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OL JYTPA 10 MPAKA / FROM MORNING TO NIGHT / 2020
aKpUIWK Ha nnatHy / acrylic on canvas, 130 x 162 cm
na koricama [ on cover



CALIA TTAHYHUR

Iloineg y Hegolneg

SASA PANCIC

Gaze Into Infinity
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KPY>XXHO BPEME / CIRCULAR TIMES /2020
aKpWNUK Ha mnaTHy / acrylic on canvas
46 x 55 cm



MnageHn Jlyyuh

TNMOTNEDY HEAOTTEA

Moryhe je na ja naHalwwy YMETHOCT BULIE HE pasyMeM. Behuny
OHOT 1UTO C€ Y HEKONIUKO TIOCTIeAUX TOOUHA IPUKa3yje Ha pa3HUM
dvenanvma unu KycTocku KOHUMNIUPaHUM U3Noxdama, HY y3 oTpomaH
TpyZ, LOOPY BObY U HajBehe Hanope He MOTy fla CBPCTaM To4 YMETHOCT.
3aucTa pazymem notpedy M UCKPEHY XeJby YMeTHUKA 1la Ce aHTaXyjy
¥ aKTMBU3MOM TIPOTOBOPE O NaHALIWHEM U30TIAaUEHOM APYLUTBY, O
de3mylHOCTY KOpNopaTUBHWX METOLA, TIOWACTU KOH3YMEPU3Ma, Te
Ila Ce COMUAapuLLy C JbyACKOM NaThOM, anu Y HU3Y IOKyMEHTapHUX
OUNMCKUX Y BUIEO 3amvca, GOTO AOKyMeHaTa, aHKeTa ¥ TIONUTUUKUX
Tipornaca He Tpeno3HajeM yMmeTHocT. CMaTpaM Ja je LUcKypc
YMETHOCTHU OfyBeK MO a HAATPanM, YNO30pU ¥ KOMEHTapHLLE,
a la IMpeKTHa aTWTauuja no defaultu wemy He npunana. CBojum
aKTUBUCTUYKWM TIOCTYTILUMA, YMETHULM HECBECHO TIOCTajy €0 UCTOT
TnodanHor mporpama NpOoTUB KOT ce HOope, jep Kako TyMauuTH 13,
Ha npumep, video wall noctojaH xonusyncke nogene Ockapa, HeKom
YMETHUKY 3a Ipe3eHTalujy pala IOHWPa jellaH Ofl HajjauuXx CBETCKUX
Tipov3Bofaua TakBe OTIPEME, & ayTOP YNPaBO Y TOM pany MporoBapa
0 de3nywHoCTH nMdepanHor KanuTanu3mMa U HEXyMaHOM AUKTaTy
TUX UCTHUX KOoprniopauuja. MUCIUM 1a YMETHOCT TUME TYDU CHary Kao
¥ HOBOM KYCTOCKOM TIPAaKCOM TZe KycToc capahyje y cTBapanavykom
TIPOLLECY, @ TOTOBO j& CBaKW paz OTIPEMIbEH YTTIaBHOM DeCMUCTIEHUM
TeKCTOBUMA (YKIbYUYjy ¥ OHAj YMETHUKOB), Kako &u ybnuka cxsaTuna
WTO je ayTop XTeo Aa Kaxe. LUTeTa wTo TakBa npakca Huje nocTojana
paHuje, na ou, Ha npumep, Kapasaho jacHO HanWcao wWTa je, Y CTBapH,
xeneo cnvkajyhv Iosus Cs8. Mailieja unv JleoHapno ¢ MoHa Jlusom.
TakBu MpoOTIPaTHY TEKCTOBU OU BUNU HYXKHO NMOTPEDdHU Kako dUcmo
cxBaTUNH uiuaHoB nucoap unv TMkacoB CUHTETUUKHU Kydu3am, a
norotoBo MareBuueB benu ksagpaill Ha 6enoj tio3aguHu. Ha xanoct, Tv
CYy TEKCTOBU W30CTaNM, T je C NaHALIKET KyCTOCKOT acTeKTa, y CTBapH,
YTIUTHO KONMKO CY HaBELEHU MPUMEPH YOTILITE YMETHOCT. Ilakako, na
ou dunu ymetHuuu, Kapasaho, Jleonapno, lvwan, Tlvkaco v Mamesuy,
Kao ¥ BUXOBU XPOHUUAPH, Te CY TEKCTOBE Tpedano Aa Nuily eHTIeCKUM
je3nkom, Kao WTo Ce TO y oyXy rnodanusauuje (HeokonoHujanusma)
IaHac 0daBe3HO pany, jep Kako je pekao MnaneH CTunvHoBuh —
The artist who cannot speak english is not an artist. Jonao doux na
OHaj KOjU He aruTyje 3a JITD 3ajenHuue, HE CTOMUE MUTPAHTCKY KPU3Y
Y He KPUTHUKYje KOH3yMepH3aM HUje YMETHUK, Kao UTO YMETHULHW HUCY
HW OHU WITO TIPU3WBAJY UCTOPHjCKO Hacnehe, Tpaouumjy, HAUMOHANHU
WIEHTUTET WU Y CBOjUM PaZlOBUMa KOPECTIOHAUPAjy C aBaHTapAHUM
WUCKYCTBUMA Y MOLEPHW3MOM.



JYYE OUIYYE / YESTERDAY HOWLED / 2020
aKpWIHWK Ha nnatHy / acrylic on canvas, 46 x 55 ¢cm

Cawa TlaHuuh, nakne, Huje ymeTHUK. Takas ce 3akbyyak Hamehe no
napameTpvMa JaHalme NepLenuuje caBpeMeHe YMETHOCTH, anu TIOWTO cam
KYCTOC cTapyje TeHepauuje v game hy y texcty Cawy TNaHuuha unak Ha3uBaTH
YMETHWKOM, Ma KOJIUKO TO DUNI0 aHaXPOHO TIO faHAWBEM BU3YETHOM AUCKYPCY.

CarnenaBajyhu HeroB ONyc EBUOEHTHO je 1a Ce Paly O ayTOPy KOjU 'y CBOM
pazy KOPUCTH UCKYCTBA ¥ TEKOBUHE aBaHTaplle U BUCOKOT MOLEPHU3MA Kao jacHa
TIONA3WLLITA 3a COTICTBEHU YMETHUUKHU EKCTIEPUMEHT, KOjU TIEDMAHEHTHO CTIPOBOLH
aQHaNU30M U TIPEUCTIUTUBAEM TUX UCKYCTaBa, OLLHOCHO OLlEBA UX Y IPYTaUUju
KOHTEKCT HaZOMYYjyhU UX UAEJHUM U TEXHONIOLKWUM UHOBaLUjaMa. TlaHunhesu
PaZloBU Cy Y TIOCPELNHO] CTIPE3U, KAKO C GEHOMEHOTIOTHjaMa KOHCTPYKTUBUCTUUKE,
MUHWMANUCTUYKE U aBaHTapAHE Tako U C MEHTAIHUM CBOjCTBUMA KOHLETITYanHe
YMETHOCTHU. TakaB NPUCTYT TOLpasyMeBa pa3HOBPCHE ayTOPCKE TIOCTYTKe KOjUMa
je CBOJCTBEHO A pal MOCTaje UCTPAXKUBABE KOHKPETHOT TIPOLLECA YMETHUYKOT
CTBapamwa UM YWHA, KOjU YMETHOCT CBOLU UCKIbYUUBO HA HEHE OCHOBHE
dyHKuuje. Y cBom focanawmwem creapanawTsy Cawa lNanuuh ce Ha TparoBuma
KOHCTPYKTUBUCTUYKUX MOCTYyNaTa Hajuewhe daBUMO MUTaeM MPOCTOPHOCTH,
TayHuWje ofHOCa UKOHOTPadCKOT CydjekTa v MpoCTopa Y KOM CE OH Hanasu. Y
NPOCTOPHUM LpTeXUMa ¥ ClIMKama ayTop eBULEHTHO TexH Ka Tpehoj IuMeH3uju
YUjY UNY3Ujy TIOCTUHKE CMENTUM TIOMaLUMa CTMKaHUX eNEMEHATa, HUXOBOM



MehycobHOM Kopenauujom v 3ajeIHUUKUM JYKCTanOHUpakeM TpeMa NOBPLIWHH
CNIMKAHOT TI07ba, T€ Ha Taj HAUUH CTBapa U J0duja cneunduyHy NpoCcTOPHY

CNUKY. Y CKynnTypama 1 0djexTuma, C110JEBUTUM U TIOMAKHYTUM annuLUpabeM
KOHCTPYKTUBHUX eNeMeHaTa CTBapa unysujy onpehenor mehynpocropa, koju
HacTaje hUXOBUM MehycodHUM TpennvTatbeM, OLHOCHO Y TPEHYTKY Kaja jedaH
eNleMEeHT 3ay3Me TIPOCTOop Apyrora. Takas ce MOCTynaK MOXE OLHOCUTHU Ha
TIPYUMEHY U3MAKHYTUX MW TIOMAKHYTUX PU3NUKKUX 3aKOHUTOCTH TEMETbEHUX Ha
Teopujama v Nepuenuuju penaTuBHOCTU KOjUMa ayTop MOXAa yNo30pasa U Ha
0COOHY Herauujy CBOT YMETHWUKOT paja Kao AOBPLWEHOT U YHanpen neduHucaHor
aptedakTta. ToMme cBakako OUTHO LOMIPUHOCH UNTy3UWja TIOKpeTa, Ha yemy TlaHuuh
WHCUCTUPA, T€ CBOJUM CKYNTITYPATHUM PaloBUMa A00aj€ U KHHETUUYKO CBOjCTBO.
NHuuunpaHum nokpeTom dakTruka NpoCcTOpHOCT 0djekTa 3an0dvja HOBO,
TPaHCLEHAEHTANTHO CBOjCTBO, WTO je TIOTEHLUUPAHO Y HOBWjUM PaZiloBWMa TOE ayTop
MaHyemnHe CliMKapcke TOCTYTKe 3aMetbyje IUTUTATHUM TexHUKama. JInHuja Buwe
HWje TecTyanHu notes pykom, Beh nocTaje BeKTOPCKHU MPOPaAYYH, WTO jeé CBaKako
ayTOpOBY TIp0odneMaTHKy TipeTBapaha JBOAWMEH3UOHANTHOT Y TPOLUMEH3IUOHANTHH
TIPOCTOP YYUHUIIO BU3YENTHO TINIACTUUHUOM, OLHOCHO TIPUBNTUKUIIO je peanHoCTH.
Tanynhese odjexre 30MpHO BUCMO MOTNIM Ha3BaTH AUHAMUYKUM, jep MefycodHrm
WUCTIpETNeTakheM, HanomnyaBaweM, Tpenacuuma jeHoT y Ipyro, Te MHOYKOBaHWM
TIOKPETOM JI0CEXY 110 TOTOBO XONOTPAMCKUX HUBOA. OHM, He3 0d3upa Ha CBOj
CaBPEMEHU CEH3UOUNUTET, UHOBATUBHY BU3YENTHOCT U TEXHOTIOWKY TIepdeKLuujy,
CBOje KOpeHe UMajy ¥ KOHCTPYKTUBUCTUUKUM MCKYCTBUMA PYCKe aBaHTapLe,
OLLHOCHO Y TEOMETPUjCKUM 3aKOHUTOCTUMA. YMETHUK, d1no na ce panu o

CNIVKapy, Bajapy WKW apxuTeKTH no defaultu TeXu TeOMETPHjU, jep Kao WTo cy
KyT7a, KOlKa UNY pu3Ma caBpLUeHU y TIPOTIOpLMjaMa, Tako U YMETHULMY TeXe
yNpaBO TEOMETPHUjCKOM CKNaZy Kao eKBUBAJIEHTY CaBPLIEHCTBA TMYHOT U3pasa.

.l eomellipuja, 3HAHOCW K0joj je ipegmeill Upocliop, welosa Mjepa U Helosu
0gHOCU, 0gyBUjek je buna cam 3aKoH cnukapciusa.”* Ty AmonuHepoBy Te3y
notephyjy TlaHuvheBu panoBu Kojuma je daza YBPCTO TonasuTe TeOMETPUjCKe
TPOBEHUjEHUU]e U3 KojeT he ayTop KPeHYTH y MNoBundy OpOjHUM Y Pa3HOBPCHUM
TPOCTOPHO-BPEMEHCKUM oaucejama. T 00jeKTH [enyjy BU3YENHO CHaXHO,
€CTETCKM 3a0KPYKEHO, TPOMULLILEHO M UMTIO3aHTHO, TIoncehajyhu Hac (ynpkoc
ayTOpPOBOM CBECHOM beTy) Ha JlaHac 3adopaBibeHU je3UK MOLIEPHE KOjH je TEXHO
TIPOTPECUBHOM, UHTENEKTYATHOM U WHOBATUBHOM KOHTEKCTY YMETHOCTH.

Tanuunh cnvxap noxewTo ce pa3nukyje on Tlanuuha Bajapa, axo je
npodnemaruka paza cnuyHa. Ao ce CloXHWMO OKO TIoNasuilTa ayTOpoOBOT
LEeNOKYTIHOT U3pasa U heTOBE CMUCAOHE W eCTeTCKE HaZoTPaLkbe, EBUAEHTHO
je Ia OCUM CTPYKTYPaNUCTUUKUX U KOHCTPYKTUBUCTUUKUX efleMeHaTa y
HETOBOM CTMKAPCTBY L0Na3k L0 0ApeheHOT er3uCTEHLMjanUCTUUYKOT IUCKYpca.
CwmaTpajyhv CnMKapCTBO HEWTO WHTUMHUJUM M3Pa30M, ayTop Ce cana jow
BUWLLE OLMUYE Of TIOCTYyNaTa MOZEePHU3Ma W aBaHTape, MpeMIa Cy U najbe
jacHu yTHuaju monepHucTa (npe cBux Yunuae, a 3atum Cynaxa, XoUKuHa,
KnajHa wnv Mazepsena), CBOjUM C/IOjJEBUTHM W TeCTyanHO MORHWM CliuKama
ayTop jaCHO TIpOTOBapa O TEXHH 32 OYYBAHEM JTMUHOT YMETHUUKOT ULAEHTUTEeTa
W WHIWBUIYaNHOCTH YNPKOC cafallitheM BpeMeHY Koje TakBe BPELHOCTH
CUCTEMCKHY HeTHpa W oadauyje. TlaHuuh cnukama v3paxasa CBOjy YHyTpalby

'Guillaume Apollinaire, Novi duh, Logos, Crutur, 1984., cp. 12.



WHTPOCTMEKLMH]Y, CBOjEBPCHY WHBEHTYPY NIUYHE OYLWIEBHE XUTHjEHE WTO Y CTIPE3U
C HETOBOM KOHCTPYKTUBHOM KpeaTWBHOM COTICTBeHOWhY pe3ynTupa panoBuma
KOj€ UCTOBPEMEHO oCMaTpaMo Kao MaTepPUjaHy U IYXOBHY UMHEHULLY,

a Mo CBOM credu 3a3uBajy €TUYHOCT ¥ MOpPaJ; JeIHOM PeYjy — YMETHOCT.

Je3nkom CTpyKTypanv3ma U er3sucTeHuujanu3mMa, Te ce Cnuke Npudnuxasajy
eHdopmeny BUle Mpema CBOjUM OCOOHUM UCKOHCKUM, HaTOHCKUM U WOEJHUM,
Hero GopMaTUBHUM KapaKTepucTukama. Yeoaehu y CBOj UOEJHU U YMETHUUKH
ToT7Iel Ha CBET eT3UCTEHLUjanUCTUYKY KOMTIOHEHTY, MOXZa Y IOLCBECHO, CROM
CNIVKApPCTBY LOLETbYje YNOTY eCTETCKOT U €ETUYKOT KOpeKTUBa Koju he 00jeAnHUTH
CMKapcKa 3Hawa U CTIo3Haje, Te 3aHEMapUTH LPYLUTBEHE y3yCe, OLHOCHO
DaHalWhy JOMUHAHTHY TTIPOTPAMCKY YNOTY YMeTHOCTH. TIpeMza je ronuHama
CNUKA0 aKpOMaTCKH, ¥ LPHO-0ENIOM CTIOTY, cafia TOCEXE 3a KONIOPU3MOM, Of
Na3ypHO ycarnalweHux NapTHja 10 CHaXXHOT KOHTpacTUpara OCHOBHUX H0ja,
nocedHo xyTe ¥ UpBeHe. Te (HA30BUMO MX arnCTPaKTHWUM) CITUKE jaCHO CBeflove

0 HETIPEKUIHOM ayTOPOBOM YMETHWUKOM EKCTIEPUMEHTY KOME je Texta Aa
0CTBapH NMOMakK, Kako y TPOCTOPHOM TaKo W'y KOHUETTyanHom cMmuchy. TlaHuuh
cazia HamywTa UpHUMIO U TycTohy MaTepUYHOT CBETA U ONIa3u Y CBETNH]e,
XPOMaTCKW pasurpaHe opraHcke popme opajyhu usBecHu hommage CnMKapcTBy
Talln3Mma, KOT je CTIPETHO YKJOMHO Y 0djenntyjyhu yMETHUUKU eKCTIEPUMEHT
CBOjUX UCTPaXUBata MOAEPHU3aMa LWE3NECETUX TOAUHA U KOjU je cana odoraheH
W €KCTIPECHjOM OCOOHUX TICUXUUKUX U MEAUTATUBHUX PacTionoxeta. Te cnuke
caapxe npeno3HaTbuB IaHunhes 3HaK TeoMeTpUjcke MPOBEHUjEHLUMjE U YNTPKOC
YUHEHUUM 1 je OH ancopdoBaH y CIMKAHO TIOTbE OCTaje IOMUHAHTHUM CydjeKToM
KOMTO3WLUWj€, OLHOCHO HheHWM TIOKPETAUEM U 3aKJbyuyKoM. Takohe y oBom
UWKNYCY, TAYHUjE ¥ HETOBOj MEOUTATUBHOj KOMTIOHEHTH, TPUMETHU]jA je ayTOpOBa
CKJIOHOCT TAOUCTUUYKOM Yuery Koje 3aroBapa jeAHOCTaBHOCT XUBOTA W CKNaZ C
TIPUPOLOM, Te 1A je TIPOTUB APYLUTBA KA0 COLMjanHO-eTaTUCTUUKE TBOPEBWHE.
OBa ce cepuja, Kao ¥ YUTaB OTIYC OBOT YMETHUKA, OANIUKYje CHarOM UMarMHauuje
Y cneuudUyYHUM TOBOPOM €TUYHOCTH jep jaCHO MPOToBapa 0 ayTOPOBO)
IUCKpeUunju 1 ogpeheHoj camo3aTajHOCTH, TIOLWITO OH HUKOMe He Hamehe cBoje
YMeTHUUKe CTaBOBE, Beh je 3al0BObaH UTO MOXE 1la, IUCTIOLUPAH O XaOTUUHe
CBaKOZHEBULE, Y MUPY CTBapa ¥ TOBOPU UCTMHY OHWM HajdosbyM WTO 3Ha —
€T3aKTHO ETUUYKH U eCTETCKH 3a0KPYXeHOM yMeTHowhy. Jep, no Taousmy, TMIMHA
je HajrnacHuja.

MehyTum, Bpno je dUTHO oa y 0BOM uuknycy TlaHuuh KonoprM3mom HacTaBmba
CBOja UCTpaXKWBata NpodnemaTruke CBETNOCTH KOje je jolw AaBHO 3amoyeo, a
0 yeMy 3opaH T'aBpvh nuwe: ... ¥ ceome cxsaliary 60ja U y wUX0BOj UPUMEHLU,
Haw aytop tonasu og toyka Egyapga HYunuge, xoju je 3a cebe loBopuo ga,
3axsasbyjyhu yliuuajuma Koju cy gonasunu us jekitiupe HeMaykux, UHgujCcKux
U opujeHiianHUx muciiuvapa, “Uputiaga upHoj ceetwnoctuu”’. Cawa laHyuh, ca
cBoje clipaHe, besy cxsallia Kao “3emasbCKu cliekiap”, a upHy Kao “HelatiuBHU
tipoctuop”. JacHo je ga ce caga jykclialiosuparwem 0BUX gBejy BpegHOCIU Y ulpy
yBOgU HOBO yKUgate, He camo U3 cykoba lpse kao “36upa BpegHocu” u gpyle Kao
“HelalluBHOI pa3noMKa”, Helo u3Biavyerwem u3 gyobuHe 0 yemy CBegoyu cama welosa

ekciiypa...2

2 3opaH TaBpuh, ,0n KOHCTPYKTUBHOT Ka KOHKPeTHOM Yy cnukapcTBy Cawe TlaHuuha“, Tanepuja 3BoHo, beorpan, 2002.



Tpema Tome, boja je no TlaHunhy eKBUBANEHT U OTIEAano CBETIOCTH, a OHa je
be3 nkakBe cymmwe y ayTOpoOBOM pagy jelHaKW YMHUNAL IMHAMUKE Kao WTO je
¥ ToKpeT. M3 cBaKOT noTe3a BeToBOT ,KUCTA" MOMjefHAKO MpoToBapa epyavuuja
Kao Y UCTaHYAHU CIIMKAPCKU HEPB KOju he CNojeBUTY KOMTO3ULHU]Y 3aCHOBaHY
Ha CTPYKTYPanHOM CIIMKapCKOM 3HAKOBIbY OLEHYTH Y PYXO CaBPEMEHOCTH, bome
peyeHo De3BPEMEHOCTH, jep HeToBe CIIWKe Haaumnaze POCTOPHE U BpEMEHCKe
onpenHuLe.

YmetHocT Cawe TlaHunha uneHTUdUKYje ce ca caMum GU3UUKUM TIPOLLECOM
BJIACTUTOT HacTajatba, anu Ce UMak oaMHYe Of, Hauena MUHWManu3Mma, Toe
€MOTUBHOCT, KONIOPUT, UKOHWYHOCT UNU eKCTIPECHja IPecTajy Aa MoCToje.
AyTOpoBO CTBapanawTBO HHUje ocnodoheHo emouuja, Na yak Hy ogpeheHe
HapaTWBHOCTH, a MOTBPhyje Haueno 4a uucTa ¥ KOHKpeTHa YMETHOCT MOXe, BULLe
oJ, BpOjHUX aKTUBUCTUUKUX aruTauuja, Aa 3Hauv dopdy 3a MpaBeAHO APYWTBO
cnodogHo of MaHuMynauuje, excrnnoaTauuje v Uoeonoruje.

BPEJIUHA /| HEAT /2020
aKpWITUK Ha mnaTHy / acrylic on canvas
54 x 65 cm




OPYTA OBAJTIA/ OTHER COAST /2020
aKpWIMK Ha mnatHy [ acrylic on canvas
162 x 260 cm / ounTux [ dyptich







EX NIHILO / 2020
aKpWKK Ha TnarHy / acrylic on canvas
162 x 260 cm / punTux [ dyptich







PLACEBO / 2020
aKpWnvK Ha mnatHy / acrylic on canvas
162 x 260 cm [/ nunTux [ dyptich







TIOTNEN Y HEOOTNEL / GAZE INTO INFINITY / 2020
aKpWNMK Ha nnatHy / acrylic on canvas
130 x 162 cm



TABULA TEMPUS / 2020
aKpHUIWK Ha nnatHy / acrylic on canvas
162 x 130 cm




3UMCKU CAH [ WINTER SLEEP / 2020
aKpunuK Ha nnatHy / acrylic on canvas
162 x114 cm




HORHW BYKET / NIGHT BOUQUET / 2020
aKpWIKK Ha nnatHy / acrylic on canvas, 65 x 54 ¢cm

AURORA / 2020
aKpWIHK Ha nnatHy / acrylic on canvas, 54 x 65 ¢cm



CEMAHTUYKE CEHKE / SEMANTIC SHADOWS / 2020
aKpWNUK Ha nnatHy / acrylic on canvas, 162 x 97 cm




Mladen Luci¢

GAZE INTO INFINITY

It is possible | no longer understand today's art. Most of what has been shown
at various biennials or exhibitions conceived by curators in the last few years,
even with great effort, good will and earnest endeavor, | cannot classify as art. |
really do understand the artist's need and sincere desire to be socially engaged
and speak out through activism about today's perverted society, ruthless corpo-
rate methods, the plague of consumerism, to show solidarity with human suffer-
ing. However, | do not recognize art in a series of documentary films and video
clips, photo documents, surveys and political proclamations. | believe, that the
discourse of art has always been to enhance, warn and comment, and that direct
agitation is not something art should do by default. Artists practicing activism
unconsciously become part of the same global program they are fighting against.
For example, a video wall worthy of the Hollywood Oscars is donated to an artist
by one of the world's leading manufacturers of such equipment while the artist
in his work speaks of the ruthlessness of liberal capitalism and the inhumane
dictates of those very corporations. In doing so, | think art loses its power as it
does in the case of the new curatorial practice when the curator collaborates
with the artist in the creative process. Almost every work is accompanied by
mostly meaningless texts (including the artist's), so that the audience would
understand what the artist wanted to say. It is a pity such a practice did not ex-
ist in the past, so, for example, Caravaggio would clearly have written what he
wanted to say by painting the Calling of St. Matthew or Leonardo with the Mona
Lisa. Such accompanying texts would be absolutely necessary in order to under-
stand Duchamp's urinal or Picasso's synthetic cubism, and especially Malevich's
White Square on White. Unfortunately, these texts do not exist, therefore from
the aspect of today's curators, it is in fact, questionable to what extent the given
examples can be considered to be art at all. Of course, in order to be artists,
Caravaggio, Leonardo, Duchamp, Picasso and Malevich, as well as their chroni-
clers, would have needed to write in English, as is obligatory to do so today in
the spirit of globalization (neocolonialism), because as Mladen Stilinovi¢ said
- The artist who cannot speak English is not an artist. | would add that the one
who does not agitate for LGB communities, does not mention the migrant crisis
and does not criticize consumerism is not an artist, just as artists are not those
who invoke historical heritage, tradition, national identity or correspond to
avant-garde experiences and modernism in their works.

Therefore, Sasa Panci¢ is not an artist. This conclusion is imposed by the
parameters of today's perception of contemporary art, but since | am the curator
of the older generation, | will still call Sasa Panc¢i¢ an artist in this text, no matter
how anachronistic it may be in today's visual art discourse.
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Taking into account his oeuvre, it is evident that he is an artist who uses the
experiences and achievements of avant-garde and high modernism as clear
starting points for his own artistic experiment, which he continually realizes by
analyzing and re-examining these experiences, i.e. putting them in a different
context and supplementing them with ideological and technological innovations.
Pancic's works are indirectly connected with the phenomenologies of construc-
tivist, minimalist and the avant-garde, as well as the mental features of concep-
tual art. Such an approach implies various authorial procedures characterized by
the work becoming an exploration of a specific process of artistic creation or act,
which reduces art exclusively to its basic functions. So far Sasa Panci¢ has in his
work, on the vestiges of constructivist postulates, most often dealt with the issue
of spatiality, more precisely the relationship between the iconographic subject
and the space it is located in. In spatial drawings and paintings, he evidently
strives for the third dimension, whose illusion he achieves by bold shifts of paint-
ed elements, their mutual correlation and joint juxtaposition in regards to the
surface of the painted field, thus creating and obtaining a specific spatial image.
The layered and shifted application of constructive elements in sculptures and
objects create the illusion of a certain interspace, created by their intertwining,
that is, at the moment when one element occupies the space of another. Such a
procedure may refer to the application of slipped or shifted physical laws based
on theories and perceptions of relativity by which the artist may also warn of his
personal negation of his work of art as a completed and predefined artifact. The
illusion of movement, which Panci¢ insists on, certainly significantly contributes
to this and adds a kinetic property to his sculptural works. The actual spacious-
ness of the object acquires a new, transcendental property with the initiated
movement, which is emphasized in recent works where the artist replaces man-
ual painting procedures with digital techniques. The line is no longer a gesture
by the hand, but becomes a vector calculation, which certainly makes the artist's
problem of transforming two-dimensional into three-dimensional space visually
more plastic, that is, it brings it closer to reality.

All of Panci¢'s objects could be called dynamic as they attain almost holo-
graphic levels by induced movement, mutual intertwining, complementing,
transforming one into other. They, regardless of their modern sensibility, innova-
tive visuality and technological perfection, are grounded in the constructivist
experiences of the Russian avant-garde, that is, in geometric laws. An artist,
whether a painter, sculptor or architect, by default strives for geometry, because
just as a sphere, cube or prism is perfect in proportions, so artists strive for
geometric harmony as the equivalent of the perfection of personal expression.
"Geometry, the science whose subject is space, its measure and its relations, has
always been the law of painting itself"1. This Apollinaire’s thesis is confirmed by
Pancic's works, the basis of which is a solid starting point of geometric prove-
nance from which the artist sets sail in numerous and varied space-time odys-
seys. These objects seem visually powerful, aesthetically rounded, thoughtful
and imposing, reminding us (despite the author's conscious escape) of today's

1 Gullaume Apollinaire: Novi duh (New Spirit), Logos, Split, 1984, p. 12
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forgotten language of modernity, which strived for a progressive, intellectual and
innovative context of art.

Panci¢, a painter, is somewhat different from Panci¢, a sculptor, although the
problems of executing a work are similar. If we agree on the starting point of the
artist's overall expression and its semantic and aesthetic upgrading, it is evident
that in addition to structuralist and constructivist elements in his painting there
is a certain existentialist discourse. Considering painting a somewhat more inti-
mate expression, he now moves further away from the postulates of modernism
and the avant-garde, although the influences of modernists (primarily Chillida,
then Soulages, Hodgkin, Klein or Motherwell) are still clear. With his layered and
gesturally powerful paintings, the artist clearly expresses his aspiration to pre-
serve his personal artistic identity and individuality in spite of the present time,
which systematically denies and rejects such values. Panci¢ expresses his inner
introspection in paintings, a kind of inventory of his personal hygiene of the
soul, which coupled with his constructive creative singularity results in works
that we simultaneously view as a material and spiritual fact, and by their credo
invoke ethics and morality; in a word — art. Using the language of stucturalism
and existentialism, these images approach art Informel more by their personal
primordial, instinctive and ideological than formative characteristics. Introducing
an existentialist component into his ideological and artistic worldview, perhaps
subconsciously, he assigns his painting the role of an aesthetic and ethical cor-
rective that will unite the painters' knowledge and insights, and neglect social
practices, i.e. today's dominant programmatic role of art. Although he painted
achromatically for years, in black and white, he now reaches for color, from azure
harmonized parties to a strong contrast of basic colors, especially yellow and red.
These (let's call them abstract) paintings clearly testify to the artist's continuous
artistic experiment, which strives to achieve progress, both in the spatial and
conceptual sense. Panci¢ now leaves the blackness and density of the uterine
world and goes to brighter, chromatically playful organic forms, paying hom-
age to the painting of Tashism, which he skillfully incorporated into the unify-
ing artistic experiment of his research on modernism in the 1960s and which is
now enriched by personal psychological and meditative moods. These paintings
contain a recognizable sign of Panci¢'s geometric provenance, and despite the
fact that it was absorbed into the painted field, it remains the dominant subject
of the composition, that is, its initiator and conclusion. Also in this cycle, more
precisely in its meditative component, more noticeable is the artist’s inclination
towards Taoist teaching, which advocates simplicity of life and harmony with
nature, his rejection of society as a social-aesthetic creation. This series, as well
as the entire oeuvre of this artist, is characterized by the power of imagination
and specific language of ethics as it clearly speaks about the author's discretion
and a certain self-denial, since he does not impose his artistic views on anyone,
but is satisfied that he can, dislocated from the chaos of daily life, create in peace
and speak the truth in the best way he knows — with precise ethically and aes-
thetically rounded art. Because, according to Taoism, silence is the loudest.
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However, it is of great importance that Panci¢ uses in this cycle intense colors
to continue his research on the problem of light, which he started a long time
ago, about which Zoran Gavri¢ writes: ...In his understanding of colors and their
application, our artist starts from the teachings of Eduard Chillida, who said that,
thanks to the influences that came from the readings of German, Indian and Ori-
ental mystics, he "belongs to the black light". Sasa Panci¢, for his part, understands
white as a "terrestrial spectrum” and black as a "negative space". It is clear that by
Juxtaposing these two values, he introduces a new elimination into play, not only
the one from the conflict between the first as a "sum of values" and the second as a
"negative fraction”, but by extracting from depth as testified by his very texture ...

Therefore, according to Panci¢, color is the equivalent and mirror of light,
and undoubtedly it contributes as much to the dynamics of his works as does
movement. From every stroke of his "brush” erudition speaks as well as a refined
painterly nerve that will clothe the layered composition based on structural
painterly insignia in the spirit of modernity, or rather timelessness, because his
paintings transcend spatial and temporal determinants.

Sasa Panci¢'s art is identified with the very physical process of its own cre-
ation, yet it moves away from the principle of minimalism, where emotionality,
color, iconicity or expression cease to exist. His work is not free of emotions or
even certain narratives, and it confirms the principle that pure and concrete art
can, more than numerous activist agitations, denote a struggle for a just society
free from manipulation, exploitation and ideology.

2 Zoran Gavri¢, ,From Constructivist towards Concrete in the Painting of Sasa Panc¢i¢”, Zvono Gallery, Belgrade, 2002.
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CALUA TIAHYUT je poheH y Moctapy 1965. ropuHe.
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