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AHnua Tylakos
NMPO-U3-BObEHE 3HAKA

Mpen Hama ce Hanasu CLEHa ca oCaMKaHUM cTybosrma. Moryhe npocueHnjym
“An npoHaoc. MpocTop Ha packpLuhy NOAMXPOMMje aHTUUKOT NoaMCca U
MUHUMANCTNYKe MoaynaLmje Gopmu; TPOAUMEH3INOHANHW MUKTOPAHN NPOCTOP
CauMHbeH 0f HM3a BUCOKNX Ba/bKACTMX objekara.

VIHTErp1caHo je To Nosbe MNACTUYHOT, CIMKAPCKOT W CLIEHCKM eBOAYTUBHOT. Y
TakBOM NpUCTYNy n3n0x06eHN NpocTop NocTaje Aeo KOHTUHyMTeTa gorahaja, koju cy
oMe 00yxBaheHN.

leoMeTpujcka ancTpakLimja Koja BU3yenHo MUCIN CBefeHe GpopMe NojaBHOCTY;
BM3YeHW NOCpeaHWK 13mMehy cBeTa 1 MULLberbA. AN U FreOMeTpUja Kao apryMeHT
¥ IHCTPYMEHT pacrnpase.’

LiepeMoHMjaiHa je TO CLieHa, KOHTemMnaLmja OCHOBHUX GOpPMM U pUTMOBA —
UMAVHLAPUYHM CTYDOBM M unCTe NNHKje. PaBHe N U3NOM/bEHE IMHMje Ca jefHe
CTpaHe, HO 1 NpenieT TalacacTx puTMOBaA ca Apyre, paduHupare apabecke,
Te n3on0BaHa byjarba MHKje, eNeMeHTH KOju rpaampajy Macy oBe rpyne
MUHUMANNCTHNYKKX 0bjekarta.

MOBOAOM pacBeT/baBatba reHe3e 0Bako NOCTaB/beHOr Npobnema, 0BOM MPUANKOM
CBaKako Tpeba nofaceTnTh Ha n3noxbe “Totem”, Kyctoca CTuBeHa KannaHa? n3 1984.
ropuHe, Te “Sculptures in Architecture”, opraH130BaHoj UcTe roguHe y Hyjopky,

Ha Kojuma je BecHa lonybosuh ocinkana seh noctojehe ctybose y Germans van
Eck ranepwju ca jeqHOCTaBHUM reoMeTpujckiM GopMama; HaunH pasymeBatba
WHTErpyrcaHor nosba CIMKAPCKOT, CKYINTOPHOT M MPOCTOPHOT KOju Ce, 3anpaso,
MOe NpaTuTH y pady oBe ayTopke Beh of noyetka 80-Mx rofyHa, kasa rpynuiie
BULLe cTyOOBa Y 3acebHe oc/MKaHe LenHe.

1 He cMeMO 3aHeMapuTH YntbeHULY Aa je reomMeTpuja, M3BOPHO, Buna pe3yntar /bybasu
KynType AHTU4Ke pUKe Npema roBopetby, pacnpas/batby. LipTatbe reomeTpujckix popmu, y
LUn/by MocTaB/batba U pellasarba ofpefjeHnx npobnema (MHMLMjanHo) ce 06aB/baso LTanom,
y npatwuHu. TexHoaoruja noctojaHux 3anuca aohu he kachuje. Buwwe y Benjamin Wardhaugh,
The Book of Wonders: How Euclid’s Elements Built the World, William Collins 2020, ctp. 11.

2 M3nox6a “Totem” Buna je opraHn3oBaHa y Tpu u3narayka npoctopa y tbyjopky -
ranepujama Charles Cowles, Bonnier n Germans van Eck 1984. rogute, npeactas/majyhu
pagoBe uak 44 ymeTHuka, mefjy Kojuma cy 6unn n [lejsna BojHaposuy, Knt XapuHr, feopr
basenuu, ®paHuecko KanMMeHT v ap.



Ho, nako noctoju BuLe Moryhux npasaLia YnTarba CLieHe Ha NocTasLm y fanepuju
b2, unHn ce na BecHa lfony6osuh nnak cBe Bpeme NpaTtu OHaj [eo /byAcke noTpare
3a eHeprujom CKpYBEHOM 13a reoMeTpujckix dpakTana. BusyenHn KOHTpacTu kpuse
NMHWje Cy eNemMeHTH KOju Cy OflyBeK NPUBAAYMAN HALLY NaXHby. HaLl HEpBHM CUCTEM
0AMax pearyje Ha Ty UHpopmaLmjy®, Bu3yenHe Gpopme Koje ce 06M4HO 03HaUaBAjy
Kao NCMXONOLLKO-OMONOLLKM YCNOB/bEHE". Jep, Mako OKO NepLunmpa canky y
XOPU30HTA/HOM peXxuMy, MO3aK /aKLLe npoLecynpa MHopmaLimje opraHn3oBaHe
OKO BepTUKaHe oce’. OBe MHdopMmaLje cy Ko BecHe fonybosuh ceefeHe Ha
npounwheHe 061ke NoOjaBHOCTML.

Kpetare oKa no 0KOMUTUM MW AWjarOHaIHUM 0CamMa CBAaKM NyT OTKPMBA CACBUM
HOBe 1 pa3nunTe MoryhHocTu, ok 06nnasnmo ceakm cTyb noHaocob. A cBaka
JIHKja NOLLTYje AWjaneKkTUKY KOjOM je U3BefeHa, U Kao TakBa XXMBU 1 pacTe Ha
OCHOBY CBOje YHYTpalLLHe IOTVKe — [1d N CY Y NUTarby TeOMETPUJCKM U3/I0MIbEHE
WK NaK Tanacacre N1Huje. NoToM HaMnasnMMo Ha CrjaeToBe U pacnieTe MHWja,
NABUPWHTE KOju ce HenpecTaHo canauhy u pacnauhy. JefaH MOTUB Ce M3HOBA
MOHaB/ba, YMHOXaBa, pa3suja... To cy pafoBu 6e3 n3gBojeHnx KOMMO3NLMOHUX
yBopuLTa. Ha 0BOM MecTy G1no 61 NpurogHo HaBecT oncepeaLmjy boHuta Onuee
MOBOJOM €BPOMNCKOT M aMepUYKOr HOBOT LpTexa 80-mx rogunHa 20. Beka: “Kaga ce

3 Ynory ppakrtana v mpexa y ypbaHoj Mopponoruju ucLprnHo je aHanmsmupao Hukoc
CannHrapoc, MatemaTuyap 1 Teopetriap apxmTekType U an3ajHa. Bugetu sue y “The
Structure of Pattern Languages” (2000) n “Principles of Urban Structures” (2005).

4 1. TpudyHosuh 1 ap., EHUMKNONEANM]A IMKOBHUX YMjeTHOCTH, 1964, cTp. 600.

5 OfHOC Heyponoruje, GpakTanHOr eKCNPecyoHN3Ma 1 YMETHOCTH NPpeaMeT je NCTpaMBarba
Puyappa Tejnopa, npodecopa Ha MpnpoaHo-maTeMaTnykom dakyntety y OperoHy, koju

ra aHanm3snpa y MHorobpojHUM cTyamjama v kkburama. lMomexnmo camo “Aesthetics and
Psychological Effects of Fractal Based Design”, y “Frontiers in Psychology”, Vol 12 - 2021, unw
“Fractal Expressionism — Where Art meets Science”, y “Art and Complexity”, Elsevier Sicence,
Amsterdam, 2003.
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MCMOJbM epOC 3HaKa BULLIE Ce He NpepyLuaBa y NpuBKa Heke onpeheHe npescTase,
Hero cacBumM HedopmanHo npenanhe 6pojHUM CTazama 1 CMepPoOBMMA C OHE CTPaHe
CBaKOr nojeanHayHor npegmera [...] Tako ce fellasa Aa 3Hak npe cobom pyLum
CBe 3anpeke yHyTap Kojux 61 ce 3aTBopvo, pacnpckaBajyhu ce y MHOWTBY npuToka
W packpcHuL, Tekyhn Ay MHWja OeKkCTBOM caspaHnm of yop3arba, MHBEp3u;a,
Opucarba 1 npeTuuarba.”™

3aT0 0BaKBa BPCTA YMETHWUYKOT MOCTYMKa OTKPVBA NPOLECe, A He CTaTUYHE eHTUTeTe.

MocebaH KBANWUTET YMHM Ca3BYuje Koje NocToju u3mehy nojeamHux Aenosa ose
LieNMHe — KONOPUCTMYKA BUOPAHTHOCT HACNpam MOHOXPOMHOT FTeOMETPH]CKOT CTHXa,
a noTom u copucTmumparoct aybokux 6oja, ocobeHnx 3a paf OBe yMETHMLE, HA
Kojuma apabecka Tpaxxu cBoj MyT. [eOMEeTpUjcKa KOHCTPYKLMja nonyT Mpexe 36uja
eHeprujy reHepucaHy u3 MHKja koje AMHAMUYHO Byjajy Ha MOBPLUMHYM OBKX CTYOOBA,
caneTte yHyTap rpaHuLa nocras/beHor B/bKAaCTOr CIMKAPCKOT NPOCTOPA; eHeprujy
peneTuumje beckpajHe, eKCNI03MBHE INHM]e, KOja TPAXM rAe Aa Ce HACTaBM.

A Ty je n apabecka, KOHCTPyMCaHa of, CTPaHe ABE CYNpPOTCTaB/beHe eHEpruje,
JOVMHAMUYHA MHWM]a koja Byja, noBe3yje 1 pa3agaja. W GeckpajHo reHepuLle
CMMeTpUje 1 MaTpyLie Koje NoCToje y Npupoan. Y naecy je apabecka ctuiacka popma
rfie je TeNo UCTErHyTo A0 MAKCMMYMA, UMNNLMPAjyhn HaMepy Ka fAasbeM LMperyy
y npocTopy. CTuncka ¢urypa Koja je noesaHa ca uaejom nakohe n ocnobofjeHocTi’.
Tako v oBa apabecka Ha cTyboBuma BecHe lonybosuh npeacTas/ba CeH3yanHy
00MMKOBHY er3ucTeHLmjy. To Cy 3aBOjUTe OPraHNCTUYKE MOJYNALMje KA0 CEH3yanHa
pa3mMeHa MCKycTaBa ca U3naraykum rnpocTopom.

CnvkapcTBo BecHe Tonybosuh jacHo ce ocnarba Ha uaejy ynuca ogabpaqmx
JIMHEAPHMX MOTMBA YMje Bpeme apTuKy/iaLuje 1 PUTMOBAHOT HI3akba y4ecTsyjey
OpraH13aLmju BpemMeHa 1 npocTopa. KoopAnHaTHM C1CTeM Y BaXXHOM (pOPMATUBHOM
nep1ogdy oBe yMeTHULE, TOKOM 80-nx roanHa 20. Beka, obenexasana je
KOHCTeNaLmja TpaHcaBaHrapay, TEPMUH Ymnju je TBopal, Beh MOMeHyTH BOHUTO
ONMBA, OAHOCHO CUTYaLIMja OTKIOHA U NPENCIUTUBAHA, NN He W JeUHUTUBHOT
packmia y ofjHOCY Ha Nepuof NPexofHuX (Heo)aBaHrapau.

Huje 6una cnyyajHa noyeTHa napanena ca noancoMm, jep BaxaH [eo paa OBe ayTopke
W jecTe pea130BaH Ha YANLM, HA CNO/bHUM W YHYTPALLHUM 3UA0BUMA... YMETHULA
je brna akTMBHN yuecHUK y30y//bMBe HyjopLUKe yMEeTHUUKe CLieHe McT Buamua,

6 “Evropska in ameriska nova risba”, aytop AHapej MenBenes, npearosop Akune boHUTO
OnuBa, 1984, npema HaBogy Jelue [leHerpuja y “Cpnckoj ymeTHocTH 1950 - 2000.
Ocampecete’, Orion Art, beorpaa, 2003, cTp. 25-26.

7 MapuHa BopHep, eHriecka cnmcaresbuia, UCTopuyapka 1 Kputnuapka yMeTHOCTM 0By
TeMy, n3mehy 0cTasnor, ca aHTPOMoJIOLIKOr CTAHOBULUTA UCTPaXxyje y Kbk3n “Scheherazade’s
Children. Global Encounters with the Arabian Nights”, NYU Press, 2013.



OKYM/beHe OKO CTPUT apTa, rpaduTa, Mypana... LLUTo je 1 [o AaHAC YTKAHO Y HeHO
pasymeBatbe y/iore yMeTHOCTW y ApyLTBy. Tako pag BecHe lonybosuh ykbyuyje u
CMKApCTBO Ha 3ufy, MHCTanauuje y jaBHOM 1 M310)X0eHOM NPOCTOpY, CIKe, au 1
MPOLLMPEHO MO/bE Pa3ymMeBaba BU3YENHOT NCKYCTBA Y GOPMM CLIEHCKOT An3ajHa.

BaxxHy pedepeHLly, 13 UCTOr Neproaa, CBakako npeacTas/ba v paa Cona Jlenta
4Mj1 3HAYAj YMETHMLA YeCTO HaBOAK. W 3aM1CTa, Y HbeHOj MpaKCK Nperno3Hajemo
HM3 NO3MLMjA KAPAKTEPUCTUYHMX 3a MUHUMAIM3AM: CEPUjaNHOCT, MOGY/IdPHOCT,
reomeTpujcke npumapHe Gopme, eKCNPECUBHY HeYTPAHOCT®. A, 3a Pa3auKy of,
JleButa Koju je CBOjy ynory pasymeo Kao no3uLmjy KOMNo3ntopa Koju npunpema
napTuType 3a feno koje Tpeba aa Oyae n3seaeHo, y 06Ky nucaHnxX ynyTcTaa
KOja nparte HeroBu capagHuLu, 1 Koju, 3anpaso, peannsyjy pas, BecHa fonybosuh,
K20 W3Pa3nTO MHTYUTMBHA YMETHMLA, MHBECTMPA Y NOJbe PereTaTUBHNX U
Hexujepapxujckunx GopmMmu HenocpefHNM NoTe30M. 3aT0 y KOHTEKCTY yTuuUaja
MOXEMO FOBOPUTM O pafly MO3MLIMOHMPAHOM Ha packpLihy MUHUManM3ma n
‘cnnkapcrsa akumje”.

Ho, TekcT koju ce Hanasu npef Bama Tpeba fia 04roBOpy Ha NuTarbe 300r yera cy
OBW PafioBM JAHAC M3I0)KEHU Yy OBOM NPOCTOpPY. U Aa npyxw jefaH og moryhux
nyTeBa pasymeBatba MecTa Koje 61 noctojatbe oBor aena Tpebano aa saysme y
Halllem c1CTeMy 3Hakba M UCKYCTBA. W nopes NPeTX0AHO HaBedeH!X 1 yobuuajeHnx
KOHTEKCTYaHUX no3uumja 13 061acty uctopuje yMeTHOCTH, NPES/IoKMMO joL

8 YnyTHo 61 6uno nornepatv “3uaku upTex #146” Cona JleButa 13 1972, nam “3ULHN LpTeX
#146A” 13 2000, 1 AnjanekTuKy Koja je ycrnocTaB/beHa U3meh)y jeJHOCTaBHOCTH 1 CIOKEHOCTH,
JIOTUKe Y MOETHKE, HAa OCHOBY je[IHOCTABHON, MAKO ¥ He CAaCBMM MPeLM3HOr ynyTcTBa —
“[BofenHe KoMbMHaLMje NnaByx Nykosa koju kpehy 13 yrioBa u ca GoUHKX CTpaHa, 1 NaaBmx
PaBHWX, HEPABHIX M NCMPeKMAAHNX INHK}A”".
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Heke cmke. MNpoLmnprMo KOOPAMHATHO MOJbe UCTOPU|CKOT, U BEPTUKA/IHOT,
ONjanekTuuKor aujanora.

3aHnM/BbMBO OM BKNO NOACETUTM Ha MevaTe CyMepeKke LMBMUAn3aLUmje (Hajctapuju
AATVPajy U3 4. MNeHnjyme npe Halle epe), OfHOCHO Ha NoyeTke NUKTorpadcke
MMCMEHOCTM YoBeYaHCTBa. O 0BMM NeyaTma He roBOpUMO camo 360r popmanHe
acoumjalmje rpyne Ba/bkacTux objekaTta MHTEH3MBHOT KoNopuTa, Beh 3001 TexHuKe
passujatba CLeHe, Y1jUM OTKPUBAHbEM, OLHOCHO CAMWUM FeCTOM OCTaB/batba OTUCKA
y4ecTByjemo y noTBphnBarby M peainsaLujn yroBopa ypesaHor y LMAHApPY.

Pasmuwbajyhn o cyMepckum nevaTuma v inHUju Kao npeom andabeTy sbyncke
MUCAN Y CyCpeTy ca NPOCTOPOM, MPATUMO CBY PUTMUYHOCT KOMOMHALIM]A Koje
npyxajy 0bjektn BecHe fony6oBuh npef Hama — caBujare KpUBE IMHWE Koje
KOHUIyprpa oKONMHY, IMHMje KOje HenpecTaHo 13parbajy Ha NOBPLUMHY W cTanajy
ce ca HOM, Kao fia Ce NpemMelLTajy y pa3nunTe paBHUHE pa3anuntom opautom. C
0031pom Ha 0gHOC 00/1MKa 1 NOA10re MOXEMO FOBOPUTH O PA3INYUTIM OAHOCUMA.
C jenHe cTpaHe, NoHekap, vyBa 06/11Ke Koju fobujajy Ha CBOjoj HEMOMMUYHOCTU. A Kafa
ce 06anLym NpusbYOIBY|Y, Cjennkbyjy ca 1ma, NocTajy feo Behe LennHe.

JleBo: hoTo, AHReo Koju caBuja Hebeca, Kanena Ckposetby, M1afoBa, 14. Bek
[lecHo: AHReo koju casuja Hebeca, LipkBa CeeTor Kupuna, Kujes, 12. Bek

Y3 cymepcKe neyare Heo/10/b1BA je NOMMCA0 HA MATPULLY Y HeraTuBy, Koja je ynucaHa
Ha cTy6oBKMa BecHe Tony6oBuh 1 Gpopmy noTnmncuBarba yroBopa Koju ymeTHuLa
npeasiaxe ca NpoCTOPOM JaHac.

Ho, eBo 1 apyrvx camka. CermeHT hoToBe dpecke ca aHRenom koju casuja Hebeca
y CkpoBetby Kanenu y Mafosu 13 14. Beka. Ynopepo je npefctaB/beH aHheo Koju
Takofe caBuja Hebeca y knjeBcKoj LpkBu CBeTor Kvpuna u3 12. Beka.



Cnvke Koje ynyhyjy Ha MoryhHOCT NOHOBHOT pacTBapakba TOr CBUTKA M NpUKa3nBara
HberoBe YHYTPaLLHbOCTH Ha CMOJ/bHOj CTPaHW. To Ce, HAPABHO, MOXE NPUMEHNUTU 1 Ha
0CMosbaBarbe YHYTPALLHOCTU KUHECKMX CBIUTAKA, KOjW CYy YIJIABHOM NpeacTaB/baim
nejaaxe, Kaja ce CaMmo CErMeHT Mo CerMeHT C/IMKEe MOTao CYKLLECMBHO refatm

M unTaTh. Mnak, acoumjaumja ca yBujeHnm Hebecuma focnefHuja je LyxoBHOM
CTajannwTy yMeTHuLe. locMaTpaHo Ha 0Baj HAuMH, Npeanoxuhemo aa 0CIMKaHm
LMIMHAPUYHK 00jeKTM Ha 0BOj U310XOM NOCTajy 0CMO/beHe MeTa LLYM/bUHE, HacTaNe
“3B/ayYereM YHYTPaLLHOCTH CBUTAKA MONYT U3BPHYTE pyKaBuLLe.

Windows Project, Merce Cunningham Studio NYC 1989.

Y naHallre Bpeme 0BakBa pedepeHua A00Kja 1 HOBO 3Hauetbe, jep yBrjarem
Hebeca nnaHuHe, peke 1 0CTPBa Mekbajy CBOja MecTa. Bpeme je nopemehaja, Hekaga
CMO CMaTpajin, BEHHOT MU3aHCLeHa, Np1poje, 1 HeNPOMEHMBOT YNIOPULLTA YOBEKA.
Bpeme je noBnayerba Noy3aaHOCT! M BKHOCTY GU3NUKOT CBETA.

ATy je, y kOHTeKCTY paga BecHe fonyboswh u cueHorpaduija. Te Ha 0BOM MecTy
HaBeMMO M Paj jedHOr Of Haj3HauajHMjuX CBETCKMX cLieHorpada, JleoHa bakcra,
YMETHWKa, cueHorpada, koctumorpada, an3ajHepa... W cueHorpadmjy 3a tpareamjy
“®eppa” XaHa PacvHa y npoaykumjn vyBeHor Ballet Russe n3 1923. roauHe,

Koja HanMKyje 0bojeHnM MUHOjckMM cTyBoBMMA Nanate y KHococy. buo je To
PeBONYLMOHAPHK CLieHorpad Koju je pasymeo BUTAHOCT clieHorpaduije Kao
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MPerHaHTHOr YMETHUYKOT N0/ba M KOju je TpaHchopmumcao cueHorpadujy o H13a
[JeKopaTMBHO GpparmMeHTapHe No3afuHe Npema Bu3yenHoj 06jeanHeHoCTH Koja
emMaHupa 13 camor gena.

W 3aT0 He Tpeba fa M3HeHaaW fia ayTOpKa pacTexe oncer CMKapcTea npema
MO30PHULN, jep Y FEHOM MCKYCTBY paja Kao cueHorpada npenosHajemo 1o ayboko
pasyMeBatbe NPOCTOpa M 0fHOCA Y NPOCTOpY. MOACETMMO Ha HeHY cueHorpadujy 3a
6anetcky npencrasy “Queens of Golub”, Xonanackor nnecHor Teatpa, NpocaaB/ibeHor
kopeorpada Oxapa HaxapuHa 1989. rofgnHe’, Koja jacHo npencTaB/ba NPUPOAHY
CLIEHCKY eKCTeH3Mjy NOCTaB/bEHOT YMETHMYKOT Npobaema Koju ce Hanasu y 0CHOBM
paja oBe yMeTHuUe.

MoCTOjW YUCTUHY HELUTO LiepeMOHMjaHO 1 Y OBUM OCIMKaHUM CTYBOBMMA Koju

ce Hanase Ha u3n10x0wu y b2 ranepuju. IMHaMu3yje ce HempekuHyTH nyncupajyhm
MPOCTOP Npefber naaHa v No3afgunHe, CTPYKTYPaIHU MIAHOBK KOjU CYrepuLLy uiysujy
TaKTUNHOT WUperba.

K*kk

OBakBo npaherbe NyTeBa Noayke, OfLHOCHO pedepeHLInjanHOCTM NUKTOpUjaIHOT
pevHMKa UK rpamatvke pafoBa BecHe fonyboBuh oBoAM Hac 10 3Hauaja Bexbe u
npounwherba. Hemoryhe je kpetaTu ce No npasHUHW. Mopa nocTojatv ynopuiuTe.

3arto, 4emy oBe napanene u acoupjaumje? Kao nHkapHauuje? Yemy npotumperbe
peLienTUBHO2 XOPU30HTA gead npeg Hama? YuHu Ce, HaMMe, a Ha 0BAj HAUMH
W3[LBOjEHOCT 1 0CODEHOCT MojeaMHaYHOr fena OvBajy npesasuhere, a pag ynasmy
LieIMHY Heyera LUTO je CafallHOCT CBECHO Npey3ena of, MPOoLLOCTH, 0K je YI1AaCKOM Y
Ty Lle/IMHY M CaMy Mehba. Tako Aa Camo UCKYCTBO peLienLivje akTyennsyje umnepaTus
c1CcTeMaTM3aumje 3Haka.

Mpef, rpynom ocnnkaHux cTyboBa koja ce Hanasw npepg Hama 3ano4nHemo
pasymeBarbe Of MOBPLUMHE. AW MOLUTO Ce CBE Ha HA Ty NOBPLUMHY NO3KBa,

MU 3anpaBo NOYMHEMO 0f 3aK/byuka. M Tparamo 3a pasymeBarbeM KOHUrypaumje
porafjaja uwja je MHTepakLUyja AoBeNA 40 3ak/byyka Off KOjer CMO Ha NoyveTKy

¥ NoLL/N.

3HakK je 0 noyeTka 610 Ty, NOCPEAHNK MULL/LEHOT 1 NOjaBHOT. AN Ham Cce
nogjenHako y30yA/b1BUM YMHE 1 NYTEBM KOjUMA YYMMO Aa Fa YMTamo.

9 banet “Queens of Golub” npemujepHo je u3BeneH y Xary 1989. roauHe. 3a nctv komap, BecHa
lony6oswh je peann3osana jow e pasnnyuTe cLeHorpaduje, NoOBOJOM 13BOHeHa 0BOT
6aneta y ®MHCKOj HALMOHANHOj onepy Y XencuHkujy uy batlesa Teatpy y Ten Asusy 1995.



Moxap / Fire
2023, akpun Ha kapToHy / acrylic on cardboard, h 200cm
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Peka / River
2023, akpun Ha kapToHy / acrylic on cardboard, h 200cm
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Basgyx / Air
2023, akpwnn Ha kapToHy / acrylic on cardboard, h 200cm

12



-

Myt / Road
2023, akpun Ha kapToHy / acrylic on cardboard, h 200cm
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XXuto / Wheat
2023, akpun Ha kapToHy / acrylic on cardboard, h 200cm
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Kamen / Stone
2023, akpun Ha kapToHy / acrylic on cardboard, h 200cm
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®pyna / Flute
2023, akpun Ha kapToHy / acrylic on cardboard, h 200cm
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Tpasa / Grass
2023, akpun Ha kapToHy / acrylic on cardboard, h 200cm



Mecak / Sand

2023, akpun Ha kapToHy / acrylic on cardboard, h 200cm
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Boga / Water
2023, akpun Ha kapToHy / acrylic on cardboard, h 200cm
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CueHorpadmja Becre ronybosuh 3a banet “Queens of Golub”, kopeorpad Oxan, HaxapuH,
XonaHackun nnecHy Teatap, 1989.

Scenography by Vesna Golubovic for the ballet Queen of Golub, choreographer Ohad Naharin,
Dutch Dance Theatre, 1989.
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Tanac / Wave
2023, akpnn Ha KapToHy / acrylic on cardboard, h 200cm
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Anica Tucakov

PRO-DUCTION OF THE SIGN

A scene with painted columns is in front of us. Possible a proscenium or pronaos.

A space at the intersection of the polychromy of the ancient polis and the minimalist
modulation of form; a three-dimensional pictorial space composed of a series of tall
cylindrical objects.

It is an integrated field of the fine art, painterly and scenic evolution. This approach
allows for the exhibition space to become part of the continuity of the events taking
placein it.

Geometric abstraction that visually contemplates reduced forms of manifestation;
a visual mediator between the world and thought. But also geometry as an argument
and instrument for discussion.’

It is a ceremonial scene, a contemplation on the basic forms and rhythms - cylindrical
columns and clean lines. Straight and broken lines on one side, but also an interweaving
of wavy rhythms on the other, refined arabesques, and isolated flourishing of lines,
elements that graduate the mass of this group of minimalist objects.

In order to shed light on the genesis of this problem, we recall the exhibitions Totem
curated by Steven Kaplan? (1984), and Sculptures in Architecture, organized the

same year in New York, when Vesna Golubovi¢ painted the already existing columns

in Germans van Eck Gallery with simple geometric forms; an indication for the
understanding of the integrated field of painting, sculpture and space that can in fact
be traced in the work of this artist since the beginning of the 1980s, when she grouped
several columns into separate painted units.

Although the showcased artwork in the B2 Gallery can be read in several possible
ways, it seems that Golubovi¢ has always been interested in man’s search for
the energy hidden behind geometric fractals. The visual contrasts of curved lines

1 We must not ignore the fact that originally geometry emerged from the Ancient Greek love of
speaking, discussing. Drawing geometric shapes, in order to set and solve certain problems, was
(initially) done with a stick in the dust. Technology for lasting inscriptions was yet to come. More
in Benjamin Wardhaugh, The Book of Wonders: How Euclid’s Elements Built the World, William
Collins 2020, p. 11

2 The exhibition Totem was organized in three exhibition spaces in New York - Charles Cowles,
Bonnier and Germans van Eck galleries (1984), presenting the works of as many as 44 artists, among
whom were David Wojnarowicz, Keith Haring, George Baselitz, Francesco Clemente and others.
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are elements that have always attracted our attention. Our nervous system

immediately reacts to that information.? They are visual forms usually designated as
psychologically-biologically conditioned.* Although the eye perceives the image in a
horizontal mode, the brain more easily processes information organized around the
vertical axis.” Golubovi¢ reduces this information to purified forms of manifestation.

While walking around each column our eye moves along the vertical or diagonal

axes revealing completely new and different possibilities. Yet each line respects the
dialectic it was derived from, and as such is vital and grows based on its internal

logic - whether it is geometrically broken or wavy. Next, we come across interwoven
and separate lines, labyrinths that are constantly entangled and untangled. A motif is
repeated again and again, multiplied, developed... There are no distinct compositional
focal points in these works. At this point, it would be appropriate to cite Bonito Oliva’s
observation regarding the European and American new drawing of the 1980s: “When
the Eros of the sign is manifested, it is no longer disguised as the manifestation

of a specific image, but quite informally intertwines with numerous paths and
directions beyond each individual object.... Thus, it happens that the sign destroys

all the obstacles within which it could be enclosed, dispersing itself into numerous
tributaries and intersections, flowing along escape lines created by acceleration,
inversion, erasure and overtaking.”

Therefore, this kind of artistic procedure reveals processes rather than static entities.

The harmony that exists between the individual parts of this whole is a specific
quality - color vibrancy against the monochrome geometric verse, and then the
sophistication of the deep colors, typical of this artist's work, on which the arabesque
seeks its path. The geometric construction, like a grid, compacts the energy generated
from the lines that dynamically flourishes on the surface of these columns, restrained
within the boundaries of the cylindrical pictorial space; the energy of endless
explosive repetition of lines that seek where to extend.

3 The role of fractals and networks in urban morphology has been extensively analyzed by
Nikos Salingaros, a mathematician and theoretician of architecture and design. See more in:
The Structure of Pattern Languages (2000) and Principles of Urban Structures (2005)

4 Trifunovi¢, L, and others, Encyclopedia of Fine Arts, 1964, p.600

5 The relationship between neurology, fractal expressionism and art is the subject of research
by Richard Taylor, a professor at the University of Science and Mathematics in Oregon, which
he analyzes in numerous studies and books. To mention “Aesthetics and Psychological Effects
of Fractal Based Design’, in Frontiers in Psychology, Vol 12 - 2021, or “Fractal Expressionism -
Where Art Meets Science”, in Art and Complexity, Elsevier Science, Amsterdam 2003

6 European and American New Drawing, by Andrej Meedvedeyv, foreword by Achilla Bonito
Oliva, 1984, according to JeSa Denegri in Serbian Art 1950 - 2000. Eighties, Orion Art, Belgrade,
2003, pp. 25-26
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There is also an arabesque, constructed by two opposing energies, a dynamic line
that grows vigorously, connects and separates. Furthermore, it endlessly generates
symmetries and matrices that exist in nature. In dance, an arabesque is a stylistic
form where the body is stretched to the maximum, implying the intention to further
expand in space. A stylistic figure that is associated with the idea of lightness and
liberation.” Thus, this arabesque on Vesna Golubovi¢’s columns also represents a
sensual form of existence. These are winding organic modulations that evoke a
sensual exchange of experiences with the exhibition space.

Vesna Golubovi¢’s painting style is clearly based on the idea of inscribing selected
linear motifs whose time of articulation and rhythmic sequence participate in the
organization of time and space. During her important formative period in the 1980s,
her coordinate system was marked by the constellation of trans-avant-garde, a
term coined by the aforementioned Bonito Oliva, i.e. a situation of deviation and re-
examination, but not a definitive break from the previous period of transitional (neo)
avant-guards.

The initial comparison with the polis was not accidental, as an important part of
her work was made on the street, on external and internal walls... The artist was an
active participant in the exciting artistic scene of East Village, New York, revolving
around street art, graffiti, murals... this understanding of the role of art in society
is still embedded in her work to this today. Thus, the artwork of Vesna Golubovi¢
also includes wall painting, installations in public and exhibition spaces, paintings,
as well as an expanded field of understanding of visual experience in the form of
scenography/stage design.

A important reference, from the same period, is definitely the work of Sol LeWitt whose
significance the artist often mentions. Indeed, in her artistic practice we recognize a
number of elements characteristic of minimalism: seriality, modularity, geometric primary
forms, expressive neutrality.® But, unlike LeWitt, who understood his role to be that

of a composer who prepares scores for a work to be performed, in the form of written
instructions followed by his collaborators, who in fact execute the work, Golubovi¢, as a
highly intuitive artist, invests into the field of repetitive and non-hierarchical forms through
her direct approach. Therefore, as far as contextual influence is concerned, we can say
that her work is positioned at the intersection of minimalism and “action painting’”.

7 Marina Warner, an English writer, historian and art critic explores this topic, among other
things, from an anthropological point of view in the book Scheherazade’s Children. Global
Encounters with the Arabian Nights, NYU Press, 2013

8 It would be instructive to see Sol Levitt's Wall Drawing #146 (1972), or Wall Drawing #146A
(2000), and the dialectics established between simplicity and complexity, logic and poetics,
based on a simple, if not entirely precise, instruction. “Two-part combinations of blue arcs
starting from the corners and from the sides, and blue straight, non-straight and dashed lines”.
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However, the text before you should answer the question why these works are

being exhibited in this space today, and to offer a possible understanding of the

place it should occupy in our system of knowledge and experience. Besides the
aforementioned and the contextual positioning in art history, we suggest some more
images. Let us expand the coordinate field of historical, or vertical, dialectical dialogue.

It is of interest to recall the seals of the Sumerian civilization (the oldest date from

the 4th millennium BC), that is, the beginnings of humanity’s pictographic literacy.

We discuss these seals not only because of their formal association with a group of
cylindrical objects of intense color, but due to the technique used to develop a scene,
i.e. which unfolds through the very act of leaving an impression, thus we participate in
the affirmation and materialization of the contract engraved in the cylinder.

Contemplating Sumerian stamps and the line as the first alphabet of human thought
in relation to space, we observe all the rhythms of the combinations that Vesna
Golubovi€¢'s objects present before us. These include the bending of curved lines that
shape the surroundings, lines that continuously emerge and fuse with the surface,
as if shifting across different planes at varying speeds.

We can talk about various relations as the ones between form and the surface.
Sometimes the surface can protect the forms that gain significance in their immobility.
And when forms become closely attached to each other, they become part of a

larger entity.

The Sumerian seals irresistibly bring to mind the impression of a matrix in the negative
which is inscribed on Vesna Golubovi¢'s columns as is her form of signing a contract
with the exhibition spaces today.

However, there are also other images to consider. For instance, a segment of Giotto’s
fresco with an angel rolling up the heavens in the Scrovegni Chapel in Padua from the
14th century presented alongside an angel also rolling up the heavens in the 12th-
century Kyiv Church of St. Cyril.

These images evoke the possibility of re-unrolling of that scroll and showing its interior
on the outer surface. This, of course, can also be applied to the externalization of

the Chinese scroll’s interior, which mainly depicts landscapes, when only segment by
segment of the image can be sequentially seen and read at a time. Nevertheless, the
association with the rolled heavens is more consistent with the artist’s spiritual beliefs.
Viewed in this way, we propose that the painted cylindrical objects in this exhibition
become externalized meta-holes created by pulling out the scroll’s interior like an
inverted glove.
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Nowadays, this reference takes on a new meaning, because when the heavens are
rolled up mountains, rivers and islands change their places. It is a time of disruption
of what we once thought to be an eternal mise-en-scene of nature, and the
unchanging stronghold of man. It is a time when the reliability and importance of the
physical world is receding.

In the context, we must also take into account Vesna Golubovi¢'s work as
scenographer/stage designer. Thus, we should mention the work of one of the world’s
most important scenographers Leon Bakst, artist, stage designer, costume designer,
designer... who created the stage designs for the tragedy Phaedra by Jean Racine

for the production of the famous Ballet Russe in 1923 which resembles the painted
Minoan columns of the palace in Knossos. He was a revolutionary scenographer

who understood the vitality of scenography as a significant artistic field and who
transformed stage design from a series of decoratively fragmented backgrounds into a
visual unity emanating from the work itself.

Therefore, it is not surprising that Golubovic¢ extended the range of painting towards
the stage, because we recognize that deep understanding of space and relationships
in space in her experience of working as a scenographer. Let us recall the stage
design that Vesna Golubovi¢ did for the ballet Queens of Golub by the celebrated
choreographer Ohad Naharin for the Dutch Dance Theater in 1989,° which clearly
represents a natural stage extension of the artistic problem that is fundamental of
this artist’s work.

There is indeed something ceremonial in these painted columns showcased in the B2
gallery. The dynamized continuous pulsating space of foreground and background,
structural plans that suggest the illusion of tactile expansion.

*kk

Following these guidelines, namely the referentiality of the pictorial vocabulary or the
grammar of Vesna Golubovi¢'s works, leads us to the importance of examination and
clarification. It is impossible to move in the void. There must be a foothold.

Thus, what is the purpose of these parallels and associations? As incarnations?
What is the purpose of expanding the receptive horizon of the work before us?
Namely, it seems that by doing so the isolation and specificity of the individual
artwork is overcome, and it becomes part of an entity of something that the present
has consciously taken over from the past, changing the entity itself in the process.

9 The ballet Queens of Golub premiered in The Hague in 1989. Golubovi¢ created two more
different stage designs for the same piece: for the performance in the Finnish National Opera,
Helsinki and in the Batsheva Theater, Tel Aviv in 1995.
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Therefore, only the experience of reception actualizes the imperative of knowledge
systematization.

Standing before a group of painted columns, we begin our understanding from the
surface. However, since everything refers to that surface, we actually start from the
conclusion. And we seek to understand the configuration of events whose interaction
led to the conclusion from which we started.

The sign has been there from the beginning, a mediator between the thought and the
manifested. But we find it equally exciting to learn the paths which teach us how to
read it.
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BECHA I0J1lYbOBUh

(1955, barbanyka, Jyrocnasmja)

1980 AMnnomupana n 1986 marnctpupana Ha ®J1Y beorpaj, 0Acek CNMKapeTBa y Knacu
npodecopa CrojaHa hennha. XXusena y tbyjopky, CAJL, og 1981 roguHe fo 2004 rop,.

CamocTanHe nsnoxoe:

2022 - Cnvika Kao mepa, lanepwja 38oHo, beorpag,

2020 - UHcTanauuja, uptexu Ha 3uay, fanepuja Kyntypror LienTtpa beorpap,
2020 - Cnvike, lanepuja b2, beorpag,

2013 - Xaoc ranepwmja, beorpag,

2011 - bnok ranepwja, Hosu beorpap

2008 - Ceharbe Ha cyTpa, lanepuja deHunkc, beorpag

2005 - JInk (3naHa nHctanaumja), fanepmja KyntypHor LieHTpa beorpag
2003 - Cnuke Ha naHenuma fanepuja 38oHo, beorpap,

2000 - LpTexxn Ha 3upy, ctanHa noctaska 2nd Street Gallery New York City
1998 - 3ugHa nHctanauuja, ranepuja 3soHo, beorpas

1992 - LpTexxu Ha 3uay, CTa/iHa NocTaBKa Felissimo 3rpaga, New York City
1994 - V132 HeBMA/bUBOT, NaHenw, fanepuja CebactuaH, beorpap,

1993 - Liprexu, Rockland Comunity College, Suffern, NY

1990 - PuTyanHa MecTa, 3ugHa uHctanaumja, John Nichols Gallery, New York City
1989 - Aksapesin, CKL, beorpas

1987 - Cnnke, Bateau Lavoir Gallery, New York City

1986 - 3ugHa NHctanauumja, CanoH Myseja CaBpemeHe YMeTHOCTH, beorpap,
1983 - 3ugHa Muctanaumja, Fashion Moda, Bronx, New York

1982 - Konaxu, Monsalve Gallery, New York City

1981 - UpTexu, lanepuja cryaeHtckor rpaga, H. beorpap,

fpynHe u3noxoGe (cenekumja):

2023 - TPMECT roamHa 3BoHO ranepuja BunnHe Boge, beorpap,

2022 - Pasrnenu caspemeHocTu, fanepuja BunnHe Boge, beorpap,

2021 - InpektHa ymeTHocT, fanepwuja b2, beorpas

2021 - KonoHuja Munewesa, KyntypHu LeHtap, lMpujenosbe

2020/21 - Coba ca nornenom, ranepuja KyntypHor LieHTpa, beorpag
2010 - TpujeHane npoLunpennx Meauja, NasuwboH LisujeTa 3ysopuh, beorpad
2010 - Moje nckycTBo y csecun, lanepuja KyntypHor LieHTpa beorpap,
2009 - 41 Majcka n3nosba Y/IYNYIC -CeetnocT - Mysej 25 maj, beorpap,
2008 - UHT. brjenan noptpeta, MUHTEPBUDEN Ty3na, buX

2008 - Moetcku npoctopu, fanepuja Y1yC-a beorpag,

2008 - Jecerba 1310303, fanepuja deHnkc, beorpas,

2007 - EBpo/lyHaB pajcka peka - lanepuja ®enukc, beorpap,

2004 - Jecerbn CanoH, MasusoH LiBujete 3ysopuh, beorpag

2003 - 44 OkTobapckn CanoH, MaBuboH Lsnjeta 3y30pv1h, beorpag
1995 - Kakejiku (flags), Gallery 128, New York City

1995 - Remember Yugoslavia, Sherry Frumkin Gallery, Los Angeles
1993 -Remember Yugoslavia, Art in General, New York City

1989 - TpynHa usnoxba, Maki Gallery, Tokyo

1986 - Aspects, Weisner Gallery, New York City

1987 - Konabopaupuje, Alternative Museum, New York City
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1985 - u3bop ymeTHuka Fashion Moda Gallery, lokymeHTa 5, Kacen, Hemauka
1984 - CkynnType y apxutekTypu, Germans Van Eck Gallery, New York City
1884 ~Totem Show, Germans Van Eck Gallery, New York City

1984 - El Pueblo, Live or die benefit, New York City

1984 - Art & Ego, Pan Arts Gallery, New York City

1984 - Eastern European Exhibition, No Se No Gallery, New York City

1984 - Fashion Moda in Cleveland, Cleveland ,Ohio

1984 - YA Circles, The Cork Gallery Lincoln center, New York City

1984 - The Painter, the Poet...The Harcus Gallery, Boston, Massachusetts

1983 - Maps, Flags & Presidental portrets The New Math Gallery , New York City
1983 -Terminal Show, Brooklyn, New York

1983 - Wardline Pier Show, New York City

1982 - Monsalve Gallery, New York City

CueHorpaduije 3a mopepaH Ganer:

1995 - Queens of Golub, Bathseva Theater, Ten Asus
Kopeorpaduja Oxaf, HaxapuH

1995 - Queens of Golub, Finnish National Opera, XencuHku
Kopeorpaduja Oxaf, HaxapuH

1990 - Yellow Springs Institute Residency, Chester Springs, PA
Kopeorpaduja Heta Mynsepmaxep

1990 - Muna Tseng Dancers, 14th Street YMCA, New York City
1989 - Nun and Nanuet, Tamar Dance Company, Jerusalem
Kopeorpaduja Heta Mynsepmaxep

1989 - Queens of Golub, Netherlands Dance Theater, Xar
Kopeorpaduja Oxan, HaxapuH

1989 - Arbos, Sidney Dance Theater, CugHej

Kopeorpaduja Oxaf, HaxapuH

1989 - windows Project, Merce Cunningham Studio, New York City
Kopeorpaduja Heta Mynsepmaxep

1989-[M3ajH 1 LpTexw 3a KrbUry necama Excuse Me For Breathing, Gerald Taub NYC
1991 - n3ajH v LpTexw 3a Khbury necama Up For Air, Gerald Taub, Hardscrabble press NYC

CueHorpaduje punm:
1995 - CueHorpaduja 3a urpanu dunm UHrpug pexxunja Anekc Tana, New York City
2014 - CueHorpaduja, upTexu, urpanu unm Jobpuua, pexuija Cpha NeHesnh

2004. - MOHYMEHTaHU NPUHT Ha nanatn AnbaHuja, dparmeHTH BpeMeHa
y okBMpy npocnase 600 rognHa beorpasa

PafoBu 1 MHcTanauwje Becte fonybosuh ce Hanase y MHCTUTYLMjamMa 1 NpUBATHUM
Konekuujama y bbyjopky, Jloc Angjenecy, BawmHrtoHy, boctory, bantumopy, XoHTKOHTY,
Tokwjy, bepaunHy, AHTBepneHy, Ten ABuBy, Xary, beorpaay, 3arpeby..

YnaH Y1YCa og 1980 roamHe

34



VESNA GOLUBOVIC

(1955, Banja Luka, Yugoslavia)

She got her BFA (1980) and MFA (1986) from the Faculty of Fine Arts, Department of Painting,
University of Belgrade, in the class of professor Stojan Celi¢. She lived in New York, USA, from
1981 to 2004.

Solo exhibitions:

2022 - Image as Measure, Zvono Gallery, Belgrade

2020 - Installation, Drawings on the Wall, Belgrade Cultural Center Gallery
2020 - Gallery B2, Belgrade

2013 - Haos Gallery, Belgrade

2011 - Blok Gallery, New Belgrade

2008 - Remembering Tomorrow, Feniks Gallery, Belgrade

2005 - Face (wall installation), Belgrade Cultural Center Gallery

2003 - Paintings on Panels, Zvono Gallery, Belgrade

2000 - Wall Drawings, permanent exhibition, 2nd Street Gallery, New York City
1998 - Wall Installation, Zvono Gallery, Belgrade

1992 - Wall Drawings, permanent exhibition, Felissimo Building, New York City
1994 - Behind the Invisible, panels, Sebastian Gallery, Belgrade

1993 - Drawings, Rockland Community College, Suffern, NY

1990 - Ritual Places, wall installation, John Nichols Gallery, New York

1989 - Watercolors, Student Cultural Center Gallery, Belgrade

1987 - Paintings, Bateau Lavoir Gallery, New York City

1986 - Wall Installation, Salon of the Museum of Contemporary Art, Belgrade
1983 - Wall Installation, Fashion Moda, Bronx, New York

1982 - Collages, Monsalve Gallery, New York City

1981 - Drawings, Studentski grad Gallery, N. Belgrade

Group exhibitions (selection):

2023 - THIRTY Years, Zvono Gallery, Viline vode, Belgrade

2022 - Views of Modernity, Viline vode Gallery, Belgrade

2021 - Direct Art, Gallery B2, Belgrade

2021 - Mile3eva Art Colony, Cultural Center, Prijepolje

2020/21 - Room with a View, Belgrade Cultural Center Gallery,

2010 - Triennial of Extended Media, Cvijeta Zuzori¢ Pavilion, Belgrade
2010 - My Notebook Experience, Belgrade Cultural Center Gallery

2009 - 41st ULUPUDS May Exhibition - Light - 25 May Museum, Belgrade
2008 - International Portrait Biennale, INTERBIFEP Tuzla, Bosnia and Herzegovina
2008 - Poetic Spaces, ULUS Gallery, Belgrade

2008 - Autumn Exhibition, Feniks Gallery, Belgrade

2007 - EuroDanube Paradise River - Feniks Gallery, Belgrade

2004 - Autumn Salon, Cvijeta Zuzori¢, Belgrade

2003 - 44 October Salon, Cvijeta Zuzori¢ Pavilion, Belgrade

1995 - Kakejiku (flags), 128 Gallery, New York City

1995 - Remember Yugoslavia, Sherry Frumkin Gallery, Los Angeles

1993 - Remember Yugoslavia, Art in General, New York City

1989 - Group exhibition, Maki Gallery, Tokyo

1986 - Aspects, Weisner Gallery, New York City
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1987 - Collaborations, Alternative Museum, New York City

1985 - Selection of Artist, Fashion Moda Gallery, Documenta 5 Kassel Germany
1984 - Sculptures in Architecture, Germans Van Eck Gallery, New York City
1884 - Totem Show, Germans Van Eck Gallery, New York City

1984 - El Pueblo, Live or Die Benefit, New York City

1984 - Art & Ego, Pan Arts Gallery, New York City

1984 - Eastern European Exhibition, No Se No Gallery, New York City

1984 - Fashion Moda in Cleveland, Cleveland, Ohio

1984 - YA Circles, The Cork Gallery Lincoln Center, New York City

1984 - The Painter, the Poet...The Harcus Gallery, Boston, Massachusetts

1983 - Maps, Flags & Presidential Portraits The New Math Gallery, New York City
1983 -Terminal Show, Brooklyn, New York

1983 - Wardline Pier Show, New York City

1982 - Monsalve Gallery, New York City

Scenography/stage designs for modern ballet:

1995 - Queens of Golub, Bathseva Theater, Tel Aviv

Choreography by Ohad Naharin

1995 - Queens of Golub, Finnish National Opera, Helsinki

Choreography by Ohad Naharin

1990 - Yellow Springs Institute Residency, Chester Springs, PA

Choreography by Neta Pulvermacher

1990 - Muna Tseng Dancers, 14th Street YMCA, New York City

1989 - Nun and Nanuet, Tamar Dance Company, Jerusalem

Choreography by Neta Pulvermacher

1989 - Queens of Golub, Netherlands Dance Theater, The Hague

Choreography by Ohad Naharin

1989 - Arbos, Sydney Dance Theater, Sydney

Choreography by Ohad Naharin

1989 - Windows Project, Merce Cunningham Studio, New York City

Choreography by Neta Pulvermacher

1989 - Layout and drawings for the songbook Excuse Me For Breathing, Gerald Taub NYC
1991 - Layout and drawings for Up For Air songbook, Gerald Taub, Hardscrabble press NYC

Film scenography:
1995 - Set design for the feature film Ingrid directed by Alex Tana, New York City
2014 - Set design, drawings, feature film Dobrica, directed by Srdja Penezi¢

2004 - Monumental print Fragments of Time, on the Palace Albania,
as part of the celebration marking 600 years of Belgrade

Vesna Golubovi¢’s works and installations can be found in institutions and private collections in
New York, Los Angeles, Washington, Boston, Baltimore, Hong Kong, Tokyo, Berlin, Antwerp, Tel

Aviv, The Hague, Belgrade, Zagreb...

Has been a member of ULUS (Association of Fine Artists of Serbia) since 1980.
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