HOBA ANCTPAKUWUIA JEBEAECETUX

N CYBJEKTUBHU TECT
Aparomup YrpeH v Besbko Byjaumnh

NEW ABSTRACTION OF THE 1990S$
AND SUBJECTIVE GESTURE
Dragomir Ugren and Veljko Vujaci¢




Jparomup Yrpeh / Dragomir Ugren

be3 Hasusa / Untitled

2025, akpun 60ja Ha rasum v kapToHy / acrylic paint on gauze and cardboard
19,8x40,8; 23,5x26,7; 24,5x13,4; 21,6x14,4 cm
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Jiparomup YrpeH / Dragomir Ugren

be3 Hasusa / Untitled

2023-25, akpun 60ja Ha ra3u, ApBeTy 1 KapToHy / acrylic paint on gauze, wood and cardboard
54x34; 97,3x36; 100,3x35 cm



"3a pa3nnky of aBaHrapfe Koja je Ha Kpajy 3asplumna
y NpopayyHaToj reoMeTpnju 1 € OHy CTpaHy CBAKOr
C/IMKapeBOr CAMOCBOjCTBA XTe/1a A NOCTUTHE HajBULLIN
cTeneH 00jeKTMBHOCTM, HOBA ANCTPaKLMja CNaBu
cybjekTvBHM rect”

XajHpux Knotu, 1994.

"Unlike the avant-garde, which in the end arrived at
calculated geometry and, beyond every painterly selfhood,
sought to attain the highest degree of objectivity, the new
abstraction celebrates the subjective gesture”

Heinrich Klotz, 1994.



Jewa [leHerpn

APATOMMUP YIPEH'

He camo CMKapcKmnM je3ankoMm ([OCe[HO AaHUKOHWYHW, KpajHbe PefyKTUBHMM,
CBEJleHNM 10 MOHOXPOMHE MJIOXE) Hero nofjefHaKo No CBOjUM OCTIMM jaBHUM
[eNaTHOCTUMA (BOAMTE/b Tanepuje, ypPeLHUK Yaconunca, OpraHn3atop yMeTHUUKNX
36uBarba), [lparomMup YrpeH o3HauaBa MK yMeTHMKA BAaCMMTAHOT HA TOKOBUMA
rpagnTesbcke TpaLuLmje UCTopUjckor MofepHuama (Hehe GUTH CyJajHO WTO
yaconuc koju ypehyje Hocu Ha3mB MpojekapT). YrpeH 06HaB/ba AaHAC FOTOBO CACBUM
WLIYE3NY YNIOTY YMETHMKA K0 BULLECTPYKO YK/byyeHe 0cobe Koja OCUM Y CBOM aTesbey
Jenyje 1y MpoCTopy LMpe KYNTypHe cLeHe. A YrpeH je, npe cBera cMkap Bpio
npedubeHe MaHyenHOCTH, YMETHUK Ynje CIMKAPCTBO HUMOLUTO HWje MPOrpamcKor
HEro, HanpoTUB, FTOTOBO MHTUMHOT U MUHTUMUCTUYKOT KapakTepa. [pyrum peunmma, oH
je cnukap 3a kora je jenaH Hhemy 6MCKM KpUTMYap Ta4HO HaMMcao Aa ce “y Herosoj
C/IMLK, NOJ, ONHOM 3aTerHyTe paBHOMEPHO OC/IMKAHE MOBPLLUMHE, CIYTH YTaNOXeH
CEH3MOMNHM, TUXM, TAKTUAHW M TaHAHW NUKTYpaiHM oceha]’.

TakaB YrpeHoB MUKTypanHu ocehaj npsu MyT Ce jaBHO UCMO/bUO CPEANHOM
ocamfeceT1x Kafia ce OH Kao CacBMM 3peo C/IMKAp jaB/ba y TPEHYTKY HAKOH LITO

je yHyTap 0BOr TMMMUYHO NOCTMOAEPHUCTUHKOT Nepruoa MUHYO NOYETHM Tanac
C/MKapCTBa NpM30pa TpaHCaBaHrapAHe M HEOEKCMNPECHOHNCTUYKE NPOBEHK]jeHLM]e.
Ho, n3secHu pednekcy 1 penkTi Npu3opa jow yBek he ce 3agpxasatv y Tafalutbum
YrpeHOBIM CIMKaMa NPETEXHO Mannx GopmaTta n HenpaBUAHNX CObaLLHNX
KOHTYpa, ca ryctom matepujom 6oje y kojoj he npeBnagaBaty jefHa OCHOBHA
XpOMarTcka JOMUHAHTA. [oTom he, noyYeTkom [eBefeceTux, 0Baj yMETHUK CBe

AaJbe U jOLL BULLIE CBOAMTM CBOj NNACTUYKM rOBOP, AnLuaBahe ce pykonucaHor
TpeTuparba NoBpLUMHE, ycBajahe raTke MMNepcoHaHe NOCTaBKe TaHKor OojeHor
cnoja, a cee To 06aB/bahe Ha Noga0rama y CIMKapCcTBy Beoma HeyobuuajeHmx
(M3pa3nTO BEPTUKANHWX UM NAK U3PA3NTO XOPU30HTaHKX) hopmaTa, no npasuay
CacTaB/beHNX 0, HEKOIMKO CrOjeHNX efleMeHata Harnpas/beHyX of, MaTepujana
OTNaAHOr 1 HaKHagHO obpaheHor ApBeTa, MPecByYeHUX NAATHOM, MPEKO KOjUX je

Y jeloM TOHY, lak/le MOHOXPOMHO, HaHeTa 6oja CBETANjUX MAW TAMHU]WX, a1 yBeK
BP/10 NpedubeHnx ToHaAMTeTa. 3a 0beflexaBarbe 0Be BPCTE YMETHUUKE TBOPEBUHE
Y KpUTULM je NpUMersMBAH TEpMUH “‘Cinka-npeamet” (Mam ‘cinka-objexar’). Taj
TepMuH ynyhneao je Ha onpegmehetbe (00jekTyanusaumjy, penduxaumjy) camke kao
HOBOHACTa/e 1 Hanpas/beHe ‘CTBapn” Koja ynpaso 360r CBOjUX M3PA3NTO AyTOHOMHMX
M aHNKOHWYKMX CBOjCTaBa, 300r ycpeacpeherba Ha Came OHTONOLLKE NPeTnoCcTaBKe



YMETHWUYKOT Ae/1a Ka0 TaKBOr, MOHOBO YCMEepaBa MaxHy YMETHUUKOT NpoLieca ka
[JOHe[aBHO 3an0CTaB/beHVM, ann No NpobaeMckoM 3Hauajy BUTHUM NUTarbMMa
YWCTOT NAACTUYKOT CAMKAPCKOT/CIMKOBHOT MOCTYMKA M MULL/beHA Y TPAAMLMjN
e/IMTHOT BUCOKOT MOIEPHHM3MA.

Ha 13nox6u y 3naTHom oKy, YrpeH nokasyje CBoje HeflaBHO HacTase pagose y
KOjuMa je, y 0iHOCY Ha NPeTXOAHE, MPUMETHA - HApaBHO YHYTap Hberosor Beh
KapaKTePUCTMYHOT CTaBa - 3HATHA je3nyka NpomeHa. Havme, NoAsore pasamymTinx
popmara v ociMKaHe y pasHnM TOHIMTETMA, AW YBEK MOHOXPOMHE, pacropeheHe
CY Y HenpaBWIHOM U HENpeaBuI/bUBOM NOPETKY HA FA/IEPUjCKUM 31A0BUMA (Heke
CaCBMM HUCKO, pyre Nak Bp/IO BUCOKO), a OHO LUTO je Y YyMEeTHUKOBOM pagy GUTHO

TO je NOCTaBKa KOjOM MOjeAMHN OCTIMKAHM e/1eMEHTU 3a/1a3e 1 yiase y NpocTop

npes 3140M, Y/Me Ce jOLL BULLE UCTUYE HNXOBO onpeamhetbe, HX0BO Beh paHuje
MOCTUTHYTO “CTarbe CMKe - NpeameTa . YMHM ce Kao fAa je Lieo ranepujcku 3ug, yak
LLeO rajepmjckun NpocTop, Caaa, 3anpaso, NoCTa0 NOA/IOra €A KOjOM YMETHUK padyHa u
Ha K0joj paau, a OC/IMKaHW eneMeHTH Camo Cy jefnHuue Gopmu unjum moryhHocTMA
NPOMEHMBOT W'y Haueny yBek apyradujer pacnopefa yMeTHWUK Clo60AHO pykyje.
LLITaBuLLE, MOXe Ce 3anasnTu v 3ak/byunTu a je Lena u3noxoba n nsnoxba y uenunm,
3anpaso, jedHO jedMHO e CA4nHEeHO 0f OPOjHUX MOTEHLMjATHO NPOMEHVBNX
e/1EMEHATa, a He - Kao LWTO je Hajuelwhe cnyyaj - Aa ce nocTaBka cacToju of Beher
Opoja caMOCTaNHKX M CAMOIOBOJbHWX, Y aTe/bey AOBPLUEHNX U Y TalepujCKOM
NPOCTOPY TeK HaKHA[HO M3N0XeEHNX ekcrnoHaTa. Ca n3nox0tom [iparopmupa YrpeHa
y LleHTpy 3a BM3YenHy KynTypy 31aTHO 0KO, OTBapa ce LMKAYC Of, cefiaM U3n10X6m
nocseheHnx CMMNTOMUMA NpeninTarba MOAEPHUCTUYKMX, MOCTMOAEPHUCTNYKMX 1
HEOMOJEPHUCTUYKMX je3NYKMX NMO3KLMja Yy CPNCKOj YMETHOCTM CPeanHe AeBefeceTux.
Mocpeau je TemaTnka GWTHA 3a youaBare 1 pasyMeBarbe CPefuLlbKX NPobaeMCKNX
36MBarba Ha aKkTyenHoj AoMahoj YMETHMUKO] CLEEHN Y Ynjem je MPUPOLHOM W
NoXe/bHOM Mypann3my He camo moryhe Hero 1 noTpebHO U3ABajaTh nojase 1
nojeAnHLE Koju y (NPUBMAHO]) HEMPernefHOCTU YMETHUYKOT TPEHYTKA NPeLCcTaB/bajy
noysfaxe n cTabusiHe BpeAHOCTW.

Peu, 19, beorpap, mapt 1996.



Besbko Byjauuh / Veljko Vujaci¢

be3 Hazunea / Untitled

1993, KoMOMHOBaHa TexHWKa Ha nnatHy / mixed technique on canvas
100x80 cm



Jewa [leHerpn

BE/bKO BYJAYUR®

Nako gaHac y n3pasuToj MarbMHCKOj MO3MLMjW Y OGHOCY HA OpOjHe Apyre yMeTHUuKe
je3uKe 1 npakce, CIMKAPCTBO C YCIOBHOM 03HAKOM ‘ancTpakTHO” HAacTaB/ba CBOje
MPMCYCTBO Ha CLiEHN HOBMX NMOjaBa AeBefeceTVX v Tpaje Ha Toj CLieHu ca cBe BehnM
obaBe3ama LITo Ce NOCTaB/bajy Npef CIMKapa Koju ce TaKBUM CIMKAPCTBOM 6aBu.
Of, Hekap, NMMOHMPCKe 1 NPeBpaTHKUYKe ynore y NojeanHNM etanama nctopuje
MOJEPHM3MA, anCTPAKTHO CIMKAPCTBO Beh HEKONIMKO AeLieHnja yHaTpar Huje
onTepeheHo NMNepaTMBOM HOBMHE, & TO CaMO YC/IOXKHABA W OAPXKaBa MO/0XA]
C/IMKapa CrpemMHOr Aa ce JaHac Cyoum ca 3aaTKOM rpaje ancTpakTHe CInke
(kaxkemo “anctpakTHe”, a Morio 61 ce pehn “KoHKpeTHE” jep ce y TakBoOj CIMLM BULLE
He 33Ap>XaBa HY Hajyda/beHnju pedaekc NpefMEeTHOCTH). 3amMeHa 3a AePUHUTUBHO
OfCYTHW NpeaMeTHM Tpar Y HeAaBHWUM W peLieHTHUM npakcama ancTpakTHor/
KOHKPETHOT CIMKAPCTBA jecTe CTPYKTypa came CAIMKE; 1 YMEeCTO peun CTPyKTypa (LTo
je npeBwLLe TBPAM NOjaM Koju noaceha Ha Hay4Hy TEpMUHONOTHjY) MOX A je bosbe
pehmn Mpexa Kao perynatop 301Barba y CIMKOBHOM NOJbY, Npema Gpurypu kojy yBoam
v KopucTu PocannHaa Kpayc. Tymauehu ynotpeby 1 3Hauerbe 0BOr TepMUHA KOf,
KpaycoBe, bpeju, he yka3aTtu Ha cnefehe: “Kao wTo je Hekan u3a wradenajHux camka
yekana lNpupoaa, cafa he y ayTOHOMHOM eKCrepyMeHTaIHOM CIMKOBHOM MOJby
MOJEpHM3Ma pPa3acTpe Mpexa, y30pak-HocunaL, U3 Kojer ce Wwnpw canka’. U gopaje
[ CIMKA Koja Cce TeMe/bi Ha perynaTMBHOM NPUHLMMY MPeXe HacTaje Kao niog,
MEHTA/IHO U peIeKCMBHO 3aCHOBaHE pafbe CIMKakba, OTYAA CaBpemMeHa ancTpakTHa
cnvka obaBesHo je cosa mentale, focnenHo ToMe caBpemMeHOo ancTpakTHO CMKAPCTBO
je “Telllka yMeTHOCT”, TelLKa jep MHOTe MPeMICe Pa3BujeHOr aQyTOHOMHOT je3nka
CIMKApPCTBA Ba/ba 33/J0BO/LUTM Jia OM CIMKA K0 KOMMAEKCHW MAACTUYKM OpraH13am
yonwiTe MOrna Aa oncraxe.

Ca 3aaTKOM U3rpajHe CONCTBEHOT U3riefa ancTpakTHe CINKE Y YMETHUYKOM
KOHTEKCTY [ileBefleceTUX Cyoumo ce Besbko Byjaunh, koju je TakBe npumepe cBoje
NpoAyKLMje Np1Kasao Hajnpe Ha Memopujany y Yauky 1996. (rae my je npunana
jenHa of Harpasia), a NoToM HeflaBHO HA CAMOCTAHOj M310X6K y Tanepujun
CTyOeHTCKOT KyNTypHOr LieHTpa y beorpaay. Byjaunheso cankapctso nocepyje
Npeno3HaT/bMBM KOA Y je3nuKoM NoApyuyjy y KojeM ce Kpehe: heros mogyc
MPeXe YNHW OpraHu3aLmja NpaBUIHO, & HE TEXHUUYKM er3aKTHO (Kao Yy pasHum



CTpyjama reomeTpujcke ancTpakLmje) CIMKAHNX BEPTUKAIHUX TPAKa, NPe MeKmX
(soft) Hero TBamx (hard) nBuua. A Te Tpake CBOjUM CTPUKTHMM MOHAB/baHEM
YC/10B/baBajy Aa CIMKa noceyje CBOjCTBA HW3a, cepuje, puTMa Bapuparba CIMYHKUX,
a He M UOEHTUYHMX jeMHNLA Y TPOCTPAHOM KOMMAKTHOM C/IMKOBHOM MOJbY.

Toj KOMMAKTHOCTW CIMKOBHOT M0/ba JONPUHOCK U XPOMATCKO jeAMHCTBO C/IMKE,
Hajuewwhe yjenHaueHo CBETAO MM TAMHOCUBOM, CBeTNI0CMeReM, Y “Npsbaso” Genom,
MPKOM CKOPO [10 NOCBe LipHOM TOHANNTETY. Mako TakBa Cinka obasesyje Ha
NPeLM3HOCT U NPaBUAHOCT M3Bea0de, y 0BOM Cilyyajy Nocpeam je n3senda koja mnak
HWje 3axTeBana Jokuaare Tpara paja yetke. MospLIMHa je canafgaHa Tako fa
33/p)aBa W 0fiaje CBOjCTBA NOTe3a, He NPUKPUBA NOCTYMNAK CMKakHba, YyBa N3BECHY
C/10jeBMTOCT ¥ TPAHCNAPEHTHOCT GaKType, a CBUME TUMeE YNHM Aa je n3berHyTa
TUMMYHO KOHKPETUCTMNYKA MMNepCcoHanHa GpUHANHOCT peann3aumje. NpUToM, y CBUM
C/IKaMa OBOT Lik/yca NoceCHO je HeroBaH jeAaH CBOjeBPCHY eKLEC: HAMME, Y3
TOpHbY MW AOHY MAPrMHY CIMKOBHOT M0/ba LIeIOM HheroBoM [y>XMHOM NpoTexe ce
npyra ca ANCKPeTHUM OPHAMEHTIHUM MOTMBMMA, LUTO O1 HA NPBW MO, MO0
na byae y NpoTVBPEYHOCTY €A CTPOrMM NAACTUUKMM MOPETKOM YCMOCTAB/bEHNUM

Y AOMUHAHTHOM CpeaMLUTy CIMKOBHOT Nosba. Ho, 3anpaso, Huje Tako. To Huje y
MPOTUBPEYHOCTY 3aTO jep je NoCcpeamn TUM CIMKe 1 BPCTa CIMKAPCTBA KOje N1aKo
MOLHOCK U3BECHE [MCMNAPAHTHOCTM MHAYe CTPaHe OPTOLOKCHOM KOHKPETU3MY MK
MUHUMANN3MY, aNu JOMYLWTEHE Y NOCTKOHKPETUCTUYKO] U MOCTMUHUMATUCTUYKO]
ancTpakLumju Kojoj ByjaunheBo cimkapcTBo HaNpoCTo BpEMEHOM HACTaHKa W
HAYMHOM C/IMKakba NPUPOJHO Npunaga. Y cknagy ca UCKyCTBOM HarnalleHe
NPe3eHTHOCTU MUHUMAUCTUYKOT 06jeKTa, kof, Byjaunha je ykynHo CIMKOBHO
nosbe, ApyriM peurnma Gopmar camke, 06aBe3HO BEIMKNX AUMeH3Hja. Mocpeam cy
MOHYMEHTa/IHA NAaTHa Koja y M3/1araykoM NpOCTOpY feyjy MOhHUM TeNecHNM 1
BM3YeHUM MPUCYCTBOM, NOCTMXYAM fia ce edekaT nocTaBke uam Lene nsnoxbe
carnefasa He Ko 30Mp NojeanHNX eKCNOHATA Hero Kao LIMKAYC CPOAHMX anu
[O0BOJbHO PA3INYMTUX CIMKA, LITO NOKa3yje fa ce CMkap He b6aBu paspagama
BapWjaHTu jefHor cBOr Ba3nyHor NaacTUyKor npobnema.

YKOIMKO OM Ce TPaXMO 0froBapajyhn akTyesHU KOHTEKCT OBOT C/IMKAPCTBA HACTAOT,
Ko yoCTanoM W MHore fipyre nojase Ha 6eorpafckoj yMeTHWUUKOj CLIEHW AeBefeceT,
Yy M30/1aLMj1 0, CABPEMEHNX MHTEPHALIMOHANHMX 301Bakba, OHAA OV Taj KOHTEKCT Mo
CBOj NpPUAMLM NPeaCcTaB/bao GeHOMeH “HoBe ancTpakumje” u “HacnnkaHe reomeTpuje’,
KaKO MX Ha3nBa XajHpux KoL, v Nof KOjuM nofpasyMeBa YMETHUKE KAOo LUTO CY

LoH Ckanu, MmHTep ®epr n XenmyT depepie. O “HOBOj ancTpakumju’ n “HaCIMKaHO]
reomeTpuju” Knou, he pehn: “3a pasnuky of aBaHrapfe Koja je Ha Kpajy 3aspLumia y
MpopayyHaToj reOMeTPUjM 1 C OHY CTPaHY CBAKOT CIMKAPEBOr CAMOCBOjCTBA XTeNa

[a NMOCTUTHE HajBULLK CTeMeH 00jeKTMBHOCTY, HOBA ancTpakLiMja claBw CyOjeKTUBHM
rect”. Ml Ha ipyrom MecTy: “/13 NOCTMOAEpHE CLeHe CTUCKE LAPOSMKOCTW U3aBaja



ce TeHAeHUM]a Ka jeAHOj Hemporpamcku cnoboaHOj ancTpakLmju Koja BULLE HUje
MO3BaHa [a aBaHrapAMCTUYKM A0A3M HA KPaj CIMKE MK [ia Ce HACTaB/ba Ha MBULE
GUKLMOHANHOCTW. OHA, HANPOTMB, MOHOBO A03BO/bABA ECTETHKY KOMMNO3MLMje C
OeCTeXMHCKMM recToM 1 0C1000feHMM NOTe30M KnumLe Ha NATHUMA BEUKOT
dopmarta’. [la cy oBM nacycn nucaHn 1994. v NprMerbeHn Ha CIMKapCTBO NonyT
ByjaunheBor nnu fa ce yak Ha camo ByjaunheBo civnkapcTBo ogHoce, buaw

01 ca TMM CIMKAPCTBOM Y MOTMYHOj CArMACHOCTH, LITO je 3HAK BPEMEHCKE 1
npobaemcke NapanenHoCTH C KOjoM ce CIMKAPCTBO OBOT MAAA0r Georpasickor
yMeTHMKA NoTeHUMjanHo ynanhe y akTyenHe npoLiece y 0BOM AAHAC eKCKAY3MBHOM
AVCLMNAMHAPHOM NMOAPYYjy. A TO je ynpaBo Nofpyyje jeAHOr HOBOr ancTPakTHOr
CIMKApPCTBA Y KojeM he NOMeHYTW KpUTUYapu Hahu apryMeHTe y Npuor Ceoje Te3e 0
nojasu “gpyre moaepHe” (Zweite Moderne) unju yMETHUYKM je3nLm Y cebn caxnmajy,
NOMUPYjy W YAPYXYjy PeAYKTUBHOCT M aHa/IMTUYHOCT K0 CBOjCTBO MOjefMHNX CTpyja
MCTOPUjCKe 1 BUCOKe MOJepHe ca PUKLIMOHANHOLWHY Ko jefHOM Of, TUMNYHUX
ocobnHa nocTmofiepHe. CBakako 6e3 kankynauuje fa ce 0BUM NPOLECMMA NPUK/bYUM,
0e3 HenocpeaHOr yBUAA y NpUMepe ApyrvX, aan cnocobHowwhy aa MHTYMTUBHO 1
npaBOBPeMEHO M3rpagu nosunumjy kojoj he 6utn y Haueny bancke nomeHyTe napanene,
Byjauwnh je paHac y oBoj cpeamnHy jenaH o, peTkux yMeTHMKA KOju KOMHLMAMPA ca
peneBaHTHOM Npob/IEMATMKOM TPEHYTKA Y KOME HheroBo [e0 HacTaje. A ia To Huje
CaMo YCNyTHA KOMHLMAEHLM]A HEro je CTBAPHA je3MUKa M lyXOBHA CPOAHOCT €A KPYyrom
ayTopa 3ajefHo ca kojuma fienn 6ancke TeMesbHe veje CBeS0UM 1 HEroBO NPUCYCTBO
y MefjyHapogHoM npojekTy leorpaduja - feomeTpuja y opranusaumju beuxe ranepuje
MeTep JIHAEP Y KOjeMy je KOHLenuujoM 1 BpeaHoLLhy CBOjUX pafoBa HedaBHO 610
jenaH of, nyHoNpaBHUX YHECHMKA.

Pey, 35-36, beorpag, jyn-aBryct 1997.



Jiparomup YrpeH / Dragomir Ugren

be3 Hasusa / Untitled

2025, akpun 6oja Ha rasm, fipBeTy v kapToHy / acrylic paint on gauze wood and cardboard
5x88; 22x45 cm
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Jiparomup YrpeH / Dragomir Ugren

KoHcrenauwje / Constellations

2019, akpwun 60ja Ha kKapToHy 1 nnaTHy / acrylic paint on cardboard and canvas
35,5x35,7; 36x36 cm



Jiparomup YrpeH / Dragomir Ugren

be3 HasuBa / Untitled

2024, akpun 60ja Ha rasw u kapToHy / acrylic paint on gauze and cardboard
31x45; 45,5x85 cm



Jlparomup Yrpex / Dragomir Ugren

be3 Hasusa / Untitled

2021-25, akpun 60ja Ha ra3u 1 kapToHy / acrylic paint on gauze and cardboard
18x28,5: 17,5x27,8 cm
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Jparomup Yrpeh / Dragomir Ugren

be3 Hasusa / Untitled

2023-25, akpun 60ja Ha rasw 1 kapToHy / acrylic paint on gauze and cardboard
20,8x59; 40x34,5 cm






Jiparomup YrpeH / Dragomir Ugren

be3 Hasusa / Untitled

2025, akpun 6oja Ha apeety / acrylic paint on wood
8x140 cm

Jparomup Yrpeh / Dragomir Ugren
be3 Hasuea / Untitled

2022, akpun 6oja Ha rasu v kapToHy / acrylic paint on gauze and cardboard
39,5x50; 21,5x50 cm
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Jiparomup Yrpeh / Dragomir Ugren

be3 Hasuea / Untitled

2025, akpun 60oja Ha rasu v kapToHy / acrylic paint on gauze and cardboard
27,5x47,2; 34x41,8 cm




Jparomup Yrpeh / Dragomir Ugren

bes Hasuga / Untitled

2025, akpun 60ja Ha ra3um v kapToHy / acrylic paint on gauze and cardboard
48x25; 30x44 cm
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Jparomup Yrpeh / Dragomir Ugren
bes Hasuga / Untitled

2025, akpun 60ja Ha ra3um v kapToHy / acrylic paint on gauze and cardboard
35x41,5; 49x15,4; 29x14 cm

21
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Besbko Byjaunh / Veljko Vujacic

be3 Hasuea / Untitled

1993, KombrHOBaHa TexHMKa Ha nnatHy / mixed technique on canvas
26x34,5 cm (cBaku / each)



Besmbko Byjaunh / Veljko Vujacic

be3 Hasusa / Untiled

2000, akBapen Ha nanupy / aquarelle on paper
66x61 cm (cBakm / each)
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Be/bko Byjauuh / Veljko Vujaci¢

be3 Hasusa / Untitled

2003, akBapen Ha nanupy / aquarelle on paper
102,5x91,5 cm

24



Besbko Byjauuh / Veljko Vujaci¢

Cnvka / Painting

2008, komMOMHOBaHa TexHKka Ha naatHy / mixed technique on canvas
2x58x43 cm (cBaka / each)
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Besbko Byjauuh / Veljko Vujaci¢

Cnvnka / Painting

2008, KombKHOBaHa TexHMKa Ha nnatHy / mixed technique on canvas
49x33,5 cm (cBaka / each)

26
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Besbko Byjaunh / Veljko Vujacic
be3 Hasmsa / Untitled

1998, KOMOMHOBAHA TEXHUKA

Ha nnatHy / mixed technique on
canvas

180x205 cm
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Jesa Denegri

DRAGOMIR UGREN®

Not only through his painterly idiom—consistently aniconic, radically reductive, pared
down to the monochrome plane—but equally through his other public activities
(gallery director, journal editor, organizer of artistic events), Dragomir Ugren embodies
the figure of an artist formed by the currents of the constructive tradition of historical
modernism. It can hardly be accidental that the journal he edits bears the title
Projekart. Ugren revives a role of the artist that has by now almost entirely vanished:
that of a multiply engaged individual who acts not only within the confines of the
studio, but across the broader field of cultural life. Yet Ugren is, first and foremost,

a painter of exceptionally refined manual sensibility, an artist whose painting is by

no means programmatic but, on the contrary, almost intimate—indeed intimist—in
character. In other words, he is a painter of whom a critic close to his work once
wrote, with precision, that “within his painting, beneath the membrane of a taut,
evenly painted surface, one senses a sedimented sensibility—a quiet, tactile, delicate
pictorial feeling.”

This pictorial feeling first declared itself publicly in the mid-1980s, when Ugren
emerged as a fully mature painter at a moment when, within this typically postmodern
period, the initial wave of scene-painting of Transavantgarde and Neo-Expressionist
provenance had already subsided. Still, certain reflexes and relics of the image would
linger in his paintings of that time: works predominantly of small format and irregular
outer contours, with a dense materiality of paint in which one primary chromatic
dominant tended to prevail. Then, in the early 1990s, this artist pushed his plastic
language ever further toward reduction: he relinquished the handwritten, gestural
treatment of the surface, adopted smooth, impersonal layings of a thin pictorial

skin, and carried all this out on supports highly unusual in painting—either markedly
vertical or markedly horizontal formats—typically composed of several joined elements
made from discarded and subsequently worked wood, stretched over with canvas,
across which paint was applied in a single tone, that is, monochromatically, in lighter
or darker yet always exquisitely nuanced tonalities. In criticism, the term “painting-
object” (or “picture-object”) was used to designate this type of artistic construct. The
term pointed to the reification—the objectification, the thingness—of the painting as

a newly made “thing” which, precisely because of its emphatically autonomous and
aniconic properties, and because of its concentration on the ontological premises of
the artwork as such, redirects the attention of the artistic process toward questions of

30



pure plastic painterly/pictorial procedure and thought—questions recently neglected,
yet crucial in problematic terms—within the tradition of elite high modernism.

At the exhibition in Zlatno Oko, Ugren presents works of recent date in which,
compared to the earlier ones, a considerable shift of language is noticeable—naturally,
still within the framework of his already characteristic position. Supports of different
formats and painted in various tonalities, yet always monochrome, are arranged

in an irregular and unpredictable order across the gallery walls (some set very low,
others very high), and what is crucial in the artist's work is the installation whereby
certain painted elements project into and occupy the space in front of the wall,
thereby further accentuating their objecthood, their previously achieved “state of
the painting-object.” It appears as though the entire gallery wall-indeed the entire
gallery space—has now itself become the support with which the artist reckons and
upon which he works, while the painted elements are merely formal units whose
potential for mutable, and in principle always different, arrangement the artist
handles with complete freedom. More than that, one may observe and conclude
that the whole exhibition—and the exhibition in its totality—is in fact a single work
composed of numerous potentially variable elements, rather than, as is most often
the case, an installation consisting of a greater number of autonomous and self-
sufficient exhibits, completed in the studio and only subsequently displayed in gallery
space. With Dragomir Ugren’s exhibition at the Zlatno Oko Center for Visual Culture
begins a cycle of seven exhibitions dedicated to the symptoms of the interweaving
of modernist, postmodernist, and neo-modernist linguistic positions in Serbian art of
the mid-1990s. This is a theme of real importance for recognizing and understanding
the central problematic currents of the contemporary local art scene, within whose
natural and desirable pluralism it is not only possible but necessary to single out
those phenomena and individuals who, in the (apparent) unruliness of the artistic
moment, represent reliable and enduring values.

Rec, 19, Belgrade, March 1996
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JeSa Denegri

VELJKO VUJACIC

1.

Although today it occupies a markedly minority position in relation to the many other
artistic languages and practices, painting conventionally designated as “abstract”
continues to assert its presence on the scene of the new phenomena of the 1990s,
and remains on that scene burdened with ever greater demands placed upon the
painter who chooses to work in such a mode. From its once pioneering and insurgent
role in certain phases of the history of modernism, abstract painting has for several
decades now been relieved of the imperative of novelty; yet this only makes more
complex—and more exacting—the position of the painter willing, today, to confront
the task of constructing an abstract painting (we say “abstract,” though one might
just as well say “concrete,” since in such a painting not even the most distant reflex
of objecthood is retained). The substitute for the definitively absent trace of the
object in recent and current practices of abstract/concrete painting is the structure
of the painting itself; and in place of the word structure—too rigid a term, redolent
of scientific terminology—it may be more apt to speak of the grid as the regulator

of events within the pictorial field, following the figure introduced and employed by
Rosalind Krauss. Interpreting Krauss's use and meaning of this term, Brejc points
out the following: “Just as Nature once stood waiting behind easel painting, so

now, within the autonomous experimental pictorial field of modernism, the grid is
spread out—a carrier-pattern from which the image unfolds.” He adds that a painting
grounded in the regulative principle of the grid comes into being as the fruit of a
mentally and reflectively founded act of painting; hence the contemporary abstract
picture is necessarily a cosa mentale. In keeping with this, contemporary abstract
painting is a “difficult art”: difficult because numerous premises of the developed
autonomous language of painting must be fulfilled if the painting, as a complex
plastic organism, is to endure at all.

It was precisely with the task of forging the specific appearance of an abstract
painting within the artistic context of the 1990s that Veljko Vujaci¢ engaged, first
presenting such examples of his production at the Memorial in Cacak in 1996 (where
he received one of the awards), and then, more recently, at his solo exhibition at

the Gallery of the Student Cultural Centre in Belgrade. Vujaci¢’s painting possesses
a recognizable code within the linguistic territory in which it moves: his mode of
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the grid consists in the organization of vertical bands painted regularly, though not
with technical exactitude (as in various currents of geometric abstraction), their
edges more soft than hard. Through their strict repetition, these bands condition

the painting to assume the properties of sequence, series, rhythm—a variation of
similar rather than identical units across a spacious and compact pictorial field. This
compactness of the pictorial field is reinforced by the chromatic unity of the painting,
most often sustained in evenly modulated light or dark grey, pale brown, “dirty” white,
or dusky tonalities approaching near-black. Although such painting calls for precision
and regularity of execution, in this case the execution has not demanded the erasure
of the brush’s trace. The surface has been mastered in such a way that it preserves
and reveals the qualities of the stroke; it does not conceal the act of painting, it
retains a certain layering and transparency of facture, and by all this it avoids the
typically concretist impersonal finality of realization. At the same time, in all the
paintings of this cycle one particular excess has been carefully cultivated: namely,
along either the upper or lower margin of the pictorial field, running across its entire
length, stretches a band with discreet ornamental motifs, which at first glance might
seem to contradict the strict plastic order established in the dominant center of the
pictorial field. Yet in fact this is not so. It is not contradictory because what is at stake
is a type of picture and a kind of painting capable of absorbing certain disparities
otherwise alien to orthodox concretism or minimalism, yet admissible within the post-
concretist and post-minimalist abstraction to which Vujaci¢’s painting quite naturally
belongs by virtue of the time of its emergence and its mode of execution. In keeping
with the experience of the heightened presentness of the minimalist object, the total
pictorial field in Vujaci¢—in other words, the format of the painting—is invariably on

a large scale. These are monumental canvases which, within the exhibition space,

act with a powerful bodily and visual presence, making the effect of the installation,
or indeed of the entire exhibition, legible not as a sum of individual exhibits but as a
cycle of kindred yet sufficiently distinct paintings, which shows that the painter is not
engaged in merely elaborating variants of a single basic plastic problem.

If one were to seek an appropriate contemporary context for this painting—born,

like many other phenomena on the Belgrade art scene of the 1990s, in isolation

from current international developments—that context would most likely be the
phenomenon of the “new abstraction” and “painted geometry,” as Heinrich Klotz
terms them, by which he means artists such as Sean Scully, Giinther Forg, and
Helmut Federle. Of the “new abstraction” and “painted geometry,” Klotz writes:
“Unlike the avant-garde, which in the end arrived at calculated geometry and, beyond
every painterly selfhood, sought to attain the highest degree of objectivity, the new
abstraction celebrates the subjective gesture.” And elsewhere: “From the postmodern
scene of stylistic variegation there emerges a tendency toward an unprogrammatic,
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freely practiced abstraction that is no longer called upon, in avant-gardist fashion, to
bring about the end of painting or to press onward to the edges of fictionality. On the
contrary, it once more permits an aesthetics of composition with a weightless gesture
and liberated brushstroke on canvases of large format.” Had these passages been
written in 1994 and applied to painting such as Vujaci¢'s—or indeed had they referred
directly to Vujaci¢’s painting—they would be in complete accord with it, which is a
sign of the temporal and problematic parallelism through which the painting of this
young Belgrade artist potentially entwines itself with current processes in this now
exclusive disciplinary field. And this is precisely the field of a new abstract painting

in which the aforementioned critics would find arguments in support of their thesis
concerning the emergence of a “second modernity” (Zweite Moderne), whose artistic
languages condense, reconcile, and combine within themselves the reductiveness and
analytical rigor characteristic of certain currents of historical and high modernism
with fictionalization as one of the typical features of postmodernism. Certainly
without calculation or strategy to join these processes, without direct acquaintance
with the examples of others, but through the capacity to intuitively and timely build a
position to which the above parallels would in principle be close, Vujaci¢ stands today
in this milieu as one of the rare artists coinciding with the relevant problematics of
the moment in which his work is being made. And that this is not merely an incidental
coincidence, but a genuine linguistic and spiritual kinship with the circle of authors
with whom he shares closely related foundational ideas, is borne out by his presence
in the international project Geography — Geometry, organized by Vienna’s Galerie
Peter Linder, in which, by the conception and quality of his works, he was recently
one of its fully legitimate participants.

Re¢, 35-36, Belgrade, July-August 1997

*[leHerpu Jewwa (2004). OncTaHak yMETHOCTU y BpeMeHy kpu3e, beorpa: Linuepo / Denegri
Jesa (2004). Opstanak umetnosti u vremenu krize, Beograd: Cicero
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Jparomup YrpeH
(1951, bocaHcka Kpyna)

[AnnnomMnpao je Ha PakynTeTy IMKOBHWUX YMETHOCTU Y beorpagy 1978, ofcek
CMKapCTBO, Y knacv npodecopa 3opara Metposuha. Of 1982. fo 1989. roavHe paan
Kao kyctoc y fanepuiju ,JiukoBHu cycpet*y Cybotuum. O 1992. no 2002. je AupeKTop
lanepuije caBpemeHe IMKOBHE YMETHOCTU (0f, 1996. My3eja caBpemeHe IMKOBHE
ymeTHOCTH) y HoBom Capy. Of, 2002. rogmHe paam Kao KycTocC y UCTOj YCTAHOBM, KOja
0J,2006. roamHe HOCK Ha3nB My3ej caBpemeHe YMETHOCTU BojBoAnHe. buo je raBHu
YPeLHMK YAConuca 3a BU3yeNHe YMETHOCTH Mpojeka(p)T Of HeroBor ocHmBama 1993.
0o 2001. rognHe.

Dragomir Ugren
(1951, Bosanska Krupa)

Graduated at the Belgrade Faculty of the Arts in 1978 in the class of Prof. Zoran
Petrovic. Since 1982 to 1989 he was curator in “Likovni Susret” gallery in Subotica.
From 1992 to 2002 he was director of Gallery of contemporary art (from 1996 change
name to Museum of contemporary art) in Novi Sad. In 2002 he becomes a curator at
same institution which change name in Museum of contemporary art of Vojvodina in
2006. He was editor in chief at magazine for visual art Projeka(r)t from 1993-2001.

Be/bko Byjaunh
(1969, beorpapn)

Jvnnomunpao Ha ®akynTeTy IMKOBHMX ymeTHOCTU 1994. y beorpapy. [lena Be/bka
Byjaunha ce Hanase y penpeseHTaTMBHUM jaBHUM 1 NPUBATHUM KOJleKLIMjama
(MCYB, MopepHa ranepwja JbybsbaHa, galerie Petar Linde bey, konekuuja Hosecku,
MapjaHoBswh, ipaxosuh, Byjuuunh).

Veljko Vujacic
(1969, Belgrade)

Graduated in 1994 at Academy of Fine Arts, Belgrade. His works are part of some
prominent public and private collections (MSUV, Modern Gallery Ljubljana, Gallery
Petar Linde Vienna, collections Noveski, Marjanovi¢, DraZovic, VUjicic).
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Jlparomup Yrpex / Dragomir Ugren

be3 Hasusa / Untitled

2025, akpun 6oja Ha rasw 1 kapToHy / acrylic paint on gauze and cardboard
26x57; 20,5x21,2 cm

Kopuue / Cover

Besbko Byjaunh / Veljko Vujacic

be3 Hasusa / Untitled

1998, KombKHOBaHa TexHMKa Ha nnatHy / mixed technique on canvas
180x205 cm
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