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3opaH Epuh

1 Enver Dragulj, ,1zmedu
likovnog i vizuelnog”, razgovor
sa Stojanom Celi¢em,

y: Gordana Stanisi¢ (prir.)
Stojan Celi¢ iz drugog ugla,
Beograd: Muzej Zepter, 2012,
70. U3BopHo: Enver Dragulj,
»lzmedu likovnog i vizuelnog”,
Radio Sarajevo - Treéi program,
br. 44,1988, 287-295.

2 Stojan Celi¢, ,,lzmena slike
sveta”, y: Gordana StaniSi¢
(prir.), 2012, op. cit., 36. HaBe-
AeHo npema: MpuctynHa Sece-
Aa oap>kaHa Ha CBe4aHOM CKy-
ny Cpncke akagemuje Hayka U
YMETHOCTH 14. ija 1986. rogm-
He, NoBoJoOM U3bopa 3a peJoB-
Hor unaHa Cpricke akagemuje
HayKa U YMeTHOCTH, OTUCaK M3
Maca cccLvi Cpncke akagemu-
je Hayka 1 ymeTHocTH, Opesbe-
tbe JIMKOBHE W My3H4Ke yMeT-
HOCTH, Kib. 4, Beorpag, 1988.

AHarmm3a npocTopHMX
KOHOTauuja y aeny
CTojaHa henumha

Mpociiop me je uHitiepecosao u gaHac je 3a MeHe He3aobuG3aH dpodaem.
Mpocuiop je puryuja u peanHoci uciuiospemMeHo: Meciio, 0dUM, 8eNUHUHG,
gybuHa, WUpUHA, gyHCUHA; y GUMEH3Ujama c8eodyxeailiHo tiosbe 36UBarsa.
Tamo Ige 1a y 6e3ipaHu4HOCWIY U IpaHU4HOCHIU GouMamo omMoiyheH je kpeia-
rbem. Kag kaxceM ga Me Gpociiop y pa3nuduitium pojeryujama uHiwepecyje,
Kasyjem u ga cam dpuHyheH ga ce rbume dasum. OH ce y cauyu ociisapyje
He3aslCcHO 0g Moje 80Jbe, 50/be peyeHo, Moja 80/ba ce HUMe octisapyje.

— Cr1ojaH henuh

oA PEAYKTUBHOI METOJA 4O TOMOJIONMJE CTOJAHA REJIUHA

Kao ueHTpanH1 MoTHB ymMeTHOCTH CTojaHa henuha, MU HaYMHaA Ha KOjM je npo-
MULL/BAO CIIMKAPCTBO U TEXHMO ,,4UCTOj CMLM” Hamehe ce npodnemM npocTopa.
Y uctopuorpaduju ce Beh NoyeTKOM LUe3geceTUX roguHa ABafeceTor Beka
MCKpUCTanMcao CTas [a je npoctop dopmaTuBHa Kateropuja henuhese ymer-
HOCTH M HEroBOr Ha4YMHa KOHCTpyHcarba cyinke. HeonxogHo je ogmax uctahu
ha ce Teopujcka apTUKyaaLuja npodiemMa NpocTopa, Y HeroBuM pasinyuTum
KOHOTaLMjama, pasBujana yrnopeno ca CIMKapeBUM pasBOjHUM MyTeM, Hero-
BUM NPOMMULLIbAaHMMA, 3aNUCMMa U M3jaBamMa Koje MCTUYY MpOoCTop Kao ,,uK-
LMjy”, av UCTOBPEMEHO U Kao ,,peaHoCT”.> Kpo3 Aujanor U ucnpenyieTeHocT
»OMUM/BMBKUX”, €r3aKTHUX, M YaK MaTeMaTUYKMX KapakTepucTMKa npocTopa —
Koje ce 4eCTo Be3yjy 3a JIMKOBHe NpodyieMe AyOuHe UK NepcrnekTUBe — C jen-
He CTpaHe, Kao W ayTopedIeKCUBHUX, MCUXONOLLKHUX, UM NaK YCJOBHO peyeHo
»MeTau3nIKKUX” oANuKa npocTopa c apyre, henrheso neno 3axTesa 1 JOMNUY-
HY TeopHjcKy MHTepnpeTauMjy. Mpe cBera, SUTHO je Aa ce ofpefe pasanyuTe 1
pa3HoOpoAHe NpOCTOPHe KOHOTaLWje Koje heMo pa3maTpartu, He Hy>KHO XpOHO-
NOLKH, Y TEOPHUjCKMM MHTeprpeTauujama henrheBor IMKOBHOT, MUCAOHOT afu
1 noeTcKor npucTyna rpafery ciuke.
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PeayKTUBHU MeTOp,

Mpex 3Ha4ajaH ponpuHOC AedHHHUCary npodnema MpocTopa Kao LeHTpasHor
JIUKOBHOT NuTara hennhesor cankapcTsa ao je Jlasap TpudyHoBuh y TekcTy
»PenykTuBHU meTop, CtojaHa henvha” us 1962. roguHe.? TpugyHosuh anocTpo-
upa fa je cBeT cMKe U3BaH U U3HAA, ,,peasiHor cBeTa”, W Aa ce NocTynak peayk-
uuje, Takofe UMaHeHTaH henrheBoM CIMKapckoMm MeToay, oppef)yje kao ,,TpaHc-
nosuuuja HaheHor ceeTa” W ,npeTBapare NpuMponHor odnuka y 3Hak”* To je,
UCTOBPEMEHO, W jeflaH Of, YUBOPWLUHMX Npodnema MOAEPHUCTUYKOT TyMaderba
ancTpakTHOr CNIMKapCTBa: SO Aa je y MUTaky NpoLec ancTpaxoBakba Nojefu-
HWUX enemeHaTa W npepJjoxaka npeyseTux U3 MpUpoAe Koju Bofe Ka MOTMYHO
HOBOM W HenpernosHaT/bUBOM MIACTUUKOM pellietby CIIMKe, UK, C Apyre CTpaHe,
MPUHLMN CTBaparba HoBe hopMe, NMpH YeMy je caM CTBapanadku YMH JOXMBIbEH
Kao NpUpOAHa aKTUBHOCT, Ca MMMYJICUMA KOjU J0Na3e U3 HeCBECHOT.5

TpudpyHoBHUheB KPUTUUKK OCBPT OCTaje y OKBUPUMA eTeKToBara (popmMa-
HO-NJIACTMYKKX efleMeHaTa TBOpehba CIMKapCKOr je3nka, Kao U ofHoca npema
NpUpPOAM M3 KOje NMOoTHYe MHWLMjaIHA MMCA0 O CJIMLM, aCOLMjaTUBHU npoLec,
JOK je tbeH LWJb ,,ancTpakTHa M YHMBep3asiHa XapMoHHja”. TakaB NpUCTYMN TyMa-
Yekby CIMKApPCKOT NMOCTYMKa Nogynvpe cTaB Aa je JyduHa npocTopa c/iMKe ckpa-
hu1BaHa MOCTYNKOM peflyKLMje, AOK je ,,CMHTE@30M YHMLUTaBaHa Hheroea peasHa
AMMeH3Mja”, YUMe je YUCTOTA JIMKOBHMX efleMeHaTa U hUXOBHUX OJHOCA AoLuia
y npew nnaH.° TpudyHosuh, Mef)yTM, oanasu U Kopak Aasbe, HaroBewwTasajyhu
ThenuheBy cyrectujy ,MpauLMOHaNHOr NpocTopa”, MM YaK ,, TeMMOPaNHOCTH
npocTtopa”’ Yume oTBapa MOryRHOCTH 32 HOBE METOAOJOLKE MOJesie YuTakba
CJIMKe W CTBapakbe Teopujcke anapaType Koja he je aHanu3nupat.

Kao kputuuap, TpudyHoBuh uctnye pa henuhesa usnoxda y Canony
Mys3eja caBpeMeHe YMeTHOCTH y beorpany 1962. rofuHe npencTaBsba BeJIMKU
MoMak y ayTopoBOM pa3Bojy, HakoH Nep1oaa ,,Kkpuse” 1 HepaspeLleHe guneme
0 OJHOCY reomeTpuje U CEH3UOUIHMjUX CAMKAPCKUX MOCTYyMnaka NpPUCYTHUX Y
npeTxoAHMM (pasama. Y 3aKk/by4Ky, OH HABOAM Aa Cy NMpUKasaHe ciMKe NOMU-
puie noeTcke U MUCaoHe KapakTepucThke hennheBe yMeTHOCTH, Kao U aa je
,»Ha TOM CMojy 1 Ha TOj CUHTEe3M carMKapcka MyHocT CTojaHa henvha morna [...]
Ja y NoTMyHOCTHU pa3Buje CBOje OCOOUHE U BPJIMHe, Mpe CBera UCTaH4aHo oce-
hatbe 3a CTPOry XapMOHHjy M ackeTW3aM y peayKLUWjU cpelcTaBa Koju je A03BO-
JINO HEeroBUM CaMKama Ja NnporoBope MCKOHCKOM rnoesujom™.?

3 Lazar Trifunovié, ,,Reduktivni
metod Stojana Celi¢a”,

y: Studije, ogledi, kritike, ed.:
»Srpski kriticari”, sv. 4,
Beograd: Muzej savremene
umetnosti, 1990, 207-209.
M3BOpHO 06jaB/beHO Y: HUH,
Beorpag, 8. IV 1962. Npukas
camocTasiHe n3noxdée CrojaHa
Thenuha y CanoHy Myseja
caBpemMeHe YMeTHOCTH

y Beorpagy.

4 Ibid., 207.

5 Paul Crowther and Isabel
Wiinsche (eds.), Meanings

of Abstract Art Between Nature
and Theory, London & New
York: Routledge, 2012, 2, 5, 119.

6 Ibid.

7 UsaHa CumeoHosuh, ,Caap-
XajHa 3acMheHoCT koja He noj-
Jlexke NporpaMMpaHnM cafpxa-
juma’, (pasrosop ca CTojaHOM
Thenuhem), y: CtaHucnas XKuB-
koBwh, Jlasap TpudyHoeuh,
WBaHa CumeoHoBuh, Caukap-
cwiso CiiojaHa henuha, beo-
rpap: fanepuja Cpricke akage-
Muje HayKa U YMETHOCTH, 1990,
39. HakHapgHa pednekcuja CTo-
jaHa henuha ykasyje Ha Tese
Koje hie ce jaBuTH y TprudyHo-
BUheBUM NOTOUM
TeKCTOBHUMA.

8 Nasap TpudyHosuh, 1990,
op. cit., 208.
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9 Jerko Denegri, pref. cat.
Stojan Celi¢, Mala galerija
Ljubljana, 1963. LluTMpaHo npe-
ma: Marija Pusi¢, ,Umetnost
Stojana Celi¢a”, pref. cat.,
Beograd: Muzej savremene
umetnosti, 1983, HanoMeHa 47,
cTp. 50.

10 Ibid.

11 Ibid.

12 Irina Suboti¢, ,Snovidenja
iz stvarnosti”, y: Irina Subotié
i Ivana Simenonovi¢ Celi¢ (ur.)
Stojan Celi¢, Beograd: Clio,
1996, 59.

13 Ibid.

14 Muogpar bereHuwuh,
,OCTaBLWTKHA 3a dynyhHocT”,
TB Beorpag, pexxuja MumbeHKo
LlepeTa, eMMTOBAHO 14. anpuna
1985.

AHanu3sa NpoCTOpHUX KoHoTauuja y aeny CtojaHa henunha S

TeKTOHHWKa ypdaHor

lfoauHy faHa HakoH TpudyHoBuheBor TekcTa, y npearosopy henvhese camo-
CTanHe U3noxoée y Manoj ranepuju y JbydraHu 1963, Jepko [leHerpu aHaan3om
ayTOPOBOT CJIMKApPCKOF MNOCTYMKa NoTBphyje 3Ha4aj NpocTopa Kao SUTHOT YUHU-
oua hennhese NMKOBHe Nnekcuke, UCTUUYhK Ja je NPOCTOP OCTBApeH Ha ,Heno-
HOBJbMBO MHAMBHUAYaNaH HauMH"® [leHerpu ykasyje Ha MOLEPHUCTUYKM MOCTY-
naKk Heruvpaka MIaCTUYHOCTH KJacM4yHe MepcrnekTUBe, anud W Ha ynoTpedy
»KOHTpacTa dojeHWx 30Ha” pa &u ce cyrepucana audepeHumjaumja y AySUHH
cnvke. OH NOTeHLMpa UCKIbYUYHUBO POPMaJIHy aHalM3y JIMKOBHOT je3nka aa ou
oJpenmro NpocTopHe kapakTepucTuke henuheBor cavkapcTsa, TBpAHOM Aa ce
OHa ocTBapyje ,CBohereM TPOAWMEH3UOHAHOT NpeaMeTa Ha ABOAWMEH3HO-
HaJIHOCT CJIMKaHe NOoBpLUKMHE, HAaU3MEHWYHO NMOBPLUHO MOCTaB/beHe, MPUTHCKA-
jyhu jacHo peduHMCcaHe NOBpLUMHE HejeflHAKMM MHTeH3UTeToM doje”° Mefy-
TUM, 32 KacHWje aHanu3e MpPOCTOPHUX KOHOoTauuja y ciukapcTBy CTojaHa
henunha 6UTHO je TO WTO M [leHerpu Harnawaea Aa Kjby4yHu npodaem HeroBor
C/IMKapCTBa JIOUMpa Y ,,paliMoOHasIHOj U JOCAELHOj aHaNU3U cneunduyHe apxu-
TeKTOHMKe NpocTopa”)’ Npy YeMy ce NOCedHO UCTHYe KOHCTaTalMja o ,,apXUTeK-
TOHMWLM” Kao NojMy Koju oTBapa Aasba Moryha Tymaderba MpoCTOPHUX penauuja
Yy YMeTHWKoBOM Jeny. [lok JleHerpu nocMatpa apXMTEKTOHMKY MpoCTopa Kao
NAaCTUYKH je3UK TBOPEeHa CIIMKe, MpeBofereM Tor TepMUHA Y ApYry TEOPHjCKH
pervctap Morno 6u pa ce yCTBpAM Aa y WMpeM pecdepeHTHOM Nosby OH npea-
cTaBs/ba nocedaH npeameT civkapeBe naxwe. MpuHa CydoTuh Tako McTH4e
hennhey opnuky cnukapa ypdaHor, ykasyjyhu aa nopeg, npuponHor, U ypdaHu
amdujeHT paje SUTHe MMNy/nce YMETHWKOBOM Jeny, ajiu Harnawasa U Apyru
dUTaH MOMeHaT, a To je fa je OH CAMKap ypoaHor CeH3MduIuTeTa, 3aTO0 LWTO je
»4OBEKOBO OKpY>Kje NpMXBAaTHO He Kao (MpUPOJHY) ciyyajHocT, Beh npe cBera
Kao pesynTaT JbyAcke WHTepBeHUMWje U 0dankoBarba”™? Cnenehom ceHTeHLIOM,
ayTopka fiaje npeLu3aH ofnMc NPOCTOPHUX KOMMNOHEHTH YMETHUKOBOT ClMKap-
cTBa, anoctpodurpajyhn He TONMKO YeCTo UCTULLAH 3HAYaj YpOaHOr Y HeroBom
neny: ,hennheBo oceharbe MpocTopa je ynpaBo casHate O aHTPOMOMETpH]-
CKOM, fakJie IMYHOM, YpSaHOM MoNoXKajy, Yak U OHAA Kaja ce Taj NpocTop Tpe-
TWpa BaH Jomallaja YoBekoBe Mepe.” henuh noTephyje TakBe KOHCTaTauMje y
HEKOJIMKO M3jaBa. MHAMKATHUBAH je HheroB UCKas, CHUMIbeH 1968. roguHe y aTe-
Jbey Koju je Hekapa npunagao Ypouwy Mpeguhy: ,OnKo/beH cam 3M0BUMA,
HanasuMm ce y jefHOj CpeAnHHM Koja je ypdaHu3MpaHa. balu TM npodnemu, ypda-
HU3Mpakbe LMBUIM3aLMje, Hamehy MU ce mocneaHKUX FOAKUHA, U ca TUM Npodne-
MHMa ce U daBuM.”'* Beh HapefHe, 1969. rofiMHe, Y TOBOPY MPUINKOM NpUMaksa
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,»[10NIUTUKUHE” Harpafe 3a CIMKapCTBO, OH KOHCTaTyje fa ce NoCedHOCT Hero-
BOT paja ornepay ,,NoKyLajy Aa ypdbaHM3MpaH1M LieJIMHaMa Koje Hac OKpYXKYjy
Jam, 3a cede W 3a gpyre, MoeTcky AMMEH3MWjy”'> Y Hamepu Aa cymupamo Te
pasjiMyuTe efeMeHTe Koju TBOpe ,,apXMTeKTOHMKY npoctopa” hennhesBux ciu-
Ka, Kao 1 ,,ypbaHu CeH3MOMNMTeT” Herose cTBapanayke JIMYHOCTH, Npeanaxe-
MO CHHTarmy ekiioHUKa ypodaHoi, Koja yKpLITa BU3ype pa3fIMtuuTUX MeToL0J10-
WKUX M OUCLMMAMHAPHUX MNocTynaka, oTeapajyhu Hapasbe MoryhHocT 3a
MpyUMeHy jegHor cneundUYHOr AUCKYpPCa ClayuoaHanu3se, Koju aHaau3upa rnpe-
cek u3Mmehy cydjekTa, ApyLITBa U NpocTOpa.’™

Tononoruja

Kpatku TekcT ,,Tononoruja CtojaHa henuha”, koju je Jlazap TpudyHoeuh odja-
BMO y KaTtasory hennheBe camocTanHe U3oxde canka ofpxkaHe y fanepuju
Joma omnaguHe beorpaja 1976. roguMHe, NpefcTaB/ba CeMHHANaH LOMPUHOC
TEOPHjCKM OMNCeXHHje MOCTaB/bEHOM apTUKyNMcaky npodiema npocTopa.
TpudyHoBHheB NpUCTYN aHaNU3M M TeopeTU3aLMjM YMETHUYKOT fena noppa-
3yMeBao je Li1pere Nnosba KPUTUUKOT MocMaTparba akTyesHe YMeTHOCTH yBO-
HerweM Te3a U MeTOHOMOrMje U3 COLMONOLLKMX, MCUXONOLWKKUX U purnosod-
CKMX TeOpUjCcKMX NpemMuca.” TakaB TpudyHoBUheB 0COSeH U TEOPHjCKHU LUIMPOKO
yTeMesbeH UCTPaXKMBAYKM MEeTOJ, OKapaKTepucaH je y ucTopvorpaduju Kao
»MOAeN KpUTHYKOr ayxa”® Kao 3ajeHU4KM MMEHWTE/b KOjUM je Xeneo Aa
UCTakHe MAejHO-NNacTUYKY CYLITUHY HoBe cepuje hennheBux cauka, Tpudy-
HoBMh je Mpey3eo TEPMHH ,,NOeTHKA MPOCTOpa”, MO UCTOMMEHO] KHNU3KW dpaH-
uyckor dunosoda lcrora bawnapa (Gaston Bachelard) 13 1958. roguHe.” Y
henvheBrM cnvkama OH NpenosHaje SalunapoBcKy ,Tonopuaujy”, ,cydnuma-
LMjy XYMaHWX BpeHOCTH” U ,BULLE3HAYHY pacnpaBy o duhy npocTopa Koju je
Y Hama OHOJIMKO KOJIMKO CMO U MM Y HeMy”.*° BalunapoBo Aeno, yKopeHeHo y
(beHOMeHoNOrMjM, NocedHo y naejama EamyHaa Xycepna (Edmund Husserl) 1
Mopuca Mepno-MoHTtuja (Maurice Merleau-Ponty), cTaB/ba akL,eHaT Ha XXMBOT-
HO MCKYCTBO NPOCTOpa M Harnawasa nepuenuujy U cydjeKTMBHO, EMOTUBHO U
CEH30PHO MCKYCTBO CTBApHOCTH. balunap TBpAM fa NpocTop H1je caMo (pU3MnY-
Ka WK apXUTeKTOHCKa CTBAPHOCT. 3a Hera je Ha4MH Ha KOju A0XHMBIbaBaMO
npocTop Ay5OKO MoBe3aH C HAalOM MalUTOM M eMolMjama.?’ balnapoBo geno
nmano je nydoK yTuLaj Ha UCTOPHjY YMETHOCTM NoMepareM NaXkke ca YUCTO
BU3YeNHUX POPMasIHMX MJIM NNACTUUKMX acrnekara NpocTopa Ha Herose emo-
LIMOHaNHe, NCHUXONOLIKe U CUMOOIMYKe JUMeEH3Hje.

15 CraHucnas XXuekosuh,
»Carkapcteo CtojaHa henuha”,
y: CtaHucnas XXuskosuh,
Nazap TpudyHoBuh, MBaHa
CrmeoHoBuh, CnnkapcTBo
CrojaHa henuha, beorpap:
lanepuja Cpncke akapemuje
HayKa M YMeTHOCTH, 1990, 18.

16 Zoran Eri¢, ,Metodoloski
problemi pisanja o savremenoj
umetnosti: primer
spacioanalize kao diskursa”,

y: Biljana Mickov i Zoran Eri¢
(ur.) Nauéni zbornik ,,Prostori
umetnosti”, Novi Sad: Kulturni
centar Vojvodine ,Milo$
Crnjanski”, 2024, 14-22.

17 Gordana Stanisi¢, ,,Stojan
Celi¢ - kriti¢ar”, y: Gordana
Stanisic (prir.), 2012, op. cit., 7-8.
18 BecHa KpyJwau, Jlasap Tpu-
¢byHosuh powiaioHucWi U aHWa-
ToHuci jegHe etioxe, beorpan;:
HapogHu my3ej, 2009, 69.

19 Gaston Baslar, Poetika
prostora, Beograd: Kultura, 1969.

20 Nasap TpudyHosuh, ,,Tono-
noruja CrojaHa henunha”, y:
Cranucnas XKuskosuh, Jlasap
TpudyHosuh, UBaHa CMeoHoO-
Buh, Caukapciigo CiiojaHa
henuha, beorpaa: Manepuja
Cpncke akagemuje Hayka

M YMETHOCTH, 1990, 29. U3BOp-
HO o&jaBsbeHo y: ,Stojan Celié,
1zloZba slika”, pref. cat.,
Beograd: Galerija Doma
omladine, 22. Iv-3. Vv 1976.

21 Gaston Baslar, 1969, op. cit., 4;
22-24. bawunap KOp1CTH U Tep-
MUWH beHOMeHoorvja MaLlTe.
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22 Jaszap TpudyHosuh, 1990,
op. cit., 29.
23 Ibid.

24 Marija Pusi¢, ,Umetnost
Stojana Celi¢a”, pref. cat.,
Beograd: Muzej savremene
umetnosti, 1983; CtaHucnaB
>Kuskosuh, ,,Cnmkapcteo CToja-
Ha henuha”, y: CtaHucnas XKuB-
koswuh, Jlasap TpudyHosHh,
MBaHa CumeoHoswuh, Caukap-

ciso CitiojaHa Fenuha, Beorpap;:

Fanepuja Cpricke akagemuje
Hayka U YMeTHOCTH, 1990; Irina
Suboti¢, 1996, op. cit.; Lidija
Merenik, ,Moderni projekt
Stojana Celi¢a”, pref. cat. Stojan
Celi¢, Kragujevac: Galerija RIMA,
23.V-4.VI 2014.

25 Irina Subotié, ,lluzija neceg
drugog. Prostori Stojana
Celi¢a”, Odjek, 6p. 7, 1-15.
anpun 1978, 23.

26 TakaB TEDMWUH U CUHTarMa, y
BpemMe Kaja je nucaHa Morna 6u
ce JOXHWBETHU U Kao contradictio
in adjecto. Y ckopallH0j TeopH-
ju, rpukm punosod 1 Teonor
XpucToc JaHapac (XpioTog
MNavvapdg/ Christos Yannaras)
pasBHO je Te3y 0 MeTapHU3NUUKOj
CTPYKTYpH 0cobe Kpo3 nojmMoBe
NPOCOMOH, eK-CTacuc, XMnocTa-
CHC, eHepreua, anodaTtrsam u
epoc. JaHap1coBe Te3e 6U CBa-
Kako Sujie KOpPUCHHje Y aHasu-
34 KaTeropwje ja-ipociiop Kojy
TpudyHosuh nocrassba. Buae-
Tu: Christos Yannaras,
Postomodern Metaphysics,
Brookline, MA: Holy Cross
Orthodox Press, 2004; id.,
Person and Eros, Brookline, MA:
Holy Cross Orthodox Press,
2007; id., The Schism in
Philosophy. The Hellenistic
Perspective and its Western
Reversal, Brookline, MA: Holy
Cross Orthodox Press, 2015.
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MpeBopehu bawnapose naeje y aHanusy ymetHoctu CtojaHa henuha, Tpudy-
HoBMh 3akJbyuyje:

[...] npocTop cnuke je MeTacbopa cBeTa C/IMKe, OH je eHa BUTaHa eHep-
rvja, M BULLe of, TOra, SUTHW N1aH Ha KoMe A0Ma3K [0 jeAUHCTBA YoBeka
ca XXMBOTOM, CKPMBEHUX Caapxaja ncuxe ca depmMeHTMMa ApYLUTBA,
BpeMeHa U1 ernoxe. AKO, AakJie, MPOCTOp HWje YBeK U caMO MaTepujaiiHa
nydrHa 1 onpepmeheHa Wyn/bKHa, OH Ce MOXKe KOHCTpyHcaTH of, napa-
MeTapa Koju Cy CJIOSO[HO HaMyCTUW reoOMeTPHjCKU 3aBUYaj JbyACKoOr
nyxa. U CtojaH hennh ynpaBo To pafu — KOHCTpYyHLLEe CBOjy TOMOJNOTHjy,
NMojMoBMMa, OLHOCMMA M Mepama KOju Cy HeroBM OHOJIMKO KOJIMKO je
CJIMKa HEeroBo Aeso, U 3ajefHUYKM OHOJIMKO KOJIMKO OHa OCTBapyje CBO-
jY KOMYHHKaLMjy ca HOBEKOM M CBETOM.*

AHanu3oMm HaeefeHor uckasa npuMehyjemo aa TpudyHosrh yBOAH TepMUHE U
nojMoBe M3 JOMeHa MNCUMXOJorhje U couuosoruje, nocTasmbajyhn Temesbe 3a
Jajby TeOpHjCcKy paspagy TpW Tuna npoctopa Koja aeduHuwe y henvhesoj
TOMoJsIoruju: ja-dpocuiop, tpociop-epeme W tpociiop-38yk. Takofe, eTumono-
KK NnocMaTpaHo, Nojam TOMoNOrkuja NoTHYe of, FPUKKUX pedn Ténog — ,mecTo”
u AOyoG — ,,HayKa, 3Harbe, pey”, ¥ 3anpaBo y HayLM 03HayaBa rpaHy MaTemartu-
Ke Koja ce 5aBM TOMONOWKUM MPOCTOPUMA U FeOMETPHjCKMM CTPYKTypama.
TpudpyHosuh, mefjyTHM, KOPUCTH Taj Nojam Aa dU yBeo pasHOPOAHE U JOHeK e
eKJieKTUYHe Teopujcke nogJjore y Aa/bMM aHanM3aMa CBakor of, TpU NOMeHyTa
THNa NpocTopa, Koje TYMauu Kao ,Knace Y1ju ce CeMaHTUUKK Cafp>Kaju 4ecTo
MefycodHO MpoXuMmajy M npeknanajy y jefHoj civuun”?* Tako nocTaeibeHa
TpudyHoBuheBa npocTopHa ,,TpHjada” nocrana je yBpexxeHa y UCTopuorpagm-
ju, a npodnem npoctopa y henrheBom pagy nocTao je npeameT aHanu3a dpoj-
HMX ayTopa.”* MefyTuM, fasba TymMayera M HafaorpagHe NocTaB/beHUX KaTero-
pvja MpocTopa HWUCY OTHLAe Aafeko Y npasly Kopuluhera MeTof0NOWKNX
anapaTypa M TEOPHWjCKMX Mopena ApYyrux OUCLMMAWHA, 3a WTa je Temesbe
noctaBuo TpudyHoeuh. PaHy peLienumjy TakBOr TyMayera W 3Ha4ajaH AoOMNpU-
Hoc paje MpuHa CydoTtuh, ctuuyhu aa henrheBo ciMkapcTBo nokasyje cro-
COGHOCT Aa CTBOPH ,,MNY3Wjy Hedyer Apyror”, roe npocTop nocTaje Hocunal,
3HauYeHba M U3paxkasa CJIOXKeHe YHyTpallkbe CBeTOBe YMeTHHMKA.?S KoHcTaTaum-
ja CtaHucnaBa >XvBkoBuha aa je y3 Te Tpu KaTeropuje, koje TBope ,,MeTacu-
3UUKYy CTPYKTYpy”** henuheBux civka, NoTpedHO AojaTH U YeTBPTY — O0jy,
ocTaje y JOMEHY UCTOPHjCKO-YMETHUYKHMX, POPMaTUCTUUKHUX W JIMKOBHO-MNA-
CTUYKHUX MofeNla MHTeprnpeTauuje, WTO Ce MLIYMTaBa y CTaBy ayTopa ja y
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henvhesoj noeTULH ,,NOpen, OCTaNINX efleMeHaTa — 3HakoBa, KpUBE JINHKWje UK
cdopmMe - mopamo nocedHo noasyhu HesameHbMBY ynory Soje”?” CBakako Aa
je 3a hennheBo cNMKapcTBo, M TO NOCeSHO y Mocneatbe Be JeLeHuje Hherosor
cTBapanaluTBa, 50ja M3y3eTHO 3Ha4ajHO rPafMBHO TKUBO CiMKe, KopUWwheHo U
3a oppefhMBare NpOCTOpPHUX ofHOcCa. Takofe, M hopmanHa aHanusa y UCTOpHj-
CKO-YMEeTHWYKOM Tymayerby CJIMKe je y MOTMYHOCTH onpaBAaH W JIerMTUMaH
NpUCTYMN, Te ra He Tpeda UCKI/bYUYUTH U3 OBAKO NMpOdNEeMCKHU MoCTaB/beHe CTy-
aunje.® MefyTum, nocedaH akueHaT S6MCMO y OBOM MOrNaB/by CTaBUIM Ha aHa-
N3y, Hajorpafikwy M BUBMCEKUMjy TpU Tuna npoctopa y TpudyHoeuheBoj
MHTeprpeTaLuju.

Ja-npocTop

MpBu TUN Koju TpudyHoBUh pasmaTpa — ja-dpociiop, AeUHUCAH je Kao ,,CHH-
Te3a noeTcke MMarlHauuje U MeTacdM3nUKe aHTPOMOJIOrHje Koja ce ocTBapyje
Ha Hajoyd/beM HMBOY Y KOMe je MPOCTOp BHLLE MCMXOJIOLIKA a Matbe BU3yeNHa
YurbeHuua”>® CTaB Aa je NpOCTOp NCUXOJOLWKA YWHeHMLa Bpaha Hac Teopuju
FacToHa bawnapa, y Kojoj NpocTopu eBoLMpajy ceharba U 08IHKYjY MOEHTUTET.
3a ncyxosolka TyMadyerha nocedHo je SUTaH HauMH Ha KOju pasymMeMo OfHOC
usmefy ceharba, MecTa 1 popmuparba concTea, fa du ce pasymeno Kako noje-
OWHLM OCTBapYjy UHTEpaKkLUMjy ¢ PU3MYKUM NPOCTOpPHUMA U KaKo UX MHTEepHa-
NK3yjy. Y oAHOCY Ha KpeaTWBHMW Mpouec y CTBapanawTsy, MOMIM SUCMO U3
ApYror, NCUX0aHaIMTUUKOT perucTpa aa ynotpedumo gopmynaumjy cydnuma-
LiMje CBMX UCKYCTaBa M JOXMBIbEHUX NPOCTOPA M HMXOBOT NpeHoLletba, hr-
Tpuparba 1 oBansohera y yMETHUUKOM Jeny.

MehyTum, TpudyHoBuh ce okpehe jenHoj HOBOj pedepeHLM Y TeopeTH3a-
UMju ja-Gpociopa - KOjy Hanasu y TepMUHY ,MpaBW npoctop” denrujckor
necHWka U yMeTHWKa AHpuja Muwoa (Henri Michaux),’° onucyjyhu ra kao
»npocTop duha y 6uhy, npocTop xaoca koju xohe pa cede ypeiu v oppenu
npema cedu 1 npema ceeTy”. henuh je kao ayTop dUO CKNOH NOe3uju1, APY>KHUO
ce C MecHWUMMa W MIYCTPOBAO HHUXOBe KhbMre. HberoB NecHWYKU MpUCTYN
YMeTHOCTH U Herosa ,,noeTcka CTpacT”, yBeK Yy y3ajaMHOM Aujanory ca ratiom,
KoHTemnnatuHowhy, TpudyHoBuhy cy SunM Beoma Mo3HaTH, Te HE 4YyAu
crnekTap pedepeHLUM Koje KOPUCTH Ja fedHHULLIEe OBY KaTeropujy.

Muwoosa Krura L’Espace du dedans® (YHywipawireu dpociiop), CBakako je
duna monasuvwTe 3a OBaKkBO uuTamwe. TpUudyHoBuh napadpasvpa jeaHy of,
MOeTCKMX CeHTeHUM Muwoa: ,L’espace, mais vous ne pouvez concevoir cet
horrible en dedans-en dehors qu’est le véritable espace” (MpocTop, anu He

27 CtaHucnae XXMBKoBUN,
»ChimkapcTBo CTojaHa henuha’,
y: CtaHucnas XXKuskosuh,
Nazap TpudyHosuh, UBaHa
CumeoHosuh, Caukapciiso
CiiojaHa Renuha, beorpan;
Fanepuja Cpncke akapemuje
HayKa ¥ YMeTHOCTH, 1990, 20.

28 EVITHOje na ce Harnacu

na je henuheso peno seh
TemesbHO aHaNIM3UPaHO, CUCTe-
MaTHU30BaHO U KOAUPHUKOBAHO
Yy pasjiMyuTe XpPOHOJOLLKE 1
cTuncku ogpeheHe nepuoge,
duorpadcke getasbe U aHanM3e
CBUX MefMja U TeXHHUKA Y KOju-
Ma je ayTop AenioBao (LpTex,
rpaguka, CiMKapcTBo, Tanuce-
pHja, cueHorpadmja, Mo3auK,
UTA.). LInsb oBOr papa je 3aTo
Jla ce TEOPHjCKH pa3BHje YMuTa-
tbe passMuuTUX Modena

W KOHOTaLWMja npocTopa y neny
CrojaHa henuha, 6e3 noHassba-
Ha LO6PO YCNOCTaB/bEHMX
MCTOPUjCKO-YMETHHYKMX aHa-
NU3a, HaBeleHUX Y HarnoMeHH
5poj 15.

29 Na3sap TpudyHoewuh, 1990,
op. cit., 29.

30 3HauajHo je fa ce HaromeHe
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ancTpakTHe NpoBeHUjeHLMje,
NpoTaroHMCTa TalWwusma, 1 Aa je
nocedHO yKJby4MBaO efleMeHTe
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jaHa henuha. Muwoosa Kpun-
THYHa Noesuja NUcaHa je nog,
yTHULajeM NCUXOaKTHUBHUX Cyn-
CTaHLM NoNyT LSD-a MU
MecKanuHa, Koje cy NpousBo-
Aune NcUxopesiyHa UCKycTBa.
31 Henri Michaux, L’Espace

du dedans, Paris: Gallimard,
1944.
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MOXKeTe MOjMUTH Taj Y>KaCHW YHyTpalltbe-CMosballHK L,eo, KOjU je CTBapHM
npocTop),* HaBogehH fa je y NuUTawy ,M3HYTpa-cnosba NpocTop, ,Mpasu Npo-
cTop’”.3 MuwooBe MeTamopcdo3e NpocTopa, U MOETCKM OnWCK nonyT ,npo-
CTOp CeHke — CyoyaBarbe ¢ SpaBama’, ,,60pda npoTMB npocTopa” — cy ckuue,
TOKOBM MMUCJIH Koje je Tewko MefycodHo ycknaauTu. ,,Mpoctopu” kog Muwoa
— anpe cBera oHW, pecrnekTUBHO, Moe3Huje U CIMKApCTBa — CY TOJIMKO Pa3HOBP-
CHH, Aa Ta bMX0Ba OAJIMKA NMPEeTH 4a NPOLIMPU U AMBEP3U(dHKYje HaUWH Ha KOjH
0 HMMa NOoKyluaBamo Aa Mucaumo.’* Mehytum, Beh y cnepehoj peveHuuM
onwca ja-tpociiopa TpucdyHoBuh KOHCTaTyje 4a je MpOCTOp ,,)KMBA CYNCTaHLa
o[, Koje Ha C/IMLM OCTajy Anjarpamu M 3HauM WTo ce Kpehy Npeko YBPCTMX pac-
Tepa U Mpexa”.’s Bpahajyhu ce us noetckux cdepa bawnapose u Muwwoose
MWUCIIH, OH UCTHYe TepMHHe MonyT Aujarpama, pacTepa U Mpexa, Koju yBone
HOBM NMOjMOBHMW PervcTap ersakTHUX Hayka, anu U (popmasHy aHanusy mMonep-
HUCTHYKe CNIMKe, MOCedHO Y KacHUjUM Tymaderwrma PosannHa Kpayc (Rosalind
Krauss)*® koja ynpaBo KOpPUCTH TepMHH grid (pelleTka), wto he SUTH npegmeT
nocedHe aHanuse.

Ako ce carnega uuTas onyc CrojaHa henvha, MpUMETHO je Aa Cy Ha3WBM
CNMKa eBOKAaTMBHW, MOCTaB/beHU KAO 3aroHeTKe WKW NWTaka, anu, ¢ apyre
CTpaHe, Y KOHKPETHH, U pedepuily Ha BpeMeHCKe MM NPOCTOPHE oApelHULIe.
Y Apyrom ciy4ajy, Ha TOMOHMMe, MecTa, NpocTope U TepuTopuje (MuKeHa,
CyHWOH, MepuTepaH, LLnaHuja, CaHTOPUHH, JleBaHT, KWUHa, UTA.) KOjU Mpep-
CTaB/bajy - Y jeAHOM Apyraduvjem moryhem Tymadewy op TpudyHosuhesor
ja-pociiopa - KOHLENT onpocTopaBarba concTaa. Ty Te3y 3aroBapa paHLyCcku
¢unosod u counonor AHpu Nledesp (Henri Lefebvre), uvja je TemesbHa Teope-
TH3aLMja pa3IMuMTUX HUBOA NPOM3BOAHE MPOCTOPA U3y3eTHO SUTHA 3a MaTe-
pWjanMCTUUYKK MPUCTYN TOM Npodnemy y3 UcTHLare ofHoca M3Mely cydjekTa
U apywTea.”’ JlebeBp je MHCMCTMPAO Ha BaXXHOCTHM MOCMATparba >XUBOTHMX
MpakcK U CUMOONUYKOT 3HaYeHa M SUTHOCTHU ofpefeHMX NpocTopa U HUXOBOT
onpocTopaBatba. OH je cyrepucao ga MHAMBMAYe NMPOU3BOLE MPOCTOP Tako
WTO yBOAe npaBal, OOpPT, OpHjeHTaLMjy M 3ay3uMarbe, U OpraHusyjy Tonoc
KpO3 rectope, TparoBe W o3Hake.* Y pa/bMM aHaiM3ama TakBMX TEOPHjCKMX
MocTaBKkM Ao0NasyM [0 KOHCTaTauuje Aa je cama nojaBa MogepHOr nojeauHua
noBe3aHa C TeKCTyalM3aLMjoM COMCTBA, WITO je NOCeSHO YOU/bMBO Yy OGMIbY
LHeBHMKa Koju, y hennheBoM cnyyajy, NpeacTaB/bajy M3y3eTHO 3HayajHa cBe-
[0YaHCTBA O HEeroBoj CydjeKTUBU3aLMUjU U HAYMHY MULLIbEHA YMETHOCTH. U3
Te BM3ype, MOXeMO fa TBPAUMO fa ce nojefuHal, NpeodsiMkyje y BpeMeHy U
MecTy M peduHMlIe Kao MHAMBMAya MNyTeM MOCEdHMX CMnaLMjaJHOCTH
nocTojaha.*
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Kao cydjekTu, concTBeHy eraucTeHuMjy Hajuewhe KOHLENTyanu3yjeMo y
MPOCTOPHMM KaTeropuvjama, Npy 4eMy ce ego 3aMMLUIba Kao EHTUTET yTerso-
BJbeH YHYTap 06jeKTUBM30BAHOT (PM3MUYKOT TeNa.*° Y TOM KOHTEKCTY NocTaBsba
ce NnuTakbe: LTa KOHCTUTYHLLE NPOCTOP JIMHHOT XXMBOTA, M Ha KOjU HauMH ce Taj
MPOCTOp MOXe MaTepHjaiu30BaTh U apTUKYJWUCATH KPO3 KpeaTUBHW MpoLec
CTBaparba YMeTHUYKOT Jena, a Aa NPUTOM 3afp>XH C/0jeBUTOCT CBOje MHTHUME,
TajaHCTBEHOCTH U XepMETUYHOCTH? JefaH of, acnekara UcTor npodnema ornepa
ce Uy TBpPAHM Aa CYy HaYMHU Ha Koje NojeauHUM AedUHHULY WU LOXKUBIbABAjY
COMCTBEHE MPOCTOpe Of, CYLUTUHCKOT 3Ha4aja 3a npouece KOHCTPyKLUMje UaeH-
TUTeTa.* LLITaBHLLIE, MOrNO OM ce TBPAMTH Ja MPOCTOp He caMo Aa od/uKyje
MIOEHTUTET OHWX KOjU ra HacTamyjy, Beh Aa NocToju CHaXkHa Kopenauuja usmehy
obpasalia noHallaka nojeMHLAa U KapakTePUCTHUKA MPOCTOPA KOjWU OH UK OHa
3ay3vMajy.** Ha Taj Ha4MH, NpOCTOp Yy KojeM ce OfBWja CBaKOJHeBMLA MOCTaje
maTepujanunsaunja cySjeKTUBHOT XXMBOTA — HEroB NMPOCTOPHM OTUCaK — rae cy
MHAMBUAYaNHe aKTMBHOCTM KOHAEH30BaHe M MpojekToBaHe, TBopehu Tako
eraucTeHUMjy Koja je ycnoBsbeHa U fedHUHUCaHa KOHKPETHUM aMOUjeHTOM.

Jow jepaH peneBaHTaH HayWH yCMoOCTaBsbarba Bese cydjekTa ca CMOJbHUM
CBETOM OrJiefia ce y NOCpefoBakby Kpo3 MaTepujasiHe 0djekTe Koju JonpuHOce
KOHCTUTyMcary ocehaja conctBa. TM 0djekTH — M4yHe Memopadunuje, Kao U
Apyrv odenexunsadn aytodrorpadckor 3Hayaja — opraH1syjy ce 1 akymynaupa-
jy Y dopMu matepujanHMX mana MOEHTUTETa, OLHOCHO OHOra LUTO ce MOoXe
KOHLLeNTyann3oBaTu Kao aywioiioioipaguja.** OBU apTedakT PyHKLUOHHULLY
Kao MpOCTOPHH 3anucu cydjeKTUBHOT MCKYCTBa, YuMe omoryhaBajy Manuparbe
NIM4He wWcTopuje U adeKTUBHUX OAHOCA KPO3 CTBapanadyku npouec.** Kao
MoTBpAY 3a Taj M TakaB NpoLiec CTBaparba U OMpPOCTOpaBakba CONCTBa, MOXe ce
HaBecTH cnepeha henuhesa usjapa:

Kap ka>keM ja ce Moja BOJba NPOCTOPOM OCTBapyje kaxkeM, Takohe, na
MM HWje L1/b Aa npoctop defie>XXMM, 3aTBapaM MM OTBapaM. Ja Xeaum,
nparehu ciMyHe NOKyluaje y MpOLUAOCTH U CafallhbOCTH, fa ra yTBpAUM
Kao JyXOBHY OCHOBY cJinke. [pocTOp Tako HEMWHOBHO MOCTaje U HeLTo
apyro.+

MocedaH TeopHjck1 OKBMP 3a pasmaTpatbe liepuitiopuje colciliea YCnocTaBuo
je counonor EpeuHr fodgman (Erving Goffman), unje je nonasuwTe 3aCHOBaHoO Ha
CXBaTakby [ Ce COMNCTBO He MOXE pasyMeTH U3BaH KOHTEKCTa APYLUTBEHHUX UHTep-
aKLmja 1 HOpMaTUBHMUX OKBMPA KOjWU MX CTPYKTYpuLLy.** Mpema lodmaHy, hopmu-
pare M apTUKyfauuja corncTBa yBeK Cy YCJIOB/beHW APYLUTBEHMM penauujama,
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M nocedHO — ersakTHUX Hayka”.
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Te ce MAEHTUTET He MojaBJbyje Kao ayTOHOMHa, YHYTpallka KaTeropuja, Beh kao
pe3ynTaTr MHTepcydjeKTUBHMX npouieca.”’” KibyYHW AOMPUHOC HEeroBe aHavse
ornepa ce y UaeHTUUKaLUjU pasItuMTUX TepUTOpKja COMCTBA, Koje ce KapakTe-
pHLLY BUCOKMM CTEMEeHOM LpYLUTBEHe BapHjabuaHOCTH.** Mely ocam UAeHTUDK-
KoBaHWX TepuTopHja, fodmaH NocedHO U3aBaja JUYHU HpOCiop Kao NMpUMapHy
KaTeropujy koja cToju y kopenaumju ca ja-tpociiopom TpudyHoBrheBux aHanusa.
BaxkHO je, Mef)yTHUM, HarnacuMTH Aa Taj JIM4YHWU NPOCTOp He Tpeda TyMaynUTH Kao
(PUKCHY, eroueHTPUYHO nocefoBaHy odnacT, Beh Kao AMHaMHYaH, CUTYaLMOHO
YCJIOB/bEH pe3epBar Yuju ce enuLeHTap MoMepa 3ajefHo ca CydjeKToM.

MpocTop-Bpeme

OeduHuumnja ppyre, bpociiop-epemMe KaTeropuje Mpou3nUiaasyM M3 ersakTHUX
Hayka U no TpudyHoBMhY MMa ,Apyraynju KapakTep MowTo ce MojaBibyje Ha
HUBOY ypeheHor M jacHo AedHHUcaHOr nopeTka”.*® Kao nmoiasuLTe 3a aHanu-
3y, OH y3MMa CNIMKY, ajk W Leny cepujy nop HasuMBoM ,EX0”, rae ykasyje Ha
npodnem ¢u3nKe O peNaTUBHOCTM BPeMeHa Yy PasIMYUTUM CUCTEMHMA, M
3ak/byuyje pa ra henuh, CBeCHO MM MHTYUTUBHO, UHKOPMOPHUPA Y AUHAMUYKO]
CTPYKTYpH cliMke. HanMe, Ha OCHOBY YBHJa Yy NPOCTOPHE KOMMOHEHTE NPUCYT-
He Ha crMuM Exo 111 (1973), OH 3akJbyuyje [a ce Ha HO0j CyyesbaBajy f,Ba NpocTop-
Ha cucTeMa, Manunejes (Galileo Galilei)s° cTaTUYHM ,,(PU3MUKK” KOHLLENT - XOMO-
reH, anconytaH M deckoHayaH, He3aBWCaH Of, CydjekTa W Tena, KOjU YWHU
OCHOBY MOLEPHUCTUYKOI pa3yMeBarba NpOCTOpa, U AjHLUTAjHOBS' LUHAMUYKH
cucTeM KOjU YBOAM CMOj NPOCTOPHUX U BPEMEHCKUX AWMeH3Hja Y jeAUHCTBeH
KOHTHUHYYM: tpociiop-speme. 3a TpudpyHoBrha, AjHILTajHOB KOHLLeNT ce Kpehe
y ogHocy Ha [anunejes,* YuMe yTHYe U Ha NPOMEHY nepuenuuje, anv 1 Tesy aa
ancoslyTHa CUMYNTAHOCT He MocToju1, Beh 3aBUCH ofL, Tauke refuLITa.

K/byYHU TEOpHjCKM 3aKjby4aK Yy aHalW3W HOBe MpOCTOpHe KaTeropuje u
peHoMeHa Upocuiop-epeme TprudyHoBHh Tako U3BOAM U3 Te3e fa CBaku of ABa
cucTemMa MMa COMCTBEHO BpeMe, Te Ja ce CMMYyNTaHW porahaju y jegHom of,
cvcTeMa BPeMEeHCKHM HYXKHO He MoK/anajy ca oHMMma y ApyroM cuctemy. Tume
Ce Harnawapa ia CMCTeM U ciivkapcka noctaska CTojaHa henuhay cepuju ,,Exo”
MeTaOpHYKH, a He JOCNOBHO, Npey3uma dM3nUKe U MaTeMaTUYKe TeopHje,
aJlM CBaKako ycBaja jefaH KOMMIEKCHO OCMHULLJbEHW CUCTEM NpocTopa Yy nokpe-
Ty, YWje Cy nocneguue CMYHe 3aKOHUMA er3akTHUX HayKa: ,CMatbetbe Ay>XKHUHe,
MpoMereHa mMaca M penaTMBHOCT BpeMeHa”s3 Ha hennheBo WHTepecoBake 3a
NMpUpoAHe W ersakTHe Hayke ykasana je M WMpuHa CydoTuh, Harnawapajyhiu
HHMXOB 3Hayaj Y CBUM YMETHUYKMM cepama ayTOpPOBOr fe/oBakba.*
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TpudyHoBHheBo TeopHjcko Tymadere NOTBPHyjy U KaCHHUjU UCKa3n yMeT-
HMKa O TPeHYTKY Kaja Nnoyvke fa yCrnocTaB/ba HOBU CUCTEM CJIMKe, KOjU CBe-
[04M O KOHTUHYMPAHOj TeXHH Ka M3MeHama U MpoOMeHama Y HauyuHy Ha Koju
CJIMKY OpraHu3yje 1 KOHCTpyHLUe, Texxehu ia CTBOPH YTHUCAK KpeTarba M A1Ha-
MHKe ,YHYTpalHbKX cuna” Koje je TBope.

Ja He XXyJAMM HeNnpUKOCHOBEHe MOAeie OpraH13aLuje ciimke, ja Tpanm
KOMMO3MLIUOHE pefloBe KOju MpeTnocTaB/bajy CBOjy U3MeHY, TadHuje
peveHO KOjW yBeK HaroBelUTaBajy CBOjy M3MeHY. [...] Mopam fa kaxeMm
Aa 61 M1 Morna duTH dauncka Tesa ,,naacTMHHe MaTeMaTUKe” O CTBaApHO-
CTU NMpeBefleHOj Y KOHCTPYKLMje Koje ce MOry KOHTPOJIMCATH pa3yMoM.
AnK ja TpaXXUM Bpyry BpPCTy CTBapHOCTH. [...] Mocne 1973. OTBOPHO caM
CNMKy yBofeweM nepcnekTHBa M MOJIMMEpPCreKTUBA Y HaMmepH fa je
AyOMHCKM MOKPeHeM — paHHje caM roBOPHO O YTUCKY KpeTara — ajiu 1
Ja cebe HaTepam Ja MUC/IUM MPOCTOP M3a NpOCTOpa y KOMe ce Nnocma-
Tpay Moxe Hahu.>

MpOCTOpHU OSPT Yy APYLUTBEHOj TEOPHjH

Y TpeHyTKy kaga TpudyHoBHh nocTaB/ba CBOjy KOHLeNTyalHy Tpujagy npo-
cTopa y caukapcTey CrojaHa hennha, y XyMaHUCTUYKUM Haykama ce yBesruKo
AMCKYTyje O ,,MpOoCTOpHOM 08pTy”. [IpOMeHa y CXBaTaky W pernpeseHTauuju
npocTopa nocTaje U3paxkeHa Kpajem LuesgeceTUX roguHa ABajeceTor Beka, y
TPeHYTKY Kaja ce nociefrn UMNYJC HeoaBaHrapAHWUX TeXHHK Ka NpojeKToBa-
by yTonujcke SyayhHOCTM cyouaBa C TeMe/bMTUM MPEUCMUTUBAHEM, Ma U
oAdaLurBabeM KJbyYHMX MOCTyfaTa MOAEPHU3MA Of, CTpaHe MOCTCTPYKTypa-
JIMCTUYKE MUCAH. Y TOM KOHTEKCTY, pa3fiuyuTh YMETHHUYKHU U TEOPUjCKH MNpaB-
LLM KOjU CY MPEeTXOAHO apTUKYNUCanu MOAEPHUCTHYKE Haeane SUNK cy MpUMo-
paHu [a pa3BWjy HOBY JIOTMKY NPOCTOpPHOr MUWbewa. OaHujen ben (Daniel
Bell), Ha npumep, ykasyje Ha To fa je Beh cpeMHOM JBajeceTor Beka opraHu-
3auMja NpocTopa MocTasa KJby4HO eCcTeTCKO MuTarbe CcaBpeMeHe KynType —
aHaJIorHo TOMe Kako je NMTare BpeMeHa AOMUHHPaIo eCTeTCKUM AUCKYpPCHUMa
y NPBMM feLieHnjamMa Tor Beka.>® Y cNMYHOM npasLy, dpenpuk LlejmcoH (Fredric
Jameson) naeHTUdKUKYje ,,NIPOCTOPHU OGPT” KA0 CUMMNTOM KPH3e Yy Ha4MHY Ha
KOju KOHLLeNTyanusyjemo npocTop U Bpeme, NpU YeMy NPOCTOPHe KaTeropuje
CBe BHWLUe MOTUCKYjy BpeMeHcKe. Mpema HeroBoM TyMauery, CaBpeMeHM
cydjeKT joLl yBeK He noceAyje afeKkBaTHe nepLenTMBHe MexaHW3Me 3a pa3yMme-
Batbe HOBOHACTajle peasHOCTM XMMeprnpocTopa, AefioM 360r Tora LWTO Cy

55 Stojan Celi¢, ,,lzmena slike
sveta”, y: Gordana Stanisi¢
(prir.), 2012, op. cit., 36-37.

56 Daniel Bell, The Cultural
Contradictions of Capitalism,

New York: Basic Books, 1976, 107.
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57 Fredric Jameson,
Postmodernism, or, The Cultural
Logic of Late Capitalism,
Durham: Duke University
Press, 1991, 37-38.

58 Bupetu: Henri Lefebvre,

La Production de I’Espace, Paris:
Editions Anthropos, 1974.

Y npeBopy Ha eHrnecku: Henri
Lefebvre. The Production

of Space, Oxford, UK & Malden,
MA: Blackwell, 1991.

59 Michel Foucault, “Des
Espace Autres”, Architecture,
Mouvement, Continuité 5, 1984,
46.

60 Fredric Jameson, 1991, op. cit.
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of Postmodernity: An Enquiry into
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Oxford: Blackwell, 1990.
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HeroBe nepuenTMBHe HaBWKe OGNMKOBAaHe YHyTap KOOPAWHATHOr cHcTema
BMCOKOI MogepHM3Ma. OBa TpaHcgopMaLMja NpOCTOPHOT MUCKYCTBA, 3a Liejm-
COHA, YMHM jefaH of, KJIby4HMX acrekara ,,MoCTMoAepHe cnauujanusanmje”s’ y
TOM TEOPHjCKOM XOPU3OHTY NOCedHO je 3Ha4ajaH AonpuHoc AHpuja Jledespa,
Koju y cBom Jeny La Production de ’Espace (1974) pa3Buja TEOPUjCKU Moaen
npocTopa Kao NMpo13Bofa ApYLUTBEHUX OLHOCA, jep de3 KX, MPOCTOp caM Mo
cedu ocTaje camo nyka ancTpakuuja.>® 3HayajaH JONPUHOC KOHLLeNTyanusauu-
jn ynore npoctopa, NocedHO y OKBUPY pa3yMeBarba eNucTeMOJOWKHUX NpoMe-
Ha Koje KapaKTepully caBpeMeHW TpeHyTak, Jao je Muwen dyko (Michel
Foucault). OH je, ocnarajyhu ce Ha reHeanoLWwKM NpUCTYN aHaNM3K AUCKYP3MB-
HUX dopmaumja, yKkasao Ha Nomak y (oKycy caBpeMeHOr MHLLbera - ca
LOMWHaHTHe opujeHTalMje Ka UCTOPHjU M TeMMNOPASTHUM AUMeH3Hjama, Kapak-
TepUCTHYHe 32 feBeTHaecTH Bek, ka cBe Behem MHTepecoBakby 3a MPOCTOpHe
ofiHOCe W KoHdUrypauuje. Pyko y TOM KOHTEKCTY KOHCTaTyje fa caBpeMeHo
noda odenexasa ,,enoxa npocropa”, y Kojoj LOMUHMPajy NPUHLMMNKA UCTOBpe-
MEHOCTH, jyKCTanoH1para, dIUCKOCTH U AUCTaHLEe, KOHTUHYHUTETa M JUCKOH-
TUHYUTETa, Te JMcnep3nje 3HaYera.>® Ta HoBa eNUCTEMOJOLWKA MaTpu1LLa yKa-
3yje Ha NPOMeHY Y HaYMHY Ha KOju CydjeKT nepLuunupa U opraHusyje cBeT — He
BHLLIEe NPBEHCTBEHO KPO3 UCTOPHjCKY JIMHEapHOCT, Befh Kpo3 KOMMNIeKCHY Mpe-
XY NMPOCTOPHO CTPYKTYpPHUCaHWUX OAHOCA. Y OBaKO NOCTaB/beHOM KOPNyCY Mpo-
dnema Koju yBone TeopeTH4apH ,,npocTopHor odpTa”, SUTHO je ucTahu pa ce
MCTOBPEMEHO pa3BHja joll jefaH KJbyYHW HApaTUB O 3iywirbasarby epemMeHa U
Upocuiopa (time-space compression), Koju cy paspahusanu aytopu nonyT ®dpe-
apvka LlejmcoHa,*® Jejsupa Xapsuja (David Harvey)® u 3urmyHTa BaymaHa
(Zygmunt Bauman).®* Komnapaumnjom TpudyHoBuheBe Kateropuje idpociiop-
-8peme W3BefleHe U3 MaTeMaTHYKWUX HayKa W Teopuje 3iywiHasarea epeMeHa u
fpociiopa y HpPYyWTBEHUM U XYMaHUCTUYKMM AUCLUNAMHAMA, A0Na3UMO A0
KOHLLeNTYyasIHOT OKBMPa KOjW OCBeT/baBa NapafoKCcasiHy CUTyalMjy y Kojoj npo-
CTOp, Mako foduja Ha TEOPHjCKOj pesieBaHTHOCTH, UCTOBPEMEHO rydu feo CBo-
je maTepujasiHe U TepUTOpHjasiHe TeXXHHe ycnen yop3aHWX NPOMEHa Yy peXu-
MHMa MOSMITHOCTU M KOMYHHKaLuje. M3 BU3ype OpyITBEHWX TeopHja, nonyT
XyMaHe reorpaduje, raaunejeBcka KoHUemnuUuja npoctopa ce NoTNyHO fecTa-
dunusyje, U ymecto npocTopHe UKCHOCTH, KOMMNPECHjoM, cadujarbem U yop-
3aBatbeM [,0na3u A0 hAYUBHOCTU U CUMYNTAHOCTH. Y TOM CMUCITY, MPOCTOPHA
AMCTaHUa cBe Makbe (yHKUMOHMIE Kao Odapujepa: 3axsasbyjyhu pasBojy
MHbOPMaLIMOHUX TEXHOJNIOTHja, F106aNHUM KOMYHHUKALMjCKUM Mpexama, npo-
CTOpH ce ,,npudnnxaBajy” jeaHW ApyrMma y BpeMeHCKOM, a He BHLLEe HYXHO Y
(pusnukom cmucny. U3 ppyrayvje nepcnektuse, Mon Bupunuo (Paul Virilio)
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JofaTHO paAukanusyje oBaj yeup, TBpaehu pa ydpsare [OBOAM O FOTOBO
MOTNyHOr pacnaga npocTopa kao cTabuiiHe AUMeH3uje. Y HheroBom TyMauemy,
AjHWWITajHOBA KOHLEMNLUMja MPOCTOp-BpeMe CYNCTUTYHLLE KITACUYHW, AUMEH3H-
OHaJiHO ogpefeHn npocTop, LWTO UMA HernocpeaHe nocaeuue no apxXMTekTy-
PY, Yp6aH13aM M eKOHOMCKY opraHusauujy rpapa.®> Takofe, Ta KoHUenuuja
npoctopa omoryhaBa TeopujcKy apTUKynauujy 3iywiHasarba epeMeHa u bpo-
cuiopa y ApYLUTBEHOM KOHTEKCTY re NpoCTOp U BpeMe HUCY BULLEe HeyTpaJiHe
kateropuje, Beh aKTUBHW eJleMeHTH Yy [LpYLITBEHO] MPOM3BOAHM 3Hayea.
TpaHcrnapeHTHOCT rpaHMLa, XMnep-ModUAHOCT cydjekaTa U MHdOpMaLLUja, Kao
1 dp3nHa TpaHCMKCHje 3HauYeHba, Pe3yNTyjy cTBapateM Bupunuosor usiydive-
Hoi dipociiopa — NpocTopa Koju BULLE He PYHKLMOHULLE KA0 OKBUP MOCTOjaHO-
cTH, Beh Kao pynaHa U npMBpemMeHa CTPYKTYpa, WITO 3axTeBa pejedUHUCabe
npucTynay caBpeMeHoj KpUTHUKOj TeOPUjU NMpocTopa.®

MpocTop-3ByK

KoHauHo, Tpehu T1n 1 kaTeropuja y TpudyHoB1heBoj knacudukaLmju — ipociiop-
-38yK — JOXXMBJbaBa Ce Kao Be3MBHO TKMBO MPETXOAHWX ABejy KaTeropuja, koje
HacTaje usmehy wux, penyjyhun y oda cmepa. TpudyHouh HaBoaHM pa:

[...] npocTop-3BYK 06e3bef)yje aMHaMuKy henrhese canke, NOWTO 3BYY-
HW CUrHaNM — 6MNO Aa Cy TO 3HAKOBHW, KpWBE NWHKWje UK dopme-doje
CTaJIHO MOBe3yjy LBa CNoja, OHW BPeOHOCTH jedHOr TpaHCHOpMULLY Y
BPeLHOCTH pyror, U OOpHYTO, OHW MCUXWUYKY eHeprujy npeTtsapajy y
mMaTepHjy ClMKe M YMCTY NOBPLUMHY OABaye y HeKy HejacHy AySuHY, U
LUTO je HajBaXKHHMje TH 3HaLM cede ypelyjy npema My3nMUKoM a He npema
JIMKOBHOM MPHHLUMNY.

TakBOM MOCTaBKOM Cy4esbeHWUX KaTeropuja ja-ijpocitiopa, Kao ,.Bpena noetcke
“MarvHauuje” Koje MoTWye M3 ayTOPOBe JIMYHOCTH, W UpOCiop-8peMeHa, Kao
,»PALLMOHAJIHOT BMU3YyesIHOT MopeTka”, U KOHa4YHO CMHTETUYKOM KapaKTepUCTUKOM
Tpehe kaTeropwuje ipocitiop-38yKka, TpudyHoBuh eBoLMpa XeresIoBCKU AujaneKkThy-
K1 METOJ, MULLISbEHA (Te3a-aHTUTEe3a-CMHTE3a) M OHTOJIOLLKKW NPUHLLMM MO KOME ce
MCTHHA He Hanasu y UKCHMM NojMOBMMa, Beh Y FbMXOBOM pa3Bojy Kpo3 NPOTHB-
peYHOCTH. Linsb H1je cTadmiHa KOHaYHa UCTHUHA, Beh pasymMeBarbe npoLeca nocra-
jarba, rae je ceaka casa Hy>)kKHa M NpeBa3nasu ce Ka BULLEM CTereHy CTBapHOCTH.
Takohe, SUTHO je yKasaTH Ha 3Ha4aj My3HKe 32 MMOHMPe ancTPakTHOr C/IMKAapCTBa,
jep, monyT My3MykMX odpa3aua 3ByKa, YMETHWYKW edeKTU C/iMKapcTBa ou
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Tpedano pa dyny KpeMpaHU YACTMM odpacuyma odnuKa, Soja U IMHKja.*® O ogHo-
cuma henrheBe YMETHOCTM C POLOHauYeNHULMMA ancTpakuuje, nocedHo Mutom
MoHppujaHoM (Piet Mondriaan), 6uhe BuLUe pe4n y ApPYroM Noraasiby.

Topos-atopos

foBopoM Ha oTBapary M3noxoe upTexa CtojaHa henuha y Pujeun 1978. roou-
He,*” cBeCTpaHW MHTeneKTyanal, — JMKOBHW KpUTHUYap, auniomara 1 huamcku
npoayueHT - MMjep PyB (Pierre Rouve),*® yBeo je HoBe MojMOBe M TeopHjcke
perncTpe 3a Tymayere NMpOCTOPHMX KOHOTaLMja Y YMETHUKOBOM Aeny. YMecTo
reomeTpuje — a y ckiapy ca henMheBuM 4ecTo CMOMHUHAHMM MCKa3oM Aa je
HEroBo C/IMKapCTBO 3aCHOBAHO Ha reOMEeTPU3aLIMjW M la Kao TaKBO He npeacTa-
BJba ,,F@OMETPHjCKO CNIMKApCTBO” — PyB yBOAM HOBW TEPMWH OHIIOMewipuja,
Koju cMaTpa NpUMepeHHjUM 3a eBOLMpatbe NPOCTOPHE AUMEH3Hje Y YMETHHUKO-
BOM HayMHy KOHCTpyHcakba cirke. Kako To PyB Ha NOETCKH ann U aHaNIMTUYKK
Ha4MH 06jallbaBa Yy CBOM roBOpY: ,,[...] henuh He 6poju 3eMby: OH Mjepu Buhe.
Mo HeMy, OHO LUITO MOX/AA M3rneaa Kao jeomelipuc 3anpaso je oHwiomewpuc. Te
pHjeyn HeMa HH y jellHOM pjeqHKKY. Al MOpPaMO MMaTH XpadpocTH Ja je U3MH-
C/IMMO jep Hac OHa jefMHa NMPUSIMKaBa OBUM NOPTpPeTUMa CyLTHHE [...]".%
Cama KOBaHM1LLA OHIIOMellipuja, cacTaibeHa of, npedukca ,,onto” (16 6v) — Koju
y CTApOrpyKoM je3uky 1 huno3oduju 3Hauu ,ouhe”, ,dutak” - U cydukca ,,MeTpu-
ja” Kao o3Hake 3a Mepetbe, 0TBapa Ha Taj HaYMH MOryhHoCT 3a aedurHKcatbe jen-
HOr Apyrauujer TMna npocTopa Koju PyB Ha3uBa topos-atopos. Kako To TBpau PyB:
,»BH1NO je fakne Hen3beXXHo Aa CIMKApCTBO OCTaHe AaneKo of, MOBpLUHE JeCKpUI-
uuje, op, Tono-rpaduje. JearHW NpoCTOp KojH je yCrneo Aa yrach eceHuuMjasiHy xef)
810 je Hekw topos-atopos, NpOCTOp KOjU HUje BULLe NPOCTOP jep je BHLLE Of Npo-
ctopa”’® henuh je PyBoBYy Te3y [lOBEO Y UCTY paBaH pa3MuLLIbarba C TpUYHOBH-
heBoM Te30M 0 ,,MpaLmMoHanHoM npoctopy”. He xenehu fa cam TeOpHjckH apTH-
KynWlle cBoje Aeno W nopep copuUCTULMpaHe KPUTUUKO-TEOPUjcKe amapatype
KojoM BNnapa y nucaky o ymeTHocTu, henuh 3akibyyyje na je 3a wera ,npocTop
cnMke meTadopa 3a CBeT C/IMKe Kaja Ce jaB/ba Kao CMULUIbeHa KOHCTpyKuuja””
PyoBa ,je3nuka urpa” yBefgeHa TepMUHOM topos-atopos, 3acsy>Xyje NOMHHjy aHa-
NIU3y, KaKo KOpeHa caMMX TepMMHA M KOHLenata, Tako U HMXOBUX PELeHTHMX
peLienuuja y Teopuju. JJOCNOBHO 3Ha4ere rpuke peyu atopos je ,6e3 mecTa’, anu
y NMpeHeceHOM 3Hauetby MOXe [a ce ynoTpedu Aa 03HauYM U HeLTO LUTO je ,uya-
HO”, ,,HEOOUYHO” MU ,,eKCLLEeHTPUYHO"7> CeMaHTHUKO OnpaBAar-e Npuaesa atopos
03HayaBa HeLTO MK Hekora Ko ce ycyfyje Aa nopemeTH Heuuje ocehatbe 3a nope-
JaK CTBapW, YAMe ce HY>KHO Hamehe moTpeda 3a MOHOBHWM cpehuBaremM U
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yCTaHOBJbeHEM HOBOT pefia.”? YKOJIMKO ce 0f, TepMMHA KOju 03Ha4aBa ,,Herauujy”
y OBOj KOBaHWLIM BPaTUMO NPBOHaBeLeHOM MojMy topos (TOMoG — MecTo), je4HO
moryhe TyMayerse je fa je ApUCTOTeN Npey3eo Ty pey U3 reoMeTpuje rae je topos
d1o OHO WITO Ce JaHAC Ha3KMBa reOMETPHUJCKM JIOKYC MSIM CKYM CBMX Tayaka Koje
332[10BOJbaBajy AaTv 3axTeB’* Mo TOM Tymauerby, npowupyjyhu reomeTpujcko
ycknafjuBatbe topos-a, atopos je NpBOSUTHO 3Ha4YHO ,.Hemoryhe”, ,NpoTUBpeYHO”,
»HENorn4yHo s Y dunosoduj1, TepMHH atopos ce Besyje 3a naToHa, OAHOCHO,
teroeo Bufere Cokparta Kora HasuBa atopos-oM jep je ,uynaH”, HHTeNeKTyanHo
3aroHeTaH — He yKJiana ce HW y jefaH KOHBeHLMOHANTHW Kanyn.”> Atopos 3ay3nma
oapef)eHu TeKCMUKK MPOCTOp KOjU ce passiMKyje Of, MpocTopa Koju 3ay3uma xénos,
LUTO 3HAYM ,4ynaH” y CMUCAY ,,CTPaH” UK Y HOBWjOj TEOPUjU ,,cTpaHaL,””’

OcTaje HeMCTPaXeHo Ja Niu je PyB npepnarareM TepMUHA topos-atopos U1
npusMBarem NpocTopa Koju npecTaje Aa dyne NpocTop M NocTaje HeLWTo BULLe
0J, tbera, MMao ca3Hakba 0 MOAEpPHOj MaTeMaTHLH, NOCeSHO O TeOpHjU KaTero-
puja AnekcaHapa lpoteHguka (Alexander Grothendieck),”” roe je topos Beoma
ancTpakTHa CTPyKTypa Koja reHepasnu3yje TeopHjy CKynoBa 1 TeopHjy CHomnosa.
Topos je no poTeHAMKY BpPCTa KaTeropuje Koja ce noHalla kao Kateropuja cky-
nosa, omoryhasajyhu cTBapate jeJMHCTBEHOTr ,,MaTeMaTUYKOr yHUBep3yma” y
KoMe je Moryhe npoy4aBakre norvke 1 reomeTpuje.

MomepeHe rpaHULe npocTopa

M3 jegHe ppyrayunje Busype, CtaHucnas XKuekosuh je, nosunsajyhu ce Ha ucto-
UMeHy cninKy MomepeHre ipaHuuye dpociiopa 13 1969. rogrHe, omefo xpoHosno-
KK (1968-1976) unTaB nepuog, cnvkapctea CtojaHa henvha y kom nonasu o
NMpoMeHe Yy HaYWHY KOHCTPYHUCaHa NPOCTOPHE AUHAMUKE YHYTap ciinke. CaMuMm
Ha3nBoM, henuh je nao MoryhHoCT 3a HOBa YMTarba U TEOPETHU3ALLMjY NOMEHY-
Te cepuje cnuka ,,Exo”, Ha Yemy cy ce y BESIMKOj MEPU W 3aCHWBAe aHaIM3Mpa-
He Te3e U Uaeje TpudyHoBuha 1 Pysa. XKnBkoBuh HaBOAM Aa ce HA NpUMepy
cnuke lNomepeHe ipaHuye Upociiopa BUAU NMPBU KOpPaK Yy Kpenpatrby pasiniyuTux
nnaHosa ciauke cnegehum onucom:

[...] npBa NoBpLUXHA NOKpeHYNa ce U3 jelMHCTBEHOT CKJloMna NpBor nna-
Ha, ONpe3HO HajaBsbyjyhu Apyry nnaH. A jesaHnyT NOKpeHyTe MoBpLUK-
He OTBOpMW/Ie Cy HeorpaHuyeHe MOryhHOCTW 3a Aasbe KOHCTPYKTUBHO
KoMmMoHoBate. Taj HOBW Npofop ocTBapuhe NOHOBHUM yBONerEM cllo-
>KEHUX NepcnekTUBHUX OLHOCA, YyLECHO UCMPErJIeTEHUX Ca CTATUUYHUM,
CYyneprnoHWpaHUM efleMeHTUMAa.”

73 Ibid.

74 Tormond Eide, “Aristotelian
Topos and Greek Geometry”,
Symbolae Osloenses 70, no. 1
(1995), 9.

75 Ibid., 19.

76 Michele Kennerly, op. cit.,
55. KeHepau npumehyje aa cy
KOHLLeNT atopos-a y apajece-
TOM BeKy npey3esin 3HauajHu
Mucarvoum nonyt >Kaka JlakaHa
(Jacques Lacan), XaHc-leopra
lapamepa (Hans-Georg
Gadamer) v Ponana bapTa
(Roland Barthes), koju ce nosu-
Bajy Ha COKpaTOBCKY atopiju

Y OKBMpUMa onuca TpaHcdepa,
pasymeBatba MM JbySaBH.

77 Ibid., 67. Kako TBpau KeHep-
nin, atopos du Moiao ga ce kopu-
CliU 3a aHanu3y gucrypca

0 A3UNaHWUMA, UMUIPAHIUMA,
MUIpaHWUMa unyu U3IHaGHUYUMa.
Ha dpumep, Hacnhos memoapa
Egsapga B. Cauga (Edward

W. Said), Out of Place, New
York: Vintage, 2000, jepaH je
ol Moryhux npeBopa peyu
atopos. Njep bypauje (Pierre
Bourdieu) NyLMAHO KOPUCTH
TEPMUWH atopos y Npearosopy
KrbHre Adpenmanek Cajap,
(Abdelmalek Sayad),

The Suffering of the Immigrant,
Malden, MA: Polity, 2004.

78 BupeTtu: Michael Artin,
Grothendieck Topologies. Preprint,
Harvard University, 1962.

79 CtaHucnae XXuBKoBuh,
1990, op. cit., 20.
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80 Marija Pusi¢, 1983, op. cit., 32.
81 Ibid.

82 Stojan Celi¢, “Doziveti sliku”,
y: Gordana Stanisi¢ (prir.), 2012,
op. cit., 38. U3BOpHO: 13BOA,

13 caonluTeHa OAp>KaHor

y Onesbetby JIMKOBHE U My3Wu-
Ke yMeTHocTH Cpricke akagemu-
je Hayka M ymeTHocTH, beorpap,
13. MapT 1979. OTUCaK K3 Maca
ccexvil Cpncke akagemuje
Hayka U yMeTHOCTH, Opebere
JINKOBHE W MYy3H4Ke YMETHOCTH,
K. 2, beorpag, 1980.

83 CraHucnas >XrBkoBuh,
1990, op. cit., 23.
84 Ibid.

AHanu3a NpoCTOpPHUX KoHoTauuja y aeny CtojaHa henunha 21

Ha 3Hauaj momeHyTe ciivke ykasana je U Mapuja Mywuh y oncexHoj cTyauju
MoBoJOM peTpocrnekTUBHe M3noxde CTojaHa henuha y Mysejy caBpemeHe
yMeTHOCTH y beorpany 1983. roguHe. Y ayxy (popManH1X aHann3a JMKOBHMX
eflemMeHaTa Koju TBOpe CJIMKY, ayTopKa UCTWYe Ja je aeno lMomepeHe ipaHuye
ipociiopa peTKo U Yy TOM TPeHYTKY ycaMjbeHO Mo ,.HajaBW nepcrnekTUBe npo-
3payHKM LpTexxom”, kao 1 aa henuh ,cnaxe MckolleHe napasnenorpame jenaH
3a Apyrum, cyrepuinyhn u caMmom cMeHoM doja [...] pasfBajatbe nnaHosa”.®°
MocedHo SMTHa TBpAHA ayTOPKe 32 METOL0JIOKHU NPUCTYN NMPUMEHEH Y OBOj
CTYyLMWju ornepaa ce y KOHcTaTauuju aa du moryha geduHuumja U3 jomeHa Tex-
HUYKKMX AWCUMNIMHA duna pa ,cnuka osannohyje NpocTopHy maTemaTWKy”,
L,OK Ce OHa 3anaxe 3a Apyravuju NpucTyn peyuma ,A4a je To napagurma UHTyu-
TUBHE CMO3Haje NpOCTUparba MpocTopa U OMeTaka er3akTHOr MaTtemMaThyKor
pena”, 3akybyyyjyhu pa henuh y cBoM peny yBek npoHanasu meToge Kako ja
»M0OeTHU3yje reomMmeTpujy”?

Mocne 1968. roauHe, CtojaH henuh je cxBaTMO Aa HOBe MPOCTOPHe KOH-
CTPYKUHje civke He MOXe fa OCTBapu WCKJbYYWMBO Y NMPBOM MNaHy, HUTHU Aa
DOXMWBJbAj ySHHe NOCTUrHe caMo KoslopuToMm, Beh Aa je Heonxo4HO fa pa3Bu-
je CnoxeHWjy BMHAMHUKY NPOCTOPHUX efleMeHara civke ga 61 omoryhro, kako
TO cam peduHULLe, ,AejcTBO cuiama y ByouHn”.5 MpUMeTHBLUKM Taj MOMaK y
NMpoMULLIbakby CIMKe, KOjU je U3 Apyrayuje BU3ype HaroBectuna M Mapuja
Mywwuh, XXnekosuhes HajsehK LONPUHOC NEXH Yy NOLMUPaky HOBMX NPOCTOP-
HMX KOHLenuMja y aeny CtojaHa hennha, naeHTUPHUKOBAY HUXOBUX NoveTa-
Ka Ha NpUMepy KOHKpeTHe C/IMKe Koja CUMOOIMUYKM HarogellTasa PyBoBy Tesy
,»O HeyeM BHLLeM of, npocTopa” Yuje ce rpaHuLe NoMepajy. AHAIMTUYKHUM je3n-
KOM W WCTOPHjCKO-YMETHUUYKUM MeToLOoM uuTarba henvhese civke, XXuBko-
BUN roBOpY 0 KOHCTPYKLMjU jefHOT HOBOT W Apyrayujer BULLE3HA4YHOT NPOCTO-
pa KOju je oCcTBapeH ,A0BofjereM y cknan IMHeapHe nepcrnekTUBe U 60jeHUX
,ekpaHa’”.® Y Tako yCloXHeHUM KOMMo3uLMjama, )KuBkoBrh UcTUYe reome-
Tpujcka Tena, cnodogHe opme Koje ce cnodogHo kpehy, ,,nedne” uau ,,nau-
Bajy” Y HOBOM ,,KOOPAMHATHOM CUCTeMY” CacTaB/beHOM Of, BULLE Pa3IUYUTUX
nepcrnekTUBHUX MOJLeENa, WTo NocTaje jenHa of SWUTHMX opsavka henvhesor
C/IMKapCcTBa y HapeJHUM nepuoamma.’

TakBy MHTepnpeTauujy XXnekosuh nogynvpe v peurnma CrojaHa henuha us
1972. TOAHHe:

Bepyjem Aa je OOLUNO [0 HEKMX 3HAYajHUX NoMepakba Uy rpafu 1 y ayxy
cauvke. [..] CmaTtpam ga MoryhHOCTM HHUCY MCLprUbeHe, a y U3BECHOM
CMMCIy ONCefHYT caM NpocTopoM. 35or Tora ce U 6aBuM y Hajeehoj Mepu
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OHMM WWTO ra, dyayhu Ja je HeorpaHWyeH M Aa je yHKUMja, NpeTBapa y
HewwTo oapefeHo U cTBapHO. TUME XeJIMM Ja Ka>keM Aa U3NIOXKeHe CJIMKe
HacTajy OHaKo Kako HacTajy ofpefeHr Hama MO3HaTW NPOCTOPH, a He MNof,
HWUXOBUM LUPEKTHUM LLejCTBOM. Ja MX NoppasyMeBam y noJunepcnekTy-
Bama, ckpaheHUM 1 M3MeHeHUM MnepcrekThBama U y moryhium npecewm-
Ma 3aMULUIbEHHUX KOHCTPYKLMja U aMdujeHaTa.®s

KoHayHo, y aHanu3u TeopHjckux apTUKynauuja TpudyHosuhese ,,MpOCTOPHE TpU-
jape” y peny CrojaHa henunha, BpefaH naxme je 1 gonpuHoc Jinauje MepeHuk, 1
WAeja Be3MBatba M Manuparba cBake of, 0Bako ofpefeHKnX kaTeropmja npocropa 3a
KoHKpeTaH nepuvon hennheBor cnukapcTBa. MepeHWK Tako HaBofu ja ou ce
MOFJ10 TBPAMTH Ja cy ,,cinke CTojaHa henvha y nepyogy Ao noyeTka Lue3peceThx
‘ja-mpocTop)’, jep ce ycnocTaBbajy Kpo3 pervcrap cTeapaniayke ayTopoBe MMarhHa-
LiMje; ClIMKe HacTasle TOKOM LUe3feceTUX Cy Hajnpe ‘NpocTop-Bpeme’, jep ycnocTa-
BJbajy M XapMOHM3Yjy paLoHaIHW KOMMO3ULIMOHHW NMOpefaK; KyMyNnaTUBHE CIIMKE
C Kpaja Lue3feceTHX M NoyeTka cegamaeceTux, Cy ‘MpocTop-3ByK>’*® 3a cBa KaCHM-
ja nena, ayTopka HaBoAM Aa ce MOry nocMaTtpaTtu Kao ,,CMHTe3a cBa TpW ,Tuna/
TOMOoCa), KOjU je CayutbeH He CaMO JMHAMWKOM U PUTMOM (POPMasTHUX U SOjeHUX
cBojcTaBa, Beh M CTaIHUM, HEMPEKMHYTUM Tpararem 3a M4ealoM paBHOTEXE jef-
HocTaBHOCTM”®” Knacudukauujy Jinauje MepeHuWK npe cBera MoXeMo Aa nocma-
TpaMo Kao MOKYLUaj YNMCHBaHa LUMPEr TEOPUJCKOT U AUCLUMNIMHAPHOT OKBMpA,
Koju je TpudyHoBKh 3ano4eo CBOjOM XMMOTE30M, Y OKBUPE UCTOPHjCKO-YMETHMUY-
KOr nocmaTparba XpOHOJIOTHje U reHeanoruje pa3poja yMeTHUuKor onyca CTojaHa
henvha. He ynasehu y npoueHy onpaBaaHoOCTH TakBOT TyMayekba, Koje ce 3aCH1Ba
Ha Apyrayujum npemucama of, oBe CTyAuje, KJby4aH MOMEHAT Yy aprymeHTaumju
ayTopke BuaM ce y hennheBoj TeXHH a YCBOjH ,,HOBE MAEONIOTHje CIIMKE BEJIUKOT
MoJ.epHOr NpojekTa” Kako ra je y TeOpHju U KpUTHLIM Apyre NONOBUHE ABafeceTor
Beka noctaBuo KnemeHT IpuHSepr (Clement Greenberg).®® 3aksbyyak Juguje
MepeHHK, Koju HaBOOMMO Y LieNIMHKM, 0TBapa cnefehe nornaesbe 0 TEOPHjCKOj aHa-
NIU3M NpOCTOpa MOAEPHUCTHYKE peLLeTKe:

[...] Y eBONYLMjM paBHU — KaO jeIMHOT, jeIMHCTBEHOT AOMEeHa CIMKap-
cTBa, KOMe HHje NpecyiHO pa3NIMKoBare 0fHOCa (PUrypanHO-ancTpaKT-

85 Ibid., 19-20.
HO, Beh MCKJbYYNBO pa3siMKoBawe ABOAMMEH3UOHANIHOCTH o4 3D HUAy-

86 Lidija Merenik, 2014, op. cit.,

3MOHM3Ma M, Ha Kpajy, Y MOCTojatby KOHTHHyMTeTa ca ymeTHowhy 8-9.
MPOLUNOCTH U Y HeHOj MOJePHUCTHYKO]j MHTeprpeTaLuju — jep je cBaka 87 Ibid., 9.
peBofyLHja NpeKkus, IOM U LUCKOHTUHYWTET, a eBONyLMja, Na U Mogep- 88 Ibid.

HUCTHUYKA, KOHTUHYUTET CyMe 3Hara.* 89 Ibid.
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90 Ale$ Debeljak, ,Umetnost

i ideja modernosti”, Quorum,
br. 5/6, Zagreb 1989.

91 Gordana Stanisi¢, 2012,

op. cit., 12. hennh Takofje nctu-
Ye W 3HAYaj JOXMBIbAja CIU-
KapcTBa paHe peHecaHce, UK
namaHcKor ciMKapcTBa, Koje
aHanM3Knpa Ha CTYAMjCKUM
nyToBakb1Ma.

92 Enver Dragulj, y: Gordana

Stanisi¢ (prir.), 2012, op. cit., 69.
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NMPOCTOP MOJEPHUCTHUYKE PELLUETKE

Tako y epeme ipesnactiu 8eh lpesnagaHux weopuja ja Hcygum CIIUKY u
0] lipumepeHy ieopujy.
— CrojaH henunh

Ccepa AyxOBHOT U NHUTakbe ancTpakuuje

MpUNMKOM aHasM3e NIMKOBHMX MOCTYNaka y HaduHy ,KOHCTpyWCara Ciinke”,
CrojaH hennh ce KOHLLEHTPMCAO HAa NPOCTOP Came CJIMKe — MAaTHa, UK nioxe
Ha KOjoj NpvMetbyje MeTole pefyKLMje, ancTpaxoBaka o Npupoe 1y npupo-
AW CaKynbeHWX yTucaka, TPaHCMOHOBAHMX acCOLMjaTUBHMM NyTem Y jenaH
HOBM CBeT KOju CTBapa. [pocTop ce y TOM CBeTY CJIMKe OCTBapyje KaCHYHUM
JINKOBHUM eJleMeHTUMa, IMHUjOM, HOjoM, FeOMeTPHjCKUM 0BNULMMA, U KaCHH-
je nepcnekTUBOM MW NonvnepcrnekTueama. MehyTum, jefaH apyru npodnem
Ha KOju je ayTop yKasuBao, 5e3 notpede fa ra getasbHuje U fydibe Tymauu, je
AYXOBHA UMEH3Mja Y ,,eTepUHHUM NMpoCcTOprUMa” CIINKe, U eBOoKaLMja ,MUTCKOT
BpeMeHa” — LMKJYCHOr cXBaTakba BpeMeHa Koje oaJivKyje Be4yHo Bpahake -
Koje >XeNn a yBeXe C MOepHHU3MY MHXePEeHTHUM MOAENIOM JIMHeapHor Hanpe-
D0Batba BpeMeHCKOr BekTopa.?® JegaH Moryhu npumep TakBOr NpucTyna je
cnuka CyHUuoH (1966), roe yMeTHUK umnpecwjy lMocejooHoBOr xpama, reome-
TPHjCKMM efleMeHTHMa — TPOyrnoBUMa U HacnyheHUM KBagpaTtiMa — yBOaM y
NIMHKWjCKe CKJIOMNOBe ApYror NpoCTOpHOr peaa, >kenehu fa esouupa 1 TpaHcno-
Hyje Ha nnaTHO [OXMB/beHa AyxoBHa y3dyfemwa. Ekcnnvkauuja henuhesor
L0XKWB/baBaHa NOjMa ,,yXOBHOI” BOAHM Yy HEKOJIMKO Moryhux nnHKja aHanuse.
JepaH NMpUCTyN, 4eCTo YBpeXeH y aHanusu fena henuheBux caBpeMeHHKa, U
LOHeKJle Hera caMor, je LyXOBHOCT Cpefiltb0BeKOBHOI (Ppecko C/IMKapCTBa Y
CPNICKMUM MaHacTUpUMa W yTULAj] BU3AHTHjCKOr CIWKapCTBa U MepchnekTvBe.
henuh TBpAM pa je op Hacnefa nogHedsba M3 Kojer noTHye Hemoryhe nodehu,
jep je TpamMuMja HeyXBaT/bMBA, Aa HAC YBeK NpaTu U cycpehe Yyak 1 Kaaa noky-
waMo Ja joj ce o4ynpemo, M Aa ,He 403BOJbaBa Aa usaf)eMo M3 okBMpa Koje
oHa Hamehe”,” Tako Aa cy CpeAHOBEKOBHU CMOMEHULM HEMUHOBHO YTHLLANN U
Ha Hera. YMeTHWK anocTpodupa Aa je Taj yTULaj NpecylaH Kaja cy y ,MuTaky
KOMMO3MLMOHE LWeme” anu TBPAU Aa .y KOMMO3MLMOHMM LiemMaMa Koje ja npa-
BUM HeMa HUKaKBe NoAynapHOCTH C OHWUM LUTO Ce Kaj, je Y MUTaky KOMMO3HLLHU-
OHa Lema Hanasu y BU3aHTUjCKOM CMKapCTBY >

C Apyre cTpaHe, oBa ayTOpOBa WM3jaBa M jeAaH Of, K/by4HWX TEPMHHA Koje
pasMaTpa — KOMMO3MLHUOHa Lema — yKasyje Ha Apyraduje pedpepeHTHO nosbe,
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M MocebHO Ha [Jeno MMOHWpa ancTpakuuje Bacunuja KaHouHckor (Wasilly
Kandinsky) Uber das Geistige in der Kunst (O gyxogHOM 0 yMewiHOCIUY, 1912) 1
Punkt und Linie zu Fldche (Og wa4ke u nuHuje go ospuiuHe, 1926). Yaambasajyhu
ce O WAeje U HYXXHOCTWU NpeAcTaB/batba MaTepujajiHOr cCBeTa, OTBapa ce
MoryhHOCT TBpAHe fa ancTpakTHa yMeTHOCT 3anpaBo yniasu y cdepy LyXoBs-
HOCTH, W NMpeACcTaB/ba CBET LyXOBHOT.

Mo>keMo ce CIOXWTH ca Te3oM Jlauje MepeHuk aa henvheso feno nocma-
TPamo Kao ,MOJEePHUCTUYKHW NPOjeKT” MU CIMKAPCTBO BUCOKOT MOAEepHHU3Ma Y
KOHTEKCTY couMjanucTuuke Jyrocnasuje.”> MehyTUM, MCTOpHjCKO-yYMETHUYKA
cACTeMaTM3alMja Koja 4ecTo yKibydyje ayTopa Mef)y ancTpakTHe chukape
pasfniMyunTe NpoBeHMWjeHLMje, WTO YUHU U MepeHuK HaBopehu na ce hennheso
CJIMKapCTBO MOXe OMMCcaTH Kao ,M3paxajHa, ocehajHa ancTpakumja, HA MOMeH-
Te MeTadM3MUKa MM UpaLMOHANHA”, MITK MakK ,JIMpcKa ancTpakuuja’ y cnyyajy
cnuke Lax dosba,** ocTaje Ha pydy NOCTaB/bEHUX OKBMPA aHasM3e Wiolonoiuja y
neny CrojaHa henuha, a He Wuiionoiuje aNCTPakTHe YMETHOCTH KOjOM Ce Hero-
BO AeJI0 MOXe oKapakTepucaTu.’s oaceTUMO ce, UNak, ABajy LOMWHAHTHHUX
Mojena CMCTeMaTM30Baka TeHAEHLMja Y jyroCNOBEHCKOj, OQHOCHO CPMCKOj
YMeTHOCTH MefeceTux W LuesfeceTUX roguHa ABajecetor Beka. Muogpar b.
MpoTuh pedurHWILE TPU OCHOBHE KaTeropuje ciuKapcTsa: (UrypaTMBHo, aco-
LMjaTMBHO WU HedUrypaTHBHO, NpU YeMy ce Y OBOj 4pYroj KaTeropuju Hanasu
noTkaTeropuja ,,CIMKapcTBO ancTpakTHOr Npeaena”, Lok Cy ancTpakTHHU ekcnpe-
CMOHM3aM, JIMpCKa ancTpakuvja M eHdopMen CBPCTaHW Yy MOTKAaTeropujy
ancTpakTHoOr ciiMkapcTea.® Jlasap TpudyHoBuh, ¢ opyre cTpaHe, paje opyry
3HayajHy knacudukalmjy ancTpakTHe yMeTHOCTH y Cpouju nogenom Ha: ,eno-
Xy acouujaTMBHe yMETHOCTH (1951-1959), enoxy eHdopMena (1959-1963), 1 eno-
XY MHOWUBUAYANHWUX UCTPaXKMBara (1963-1971)”27 Y MpoTuheBoj knacudukaLu-
W, adiclipariHy tpegeo He ynasu y KOpnyc ancrtpakuuje, jok ko, TpudyHosuha
roToBo 4YMTaBa AeLleHHja ocTaje y cpepu HenpeLusHo aedUHUCaHe ,acoumja-
TUBHE YMETHOCTH?® Koja TeMeJbHOM aHaJIM30M MOXe Ja Ce UCKJbYYH U3 JoMe-
Ha ancTpPaKTHOr CIMKapCTBa Ha HAYMH Ha KOju ra je aedHHUCaA0 jefaH of, NpBUX
TeopeTuyapa anctpakuuje Muwen Cedop (Michel Seuphor). AHanusupajyhu
COLMO-KYNTYPONOLKHA aMOHjeHT, dhurnosodcke nieje U nojasy ncuxoaHanuse,
Cedop M3aBaja TpY KJby4Ha CMOJballikba Y3pOoKa KNIMMe Koja je U3Henpuna uaeje
ancTpakuuje: ,,cNOd0AHO M3paxkaBarbe cede; MallMHM3aM, W CTajiHe 3aKOHe
KomnosuuMuje”, 3a Koje cMaTpa 4a KOpPecrnoHAWpajy ca uiejama o ,,TpU MMCTUYHA
nyTa YHYTapHe HY>XXHOCTHU” Kako UX je fedrHUcao KaHOAUHCKK.

93 Lidija Merenik, 2014, op. cit.,
3-9.
94 Ibid., 6.

95 O aHanM3M noyeTaka ancrpak-
Lije y CPMCKOM CAMKapCTBY ApY-
re MoJioBUHe JBafeceTor Beka
BUAeTH y: 3opaH Epuh; ,,On
Mapu3za po Hyjopka: Mckopak ka
ancTpakumju YnaHoea 3agapcke
Ipyie”, y: Monemuykuy aciiekiiu
Cplickol MOgepHU3Ma Uocne 1945,
€a UoceSHUM 0C8pIOM Ha genosa-
Hoe YNaHosa 3agapcke ipylie,
Jywan Otawesuh 1 BecHa Kpy-
mat, (yp.), beorpan: Cpncka aka-
AeMuja HayKa M YMETHOCTH,
2024, 179-202. Harnacuhemo
Mnak cTaB a TePMHH ,,ancTpakT-
HOT nej3axka” UK ,,ancTpakTHOr
nejsaknsma’, Kako ra je of, paH-
Lyckor Kputuyapa Muiena Paro-
Ha (Michel Ragon) y nokanHu
KOHTEKCT npeseo Anekca Yene-
H50HOBHN Ha M310kdM OfpXKaHO]
y KyntypHom LeHTpy beorpaaa
1962. roguHe 1 nocseheHoj 0BoM
(beHOMeHY, H1je y NOTMYHOCTH
afiekBartaH. Ha To ekCnaMLMTHO
ykasyje v aHanu3a Jinauje Mepe-
HWK. BUTHO je fia ce UCTakHe fia
Cy Ha U3N1I0XKOM YKJbyUyeHa W pena
CrojaHa henuha, Koju je o3HayeH
Kao jeflaH of, NpOTaroHMCTa
,»aMCTPAKTHOr Nej3axKmusma’

96 Miodrag. B. Protic,
Jugoslovensko slikarstvo Seste
decenije, Beograd: Muzej
savremene umetnosti, 1980,
11-12, 48-49.

97 Nasap TpudyHosuh, Og
UmMiipecuoHU3Ma go eHgpopmena,
beorpan: Honut, 1981, 34-37.

98 Lidija Merenik, Umetnost i
vlast. Srpsko slikarstvo 1945-1968,
Beograd: Fond Vujici¢ kolekcija

i Filozofski fakultet, 2010, 93.
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MocebHo je 3Ha4ajHa aHanM3a ogHoca henuhepor fena npema MMOHMpUMA
ancTpakLiuje, M To NpeBacxofHo npema MoHApHjaHy, Ha Kojera ce y MCTOpHorpa-
uju yecTo, a M Kako To cam ayTop noTephyje, ykasyje Kao Ha SUTHOT penepa 3a
henuhes HaYMH ,,KOHCTPYyHCatba ClIMKe” U KopuLhetbe ,,KOMNO3ULMOHMX Lema”.

Cam ayTop Aaje oeTa/bHO 0djalltberbe TOr ofHOCa:

[...] Hawa kpuTHka Me Hajuewhe poBoau y Besy ¢ MoHApHUaHOM.*® He
TBPOMM Aa Y TPeHyLuMa HUCaM MMao HeKY Of, HheroBux Lema y BUAY.
MopBnayYMm oBaj TEPMUH jep MU ce YeCTO HAMeTao Y HeraTMBHOj KOHOTa-
LMjW. TUMe He >KeNuM Ja KaxkeM Aa je MOHApHUaH cTBapao wewme. Lllema
“ae Ha roHas/barbe. Y MOHOPUAHOBOM Ciy4ajy pagu ce 0 KOHAYHOCTH-
ma. bap cam Tako ja Morao Aa BULWUM HEOMIaCTUUHOCT Herose ciuke, a
TO je 6110 OHO LITO Me je U NpUBAaYMo M oadujano. [...] Ocnodoano cam
ra ce rnpe Hero LITO caM NoY4eo Ja TPaXXUM COMCTBEHY YMCTY CHKY. [0BO-
puM Mucnehn Ha cBoje CJIMKApCTBO, @ 3HaM Aa ce NpodieMH Be3aHH 3a
dWno Kojy BpCTy reoMeTpujcke ancTpakLumje oSjallbaBajy HheroBum ciy-
YajeM. Pedy je 0 pefyKUHj1, pUTOPO3HOM, TEOPHjCKH, BEpOBATHO, (PYyHAHU-
paHOM CTaBy KOjW ancTpakTHO yTBpfyje Ha HenpucTynayHoM HUWBOY.
Tewwko Aa dvx ja MOrao TakaB CTaB MPUMMTH Kao y30paH, TeLKo Ja oux y
dWno KoM Yacy nNpucTao Ha OHO WTO MOHAPUAHOBH TyMayu y3UMajy Kao
C/IMKY paLlMOHasIHe CBECTH. Ja He XYAUM HeNpHUKOCHOBEHe Mojese opra-
HM3aLWje CIIMKe, ja TPAKMM KOMMO3MLMOHe pefoBe KOjU NpeTnocTaBsba-
jy CBOjy M3MeHY, Ta4HWje peyeHo, KOjU YBEK HaroBeluTaBajy CBOjy UsMe-
Hy. OBJe ce jaB/ba HELUTO LWTO &M ce MOTNOo YCIOBHO Ha3BaTH AYXOBHUM
MAQHOM MJIM SyXOBHOM No3afvHoM. Y MOHAPHAHOBOM CIly4ajy MOMHUHe
ce ,Teo3odcka MeTadusMka’, ma npemMa ToMe U Heka BpCTa Herose
DyXOBHE MpUNPeMIbeHOCTH 32 OHO LUTO je YUHHO.”®

henuheBa aHanu3a ykasyje Ha gpyrayvje Teopujcke npemuce, anu U cgepe
LYXOBHOCTH Koje cy dhopMaTHBHe y fieNly NMOHKWpa ancTpakuuje, TO jecT, Heu-
KOHHWYKe pajMKalHOCTH ancTpakuuje UCTOPHjCKUX aBaHrapau. Mpumep npeg-
CTaBJba YTULLAj XONIAHACKOT KaTOJIMYKOT CBeLUTeHMKA, Teo30(da U CUHKPeTHYKOT
¢unosoda Cxenmekepca (Mathieu Schoenmaekers), unje cy naeje o cumdo-
JIMYHOM 3Hayekry NMHKja, 0dNK1Ka M oja, Kao U TEPMUH HO8G IUKOBHOCH, TONH-
Ko 3HayajHu 3a MoHAapuWjaHa, 3HeTe y aeny Het nieuwe wereldbeeld (Hosa cnuka
cgewia) U3 1915."°2 Unak, 3HaqajHo je nctahy goaupHe Tayke, U YMkbEHMLY Aa
Thenvheso, kao 1 MOHApPHjaHOBO CMKApPCTBO, Y NPBMM (ha3ama 3a nojasuiuTe
y3uma nej3ax, Npepjioxak M3 NpuMpoAe, Kao W KpyuMjanHy ynory nuHuje,
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odnuka 1 doje y npouecy KOHCTpyucara caunke. henuh cBoj ogHoC npema npo-
Llecy ancTpaxoBara noTephyje cnepehom usjasom: ,Mpupoay je Hemoryhe no
MOM yBepety HanycTUTH. Kaja je pey o ancTpakLimju, caMOM Nojmy, OHAA Heke
cTBapu Tpeda pasnukoBaTW. He pagum ce o cTBapuMa Koje cy AoLuje HUOTKYS,
pagu ce MpocTO O pelyKUWjU HeKUX enemeHata M3 MpuUpoge, panu ce O
arncTpaxoBarby.”'°?

Y pajboj aHanM3u yTuuaja Ha MoHapHjaHa, mopef, CxeHmekepca, UCTHYe ce
W OpYrH UHTENEKTYanHU MUbe ,,XONaHACKOT XereaujaHCcTBa”, Koju Aaje 3Haya-
jaH BoONpUHOC 1 TeOpHjcKK Npeasioxak popmuparsy MOHIPHjaHOBOT CBETOHA-
3opa. YnopuwTe HeonnacTUUM3Ma Tako NoppasymeBa ApPyradvju npuctyn
MPOCTOPY CJIMKe, HOBU OGJIHK ,,MNACTUHHOCTH”, HACYNpOT yBpeXeHoM dopma-
JIMCTUYKOM TyMadeky [a je y MUTary onndere rpuHdeproecke upeje mnio-
LUHOCTH, KapaKTeEPUCTUYHO 32 HEeroBo TymMa4yere MOJepHUCTUYKE CIInKe. >+

103 U3 pasrosopa ca Hafjom
MBaru LLIBad nosogomM camo-
cTasiHe u3noxde CTojaHa
henunha y ranepuju Sebastian,
beorpan, 1986. roguHe. Bugeo
apxuBa MBaHe CumeoHoBHN
Thenuh.

104 Marek Wieczorek
“Mondrian’s First Diamond
Composition: Spatial Totality
and the Plane of the Starry
Sky?”, in: Paul Crowther and
Isabel Wiinsche (eds.) Meanings
of Abstract Art Between Nature
and Theory, London & New
York: Routledge, 2012, 3.
Moce&Ho ce UcTHYe yTHLA)
HeoxerenujaHckor dunosoda
lepapna bonaHnpa (Gerard
Bolland).
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MpocTop y MOAEPHUCTHYKOj TEOPHjH CIIUKE
KnemeHTta FpuHbepra

FPHHOGEpProBo HOPMAaTUBHO, POPMATUCTUYKO YWTakbe CAWKEe MCTUYe MOLIHOCT
Kao CYLITUHCKM W JeduHUWYhK ycnoB cavkapcTBa. OH UCTHYe MAEjy Aa cBaka
yMeTHWuKa hopma, a TUMe NOCeSHO MOAEPHUCTUYKO CIMKAapCTBO, Tpeda Aa Ucko-
PUCTH W Jenyje y cknapy ca KBaluTeTUMa MHXEPEHTHUM CBOM MeAujy. KoHauHo,
MOAEPHUCTHYKA CNMKa &M Tpedano Ja HamycTW HapaTWBHW MPOCTOp, U oadauu
CBaKy Unysujy nyduHe npoctopa.’>> MoLepHUCTUYKO CIMKapcTBO &1 no MpuHdep-
ry Tpedano na ondauu TakBy BPCTY MNysuje, Texxehn na ymecTo e CTBOpH Mpo-
CTOP YWCTO CJIMKAPCKUM CpeacTBMMA. OH 3aTO NocedHO HarnallaBa onTUUKy Npu-
POAY MOLEPHWUCTHUYKOT MPOCTOpa, rae ce AyduHa UMMMLMpa Kpo3 5ojy 1 opmy,
a He Kpo3 MofJeNiMparbe UKW NepcnekTUBy. Y TakBOM NPUCTYMY CMKApPCTBY, NPo-
CTOp Ce cyrepuLue Kpo3 0fHOC 05/IMKa Ha NOBPLUMHU. Takas BUZ, NpocTopa nedau
usmel)y noBpLuMHe U HeoppeheHe NUTKe fySuHe, YMeCTo Aa ce NMoBAayu y Mep-
JbUBY No3afuHy.*° Ynopehuearbem msjaga CtojaHa hiennha o ciMKapckom MeToay
KOju pa3Buja MOYETKOM LLUE3[ECETUX FOAMHA, KOjUM je XKeneo Aa CJIMKy nocmaTpa
Kao rioxy a aa aySuHy npocTopa feduHuiue ynpaso 5ojoM 1 popmom, npumehy-
jeMo pa je vnak gonasuno fo oppeheHux ,ucknnsHyha” u TpaHcrpecuje cTporo
opmanucTnukmn ogpefeHe rpuHEeproscke KoaudHrKalmje ciamke.

Y BapujaHTama npefena v3 1960. U 1961. JOBEO CaM efleMeHTe C/uKe Y
npeu nnaH. AyduHa je duna HaroBewwTeHa NojaceBUMA, Y jeHOCTABHOM
WK cnoXeHujem pepny, Hajyewhe ropwMM MOjacoMm ClIMKe, KOjU caM
M34Bajao NojacomM Xop13oHTa. [la 61X n3derao werosy yaapHoOCT, usjeq-
HayaBao caM ra KOJIOPUCTUYKU C KOJIOPUCTMHKOM OCHOBOM CJIMKeE.
AncTpaxoBaHH feTasbMi nNpegena, Syayhv na cy dSunum uspBojeHu, ocTanu
cy kao Bucehy 3HaLM. XOPM3OHTANHW NojaceBu ofpefjeHe KOMOPUCTHY-
Ke BpefHOCTH yBOheHHU cy y cnivke nocie 1962. Hucam Morao ga ux ce
ocnodoauMm, d1nn cy My NoTpedHM Kao Ap>Kayu y nofenama Kog civka
BepTHKanHor ¢opmara. CMelITeHW Herde y NIMHWjU 3NnaTHOM Mpeceka
LeNunu cy cavky nopsnavehu 3Hayvaj nogenom JodujeHnx nosba. Mma-
1 cy moh aa ce kpehy y naoxu, cTBapajy yTMcak o KpeTawy y AySHHK
C/iMKe. 3aTO caM 1961. M 1962. NOKYLLA0 Aa UX HA HEKUM CliKama 13bder-
HeM M3deraBarbem Xopu3soHTana. MpBo y cnvuuM nop Hasueom Cseuine
uospuiuHe, a 3aTUM y Jpyium liogHed/bumad. JonycTro caM ja ce pefyLu-
paHe, reomeTp13oBaHe popMe, 3BeAeHe U3 nogaTaka o Ty, cJIodoAHO
pa3BHjajy Ka BpXYy cJiuke. M3MeHe y KOMMO3WLMOHOM pefy oMoryhune
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cy cnodojaH MpoAop CAUYHMUX (POPMM C Bpxa Ka LeHTpy M ysofere
naneajyhnx ¢opmu. FoBOPUM O KOMMO3ULUOHWUM WKW CTPYKTYPHUM
OCHOBaMma Koje Cy BapupaHe, MekbaHe, TpaXeHe y CUCTeMHMa Lpyre
BpcTe. Mokywaeao caMm aa usderHem Tpehy aumeHsujy. Joroguno ce
CYNpoTHO: pacnopeau nojacesa M (opMu KojuMa caM M3deraBao Aydu-
HY, ychegd CTBOPEHHUX OLHOCA M KOJNIOPUCTUUKMX CKNaaa, yCJIOB/baBalu
cy je. Tako caM MpuUNasno CBOM NOMMaky npocTopa.'®’

IpHSepros OpManUCTUHKK METOA aHasn3e NpocTopa MOJepHUCTHUKE Ciu-
ke npeucnuTyje M KpUTHKyje cnepeha reHepauuja TeopeTMyapa M KpUTU4apa
YMETHOCTH Y CA[, OKymn/beHa oko yaconuca October. MocebHO cy 3Ha4ajHH
JaonpuHocu Posanuua Kpayc u Xana doctepa (Hal Foster). Kpayc Tako nosoau
y nuTame NpUHOeproso noTeHUUparbe ONTUYKOCTHU U MJIOLWHOCTH, U 3a1aXe ce
3a KOHLeNLH1jy NpocTopa Koju je OTeJIoTBOPEH, MaTepujanaH U TakTuaaH. OHa
UcTude pa MpuHdeprosa aHanMsa npeacrae/ba ,0ecTenecHy”, WAeann3oBaHy
BU3Mjy MOOEPHUCTUYKOT CAMKApCTBA, [OK 3aHemapyje (PU3MUYKO U CEH30pHO
aHraKkoBarbe nocmarpayva. 3HayajHa UCTUHKLMja Y BUerby MOLepHUCTUYKOT
cnvkapcTea je y Tome wro Kpayc, TBpaehu ga je Suna u octana MogepHUCTHY-
Ka KpUTHYapKa, cMaTpa Ja je HeoMnxoAHO Aa ce NPOLKWpH Ae0 MOLEPHUCTUYKOT
CeH3UOMNUTETA KOjU YKIby4yje U (PU3MUKe, TelleCHe U CeH30pHe AUMeH3uje
yMeTHOCTH, 1 npesasufe yxe nocTaB/beHW rpUHOEproBcku PopManucTUUKh
HopMmaTKB."*® Xan docTep, ¢ Apyre cTpaHe, KpUTHUKYje FpuHdeproB dopmanu-
CTUYKM HapaTWB 380l HeroBe MCTOPHjCKE CeNIeKTUBHOCTU U TeHAeHUuje aa
npesvMau LWKpe aBaHrapfHe npakce. Poctep TBpAM Aa puHdepros dokyc Ha
ancTpakTHO CJIMKApCTBO Kao BPXYHLE MOAEePHUCTUUKKX JocTUrHyha mapruHa-
nusyje apyre odanke yMeTHAYKOT U3paxkaBatba U MojefHOCTaBJbyje CloXeHe
UcTopujcke pa3poje Tor nepuoja. docTepoBa KpUTMKA MOABMAYM BaXKHOCT
MpU3HaBara PasHOJMKOCTU U CIOXEHOCTU MOMOEPHUCTUUKMX MPakCH WU3BaH
IprHSeprosor opManUCTUYKOr OKBHpa.'>® 107 Stojan Celi¢, ,lzmena slike

sveta”, y: Gordana Stanisi¢
(prir.), 2012, op. cit., 35.
108 Rosalind Krauss,

The Optical Unconscious,
Cambridge, MA: MIT Press,

MO}J,epHIdCTM‘lKa pelweTKa Ui CJIMKapcka uema

Y pa3marparMMma IMKOBHWUX MOCTynaka koje Kopuctu, CtojaH henuh je Buwie

MyTa CNOMMHA0 TePMUH wieMa Koju ynyhyje Ha HauMH KOHCTpyHCarba CIIMKe. 1993, 3.
3a Hera cy CBY eNleMeHTH 0aTH Y CJIMLM, CBE CUle Koje AejCTBYjY Y H0j, nonyT 109 Hal Foster, The Return
XOpWU30HTasle, BEpTUKAJIE WK AujaroHase, MPeACcTaB/baiy WeMy Koja nomaxe of the Real: The Avant-Garde

. at the End of the Century,
y npouecy rpahera ciimke. MehyTum, Kiby4aH ayToOpoB CTaB Yy odjalltberby Cambridge, MA: MIT Press

3Hayewa M1 ynore Takee weme ornega ce y Tepakhu ga cJiMka He MOXXe ga ce 1996, 8.
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HanpaBu camo HeHOM npumMeHoMm. 3a henuha, ciMka ce MOXe CXBaTUTH MIIU
Kao MoKyLLUaj KOHCTUTYMCara ofpefjeHe Weme Ha OCHOBY eJleMeHaTa Apyrayu-
je npupopae, UK Nak Kao CBECHO OACTYNake Of, Te LWeMe Y KOPUCT aprpmaLiu-
je Heke anTepHaTWBHe, Bydsbe WCTWHe, LUTO 32 Hera NpeacTae/ba Kibyy 3a
pellaBakbe HEKMX Of, CYLUTUHCKHUX NMUTaka CiMKapcTsa.'™

JelHa oA, KJIbYYHUX CIMKa Ha KOjOj Ce MOXe MPUMEeTUTH ByroTpajHo pa3Buja-
te ogpeheHe cimkapcke weme Ko henvha je geno noetckor HasuBa Bewiap
(Tyxcaroka 3a Hurkony Epyeia u ApceHa KapaHosuha), pafiena y nepuopy of, 1962.
[0 1966. rogMHe. Mapuja Mywuh UcTU4e MOMeHYTY CAUKY Kao npumep henuhe-
BOT KOHCTPYKTMBHOI METOAA KOjU HacTaje HAKOH MAEjHMX CKMLA U LpTexa joLu
KpajeM nefeceTux roguHa, U 0djesutbyje enemeHTe Kako paHWjux Tako 1 dyny-
hunx cnuka. AyTopka npenosHaje, Kako ra oHa HasuBa, ,,JIMHeapHu pactep” Koju
je yTemesbetbe 3a NOTOHY CepHjy CIMKA HacTaNy cegamaeceTux roguHa.” Lemy
Koja ce nojaeJbyje Ha Toj cnvumM 3a henuha peTkor U HeyoduuajeHor opmaTa,
dnuckor kBaapaty, Tpedano 6U pasMOTPUTH Y KOHTEKCTY MOMeHYTOr TepMHHa
pewielike Y aHaN131 U TeopeTU3saLMju MOLEPHUCTHYKe cvke PosannHg, Kpayc.

PosanuHp Kpayc je ka0 cuMS0n MOAEPHUCTUUKHUX aMOULMja Y BU3YEITHOj
YMETHOCTH, MOYeBLUW Of, NOjaBe UCTOPUjCKMX aBaHrapfiu, KOPUCTUNA TEPMUH
peuweiika (grid)™ na onuiie TeXKHy YMeTHUKA TakBe NPOBEHHjeHLHje 3a ,, TULLK-
HOM” M OTMOPOM Mpema HapaTMBHOM NpucTyny. Kao jenaH o eknataHTHUX
npumMepa npumMeHe pelueTke, Kpayc HaBoau MoHIpHjaHa U TeXy Aa ce Tako
nocTaB/beHa KOHLEMNUHUja ciinke o0 Kojoj je Beh &uno peun onupe ,pa3Bojy”
BWTHa LMCTUHKLMja KOjy ayTopKa MpaBu 3a TOK aHajW3e NMpOCTOPHHUX KOHOTa-
LMja je pa pelleTka Moxe Aa QyHKLWOHMLIE HA NPOCTOPHU WM BPEMEHCKH
HayuH pa du yTBpAMAa ,,MOAEPHOCT” Y MOAEPHO] YMETHOCTH. Y MPOCTOPHOM
CMUCAY, peLueTka CBOjUM ofJiMKama nonyT NAOLWHOCTH U reoMeTpu3aLmje 3ay-
3MMa aHTUMUMETHYKY WU aHTUNPUPOAHY MO3ULMjy, 3aroBapajyhu ayToHOMMjy
YMEeTHOCTH. PeLLeTKa NpeAcTaB/ba CPeCTBO 32 UCTUCKUBabEe AUMEH3Mja pean-
HOI M HUXOBY 3aMeHY SOYHWMM LUMperbeM jefMHCTBEHE MOBPLUMHE, LITO Ce
nocTuxe niolwHolwhy kojy onpel)yjy came KoopauHate peluetke.™ Y yKynHoj
MpaBUIHOCTU CBOje OpraHu3alMje, pelleTKa je Tako pes3ynTaT ,ecTeTcKor
hekpeTa”. YKOMKO je HeH Nnopefak pef, YACTOr OAHOCA, peLleTka npeAcTaBiba
HauyWMH yKWMAara npasa NpUpoHUX odjekaTa Ja Nocenyjy COMCTBEHM, HUMa
CBOjcTBEH nopeaak. OJHOCH y eCTETCKOM MOoJby, KOje pelueTka np1kasyje, npu-
napajy noceSHom CBeTy M, y OLHOCY Ha NpupoaHe odjekTe, NOKasyjy ce Kao M
MPeTXOAHW U KOHAYHU. PelleTka nporialasa yMeTHUUYKHA NPOCTOp UCTOBpeMe-
HO ayTOHOMHWM M ayTOTEJIMYHUM - CAMOCBPXOBUTUM. ™ MoaCceTUMO ce y OBOM
TpeHyTKy henuheBor cTaBa fa ce y MOHAPHWjaHOBOM HEOMNACTULIU3MY Pagu O
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KOHa4YHOCTUMA, J,OK OH TeXH KOHTUHYUPAHUM U3MeHaMa U MPOMeHaMa y Hauu-
HY KOHCTpyM1carba cyinke."s C fpyre cTpaHe, y BPEMEHCKOj [UMEH3MjU pelueTka
npeAcTaB/ba CUMO0ON MOJLEPHOCTH KOjH je CBe MPUCYTHHjU Y YMETHOCTH ABaje-
ceTor Beka, U Yuje oTkpuhe npaBu AUCTUHKLMjy M3Mel)y YMETHOCTH cafallH0-
CTH, JOK CBM OCTaNh OOMMULM YMETHOCTH KOjU He MO3Hajy peLueTKy NocTtajy
MPOLUOCT, YAMe Ce U3 [pyrayuje BM3ype Harnawiasa ayTOHOMMja MOLEpPHU-
CTUYKE YMETHOCTH."®

[La 61 ce cBeodyxBaTHHja aHanu3sa Posanuna Kpayc noctaBuna y KOHTEKCT
YMEeTHOCTH LUe3[eceTUX rofMHa, HEOMXOLHO je yKa3aTW Ha Mofjen pelleTke
KOju ce jaBJba NOCEOHO Y aHII0CaKCOHCKOj TEOpHjU YMETHOCTH Aa &1 npeacTa-
BMO CUIpyKUWypy WK CACBMM jelHOCTABHO OKBUP Yy KOMe CNiMKa aenyje,"”” unu y
L,pyrayujoj MHTepnpeTaLmj1 Kao jesaH CIoXeH cuciiem."

Lo Engepdung, (John Elderfield) cmatpa ga 61 knacudukaumja ynotpede
peLueTke y MOLEPHOj U CaBpeMeHOj YMEeTHOCTH SuNia HermoTnyHa 6e3 pasma-
Tpakba Of, Yera ce OHa CacToju WU Kako ce MaHUdecTyje. PeweTka je aTpudyT
Mopyna, KOju ce CacToju Of jedvHMLA (PUKCHe AMMeH3Mje pacnopeheHux y
XOPHU30HTaHO-BepTHKanHOM odpacuy (duno ga cy npeacraB/beHe yCcnpaBHO
WKW [MjaroHasHo), a OpPTOroHajiHa pelleTka ce CTBapa Kaja Cy MojynapHe
jeduHULLe caMe NpaBoJIMHKMjcKe. A OBa ,,afMTUBHA” AedHHMULMja npeTnocTa-
BJba [a pelleTka BepTUKaNHO-XOPU3OHTAHUX JIMHHWjA YMHKU HeraTuBHe ene-
MeHTe — CaMo CrojeBe MOAYNAPHUX jefMHMLA — JOK je 3a BehMHY caMKapcTBa
Koje KOPMCTH MoLeN pelleTKe TMHeapHOCT OYUIIeLHO NO3UTUBHA KOMMOHEH-
Ta. To jecT, NMHKWje cy MeToaa noAene nocrojehe NoBpLIMHe: CySTPaKTUBHM, a
He KyMyNaTUBHM CUCTeM. A tbeHa ynoTpeda duna je na ,,npukaxe” NOBPLUMHY
CIMKe WK Ja Tako OpraHusyje NoBpLUMHY Ja oMoryhu gucnepsujy CIMKOBHHUX
efnemMeHara yHyTap HeHor ,,okB1Mpa”"®> OBaKko feTa/bHO aHaNu3upaH gopman-
HO-MNACTMYKKM acnekT pelleTke Kpayc je y cBOM ecejy Hanorpagmna kopuuhe-
HeM MHOTO LUMPWUX METOA0JOLKHX U TEOPHUjCKHUX MpemMuca.

Kao jenaH op npegmeTa aHanuse, Kpayc pasmartpa ogHoc usmehy nepcnek-
THBe, Ka0 HayMHa Jja ce CTBAPHOCT W HeHa penpeseHTaluja Npecankajy jefHo
Ha Ipyro, W pelueTKe, 3a KOjy TBpPAU Aa Npeknia v Npasu pe3 y TakBoj MOCTaB-
LK. 3a pa3nunKy of nepcrnekTUBe, pelleTka He NpecinkaBa U3BefeHy npocTop-
HY KOMMOHEHTY M3 CroJballtber CBeTa Ha MOBpLUMHY CMKe, Beh npecnukasa
MOBPLUMHY caMe CN1Ke. Y TakBoj NOCTaBLM, (DU3UYKA U eCTeTCKa paBaH oCTajy
UCTe, KOEKCTeH3MBHE U KOOpPAMHMpaHe Kpo3 arncuuce U OpAuMHaTe pelueTke.
Te3a 0 MOAEPHMCTHYKO] peLleTKHU ce y TOM KOHTeKCTY CBOAM Ha OroJbeHH MaTe-
pyjanusam, WTO je ynpaBo CYMpOTHO Of pa3MHLUsbatba POJOHaYesIHMKA aBaH-
rapAaHe yMeTHOCTM nonyT MoHAapujaHa unn Masbeuya (Kasumup Manesuy)
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KOju Cy, yMeCTo MaTepHjajiHOT CBeTa CJIMKE, MUCaK O NpodiemMUMa ByXOBHOT,
o buhy ¥ Ymy.”° Pa3peluere KOHTpagMKLHje ca KOjoM ce cyoyaBa, npodnema
»CaKpanusauuje” ymMeTHOCTM ABajeceTor Beka (y Kojoj ce cdepa [yXOBHOT
npeHedperasa Kao LUTO je HaroBeLTeHO W y henrMheBUM cTaBOBHMA Ha NoYeT-
Ky OBOT MOrNaesba), AW YUCTO POPMANUCTUUKOT MPUCTYNA MOAEPHUCTUUKOM
cniMkapcTBy (nocedHo ancTpakuuju Kpo3 npeacTaB/beHy KpUTUKY MpUHSepro-
BOT HapaTWBa), Kpayc nokyLiaBa ja cripoBefe Te30M [a pelueTka 3anpaso yje-
IMbyje oBe fBe cepe.

Kpayc cyrepuiie fa je KOHTUHYMpPaHO NPUCYCTBO peLLeTKe Y YMETHOCTH [iBa-
JeceTor Beka NoBe3aHo ca HheHOM CTPYKTYPOM Kao MUTA, jep ce, Kao 1 CBU MUTO-
BM, U OHa 5aBM NapafoKCOM MJIM KOHTPaAMKLIMjOM He Tako LUTO UX pacTBapa Uau
pellaBa KOHTpagMKuMjy, Beh Tako WTO MX MpekpuBa Tako, fa Aefyje kao Aa
HecTajy. [lok ce MUTOBM, Kao U CBe Hapauuje, pacnavhy Kpo3 Bpeme, peLueTka
HHWje MCKJbYUMBO NPOCTOpHA KaTeropwja, Beh BU3yesnHa CTPyKTypa Koja eKCriu-
LUMTHO ondauyje HapaTuB. [la &1 ce noMupune Te KOHTpPaaMKLMje, ayTopka ce
Mo3unBa Ha CTPYKTYPaJIUCTHUKY aHaln3y MUTOBA, NocedHo y Aeny Knopa JleBu-
-Crpoca (Claude Lévi-Strauss) no KoMe ce CeKBEHLMOHaNHe KapaKTepUCTHUKe
npuye, oQHOCHO MUTa, Npepaf)yjy na du bopmupane ,,MpOCTOPHY OpraHU3aLy-
jy”. 'Y MeTop0n0ruju CTpyKTypanucTa, Ha npuMep, NpOCTOPHUM NpUKa3MBakeM
npuye - y BEPTUKAJIHAM KOJIOHaMa — MOTY [,a Ce MPUKaXy KapaKTepUCTHUKE KOH-
TpaguKLUMje U Aa MOoKaXKy Kako OHe JieXke Y OCHOBH Mokyluaja oapefheHe MUTCKe
npyye Aa NpUKpHje CynpoTHOCT HApaTUBOM.™ MaKo pelueTKa Kako je fedHuHH-
we Kpayc Huje npuua Beh cTpykTypa, ynpaso kao Taka oHa omoryhaea aa ce

KOHTpafauKumMja usmehy BpegHOCTU HayKe M BPeAHOCTHU LlYXOBHOT OAPXH Y 120 Ibid.

CBECTU MM HECBECTH MOAEPHU3Ma Kao HEeLITO MOTUCHYTO.* MocTaBka Tese o 1211bid., 54-55.

3Hauajy pelleTke Kao MoOAena NpomulU/barba YMETHOCTH ABajeceTor Beka 122 Bupetu: Rosalind Krauss,
1993, op. Cit.

0TBapa MpocTope 3a HOBa MOCTCTPYKTYpPanUCTUUKa, MCUXOaHAIMTUYKA U TPaHC-

123 Rosalind Krauss, 1979,
OncuuniInHapHa TymadeHa oBor q)eHOMEHa, 4ecTo 3aCHOBaHa U Ha JONpUHOCY

op. cit., 59-60. Mpumep je

er3akTHMX Hayka rnonyT onTuKe. PelleTka Kao Mojen mMoxe ja npencraB/ba Matucos pekynax L’Escargot,
MaTpuuy 3Haka, M MocedHO ofBajatbe MepLEenTUMBHOr eKpaHa oOf, eKpaHa 1952-53, KOJU J& HacTao npex
”» O . . 6 Kpaj ayTopoBoOr XXMBOTa U KOJH
»CTBAPHOT” cBETa. OHa Ce Mojassbyje y pasnu4nTUM CUMBONMUKUM NPOCTOPH- N0 KOMMO3ULHOHOM pellierhy
Ma CiMKe, 4ak M Kog, YMeTHMKa KOA KOjUuX TO He SMCMO o4eKkHuBalM, monyT MPOCTOPHMX eflemMeHaTa peso-
Martuca (Henri Matisse) y eroBoj nociiefhoj ¢asu civka odenexxeHux meTo- Hyje y hrenuhesoj kibyHoj
. d 4 5c\ 123 cnvum LWax tosba vs 1957.
LOM fleKynaxa (papiers découpes). roavHe. Takofe, MaTHCoBo
M nopep cBnx moryhux aHanoruja ca cIMKapcK1Mm LiemMama Koje KOHCTpYH- aeno Memory of Oceania,
we CrojaH henuh, HeroBo feno He MOpa HYXKHO Ja ce oKapaKTepulle WJIM 1952-53 yKasyje Ha npocTopHe

. H efieMeHTe U JUHAMUKY KOja
YK/by4H Y OBAKO TEOPHJCKU apTUKyNIMCaH Mopes pelleTke. AeCyMbhWBO Oa fe ce jaBUTM y 3penom caukap-

Heke ofi HaBeJeHUX CNKKa, Kao WTo cy Bewap (Tyxcamka 3a Hurony Epyeia u ctBy CrojaHa henuha.
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Apcera KapaHosuha) v lNomepeHe ipaHuye tpociiopa, NocTaBibajy onpeheHy
MPOCTOPHY LLEMY Y KOjOj pe30HYje uaeja pelueTke. Y KaCHWjUM cepHjama cyimka
»EX0” Tako NocTaB/beHa Lema ce pa3Buja U yKJbydyje KOMMeKCHHje ofHoce
nepcnekTuBe, ckpaheHe 1 U3MetbeHe NepcrnekTMBe U NoJAUNepCreKTHBe U npe-
ceke 3aMHULL/bEHWX KOHCTPyKUMja M amdujeHata. TakaB MpPUCTYyn Ha NpBH
nornen Herupa Tesy Aa je pelletka aHTUNof nepcnekTusu. Kop henuha je,
Mel)yTHM, OAHOC CBMX HaBeJEeHMX MoLena NepcrekTMBe Neo MHOTO KOMMJeK-
CHUjWUX KOMMO3ULMOHHUX U MPOCTOPHUX LLIEMA, KOje HE TeXe UCKIbYYMBO WUIY3H-
ju BySuHe npocTtopa, Beh UX YMETHUK ByroTpajHUM, aHAIMTUYKUM NOCTYMNLM-
Ma KOHCTpYyHMLUe Ha Ha4MH Ha KOjW HacTajy G110 KOju ApYrv MO3HATH NPOCTOPH
Yy HalleM OKpY>Xeky, a He Moj, HhMXOBUM [ejCTBOM MU yTUuajeM. OHO WTO je
HeKaja npefcTaB/bao NpefnoXxak npeysert us npupoge, y henuhesoj ymeTHo-
CTW Mpenasu y apyrauvje BMLOBe KOHCTPYKLHWje U KOMMO3MLMje, caTKaHe Of
reoMeTpHjcKUX enemeHata U GOpMH y JMHAMUYHUM OJHOCHMA, anu y3 Npu-
CYTHY ,,OPraHcKy WNu rpaguuky HepBaTypy”, Koja Mo C/IMKApeBOM YyBepery
roBOpU O CUMBOJIMYKOM MPUCYCTBY NMPUPOAE, HYaK U Y OTO/beHUM WU FreoMeTpH-
janM3oBaHWM KOHCTenauujama.

HaunH Ha koju je Kpayc pa3sunia TeopHjck1 Moaen peuiellike, CBOjeBpPCHOM
aHanorvjom ca henuheBUM CTpoxke MOCTaB/bEHUM aHanM3ama CIAMKApCKMX
wema, nnak Moxke Aa NoHyAu jesHy Moryhy Teopujcky apTUKynauujy 1 Mogen
3a MoMUpeHe U cnajarbe paLMOHaNHOT M IYXOBHOT, €r3aKTHOT M NOETCKOT, NpH-
poe U ypdaHor M1Jbea, TOJIMKO BAXKHHX, Cy4e/beHUX U YeCTO HeMOMUPIbUBHX
oANiMka ocodeHe yMeTHHUYKe KocMoroHuje CtojaHa henunha. Y Herosoj ymer-
HOCTHM, NPOCTOp NaK MpencTaB/ba KOMMIEKCHY MaTpuLly ofHoca cydjekTa W
cBeTa, roe ce UrypaTMBHO M ancTpakTHO MPOXKMMAjy Y HaneTocTu usmehy
BM3YeJIHOT, MaTepHjaJiHOT U LyXOBHOI. YMETHWK Ha OCOBEH HaYMH Hyau HOoBe
Mofjene opkecTpaumje ,MOLepHUCTHUYKe WeMme” cnuke, npy>ajyhu antepHa-
TUBHE NMyTeBe Ka pasyMeBatby W TyMayerby NpoCTopa, He caMO Kao JIMKOBHe
WAK NNacTUUKe KaTeropuje.

Ha kpajy, MoXxeMo 3akJbyuuTH fa je henuheso (ayTo)pednekcHBHO feno
KOHLMMMUPaHO Kao KOHCTaHTHA noTpara 3a HOBUM MPOCTOPHUM peluerbrMa U
mMoryhHOCTMMa KOHCTpyHCcakba CBeTa CJIMKe, Koja UCTOBPEMEHO noceyje cHa-
XKHY YHYTpaLltby HY>XHOCT U JIOTHKY, Kao M MOETCKHU, EMOLMOHANHU Hadoj. OHO
Daje 3HayajaH AOMPMHOC CPMCKOj YMETHOCTW [pyre MojioBHHe ABaneceTor
Beka, npy>ajyhu MHcnupaumjy 3a pasba UCTPaXKMBarba NPOCTOPHUX OfHOCA U
ynoTpedy HOBMX TEOPHjCKUX Mofena fa &1 ce NPOLIMPUIIO AUCKYP3UBHO MoJbe
¥ MeTOL0/I0THja MHULLIbEHA CIMKAPCTBA Koje Y hennheBoM ,,cyyajy”, Kako je
ayTop TO BOJIeO Aa KaXe, AOCTUXKE MHOTO LUMpe JoMeTe U NpeBasnasu ycko
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nocTaB/beHa AMCLUMMIMHAPHA OrpaHWyera W OUXOTOMMjy UrypaTUBHO-
ancTpakTHO, UK LepedpanHo-NoeTcKo. AHANM30M MPOCTOPHUX KOHOTALMja Y
henuheBom peny, 3ak/byyyjemMo Aa je HheroBo CIMKapCTBO CBe MOMEHYTO, aiu
W Njep-pyBOBCKM ,HELITO BWLIE” Of, NPOCTOpa CaMOr, jeAaH KOHTUHYWUPaHH
(nyKc M Mepetrbe LyXOBHUX CTakba YMETHHKA Koja U3MHUYY PUKCHUpatby U paLy-
OHaNMU3aLMju y HenpecTaHoj NoTpedH 3a U3HaNaXKeeM HOBHUX U Apyrauujux,
a oOMeT TaKo KOHCEKBEHTHMX CJIMKaPCKUX KOHCTPYKTUBHHMX LIEeMa.
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AN Analysis of Spatial
Connotations in the
Work of Stojan Celic

I’'ve been interested in space and today it is for me an unavoidable problem.
Space is at once fiction and reality: space, volume, size, depth, width, length,;
in dimensions, the all-encompasing field of being. There where we imagine it,
in the infinite and the finite, it’s made possible by movement. When | say
that I’'m interested in space in various projections, | also mean that I’'m
forced to deal with it. It appears in the painting independent of my will;
more precisely, it is through space that my will is realized.

— Stojan Celi¢

FROM THE REDUCTIVE METHOD
TO THE TOPOLOGY OF STOJAN CELIC

The problem of space is unquestionably the central motif of the art of Stojan
Celi¢, as well as his way of thinking about art and his attempt to attain “pure
painting.”®' In the art history of the early 1960s, it was already clear that space
was the formative category for Celi¢’s art and his conceptualization of the
painting. It must be said immediately that the theoretical articulation of the
issue of space, in its various connotations, developed alongside the painter’s
own development, his thoughts, notes, and statements that declare space as
“fiction” and, at the same time, “reality.”* Through its dialogue and inter-
weaving of, on the one hand, the “tangible,” exact, and even mathematical
characteristics of space, which often connect us to the visual issues of depth
and perspective, and, on the other hand, the self-reflexive, psychological, and
even, conditionally speaking, “metaphysical,” Celi¢’s work demands an appo-
site theoretical interpretation. Above all, it is important to determine the dif-
ferent and varied spatial connotations to be addressed, not necessarily chrono-
logically, in the theoretical interpretations of Celi¢’s artistic, intellectual and
also poetic approach to a painting’s creation.
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The Reductive Method

The first significant contribution to the definition of the problem of space as
the central artistic question in Celi¢’s painting was Lazar Trifunovié’s text,
“The Reductive Method of Stojan Celi¢” from 1962.% Trifunovié notes that the
world of the painting is above and beyond the “real world,” and that the
approach of reduction, also immanent in Celi¢’s painting method, is deter-
mined as the “transposition of a found world” and the “transformation of nat-
ural shape into a sign.”°* At the same time, this is one of the inextricable prob-
lems of the modern interpretation of abstract painting, whether it concerns,
on the one hand, the process of abstraction of individual elements and pat-
terns taken from nature that lead to a completely new and unrecognizable
visual composition of the painting, or, on the other hand, the principle of the
creation of a new form, in which the very creative act is experienced as a nat-
ural activity, with impulses that come from the unconscious.’

Trifunovié’s critical review remains within the framework of detecting for-
mal-visual elements of the creation of a visual language, as well as the rela-
tionship toward nature as the source of initial thought about a painting, an
associative process, while the painting’s goal is to represent “an abstract and
universal harmony.” Such an interpretive approach to the painter’s method
supports the position that the depth of a painting’s space is shortened through
reduction, while its “real dimension is destroyed through synthesis,” whereby
the purity of visual elements and their relationships is foregrounded.®® Tri-
funovi¢, however, also goes a step further, anticipating Celi¢’s suggestion of
“irrational space,” or even the “temporality of space,”®” thereby paving the way
for new methodological models of reading a painting and creating a theoreti-
cal apparatus for its analysis.

As a critic, Trifunovié argues that Celi¢’s exhibition at the Salon of the
Museum of Contemporary Art in Belgrade in 1962 marked a major milestone in
the artist’s development, after a period of “crisis” and unresolved dilemmas
regarding the relationship of geometry and more sensible artistic procedures
in earlier phases. In his conclusion, he claims that the pictures shown recon-
ciled the poetic and intellectual characteristics of Celi¢’s art, and that “on that
combination and that synthesis, Stojan Celi¢’s artistic persona could [...] com-
pletely develop its characteristics and virtues, above all its refined feeling for
rigorous harmony and asceticism in the reduction of means, which allowed his
paintings to speak an ancient poetry.”%
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Urban Tectonics

A year after Trifunovié’s text, Jerko Denegri, in his introduction to Celié¢’s solo
show at the Mala Galerija in Ljubljana in 1963, confirms through an analysis of
the painter’s artistic approach the significance of space as a major factor in
Celi¢’s artistic vocabulary, asserting that space is realized in an “unrepeatable
individual manner.”®® Denegri points to the modernist method of negating the
formal aspect of classical perspectives, but also the use of “contrasting color
zones” in order to suggest a differentiation in the depth of the painting. He
insists on a purely formal analysis of the visual language in order to define the
spatial characteristics of Celi¢’s painting, arguing that it is realized “through
the reduction of a three-dimensional object onto the two-dimensionality of
the painted surface, alternately laid out flat, putting pressure on clearly defined
surfaces through uneven intensity of color.”'® However, in terms of later analy-
ses of spatial connotations in the painting of Stojan Celi¢, it is important that
Denegri emphasizes that the central problem of his art lies in a “rational and
consistent analysis of a specific architectonics of space,”" in which, notably,
“architectonics” is defined as a concept that opens further interpretive possi-
bilities of spatial relationships in the work of art. While Denegri examines the
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architectonics of space as a formal language of
the painting’s creation, translation of this term
into a different theoretical register confirms
that, in a wider referential field, it represents a
special object of the painter’s attention. Irina
Suboti¢ thus emphasizes Celi¢’s character as an
urban painter, pointing out that, like nature, the
urban environment also contributes important
impulses to the artist’s work, though she also
insists on the additional point that he is a paint-
er of urban sensibility, because he “viewed a
person’s environment not as (natural) happen-
stance, but rather, above all, a result of human
intervention and shaping”” In the next sen-
tence, the author gives a precise description of
the spatial components of the artist’s work,
addressing the often overlooked meaning of
the urban in his work: “Celi¢’s feeling for space
is, in fact, an understanding of an anthropomet-
ric, i.e. personal, urban position, even when that
space is treated beyond the reach of human
measure.” Celi¢ confirms such claims in several
of his own statements. One such statement,
recorded in 1968 in an atelier that once belonged
to Uro$ Predi¢, stands out: “I’m enclosed by
walls, I’'m in an environment that has been
urbanized. It’s precisely those problems, the urbanization of civilization, that
have occupied me over the last several years, it’s those issues that I’ve been
dealing with.”"* The very next year, in 1969, in a speech upon receiving the Poli-
tika award for painting, he observes that the uniqueness of his work is reflected

in his “attempt to give, for himself and others, the urbanized elements that 12 Irina Subotic, ,,Snovidenja iz
surround us a poetic dimension.”” In an attempt to summa’rize those various ;%alr\r/':;:s’i:::e:]rg;z\slfébg:“cé
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Topology

The short text “The Topology of Stojan Celi¢,” written by Lazar Trifunovié for the
catalogue of Celi¢’s 1976 solo exhibition at the Gallery of the Belgrade Youth
Center, represents a seminal contribution to a more theoretically expansive
articulation of the problem of space. Trifunovic¢’s approach to the analysis and
theorizing of the artwork involved an expansion of the field of critical discussion
of contemporary art by incorporating theses and methodologies from sociolog-
ical, psychological and philosophical theoretical premises.” Trifunovi¢’s unique
and theoretically broadly based research method has been characterized in the
historiography as a “model of the critical spirit”"® As a common denominator
whereby he wished to describe the ideo-formal core of Celi¢’s new series of
paintings, Trifunovi¢ adopted the term “poetics of space” from the book of the
same name by French philosopher Gaston Bachelard, published in 1958.” In
Celi¢’s paintings he perceives Bachelard’s “topophilia,” “sublimation of human
values,” and “polysemantic conversation about the being of space, which is
within us to the same extent that we are within it”*° Bachelard’s work has its
roots in phenomenology, particularly the ideas of Edmund Husserl and Maurice
Merleau-Ponty; it accentuates lived experience within space(s), and emphasizes
the perception and subjective, emotional, and sensorial experience of reality.
Bachelard argues that space is not only a physical or architectonic reality. For
him, the way in which we experience space is deeply connected to our imagina-
tion and emotions.”’ Bachelard’s work had a major influence on the history of
art, with its shift of attention away from purely visual, formal or visual aspects
of space toward its emotional, psychological and symbolic dimensions.

Translating Bachelard’s ideas into an analysis of the art of Stojan Celi¢, Tri-
funovié concludes:

[...] the space of the painting is a metaphor for the world of the painting;
itis its vital energy, and, what’s more, the grounds on which it arrives at
the unification of man with life, the hidden contents of the psyche with
the ferment of society, time and the epoch. If, therefore, space is not
always merely material depth and objectified hollow, it can be con-
structed from the parameters that have freely left the geometric home
of the human spirit. And Stojan Celi¢ is doing just that—constructing
his topology, concepts, relations and measures, which are his to the
extent that the painting is his work, and communal to the extent that
the painting realizes a communication with man and the world.*
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Analysis of this quote leads us to notice that Trifunovi¢ introduces terms and
concepts from the domains of psychology and sociology, laying the founda-
tion for further theoretical elaboration of three types of space that he defines
in Celi¢’s topology: the I-space, space-time, and space-sound. Likewise, etymo-
logically considered, the concept of topology derives from the Greek words
tonog (“place”) and Adyog (“science, knowledge, word”) and it is indeed sci-
ence that defines the branch of mathematics devoted to topological spaces
and geometrical structures. Trifunovié¢, however, uses the concept to intro-
duce diverse and, in some senses, eclectic theoretical grounds in the subse-
quent analyses of each of the three aforementioned types of space, which he
interprets as “classes whose semantic contents frequently interpenetrate and
overlap in a single painting.”?* Thus articulated, Trifunovi¢’s spatial “triad” took
root in the historiography, and the problem of space in Celi¢’s work became a
theme for many authors’ analyses.>* However, further interpretations and
elaborations of the established categories of space did not go far in the direc-
tion of employing the methodological apparatuses and theoretical models of
other disciplines, for which Trifunovi¢ laid the groundwork. Irina Suboti¢ makes
a significant contribution to the early reception of such an interpretation,
arguing that Celié¢’s painting has the ability to create “the illusion of some-
thing different,” where space becomes the bearer of meaning and expresses
the inner worlds of the artist.? Stanislav Zivkovi¢’s asserts that in addition to
the three categories, which create a “metaphysical structure,”? it is necessary
to add a fourth category of color; this argument remains in the domain of
art-historical, formalist and visual interpretive models, as is clear in the
author’s position that in Celi¢’s poetics, “in addition to the other elements—
signs, curved lines or forms—we must pay particular attention to the irre-
placeable role of color.”” It is certainly true that in Celi¢’s work, especially that
of the last two decades of his production, color is a highly significant construc-
tive tissue of the painting, which is also used for defining spatial relationships.
Likewise, formal analysis in art-historical interpretation of a painting is also a
completely justified and legitimate approach, and thus should not be excluded
from a problematics-oriented study such as the present one.?® Nevertheless,
in this chapter we place special emphasis on the analysis, elaboration and vivi-
section of the three types of space in Trifunovic’s interpretation.
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I-space

The first type that Trifunovi¢ examines, the I-space, is defined as a “synthesis
of the poetic imagination and metaphysical anthropology that is realized at
the deepest level in which space is more a psychological and less a visual
fact.”?® The position that space is a psychological fact brings us back to the
theory of Gaston Bachelard, where spaces evoke memories and shape identity.
For this psychological interpretation, of particular importance is our way of
understanding the relationship between memory, place and the formation of
the self, in order to understand how individuals create their interaction with
physical spaces and how they internalize them. In relation to the creative pro-
cess in art, we could borrow from a different psychoanalytic register and use
the formulation of the sublimation of all experiences of occupied spaces and
their transference, filtration, and incarnation in the work of art.
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However, Trifunovi¢ turns to a new reference in the theoretization of the
I-space, which he finds in the phrase “real space,” which Belgian poet and artist
Henri Michaux®® describes as the “space of a being within being, a space of
chaos that strives to arrange and determine itself in relation to itself and in
relation to the world” Celi¢ as an artist had an affinity for poetry; he was
friends with poets and illustrated their books. His poetic approach to art and
his “poetic passion,” always in a mutual dialogue with the ratio, contempla-
tion, was well known to Trifunovié, thus the spectrum of references that he
uses to define this category comes as no surprise.

Michaux’s book The Space Within (LEspace du dedans)® was undoubtedly
the departure point for such a reading. Trifunovi¢ paraphrases one of Michaux’s
poetic sentences: “L’espace, mais vous ne pouvez concevoir cet horrible en
dedans-en dehors qu’est le véritable espace” (Space, but you cannot conceive
of that horrible inside-outside that is real space),*> observing that it concerns
an “inner-outer space, ‘real space’”** Michaux’s metamorphosis of space, and
his poetic descriptions, such as “the space of shadows—an encounter with
locks,” or “the battle against space,” are notes, flows of thought that are diffi-
cult to harmonize with one another. “Spaces” for Michaux—and above all
those, respectively, of poetry and painting—are so diverse, that their quality
threatens to expand and diversify the way in which we attempt to think about
them.** However, in the very next sentence’s description of the I-space, Tri-
funovic argues that space is a “living substance of which there remains, in the
painting, diagrams and signs that cross over stiff rasters and nets.”** Returning
from the poetic sphere of Bachelard’s and Michaux’s thought, he uses terms
like diagram, grids and nets, which introduce a new conceptual register from
the exact sciences, but also the formal analysis of modernist painting, partic-
ularly in the later interpretations of Rosalind Krauss,* who uses exactly that
term, grid, which will be the subject of a separate analysis below.

Taking into consideration the whole of Stojan Celi¢’s oeuvre, it is clear that
the titles of the paintings are evocative, meant as riddles or questions; but, on
the other hand, they are also concrete, and in reference to temporal or spatial
determinants. In another case, to the toponyms, places, spaces and territories
(Mycenae, Sounion, Spain, Santorini, the Levant, China, etc.) that represent—
in a different possible interpretation of Trifunovié’s I-space—the concept is
the spatialization of the self. Such a thesis was put forth by French philosopher
Henri Lefebvre, whose foundational theorizing of various levels of production
of space is exceptionally important for a materialist approach to the problem,
along with an emphasis on the relationship between subject and society.*”
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Lefebvre insisted on the value of examining life practices and the symbolic
meaning and importance of certain spaces and their spatialization. He sug-
gested that individuals produce space by introducing direction, turn, orienta-
tion and overtaking, and that they organize topos through gestures, traces
and signs.*® Further analyses of such theoretical propositions leads to the
argument that the very phenomenon of the modern individual is connected to
the textualization of the self, as is particularly evident in the scores of diaries
which, in Celié’s case, represent highly significant testaments to his subjectifi-
cation and his way of thinking about art. From that perspective, we can con-
firm that the individual transforms in time and place, and is defined as an indi-
vidual through particular spatialities of existence.*

As subjects, we most often conceptualize our own existence in spatial cat-
egories, in which the ego is imagined as an entity embodied within an objecti-
fied physical body.*® In that context, the question arises: what constitutes the
space of personal life, and in what way may that space be materialized and
articulated through the creative process of the making of a work of art, while
at the same time maintaining the many layers of its intimacy, secrecy and her-
meticism? One of the aspects of the same problem is also reflected in the
claim that the ways in which individuals define and experience their own spac-
es are essential to the processes of identity construction.* Moreover, it could
be said that space not only shapes the identity of those who dwell there, but
that there is a strong correlation between an individual’s forms of behavior
and the characteristics of the space that he or she inhabits.** In that way, the
space in which our daily lives unfold becomes the materialization of subjective
life—its spatial print—where individual activities are condensed and project-
ed, thus making an existence that is conditioned and defined by a concrete
environment.

Yet another relevant way of establishing a connection between the subject
and the external world is seen in the mediation through material objects that
contribute to the constitution of the sense of self. Those objects—personal
memorabilia, as well as other markers of autobiographical meaning—are orga-
nized and accumulated in the form of material maps of identity, or that which
can be conceptualized as autotopographies.** These artefacts function as spa-
tial records of subjective experience, which make possible the mapping of per-
sonal history and affective relationships throuh the creative process.** As con-
firmation of such a process of the creation and spatialization of the self, we
turn to the following statement by Celié:
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When | say that my will is realized through space, | mean, as well, that
my goal is not to mark, close or open space. | wish, following in the
footsteps of similar attempts in the past and present, to confirm it as
the spiritual foundation of the painting. In that way, space inevitably
becomes something else as well.**

Sociologist Erving Goffman established a particular theoretical framework
for the examination of the territory of the self, the starting point of which is
founded in the idea that the self cannot be understood outside the context of
social interactions and the normative parameters that structure them.*¢ Accord-
ing to Goffman, the formation and articulation of the self is always conditioned
by social relations, thus identity does not arise as an autonomous, inner catego-
ry, but rather as the result of intersubjective processes.*”” The key contribution
of his analysis is seen in the identification of different territories of the self,
which are characterized by a high degree of social variability.** Among the eight
identified territories, Goffman focuses particularly on personal space as a primary
category that stands in correlation to the I-space in Trifunovi¢’s analysis. It must
be noted, however, that this personal space should not be interpreted as a fixed,
egocentrically possessed area, but rather as a dynamic, situationally conditioned
reserve whose epicenter moves together with the subject.

Space-time

The definition of the second category, space-time, derives from the exact scienc-
es and, according to Trifunovi¢, has “a different character since it is at the level of
an organized and clearly defined order.”*° He takes as his starting point for analy-
sis a painting, but also an entire series entitled Echo (Eho), where he refers to the
problem in physics of time’s relativity in different systems, and concludes that
Celi¢, consciously or intuitively, incorporates it into the dynamic structure of the
painting. Namely, on the basis of an insight into the spatial components present
in the painting Echo Il (Eho Il1), he determines that two spatial systems confront
one another on the canvas: Galileo’s* static “physical” concept—homogenous,
absolute and infinite, independent of the subject and body, which form the basis
for the modernist understanding of time—and Einstein’s® dynamic system in
which spatial and temporal dimensions are joined in a continuum: space-time. For
Trifunovi¢, Einstein’s concept moves in relation to Galileo’s,”* whereby it also
influences a change of perception, but also the thesis that absolute simultaneity
does not exist, but rather depends on the frame of reference.
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The theoretical conclusion of Trifunovic’s analysis of the new spatial cate-
gory and phenomenon space-time is drawn from the thesis that each of the
two systems has its own time, and thus simultaneous events in one of the two
systems can never temporally coincide with those in the other system. This
thereby emphasizes that Stojan Celi¢’s system and painterly postulate in the
series Echo metaphorically, not literally, borrows from theories of physics and
mathematics, but certainly adopts one complexly conceived system of space
in motion, the consequences of which are similar to the laws of the exact sci-
ences: “reduced lengths, altered mass and the relativity of time.”** Irina Subot-
i¢ also noted Celi¢’s interest in natural and exact sciences, emphasizing their
significance in all spheres of the artist’s production.*

Trifunovié’s theoretical interpretation is also confirmed by the artist’s later
statements about the moment when he begins to establish a new system for
a painting, which speaks to a continuous striving towards changes and shifts
in the way he organizes and constructs a painting, attempting to create an
impression of movement and a dynamic of “inner forces” that make it.

I do not yearn for inviolable models of the organization of a painting;
I’m searching for compositional orders that presuppose their own alter-
ation, more precisely those that always hint at their own alteration. [...]
I must say that | might feel close to the thesis of a “formal mathemat-
ics” of reality translated into constructions that can be controlled by
the reason. But I’m in search of another kind of reality. [...] After 1973 |
opened a painting by introducing perspectives and multiperspectives,
with the intention of setting its depth in motion - earlier | spoke of the
impression of movement - but also to force myself to think of the space
behind the space in which the viewer may be.**

The Spatial Turn in Social Theory

At the moment when Trifunovi¢ established his triad of spaces in the painting
of Stojan Celi¢, in the humanities there was a great deal of discussion about
the “spatial turn.” This shift in the conceptualization and representation of
space comes to the fore at the end of the 1960s, when the last impulse of neo-
avantgarde aspirations toward the projection of a utopian future is met with a
thorough reexamination, as well as the rejection of key postulates of modern-
ism by poststructuralist thought. In this context, various artistic and theoret-
ical directions that had previously been articulated by modernist ideals were
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forced to develop a new logic of spatial thinking. Daniel Bell, for example, argues
that by the middle of the twentieth century the organization of space had
become a key aesthetic issue in contemporary culture—analogous to how the
issue of time dominated aesthetic discussions in the early decades of the centu-
ry.* In a similar vein, Fredric Jameson identifies the “spatial turn” as a symptom
of the crisis in our way of conceptualizing space and time, whereby spatial cate-
gories increasingly suppress temporal. According to his interpretation, the con-
temporary subject does not yet possess the adequate perceptive mechanisms for
understanding the new reality of hyperspace, partly because his perceptive habits
have been shaped by the inner coordinate system of high modernism. This trans-
formation of the spatial experience, for Jameson, is one of the key aspects of
“postmodern spatialization.””” A major contribution to this theoretical horizon
was made by Henri Lefebvre, whose work The Production of Space (La Production
de PEspace, 1974) develops a theoretical model of space as a product of social
relations, since, without them, space in and of itself would remain a mere abstrac-
tion.*® Likewise, Michel Foucault elaborated the conceptualization of the role of
space, especially in the framework of understanding the epistemological changes
that characterized the contemporary moment. Using a genealogical approach to
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his analysis of discursive forms, he revealed a shift in focus of contemporary
thought: from the dominant orientation toward history and temporal dimen-
sions characteristic of the nineteenth century, to a growing interest in spatial
relations and configurations. In that context, Foucault states that the contem-
porary age is an “epoch of space,” dominated by principles of simultaneity, juxta-
position, proximity and distance, continuity and discontinuity, and the dispersion
of meaning.*® This new epistemological matrix speaks to a change in how the
subject perceives and organizes the world—no longer primarily through histori-
cal linearity, but rather through a complex network of spatially constructed rela-
tions. In such a corpus of problems introduced by the theoreticians of the “spatial
turn,” it is important to note that another key narrative was being developed
simultaneously, namely time-space compression, which was elaborated by authors
such as Frederic Jameson,® David Harvey®' and Zygmunt Bauman.® If we com-
pare Trifunovié’s space-time category drawn from the mathematical sciences
with the theory of time-space compression in the social sciences and humanities,
we arrive at a conceptual framework that sheds light on a paradoxical situation
in which space, though now granted theoretical relevance, at the same time los-
es a part of its material and territorial weight as a result of abrupt changes in the
regimes of mobility and communication. From the perspective of social theory,
such as human geography, Galileo’s concept of space has been completely desta-
bilized, and in place of spatial fixity, we have come, through compression, com-
paction and accelaration, to fluidity and simultanaeity. In that sense, spatial dis-
tance functions less and less as a barrier: thanks to the development of
information technology, through global communication networks spaces become
“closer” to one another in the temporal sense, and no longer necessarily in the
physical sense. From a different perspective, Paul Virilio further radicalizes this
view, confirming that acceleration leads to the nearly complete destruction of
space as a stable dimension. According to him, Einstein’s conception of space-
time substitutes the classical, dimensionally defined space, which has direct con-
sequences for architecture, urbanism and the economic organization of a city.*
Likewise, that conception of space makes possible the theoretical articulation of
time-space compression in a social context where space and time are no longer
neutral categories, but rather active elements in the social production of mean-
ing. The transparency of borders, the mobility of subjects and information, as
well as the speed of the transmission of meaning, result in the creation of Virilio’s
lost space—space that no longer functions as the frame of existence, but rather
as a fluid and temporary structure, which requires a redefinition of the approach
to contemporary critical theory of space.®
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Space-sound

Finally, the third type and category in Trifunovié’s classification, space-sound,
is experienced as the connective tissue of the previous two categories, which
emerges between them, acting in both directions. Trifunovi¢ argues that:

[...] the space-sound creates the dynamic of Celi¢’s painting, because
sound signals—be they signs, curved lines or form-colors—constantly
connect two layers; they transform the values of one into the values of
the other, and vice-versa; they transform psychic energy into a paint-
ing’s matter, and pull a pure surface down into murky depths; most
importantly, those signs determine themselves according to a musical,
and not a visual, principle.®

In his postulate of the contiguous categories of the I-space, as a “vibrant poet-
ic imagination” that arises from the author’s personality; space-time, being of
a “rational visual order”; and, finally, the synthetic characteristic of the third
category, space-sound, Trifunovi¢ evokes the Hegelian dialectic method of
thinking (thesis-antithesis-synthesis) and an ontological principle whereby
the truth is found not in fixed concepts, but rather in their development
through contradictions. The goal is not a stable, final truth, but rather under-
standing as a process of existence, where every phase is necessary and tran-
scended on the way to a higher degree of reality. Likewise, it is crucial to note
the importance of music for the pioneers of abstract painting, since, as with
musical forms of sound, the artistic effects of painting should be created
through the pure forms of shape, color and line.* Concerning the relationship
of Celi¢’s art with the originators of abstraction, and Piet Mondrian in particu-
lar, there will be further discussion in the second chapter.

Topos-atopos

In a speech at the opening of an exhibition of Stojan Celi¢’s drawings in 1978,
the virtuoustic intellectual (art critic, diplomat and film producer) Pierre
Rouve®® introduced new concepts to the theoretical register for the interpre-
tation of spatial connotations in a work of art. Instead of geometry—and in
line with Celi¢’s oft-quoted statement that his painting is based on geometri-
zation and as such does not represent “geometric painting”—Rouve introduc-
es the new term ontometry, which he finds more appropriate for the evocation
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of spatial dimensions in an artistic manner of constructing a painting. As Rouve
poetically, and yet analytically, explains in his speech: “Celi¢ doesn’t count the
earth: he measures Being. For him, what might at first appear to be geometris
is in fact ontometris. This word does not exist in a single dictionary. But we
must have the courage to make it up, as it alone can bring us close to these
portraits of the essential.”®

The very neologism ontometry, comprising the prefix “onto” (6 év), which
in Ancient Greek means “being,” and the suffix “metry,” which indicates mea-
surement, thus opens the possibility for defining a different type of space,
which Rouve calls the topos-atopos. As Rouve states: “It was thus inevitable
that painting remain far from superficial description, from topo-graphy. The
only space that managed to quench an essential thirst was a topos-atopos, a
space that was no longer space because it was more than space””® Celi¢
brought Rouve’s thesis to the same level of thought with Trifunovic’s thesis
on “irrational space.” Not wishing to theorize his own works himself, even
with his sophisticated critical-theoretical apparatus which he possessed when
writing about art, Celi¢ concludes that for him, “the space of the painting is a
metaphor for the world of the painting when it appears as a created construc-
tion.””" Rouve’s “word play” introduced with the term topos-atopos deserves a
more thorough analysis, of the root of the term and concept, as well as their
recent reception in theory. The literal meaning of the Greek word atopos is
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“without place,” but in a figurative sense one can use it to refer to something
that is “strange,” “unusual” or “eccentric.””> The semantic justification for the
adjective atopos marks something or someone that dares to disturb some-
one’s feeling for the order of things, whereby an urgent need arises for rear-
rangement and the establishment of a new order.” If we return from the term
that means “negation” in this neologism to the original concept of topos
(témnog, place), one possible interpretation is that Aristotel took the word from
geometry, where topos was that which today is called the geometrical locus or
the gathering of all points that fulfill the given requirement.” In that sense,
expanding the geometrical alignment of topos, atopos originally meant “impos-
sible,” “contradictory,” “illogical.””* In philosophy, the term atopos is connect-
ed with Plato, or rather his perception of Socrates, whom he describes as ato-
pos because he is “strange,” an intellectual riddle—he does not fit into a single
conventional mold.”® Atopos occupies a certain lexical space that differs from
that occupied by xénos; it means “strange” in the sense of “foreign,” or, per the
newer theory, “foreigner.””

To date, no analysis has addressed whether Rouve, in his proposal of the
term topos-atopos and invocation of a space that ceases to be space and
becomes something more, was aware of modern mathematics, and in particu-
lar Alexander Grothendieck’s theory of categories,” in which topos is a highly
abstract structure that generalizes group theory and bundle theory. According
to Grothendieck, topos is a kind of category that behaves like the category of
groups, enabling the creation of a singular “mathematical universe” in which it
is possible to study logic and geometry.

Shifted Boundaries of Space

From another perspective, Stanislav Zivkovié¢, with reference to the epony-
mous painting Shifted Boundaries of Space (Pomerene granice prostora) from
1969, delimited chronologically (1968-1976) an entire period in the painting of
Stojan Celi¢ in which he arrives at a shift in the way he conceives of the spatial
dynamics within a painting. With its very title, Celi¢ opened the possibility for
new readings and theorization of the aforementioned series Echo, which in
large part served as the basis for the theses and ideas of Trifunovi¢ and Rouve,
analyzed above. Zivkovi¢ claims that in the work Shifted Boundaries of Space
one can see the first step in the creation of various planes of the painting:
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[...] the first surface is set in motion from the unified bundle of the fore-
ground, carefully announcing the background. And the once-moved sur-
faces opened unlimited possibilities for further constructive composi-
tion. That new breakthrough will create, through arenewed introduction
of complex perspective relations, wonderfully intertwined with the
static, superimposed elements.”

Marija Pusi¢ also discussed the significance of the aforementioned painting in
her comprehensive study for the Stojan Celi¢ retrospective at the Museum of
Contemporary Art in Belgrade in 1983. In the spirit of formal analysis of the
visual elements that comprise a painting, the author argues that the work
Shifted Boundaries of Space was rare and at that moment alone in its “announce-
ment of the perspective of the translucent drawing,” and also that Celi¢ “lays
slanted parallelograms one after another, suggesting with the very change in
colors [...] the development of planes.”®® One of the author’s claims that is par-
ticularly important for the methodological approach applied in this study can
be seen in the statement that one possible definition from the domain of the
technical disciplines could be that “the painting is the incarnation of spatial
mathematics,” whereas she advocates a different approach, noting that “that
is a paradigm of intuitive knowledge of the expansion of space and the inter-
ference of the exact mathematical order,” concluding that Celi¢ in his work
always finds methods for “poeticizing geometry.”®

After 1968, Stojan Celi¢ understood that he could not realize new spatial
constructions in the foreground alone, nor could the experience of depth be
achieved through color alone; instead, it was necessary to develop a more
complex dynamic of a painting’s spatial elements in order to make possible, as
he himself defines it, “the effect of forces in the depth.”®? Having noticed this
shift in thinking about a painting, which Marija Pusi¢, from a different perspec-
tive, had already suggested, Zivkovi¢ made his largest contribution when he
located the new spatial concepts in the work of Stojan Celi¢, and identified
their beginnings in the example of a specific painting that symbolically antici-
pates Rouve’s thesis “on something more than space,” whose boundaries are
shifting. Using analytical language and an art-historical method of reading
Celi¢’s painting, Zivkovi¢ speaks of the construction of a new and different
polyvalent space created “by harmonizing it with a linear perspective and col-
ored ‘screens’”® In such complicated compositions, Zivkovi¢ highlights the
geometric bodies, free forms that freely move, “flutter” or “float” in a new
“coordinate system” comprised of multiple, diverse perspective models, which
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becomes one of the important characteristics of Celié¢’s painting in the periods
that followed.®*
Zivkovié supports his interpretation with the words of Stojan Celi¢ from 1972:

| believe that we have come to some significant shifts in both the struc-
ture and the spirit of the painting. [...] | think the possibilities have not
been exhausted, and in a certain sense | am obsessed with space. That is
why, for the most part, | work on that which will change it, since it is
unlimited and a function, into something limited and real. By that |
mean that the pictures exhibited began in the same way that certain
spaces familiar to us began, and not under their direct effect. | imply
them in polyperspectives, abbreviated and altered perspectives and in
possible intersections of imaginary constructions and atmospheres.®

Finally, in the analysis of theoretical articulations of Trifunovic’s “spatial tri-
ad” in the work of Stojan Celi¢, Lidija Merenik’s contribution also deserves
attention, with her idea of connecting and mapping each of the thusly deter-
mined categories of space to a certain period of Stojan Celi¢’s work. According
to Merenik, it could be said that “the paintings of Stojan Celi¢ in the period up
to the beginning of the 1960s [are] the ‘I-space, since they are realized through
a register of the creative artist’s imagination; paintings dating from the 1960s
are mostly ‘space-time, since they establish and harmonize a rational composi-
tional order; and the cumulative paintings from the end of the 1960s and begin-
ning of the 1970s are ‘space-sound.”*¢ As for all the later paintings, the author
argues that they can be considered a “synthesis of all three ‘types/topoi, com-
prised not only of the dynamic and rhythm of formal and color properties, but
also a constant, uninterrupted search for the ideal balance of simplicity.”®’ Lidija
Merenik’s classification can be viewed above all as an attempt to inscribe a
broader theoretical and disciplinary framework, which Trifunovi¢ initiated with
his hypothesis, within the parameters of an art-historical overview of the
chronology and genealogy of the development of Stojan Celi¢’s oeuvre. Setting
aside any assessment of the justification for such an interpretation, which is
based on different premises than the present study, a key moment in the
author’s argumentation can be seen in Celi¢’s aspiration to adopt “the high
modernist project’s new ideologies of painting” as laid out in both theory and
criticism in the second half of the twentieth century by Clement Greenberg.®®
Lidija Merenik’s conclusion, which we quote here at length, opens the next
chapter in a theoretical analysis of the space of modernist grids:
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[...] in the evolution of the plane—as the only, singular domain of paint-
ing, for which the differentiation between figurative-abstract relations
is not decisive, but rather exclusively the differentiation between
two-dimensionality and 3D illusionism, and, in the end, in the existence
of a continuity with art of the past and in its modernist interpreta-
tion—since every revolution is interruption, break and discontinuity,
while evolution, and thus even a modernist, a continuity of the sum of
knowledge.®
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THE SPACE OF MODERNIST GRIDS

Thus in a time of the predominance of theories already surpassed, | desire
the PAINTING and its apposite theory.
— Stojan Celi¢

The Sphere of the Spiritual and the Question of Abstraction

While analyzing the artistic procedures in the way he “constructs a painting,”
Stojan Celi¢ concentrated on the space of the painting itself: the canvas, or plane
on which he applies the methods of reduction, abstraction from nature and
impressions collected in nature, transposed via associative paths into a single
new world that he creates. In the world of that painting, space is realized through
classical visual elements: line, color, geometric shapes, and later perspective and
polyperspectives. However, another problem to which the artist alludes, without
the need to interpret in more depth and detail, is the spiritual dimension in a
painting’s “ethereal spaces,” and the evocation of “mythic times”—a cyclical
understanding of time marked by eternal return —which he wants to bind to
modernism’s inherent model of the linear progression of the temporal vector.*
One possible example of such an approach is the painting Sounion (Sunion) (1966),
in which the artist uses geometric elements—triangles and suggestions of
squares—to introduce an impression of Poseidon’s temple to the linear bundles
of a different spatial order, in an attempt to evoke and transpose onto the canvas
an experience of spiritual excitement. Explication of Celi¢’s experience of the
concept of the “spiritual” leads to several possible lines of analysis. One approach,
often put forth in the analysis of works by Celi¢’s contemporaries, and to a cer-
tain extent of him, is the spirituality of medieval fresco painting in Serbian mon-
asteries and the influence of Byzantine painting and perspective. Celi¢ confirms
that it is impossible to escape the heritage of one’s native land, as tradition is elu-
sive: it always follows us and finds us, even when we try to resist it, and “it does
not let us escape the framework which it imposes,”' thus medieval monuments
have inevitably had an influence on him as well. The artist emphasizes that such
influence is decisive when it comes to “compositional schemes,” but states that
“the compositional schemes that | make have no points of contact with that
which is found in compositional schemes of Byzantine painting.”*

On the other hand, this artist’s statement and one of the key terms he
explores—the compositional scheme—refers to a different referential field,
and particularly to works by a pioneer of abstraction, Wasilly Kandinsky: On the
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Spiritual in Art (Uber das Geistige in der Kunst, 1912) and From Point and Line to
Plane (Punkt und Linie zu Flache, 1926). Distancing oneself from the idea and
injunction to represent the material world, it becomes possible to affirm that
abstract art actually enters into the sphere of spirituality, and represents the
world of the spiritual.

We can agree with Lidija Merenik’s thesis that we consider Celi¢’s work as
a “modernist project” or painting of high modernism in the context of socialist
Yugoslavia.”> However, the art-historical systematization that often includes
the artist among other abstract painters of various provenance, which Mere-
nik also does, claiming that Celi¢’s painting can be described as “expressive,
sensitive abstraction, at moments metaphysical or irrational,” or even “lyric
abstraction,” in the case of the painting Chessboards (Sah polja),”* remains on
the edge of the established frameworks for analyzing topology in the work of
Stojan Celi¢, and not the typology of abstract art that might be used to char-
acterize his work.* We recall, nevertheless, two dominant models of system-
atization of the tendencies in Yugoslav, or Serbian, art of the 1950s and 1960s.
Miodrag B. Proti¢ defines three basic characteristics of painting: figurative,
associative and non-figurative, according to which the second category con-
tains the subcategory of “abstract landscape painting,” while abstract expres-
sionism, lyric abstraction and enformel are categorized in the subcategory of
abstract painting.®® Lazar Trifunovi¢, on the other hand, offers a different, sig-
nificant classification of abstract art in Serbia, dividing it into: “a period of
associative art (1951-1959), a period of enformel (1959-1963), and a period of
individual research (1963-1971).”°” In Protic’s classification, abstract landscape
does not belong to the corpus of abstraction, while for Trifunovic¢ almost a full
decade remains within the sphere of the vaguely defined “associative art,”*
which a thorough analysis might exclude from the domain of abstract painting
in the way that one of the first theorists of abstraction, Michel Seuphor,
defined it. Analyzing the social-cultural atmosphere, philosophical ideas and
the advent of psychoanalysis, Seuphor singles out three key external causes
for the climate that gave rise to the idea of abstraction: “the free expression
of the self; machinism; and the constant laws of composition,” which he
believes correspond with the ideas about the “three mystical paths of inner
necessity,” as Kandinsky defined them.*®

Of particular significance is Celié¢’s relationship to the pioneers of abstrac-
tion, and above all Mondrian, to whom the historiography often points, as
does the artist himself, as an important model for Celi¢’s manner of “con-
structing a painting” and the use of “compositional schemes.”
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The artist himself gives a detailed explanation of that relationship:

[...] Our criticism most often connects me with Mondrian.' | cannot
say that at moments | have not had some of his schemes in mind. |
underscore this term because it is often imposed upon me in a negative
connotation. | do not wish to say that Mondrian created schemes. The
scheme works through repetition. In Mondrian’s case it is a matter of
finalities. At least that is how I could see the neoplasticity of his paint-
ing, and that was what both attracted and repelled me. [...] | had freed
myself from it before | started to search for my own pure painting. | am
speaking now about my own painting, but | know that the problems
connected with any kind of geometric abstraction are explained through
his example. It is about reduction, a rigorous, probably theoretically
based view that affirms abstractly on an inaccessible level. | could hardly
take such a position as my model, | could hardly consent at any moment
to that which Mondrian’s interpreters take as a painting of rational con-
sciousness. | do not yearn for inviolable models of organizing a painting;
| search for compositional orders that imply their own change, more
precisely, that always anticipate their own change. Here we find some-
thing that could conditionally be called a spiritual plane or a spiritual
background. In Mondrian’s case, interpreters also discuss a “theosophi-
cal metaphysics,” and, accordingly, a kind of spiritual preparation he had
for that which he made.'”’

Celi¢’s analysis speaks to different theoretical premises, but also spheres of
spirituality that were formative in the work of a pioneer of abstraction, that is,
the iconoclastic radicality of the abstraction of the historical avantgarde. The
example demonstrates the influence of the Dutch Catholic priest, theosophist
and syncretic philosopher Mathieu Schoenmaekers, whose ideas about the
symbolic meaning of lines, forms and colors, as well as the term new image
(nieuwe beelding), so significant for Mondrian, were laid out in the work The
New Picture of the World (Het nieuwe wereldbeeld) from 1915.'°2 Still, it is import-
ant to highlight points of contact, and the fact that Celi¢’s, like Mondrian’s,
painting in its early phases took as its starting point landscape, a model from
nature, as well as the crucial role of line, form and color in the process of a
painting’s construction. Celi¢ confirms his relationship to the process of
abstraction in the following statement: “It is impossible, | believe, to abandon
nature. In terms of abstraction, the concept itself, then some things need to be
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differentiated. It is not about things that came from nowhere; it is simply about
the reduction of certain elements from nature, it is about abstraction.”"

In the following analysis of Mondrian’s influence, and that of Schoenmaekers,
another intellectual milieu emerges, “Dutch Hegelianism,” which made a signif-
icant contribution and offered a theoretical model for the formation of Mondri-
an’s worldview. The foundation of neoplasticism thus implies a different
approach to the space of a painting, a new form of “plasticity,” opposite to the
common formalist interpretation that it is the embodiment of Greenberg’s idea
of flatness, characteristic in his interpretation of modernist painting.’**

Space in the Modernist Theory of Clement Greenberg

Greenberg’s normative, formalist reading of painting emphasizes flatness as
the essential and defining condition for painting. He puts forth the idea that
every art form, and especially modernist painting, has to take advantage of
and act in accordance with the qualities inherent to the medium. Finally, mod-
ernist painting should abandon the narrative of space, and dispense with every
illusion of the depth of space.”” Modernist painting should, according to
Greenberg, eliminate illusions of every kind, and instead strive to create a
space of pure painterly means. For that reason he particulary emphasizes the
optical nature of the modernist space, where depth is implied through color
and form, and not through modelling or perspective. In such an approach to
painting, space is suggested through the relation of forms on a surface. This
view of space hovers between the surface and an undefined shallow depth,
instead of being pulled into a measurable background.®® A comparison of Sto-
jan Celié¢’s remarks on the painting method he developed in the 1960s, where-
by he wished to examine the painting as a plane and to define spatial depth
with color and form, we notice that there are still certain “slippages” and
transgressions of Greenberg’s strictly formalistically determined codification
of a painting.

In variations of landscape from 1960 and 1961, | introduced elements of
the painting into the foreground. Depth was suggested by belts, in sim-
ple or a more complex order, most often in the upper belt of the paint-
ing, which | separated with a belt of the horizon. In order to avoid con-
flict, | made it equal, color-wise, to the color basis of the painting.
Abstracted details of the landscape, because they were separated,
remained as hanging signs. Horizontal belts of certain color values were

103 From a conversation with
Nada Ivanji Svab on the occa-
sion of Stojan Celié’s solo exhi-
bition at Sebastian Gallery in
Belgrade, 1986. Video archive
of lvana Simeonovi¢ Celi¢.

104 Marek Wieczorek “Mondri-
an’s First Diamond Composi-
tion: Spatial Totality and the
Plane of the Starry Sky,” in:
Paul Crowther and Isabel Wiin-
sche (eds.) Meanings of Abstract
Art Between Nature and Theory,
London & New York: Rout-
ledge, 2012, 3. The neohegelian
philosopher Gerard Bolland is
particularly singled out.

105 Clement Greenberg, “Mod-
ernist Painting,” in: The Collect-
ed Essays and Criticism. Vol. 4:
Modernism with a Vengeance,
1957-1969, John O’Brian (ed.),
Chicago: University of Chicago
Press, 1993, 85-93. Originally
published in: Art and Literature,
no. 4, Spring 1965, 193-201.

106 Clement Greenberg,
“Towards a Newer Laocoon,”
in: The Collected Essays and
Criticism. Vol. 1: Perceptions and
Judgments, 1939-1944, John
O’Brian (ed.), Chicago: Univer-
sity of Chicago Press, 1986,
23-38. Originally published in:
Partisan Review, vol. 7, no. 4,
July-Aug. 1940, 296-310.



Zoran Erié

107 Stojan Celi¢, ,,lzmena slike
sveta” in: Gordana Stanisi¢
(ed.), 2012, op. cit., 35.

108 Rosalind Krauss, The Opti-
cal Unconscious, Cambridge,
MA: MIT Press, 1993, 3.

109 Hal Foster, The Return of
the Real: The Avant-Garde at the
End of the Century, Cambridge,
MA: MIT Press, 1996, 8.

An Analysis of Spatial Connotations in the Work of Stojan Celi¢ 63

introduced into paintings after 1962. | could not get free of them, they
were necessary as the anchors for separations in paintings of vertical for-
mat. Placed somewhere in the line of the golden ratio, they separated
the painting, underscoring the meaning of the separation of the result-
ing fields. They had the power to move on the plane, to create an impres-
sion of movement in the depth of the painting. That’s why, in 1961 and
1962, | attempted to avoid them in some paintings by avoiding the hori-
zontal. First in the painting called Light Surfaces (Svetle povrsine), and
then in Another Climate (Druga podneblja). | allowed reduced, geometri-
cized forms, taken from the data on the bottom, to develop freely
toward the top of the painting. Changes to the compositional order
enabled the free penetration of similar forms from the top toward the
center and the introduction of swimming forms. | am speaking of com-
positional or structural foundations that were varied, changed, sought in
systems of other kinds. | was trying to avoid a third dimension. The
opposite happened: the orders of belts and forms whereby | was avoid-
ing depth, as a result of the relations created and the harmonies of color,
conditioned it. That is how | approached my concept of space.'””

Greenberg’s formalist method of the analysis of space in modernist painting
is interrogated and criticized by the next generation of theorists and art critics
in the USA, gathered around the journal October. Particularly strong were the
contributions by Rosalind Krauss and Hal Foster. Krauss calls into question
Greenberg’s emphasis on flatness and the optical, and argues for a conception
of space that is embodied, material and tactile. She claims that Greenberg’s
analysis represents a “disembodied,” idealized vision of modernist painting,
while neglecting the physical and sensorial engagement of the viewer. A signif-
icant distinction in her view of modernist painting lies in the fact that Krauss,
insisting that she was and has remained a modernist critic, considers it neces-
sary to expand the part of the modernist sensibility that includes the physical,
bodily and sensorial dimensions of art, and to transcend Greenberg’s narrowly
defined formalist norm.'°® Hal Foster, on the other hand, criticizes Greenberg’s
formalist narrative for its historical selectivity and tendency to overlook broad-
er avantgarde practices. Foster claims that Greenberg’s focus on abstract paint-
ing as the height of modernist achievements marginalizes other forms of artis-
tic expression and simplifies the complex historical developments of that
period. Foster’s critique emphasizes the importance of the diversity and com-
plexity of modernist practices beyond Greenberg’s formalist framework."*
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Moderist Grid or Painterly Scheme

In his reflection on the visual procedures he uses, Stojan Celi¢ mentioned the
term scheme multiple times to refer to the manner in which he constructs a
painting. For him, all elements given in the painting, all forces that act in it,
such as the horizontal, vertical, or diagonal, represented schemes that could
help in the process of building a painting. However, the artist’s key position in
the explanation of the meaning and role of such a scheme can be seen in his
claim that the painting cannot be made through its application alone. For
Celi¢, a painting can be understood either as an attempt to constitute a cer-
tain scheme on the basis of elements of a different nature, or as a conscious
departure from that scheme in order to affirm some alternative, deeper truth,
which for him is a key for solving some of painting’s central questions."

One of the key paintings in which we can observe the long-term develop-
ment of a certain painterly scheme in Celi¢ is the work with the poetic title
Wind (Lament for Nikola Erceg and Arsen Karanovic) (Vetar [TuZaljka za Nikolu
Ercega i Arsena Karanovi¢a]), made in the period from 1962 to 1966. Marija
Pusi¢ singles out this picture as an example of Celi¢’s constructive method
that emerges after concept sketches and drawings from as early as the end of
the 1950s, and unifies elements of both earlier and future paintings. The author
recognizes what she calls a “linear raster” that lays the foundation for a later
series of paintings dating from the 1970s." The scheme that appears in this
painting, of a rare and unusual format for Celi¢, should be examined within the
context of the aforementioned term grid in Rosalind Krauss’ analysis and the-
orization of of modernist painting.

As a symbol of modernist ambitions in visual art, beginning from the emer-
gence of the historical avantgarde, Rosalind Krauss used the term grid" to
describe the tendency of artists of such provenance toward “silence” and a
resistance to a narrative approach. As one of the striking examples of the grid,
Krauss points to Mondrian and the tendency for the thus-established concept of
the painting discussed above to resist “development.” One important distinc-
tion the author makes during her analysis of spatial connotations is that the grid
can function in a spatial or a temporal way to affirm “modernity” in modern art.
In the spatial sense, the grid with its properties such as flatness and geomettri-
zation takes an antimimetic and antinatural position, advocating for art’s auton-
omy. The grid is a means for withdrawing the dimensions of the real and replac-
ing them via the lateral spreading of a simple surface, which is achieved through
the flatness that the very coordinates of the grid determine.™ In the complete
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regularity of its organization, the grid is thus a result of an “aesthetic decree.”
Insofar as its system is an order of pure relationships, the grid represents a way
of eliminating the right of natural objects to possess their own unique order.
Relationships in the aesthetic field, which the grid shows, belong to a special
world and, with respect to natural objects, are shown to be both prior and final.
The grid declares the space of art to be at once autonomous and autotelic.™ At
this point, we recall Celié¢’s position that Mondrian’s neoplasticism is about final-
ities, where as Celi¢ works toward continuous alterations and changes in his way
of constructing a painting."™ On the other hand, in the temporal dimension the
grid represents a symbol of modernity that is increasingly present in the art of
the twentieth century, and the discovery of which makes a distinction between
the art of the present, while all other forms of art that do not know the grid
become the past, whereby the autonomy of modernist art is emphasized from a
different perspective."

In order to put Rosalind Krauss’ all-encompassing analysis in the context of
the art of the 1960s, it is necessary to consider the model of the grid that
appears, particularly in Anglophone art theory, as a representation of the
structure or the utterly simple frame in which the painting acts," or, in a differ-
ent interpretation, as yet another complex system."®

John Elderfield considers the classification of the use of the grid in modern
and contemporary art incomplete without an examination of what it compris-
es and how it manifests. The grid is an attribute of a module containing units
of fixed dimension distributed in horizontal-vertical template (whether they
are presented upright or diagonally), while an orthogonal grid is created when
modular units themselves are rectilinear. But this “additive” definition pre-
sumes that the grid of vertical-horizontal lines makes negative elements—
only the connections of the modular units—whereas for the majority of paint-
ing that uses the grid model, linearity is obviously a positive component. That
is, the lines are a method of separating the existing surface: a subtractive, and
not a cumulative system. And its use was to “show” the surface of a painting
or to organize the surface in order to enable the dispersion of painterly ele-
ments within its “frame.”™ It is this meticulously analyzed formal-visual
aspect of the grid on which Krauss builds in her essay through the use of much
broader methodological and theoretical premises.

As one of her objects of analysis, Krauss examines the relationship between
perspective, as a means whereby reality and its representation are laid one on
top of another, and the grid, which she argues interrupts and incises such a
postulate. As opposed to perspective, the grid does not overlay a spatial
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component derived from the outer world onto the painting’s surface, but
rather overlays the surface of the painting itself. In such a postulate, the phys-
ical and the aesthetic planes remain the same, coextensive and coordinated
through the grid’s abscissas and ordinates. In this context, the thesis of the
modernist grid is reduced to bare materialism, which is actually opposite to
the thinking of founders of avantgarde art such as Mondrian and Kazimir
Malevich, who, instead of a materialist world of the painting, wrote of the
problems of the spiritual, of God and the Mind.”° Krauss attempts find a solu-
tion to the contradiction with which she is confronted—the problem of the
“sacralization” of the art of the twentieth century (in which the spiritual
sphere is overburdened, as suggested in Celi¢’s views at the beginning of this
chapter), or a purely formalist approach to modernist painting (especially
abstraction through the presented critique of Greenberg’s narrative)—with
the thesis that the grid actually unifies these two spheres.

Krauss suggests that the continuous presence of the grid in twentieth-cen-
tury art is connected with its structure like a myth, since, as with all myths, it
too deals with a paradox or contradiction not by dissolving or resolving them,
but, rather, by covering them up so they seem to disappear. Whereas myths,
like all narrations, have their dénoument through time, the grid is not exclu-
sively a spatial category, but a visual structure that explicitly dispenses with
narrative. In order to resolve these contradictions, the author turns to the
structuralist analysis of myths, particularly in the work of Claude Lévi-Strauss,
according to which the sequential characteristics of a story, or myth, are
reworked to form “spatial organization.” In the methodology of the structur-
alists, for example, a spatial display of the story—in vertical columns—allows
the characteristics of the contradictions to be presented, and shows how they
lie at the foundation of a particular mythic story’s attempt to conceal the
opposite through narrative.” Although the grid as defined by Krauss is not a
story but a structure, it is precisely as such that it makes possible for the con-
tradiction between the values of science and the values of the spiritual to be
held in the conscious or unconscious of modernism as something suppressed.'*?
The establishment of the thesis on the significance of the grid as a model of
the thinking of twentieth-century art opens the spaces for new post-structur-
alist, psychoanalytic and transdisciplinary interpretations of this phenome-
non, often based on the contribution of exact sciences such as this. The grid
as a model can represent a matrix of knowledge, and particularly the separa-
tion of the perceptive screen from the screen of the “real” world. It appears in
different symbolic spaces of the painting, even with painters from whom we
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would not expect it, such as Henri Matisse in his final phase of painting, marked
by the method of decoupage (papiers découpés).'**

With all the possible analogies for the painterly schemes that Stojan Celi¢
constructs, his oeuvre does not necessarily have to be characterized or includ-
ed in such a theoretically articulated model of the grid. Certain paintings cited
here, such as Wind (Lament for Nikola Erceg and Arsen Karanovi¢) and Shifted
Boundaries of Space, undoubtedly set a certain spatial scheme in which the idea
of the grid resonates. In the later painting series Echo, such a scheme is devel-
oped and includes more complex relations of perspective, shortened and
altered perspectives and polyperspectives, and cross-sections of imaginary
constructions and atmospheres. Such an approach at first glance negates the
thesis that the grid is an antipode to perspective. With Celi¢, however, the
relationship of all aforementioned models of perspective is part of a much
more complex compositional and spatial scheme, which does not aim exclu-
sively for the illusion of spatial depth; instead, the artist uses long-term, ana-
lytical procedures to construct them such that they emerge in the same way
as any other known spaces in our environment, and not under their action or
influence. In Celi¢’s art, that which used to be a model taken from nature
crosses over into other forms of construction and composition, woven from
geometric elements and forms in dynamic relationships, but with the pres-
ence of an “organic or graphic venation” which the artist was convinced spoke
of the symbolic presence of nature, even in bare and geometricized
constellations.

Krauss’ method whereby she developed the theoretical model of the grid,
through an analogy of sorts with Celi¢’s more strictly set analyses of painterly
schemes, can nevertheless offer one possible theoretical articulation and mod-
el for the reconcilation and joining of the rational and the spiritual, the exact

and the poetic, nature and the urban milieu, and so many vital, contiguous and 123 Rosalind Krauss, 1979, op.
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pivotal painting Chessboards
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structing the world of the painting, which simultaneously possesses a strong of Stojan Celié.
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inner necessity and logic, as well as a poetic, emotional charge. It represents a
major contribution to the Serbian art of the second half of the twentieth cen-
tury, serving as inspiration for further research of spatial relations and the
need for new theoretical models in order to expand the discursive field and
methodology of thinking about painting that, in Celi¢’s “case,” as the artist
liked to say, attains a much wider scope and transcends narrowly defined dis-
ciplinary boundaries and the dichotomy of figurative-abstract, or cerebral-po-
etic. Through our analysis of the spatial connotations of Celié¢’s work, we can
conclude that his painting is all of that, but also Pierre Rouve’s “something
more” than space itself, a continuous flux and a measure of the artist’s spiritu-
al state, which eludes fixity and rationalization in a constant need for the dis-
covery of new, different, and yet equally consequential painterly constructive
schemes.






CrojaH henuh y aTesbey (nanara UcTpa) « 1956 /
Stojan Celi¢ in the atelier (Istra Palace) - 1956



3a6enewka / Note - 1964

y/be Ha nnatHy / oil on canvas
39x30cm

NOPOAMLIA 3APUT / ZARIC FAMILY



3ab6enewka / Note - 1964
y/be Ha nnatHy / oil on canvas
46x38 cm

HWUKOJIA BOTJAHOBUWT /
NIKOLA BOGDANOVIC



Mpopop / Penetration - 1964
yJ/be Ha nnaTHy / oil on canvas
46x38 cm

HUKOJIA BOTLAHOBUT /
NIKOLA BOGDANOVIC



3a6esnewka Iv / Note IV - 1970
y/be Ha nniaTHy / oil on canvas
46x37,5cm

NOPOAMLIA XAJHEMAH /
HEINEMANN FAMILY
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Cesep / North - 1968

y/be Ha nnatHy / oil on canvas
33x24 cm

NOPOAMLIA CUMWUT/ SIMIC FAMILY



TuwwuHa / Silence - 1966

yJ/be Ha nnaTHy / oil on canvas
38x31cm

HUKOJIA BOrLAHOBUT /
NIKOLA BOGDANOVIC



CseTunuwTe I / Sanctuary | - 1977
yJ/be Ha nnaTHy / oil on canvas
35x27,5cm

MOPOAMULIA CUMUTR / SIMIC FAMILY



Enunca / Ellipse < 1975
y/be Ha nnatHy / oil on canvas

33,5x27.cm
NMOPOIMLIA 3APUR / ZARIC FAMILY









Mpepeo 1 / Landscape I « 1961
yJ/be Ha nnaTHy / oil on canvas
125x135 cm

YMETHUYKA 3BUPKA CAHY /
SASA ART COLLECTION



Apyro nogHe6sbe v / Another Climate v - 1964
yJ/be Ha nnaTHy / oil on canvas
135 %125 cm

MY3E) CABPEMEHE YMETHOCTH, BEOIPAL,/
MUSEUM OF CONTEMPORARY ART, BELGRADE




Apyro nogHe6be 11 (Mpeaeo) /
Another Climate (Landscape) 11 - 1961
yJbe Ha nnaTHy / oil on canvas

130 x162 cm

JIETAT ,,CTOJAH REJIUR”, CAHY /
STOJAN CELIC LEGACY, SASA

Apyro noagHe6sbe It /
Another Climate 11 - 1962
yJ/be Ha nnaTHy / oil on canvas
240 x 200 CM

JIETAT ,,CTOJAH REJINR”, CAHY /
STOJAN CELIC LEGACY, SASA






CuBo jyTpo / Gray Morning - 1963

yJbe Ha nnatHy / oil on canvas

195 x130 cm

FAJIEPWJA JIMKOBHE YMETHOCTHM

MOKJIOH 3BMPKA PAJKA MAMY3WTRA, HOBW CAL /

GALLERY OF FINE ARTS — RAJKO MAMUZIC
GIFT COLLECTION, NOVI SAD






MukeHa Il (MUKeHcKa BpaTa) /

Mycenae Il (Mycenaean Gate) - 1966

yJ/be Ha niaTHy / oil on canvas

195 x 140 cm

MY3E) CABPEMEHE YMETHOCTM, BEOTPALL, /
MUSEUM OF CONTEMPORARY ART, BELGRADE



CyHHOH / Sounion - 1966

y/be Ha nnatHy / oil on canvas
195 x 40 €M

NOPOAMLIA 3APUT / ZARIC FAMILY



Cmupetbe 11l / Calming Down Ii - 1965
yJ/be Ha nnaTHy / oil on canvas

146 x113 cm

JIETAT ,,CTOJAH REJIUR”, CAHY /
STOJAN CELIC LEGACY, SASA



MpaBoyraoHUK ca JujaroHasiom
Rectangle with Diagonal Line - 1976
yJbe Ha nnaTHy / oil on canvas

65 x55cm

AJNIEKCAHOAP MACTUJIOBUR /
ALEKSANDAR MASTILOVIC



CyToH / Dusk - 1965

y/be Ha nnaTHy / oil on canvas

195 %140 cm

BOJUCJIAB HOBECKM / VOJISLAV NOVESKI



MopgHe / Noon « 1966

y/be Ha nnatHy / oil on canvas
195 x140 cm

NMOPOAMLIA 3APUT / ZARIC FAMILY



rpap (YToHynu rpaa) / Town (Sunken Town) - 1966
y/be Ha nnatHy / oil on canvas

195x140 cm

30PAH MOMNOBKWT / ZORAN POPOVIC



Kpaj jyna / End of July - 1967

y/be Ha nnatHy / oil on canvas

195 %140 cm

HAPOLHMW MY3E) LUYMALMJE, KPATYJEBALL /
NATIONAL MUSEUM OF SUMADIJA, KRAGUJEVAC



LinaHcka Tema | / Spanish Theme I - 1967

y/be Ha nnaTHy / oil on canvas

195 %140 cm

MONUTUKA A.f., BEOTPAL, / POLITIKA, BELGRADE



Hocranruja 11 (CuheBo) / Nostalgia 11 - 1971
y/be Ha nnaTHy / oil on canvas

195x 140 cm

30PAH NMOMOBWF / ZORAN POPOVIC



Cnuka 3a 1968 11 / Painting for 1968 11 - 1968
yJ/be Ha nnaTHy / oil on canvas

195 x 140 cm

MY3EJ CABPEMEHE YMETHOCTH, BEOTPAL, /
MUSEUM OF CONTEMPORARY ART, BELGRADE



CpeauHa neta Il (AUNTHX) /
Midsummer 11 (Diptych) - 1969
y/be Ha nnatHy / oil on canvas
195x200 cm

NOPOOMUA 3APUT / ZARIC FAMILY



Cehatbe Ha 20. jynu 1970 / Remembering July 20, 1970 - 1971
yJ/be Ha nnatHy / oil on canvas

195 x140 cm

TAJIEPUJA IMKOBHE YMETHOCTU NMOKJIOH 36MPKA

PAJKA MAMY3UWRA, HOBU CAL, /

GALLERY OF FINE ARTS — RAJKO MAMUZIC
GIFT COLLECTION, NOVI SAD



CpeauHa neta i /

Midsummer 111 - 1974

y/be Ha nnatHy / oil on canvas
195x140 cm

30PAH MOMOBWT / ZORAN POPOVIC



JepaH npoTteksu aaH / One Bygone Day - 1971
y/be Ha nnatHy / oil on canvas

195 x 140 cm

MY3E) ZEPTER / ZEPTER MUSEUM



Ycujame / Aglow - 1973-1980
y/be Ha nnatHy / oil on canvas
195 x140 cm

NOPOAMLIA 3APUT / ZARIC FAMILY



MomepeHe rpaHuue npocropa /

Shifted Boundaries of Space - 1969

y/be Ha nnaTHy / oil on canvas

135x125 cM

HWKOJIA BOTOAHOBWT / NIKOLA BOGDANOVIC



MpocTop - niaso / Space - Blue - 1970
yJ/be Ha nnaTHy / oil on canvas

195 x 140 €M

MY3E) CABPEMEHE YMETHOCTH, BEOTPAL /
MUSEUM OF CONTEMPORARY ART, BELGRADE



Exo vl / Echo vi - 1973

yJ/be Ha nnaTHy / oil on canvas
162 x130 cmM

JIETAT ,,CTOJAH REJIUR”, CAHY /
STOJAN CELIC LEGACY, SASA



Exo 11 / Echo 11 - 1973

yJbe Ha nnaTHy / oil on canvas
135 %125 cm

MY3E) FPALIA BEOTPALIA /
BELGRADE CITY MUSEUM



Exo / Echo - 1974
y/be Ha nnaTHy / oil on canvas
81x100 cm

MPUBATHO BJIACHULLUTBO / PRIVATE COLLECTION



JaH pahatba M cmpTH /

Day of Birth and Death - 1975
y/be Ha nnatHy / oil on canvas
240 %200 CM

NMOPOAMLIA 3APUT / ZARIC FAMILY




Exo X/ Echo X - 1976

yJ/be Ha nnaTHy / oil on canvas
195 x 140 cm

JIETAT ,,CTOJAH REJIUR”, CAHY /
STOJAN CELIC LEGACY, SASA



Exo xu / Echo xi1 - 1978

yJ/be Ha nnaTHy / oil on canvas
195x140 cm

YMETHWYKA 3BUPKA CAHY /
SASA ART COLLECTION



KuHeckH 3upg,/

The Great Wall of China - 1979
yJ/be Ha niaTHy / oil on canvas
135x120 cm

JIETAT ,,CTOJAH REJIUR”, CAHY /
STOJAN CELIC LEGACY, SASA






LLilema UkapoBor napaa (AMNTHX) /
Scheme of Icarus’ Fall (Diptych) - 1979
y/be Ha nnaTHy / oil on canvas
200x480 cm

Y CTEHAJHOM MOCTYNKY; NPBOBUTHO

Y XOTENTY MHTEPKOHTUHEHTAJ, BEOI'PAL, /
UNDERGOING BANKRUPTCY PROCEEDINGS;
FORMERLY AT INTERCONTINENTAL HOTEL, BELGRADE







Hekapa cnyheHo nponehe i /
Once Anticipated Spring 111 - 1980
y/be Ha nnaTHy / oil on canvas

195 x 140 €M

MPUBATHO BJIACHULLUTBO / PRIVATE COLLECTION



DaH HeoppeheHe pagocTh
(DaH HecnyheHe pagocTh) /
Day of Indefinite Joy

(Day of Unexpected Joy) - 1980
yJbe Ha nnaTHy / oil on canvas
100x81cm

MYVY3E) ZEPTER, BEOI'PALL /
ZEPTER MUSEUM, BELGRADE



MepuTepaH / Mediterranean - 1980
yJbe Ha nnaTHy / oil on canvas

200x 240 cm

YMETHUYKA 36UPKA CAHY /

SASA ART COLLECTION







Kowasa I / Strong Wind 1 - 1971
yJ/be Ha nnaTHy / oil on canvas
135x125 cm

JIETAT ,,CTOJAH REJIUR”, CAHY /
STOJAN CELIC LEGACY, SASA



Kowasa 11l / Strong Wind 11 - 1981
yJbe Ha nnaTHy / oil on canvas

135 %125 cm

NETAT ,,CTOJAH RE/IUR”, CAHY /
STOJAN CELIC LEGACY, SASA



Bapujauuja Ha BpojrenoBy Temy (Mope 1)
Variations on a Theme by Breughel (Sea ) - 1981
y/be Ha nnaTHy / oil on canvas

100x81cm

NMOPOAMLIA 3APUT / ZARIC FAMILY



Mope-HUTea Il (Mope-HUTea, BapujaHTa b) /
Sea-Itea 11 (Variant B) - 1983

y/be Ha nnatHy / oil on canvas

100x81cm

KOJIEKLIMJA BACUT / VASIC COLLECTION



Mope vii / Sea vii - 1983

yJ/be Ha nnaTHy / oil on canvas

195 x 140 cm

MY3E) CABPEMEHE YMETHOCTM, BEOTPAL, /
MUSEUM OF CONTEMPORARY ART, BELGRADE






Mope-HTea / Sea-Itea - 1984

yJ/be Ha nnaTHy / oil on canvas

100 x 81 cm

30PAH MOMOBWT / ZORAN POPOVIC



Mope 11 / Sea 11 - 1982

ys/be Ha nnaTHy / oil on canvas
100 x 81 cm

MOPOAMULA 3APUT / ZARIC FAMILY



HecnokojHu 4YacoBu y Koctypy /
Restless Moments in Kostur « 1977
y/be Ha nnaTHy / oil on canvas
65x55cm

NMOPOAMLIA 3APUT / ZARIC FAMILY



Enupaypyc / Epidaurus - 1985
y/be Ha nnatHy / oil on canvas
100 x 81 cm

MPUBATHO BJTIACHULUTBO /
PRIVATE COLLECTION






CrojaH henuh y cBom aTesbey,

Jlone Pubapa 27 (aaHac CBeToropcka) - 1973 /
stojan Celi¢ in his atelier,

27 Lole Ribara Street (now Svetogorska) - 1973



MpocTtop / Space - 1962

NuvHopes Ha nanupy / linocut on paper

500 x 695 (360 x 440) mm

MY3E) CABPEMEHE YMETHOCTM, BEOTPAL, /
MUSEUM OF CONTEMPORARY ART, BELGRADE



JepHocTaBHU npepeo /

Simple Landscape - 1961/1962

N1Hopes Ha nanupy / linocut on paper

570 x 905 (315 x 565) mm

MY3EJ CABPEMEHE YMETHOCTH, BEOTPAJ,/
MUSEUM OF CONTEMPORARY ART, BELGRADE









CTy6 Heba / Pillar of Sky - 1969
paBHO Harpusarbe U akBaTUHTA /
open bite and aquatint

760 x 570 (640 x 490) mm
NOPOLMLIA 3APUT / ZARIC FAMILY



Benuka TamMHa nospuuMHa / Large Dark Surface - 1969
paBHO Harpusake 1 akBaTUHTa /

open bite and aquatint

760 x 560 (645 x 460) mm

NMOPOAMLA 3APUT / ZARIC FAMILY



He>kHH ocTauu 3embe (Be4HU OCTaLM 3eMbe)

Gentle Remains of the Earth (Eternal Remains of the Earth) - 1966
paBHO Harpusarbe W akBaTWMHTa/ open bite and aquatint

750 x 560 (640 x 487) mm

NOPOAMLIA 3APUT / ZARIC FAMILY



MomepeHe rpaHuue npoctopa / Shifted Boundaries of Space - 1970
6akponuc 1 akBaTUHTa / etching and aquatint

765 x 570 (645 x 490) mm

NMOPOAMLIA 3APUT / ZARIC FAMILY



ABryct / August - 1967

paBHO Harpusarbe M aKBaTUHTa /
open bite and aquatint

755 % 565 (640 x 490) mm
NOPOAMLIA 3APUT / ZARIC FAMILY



Pah)arbe (nojasa) paHa / Birth (Advent) of Day - 1967
PaBHO Harpusarbe v aKBaTUHTa /

open bite and aquatint

745 %520 (690 x 485) mm

MOPOJMLIA 3APUT / ZARIC FAMILY



CmupeHo mope / Calmed Sea - 1965
paBHO Harpusame, 6akponuc 1 akBaTlHTa /
open bite, etching and aquatint

760 x 570 (646 x 468) mm

MOPOAMLA 3APUT / ZARIC FAMILY



HanywTeHe n1cTe (BapujaHTa i) /
Abandoned Tracks (Variant 11) - 1965
6akponuc 1 akBaTUHTa / etching and aquatint
700 x 510 (645 x 495) mm

NOPOAMLIA 3APUT / ZARIC FAMILY



XeHop / Henor - 1973

6akponuc 1 akBaTUHTa/ etching and aquatint
760 x 570 (650 x 500) mm

NOPOAMLIA 3APUT / ZARIC FAMILY



PeruoH (Mpepeo V)

(Mana ,,JyrocnoBeHcka rpaduka”, 16 nutorpacduja) /
Region (Landscape V)

(Portfolio “Yugoslav Prints* 16 litographs) - 1979
nutorpaduja/ lithograph

720 x 515 (570 x 395) mm

NOPOAMLIA 3APUT / ZARIC FAMILY



Mojasa paHa

Birth of Day - 1971
Tanucepwja / tapestry
200x335Cm

JIETAT ,,CTOJAH REJIUR”, CAHY /
STOJAN CELIC LEGACY, SASA















UBaHa CumeoHoBuh henuh

» PoheH 16. pedpyapa y bocaHckom HoBom.

» bocaHcku Hosu ce Hana3u Ha ciuasama 8enurux
peka (YHa u CaHa) u CKopo ga dux Moiao ga Raxcem
ga vocwioje Mecta ca Kojux ce inegajyhu beoipag,
Moly dpuceiuitiy geiursCU8a.

- lpena3u y beorpag.

» Tewika eKOHOMCKA CUYayuja y Kojoj ce opoguuya y
Bocarckom Hogom Hanasuna Hawepana je poguie-
Jbe ga ce ogay4e u ga, y3 uomoh pohaka, upehy y
Beoipag.

- Moxafa YyacoBe LpTaka y NpUBaTHOj LKOAW Mna-
JeHa Jocuha.

» Moje lipgo ymewWIHU4KO 06pa3osarbe o4eno je Ha
yacosuma ypuwiarba y wikonu MnageHa Jocuha.
OgnyRry cam goHeo iiocne goiogopa ca MAjkoM ce-
gehu paHuje cazHaHe CKNOHOCWIU.

« Y jeceH nonaxe npujeMHU UCIMT Ha AKageMHju
(BaHac ®akynTeT) 3a IMKOBHe YMeTHOCTH y beo-
rpagy v ynucyje npBy ronuHy kog npodecopa
Mwuxauna C. lNeTpoBa.
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+ Y paHo nponehe npekuga cTyauje.
» Hacwasuo cam ga ypiiam ca bowrom KapaHosuhem

Ha depugpepujama beoipaga. OpujeHiuiayuja cy Ham
dUNU RUHECKU U JaUGHCKU ypaiexcy U3 nuidepawiype
Kojy cMo umanu. To cMo GOMHO ciiygupany.
ABrycra ognasu y HOB.

Yyectigosao cam y bopdbama y Ucio4Hoj u 3aiag-
Hoj Cpbuju, y uciioyHoj bocHu u MocasuHu a
3aiuM U Xpseauickoj kao opay, cekpeuiap CKOJ-a
6awia/boHa U Kao weg upouaiaHgHol ogcera XX
cpucke dpuiage.

Hocunnau, OpgeHa 3a xpadpocT.

Op, bedpyapa MHCTPYKTOp 3a aruTauujy 1 npona-
raHgy y nojMTUYKOM ofceKy dpurage.

Oaa, y Wio 8peMe 0gi08OPHA GyHCHOCW Huje MU
g0380/506841a ga ce HocsewiuM cedu U ga MUcaum
Ha geMobunu3ayujy u Wory 1945. loguHe.

BopaBu ca jenuMHuuama y J1ajdHuuy (AycTpuja),
Benom MaHacTtupy, CeHTr 1 HoBom Capy.

Y 8pemeHy o0 kome [080puUMO gonasuo cam y beo-
Ipag ga sugum Heke 3Ha4djHe u3noxcde. Anu, cee
wo duno je y ney: cycpeiuu, pasiogopu, oceie
Akagemuju. Bpahao cam ce y beau Manaciiup unu
kacHuje y CeHully Hocehu gpaioyeHe yuucKe.



+ Y dedpyapy cTuxe y beorpag.

» buo cam dpumopaH ga ce Kpajem 1947. 0d6paium
leHepany Owimapy Kpeauuhy, Wiaga 8Uucokom ¢yHk-
YuoHepy y onuiiu4koj yipasu JHA. OH je ioka3ao
u3y3ewiHo pasymesarbe U omMoiyhuo mu je ga
Hacwiasum ciiyguje kao ogpuyup.

» Paguo cam y knacu upogpecopa Hypha Teogoposu-
ha kojy je kacHuje dpey3sena Jbyduya Coruh. JegHo
speme capahusanu cmo ca ipogecopom Kociiom
XakmaHom. Og wipehe ToguHe, Kpyi y Kome cam
Hacwiasuo ciiyguje 6uo je kog tipogecopa Hegesoka
[603geHosuha.

» CllacoHocHa 3a Hac éuna je budnuowieka
Akagemuje.

» [...] cMadipam 3a cebe 3Ha4YajHUM, a MUcAUM ga wio
Tosopum U 'y ume gpyiux, ga cam to Hoepawiry Ha
caiyguje uMao UpunuRy ga caywam upegasaroa
dpogpecopa Momyuna CitiesaHosuha o paHoj peHe-
caHcu y Mianuju.

+ MpBKY NyT 0d1Nasn cpefHOBEKOBHE MaHACTUpe
Cpduje u MakenoHuje Koje pefoBHO U KacHHje
nocehyje.

Paciipasrvanu cmo 0 cpegr08eK08HOM CNURGPCUIBY
U Ha Akagemuju y 3umy 1943-44. Mo ocnoboherby
odunacyu cpegrb08eK0BHUX MAHACWUpa dunu cy
cacitiagHu geo HacwiagHor tpoipama. Mucnum ga je
Hawa UHwiepecosarba Hogcuwiarao U pag Ha upuupe-
Mu H31001cbe Haule cpegro08eK08He yMewHOCUIU Y
Mapu3sy u cee wiio ce oko rwe goiahano.
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» ObjaBJbyje NpBU TEKCT ,,beorpancko ciMKapcTBo
MoYeTKOM XX Beka” y McTy Maagociu &p. 2-3,
beorpag.

=
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CTOJAH REJIUWR: NMOMEPEHE FrPAHULLE MPOCTOPA

3aBplUaBa OCHOBHe CTyAMje y knacu Hepesbka
lBo3geHoBWha M ynucyje cneumjanHy Teyaj
(BaHac marvcTapcke cTyamje) Kog, uctor npode-
copa. Ca MnageHom CpduHosuhem pagu y Uctom
aTesbey Akagemuje.

MpBM NyT U3naxe U d1Ba 3aNa>KeH o, KPUTHKe.

M3naxe ca rpynom CaMOoCTaHH.

AyT srcusow ipyie CamocuianHu HUCMo upegeuha-
2u. TeHepayujcku pactioH je duo cysuuie 8eauKu,
OHO 4eMy CMO ce Cyupouiciiasbanu eeh cpyuieHo.

PelOBHM KpUTHYAp U CapafiHUK NucTa Pesuja.
Pagu npBe cBoje MaycTpaluje, ApBopese, 3a Khbu-
ry Ceetucnaea MaHguha Kag maugujax xcuseiiu
(HoBo nokosbere, beorpag, 1952).

3aBpluaBa crewujanky, LeModHIMLLe Ce U MOYHU-
He caMOoCTajlHW paf, y atesbey nanate MUctpa
(Riunione) Ha Tpry Peny&nuke. ATesbe My je ycTy-
nuo cnukap bowko KapaHosuh.

Pe3epBHM KaneTaH JHA.

MocTaje ynaH Yapy>xera JTUKOBHUX YMETHHKA
Cpbuje.

Y Toky neta pagu y ConohaHuma y cactaBy eku-
Me 3aBofa 3a 3alUTUTY CMOMEHWKa KynType HP
Cpbuje. Kpahe Bpeme npodecop LpTatba y Xl
deorpaackoj ruMHasHju.

FpacuKy M3na>ke caMoCTaaHO NPBM NyT (ca
bowkom KapaHoBuhem n MnageHom
CpduHoBHheM).

Ognyka ga KapaHosuh, CpbuHosuh u ja usnaxcemo
3ajegHo 1953. goHewa je y Ciiapoj, gaHac Helocwio-
jehoj 3ipagu paguyroi ogcera Akagemuje Ha



MBaHa CumeoHoBuh henunh
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KocaH4yuhesom seHuy. Mpujem tpse 3ajegHutKe
U3102cbe CIUMYNUCaAo je HaW pag a, UCUHY 3a
80JbY, dUNU CMO GobpO UPUMIbEHU.

MU3adpaH 3a acMcTeHTa Ha AKafeMHj1 3a JIMKOBHE
ymeTHoCTH, beorpan. M3naxe rpaduke Ha XXVII
dujeHany y BeHeuuju y oKBUpY M3N1oxxde CaBpe-
MeHa jyrocnoBeHcka rpacuka. MyTtyje no Utanu-
jH, 15.X-9.XI.

Pum, Haiys (GocebHo Momieju), Apeyo, dupeHya u
BeHeyuja goxcussvaju cy gpyie epciiie. Mywiosanu
CMo y Ipyiiu Koja ce go tospailika y Bereyujy ocyna
(bowko KapaHosuh, Jlazap Byjaknuja, AnekcaHgap
3apuH, AnekcaHgap Jlyrosuh, AnekcaHgap
LWusepd...).

MpBKU NyT camocTanHo M3naxe y beorpany y
Fanepuju yiyC Ha Tepasujama. U3noxdy je oTBo-
pyo cnvkap Mapko YenedoHoewuh. buiio je Usno-
>KEHO ceflaMHaecT CJIMKA U cefaMHaecT LpTexa.
Cnure HA 080j U310#COU TOKA3YJy y U38ECHOM CMU-
ciy Moja Wiagawirba UHiepecosarsa (¢huiypa, dop-
wipeuw, upegeo, Mpuise dpupoge, ypuiedxcu). TexHu-
Ka Koje cam ce UCK/by4uso gpxao duna je yive.

Y HekoNUKoO cny4ajesa Kopucuuo cam akeapen,
He3HaWHO, 3aHeMapuso.

Kao ctuneHaucTa Bnage HP Cpbuje dopasu y
Mapusy 1 JIOHABOHY, 15.V —11. VII. JIYHA OpHjeH-
Tauuja: Mapus - Jlysp, My3ej MofepHe ymMeTHO-
CTH, My3ej YoBeka, U3n0oXxbe caBpeMeHe YMeTHO-
CTH opf, Kojux nocedHo Mukacosa peTpocnekTUBHA
usnoxda y Mysejy JekopaTUBHWX YMETHOCTH
MoBOJOM NedeceT nete rogMHe SopaBka U paga y
Mapu3y. TemesbHWje yno3HaBake Aesia ciMkapa
oko ®paHuycke ranepuje (MaHecuje, CeHxuje,

Buorpaduja

MpacuHoc, MUHOH KU ap.); JIOHAOH - BpUTaHcku
my3ej, HaunoHanHa ranepwuja, TejT ranepwuja.
Y4ecHuK je YMeTHHUUKe KoJlIoHWje Y baykoj Tonosu.
Ca rpynom civkapa 13 reHepatiuje OCH1BA
Heuemdapcky rpyny (1955-1960).

JHeyembapcka ipyia ogpopmbeHa je y kagaHu
Mocksa tioyewikom jeceHu 1955. loguHe. Konuko ce
ceham, Ha UpeoM cacwiaHky cy dunu UpucywHu
Jlasap Bosapesuh, 3opaH lewiposuh, AnekcaHgap
Tomawesuh, eeposawiHo Muogpai b. Mpowuh u
AnekcaHgap Jlyrosuh. UManu cMo 3ara3aH uiep-
MUH y YMeiIHU4KOM UasusooHy 3a geyembdap. To je
U 6uo pasnoi ga Upegnoxcum ga ce ipyia 3o08e
Jeyembapcka.

Ha Iv koHrpecy CaBe3a NIMKOBHUX YMeTHUKa Jyro-
cnaBuje n3adpaH 3a cekpertapa Case3sa (8,0 1960,
JbydibaHa, V KOHrpec CJyj-a).

Pagu cueHorpadujy 3a npencrasy Yekajyhu fogoa
y no3opuwTy ATesbe 212 (y cTapoj 3arpagu bopbe).
Mpemujepa 17. neuemdpa. Hosu logo y cTapoj
NMocTaBu JecHo ce 21. HoBemdpa 1981.

YnaH MefyHapogHor yapy>eha JUKOBHUX KpU-
THYapa, AICA.

M3adpaH 3a poueHTa Ha AKageMHju 3a JIMKOBHe
ymMeTHocTH, beorpag. Ca M. YenedoHoBuhewm, K.
Xerepywwuhem, B. AHgpejeerhem KyHom u A.
JlykoBrWhem npunpema 1 opraHusyje y ume Ciyj-
-a KoHrpec Mef)yHapoaHor yapy>era yMeTH1Ka
y AydpoBHuKYy. MyTyje cny>xx6eHo y CCCP

(13-31. x11). JInuHa opujeHTaumja: Mocksa - Tpe-
TjakoBcKa ranepuja, MywkK1MHoB My3ej, UcTopHj-
CKKW My3ej; JletbUHIpag, - Pycku My3ej; 3aropck-
Tpojuue-Ceprujesa naspa.

MpaBK 3HaYajHHje U3MeHe Y KOHLIeNTY CJIMKe.



CrojaH henuh y atesmey - 1960.
Stojan Celi¢ in his atelier - 1960



MBaHa CumeoHoBuh henunh

+ Joduja OkTodapcky Harpamy 3a rpacuky. Op,
Harpage kynyje atesbe Ypolua Mpeauha, Jlone
Pudapa 27, y KOMe CTBapa A0 Kpaja >XMBOTa.
YyecTByje y pafy yMeTHUUKe KonoHHje Evka.

« Jobduja ctuneHaunjy doHpa 3a yHanpehetbe
JIMKOBHUX yMeTHOCTH Molua Mujage.

Ha Gyt cam kpeHyo 20. mapiia 1959. loguHe. bopa-
suo cam y lMapu3sy 3 meceya. lpegmeii MoT UHe-
pecosarba duUo je yinasHoMm 15. 8eK y CAURAPCIUBY
®dpaHyycre. U3 tiocedbHUX pasnoia lipoy4asao cam
38uUpRry y My3ejy Hogeka.

W3mehy 21. jyHa u 11. jyna 6opasuo cam y beniuju u
XonaHguju. Mocediuo cam bpuca, bpudxc, IaH,
AHiuseplieH, AMcidepgam, Xai, Poiiepgam, Xapnem,
JlajgH, Dencpwi u Kpenep Munep my3ej y dau3uHu
ApHxajma. Y beniuju cy me uHiiepecosanu ¢pnaman-
CRu dpumuiusyu (MemnuHi, BaH Ajk, Poxce saH
gep BajgeH, Jupk baywic), a y XonaHguju 17. 8eK u
Manu XonaHgcku Majciiopy.

Og 11. jyna go 9. ceiiiemdpa dopasuo cam y JloHgo-
Hy. Mpegmeii Mojux cuiyguja dune cy 36upke Hayu-
OHanHe lanepuje u bpuiiaHckor my3eja.

Ha iiospaiiry u3s JIoHgoHa 3agpcao cam ce Rpawiko
speme y lNapu3sy. Ciuiuiao cam y beoipag 14. celitdem-
6pa. (M3BeLTaj 0 S50paBKy Y MHOCTPAHCTBY)
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MyTyje y Ayctpujy v Mosbcky. Joduja Cepmojyn-
CKYy Harpagy 3a CJIMKapcTBoO.

» Pagu KapToH 3a Tanucepujy JegHocuiasHu tpegeo
n3BeneHy y Atesbey 61, NeTpoBapaguHcka TBpfa-
Ba, Hosu Cap. 10 1976. MOBpeMeHO paau KapToHe
3a Tanucepuje U3BeaeHe y ATembey 61.

Buorpaduja

Ha Cumno3sujymy caukapa y CySoTuLM NOLHOCH
Kopedepar ,,MOTHB U 05jekaT y caBpeMeHOM
C/IMKapCTBY”.

« MyTyje y Mpuky (21.1Vv-9.V).

+ Y cnvkama v rpadukama BpLIM TeMesbHUje
M3MeHe.

+ W3abpaH 3a BaHpenHor npodecopa Ha AKageMHju
3a IMKOBHe yMeTHOCTH, beorpag,.

« MyTyje y Mpuky (ATWHa, 25.111-5.1V) KA0 KOMecap
n3noxbde CaBpeMeHO jyrocioBeHCKO CIMKapCTBO
W rpaduka.

+ U3naxe civke Ha XXXII dujeHany y BeHeuuju ca
P. Deberwakom u b. Pyxxnuhem. MyTyje y BeHeuujy
(2-15. vI).

» pegnoi ga usnajcem y okeupy jyiocioseHcke

cenekyuje Ha 8eHeyujaHckoM bujeHany 1964. gouwao

Je iocne camocitianHux uznoxcbu y beoipagy,

JbybmaHu u 3aipedy 1962. u 1963. loguHe. Hucam

04eKku8ao Hewwio usysewiHo. To je gaHac Uogawax y

duoipacpuju.

Y4yecTByje y NpUNpeMHMM pa3roBop1Mma o NOHOB-

HOM OCHMBakY Yaconuca YmewiHoci. Pa3rosopu

cy Bof)eHHW y pecTopaHuma ,,Tpu welunpa” 1, Jsa

jeneHa”. YuecHuuu: A. YenedoHosuh, ). JeHerpw,
4p B. ). hypuh, h. Kagujesuh, ap O. Megakosuh,

3. Maenosuh, M. b. MpoTuh, M. CtesaHoBuh, ap

J1. TpudyHosuh, XK. TypuHcku, C. henuh.

M3adpaH 3a rnaBHOr M OATOBOPHOr YpeaHHUKa
yaconuca YMewHoCW KOju BOGHM NeT roAuHa.



MyTyje: ®paHuycka (1965), EHrnecka, benruja,
YexocnoBsauka, Mosbcka (1966), PpaHuycka, LLina-
HuWja (1967), Mapu3 (1968).

H3naxke Ha VIl MefjyHapoLHOj rpacdryKoj U310XKOH
ca jodUTHULMMa NpemMuja (1965): Basapenujem,
Mwupoowm u LLlymaxepom y JbybbaHu v lMpary.
YMeTHHWYKHU pefakTop Apyror usgara Mase eHyu-
knoteguje NMpoceeTe, n3parte 1968.

Hoduja Harpany Monutrke 3 doHpa Bnagucna-
Ba PudHuKapa 3a camocTanHy usnoxody y CanoHy
My3eja caBpemeHe YyMeTHOCTH. M3naxe Ha IX
dujeHany y Cao Maony.

M3adpaH 3a fekaHa AkafeMuje 3a IMKOBHE yMeT-
HoCTH (B0 1973), beorpag.

YyecTByje y pagy konoHuje y Cuhey. Onp>kaH
CUMMO3MjyM Ha TeMY JIMKOBHA KPUTHKA W yMeT-
HOCT y KOMe cy y4ecTBoBaau 3. Masnosuh, M. b.
Mpotuh, ap J1. TpudyHosuh, gp M. Bacuh, C.
henuh. [lata MHULMjaTMBA 32 OCHMBaHbe YIpyKe-
Hba IMKOBHWUX KpUTHYapa Cpouje.

» Nobunja OkTOdapCKy Harpagy 3a CIMKapCcTBO 3a

p

<z

camocTasiHy usnoxoy y fanepuju KyntypHor
LeHTpa, beorpag.

Bepyjem ga je gowino go Hekux 3Ha4ajHuUjux idome-
parba u 'y ipahu u'y gyxy cauke.

MU3adpaH 3a pegoBHOr npodecopa Pakynrera
JIMKOBHUX YMeTHOCTH, beorpap.

CTOJAH REJIUWR: NMOMEPEHE FrPAHULLE MPOCTOPA

CycpeT ca XXMBOTHOM canyTHUL,OM UBaHOM
CumeoHoBKHh, MCTOpHUYApPEM YMETHOCTH.
YnaH pyne 69 (0,0 1980).

Y4ecHHMK pa3roBopa JyrocioBeHcke cekuuje
AICA-e y MounTesby noceeheHoM Kp13K caBpeme-
He YMETHOCTHU U KpUTHUKE. YMETHUYKHU pelaKTop
Tpeher nspnarba Mane eHyurnoieguje NMpoceerTe,
uspate 1978.

ABrycTa meceua nocehyje maHactupe Cpéuje

1 MakepoHuje.

Jyna meceua odunasu puy.

Y jeceH, usadpaH 3a gonucHor wiaHa Cprcke aka-
LeMHuje HayKa M YMeTHOCTH, Ofesbetbe IMKOBHE
U My3MYKe YMETHOCTH.

M3Boau npBuM BenlMkK Mo3auk Y yacii CyHya 3a
adpuky Mpeu maj y MuporTy.

MyTyje y Mapwus, aBa nyTa.

PepakTop IV Uspawa Masne eHyukaoieguje Mpo-
cBeTe. OQroBOpHW YpedHUK U3parba Mfanepuje
CAHY (80 1985).

OTBapa peTpoCMneKTUBHY U310XdYy y My3ejy
caBpemMeHe YMeTHOCTH Y beorpaay, Jakonnyesom
naBuibOHY Yy JbydmbaHu U CkeHaepuju y CapajeBy.



MBaHa CumeoHoBuh henunh

Jobduja MnakeTy rpana beorpana 1944-1948. 3a
pag v ponpuHoc y pa3Bojy beorpaga.
YyecTByje y pagy JIMKOBHE KOJIOHHWje y MoUuTesby.

12. Jeuemdpa M3adpaH 3a pegosHor ynaHa Cpn-
CKe aKajemMuje Hayka U YyMETHOCTH.
Y neto odunasu Mpuky.

Y4yecTByje y pafy JIMKOBHe KosloHWje CTyaeHHua.
MocTaje unaH opyLwTBa Société européenne
de culture.

CaMoCTaslHO M3J1axKe CiuKe U rpaduke y jyrocno-
BeHCKOM KynTypHoM LieHTpy Y lNapusy. bopaBu y
Mapu3y.

Y4yecTByje y pafy JIMKOBHe KOJIOHHWje PakaHK
(BocaHcku HoBwu). Y aBrycty meceuy 60paBu Ha
rpykom ocTpsy Tepa (CaHTOpUHHK). Opnasu y
MockBy Yy 3BaHWYHY MOCETY MOCKOBCKOj AKkage-
MHjH YMETHOCTH.

Ynan CaBeta CP Cpbuje.

UHTeH3MBHO pafu nacrtene Koje nsnaxe y Capa-
jeBy 1 beorpapy.

OTBopeH Jlerat CtojaHa henuha y bocaHckoM
HoBoM. JleraT cagp>ku 30 rpacuka, 5 LpTexa v 2
CIIUKe.

Odwunasu BeHeuHjaHCKK bujeHane 1 ognasu y
PaBeHy.

« Jobuja OpaeH paja ca LipBeHOM 3aCTaBoOM.

Buorpaduja

Joduja Harpagy ABHOJ-a.

OTBapa peTpocnekTUBHY M3N0XdY cnuka y Mane-
PHYju CAHY.

HacTtaje cepuja mactena U3j0oXeHUX CaMo Yy
hynpuju noBogom MaTuheBux gaHa, centemdpa
meceua.

30. anpuna CtojaH henuh ymupe y CBOM CTaHy Yy
beorpany.

Y neto, npupefheHa usnoxda ,,YMeTHUUYKHU Nop-
TpeT CtojaHa henuha” y HapogHom My3ejy

y beorpagy. Y jeceH, u3mereHa, npeHeta y Hosu
Cap, y Manepwjy TMKOBHe YMETHOCTH MOKJIOH
36upka Pajka Mamy3uha.

HanpaB/beHa TB eMucHja ,,Ha Jpyroj cTpaHu,

Ha pydy cete”.

Y KoHaky kHeruwe Jbyduue y beorpagy oTsope-
Ha peTpocneKkTHBHa M3n0Xda rpadumka. Y ckpa-
heHom BuAy npeHeTa y CaBpeMeHy ranepujy
LleHTpa 3a KynTypy, lMaH4yeBo.

ObdjaB/beH kaneHgap MHBecTdaHke ca 12 penpo-
AyKuUKja y doju.

ObjaBbeHa Khbura CtojaHa henuha CygbuHa
ckyniaiype (CLIO, Beorpap) nog, moKpoBHUTeb-
cTBom dPoHaa MagneHa JaHkoBuh.



YMeTHHK Yy CBOM aTesbey - 1975
The artist in his atelier - 1975



Ivana Simeonovi¢ Celié¢

» Born February 16 in Bosanski Novi.

» Bosanski Novi lies at the confluence of two great
rivers (the Una and the Sana), and | could almost
say that there are places from which, while looking
at Belgrade, | can recall my childhood.

+ Moves to Belgrade.

» The family’s difficult economic situation in BosansRi
Novi forced my parents to decide to move, with the
help of relatives, to Belgrade.

<z

- Attends drawing classes at Mladen Josic’s private
school.

My first artistic education began in drawing classes
at Mladen Josié’s school. | made the decision after
talking to my mother, based on the affinities I'd dis-
covered earlier.

)
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+ In the autumn takes the entrance exam at the
Academy (today the Faculty) of Fine Arts in Bel-
grade and enrolls in the first year in the class of
Professor Mihailo S. Petrov.

« In early spring interrupts his studies.

» | continued to draw with BoSko Karanovic on the
outsRirts of Belgrade. Our reference point was Chi-
nese and Japanese drawings from the literature we
had. We studied them very carefully.

In August he joins the People's Liberation Struggle.
| fought in battles in eastern and western Serbia, in
eastern Bosnia and Posavina, and then in Croatia as
a soldier, secretary of the battalion of the League of
Socialist Youth in Yugoslavia, and as head of the
propaganda section of the xx Serbian Brigade.

» Awarded a Medal of Honor for bravery.

)
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Beginning in February, instructor for agitprop in
the political section of the brigade.

This function, at the time quite serious, did not
allow me any time for myself, nor to think of the
demobilization in progress in 1945.

p
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« Spends time with units in Leibnitz (Austria), Beli
Manastir, Senta and Novi Sad.

At that time | would come to Belgrade to see certain
major exhibitions. But it all passed so quickly: meet-
ings, conversations, visits to the Academy. | would
return to Beli Manastir or later to Senta, full of
priceless impressions.

p
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In February, arrives in Belgrade.

In late 1947 | was forced to contact General Otmar
Kreacic, then a high functionary in the political
administration of the Yugoslav People's Army. He
showed tremendous understanding and allowed me
to continue my studies as an officer.

I worked in the class of Professor Burde Teodorovic,
which Ljubica Soki¢ later took over. For some time
we worked together with Professor Kosta Hakman.
From the third year, the circle in which | continued
my studies was led by Professor Nedeljko
Gvozdenovic.

The Academy library was for us a saving grace.

[...] speaking for myself, and | think for others as
well, it was highly important that, upon returning
to my studies, | had the opportunity to attend lec-
tures by Professor Momcilo Stevanovic¢ on the early
Renaissance in Italy.

First visits the medieval monasteries in Serbia
and Macedonia, which he will later continue to
visit often.

We talked about medieval painting at the Academy
as well in the winter of 1943-44. After liberation,
tours of the monasteries were an integral part of
the syllabus. | think our interest was also generated
by the preparation for the exhibition of [Serbian]
medieval art in Paris, and everything that involved.

Publishes his first text, “Belgrade Painting at the
Beginning of the Twentieth Century,” in the
newspaper Mladost, no. 2—-3, Belgrade.

=

CTOJAH REJIUWR: NMOMEPEHE FrPAHULLE MPOCTOPA

Graduates in the class of Nedeljko Gvozdenovi¢
and enrolls in a specialization course (today a
magister course) with the same professor. Works
with Mladen Srbinovi¢ in the same atelier at the
Academy.

Shows his first work and receives critical attention.

Shows work with the group Samostalni
(Independents).

We didn’t predict a long life for the Samostalni
group. The generation gap was too large, that
which we opposed was already destroyed.

Works regularly as a critic and associate of the
paper Revija.

Makes his first illustrations, woodcuts, for the
book When | Thought to Live (Kad mlidijah zZiveti) by
Svetislav Mandi¢ (Novo Pokoljenje, Belgrade, 1952).

Completes specialization, demobilizes and starts
independent work in an atelier at Istra Palace
(Riunione) on Republic Square. The atelier was
passed on to him by Bosko Karanovic.

A reserve captain of the Yugoslav People's Army.
Becomes a member of the Association of Fine
Artists of Serbia (ULUS).

During the summer works in Sopocani with a
team from the Department for the Protection of
Cultural Monuments in the People's Republic of
Serbia. Works briefly as a drawing instructor at
the x1 Belgrade Gymnasium.

First independent exhibition of prints (with
Bosko Karanovi¢ and Mladen Srbinovic).
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» The decision for Karanovic, Srbinovic and | to show
together in 1953 was made in the old, now nonexis-
tent building of the Print Department of the Acade-
my on Kosancicev Venac. The reception of our first
show together stimulated our work and, to be hon-
est, we were well received.

« Appointed assistant at the Academy of Fine Arts,
Belgrade. Shows prints at the xxviI Biennale in
Venice with the Modern Yugoslav Prints exhibition.
Travels around Italy, October 15 to November 9.
Rome, Naples (especially Pompeii), Arezzo, Florence
and Venice are a different sort of experience. We
traveled in a group that, by the time we returned to
Venice, had fallen apart (BoSko Karanovi¢, Lazar
Vujaklija, Aleksandar Zarin, Aleksandar Lukovic,
Aleksandar Sivert...).

« First solo show in Belgrade at the uLus Gallery
on Terazije. Painter Marko Celebonovi¢ opens the
exhibition. The exhibition includes seventeen
paintings and seventeen drawings.

The paintings in this exhibition show, to a certain
extent, my interests at the time (figure, portrait,
landscape, still lifes, drawings). The technique | used
exclusively was oil. In some cases | used watercolor,
not much, barely.
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» Receives a scholarship from the Government of
the People’s Republic of Serbia to spend time in
Paris and London, from May 15 to July 11. Personal
orientation: Paris: Louvre, Musée d’Art Moderne,
Musée de ’Homme, exhibitions on contempo-
rary art, of which the Picasso retrospective at
the Musée des Arts Décoratifs, on the fiftieth
anniversary of his working in Paris, was particu-
larly important. Deepens familiarity with the

Biography

p
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works of painters connected to the Galerie de
France (Manessier, Sangier, Prassinos, Pignon,
etc.). In London: The British Museum, National
Gallery, Tate Gallery.

Participant of the artists’ colony in Backa Topola.
With a group of painters from his graduating
class founds the December Group (Decembarska
grupa) (1955-1960).

The December Group was formed in the ‘Moskva
kafana’ at the beginning of autumn, 1955. As far as
| can remember, at the first meeting there was Lazar
Bozarevié, Zoran Petrovic, Aleksandar Tomasevic,
probably Miodrag B. Proti¢ and Aleksandar Lukovic.
We had a space reserved at the Art Pavilion for
December. That was the reason | suggested the
group call itself December.

At the fourth congress of the Committee of Fine
Artists of Yugoslavia (SLU)), appointed secretary
of the Committee (until the fifth congress of the
SLUJ in Ljubljana, 1960).

Designs the set for the drama Waiting for Godot
at the Atelje 212 theatre (in the old Borba build-
ing). It premieres on December 17. A new Godot
with the old scenery was mounted on November
21, 1981.

A member of the International Association of Art
Critics (AICA).

Appointed assistant professor at the Academy of
Fine Arts in Belgrade. With M. Celebonovi, K.
Hegedusi¢, D. Andrejevié¢ Kun and A. Lukovié,
prepares and organizes Congress of the Interna-
tional Association of Artists in Dubrovnik, under
the auspices of sLu). Business trip to the USSR
(December 13-31). Personal orientation: Moscow:
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Tretyakov Gallery, Pushkin Museum, History
Museum; Leningrad: Russian Museum; Zagorsk,
Trinity Lavra of St. Sergius.

Makes significant changes to his concept of a
painting.

Receives the October Prize for prints. With the
money purchases the atelier of Uros Predi¢ at 27
Lole Ribara Street, where he will work for the
rest of his life.

Participates in the work of the Ecka artists'
colony.

Receives a scholarship from the Mosa Pijade
Foundation for the Advancement of Fine Arts.

I set off on my travels on March 20, 1959. | stayed in
Paris three months. The object of my interest was
mostly 15"-century painting in France. For particu-
lar reasons | studied the collection at the Musée de
I’Homme.

From June 21 to July 11, | was in Belgium and The
Netherlands. | visited Brussels, Bruges, Gant, Ant-
werp, The Hague, Rotterdam, Haarlem, Leiden,
Delft and the Kréller-Miiller Museum near Arnhem.
In Belgium what interested me were the Flemish
primitives (Memling, Van Eyck, Rogier van der Wey-
den, Dieric Bouts), as well as the Netherlandish art
of the 17* century and minor Dutch masters.

I was in London from July 11 to September 9. The
object of my studies there were the collections of
the National Gallery and the British Museum.

On my way back from London | stayed for a short
time in Paris. | arrived in Belgrade on September 14.
(Report on his time abroad)
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CTOJAH REJIUWR: NMOMEPEHE FrPAHULLE MPOCTOPA

Travels to Austria and Poland. Receives the pres-
tigious Sedmojulska Prize for painting.

Makes the board for the tapestry Simple Land-
scape (Jednostavni predeo), woven at Atelje 61in
the Petrovaradin Fortress in Novi Sad. Through
1976 occasionally makes boards for tapestries
woven at Atelje 61.

At the Symposium of Painters in Subotica sub-
mits the paper “Motif and Object in Contempo-
rary Painting”.

Travels to Greece (April 21 - May 9).

In paintings and prints makes fundamental
changes.

Appointed associate professor at the Academy
of Fine Arts in Belgrade.

Travels to Greece (Athens, March 25 - April 5) as
commissioner of the exhibition Contemporary
Yugoslav Painting and Printmaking.

Exhibits paintings at the xxxi1 Biennale in Venice,
with P. Debenjak and B. Ruzi¢. Travels to Venice
(June 2-15).

The proposal that | show worR as part of the Yugo-
slav selection for the Venice Biennale in 1964 came
after solo shows in Belgrade, Ljubljana and Zagreb
in 1962 and 1963. | didn’t expect anything special.
Today it’s a part of my biography.

Participates in discussions about the reestablish-
ment of the journal Umetnost. The dicussions
were held at the restaurants Tri Sesira and Dva
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Jelena. Participants: A. Celebonovié, ). Denegri,
Dr. V. ). buri¢, b. Kadijevi¢, Dr. D. Medakovi¢, Z.
Pavlovié, M. B. Proti¢, M. Stevanovic, Dr. L. Tri-
funovié, Z. Turinski, S. Celié.

Appointed Editor-in-Chief of the journal Umet-
nost, which he leads for five years.

Travels: France (1965), England, Belgium, Czecho-
slovakia, Poland (1966), France, Spain (1967), Paris
(1968).

Exhibits at the viI International Print Exhibition
with award-winners (1965) Vasarely, Miré and
Schumacher in Ljubljana and Prague.

Artistic editor of the second edition of Prosveta’s
Small Encyclopedia (Mala enciklopedija Prosveta),
published in 1968.

Receives the Politika Award from the Vladislav
Ribnikar Foundation for the solo exhibition at
the Salon of the Museum of Contemporary Art in
Belgrade. Exhibits at the Ix Biennial in Sao Paulo.

Appointed dean of the Academy of Fine Arts, Bel-
grade (until 1973).

Participates in the work of the artists' colony of
Sicevo. A symposium is held on the theme of art
and art criticism, with participation by Z. Pavlov-
i¢, M. B. Proti¢, Dr. L. Trifunovié, Dr. P. Vasic,

S. Celi¢. Initiative taken for the establishment

of the Association of Art Critics of Serbia.

Biography

« Receives the October Prize in painting for a solo
exhibition at the Gallery of the Cultural Center
of Belgrade.

» | believe there have been some highly significant
shifts in the construction and spirit of a painting.

« Appointed full professor at the Faculty of Fine
Arts, Belgrade.

« Meets his life partner, Ivana Simeonovié, an art
historian.
« A member of “Grupa 69” (until 1980).

CrojaH henuh u UBaHa CumeoHoBuh henuh /
stojan Celi¢ and Ivana Simenovic¢ Celié

« Participant in discussions of the Yugoslav sec-
tions of AICA in Pocitelj, dedicated to the crisis in
contemporary art and criticism. Artistic director
of the third edition of Prosveta’s Small Encyclope-
dia, published in 1978.

« In August visits monasteries of Serbia and
Macedonia.



CrojaH henuh u UpuHa Cy6oTuh - 1967.
Stojan Celi¢ and Irina Suboti¢ - 1967

+ In July tours Greece.

« In autumn, appointed a corresponding member
of the Serbian Academy of Sciences and Arts
(sAsA), Department of Fine Arts and Music.

+ Makes his first mosaic, In Honor of the Sun (U Cast
Sunca) for the Prvi maj Factory in Pirot.

- Travels to Paris, twice.

- Editor of the fourth edition of Prosveta’s Small
Encyclopedia. Editor-in-Chief of editions of SASA
Gallery (until 1985).

CTOJAH REJIMHh: MOMEPEHE TPAHULLE NMPOCTOPA

Opens a retrospective exhibition at the Museum
of Contemporary Art in Belgrade, Jakopic Pavilion
in Ljubljana and Skenderija in Sarajevo.

Receives a Plaque of the City of Belgrade,
1944-1948, for work and contributions to Bel-
grade’s development.

Participates in work of the artists’ colony

in Pocitelj.

On December 12 appointed full member of the
Serbian Academy of Sciences and Arts.
In summer tours Greece.

Participates in the Studenica artists’ colony.
Becomes a member of the Société européenne
de culture.

Solo exhibition of paintings and prints at the
Yugoslav Cultural Center in Paris. Spends time in
Paris.

Participates in the Rakani artists’ colony (Bosans-
ki Novi). In August spends time on the Greek
island of Thera (Santorini). Travels to Moscow on
an official visit to the Moscow Academy of Art.
Member of the Committee of the National
Republic of Serbia.

Works intensively on pastels, which he exhibits
in Sarajevo and Belgrade.
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Opening of the Stojan Celi¢ Legacy in Bosanski
Novi. The collection includes thirty prints, five
drawings and two paintings.

Visits the Venice Biennale and tours Ravenna.
Receives an Order of Labor with a Red Banner,
a first-class civil decoration from the Socialist
Federal Republic of Yugoslavia.

Receives the Anti-Fascist Council for the People’s
Liberation of Yugoslavia Award, the highest
award in the SFRY.

Opens a retrospective exhibition at the sAsA
Gallery.

A series of pastels is exhibited in Cuprija only,
as part of the Mati¢ Days festival in September.

On April 30, Stojan Celi¢ dies in his apartment
in Belgrade.

Biography

In summer, An Artistic Portrait of Stojan Celic is
organized at the National Museum in Belgrade.
In autumn, a modified version travels to Novi Sad
in the Gallery of Fine Arts — Rajko Mamuzi¢ Gift
Collection.

A TV show, On the Other Side, On the Edge of Mel-
ancholy (Na drugoj strani, na rubu sete), is made.

A retrospective exhibition of prints opens

at the Residence of Princess Ljubica in Belgrade.
An abbreviated version is transferred to the Con-
temporary Gallery at the Pancevo Cultural
Center.

A commemorative Investbanka calendar is pub-
lished with twelve color reproductions.

Publication of Stojan Celi¢’s book, The Destiny of
Sculpture (Sudbina skulpture) (cLIO, Belgrade),
with the support of the Madlena Jankovic¢
Foundation.

OTBapatbe peTpocneKTUBHe U3J10XK6e
CrojaHa henuha y Fanepuju caHny, beorpag,
25. anpun 1990. CtojaH hennh 1 Jparocnas
CpejoBuh / Opening of the retrospective
exhibition of Stojan Celi¢ at the Gallery

of the Serbian Academy of Sciences and Arts,
Belgrade, April 25, 1990. Stojan Celi¢

and Dragoslav Srejovi¢






JApyio togHebrwe Ii (Mpegeo) /
Another Climate Il (Landscape) « 1961
y/be Ha nnatHy / oil on canvas

130 x162 cm

Jlerat ,,CtojaH henuh”, CAHY /
Stojan Celi¢ Legacy, SASA

JHpyio dogHebdmwe 111/ Another Climate 111 « 1962
y/be Ha nnatHy / oil on canvas

240 %200 CM

Jlerat ,,CtojaH henuh”, CAHY /

Stojan Celi¢ Legacy, SASA

Cuso jywipo / Gray Morning « 1963

y/be Ha nnatHy / oil on canvas

195 %130 €M

lanepwja JIMKOBHE YMETHOCTH MOKJIOH 36MpKa
Pajka Mamy3wuha, Hoeu Cap,/

Gallery of Fine Arts — Rajko Mamuzi¢

Gift Collection, Novi Sad

JApyio togHedmwe v / Another Climate v » 1964
y/be Ha nnatHy / oil on canvas

135 %125 cm

My3ej caBpeMeHe yMeTHOCTH, beorpag,/
Museum of Contemporary Art, Belgrade

3abeneuirka / Note » 1964

yJbe Ha nnaTHY / oil on canvas
39x30 cm

Mopognuua 3apuh / Zari¢ Family

pogop / Penetration « 1964

yJbe Ha nnaTHy / oil on canvas

46x38 cm

Hukona borganosuh / Nikola Bogdanovié

3abeneuwirka / Note « 1964

yJ/be Ha nnaTHy / oil on canvas

46 x38 cm

Hukona Borganosuh / Nikola Bogdanovié

Cmupetbe Il / Calming Down Il « 1965
y/be Ha nnaTHy / oil on canvas

146 x 113 cmM

Nerart ,,CtojaH henuh”, CAHY /
Stojan Celi¢ Legacy, SASA

MukeHa Il (MukeHcka epawia) /

Mycenae Il (Mycenaean Gate) « 1966

yJ/be Ha nnaTHy / oil on canvas

195 x 140 cm

My3ej caBpeMeHe yMeTHOCTH, Beorpan, /
Museum of Contemporary Art, Belgrade



[MogHe / Noon + 1966

y/be Ha nnaTHy / oil on canvas
195 x140 cm

Mopoawua 3apuh / Zari¢ Family

Ipag (YwoHynu ipag) / Town (Sunken Town) « 1966
yJbe Ha nnaTHy / oil on canvas

195 x140 cm

3opaH Monosuh / Zoran Popovié

CyHuoH / Sounion « 1966

yJ/be Ha nnaTHy / oil on canvas
195 %140 cm

Mopoauua 3apuh / Zari¢ Family

TuwuHa / Silence « 1966

yJ/be Ha nnaTHy / oil on canvas

38 x31cm

Hukona borgaHosuh / Nikola Bogdanovié

LlldaHcka tema 1 / Spanish Theme | « 1967
yJbe Ha nnaTHy / oil on canvas

195 x 140 cm

Monutuka A. 1., beorpag,/ Politika, Belgrade

Kpaj jyna/ End of July « 1967

y/be Ha nnaTHy / oil on canvas

140 x195cm

HaponHu My3ej LUymanuje, Kparyjesad, /
National Museum of Sumadija, Kragujevac

Cnuka 3a 1968 Il / Painting for 1968 Il « 1968
yJbe Ha nnaTHy / oil on canvas

195 x140 cm

My3ej caBpemeHe yMeTHOCTH, beorpag, /
Museum of Contemporary Art, Belgrade
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Cesep / North

1968

y/be Ha nnatHy / oil on canvas
33x24 cm

Mopoguua Cumuh / Simi¢ Family

CpeguHa newa Il (quiaiux) / Midsummer Il (Diptych)
1969

y/be Ha nnatHy / oil on canvas

195 %200 cm

Mopoauua 3apuh / Zari¢ Family

Momepene iparuye upocwiopa /

Shifted Boundaries of Space « 1969

y/be Ha nnatHy / oil on canvas

135x125 cm

Hukona borpaHosuh / Nikola Bogdanovic

Mpocwiop - unaso / Space — Blue « 1970
y/be Ha nnatHy / oil on canvas

195 x140 cm

My3ej caBpeMeHe yMeTHOCTH, beorpag,/
Museum of Contemporary Art, Belgrade

3abdenewra v/ Note IV « 1970

y/be Ha nnatHy / oil on canvas

46x37,5 cm

Mopoauua XajHemaH / Heinemann Family

Ceharbe Ha 20. jynu 1970 / Remembering July 20, 1970
1971

yJ/be Ha nnatHy / oil on canvas

195 x140 cm

lanepwuja IMKOBHE YMETHOCTM MOKJIOH 361pKa
Pajka Mamy3wuha, HoBu Cap,/

Gallery of Fine Arts — Rajko Mamuzic

Gift Collection, Novi Sad



Cnucak u3noxeHux gena/ List of exhibited works

Hocianiuja Il (Cuheso) / Nostalgia Il « 1971
y/be Ha nnatHy / oil on canvas

195 x 140 cm

3opaH Monoswuh / Zoran Popovi¢

Exo 11/ Echo 11 « 1973

y/be Ha nnatHy / oil on canvas

135 %125 cm

My3ej rpapa beorpana/ Belgrade City Museum

Exo vi/ Echo viI » 1973

yJbe Ha nnaTHy / oil on canvas
162 x130 €M

Jlerart ,,CtojaH henuh”, CAHY /
“Stojan Celi¢” Legacy, SASA

CpeguHa newa 111 / Midsummer 11l « 1974
yJbe Ha nnaTHy / oil on canvas

195 x140 cm

3opaH MNonosuh / Zoran Popovié

AaH paharea u cmpiiu /

Day of Birth and Death « 1975
ys/be Ha nnatHy / oil on canvas
240 %200 CM

Mopoauua 3apuh / Zari¢ Family

Enuiica/ Ellipse « 1975

y/be Ha nnatHy / oil on canvas
33.5x27Cm

Mopoauua 3apuh / Zari¢ Family

Exo X/ Echo x « 1976

y/be Ha nnatHy / oil on canvas
195 x 140 cm

Jlerat ,,CtojaH henuh”, CAHY /
Stojan Celi¢ Legacy, SASA

Csewunuwiwe | / Sanctuary | » 1977
yJbe Ha naaTHY / oil on canvas

35x27,5cm
Mopoauua Cumuh / Simi€ Family

Exo X11 / Echo X1I « 1978

yJbe Ha nyaTHy / oil on canvas

195x140 cm

YMeTHHUKa 36KupKa CAHY / SASA Art Collection

Kunecku 3ug / The Great Wall of China « 1979
yJbe Ha nnaTHy / oil on canvas

135 %120 cm

Nerart ,,CtojaH henuh”, CAHY /

Stojan Celi¢ Legacy, SASA

Lllema HUraposoi daga (quiamiux) /

Scheme of Icarus’ Fall (Diptych) « 1979

y/be Ha miatHy / oil on canvas

200x480 cm

Y cTeyajHOM NOCTYNKY; MPBOSUTHO

y xoTeny MHTepKOHTUHeHTan, beorpap, /
Undergoing bankruptcy proceedings;
formerly at Intercontinental Hotel, Belgrade

Hekaga cnyhero uponehe Il /

Once Anticipated Spring Ill « 1980

y/be Ha niaTHy / oil on canvas

195 %140 cm

MpuBaTHo BnacHUWTBO / Private collection

JaH HeogpeheHe pagociiu (LaH HecnyheHe
pagociu) / Day of Indefinite Joy

(Day of Unexpected Joy) » 1980

yJbe Ha nnaTHy / oil on canvas

100 x 81 cm

My3ej ZEPTER, Beorpap / ZEPTER Museum, Belgrade



Bapujayuja Ha Bpojienosy wemy (Mope I) /
Variations on a Theme by Breughel (Sea ) + 1981

yJbe Ha nnaTHy / oil on canvas
100 x 81 cm
Mopopuua 3apuh / Zari¢ Family

Kowasa 1/ Strong Wind 1 « 1981
y/be Ha nnaTHy / oil on canvas
135x 125 cm

Jlerart ,,CtojaH henuh”, CAHY /
Stojan Celi¢ Legacy, SASA

Kowasa 111 / Strong Wind 111 » 1981
yJbe Ha nnaTHy / oil on canvas
135 x 125 cm

Jlerart ,,CtojaH henuh”, CAHY /
Stojan Celi¢ Legacy, SASA

Mope 11/ Sea 11 » 1982

y/be Ha niaTHy / oil on canvas
100 x 81 cm

Mopoawua 3apuh / Zari¢ Family

Mope vii1/ Sea vii » 1983
yJbe Ha nnaTHy / oil on canvas
195 %140 cm

My3ej caBpeMeHe ymMeTHOCTH, beorpag,/
Museum of Contemporary Art, Belgrade

Mope-Hiiea 11 (Mope-Hiiea, sapujaHitia b) /

Sea-Itea 11 (Variant B) « 1983
yJbe Ha naaTHy / oil on canvas
100 x 81 cm

Konekumuja Bacuh / Vasi¢ Collection
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Mope-HWitea / Sea-Itea « 1984
y/be Ha nnatHy / oil on canvas
100 x 81 cm

3opaH Monoswh / Zoran Popovi¢

JegHocuiasHu dpegeo / Simple Landscape « 1961/1962
NMHope3 Ha nanupy / linocut on paper

570 x 905 (315 x 565) mm

My3ej caBpemMeHe ymeTHoCTH, beorpag, /
Museum of Contemporary Art, Belgrade

Mpocuwiop / Space » 1962

NMHope3 Ha nanupy / linocut on paper
500 x 695 (360 x 440) mm

My3ej caBpemMeHe ymeTHoCTH, beorpag, /
Museum of Contemporary Art, Belgrade

Mpocuwiop / Space « 1967

paBHO Harpusake W akBaTUHTa /
open bite and aquatint

745 % 520 (635 x 485) mm
Mopoauua 3apuh / Zari¢ Family

Asiycui / August « 1967

PaBHO Harpusarbe U akBaTUHTA /
open bite and aquatint

755 % 565 (640 x 490) mm
Mopoauua 3apuh / Zari¢ Family

Paharse (ojasa) gaHa /

Birth (Advent) of Day « 1967
paBHO Harpusarbe U akBaTUHTA /
open bite and aquatint

745 % 520 (690 x 485) mm
Mopogauua 3apuh / Zari¢ Family



Cnucak u3noxeHux gena/ List of exhibited works

Benuka wiamHa tospuwiuHa /
Large Dark Surface « 1969

paBHO Harpusame W akBaTUHTa /
open bite and aquatint

760 x 560 (645 x 460) mm
Mopopuua 3apuh / Zari¢ Family

Ciuyd Heba / Pillar of SRy » 1969
PaBHO Harpusarbe U akBaTUHTa /
open bite and aquatint

760 x 570 (640 x 490) mm
Mopopuua 3apuh / Zari¢ Family

lMojasa gaHa / Birth of Day « 1961
Tanucepuja / tapestry

200 x 335 cm

Jlerart ,,CtojaH henuh”, CAHY /
Stojan Celi¢ Legacy, SASA









Fanepuja Cprcke akajemuje Hayka U YMETHOCTH /
Gallery of the Serbian Academy of Sciences and Arts

3opaH Epuh /Zoran Eri¢

KartapuHa >XueaHoswh / Katarina Zivanovié

MwuneHa Kopguh / Milena Kordic
Anppej OonvHka / Andrej Dolinka

JeneHa MeXHWHckU MunosaHoBuh /
Jelena Mezinski Milovanovié
>KaknuHa Mapkosuh / Zaklina Markovié

MarganeHa Bojsoguh / MarpganeHa Bojsoguh
Anekcanpap LisujetnHoBuh / Aleksandar Cvijetinovi¢
Hatawa CkpurbHk-LiBeTkoBuh / Natasa Skrinjik-Cvetkovi¢

Hukon BypryHna / Nicole Burgund
Fanepuja CAHY / SASA Gallery

MwnaH Jasuh / Milan Jazic¢

Cawa Penpguh / Sasa Rendic

CrojaH Mpeposuh / Stojan Predovic
Jasup Paporuh / David Radonji¢



My3ejy caBpeMeHe ymeTHOCTH y beorpaay « My3ejy rpaga beorpapa e

Fanepuju TMKOBHE YMETHOCTH MOKJIOH 36Mpka Pajka Mamy3uha, Hosu Cap, »
My3ejy ZEPTER « A.A. Monutuka, beorpan « HapogHom My3ejy LLlymapuje

y KparyjeBLy « ApTe ranepuju  nopoauuu 3apuh « 3opaHy Monosuhy »

Hukonu BorpaHoBuhy « nopoanuu Cumuh « nopoauLmM XajHemaH « Bnagu Bacuhy
Kao W BIAaCHULIMMA CJIMKA KOjU CY XKeNlesu Aa OCTaHy aHOHUMHH.

Mpodecopkn UprHu Cy6oTrh nspaxkaBamo fy60Ky 3aXBasHOCT 3a CTPYUHY, MpeaaHy
U HecebuUHY NoapLUKY.

MocebHy 3axpanHocT ynyhyjemo nopoauuu 3apuh, napogasurma nerata ,,CtojaH
henunh”, Koju je noBepeH Ha YyBare CPrcKoj akafeMuju Hayka U YMETHOCTH.

The Museum of Contemporary Art, Belgrade « The Gallery of Fine Arts —

Gift Collection of Rajko Mamuzié¢, Novi Sad « The National Museum of Sumadija

in Kragujevac « the ZEPTER Museum - Politika A.D., Belgrade « Arte Gallery -

Zari¢ Family « Zoran Popovi¢ « Nikola Bogdanovic¢ « Simi¢ Family - Heinemann Family -
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We express our deep gratitude to Professor Irina Subotic¢ for her professional,
dedicated, and generous support.

We extend special thanks to the Zari¢ Family, donors of the Stojan Celi¢ Legacy
Collection, entrusted to the care of the Serbian Academy of Sciences and Arts.
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