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Npo3op / Window
1999, yrbe Ha nnatHy / oil on canvas, 150x150cm
curivpano Ha nonefunn / signed on the back

bpanncnas iumutpujesnh

bOPA N/bOBCKW: NMPABUJIA UTPE

HeLTO CACBUM U3BECHO
Y Ma2au CKpuBeHo
YUCTO U jegUHCTBEHO
CBe je NPeoKpeHy/o!

Pehu hemo 6e3 okonmLarba: CMKApCTBO Bope V/bOBCKOT Ce Y BENKOj Mepy
pa3nvkyje of NOCTynaka Koju kapakTepuLly yMETHUUKM aMOUjeHT y KOM je 1e10Bao,
Te ce Tako Moxe pehn a je Heros CIMKApPCKM je3Kk HACTao YNpKOC TOM amOujeHTy
¥ NOCTA0 YWH NpeBasuiaxerba Tor ambujeHTa 6e3 HeroBor HanyLwTamba. Y HeroBom
C/IMKAPCTBY NMPUCYCTBYjeMO M3BOferby, a 3aTUM pa3pajam U pasBojy, jeAHor cacBUM
JeAMHCTBEHOT, a/IM 1 CACBMM WU3BECHOT 1 YMCTOT, CIMKAPCKOT je3MKa Koju ce
AMCTaHLMpa 0 CaMO3aJ0BOJbHUX FECTOBA, MYTHOT MULL/bEHA M ApYTvX 00MKa
“cnosbaBarba YMETHOCTM Koja je 0benexasana CyToH MofepHM3mMa. Huje NboBckm
jeanHn cmkap Koju ce AucTaHumMpao o npucuia oBe CpedrHe, aim jecte jeauHCTBeH
Mo TOMe LUTO je TO ANCTaHLMpatbe CNPOBEO KPO3 UCTepUBAbE A0KA3a HA MeCTy
n3Bohera HeHe NnocTMosepHe kakodoHuje — oHe y kojy je M/boBcku ybaueH Kaaa
je MoYeTKOM ocamaeceTx ,ynao“y TPeHL, ,HOBe CIIMKe', NaKO je HeroBo CNKapCTBO
Y TOM TPeHyTKy 6110 CamMo Y HEKOM CBOM COMCTBEHOM JIOTMYKOM KOHTUHYWTETY Ha
Tpary paspafe 1 peMHBeHLMje MOLEPHUCTUYKE CIMKe, U HUJedHe apyre.

Y cuTyaumjy Aa nocTaHe jefaH 0Bako MapKaHTaH YMETHUK Y OBAALLHEM NOAHEDBY,
NmOoBCKM CTUxe y OYKBANHOM 1y MeTadOopUUKOM CMUCIY Kao n3bernnua n
,poneTep” — OHaj KOjU He nocepyje HULLITA APYro, OCUM, Y HErOBOM CAYYajy,
CONCTBEHOT TaneHTa. PohjeH je y jeky [lpyror cBeTcKkor pata, kao Mepukanc Mibonynoc,
y MecTy [lpeHoBa y ceBepHOj [PUKOj, MeCTY Kora BuLLe Hema Ha reorpadckim
kapTama jep je 40 Temesba CPYLLEHO y FPYKOM rpafjaHCKOM paTy a HeroBo CI0BEHCKO
CTAHOBHWLUTBO pace/beHo.> Y1TaBo AeTUHCTBO je MPOBEO NO U36erMykMM 10ropuma,
npemeLLTaH 13 MecTa y MecTo, yraBHOM Y Mo/bCkoj, Aa 01 Ha Kpajy ca YeTpHaecT
rogvHa gowao y beorpag. beorpaacka akafemuja npenosHaje Hheros TaieHar v oH

1 13 necme Darkwood Duba n bucepe Benetannuh ,Helwto cacBum n3BecHo"

2 VI/bOBCKM je 130eraBao fja roBOpU 0 CBOM [IETUHCTBY U jefilaH 0f, PETKMX TEKCTOBA KOju
M3HOCK Heke nofiaTke o Tome je TekcT Mome Anmuha ,A30yka Buaa bope MboBckor', Beveprhe
HoBocTy, beorpag, 20. 02.1977.



1961. buBa (M3 fpyror Nokyluaja) Npum/beH. Basbaa jeamHa cpehiHa okonHoCT Koja he
noaynpeTn pasBoj HheroBor CIMKAPCKOr Ta/leHTa jecTe [ia je Kao YMETHMK CTacaBao y
NOMTUYKOM CUCTEMY KOjM je 61O OAroBOpaH Npema yMEeTHOCTM W KYITYpU 1 KOju My
omoryhasa aa Beh 1970. CTekHe 1 CBOj NpBY aTesbe.

HajpaHuje cnnke bope M/bOBCKOT, OHE Koje je M3/10)KMO Ha CBOje NpBe [1Be
camocTasHe n3noxbe (fpaduuku KonekTMB M Konapyes HApoaHW yHUBEP3uTeT, 1968),
Jak/e OHe Koje Npunafajy npBoj a3 HeroBor paja 4o noyeTka cefamiaeceTmx,
Hajuewhe cy y pyTMHU3MPAHUM KPUTUYAPCKMM HapaTUBKMMA CBPCTABAHE Mof,

nojam ,HoBe ¢urypaumje” OBa He NpeTepaHo KOPMUCHA KOBaHMLA CAYXMAA je fa

ce 00jeanHe pafoBK YMETHUKA KOjM Cy TOKOM fipyre NOMOBKHE Le3AeceTuX Kao
0Mo3ULMjy MOJEPHUCTMYKO] ancTpakLmju Buaenn pedepeHLyjanHo, HapaTMBHO

¥ MAYCTPATUBHO CIMKAPCTBO Y KOM je Kao 3ajefjHNuKM Npeno3HaT $pokyc Ha

JbyACcKoj urypu. OTyaa je Kof, Hac v AaH-faHac 3aapxaHa jefHa Heynotpeb/bmea
JNXOTOMUja (ancTpakTHO-Gu2ypaTUBHO) Koja Pasnnky y yMETHOCTU CBOLM HA HEKM
0a3nyHM K/bYY HEHOT NPeno3HaBakba, a He Ha HeHe CTBApHe eCTETCKe W ApYLUTBEHe
yunHke. OBa IMXOTOMMjA NOHAB/bA Ko dapca Tpareaujy LMXOTOMUje peann3am-
mMogepHu3am, koja je seh buna pasgelueHa Ko, paHux NMOHKMPA ,ancTpakLmje’ n
Koju 61 pasnje KOPUCTMAN NOjMOBE ,PEATHOCTU 1 ,,peann3ma‘ Hero ,MofepHM3Ma“
kaga 6u onucvBanu cBoj pag. Ha npumep, MoHapHUaHoOBa ,4MCTa PEAHOCT UK
Jpeannzam” pasnmx ,durypa“y Hacnosuma MasbeBUUEBMX CYNPeMaTUCTUYKNX
cvKa. Ha tom Tpary je n U/boBCKK, 1 ynpaso nonyT MoHApuaHa, Kojer je n cMatpao
,HQMOETUYHM]UM 0f, CBMX CMKAPA', NOUMHbE 1 Pa3BMja NOCTYNAK KOju BOAyM Ka
FErOBOM CreLPUUHOM ,IOMMakby KOHKPETHE peanHoCcTh®

Otyna je 6nmxe oppehervy cnvka bope V/bOBCKOT C Kpaja LWe3aeceTux — Kaja cy
OHe CpoJHe NoHerge cavkama Hewkosuha a noxerae Pebuha - ynyhusarbe Ha
,HOBY NMPeAMETHOCT" Kako je TO Taaa 3aroeapao Jewa fleHerpu. M cama ¢urypa

je y 0BOM CMKAPCTBY npegmeTHa, CvKa NpeacTas/bajyhn HelwTo npegmeTHO
CTBapa OfiHOC ANCTAHLe NpemMa TOME, Na Yak 1 0TyRerba, 1 0Tyaa NpegMeTHo

¥ nocTaje npegmeT cankapcke cnekynaumje. To je 3ajejHMYKO 0BOM Tasnacy y
C/IMKAPCTBY LWEe3AeceTrX, CIMKAPCTBY Koje je KalenA0oCKOMNCKM NPOXXEeTO Nomny/iapHOM
KYITYPOM U KOHCEKBEHLIAMA POOHO-MOTPOLIAYKOT APYLITBA, MOGHUM U FpapUUKnm
AM33jHOM, 1 YONLUTE CBETOM fpegmeTd KOju Merbajy PeaiHOCT 1 Hally Kopenauujy
C HOM. YOCTa/IOM, U3 /IOTMKE NPegMETHOT KOHLUMNMPAHA je U 1310X0a kojoM je
1971. oTBOpeHa ranepuja CTyoeHTCKOT KynTypHOT LieHTpa y beorpagy, n3nox6a
ApaHrynapujym, Ha kojoj he yyecTBoBaTH M U/HOBCKM.

3 OBpge v apyrae ynyhyjem Ha HaBofie v Te3e NpefoyeHe y MOM TeKcTy ,[TOHOBO 1 yBek"
0bjaB/beHOM Y KaTanory my3ejcke peTpocnekTuse: bopa MmoBcku — [10HOBO 1 yBek, My3ej
caBpemeHe ymeTHoCTH, beorpag, 2006.
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bopa W/boBckK, 1993. 13 aTebea y CTpaxukbmha 6ana 3, beorpag. ®oto MunaH Josuh
Bora Iljovski, 1993 from the studio in Strahinjica bana 3, Belgrade. Photo by Milan Jozi¢

ANy TOM NPENOMHOM TPeHYTKY, M/bOBCKM He 3a1a3n fajbe Yy KOHCEKBEHLIE HOBE
yMeTHWYKe npakce, Beh 0BO NocTaje TpeHyTak y kom, nocsehyjyhu ce conctBeHom
C/IMKApPCKOM UCTPaXnBarby, kpehe y fia/by aHaIn3y npeaMeTHOT 1 3HAKOBHOT Koja
he ra ofBecTu kpajem Te fieLieHuje 1 o HOBOT je3nKa — jep CBaKM je3nK ynpaso
nonasm of, ycnocTasB/batba OHOCA M3MeRy 3HaKa u npegmeTa. Ha camum Apec u3
1977. - 2 CIMYHO je 1 Ha ApyrvM CMKama 13 Te $ase Kao LITO Cy PagocT je ocBexerbe
1 06pHyTO (1976) Unu HanywTtena pedernya (1977) - CIOBHN 3HAKOBM YjedHO ce
nojas/byjy 1 NpuKprBajy y GoHy kanenaockomncke ckprueanuLie, LWTo nocMarpaya
CTaB/ba Y MO3MLMjy YMTAua, & YnTaya Koju je y Cmum npoumnTao ume bora para spaha
y nocmartpaya reoMeTpujckmx 06/Mka HaMK KoAxMparma Konop-nanupom,
Aakne CBe 10 AeTuHbe BepudmkaLmje CynpemMaTUCTUYKIX U APYTUX MOLEPHUCTUUKMX
YMETHUYKMX MPOojeKLmja.

Ha cnvkama OtBaparbe kBagpara (1975) nan Y ner pegosa (1976), cBeLo4MMO
kopuLhetby IMHeaApHUX 3HAKOBA KOjU HUCY KOHBEHLIMOHAHO MMCMO v UMajy CBOj
KanauuTeT 4a ce UCMosbe Kao TakBu. OBe 1 HbKMa C/IMYHE CIMKE 13 TOT BpeMeHa
OpraHu30BaHe Cy Y jefjHaka nosba, Wn y jefHake H130Be — LWUTO HAc ynyhyjy y npsom
C/y4ajy Ha LWaxoBCKe, a y APYroM Ha HOTHe 3HaKOBHe KOHBeHLuje. OBe cvke ynyhyjy
Ha NpeBa3naxerbe pasnvke U3mMeRy npeamera (Gpurype nam 3Haka) n nosaguHe-
ambujeHTa Ha K0joj Ce OBYM 3HALIM UCMOsbaBajy. Takohe 3anaxamo TeHAeHUMjy Ka
(hopMuparby 3HAKOBHMX jefMHULA KOje Ce OHA MOTYy BapupaTh 1 CUCTEMATUUYHO



pacnpocT1paTy no niaTtHy, WTo nocTaje onpeaesmbyjyhe 3a HapeaHy dasy no kojoj he
N/boBCKM ocTaTh nocebHo ynamheH.

MpekpeTHMUKA je CBakako cavka Ha upHom nosby (1978, kon. MCY beorpap), jeaHa
OfL K/bY4YHUX CNMKA yonwTe y camkapcetay 20. Beka y Cpbuju n Jyrocnasmjn. Ha osom
nnaTHy (koje je n yben/bnBo Hajseher Gopmata y HheroBom AoTafallkbem pagy,
,[I0BO/bHOM 1 AaH-laHaC’, KAKO je rOBOPMO) MOHAB/bA CE U PacnpoCTUpe MOTHB
roToBO ,OTOrPaMCKM” NONOKEHNX MPEKMHYTUX KPYXXHULA HACMKAHWX Y XYTOj,
MaBoj 1 LpBEHOj 6oju. HbNXOBM NPEKNAN, a YjenHO 1 IOMOBM TUX KPYXXHULA NOA,
OLITPUM YINIOBMMA, CTBAPajy BapWjaLuje, CBaKY jeAMHCTBEHY 3a cebe au jeaHaky
CBMM ocTanuma no cebu. OBakBe BapwjalLinje 3HAKOBHUX jeAMHULA YNHE enemMeHTe
jenHor CIMKapCKor je3vka y popmuparby jep civka ycnesa Aa belwasHo foBene y
BE3Y OHO LUTO CE YMHM KA0 NPABMIHOCT HEKOT 3HaKa (CTPOrocT, AUCLUMANHAPHOCT,
CMCTEMATUYHY KOHBEHLMOHAHOCT) 1 OHO LUTO YWHW HeroBYy BapujabuaHOCT Koja ce
MOXe roTOBO OECKOHAYHO MOHAB/bATM KA0 KOHTWHIEHLM]a.

Heka BpCTa HYXHOCTH CBOfjerba 3HAKOBA HUXOBOM EKCTPAKLIM]OM M3 OHe
kanenpockoncke Gyke y Kojoj Cy ce Hana3uim Ha NPeTXofAHUM CIMKaMa, OBfie Ce
AO0BOAM Y Be3y Ca NOTeHLMjaoM fia Ce YHyTap TakBe CTPOroCTW 1CMosbu cnobofHa
noeTuyKa urpa. [lake, OHO LWITO MMa NOjaBHOCT Hekor pattern-a (obpacua, Ae3eHa,
WwabMoHa, KaKo KO BO/IM) HUje HeLTO LWTO Ce penpofykyje Beh HewwTo WTo ce Bapupa.
Kaaa ce usroeopy ¢pockyna aa yMeTHOCT YBeK jecTe Heka BpCTa Urpe, HaBupy
4YecTo U Kp1Be acoumjaLmje Ha Npa3He 13pase pa3mMaxaHe yMeTHUYKe cnoboae

0e3 KOHCTaTOBatba OUMINIELHOT: HemMd uepe 6e3 npasuaa nepe. Cinkapcteo bope
N/bOBCKOT y OBOM TPEHYTKY CTBapa NpaBm/a CBOje Urpe 1 Noumntbe 4a ce urpa. Anm
Kako peue Jbyba Muropujesuh koHcTaTyjyhn To aeunje n Mrpayko” Kog M/boBCKOT:
OHO LUTO je OB[ie AETMHACTO jecTe 3anpaBo ,HauMH OTBapaba TParnukom"*

HapenHu kopak y oBom npoliecy 6una je cnmka Fuk-tak I (1981, kon. Tanepuja
CTpymuLLa) Ha KOjOj 3amaXkaMo Kako Ce MOTUB KPYXXHHLe pa3Buja Tako Aa ce

HbeHE IMHMje Cafa MOTY HACTAaBWUTU HA PAa3NUMTe HAUMHE: Of NPABOJIMHW|CKOT
KpeTarba Koje MoTuye n3 INHMje NPeYHnKa Aasbe Ce MOXKE IOMUTH MOJ, OLTPUM

VAN TYNYUM YII0BMMA CBE [10 HeHOT CIMPAHOT yBUjaba. JOAMPY U NMPEKMUan TUX
NVHKja CTBapajy HOBe 3aTBOpEHe 1 0TBOpeHe GopMe, LITO Ce OHAA Yben/byBo Aajbe
passuja Ha canuym Beher dopmara, Fuk-tak 11 (1981). Ta cimka Koja je CTOBpEMEHO 1
OrpOMHU LpTex GEI0M Ha LipHOj M03auHM, OTKp1BA NperpLuT Gopmu Koje ce Mory
MCMUNETW U3 0BAKO YCTAHOB/bEHE MPONo3nLmje: ancTacte hopme, nosymeceyacte
popme, pubonuke ennnce, a oneT CBe M3reaa Kao jefHa HUT Genor KoHua Koju
nyTyje No TKAaHWHWU. Y OBOM TPEHYTKY Ce 1Mo npBu NyT ocnobaha oHo LWTO je Tewwko Aa

4 Jbybomup Tnuropujesuh, pref. cat. bopa MmoBcku: 25 cmka, 8 konaxa, 17 upTexa, fanepuja
Hapexna lMetposuh, Yavak, 1981.
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He MOXXeMO acoLMpaTH - YATaBa jefiHa NOACBECT NpeneTa OpujeHTANHMX apabeckn
WAW fipyre CpeAHeBEKOBHE OPHAMEHTANNCTHKE KOja He MpaBu pa3nunky namehy
npenaeTeHnx NPUPOAHUX 1 apTUDULMjeNHUX 3HAKOBA. TakaB BU3YeHM apXeTun
MoYnbe OBJE [a Ce UCMo/baBa Y HEYMO/bUBOM je31KY MOLEPHUCTUYKOT CIMKAPCTBA.

N aKo je 1 jelaH YMETHMK OBfe YCNeo Aa MoBeXe OHO WTO je U3pedeHa Texba
MHOTMX, [Ja NPOroBOpe M3 HeKOr apXeTUNCKOr Hacieha MOEPHUM je3MKOM, OHAa je TO
ycneno bopu M/boBCkoM. OneT MOHAPUAHOBCKM, YCTOM MHTYMLMJOM IO gpyaayuje
XAapMOoHMUje.

I Tako Ha je[iHOj 0, NPBMX C/IMKA Y KOjUMA Ce pa3Buja Taj HOBM CBET anCTPaKTHe
kanurpaduije, Ha camum TayHo y nogHe (1982) 3anaxamo LwTa cBe Mory 6utm
MoTeHLMjann 0BaKO YCTAHOB/bEHUX NpaBuAaa urpe. C jeaHe CTpaHe, To je moryhHoct
A3 CBaKa HOBA BapujaLja NoYHe fa CTBapa CBOje HM30Be N HOBe 0OpacLie: IOMOBH
KPY>XHUMLIE NMOA OLITPUM YIIOM CTBAPAjy KPUBOIMHUJCKO-TECTEPACTM LIMK-LiaK,
Cnupane ce Jynavpajy u 3ajedHo TBOpe NnoJy3aTBOPeHa Mnosba, Npase InHuje ce
Bnaro caBujajy y enunce, a CBe Ce MHWje JOAMPYjY, CyAapajy, NPeKknaajy, HACTaB/bajy.
CBaka Hac/aMkaHa wapa ce Hamehe Kao HEMOHOB/BbMBA, Kao 06pasall CBOje CONCTBEHE
jenvHcTBEHOCTM y OKBUpY jenHe Beh paspafjeHe noruke. C gpyre cTpaHe, 6oja nountbe
JA Ce UCMOo/baBa HA MOTNYHO APYrayunjy HAYMH HEro Ha CIMKama 13 celaMaeceTux.
KOHTpaCT LpBeHe IMHM]e 1 NNaBO-3e/1eHe NO3aANHe CTBAPA ApYradunjy OnTUYKy
BMOPAHTHOCT 0f, OHe Kanennockoncko-kakopoHNYHE Ha CrKama n3 cefamaeceTyx,
¥ WN/bOBCKM Cafia MouMHbe Aa UCTPaxyje MOryRHOCTM KONOPUCTUYKOT YNOTNYHaBarba
HberoBe /IMHeapHe urpe.

Ca cnvkama of, 1984, Hafabe, popMe NocTajy 3aTBOpPeHMje Na Cammm TUM U1
NNacTUYHUje, ann 1 cee aeduHNCcaHnje KONOPUCTUYKUM KOHTpAcTUMa n3mehy boje
koja ncnyrbasa 3aTBopeHe Gpopme 1 Boje y N03aAMHM Koja YMHW JOMUHAHTHU TOH
civke. TakBa je ynpaso Cvka Jazz (1984) Kojy je yMETHWK NOKIOHNO MYy3M4apKu
buicepy Benetannuh, 1 koja AMPEKTHO pedeprpa Ha OHO HA Yemy je YMEeTHMK
MHCMCTMPAO, a TO je [1a je MHCMMpaLyja 3a HeroB CIMKApCKM NocTynak bmna
MYy3WKa, @ NOCEDOHO Lie3 My3KKa. MI/bOBCKM je 4eCTO FoBOPUMO O CBOjUM MHMjaMa

Kao 0 ,Lie3rpaHnM IMHMjamMa’; Koje 0CTBAPY]jy Kako PUTMUUKY Tako U MEeNoaumjcKy
CTPYKTYPY, AOK je 60ja onpeae/beHa 3a No3aaMHy 3anpaBo My3uuka 1ecTBuLa y
umnjem Kbydy JOXKMB/bABAMO Taj pUTam n Menoaujy. Ctora cy, Kao v Kof, Lie3 My3uke,
HberoBe MeTPUUKO-PUTMUYKe GUType CHHKOMMPAHE, W YBEK Hau3Ies HapyLLIeHor
pacnopesa 1ckasyjy Hemup 1 NPOMeH/bUBOCT YHYTap HEKOT YCTAHOB/bEHOT JIOrMYKOr
cucTema Koju cnege v Bapupajy. Otyaa ciamke bope W/bOBCKOT, CBE Hherose Cnke
0f, NOYeTKa 0CaMIECeTMX Na A0 Kpaja KMBOTA, NMOBe3yjy ABe KPajHOCTH: U3 CBOje
AepUHMCaHE 1 CUCTEMCKE NIOTVIKe 0TBAPajy NMOTEHLMjan MPOMEH/BMBOT U MOETUYKOT,
4y[0 MMNPOBM3aLMje Y OKBUPUMA jeHe CACBUM M3BECHE 1 NeJaHTHO UCMosbeHe
HEMOHOB/bUBOCTY.



bopa WmboBckK, 1968. ca u3noxbe y ranepuju Konapuesor HapogHoT yHUBep3uTeTa, beorpaa,.
®oTo MunaH Josuh

Bora Iljovski, 1968 from the exhibition in the Galerija Kolar¢evog narodnog univerziteta,
Belgrade. Photo by Milan Jozi¢

bopa WmboBckK, 1971. 3 atemea y 29. HoBembpa (bynesap aecnota CtedaHa), beorpas.

®oto MunaH Josuh

Bora Iljovski, 1971 from the studio in 29 November streat (Despota Stefan Boulevard), Belgrade.
Photo by Milan Jozi¢



YXeHa / Woman
1967, yrbe Ha nnatHy / oil on canvas, 115,5x99,5cm
6e3 curHatype / no signature

CrtpaHa 10 / Page 10

bopa MsboBcki, 1968. ca u3noxoe y fanepuju KonapueBor HAPOAHOT YHUBEpP3nTeTa, beorpas,
®oto MunaH Josuh

Bora Iljovski, 1968 from the exhibition in the Galerija Kolar¢evog narodnog univerziteta,
Belgrade. Photo by Milan Jozi¢
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OTBapatbe kBaapara / Opening the Square
1975, y/be Ha nnatHy / oil on canvas, 54x79cm
curivpano Ha nonefjunn / signed on the back

be3s HacnoBa / Untitled
1976-78, Tyw y 60ju / colored Indian ink, 23,5x23,5cm
curimpano Ha nonefjuHn / signed on the back

CtpaHe 14-15 / Pages 14-15

Apec / Ares

1977, yrbe Ha nnatHy / oil on canvas, 100x140cm
curHupaHo Ha nonehunn / signed on the back

12 13






be3 HacnoBa / Untitled
1978, Tyw y 60oju / colored Indian ink, 28x54cm
6e3 curHatype / no signature

be3 HacnoBa / Untitled
1978, Tyw y 60ju / colored Indian ink, 28x54cm
curimpano fone neso / signed down left
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Y net pepoBa / In Five Lines
1976, y/be Ha nnatHy / oil on canvas, 105x130cm
curimpano Ha nonefjunm / signed on the back



TauHo y noaHe / High Noon be3 Hacnosa / Untitled
1982, akpwun Ha nnatHy / acrylic on canvas, 73x91,5cm 0oKo 1985 / around 1985, Tyw y 6oju / colored Indin ink, 50x65cm
curimpano Ha nonefunn / signed on the back 6e3 curHatype / no signature

18 19



Jazz (3a bucepy) / Jazz (for Bisera)
1984, akpun Ha naatHy / acrylic on canvas, 45x55cm
curinpato Ha nonefjuHu / signed on the back

Mwucaunnay, / The Thinker
1986, Tyw Ha nanupy / Indian ink on paper, 35,5x21,5cm
cUrHupaHo Ha nonefjunm / signed on the back

20 21



be3 HacnoBa / Untitled
1989, konax / collage, 41,5x31,5cm
curHupaHo Ha nonehunn / signed on the back
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be3 HacnoBa / Untitled
1989, konax / collage, 32,5x27cm
CUrHMpaHo Ha nonefjunn / signed on the back

23



Jinunn ¢pus-4 / Personal Frieze-4
1990, akpun Ha nnatHy / acrylic on canvas, 66x120cm
curivpano Ha nonefunn / signed on the back







be3 HacnoBa / Untitled be3 HacnoBa / Untitled
1984, cepurpaduja 18/34 / serigraphy 18/34, 50x71cm 2001, cepurpaduja 116/150 / serigraphy 116/150, 30,5x46,5cm
CUrHMpaHo pone fiecHo / signed lower right cUrHnpano fone fecHo / signed lower right

28 29



be3 HacnoBa / Untitled
2000, cepurpadmja 122/160 / serigraphy 122/160, 17x24cm
CUTHMpaHo fofe cpeaunna / signed lower middle

be3 HacnoBa / Untitled
1991, cepurpaduja 19/30 / serigraph 19/30, 55x51cm
curHupaHo pone aecHo / signed lower right

be3 HacnoBa / Untitled

1995, cepurpadmja 242/266 /

serigraphy 242/266, 23,5x16,5cm

CUTHWPAHO fione fiecHo / signed
Bowss jlolSly ToI lower right

30 31



Branislav Dimitrijevi¢

BORA ILJOVSKI: RULES OF THE GAME

something quite certain

hidden in the fog

pure and unique

turned everything upside down’

We do not hesitate to say: Bora Iljovski's painting greatly differs from the procedures
that characterized the art scene of his time, thus it can be said that by creating his
own language of painting despite the prevailing artistic atmosphere, he overcame

it without leaving it. We testify to the execution, followed by the elaboration and
development of a completely unique, but also completely defined and pure style of
painting that detached itself from self-satisfied gestures, cloudy thinking and other
forms of artistic expression that marked the twilight of modernism. Certainly, Iljovski
is not the only painter who distanced himself from the compulsive powers of this art
scene, but he is unique in that he carried out this distancing by dismissing evidence
at the place where its postmodern cacophony took place - the one which Iljovski was
thrown into when he “fell” into the trend of the “new image” in the early eighties, even
though his painting at that moment was only located in its own logical continuity,
following the elaboration and reinvention of the modernist image, and no other.

lljovski arrived at the local art scene to become such a striking artist in the literal

and metaphorical sense as a refugee and “proletarian” - one who had nothing else,
except, in his case, his own talent. He was born in the midst of the Second World
War, as Periklis lliopoulos, in the town of Drenova in northern Greece, a place that

no longer exists on geographical maps because it was razed to the ground in the
Greek civil war and its Slavic population was displaced.? He spent his entire childhood
in refugee camps, being moved from place to place, mostly in Poland, until he

finally came to Belgrade at the age of fourteen. The Belgrade Academy of Fine Arts
recognized his talent and he was accepted (at his second attempt) in 1961. The only
lucky circumstance that supported the development of his painting talent was that he

1 From the Darkwood Dub and Bisera Veletanli¢ song “Something Quite Certain”.

2 lljovski avoided talking about his childhood and one of the few texts that gives some
information about it is: Moma Dimi¢, “Azbuka vida Bore lljovskog’, Vecernje novosti, Belgrade,
20 021977.
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matured as an artist in a political system that was responsible towards art and culture
and which enabled him to obtain his first studio in 1970.

Bora Iljovski’s earliest paintings, those that he exhibited at his first two solo shows
(Graphic Arts Collective Gallery and Kolarac People’s University Gallery, 1968),

that belong to the first phase of his work up to the beginning of the seventies, are
most often classified in the routinized art critics' narratives under the term “ new
figurations”. This coined phrase, a not too useful one, served to connect the works
of artists who during the second half of the sixties saw referential, narrative and
illustrative painting, where the focus on the human figure was recognized, as a
common denominator opposed to modernist abstraction. Hence, we still have a
useless dichotomy (abstract-figurative) that reduces the difference in art movements
to a basic key by which it is recognized, and does not take into account its real
aesthetic and social results. It repeats once again, this time as a farce, the tragedy of
the realism-modernism dichotomy, which was already made discordant by the early
pioneers of “abstraction” who would rather use the terms “reality” and “realism” than
“modernism” when describing their work. For example, Mondrian’s “pure reality” or
“realism” of various “figures” in the titles of Malevich’s Suprematist paintings. Iljovski
was also on that track, and just like Mondrian, whom he considered “the most poetic
of all painters”, he began to develop a process that led to his specific “concept of
concrete reality”.?

Hence, a more precise defining of Bora Iljovski’s paintings from the late 1960s, when
they were in some respect closer to Neskovi¢'s paintings and in others to Relji¢’s, point
towards “new objectivity” as was then advocated by JeSa Denegri. The figure itself

is viewed as an object in this painting, the image representing something objectified
creates an aspect of distance from it, even an alienation, and thus what is objectified
becomes the object of painterly speculation. This is the common denominator

that unites this movement in the painting of the sixties, a painting that was
kaleidoscopically imbued with popular culture and the consequences of commodity-
consumer society, fashion and graphic design, and in general the world of objects that
change reality and our correlation with it. Moreover, it is from this logic of objectivism
that the concept for the Drangularium exhibition emerged. It was an exhibition
lljovski participated in and the one that opened the Student Cultural Center Gallery in
Belgrade (1971).

However at that turning point, Iljovski did not go further into the outcome of
the new artistic practice, but it was a moment when, devoting himself to his own

3 Here and elsewhere | refer to the statements and theses presented in my text “Again and
Always” published in the catalog of the museum retrospective: Bora Iljovski - Again and Always,
Museum of Contemporary Art, Belgrade, 2006.
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painting exploration, he embarked on a further analysis of the objectified and the
sign that would lead him at the end of that decade to a new artistic language - as
every language starts from the establishment of a relationship between a sign

and an object. The painting Ares (1977) and others from that phase, such as Joy is
Refreshment and Vice Versa (1976) or Abandoned Sentence (1977) - are the ones
where the alphabetical characters simultaneously appear and are hidden in the
background of a kaleidoscopic peek-a-boo, which places the viewer in the position
of the reader, and the reader who read the name of the god of war in the painting
is returned to the position of the viewer of geometric shapes similar to color-paper
collages, thus up to a childish verification of Suprematist and other modernist
artistic projections.

We see the use of linear signs that are not conventional letters but have the capacity
to express themselves as such in the paintings Opening the Square (1975) or In Five
Lines (1976. These and similar paintings from that period are organized in equal
fields, or in equal rows - which in the first case refer us to chess conventions, and

in the second to notation conventions. These paintings indicate that the difference
between the object (figure or sign) and the background-ambience where these signs
are manifested has been overcame. A tendency is also noticed towards the formation
of units of signs that can then be varied and systematically spread across the canvas,
which have became become decisive for the next phase, the one for which Iljovski
would be especially remembered.

The turning point is certainly the painting On the Black Field ( MSU Coll., Belgrade,
1978), one of the key 20th century Serbian and Yugoslav paintings. The motif on this
canvas (by far the largest format of all his previous work, “big enough, even today”,
as he used to say) of almost “photogrammatically” laid out broken circles painted in
yellow, blue and red is repeated and spread out. Their breaks, and at the same time
the breaks of those circles at sharp angles, create variations, each unique for itself
but equal to all the others in itself. Such variations of sign units form elements for
the formation of a painting language because the painting succeeds in seamlessly
connecting what appears to be the regularity of a sign (strictness, discipline,
systematic conventionality) and what constitutes its variability, that which can be
almost endlessly repeated as contingency.

A kind of necessity for reducing the signs by extracting them from the kaleidoscopic
noise, they were placed in the previous paintings, is linked here with the potential to
express a free poetic play within such strictness. Therefore, what has the appearance
of a pattern (design, template) is not something that is reproduced but something
that varies. When the cliché that art is always a kind of play is uttered, false
associations often arise with empty expressions of wild artistic freedom, without
stating the obvious: with no rules there is no game. Bora Iljovski’s painting creates the
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rules of its own game at this moment and begins to play. But as Ljuba Gligorijevi¢ said
concluding that what is childish and “playful” in Iljovski’s painting is actually “a gambit
to the tragic”.*

The next step in this process was
the painting Fuk-Tak I (Strumica
Gallery Coll., 1981), where the
motif of the circle develops in
such a way that its lines can now
continue in different ways: from a
straight line movement originating
from the diameter line and which
can further be broken at sharp or
obtuse angles until its spiral twist.
The contacts and breaks of those
lines create new closed and open
forms, which then convincingly
develop further in the larger-
format painting, Fuk-Tak 11 (1981).
That work, which is also a large
drawing in white on a black
background, reveals a handful of
forms that can emerge from this
established proposition: leafy
forms, half-moon forms, fish-like
bopa NmoBckK, 1973. 3 aTesbea y CTpaxuibitha ellipses, and yet everything looks
6aHa 3, beorpa. ®oTo MunaH Josuh like a single white thread traveling

Bora Iljovski, 1973 from the studio in Strahinji¢ca across the fabric. At this moment

bana 3, Belgrade. Photo by Milan Jozi¢ what is difficult for us not to

associate is liberated for the first

time - an entire subconscious
interwoven with oriental arabesques or other medieval ornamentalism that does not
distinguish between interwoven natural and artificial signs. It is here that a visual
archetype begins to be manifested in the inexorable language of modernist painting.
If only one artist in our country managed to connect what was the aspiration of many,
to speak from some archetypal heritage in a modern language, then Bora Iljovski has
succeeded. Mondrian in style again, with pure intuition to a different harmony.

4 Ljubomir Gligorijevi¢, pref. cat. Bora Iljovski: 25 slika, 8 kolaZa, 17 crteza, (Bora lljovski : 25
Paintings, 8 Collages, 17 Drawings), Galerija Nadezde Petrovi¢, Cacak, 1981.
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Thus, High Noon (1982) is one of the first paintings where this new world of abstract
calligraphy develops, we see what all the potentialities of the rules of the game
established in this way could be. On the one hand, it is the possibility that each

new variation begins to create its own sequences and new patterns: sharp-angled
breaks in the circle create curvilinear-saw like-zigzags, spirals are duplicated and
together form semi-closed fields, straight lines bend slightly into ellipses, and all lines
contact, collide, break, continue. Each painted pattern is imposed as unrepeatable,
as a pattern of its own uniqueness within an already elaborated logic. Each painted
pattern is imposed as unrepeatable, as a pattern of its own uniqueness within an
already elaborated logic. On the other hand, color begins to manifest itself in a
completely different way than in the paintings from the seventies. The contrast of the
red line and the blue-green background creates a different optical vibrancy than the
kaleidoscopic-cacophonic one in the paintings from the seventies, and Iljovski now
begins to explore the possibilities of coloristic completion of his linear game.

From 1984 onwards, his paintings express forms more closed and therefore more
plastic, but also increasingly defined by the coloristic contrasts between the color
that fills the closed forms and the color in the background that forms the dominant
tone of the picture. Such is the painting Jazz (1984), which the artist gave as a gift to
the musician Bisera Veletanli¢, and which directly refers to what the artist insisted

on, which is the inspiration that his painting process had from music, especially jazz
music. Iljovski often spoke of his lines as “jazzed lines”, which realize both rhythmic
and melodic structure, while the color chosen for the background is actually a musical
scale in the key of which we experience that rhythm and melody. Hence, as with jazz
music, his metrical-rhythmic figures are syncopated, and always in a seemingly broken
arrangement, expressing restlessness and changeability within some established
logical system that follows and varies. This is why Bora Iljovski’'s paintings, all of them
from the beginning of the eighties until the end of his life, connect two extremes: from
their defined and systemic logic, they open up the potential of the variable and poetic,
the miracle of improvisation within the framework of a certain and meticulously
manifested unrepeatability.
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