he
made for the sculpture park of the city of
Caransebes (Romania), he introduced, to a
certain extent, a “new” topic into his already
existing repertoire by making a monumental
sculpture of two standing figures, extremely
stylized, “reaching” high into the sky.

Regardless of the material he uses in all of
these sculptures Crncevic¢ procedure does
not mean a gradual disengagement from
and erasing of the face lines; from the be-

5> The work was made at the Sculpture Symposium
Meander held in Apatin.



cTBapama, Beh TpeHyTak ,npocujaBara”
necHMYKor HagaxHyha, yHyTpawmer cjaja
cTBapanaudkor gyxa.

kK%

[0 BpXYHCKOr M3pasa cTaka 6/IMCKOCTU 13-
Mehy ABoje /byAn — YHUBEP3anHOr 3Hayena,
YMETHUK JocCrneBa Yy CKynnTypama /se rnase
obnnkoBaHMX y KameHy, Koje cy paheHe y
BULLIE BapujaHTU MamwbuX, an Uy HEKONTMKO
CKYNNTypa MOHYMEHTA/IHUX AUMeH3uja, no-
CTaB/bEHUX Yy jaBHOM MpPOCTOpY.

TOKOM cegamMaeceTMx U NMOYETKOM ocamae-
CeTUX YMETHUK MHTE3MBHO paav /JBse rniase’,
nopej CKy/anTypa y KaMeHy ranepujckor
dopmaTa Kao WwTo je ckynntypa /Jse rnase
(1973)” y runcy, v [se rnase (1978) y ka-
MeHY, peaan3oBao je HEKOSIMKO CKynnTypa y
cnobofHOM NpOCTOpPY, Npe cBera CKynnTypy
/lBe rnase (1978) y KaMeHy NOCTaB/bEHY Y
napky Ha neBoj ctpaHu Case y beorpaay, a
Takohe un ckynntypy /Be rnase (1978) koja
ce Hanasun y Cokobarun y jaBHOM NpoCTopy.
Mopen NpoMuLL/bakba OfHOCa /JBe riiase,
UpHuyeBuh je HanpaBno v BapujaHTy CKynan-
Type ZBoje (1974)8, ycnocrtassbajyhu ogHoc
6nuckoctn ase durype.

Naejom oaHoca aBa 6uha/aBe rnaBse/aBa
obnuka ymeTHuK ce 6aBMO MHTE3MBHO M MOC-
BeheHO npe cBeray ckynntypu. Ha ckynnty-
paMa /lBe rnaBe Ha WU3y3eTaH HauuH NoCcTuxe
jeANHCTBEHOCT LennHe, Yak u 6e3 AoC/IoBHOT
cnajarba aBa obnuka. LennHe y yextu 3a
uenosutowhy.

N To uenosutocTn aABa obnuka. CKkynntypa,
MaKo cacTaB/beHa Of ABa Aena, AOXUB/baBa
Ce Kao jeauHcTBeH obnuk. Ha ybeasbme Ha-
4YMH OCTBapeH je oaHoc 6anckoctn asa 6uha/
ABe rnaese/aBa obnuka, Koju, nako pasaBoje-
HW, 3ajeAHO YMHe uenuHy. [1Be rnaee cy yBeK
npubnunxeHe, anu HMKaaa crnojeHe. Y 30HU

¢ JenaHa ckynntypa /ZBe rnase paheHa y KameHy
OTyrn/beHa je 3a My3ej caBpeMeHe YMeTHOCTU y
Beorpaay, Aok je Apyra cKynnTypa octana y Bnac-
HULWTBY HacneaHuKa.

7 Ha n3nox6u YNYC-a, 1974. roanHe ckynntypa je
n3naraHa u penpoaykoBaHa y KaTanory, aam Haxa-
JIOCT HMje cadvyBaHa.

8 Ckynntypa /Boje (1974) kojy je yMETHUK n3Beo
Yy KaMeHy, BracHUWTBO je HapoaHor mMy3seja LpHe
lope y Uetuwy (UpHa MNopa).

ginning he gives mass a form or “builds’ the
sculpture by taking into account the essence,
equally convincing in the early sculptures of
Heads or Portraits of Poets made in stone, as
well as in the latest and last sculptures made
in wood, gypsum, welded iron or steel.

In the sculptures Heads and Portrait of a
Poet, regardless of the material he uses,
Crncevi¢ does not show the “anguish” (of
the process) of poetic creativity, but evokes
the moment of the poet’s “epiphany” of his
poetic inspiration, the internal glow of the
creative spirit.

kX%

He expresses the highest level of closeness
that can exist between two people depicting
a universal meaning in his stone sculptures
Two Heads®, produced in several variations of
smaller size but also as several sculptures of
monumental dimensions that were placed in
public spaces.

During the seventies and eighties, the art-
ist intensively worked on Two Heads, apart
from working on stone sculptures of gallery
dimensions as were the sculpture Two Heads
in gypsum (1973)” and Two Heads (1978) in
stone, he completed several sculptures that
were placed in public spaces, primarily the
sculpture Two Heads (1978) in stone that
was placed in the park on the left side of the
Sava river in Belgrade, as well as, the sculp-
ture Two Heads (1978) placed in the public
space of the city of Sokobanja. Beside his re-
flection on the relationship of the Two Heads,
Crncevi¢ made a variations of the sculpture
Couple (1974)% establishing the closeness of
the two figures.

It is primarily in sculpture that the artist
dealt intensively and committedly with the
idea of the relationship between two beings/

6 One of the stone sculptures Two Heads was
acquired by the Museum of Contemporary Art in
Belgrade while the other is privately owned by his
heirs.

7 The sculpture was exhibited at and reproduced in
the catalogue of ULUS exhibition in 1974 but has
unfortunately not been preserved.

8 The stone sculpture Couple (1974) is owned by
the National Museum of Montenegro in Cetinje
(Montenegro).



KOja ocTaje naMmehy mKux NOCTUrHYTO je
CBOjEBPCHO CTame ,3ryliraBara” npocropa,
BasAyxa, pasfasbuHe ... Jep, NpocTopHa b6nu-
3MHaA He 3HauM HY>XHO M 6ANCKOCT.

OcTBapeHo cTarbe 6ancKkocTH, a He (camo)
nyka npoctopHa, dusmyka 6nmsmnHa. 3aTo

cy 6e3 3Ha4yaja nojeamMHayHe upTe Anua m
TPEHYTHO pacrnosnioxXene, NpecyaaH je ogHoc
ABa obnwuka, asa 6uha, aoBa XTewa — ABoje
JbyAN KOju Texe aa ce cnoje y (jeAnHCTBEHY)
uenuHy. Ctare 611MCKOCTM Kaga cy Ty caMo
jenHo 3a gpyro. Jep, ,A4aHac je cBe NMpUCYTHO
jeaHako 6nu3y n jeaHako ganeko. Bnaga oHo
6e3pocTojHO", jep ,cBe ckpahuBame 1 oAa-
CTparbMBakbe yaasbeHOCTU, MehyTUM, He Ao-
Hocu 6nm3nHy. WTa je 6namn3smHa? (...) CtBap
»BjeTyje". BjeTtyjyhun, npebusa y n0j 3eMm/ba
1 Hebo, 60XaHCKO 1 CMpTHO, Nnpebusajyhu,
[0BOAM CTBAp TO YETBEPO Y HUXOBO]j AasbUHMU
jeaHo gpyrom 6nu3y. To gosohere 6amsy
ject 6nnxerse. bnnxkere je 6UT 6nnsntHe.
BnvsuHa 61nxXn garbMHy, U TO Kao AasbUHY.
BnnsnHa vyBa gasbuHy. YyBajyhu je, 6us-
cTBYje 6nusnHa y resuHy bnmxery. Tako
ce 6nmxehu, ckpuBa 6au3nHa cebe camy um
ocTaje Ha CBOj HauMH Hajbanxom."

naBHM n3pa3s 0BMUX CKY/INTypa HUje HU Yy 06-
JNIUKY, HW Y TEKCTYPU, HWU Yy Matepujany, Hu y
MOKpeTYy, nako CBe TO AOMPUHOCK YMETHNY-
KOM m3pa3sy, Beh je nyHu nuspas ynpaso y yc-
NOCTaB/bEHOM OAHOCY, OAHOCHO Yy eHepruso-
BaHOM MpPOCTOpPY ,MLIYEKMBaHA" CYyCpPETa,
KOju je npeTBOpeH Yy BEYHOCT. Ycpeacpehe-
HOCT jeAHor Ha Apyro, noTnyHa OTBOPEHOCT
,HYTpnHe" 6uha; Ha wTa ynyhyje uncroTta
yrnadaHe nospwuHe 6e3 njeaHe HepaBHUHE
Koja 61 oHeMmoryhuna noTnyHo ,orneaare"
nvua, unun npe buha, jegHor y aopyrom.

3a goxwmerbaj AybuHe nocturHyTe (1 nspa-
XeHe) 6nmckocTn aBa obnmka/aBe rnaese/aBa
6uha, HUCy npecyaHu cammn obnuum (rnaea),
Beh HMXOB 04HOC, Y3ajaMHO yCMepene Y
TeXHM Ka NoCTU3akby UCMyHEeHa UCTUHCKE
LenosuToctn buha, WTO je n cMncao sbyba-
BW. Jep, ncnyrere Hajaybrbe 61MckocTn He
MOXKe Ce O0CTBapuTh (CamMo) Ha HMBOY Tenec-
HOT, YyJTHOT XXMBOTa aKo Ce He NpoAyXxaBa

° Martin Hajdeger (Martin Heidegger), Kraj
filozofije i zadaca misljenja, rasprave i ¢lanci,
izbor Josip Brki¢, prijevod Josip Brki¢, ,Brkic¢ i sin“,
Naklada Naprijed, Zagreb, 1996, cTp. 210-211.
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two heads/ two forms. He achieves this in an
exceptional way in his sculpture Two Heads
where he depicts the unity of the whole even
without the literal binding of the two forms.
The whole longing for completeness.

The unity of two forms. The sculpture al-
though composed of two parts is perceived
as entirety. The closeness of two beings/
two heads/two forms is achieved in a very
convincing way where although separated
together they form a whole. The Two Heads
are always close to each other but never
connected. A special state of space density,
air, and distance is achieved in the space be-
tween them. As the nearness of space does
not always inevitably mean closeness.

The achieved state of closeness is not merely
spatial, physical closeness. Thus, the indi-
vidual facial features and their immediate
mood are not significant, the crucial element
is the relationship between the two forms,
two beings, two desires / two people who
aspire to merge into (a single) whole. The
state of closeness when they are present
only for each other. Since today “everything
present is equally close and equally distant”.
“The unworthy rules today”, because " all the
nearness and elimination of farness, how-
ever, does not bring about closeness. What
is closeness? A thing “exists”. Existing, the
earth and sky reside in it, the divine and the
mortal exist there bringing these four in their
distance near to each other. That what brings
things near is closeness. Closeness is the
essence of nearness. Nearness brings far-
ness closer, in the form of distance. Nearness
maintains farness. Maintaining it, nearness
exists in its closeness. Thus nearing, near-
ness hides itself and remains in its own way
the nearest.”

The main expression of these sculptures is
not in their form, nor texture, nor material,
nor their gesture although all of them con-
tribute to the artistic expression. However
the complete expression lies specifically in
the establishment of relations, the energized
space of “expectation” of the encounter that

9 Martin Heidegger, Kraj filozofije i zadaca misl-
jenja, raspravi i ¢lanci, (The End of Philosophy

and the Task of Thought, Treatises and Articles,
selection and translation by Josip Brkic¢) izbor Josip
Brki¢, prijevod Josip Brki¢, “Brkic i sin”, Naklada
Naprijed, Zagreb, 1996, pp. 210-211.



y 6JIMCKOCT ABe Aylle, U He Aocrne A0 CTakba
[yXOBHe 6/1McKocTw.

Cratrbe 61MCKOCTM Kao Ucnymwemne, ocTBa-
pere LefioBUTOCTU Y TeXHN AyXa, Kaja ce
ryébu cBecT 0 OHOMe LITO je NpeTxoauno, 1
OHOMe WwTo he 6MTK, Kaga HEMa HMKaKBE
TeXHe Ka TPeHYTKY Koju cnean nnu cehama
Ha TpPeHyTaK KOju je NpoLao; CTaHke BEYHO-
CTW Kao MOTMAYHO UCMYHEeHE N OCTBAPEHOCT
6uha y TOM TpeHyTKY; KOje Kao MpOXMBI/bEHO
1 nyb0KO AOXMB/bEHO CTake OcTaje u Tpaje
y Hawem buhy. Yyna 3aBapaBajy; TexXHa

[a ce camMo AMMEeH3Uja TeNnecHor n yysaHor
rnocTtojarba 3a0BO/bE BOAM Y CTalIHY U He-
3acuTy noTpary, uav 4yak nomMamy, 3a Tpaj-
HWUM 3a0BO/bEHEM N UCMYHEHOLWHhY Koja je
yHanpea HeocTBapuBa u ocyheHa Ha Heyc-
nex. [1lyboko cBecTaH Te cno3Haje, LipHueBnh
n rnaee (y ckynnTtypama /Be rnase) v Tena
(y ckynntypwm /JBoje) cBOAM Ha CTUNN30-
BaH, CKOPO ancTpakTaH o0baukK, Koju nocraje
CBOjEBPCHM 3HaK, CMM60/, OAHOCHO AYXOBHMU
pernpeseHT He caMo Tena, Hero LenoKynHor
6uha.

Moactnuaj n HagaxHyhe 3a cBoj npoumnwhe-
HW YMETHUYKM n3pas, bophuje LipHueBunh,
kao u MNetap Jlybapaa, Hanasu y noetuum
Cprncke cpeAr0BeKOBHE yMeTHoCcTu. Kao wTo
je lybapaa y nocnepaTtHOM CNMKapCTBY Ha-
rnpaBmvo NpesioM ynpaBo HaZaxXHyT CPNCKUM
CpeAH0BEKOBHUM (DpPECKO C/IMKApCTBOM, !0
MCTO Tako LipHueBuh, noacTakHyT cBeAeHO-
why n AyXOBHOM AMMEH3MjOM M3pa3a OBOI
cnnkKapcTBa, Aonasn fo npowmnheHor nspasa
cdhepe AyXOBHOr, @ He TenecHOr n YyyaHor. Y
OBMM CKy/nnTypama gocrnesa A0 u3pasa uaeje
BULIEr peaa ogHoca usmehy aBoje sbyan,
6uno aBoje 3a/byb/beHNX UK Majke n ge-
TeTa; naeje 61MCKOCTM Koja je cBeaeHa Ha
CYWTWUHY, Ha camy 6ut 6nmckoctun, rae je 6es
3Hayaja TPEeHYTHU M3pa3 CTara Wau pacno-
nioXxera JTIMYHOCTU.

kK%

OpaHocoM 6nmnckocTn aBa 6uha/ase rnase/
ABa 0b6nMKa yMeTHUK ce 6aBMO MHTE3UBHO U
nocseheHo 1 y 6pojHUM upTexmma — IMHUjOM

10 YMeTHMK je paamo Ha KoH3epBauuMjn dpecka y
CPrCKUM CpefH0BEKOBHMM MaHacTupuma npeko 30
roguHa, oa noyetka 70-tux roanHa 20 Beka.

is transferred into eternity. The focusing

of one on the other, the complete opening
of the “inner” person” of the being to each
other indicated by the purity of the polished
smoothness of the surface without any
roughness that would prevent the complete
mirroring of faces, or rather beings, in one
another.

In order to experience the depth of the
achieved (and expressed) closeness of two
forms/two heads/two beings - it is not their
forms that are crucial but it is their relation-
ship, mutual focusing in their aspiration to
attain a fulfillment of a true wholeness of a
being what is the meaning of love. Because
the fulfillment of the most profound close-
ness cannot be realized (only) on the level of
the corporal, sensual life if it does not extend
as far as the closeness of the two souls and
does not reach the state of spiritual close-
ness.

The state of closeness as a fulfillment, re-
alization of the wholeness in the spiritual
aspiration, when one loses consciousness
on what preceded and what will come, when
there is no aspiration toward the moment
that follows or memory on the moment that
past; a state of eternity as a total fulfillment
and realization of the being in that moment;
which as a profoundly experienced state re-
mains and endures in our being. The senses
deceive; the tendency to satisfy only the
corporal and sensual dimension of existence
and relationship leads to a constant and
insatiable quest even frenzy for a lasting
satisfaction and fulfillment that cannot be
realized and is doomed to failure in advance.
Very much aware of this Crncevi¢ reduces
the heads and bodies (in the sculpture Cou-
ple) to a stylized almost abstract form that
becomes a sort of sign, symbol, a spiritual
representation not only of the body but the
entire being.

Dordije Crncevi¢ found an incentive and
inspiration for his purified artistic expres-
sion, as did Petar Lubarda, in the poetics of
Serbian medieval art. As Lubarad made a

0 The artist worked on the conservation of fres-
coes in the Serbian medieval monasteries for more
then 30 years, since the beginning of the 70s of
the 20% century.



n 6ojom paspahyjyhmn naejy y ceojum Caecka-
ma.'' Y yptexuma ce obenogarbyje aoybmHa
npomMubaka ogHoca ABa 6uha — oa oaHoca
Haamohwu jegHor obnuka Hag apyrum, 6espe-
3epBHOr MNpenyLwTaka 1 npeaaBama, A0 yTa-
nawa y 6uhe oHor gpyror...

Nako cy y Bennkom 6pojy oBu uptexu (camo)
TpeHyTHe 3abenelke, ckuue, 6enexere
naeja,? oHW cy aparoueHn Kao cBeAoYaHCTBO
0 WMPWHU UCTpaxuBama MoryhHoCcTn ogHoca
aga 6uha, anu 1 aybunHu npoMmubara naeje
6nuckoctu. Ha uptexy /JBe rnase (2)'3 nesa
rnaesa y TOj Mepu CTpeMu Apyroj Aa je cKkopo
npeceua. Mlako ce 4MHKM Aa je cKopo OTKu-
HyTa oA Tesa, AecHa rnaea npubybrbyjyhu
ce, Y MOMYHOCTX NpaTu 1 3a0KpyXyje obnuk.
MNako nesa rnaea - Teno (MyLKoO, MacMBHO,
CHaXHO) CBOM CUJIMHOM TeXW Aa obysme
AEecHy, Aa je obyjMu; aecHa, TaHaHa, faka

M eTepuyHa Hagonykyje neBy, ctBapajyhm
Ha Taj Ha4YMH jeAMHCTBO U LefIOBUTOCT ABa
obnuka - aBa 6uha. 3a pa3nuky oA Tora, Ha
uptexy /Jse rnase (1) pecHa rnaea, ayTopu-
TaTMBHa — CTOju CTaMeHa, HenonycT/bUBa, ca
CTabWIHUM UBPCTMM OC/IOHLIEM — [IOK Ce NieBa
LHanumwe" aa octsapu 6amMckocT. Y TOM ,UC-
Te3samy" Aa ce npmbnaunxu apyroj, rybum cra-
6unaH ocnoHau. [lecHa CTpaHa je 4JOMUHAHT-
HUWja Ha upTtexy /se rnase (3), 40K je nesa
ynotnymwyje, unHehu je uenosutom. CacBum
nocebaH oAHOC OCTBapeH je Ha upTtexy /Be
rnase (4) roe ce noteHumpa Mekoha Tena um
CacBUM HOB N HEoYeKMBaH ,04HOC CHara" ABa
6uha. Ha uptexy /Be rnase (5) nesa rnaBa
y MYHOM 3aMaxy WU CBOM CUJ/IMHOM CTPEMMU Ka
[ecHOoj, oK je AecHa rpauusiHa U TaHaHa.

11 TOKOM Lieflor CBOI YMETHUYKOr AefioBakba, na-
panenHo ca CBUM APYrMM HauMHMMa YMETHUYKOr
n3paxasarba, YMETHUK je ,3anncmeao” y 6pojHum
cBeckaMa cBoje yTucke, naeje, paspahusao 3amu-
CnK, NpaBMO CKULE 3a CKYNNType, 6enexmno Mucnu
WM HaBOAMO LMTaTe U3 KkbUra Koje cy oCcTaBuuv
yTucak Ha rbera.

12 YnpaBo 360r Tora wTo je Bennkn 6poj uprexa

Ha CTpaHWLaMa HeKMX CBECKM, POKOBHMKA U CINY-
HO, WITO Cy maeje n ckuue ,HabaumBaHe", 4ecTo U
npeknanajyhu ce 4eNMMMUYHO; Kao 1 3601 YNHbeHU-
Le Aa jepaH 6poj upTexa OAHOCHO TuX 3abeneLkn
(rpacuTHOM, @ Yak Herae N XeMmMjcKoM OST0BKOM)
3aTeyeH y jako SIoWeM CTamwy, Ha nanupy Koju je 'y
BeNnKoj mepu noxabaH, oabapaHu LpTexu-ckuue
Cy M3BYyYeHM Kao AeTarbk Aa 6u ce npegoymnna pas-
HOBPCHOCT W 60raTcTBO MAELja YMETHUKA.

13 ||pTexxn oaHOCHO 3abenewke ymeTHmka y Cee-
ckaMa cy 6e3 MKakKBMX 03HaKa, Tako Aa Cy LpTexu
HaKHaAHO O3HayeHW paau nakuer yBuaa.
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breakthrough in the post-war art inspired by
Serbian medieval fresco painting'?, so did
Crncevi¢, prompted by the reduction and
spiritual dimension of this painting’s expres-
sion, achieved a refined expression of the
spiritual dimension and not the corporal and
sensual one. Thus in his sculptures, he suc-
ceeds in expressing ideas of a higher order
relating to the relations between two peo-
ple, whether it being a couple in love or a
mother and child; ideas of closeness that are
reduced to the essence, to the very core of
closeness where the immediate expression of
the state or mood of the person is irrelevant.

kX%

The artist dealt with the relations of two be-
ings/two heads/ two forms intensively and
with commitment in numerous drawings -
developing his idea, using the line and color
in his Notebooks!!. These drawings reveal
the depth of his reflection on the relations
between two beings - from the relationship
of dominance of one form over the other,
whole-hearted surrender and submission, up
to submersion in the being of the other ...

Although these drawings are mostly only
brief notes, sketches, recording of ideas,*?
they are a valuable testimony to the broad-
ness of his exploration on the possible rela-
tions between two beings and the profound
reflection on the idea of closeness. The
drawing Two Heads (2)*3shows the left head
inclining towards the other one to such an
extent that it almost intersects it. Although

1 Throughout his artistic career parallel with all
other forms of artistic expression, the artist “wrote
down” his impressions, developed his thoughts,
made sketches for sculptures, wrote down his
thoughts or citations from books that made an im-
pression on him.

2 As a great many of these drawings, ideas and
sketches, found on the pages of some of these
notebooks, agendas and similar stationary, were
just jotted down and they would often partially
overlap; as a certain number of these notes (done
by graphite pencil and somewhere even using a
ballpoint pen) were found in a bad state, on paper
that has greatly deteriorated, the chosen drawings
- sketches have been selected as details in order
to present the diversity and richness of the artist’s
ideas.

3 The drawings and the notes in the Notebooks
where not marked in any way, thus the drawings
were subsequently marked for an easier insight.



CacBuM nocebHa BapujaHTa [Be rnase (6)
KoMbuHyje pelwera lNopTpeta necHuka v [se
rnase. OgHoc oBe ABe urype, npe ceera oa-
HOC BenmuunHa, ynyhyje ga je npe pedy o oa-
Hocy 6/IMCKOCTM Majke v aeTeTa, Hero o ABoje
oApacnux. 3a pasnuKy of CBMX BapujaHTu
[lBe rnaBe ca paBHUM ,orneganHum" nu-

LeM, oBa ,pacrnpuyaHa® BapujaHTa ca ,Buwe
nmua™* ynyhyje Ha cTarbe pasrosopa. Mopeg,
ncnuTMBama ogHoca 6,iMckocTn ABe rnase,
YMETHUK paau ckuue n ncnmtyje moryhHoctm
n3pasa cTara 6amckocTn ase durype. Ha
upTtexuma /JlBoje pagu ckuue, Takohe, Bpao
ancTpaxoBaHux urypa, ca paBHuM anLUem,
ncTpaxyjyhm oaHoc 61MCKOCTM Kpo3 onupT
obnuka.®

Ha koju HaumH 61 yMeTHMK OCTBapMo CBe 0BE
MoryhHOCTM ogHOCa 6MCKOCTM, Ha3HaYeHe

y upTexuma, Aa X je peann3oBao y KaMeHy,
MOXE Cce camMo npeTnocTtaB/baTtn. Anu ynpaso
OBW LPTEXM HECYMHMBO CBefouYe Aa 6u cee
OBe TaHaHOCTM OCTBapWoO M jow BuLe paspa-
AM0 06/IMKOBaHEM Yy KaMeHy, y3 Aasbe npo-
aybremBame naeje 6nmckoctn gBa 6uha. U He
camo 10. C BAHpeAHOM YMETHUKOBOM OCET/bU-
Bowhy 3a 6buhe kameHa, n3yseTHo npooceha-
HUM obpucuma o0bnurHa, Kao n CcynTUIHOM 06-
paZoM MOBpLUMHE KaMeHa, naeja 61MckocTu
6una 6u ceakako HagorpaheHa n npoaybrbe-
Ha U Yy CYNTUIHOCTM U3pasa camor Matepuja-
na kameHa. Mako cy oBu uptexn (BehnHom)
caMo cKuue, U34BOjEHN U3 pa3HUX LpPTaUYKUX
3abenewKkn, OHM HECYM/BUBO CBEAOYE He
CaMo O LWMPUHKN UCTpaxknearba MoryhHoctm
ofHoca aBa 6uha, Beh n 0 aybuHN ypamara
Yy O4HOC ABOje sbyan. HaxanocT, ocTtaje caMo

4y CBeckama ce Hanase u upTexu n benelke
yMeTHMKa rae oH paspahyje rnaee ca aBa, Tpu Unm
BULWeE ,nua“.

15 AKO ce npaTu o4HOC urypa Ha OBUM LpTEXMMA,
Ha npea ABa LpTexa oba Tena cy onupTaHa ,Tana-
cacTtoM" NIMHMJOM, YMMe ce CTBapa AUCTaHLUA y Hn-
XOBOM OAHOCY; Ha upTexy /soje (3) aecHa durypa
MMa TanacacTy YHyTpalwmy UHUjY, AOK je neBa
paBHO 3ace4yeHa, HarosewTaBajyhwu ,kKoHa4yHO" pe-
weme Ha uptexy /ZBoje (4). Camo y cnosballh0j
KOHTYPW Ce Ha OBOM LpTEXY 3aApxasa Taj Tana-
cacTu onupT Tena, AO0K Ce YHyTpalHa cTpaHa oba
Tena pelasa NOTMyHO PaBHOM JIMHWjOM, CTBa-
pajyhu ctame carnacja asa obuka/asa Tena/asa
6vha y jeaHy KOMMaKTHY U jeAMHCTBEHY LeNnHy.
YnpaBo 0BO peluere je yMeTHUK ogabpao 3a
ckynnTtypy Zsoje (1974) kojy je n3eeo y KaMeHy,
a Koja ce Hana3n y HapogHoMm Mmy3ejy LipHe lope y
Letnmwy (LpHa MNopa).

it seems that it is almost ripped off the body,
the right head clings to it, fully following it
and completing the form. Although the left
head - body (male, massive, strong) strives
with all its might to engross the right one, to
embrace it; the right one subtle, slight and
tenuous completes the left one thus creating
a unity and completeness of two forms — two
beings. On the contrary, the drawing Two
Heads (1) shows the right head as author-
itative - in a steady position, unrelenting
with a stable strong base - while the left
one “strives” to achieve closeness. While in
the position of “stretching” in order to come
closer to the second one, it loses its stable
support. The right side is more dominant on
the drawing Two Heads (3), while the left
completes it by making it whole. A very spe-
cial relationship is achieved in the drawing
Two Heads (4) where the softness of the
body is stressed and a completely new and
unexpected “relationship of power” of two
beings is depicted. The drawing Two Heads
(5) shows the left head in its full momentum
striving with all its might towards the right
one while the right one is gracious and sub-
tle. A very special variation of Two Heads
(6) combines the solutions from Portrait of
a Poet and Two Heads. The relationship be-
tween these two figures, primarily due to
the relation in their size, indicates that it de-
picts a close relationship between a mother
and child rather then a relationship between
two adults. Contrary to all other variations
Two Heads with a flat “mirror like” face, this
“talkative” variation with “*more than one
face”'# indicates a conversation. Apart from

4 The Notebooks contain drawings and notes
which show his work on the elaboration of heads
with two, three or more “faces”.

> If one follows the relations between figures on
these drawings, on the first two drawings both
bodies’ contour is drawn in a “wavy” line, thus a
distance in their relationship is created; the draw-
ing Couple (3) shows that the figure on the right
has a wavy inner line while the left one has been
cut in straight line, suggesting the “final” solution
depicted on the drawing (4). The wavy contour of
the body on this drawing is only on the outer con-
tour while the inner side of both bodies had been
executed with an absolutely straight line creating
a state of harmony of two forms/two bodies/ two
beings united in a compact and single whole. This
is the solution that the artist chose for the stone
sculpture Couple (1974) which is housed in the
National Museum of Montenegro in Cetinje (Mon-
tenegro).



HeocTBapeHa MoryhHocT n HacnyhuBame WwTa
je cee morno 6mMTK ocTBapeHo. Ann, ynpaso
CBe TaHaHOCTW y paspajn naeje Koje ce mory
BMAETU Ha OBMM LpTEXMMa NOACTUYY MO-
Tpeby 3a jow naxxbusBmjum u aybrbmum carne-
[ABaHEM CKYNNTypa Y KaMeHy.

Oy6buHa npomMuwsbara ogHoca aAea buha y
OHTONOLWIKOM CMUCAY, Y PasANYnUTUM OAHOCU-
Ma, npe cBera jbybaBHOr napa, aam n cBux
Apyrux ogHoca énuckoctn asa 6uha; ncro-
BPEMEHO U LUMPUHA TpaXKeha YMETHUYKOr 13-
pasa 3a ogHoc 6nckocTn ABa obnunka — ABe
rnaBe wWnan AgBa Tena, CBeao4n 0 YMETHUKY
BaHpeaHe NpoAyb/beHOCTU YMETHUYKOT U3-
pasa.

MpoHMKHYhe A0 HENPOMEH/bMBE CYLUITUHE 04~
HOocCa AaBa 6buha, ocTBapeHO Ha OBMM AenvMa,
3aHeMapvBarbeM MPOMEH/bBMBUX M HEMOCTOoja-
HUX pacnonoxema n TPeHyTHUX ocehama,
cBeno4n Takohe o Ay6umHM nocseheHocTm
naejun. Jonaxere A0 AyXOBHE AMMEH3nje
mpybaBHOr ogHoOCa, rae ce npesasunasu

He caMOo TeNIeCHOCT U YYJIHOCT, Kao npBea u
HajHWxa AMMeH3uja SbyACKOr NocTojama u
OAHOCa; Hero ce y3auxe u usHag ocehajHe
AVMeH3uje yHyTpallker nu3pasa ayle, v ao-
CTUXEe A0 AMMEH3uje carnegaBama U n3pasa
AYyXOBHOr ogHoca aBa 6uha. YnpaBo y T0j
TeXHUW AOCTU3arba AyXOBHE YNCTOTE 0AHOCA
asa 6uha, HeonTepeheHor nponasHuUM 4yn-
HMM 1 ocehajHuM NpuMecama m3pasa, LipHue-
Buh 6eCKOMNPOMUCHO CBOAM 06/IMK A0 TakBe
4YMCTOTE M3pasa, Koja ra cTtaB/ba y pes OHUX
CaBpeMeHuX yMeTHMKa, Kao WTo cy Mcamo
Horyhu (Isamu Noguchi) n Puuapg Cepa
(Richard Serra), koju cy ocTtBapunu 6paHky-
wmnjeBcky mnaejy ,4mcrote” He camo obnuka
Hero v naeje.

kK%

Y uenokynHom LipHueBnhesom onycy apa-
MaTM4Ha Tena urypuHa, ,m3rkeyeHe"

Mace CToje Kao KpajHba CyrnpoTHOCT rfaBaMa
,06ne" mace 6e3 njegHe HepaBHUHE; UCKP3aH
TOK obpuca urypuHa CcynpoTHOCT Cy CvBe-
HOCTW JIMHWjCKOTI TOKa Ha rnaBaMma: Harmam,
ApaMaTuM4YHKM npenasun mMaca Ha durypmHama
CYMNpPOTHOCT Cy CKOpPO HeCTBapHO TaHaHOj
CYyNTUIHOCTK npernba 1 ToKa Mace Ha CKyJn-
Typama ,rnaea“. ¥3 10, HepaBHe ,u3My4yeHe"
Mace durypuHa y 6poH3u, TanoxereM Tame
y yaybrbeHnMma Mace noTteHumpajy apaMaTtmy-
HO CTarbe, 6e3 063upa Ha caM M3pas Nnua;
[oK 6nucraBe yriadaHe nosplimHe (Kame-
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exploring the relationship of closeness be-
tween the two heads, the artist made sketch-
es and explored the possibility of expressing
the closeness of two figures. He did sketches
on the drawings of Couple, which also show
very abstracted figures with flat faces, explor-
ing the relationship of closeness through the
contour of form.®

We can only speculate how the artist would
have realized all the possibilities of the re-
lationship of closeness indicated in the
drawings if he had realized them in stone.
However these drawings undoubtedly con-
firm that he would have realized all these
sublimities and explicated them even more if
he had sculptured them in stone, continuing
to deepen the idea of closeness between two
people. And not only that. With the artist’s
special sensitivity for the soul of the stone,
exceptional feeling for the configuration of the
curves, as well as a subtle processing of the
stone’s surface, the idea of closeness would
certainly be elevated and deepened in the
subtlety of the expression of stone as a mate-
rial. Although these drawings (most of them)
are only sketches, taken from different draw-
ing notes, they inevitably testify not only to
the broadness of exploration on the possible
relations between two beings but also to the
artist’s profound immersion into the relation-
ship between two people. Unfortunately, they
remain only an unrealized possibility and an
indication of what could have been realized.
However, these subtleties in explication of the
idea, seen in these drawings, are the ones
that incite a need for an even more care-

ful and profound focusing on the sculptures
made in stone.

The depth of reflection on the relationship
between two beings in the ontological sense,
in different relationships, primarily of a couple
in love, but also of all other relationships of
closeness that can exist between two beings;
at the same time a broadness of search for
the artistic expression which would express
the relationship of closeness between two
forms — two heads or two bodies, all of this
testifies to the artist’s exceptionally profound
artistic expression.

His insight into the unchangeable essence

of relationship between two beings, realized

in these works, disregarding the changeable
and unstable moods and moments of feeling,
also testify to the profoundness of his com-



Ha) Ha ckyanTypama [/1aBe, NICTOBPEMEHO
ynunjajyhu, anu n ,ucmjasajyhu" cesetnocrt,
rnocrajy ceetnowhy o3apeH o06nuk.

[Ba AfoMMHaTHa nNpucTyna y oaabupy n o6-
NIMKOBakby MaTepujana, cBe BpeMe NpuUCyTHa
Yy YMETHMKOBOM OMyCy — Y jeAHOM YynHOCT

M XXWBOMWUCHOCT NOBPLUMHE, UMMPECUOHUNC-
TWUYKa, ,pPOAEHOBCKA" TEKCTYpa; Y APYrOM
Kpajra npounwheHoCT NoBpLUMHe, yrna-
YyaHuX 3a06/beHMX Maca 6e3 nkakBmx Npo-
nasHux n eeMepHMX NojeamHoOCTM, YNCTUX
obnunka Koju HMUCY Nyka cTunmsaumja HUTK
ancrtpakunja, Beh nspas 6utyu pyackor 6uha,
roBope O pas/nNyuMTUM Tparakbmma u Tpa-
XerbMMa ayTEeHTUYHOI YMETHUYKOr n3pasa,
asin NCTOBPEMEHO CBeAoYe O BPXYHCKMUM A0C-
TurHyhmma oBOr yMeTHWKa y LOMEHY caBpe-
MeHe CKynnType.

mitment to the idea. He achieves to express
the spiritual dimensions of a love relationship,
where the corporal and sensual is overcome
as the first and lowest dimension of human
existence and relationship; but he also rises
above the emotional dimension of the inner
expression of the soul, and reaches the di-
mension of perception and expression of the
spiritual relationship between two beings.

It is this aspiration to achieve spiritual pu-
rity in the relationship between two beings,
unburdened by the transient senses and
emotional traces of expression, that inspires
Crncevi¢ to adamantly reduce the form to
such a purity of expression, thus placing him
among such contemporary artists as are Is-
amu Noguchi and Richard Serra who have
achieved the Brancusi like idea of “purity” not
only of form but also of the idea.

kK%

In the whole of Crncevic’s oeuvre the dra-
matic bodies of the figurines, their “kneaded”
masses stand in extreme opposition to the
“round” mass without one protrusion; the jag-
ged flow of the figurines’ contour is contrary
to the molten line flow seen in the heads;

the sudden dramatic change and mass in

the figurines is contrary to ethereal sensitive
subtlety, curving and flow of the mass seen

in the” head” sculptures. The uneven “bat-
tered” mass of the bronze figurines stress the
dramatic state by the deposition of darkness
in the hollows of the mass, regardless of the
face’s expression; while the glowing polished
surfaces (of stone) in the sculptures Heads,
simultaneously absorbing and “radiating” light
become forms basked in light.

Throughout his career, two dominant ap-
proaches in choosing and shaping the material
have been present in the artist’s oeuvre - in
one of them there is sensuality and vividness
of the surface; an impressionist “Rodinesque”
texture; in the other there is an extreme
reduction of surfaces, polished rounded off
masses lacking any transient or ephemeral
details, pure forms that are neither a mere
stylization nor abstraction but the expression
of the essence of the human being. This all
being both testimony to the artist’s explora-
tions and quest for an authentic artistic ex-
pression and to his outstanding achievement
in the domain of contemporary sculpture.

11
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Kpuk 2 / Scream 2
1967, 6poH3a / brass
17,5x9x9cm



naBa / Head
2012, reoxhe (BapeHo) / iron (welded)
54,5 x 19,5 x 29,5 cm
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M3 konekumje MunaHa Josuha
From Milan Jozi¢’s collection



naBe necHuka
Heads of the Poets
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MopTtpet A.C. / Portrait A.S.
1974, newyap / sandstone
34 x 16 x 25 cm



[Be rnaBe / Two Heads
1981, mepmep / marble
38 x30x 16 cm
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[Be rnaBe 5 (petan) / Two Heads 5 (detail)

[Be rnase 2 (petasnb) / Two Heads 2 (detail)
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[Be rnase 1 (aetan) / Two Heads 1 (detail)



[Be rnaee 4 (aetasp) / Two Heads 4 (detail)

[Be rnaee 3 (aetasb) / Two Heads 3 (detail) [Be rnaee 6 (aetasb) / Two Heads 6 (detail)
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HOPBHUIE UPHYEBUR

PoheHn y Aynuny, UpmHuum (UpHa lNopa),
1941. rogmHe. 3aBpwmo je Akagemujy IMKoB-
HUX YMETHOCTU M NOCTAUMNIIOMCKE CTyanje Ha
Bajapckom oaceky y beorpaay, 1972. rogn-
He. Oa 1967. roanHe y4yecTByje Ha KONeKTUB-
HUM n3noxb6ama y 3eM/bn U MHOCTPAHCTBY.
[o capa je npupeano aBajeceT caMoCTaHUX
n3noxo6bu. Ynan je YJIYC-a og 1968. rogmHe.
Buo je npodecop BajapcTea Ha Buwoj wkonu
JIMKOBHUX N NPUMEHEeHUX YyMeTHoCTK y beo-
rpaay oa 1991 go 2008. roamHe. YuecTBoBao
je Ha 6pojHMM caMOCTaslHUM U FPYMHUM U3-
noxb6ama. Hberoea gena Hanase ce y jaBHuUM,
npueaTHuUM 36upkama n y cnobogHoM npocTo-
py. Jo6uTHKUK je 6pojHNUX Npu3Hara 3a yMeT-
Hunyka gocturnyha. MNMpemuHyo je y beorpaay,
2013. roauHe.

HATPALE

1968. Harpaga 3a ckynntypy ¢oHaa Cpe-
TeH CrojaHoBmh, Beorpaa

Harpapa 3a cKynnTypy Ha 1M3noxoéu:
BojHuymn nukoBHu ymetHuym, oM JHA,
Beorpag

KonoHuja mnaaux, Harpaga 3a ckynn-
Typa, MBarwunua - Harpaga 3a ckynn-
TYpy Ha XV n3n0x6bun yMeTHU4YKe KO0
Huje y Eukoj

Harpapa Ha mn3nox6u lpocrop 78,
Beorpag

1979. OTtkynHa Harpaga Ha IV bujeHany
Masne nnactuke, Mypcka CoboTta
Harpapa Ha I 6bujeHany upTtexa n mane
nnactuke, beorpag

Benwvka Harpaga YJ1YC-a, beorpag
Harpapa Jecerer canoHa YJ1YC-a,
Beorpag

1969.

1970.

1978.

1993.

1997.
20009.

CAMOCTAJIHE U3JT0)KBE

1969. BEOI'PAl - Manepwuja BecesanH Mac-
newa, N3noxba yprexa

1970. UBAHOUUA - KynTypHu ueHTtap (ca
MuneHom KpcmaHosuh-3eka), 310k
6a ckynntypa

1973. BEOI'PAl - lManepwuja CrtyneHTcKor
KYNTYpHOT UeHTpa, hophuje LipHye-
Buh, nznoxb6a cKyanTypa

1976/77. 3AJEYAP - HapoaHu my3ej, 1310k~
6a ckynntypa v rpagpuvka

1977. MAPARWH - lanepwuja Npaackor ama-
Tepckor nosopuvwTa, U310x6a ckysn-
TYypa
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PORPIIE CRNCEVIC

Born in 1941, in Dupilo near Crmnica. Com-
pleted his undergraduate and postgraduate
studies in 1972, at the Department of Sculp-
ture, the Academy of Fine Arts in Belgrade.
Since 1967, he has been participating in vari-
ous group exhibitions held in the country and
abroad. He has held 20 individual exhibitions
so far. He has been a member of ULUS since
1068. He was a professor of sculpture at the
College of Fine and Applied Arts in Belgrade
from 1991 to 2008. He participated in many
individual and group exhibitions. His works of
art are part of numerous public and private
collections or are on display at open-air lo-
cations. He has won a number of awards for
his artistic achievements. He passed away in
2013, in Belgrade.

AWARDS

1968. Award for Sculpture — Sreten Stoja-
novi¢ Fondation, Belgrade

1969. Award for Sculpture at the exhibition:
Soliders Artists, Central Military Club
(CMC), Belgrade

1970. The Youth Colony , Award for Scluptu-
re, Ivanjica

1970. Award for Sculture at the XV Exhibition
of the Art Collony in Ecka

1978. Award at the exhibition Prostor 78,
Belgrade

1979. Acquisition Award at IV Small Sculptu-
re Biennial, Murska Sobota

1993. Award at the I Drawing and the Small
Sculpture, Belgrade

1997. ULUS Grand Prix, Belgrade

2009. Award at the ULUS Autumn Salon,
Belgrade

INDIVIDUAL EXHIBITIONS

1969. BELGRADE - Gallery Veselin Maslesa,
Exhibition of the Drawings

1970. IVANJICA - Cultural Centre (with Mile-
na Krsmanovi¢-Zeka), Exhibition of the
Scultures

1973. BELGRADE - Students’ Cultural Centre
Gallery, bordije Crncevic, Exhibition of
the Scultures

1976/77. ZAJECAR - National Museum, Exhi-
bition of the Scultures and Graphics

1977. PARACIN - City Amateur Theatre Gal-
-lery, Exhibition of the Sculptures



1977.

1981.

1985.

1987.

1992.

1995.

1996.

1997.

1998.

2002.

2002.

2004.

2005.

2010.

2010.

2010.

2011.

2012.

2012.

2013.

2015.

2016.

2016.

HOBW CALl - JInkoBHM canoH TpunbuHe
Mnagux, Manoxba ckynntypa bophuja
LipHyeBuha

3EMYH - lanepuja cueHe y 3eMyHy,
JInkoBHa mznoxb6a Tommucnasa Toso-
posuha, bophuja LUpHuyeBmnha, Bnagn-
mupa Komaga

BEOIPA - lNanepuja oma omnaguHe,
hophuje LipHyeBuh, cKkyantype, ciavke
CAPAJEBO, Collegium Artisticum,
U3noxba civka

3EMYH - YMeTHuuka ranepuja Crapa
KaneTtaHuja, bophuje LipH4yeBuh,
CKYJ/INTYype-CcanKe

BEOIPALl - Fanepwuja YNYC, U3znoxba
hophuja LipHyesnha n mane naacru-
ke letpa hypumha, (y okBupy beo-
rpaackor 6ujeHana mane nnacrtuke)
BEOIPAL - Fanepwuja YNYC-a, bophuje
LpHyeBuh, ckynntype

BAP - lManepwuja KynTypHoOr LeHTpa,
Jecetn 6apcku JbeTONNC, CKYNTYpE U
cmke

BYBA - MognepHa ranepuja, MuneHa
H. J. K., AHhenka bojosuh, bophuje
LipHyeBuh

BEOIPA - CanoH My3eja caBpeMeHe
YMETHOCTU, M/boBcku-bem-LipHueBuh
BEOIPAL - NeTwun cycpetn, MNanepuja
baszanT, Beorpag, asryct 2002.
METPOBAL, HA MOPY - lanepwuja
~Mapko K. Nperosmh"

BEOIPAL - lNanepwuja LleHTpa 3a rpa-
duKy 1 BU3yenHa UCTpaxuneara,
CBecke

BEOIPAL - lManepuja CKL

BEOIPA/Ll — OTKNOH aTerbe, Komrpe-
cuja BpeMmeHa

HOBW BEOIPAL - Bnok ranepwuja,
Cehare Ha gybuHy BpeMeHa

YXWUE - Npaacka ranepuja, TokoBu
yMeTHu4YKor HagaxHyha. bophuje LipH-
yeBuh “cknua” 3a peTpocrnekTnBy
BEOIPAL - Fanepwuja " 73, Anoteos3a
CKynnType

LETUHE - HapoaoHu my3ej LipHe Tope,
Aterve [lano, Cura-6ura-tyg
BEOIPAl — Mysej 3EMTEP, Omax
YMETHUKY

BEOIPAl - Kyha nerata, TokoBu
yMeTHu4YKor HagaxHyha: bophuje
LipHyeBuh

LLETUHE - UpHoropcka ranepwuja
yMjeTHocTn Muoapar Aago bypuh,
hophuje LipHyeBuh: ToKoBu yMjeTHUY-
Kor HagaxHyha

BUPIMA3AP - Tephasa becau, PekBujem
3a bophuja LipHyeBuha
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1987.
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1995.

1996.

1997.
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2002.

2002.

2004.

2005.

2010.
2010.

2010.

2011.

2012.

2012.

2013.

2015.

2016.

2016.

NOVI SAD - Youth Tribune Art Salon,
Exhibition of the Scultures by Dordije
Crncevic

ZEMUN - Zemun Scene Gallery, Art
Exhibition by Tomislav Todorovic,
Pordije Crncevié,Vladimir Komad
BELGRADE - Youth Center Gallery,
Pordije Crnlevié, Sculptures, Paintings
SARAJEVO, Collegium Artisticum, Exhi-
bition of the Paintings

ZEMUN - Art Gallery “Stara Kapetani-
ja”, bordije Crncevié, Sculptures-Paint-
ings

BELGRADE - ULUS Gallery, Exhibition
of Dordije Crncevic and small Sculp-
tures of Petar Curcié, (within the Bel-
grade Small Sculpture Biennial)
BELGRADE - ULUS Gallery, bordije
Crncevié, Sculptures

BAR - Cultural Centre Gallery, 10"
Chronicle of Bar, Sculptures and Paint-
ings

BUDVA - Modern Gallery, Milena
N.J.K., Andelka Bojovié, Pordije
Crncevic

BELGRADE - Salon of the Museum of
Contemporary Art, Iljovski-Bem-Crn-
Cevic

BELGRADE - Summer Meetings, Gal
lery Bazalt, Belgrade, August 2002.
PETROVAC NA MORU - Gallery ,Marko
K. Gregovi¢”

BELGRADE - Center for Graphics and
Visual Research, Notebooks
BELGRADE - Gallery SKC

BELGRADE - Attelier “Otklon”, A Com-
pression of Time

NEW BELGRADE - Gallery Blok, The
Memory of the Deapth of Time

UZICE - City Gallery, Flows of the
Artistic Inspiration. Pordije Crncevié,

a "Scatch” for the Retrospective
BELGRADE - Gallery " 73, Apotheosis
of the Sculpture

CETINJE - National Museum of Monte-
negro, Atellier Dado, Siga-Biga-Tuf
BELGRADE - ZEPTER Museum, A Trib-
ute to the Artist

BELGRADE - Heritage House Belgrade,
Flows of the Artistic Inspiration: Pordi-
je Crncevié

CETINJE - Art Gallery of Montenegro,
Miodrag Dado Purié, Pordije Crncevic:
Flows of the Artistic Inspiration
VIRPAZAR - Fortress Besac, A Requi-
em for Pordije Crncevié
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