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JeneHa Kpusokanuh

~OUTYPE“ ATICTPAKLINIE
UpTerkn Munowa bajuha 1966-1973.

MoBogom cTorogunwbmue poherba Munowa bajuha (1915-1995),
jeAHoOr oA Haj3HavajHMjer npeAcTaBHMKA BUCOKOT MOAEPHMU3MA U
C/IMKapa ancTpakTHe OpujeHTaLmje y CPMCKoj NocaepaTHOj YMETHOCTH,
nopoamua ymeTHMKA Aana je MHUUMjaTuBy Aa ce Aeo OBOr NAOAHOr
CTBapanallTBa, ca Ae/10M KoJleKunje LpTexa, npeacrtasu ny MNpogajHoj
ranepuju ,beorpaa”. OBOj ogyuM NPETXoamna je BPCTa pasmeHe, ako
xoheTe 1 noeTcke KopecnoHaeHUMje, nsmehy cavkapese Khepu
JeceHke bajuh u meHe, KycToca ranepuje, oko naeje wra 61 YMHUAO
OCOBWHY OBOT pPajia, LWUTA HAC Kao CaBpeMeHMKe ca ANCTaHLLe Of, NpeKo
negeceTak rofMHa nocTas/ba y no3unuujy, obasesyje, gaje Hanor uau
MOX/Aa NPaBO Aa KaXXeMo WK CYAUMO O pajy U KUBOTY jegHor
YMETHMKA, Kao 1 TO A,@ MOKYLIAMO [a pa3peLlMmMo U HajMakby eHUrmy
jegHor oBakBor onyca.

Y ckopoj ByayhHOCTM CIMKAPCKM OMyC OBOT YyMETHMKA YeKa Ha CBOjy
cBeobyxBaTHy moHorpadcky nybavkaumjy. O camom yMETHUKY 1
HEroBOM Pafy W KMBOTY NUCAHO je PeloBHO, KBAJIUTETHO, U3
HenocpeaHe 61u3nHe 1 yra erosmx caspemeruka (C. heauh,

N. CumeoHosuh-kenuh, b. Mpotuh, /. TpudyHosuh, H. JosaHosuh), a
HeZaBHO oApXKaHa nsnoxba y fanepunju PTC (2015), ampeKkTHo noaceha
Ha OBY UMHbeHULy yKa3syjyhu 1 Ha HOBe M3BOpe MHTepnpeTauuje
(C.Mapkoswuh, I. Ctannwuh). Cama noctaBKa HeHor ayTopa
(/b.Mumkosuh), ca TeKcTom 1 MnycTpaumjama y npatehem Katanory,
MOKPUBA LIMPOK XPOHO/OLLKM 1 TEMATCKM OMNCer Herosor
cTBapanawTBa, npeacTas/bajyhu moxaa no Npeum NyT Heke of,
HajersemniapHujux CAMKapCKMX pafoBa ancTpakumje Benukor
dopmarta no Kojuma oBaj ayTop ocrtaje ynamheH u pedepeHTaH 3a
NoTOHE reHepaLyje U UCTOPUjy CMKapPCTBa.

Kao y cnyyajy sehunHe Bogehux cankapesux caBpemeHunka, ueo bajuhes
onyc, HacTajao y BpemMeHy AyboKe ersucTeHUmMjanncTuuke Kpmse
MHOMBUAYE U eTUYKOT CYHOBpaTa Lie/ior YoBeyaHcTBa nocne |l ceetckor
paTa — NOKyLUaBa Aa NOCTaBU HEKO/IMKO OCHOBHUX NUTakba. Y npsom
peay OHMX Koja ce TUYy eTUYKe Npupoae came YMEeTHOCTH, Tpaaumumje
No3aguHCKUX MUTOBA HEHOT HAaCTaHKa, MPOMeHe ,nMpupoge” came
C/IMKe, NPOCTOPaA KOjU OHa OMUCYje M ynore NnocmaTpaya y Hhemy, Kao u
nuTakbe HErose NPMMapHe BUTAZIHOCTH y epu npeosnahyjyhux
er3ncTeHLMjanCcTUYKmNX anopuja n punosoduje ancypaa.

MuTarbe aliclipaKkyuje, KAO NPUMAPHO NUTAKE PASNNYUNTUX Puiypa
anCTPaKTHOT C/IMKAPCKOT je3unKa, CUTYPHO je jefHO 04, heHUX
HajBUTAHNjUX ANEMA, aKO Ha TPEHYTaK 3aHEMapMMO He Matbe
Ba)KHe, a/In 3a cafla ceKyHAapHe aebate 0 ancTpaKkUMju Ha MecTy U Kao

NPeTeKCT 3a pa3inunTe UAeoNOoLWKe U naejHe cykobe 1 npasa
NPBEHCTBA Y X/1a4HOPATOBCKOj epy UcToKa v 3anaga. 3a bajuhesy
reHepauujy HajersemniapHuja Aniema Be3aHa 3a ecTeTUKy
eHdpopmena anu 1 3a ancTpakumjy yonwTe, 6una je noctas/beHa y
HEKOM OCHOBHOM PacnoHy of, AeduHuLmje cnmKke Kao 06amKa
,BUTaNHe ecTeTMKe HOBOT TeNla” A0 OHe Koja je , Tenom adnpmucana
dnnosodujy ToTanHor pasapara“, ga camo napadppasmpamo jeaHor og,
3a YMETHWKe, HajyTuuajHujer deHomeHonora n ¢unosoda oHor
BpemeHa M. Mepno-loHTuja n oerosy @eHomeHonoiujy depuyedyuje
13 1945. rogmHe. Ako brucmo kenenu ga baunxke ogpesmmo cTaTyc
bajuheBor cIMKAapPCKOr, anu 1 LpTayvKor onyca, A40BO/bHO 61 1 cacBUM
TayHo 6uno pehu aa oHo , KopecnoHaMpa“ ca naejHUmM 1
GOPMANUCTUUKUM SuNeMama BpeMeEHa y KOMe HacTaje: Ha rpaHuLm
n3mehy eHbopmena, TawmM3ma 1 CAMKAPCTBA aKkLmje.

Cwpax, 1980, nasupaHm Tyw, 21 x 30 cm
Fear, 1980, Indian ink wash drawing, 21 X 30 cm

Kako 3a rerose caBpemeHMKe, TaKO M 33 HAC AaHac, o4 Henpolernse
BpeAHOCTH, MehyTUM, oCTaje 0BO Nocneatbe, a TO je NOHOB/bEHO
nutakee: AedbuHULMje ancTpakLmje y CIMKApCTBY Kao M apupmaumje
HEeHUX PasnnunTmx ,durypa” Mpupoaa camor ymeTHUKaA je HecnyTaHa,
cnobogHa y npodecmoHaiHUM M360pMMa U EKNEKTUYHA Y CaMOj
peanusaumju pagosa.,Henoroga” 3a UCTOPMjCKO-YMETHUYKY CTPYKY U
HeHy MHTepnpeTauumjy, Kaga rosopumo o bajuhesom pasy, HacTaje
TaMo rae HeroBo C/IMKAPCTBO He NPY*Ka AOBO/bHO A0Ka3a, y 61no kom
061MKy, peujy 3a: OCHOBY ,,MyPUCTUYKE"” NN UCTOPU)CKO jacHUje
penepTopucaHe KpUTepujyme 3a CIMKApPCTBO ancTpaKkLumje, TayHuje He
nperno3Haje rpaHuLe heHe gemapKalyoHe IMHKUje ca UCTOPUjCKOM
durypaumjom. N ook he moxkaa Heko byayhe Bpeme Hahu HaumHe aa
pe-aedunHULIE OCHOBHE UCTOPUjCKO-YMETHUYKE Noaesne, Jo4eKaTH
paspellere OBUX NOrpeLleHo No3MLMOHUPAHNUX AUXOTOMMja —
ancTpakumja versus ourypaumja, nogena noTnyHo npesasmheHmx y
HEKWM BUTAZIHUjUM TEOPUjCKUM U eCTETCKMM pacnpaBama — My hemo



MOKyLIaTK Aa NpuyYom o LpTexky Munowa bajuha cnpuyamo npe ceera
NpUYy 0 PasInYUTUM GUrypama M3BaH-HOPMaTUBHeE-aNCcTpaKLmje uam
xunepbonama c-oHy-CTpaHy-(He)3amucaunBsor.

bajuheBe ancTtpakTHe durype ykasmsahe y HEKONIMKO AelieHuja Ha
HapaTuBe 0 (p8oj cuyu (CAMKama-y-HacTaHKy ?), UCKYCTBO ,HynTe
TayKe C/IMKAPCTBA“ U MOPEKNO HEHUX PA3TUYUTUX TPAZMULM]],
opurnHanaH naec 6uha n3BaH HOPMATUBHUX recToBa UMBUAU3aLMje,
anu 1 Ha tbeHe napanvwyhe xulepbosne Helipectasusor Kao
nocneauue HajcTpalwHMjUX UCKYCTBA KMBOTA Y KOHLEHTPALMOHUM
NIOrOpMMa Ymju je ayTop HajHenocpeaHMju npoTaroHncta. OBo
nocnefte — UCKYCTBO KOHL-N0ropa, reHepmucasno je He3ammncansu
NpocTop ,,FON0T KMBOTA", NOHOBO OXKMBENO 3abopas/beHy purypy homo
sacer-a, napagurmy 6uha 13 pumMmcKor npasa, akTyaIM30BaHOr y epu
BMONIEHTHE NonTUYKe nctopuje 20. BeKa, buha umju je /byacKu KUBOT
napagoKcasHo ,yK/byyYeH y nopeaak jeanHo y bopmu rerosor
UCK/byyerba, camo 360r anconytHe moryhHocTu ga 6yae ybujen” (Dordo
Agamben, Homo Sacer, suverena moc i goli Zivot, 2006). Hesamucnause
yrKace Koje HujegHa ymeTHUYKa durypa, na HYU CAnMKapcKka, Huje mornia
[a NpeAcTaBn, O4UTOBAA je, MAaKO HA CAaCBUM PA3NNYUTE HAuUHE,
Hajbosbe Npumepe oBUX xuliepbosa Helpecliagusol yNpaBo Kpo3
MPEKY EKCNePUMEHTATHUX CIMKAPCKUX U LPTaYKmX ,burypa” nssax
cBaKor GOPMaNUCTUUKOT HOPMATMBA, Ka0 Manuparba HOBUX 0611Ka
reHese cybaUMHOT U CBOjEBPCHE ,,eTUKE HENPEeCTaBUBOT" y YMETHOCTH;
0f1 BE/IMKKX ancCTPaKTHMX NiaTaHa bapHeTa tbymeHa (Barneth
Newman), NpeKo TalNCTUYKO-IMHEAPHUX LpTexKa 3opaHa Mywmnya
(Zoran Music), eHnrmaTcKor CAMKapCKor umKnyca Kpesewiu Boluka
MeTpoBrha UaK LENOKYNHOT CAMKAPCKOT U LpTaYyKor onyca Munowa
Bajuha.

CnyyajHo unu He, bajuheBu LpTexn Koje cmo ogabpanm 3a oy
NPUAKKY, HAaCTaZIN Cy MAaxOM Y jeAMHCTBEHOM Nepuogy og 1966. no
1973, TeXHUKOM LpHOT TyLa, NaBupajyher Tywa Ha nanupy u pehe
6ajua, v Koje, nako Npunaaajy pasiMymTo UMEeHOBaHUM TEMATCKUM
LMKNyCMMa YHowere KpyxHux obauka, lMpejaku akopdu, Tpaxcere
pummoea, Lukape, Cmpax, MMaposu n AKMo8u — A,eMOHCTPUPaAjy oBe
NOTNYHO pasnuunTe guiype adclipakyuje. Nako ce paan o megujy
LpTeXa, OHM cy cBM, 6e3 ocTaTKa, OKPEHYTU UCTPAXKMBAtbY C/INKe-Tena,
MeCTy OBe jeMHCTBEHE er3nucTeHUMNjaInCTUYKe 3aNMTaHoCTH
CaBpeMeHMKa UKW CBOjeBpPCHE ,,CIMKApCKe” erserese cpeamiuTa, Koja
Hac BpeAHO, ePYAUTCKMN UM NPOBOKAaTUBHO BOAWN KPO3 Lieny UCTOpUjY
C/IMKAPCTBa a/n 1 cyAbUHY CBAKOT NOjeAMHAYHOT JbYACKOT UCKYCTBA
HeHor TBopLa. AK8aWUYHU Upu30pu NPUMEPU Cy OTBapakba Kyp3usHe
NIMHWje Koja ocnobaha npupoay aytopa; npee AlcUWpaKWiHe
Komuo3uyuje u Muwionowke weme ca XTOHCKOM UIPOM KeHTaypa u
KOHba, CBaKa Ha CBOj HAYMH CYNTW/IHO U KPO3 pa3inyunTe acoumjaTueHe
MpeKe cneumPprUUHOr LpTayuKor Tawm3ma ca moayanpajyhum, rotoso
MEeNOAMNjCKUM IMHNjaMa, onupTase Cy HeWTo NOoNyT LpTeXa-LymoBa
WY ,,aKyCTUYKUX GPOTaXKa“: MCKYCTBO OPUTMHANHOT Naeca v rnaca buha
Yy CBOM HemnocpesHOM BUCTBOBakY U BUTAZIHOCT OBE LpTauke
Kopeorpaduje ofBuja ce U3BaH cBeTa NpeaMeTHMX 06/1MKa U Herosor

nose3syjyher TKMBa Be3a ca crnosballkbnm cBeTom. CBaka Ha CBOj HauuH,
KPO3 CBe OBe LWKyce pexabunutyjy pasanuura ,tena
memopabunHor”: og oHUX Koja npeTxoge noBecHom cehatby, NPeko
KOpryca KOMMAEKCHU]UX ancTPaKTHUX KOMMO3MLMja Y KPYMHOM
TalLM3MYy, NYCTOj NACTU U ¥KECTOKO 3a0KPYKEHOM recTy HOBOCTBOPEHUX
Ob6nuKa-Akopga-Pultumosa A0 NNOXa er3anTupaHor IMHUjCKor
Wwpaduparba y Hepasmpcre mpexe LLukape n Clupaxa Koju roBope ca
MecCTa ,,UCOPUjCKU He3amucaueor y cpegmwity aorahaja“ nam
,Helpecuiasugoi y cpeauLTy YyMeTHOCTU , ako bucmo napadpasmpanu
*aka PaHcujepa y werosoj CygbuHu cnuka (Destins des images,
Jacques Ranciére, 2003). Kaga y cBojoj Kieusum Kope, Mopx Anan-
NbepmaH (Ecorces, Georges Didi-Huberman, 2011), 3HameHUTH
NCTOpPUYAP YMETHOCTM U3 NO3ULMje CaBpemMeHor ,TypucTe”, roBopu o
MCKYCTBY oropa bupkeHay, npetxogHuLe AywwBsuLia, Kpo3 apxeonorujy
HEHUX NPEXMBENNX CTPATULLITA U BU3YPa, KAo Aa HaM NPOPOYKM, U3
b6yayhHOCTK, Aaje K/byd 32 pa3symeBatbe HEKUX O, HAjKBAMTETHUjUX
LPTaYKMX U CIMKAPCKUX pellera bajuhese cneunduyHe cnukapcke
ancTpakuuje: “..asau, Xopu3oHUW, o8ge, Wo cy Upe ceeia Xopu3oHWaaHe
AUHUje 60greuKase Huye y 8UCUHU Y08EKa — HEKUX geageceliak
pegosa — Koje 6e3 063upa ige ce OH Hana3u, 3apobsrbasajy HeH Uoineg,
Hebo, Kao u Heios #usoll. Lleo tpocuiop je uwKpabaH , usipebaH,
ype3aH, KopuiosaH, gegpopmucaH 6ogroukasom xcuyom. LLumaiie
Xopu3oHWasne docuiassbeHe cy He ga bu buse pelep, KA0 y 0UWUYKUM
pewewikama Koje cayxce 3a UepclieKWwusHO Kagpupare, seh ga bu ce
og cseia ogycwano. To je, gakne, Xopu3oHW C OHy CUIPAHy ceake
opujeHwayuje uau gesopujeHwayuje”.

Uuknyc v Maposa v AKwosa mory 6utu oBa nocsega anoteosa o
LMBUIN3ALM)M, KOja je MHKOpNOopKMpasa CBE OCTATKE CBOje UCTUHCKE
YOBEYHOCTW, HECAaBPLLUEHOCTU, M3BOPE CTPaxa M pasoyapara, 6ayaa u
epoTcKe eKcTase, Hoe 0banKe GuUrypa-y-HacTaHKy Heke
YHUBEp3a/HMje JbyCKe ersucTeHumje ca OCHOBHMM MpeTnocTaBkama
3a tb€H FeHepPUYKM ONCTaHaK — YBEK U3HOBa pexabuinToBaHo Teno y
cpeauLTy CBOje BUTaIHE U Npe CBera Jbyacke ersmcreHumje. OBo
MOXAa Hajbosbe nnycTpyje goktopcka Tesa CphaHa Mapkosuha
nocseheHa Jeyembapckoj ipytu v jeaHom aeny onyca Munouwa
Bajuha, Koju TauHOo 1 nyuuaHo benexu: ,lloipewHo 6u 6usao, YuHU MU
ce, MUCAUWU ga je jegHOM gOXUB/bEHU YHAC KOHCWAHWA OCHOBA 3d
cuiaaHe WpaHcUo3uyuje weme clipagara y ceew cauke. Haupouius,
YyoseK ocnoboheH olitiepeherba 0g hU3UYKOI U gyX08HOI yHUW e a
Hacwoju ga y peasaHoOM ceellly goxusu Uogpxuiasarbe gyuwe Uu3a3eaHo
Helosom neliowiom He 3abopasseajyhu, uliak, Ha Gakao baruye,
MauwixayzeHa u EbeH3ea Kpo3 Koju je Gpowao. Yipaso je o
uogpxuwiagare gywe, Wa yHyuwpawrba y3HemupeHocw, ycmepeHo
Upema nedowiu ceewia U3BaH OIpaHUYeHa U c8ecll 0 g8OCUWPYKOM
usinegy u Kapakuiepy (iojasa, YuHUs10 OKOCHUYY bajuhesoi ypuia4kor u
CAUKapcKoi odyca. Y wa guxowomuja Hacwana us cygapa tpusuga u
cywiuHe, ceewlaIoCWU U tuame ce douyw puliopHesne Uposnayu
YUWABUM HeI08UM CLUBAPAAAWLIBOM.



MW/IOLW BAJUT (1915 — 1995)

PoheH je y PecaHoBuuma Koz Mpaxosa (BuX). Og 1922. kuseo je y Beorpagay rae je 3aspwuo
TMMHA3KjCKO LLIKONIOBakbe M CTeKao aAmnaomy Yumtesbeke Wwkose (1935). Kao hak objas/bmBao je
NIMKOBHE Npuore n KapukaTtype y amctosuma Ckamuja, Lwudasay, Owuwaru jexc, [lonuwuka v
Jywapru aucwi. Og 1935. cankapcTeo je yumno kog MNetpa [lobposuha, a 1937. 3aBpLUMO je NPBY roguHy
YmeTHuuKe WwKone y beorpagy y knacu bete BykaHosuh.

Mo nsbujary pata y Jyrocnasuju (1941), ctynuo je y BasbeBcKku napTmusaHckun oapes,. Oktobpa 1942,
yxanweH je y beorpagy og, cTpaHe cneuujanHe noavumje n cnpoBeseH y orop Ha barbuuy ogakne je
cenTembpa 1944. roamHe AenopToBaH y KOHLEHTPaLMOHM Iorop MaTtxay3eH Fae je 0cTao [0 Herosor
ocnobohera. TOKOM 3apob/beHULWTBA TajHO je Benemo cueHe U3 XKUBOTa MHTEPHUPALLA OCTABMUBLUK
4YOBEYAHCTBY NOTPECHO IMKOBHO CBEAOYAHCTBO O YC/IOBMMA XKMBOTA Y JI0rOpY.

HakoH ocnobohera HacTaBuo je cTyguje Ha AKagemujn NTMKOBHUX ymeTHoCTH y Beorpaay. CTyaupao je
y Knacama Muna MunyHosuha, MBaHa Tabakosuha, Hegesbka MBo3geHoBMha 1 3aBpLUMO cneLujanHu
Teyaj y knacn Mapka YeneboHosuha. HakoH agunnomuparsa 1949. Munow Bajuh noctaje jeaaH og
npsux acucteHata Ha AJTY rae je Kao npodecop caMKapcTea paauno Ao neHsmoHucara 1979. roguHe. Y
Knacu npodecopa bajuha cTyampanm cy MHOMM AaHac No3HaTU M abUPMUCaHM CIMKAPU Y HALLOj 3eM/bM
n cBery.

Buo je unaH ymeTHUYKKX rpyna CamocwanHu (1951 - 55) n Jeyembapcke ipyde (1955 — 60) Koje cy

ce CBOjUM MOoAEepPHMM M3pa3om obpadyHasane ca Bnagajyhum coupeanmsmom. ,,... OH je y cBojoj
reHepaumju NpBuM ancTpakTHU CIMKap. A BUTM NPBM YECTO je UCTO WTOo 1 6uTK BpegHocT,” (Muogpar

b. MpoTuh). JeaaH je oa ocHMBa4Ya ymeTHUYKe KonoHuje y Baukoj Tononu (1953). OpraHusosao je
lpoxcraHcku gekamepoH (1968) n paa Mane ianepuje y MposkibaHy (1980). Aytop je dpecaka u mo3auka
y Beorpagy, baukoj Tononu, Cy6otnum, Manom Uhouwy, NyHapowy, Hosom lpaxosy u PecaHoBLMMa.

0pa,1948. rogmHe y4ecTBoBao je Ha NpeKko 200 KONEKTUBHUX U3N0XK6M Y 3eM/bW U MHOCTPAHCTBY mehy
KOjMMa ce No CBOM 3Hauajy uctnye nsnoxba ,CaBpemeHa jyrocioBeHcKa ymeTHocT” 1967. y bejpyTy 1
1973. y byanmnewTtun. Og 1952. roanHe nUsnarao je CaMocTa/iHO U peasin3oBao NPEKO CTOTUHY U3N0K6M
LUMPOM Hale 3emsbe U cBeTa. Of BEIMKUX PETPOCNEKTUBA UCTUYY ce n3noxkbe y Manepuju nMKkosHe
ymeTtHocTu y HoBom Cagy 1997, y HapogHom mysejy y beorpagy 1999, y Mapusy 2003, y Huwy 2010, ny
lanepwju PTC y beorpaay 2015. roguHe.

[o6UTHUK je BULWE HAarpaga v ApyWTBEHMX NpU3Haka mehy Kojuma cy MNpsea Harpaaa AN BojsoanHa
Ha U306 ,, [eceT roamHa yMeTHUYKMX KonoHKja“ y CeHTn (1962), Y1YC-0Ba Harpaga 3a C/IMKapcTBO
(1969) v Harpaga 4. jyn (1977).

[ena Munowa bajuha uyBajy 1 usnaxy HapogHu mysej, Mysej caBpemeHe ymeTHocTH, My3ej rpaga
Beorpaaa, Mysej Lentep y beorpaay, lanepuja nMkoBHe ymeTHocTu MoKkoH 36upka Pajka Mamysuha
y Hosom Capy v apyru myseju wmpom Cpbuje. YMeTHUKOBA Aena cy Takohe fe0 MHOTMX NPUBATHUX
KOMIEeKLM]ja Y 3eM/bU U MHOCTPAHCTBY. MpBa MoHorpaduja o LeNoKynHOM YyMeTHUYKOM onycy Munowa
bajuha je y npunpemu.



Adcuwipakyuja

1967, nasmpanu Tyw, 50 x 71 cm
Abstraction

1967, Indian ink wash drawing, 50 X 71 cm

Tpu cawupa Il

1968, KOmb. Tex. Ha nanupy, 42 x 60 cm
Three Satyrs Il

1968, Indian ink wash drawing, 42 X 60 cm




YHowerbe KpyrHux obauka |

1967, nasupanu tyw, 70,5 x 50,5 cm
Introducing Circular Forms |

1967, Indian ink wash drawing, 70,5 X 50,5 cm

-
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lpejaku akopgu

1966, nasupanu Tyw, 50,5 x 35,5 cm

Too Loud Chords

1966, Indian ink wash drawing, 50,5 X 35,5 cm



YHowerbe KpyrcHux obauka Il

1967, nasmpanu Tyw, 60 x 42 cm
Introducing Circular Forms Il

1967, Indian ink wash drawing, 60 X 42 cm

lpejaxku akopgu |

1966, Tyw Ha nanupy, 50 x 40 cm

Too Loud Chords |

1966, Indian ink on paper, 50 x 40 cm



lacHa komopa |

1967, Tyw Ha nanupy, 70 x 70 cm
Gas Chamber |,

1967, Indian ink on paper, 70 X 70 cm

Mpejaku akopgu VI

1966, nasupanu Tyw, 30 x 42 cm

Too Loud Chords VII

1966, Indian ink wash drawing, 30 X 42 cm



Milo$ Baji¢ (1915-1995)

He was born in Resanovci near Grahovo in Bosnia and Hercegovina. He lived in Belgrade since 1922,
where he completed his grammar school and Teachers School (1935).As a pupil his art work and
caricatures were published in newspapers Skamija, Stipavac, Osisani jeZ, Politika and Jutarnji list. Since
1935, he studied painting with Petar Dobrovi¢ and completed the first year of the Belgrade Art School
in the class of Beta Vukanovi¢ (1937).

After the war broke out in Yugoslavia (1941), he joined the Valjevo Partisan detachment. The special
police arrested him in Belgrade in October 1942, he was sent to the Banjica camp and then deported
to the Mauthausen concentration camp where he stayed until its liberation. During his internment,
he secretly drew scenes depicting the life of the internees thus leaving humanity a moving visual
testimony on the conditions of life in a camp.

After the liberation, he continued his studies at the Academy of Fine Arts in Belgrade. He studied in the
classes of Mila Milunovi¢, lvan Tabakovié, Nedeljko Gvozdenovi¢ and completed a special course in the
class of Marko Celebonovié. After graduating in 1949, Milo$ Baji¢ became one of the first assistants at
the Academy of Fine Arts where he later became a full professor teaching until his retirement in 1979.
Many of today’s famous and acclaimed artists at home and abroad studied under his mentorship.

He was a member of the group Samostalni (the Independent Ones, 1951-1955) and the Decembarska
grupa (December Group, 1955-60) which used modern expression to confront the ruling socialist
realism. “...He was the first abstract painter in his generation. To be the first is often the same setting
the standards” (Miodrag Protic). He is one of the founders of the art colony in Backa Topola (1953).He
also organized the GroZnjan Decameron (1968) and the Mala galerija (the Small Gallery) in Groznjan
(1980). He produced frescos and mosaics in Belgrade, Backa Topola, Subotica, Mali Idos, Gunaros,
Novo Grahovo and Resanovica.

From 1948 on, he participated in more than 200 group exhibitions at home and abroad among the
most significant being Contemporary Yugoslav Art held in Beirut in 1967 and in Budapest in 1973.
From 1952 on, he had solo shows and realized more than a hundred exhibitions throughout the world
and at home. The significant large retrospective exhibitions were the ones held in the Fine Arts Galley
in Novi Sad (1997), the National Museum in Belgrade (1999), in Paris ( 2003), in Ni$ (2010) and the RTS
Gallery in Belgrade (2015).

He was the recipient of several awards and acknowledgments of his work among them being the First
Prize given by AP Vojvodina at the exhibition Ten Years of Artistic Colonies in Senta (1962), ULUS’s
Award for Painting (1969) and the 4 of July Award (1977).

The works of Milo$ Baji¢ are housed and exhibited in the National Museum, Museum of Contemporary
Art, Belgrade City Museum, Zepter Museum in Belgrade, Fine Arts Gallery of the Gift Collection of
Rajko Mamuzi¢ in Novi Sad and in many other museums in Serbia. They can also be found in many
private collections at home and abroad. The first monograph on the entire oeuvre of Milo$ Baji¢ is
being prepared.



Jelena Krivokapic

“Figures” of Abstraction
Milo$ Bajic - Drawings 1966-1973

To mark the centennial of the birth of Milo$ Baji¢ (1915-1995), one of
the most prominent representatives of high modernism and painter of
abstract orientation in Serbian postwar art, the artist’s family initiated
that a part of his prolific artistic output, a selection from the drawing
collection, be presented in Prodajna Gallery “Beograd”. Before a
decision was made, an exchange, an almost poetic correspondence,
between the painter’s daughter Jesenka Baji¢ and me, the curator of
the Gallery, took place on the concept of what would today be, from

a distance of more than fifty years, the pivot of this exhibition, what
would compel us today, what would instruct us, give us the right to say
something on or judge the work and life of an artist, as well as to try to
resolve even the smallest enigma of such an oeuvre.

An integral monograph on the painting oeuvre of Milo$ Bajic is
expected be published shortly. His life and work was regularly and
remarkably reviewed by his contemporaries (S.Celi¢, I. Simeonovi¢-
Celi¢, B. Proti¢, L. Trifunovi¢, I. Jovanovi¢) from the position of proximity
while a recently held exhibition of his works in the RTS Gallery directly
points to this fact and draws attention to new sources of interpretation
(S. Markovi¢, G. Stanisi¢).This exhibition and the catalogue text, curated
by Lj. Miljkovié, covered a broad chronological and thematic range of
his work presenting maybe and for the first time, some of the best
examples of his large scale abstract paintings by which he will be
remembered and will be the reference points for the future generation
and the history of painting.

Baji¢’s complete body of work, as was the case of the painter’s
contemporaries, strove to pose a few essential questions in times of
deep existentialistic crisis of the individual and the ethical collapse

of all humanity following the Second World War. Primarily, the ones
related to the ethical nature of art itself, traditions of the background
myths of its origin, change of ,nature” of the painting itself, the space
it describes and the role of the spectator in it, as well as, questions of
its primal vitality in the era of prevailing existentialist aporias and the
philosophy of the absurd.

The question of abstraction as the primary question of different figures
of the abstract painterly language, is certainly one of its most vital
dilemma, if for a moment, we ignore the no less important but for
present secondary debates on abstraction as the pretext for different
ideological and conceptual confrontations between the East and West
and right of priority in the Cold War era. For Baji¢’s generation the

best example of their dilemma, concerning the aesthetics of Informel
as well as abstraction in general, was set within a basic artistic span
which defines painting as a form “of vital aesthetic of the new body”
to the one that ,affirmed the philosophy of its total destruction

(body) “to paraphrase one of, for the artists, most influential
phenomenologist and philosopher of that time M. Merleau-Ponty and
his Phenomenology of Perception published in 1945. If we want to
give a more precise opinion on Baji¢’s painting and drawing oeuvre,

it would be enough and completely true to say that it “corresponds”
to the formal and conceptual dilemmas of his time: esthetics on the
crossroads of Informel, Tashism and Action Painting.

OgHocC 8epuIuKasnHoI u xopusoHwanHol, 1966, nasmpanu Tyw, 50,5 x 35,5 cm
Ratio of the Vertical and Horizontal, 1966, Indian ink wash drawing, 50,5 X 35,5 cm

However his contemporaries and we today consider the last of these
invaluable, the repeated question arises and that is: the definitions of
abstraction in painting as well as the affirmation of its various “figures”.
The nature of artist is untrammeled, free in its professional choices
and eclectic in the very execution of the work. The eventual miss-
understanding for the art historian profession and its interpretations
when speaking about Baji¢’s work, begins when his painting does not
give enough evidence, in any form, to establish a “purist” or historically
more clear repertory of criteria for abstract painting, more precisely:

it does not recognize the borders of its demarcation with historical
figuration. Maybe some time in the future, ways will be found to
redefine the basic historical-artistic divisions, and some will live to see
the resolution of these wrongly positioned dichotomies — abstraction
versus figuration, division that are obsolete in many vital theoretical
and aesthetic discussions — but we will try to tell the story of Milos
Baji¢’s drawings primarily as a story of different figures outside-the-
normative-abstraction or hyperbola on-the-other-side-of-the-(in)
conceivable.

For a few decades, the abstract figures of Milos Baji¢ pointed to
narratives on the first paintings (images-in-progress ?), the experience
of “the zero point of painting” and the origin of its different traditions,
the original dance of human being outside the normative gestures



of civilization, but also to their paralyzing hyperbole of the un-
representable resulting from the painter’s personal most terrible
experience of life in concentration camps. The last — the concentration
camp experience, generated the unimaginable space “of bare life”, it
revived the forgotten figure homo sacer, a paradigm of a being from
Roman law, brought to life in the violent political history of the 20t
century, a being whose human life is paradoxically “...included in the
juridical order solely in the form of its exclusion (that is, of its capacity
to be killed)”. (Dordo Agamben, Homo Sacer, suverena moc¢ i goli Zivot,
2006/ Homo Sacer, Sovereign Power and the Bare Life, 2006). The
unimaginable horror that no artistic figure, not even the painters, could
represent, reflected although in completely different ways, the best
examples of these hyperbolas of the un-representable through networks
of painting and drawing “figures” outside any formalistic normative, as
mapping new forms of genesis of the sublime and specific “ethics of the
un-representable” in art; from the large abstract canvases of Barneth
Newman, to the tashist-linear drawings of Zoran Musi¢, enigmatic cycle
of paintings Beds by Bosko Petrovi¢ and the complete painting and
drawing oeuvre of Milo$ Bajic.

Accidently or not, the drawing we selected for this occasion, were
mostly executed in a single period from 1966 to 1973, in the technique
of Indian ink, Indian ink wash drawing on paper and less often by
staining, and although they belong to differently entitled thematic
cycles: Introducing Circular Forms, Too Loud Chords, Searching for
Rhythms, Shrubbery, Fear, Pairs, Nudes - they demonstrate these
completely different figures of abstraction. Although they have all been
executed in the medium of drawing, they all explore body-images,

the site of the single existentialist questioning by contemporaries

on a specific “painterly” exegesis of the core, their author leads us
studiously, with erudition or provocation through the whole history of
painting but also through each individual artist’s human experience.
Aquatic scenes are examples of opening the intro of curved lines

that liberate the artist’s nature; the first Abstract Compositions and
Mythological Themes with a chthonic dance of the centaurs and horses,
each in its own way subtly and through different associative nets of
specific tashism with almost melodically modulated lines, have sketched
something like “noise drawings” and a sort of “acoustic frontages”:
the experience of the original dance and voice of the Being in its

direct existence as well as the vitality of the drawing choreography
taking place outside the world of realistic surrounding and its bonding
tissues with the outside world. Each in its own way, all of these cycles
rehabilitate the different “bodies of the memorable”: from those

that precede the historical memory, to a corpus of complex abstract
compositions in large tashism, dense paste and a fiercely rounded
gesture of newly created Forms-Chords-Rhythms to the surfaces of
exalted liner shading into inextricable nets of Shrubbery and Fear that
speak on behalf of the “historically inconceivable in the core of art” or
the “un-representable in the core of art” , if we paraphrase Jacques
Ranciére from his book the Fates of Images (Destins des images, 2003).
The acclaimed art historian Georges Didi-Huberman in his book Bark
(Ecorces, 2011) speaking from a position of a modern “tourist” on the
experience of the camp Birkenau, the predecessor of Auschwitz, taking
us through the archeology of the surviving places of execution and
camp sites, as if in a prophet like manner from the future, provides us

with the key for comprehending some of the highest quality drawing
and painting solutions of Bajic¢’s specific painterly abstraction: “...
however, the horizon here is made up of primarily horizontal barbed
wire as high as an average man — about twenty rows of it — so no
matter where a person is, it captivates his/her gaze, the sky and his/
her life. The whole area was covered with scribblings, scratched,
carved, altered, deformed by barbed wire. The pointed horizontally
placed barbed wire was not there to be a referential point, as in the
optical grids that are used for perspective framing, but in order to
make everyone give everything up. Thus, it is a horizon beyond any
orientations or disorientation”.

The cycles, Couples and Nudes can be the last apotheosis of the
civilization, that incorporated all the remains of its true humanity,
imperfectness, sources of fear and disappointment, lust and erotic
ecstasy, new forms of figure-in-progress of some universal human
existence with the basic premises for its generic survival — the always
anew rehabilitated body in the center of its vital and primarily human
existence. This may best be illustrated by Srdan Markovi¢’s doctorate
thesis on the December Group and in part devoted to Milo$ Baji¢’s
oeuvre, where he correctly and lucidly says: “ | think, that it would be
wrong to assume, that the once experienced horror is a permanent
source for the constant transpositions of suffering into the world of
painting. On the contrary, man freed from the burden of physical

and spiritual annihilation strives in the real world to experience the
trembling of the soul instigated by its beauty, not forgetting the hell
of Banjica, Mauthausen and Ebensee that he experienced. It is the
trembling of the soul, the inner discontent, directed towards the beauty
of the world beyond the limitations and the awareness of the duality
of appearance and character of phenomena, that was the backbone of
Baji¢’s drawing and painting oeuvre. The dichotomy created out of the
clash between the illusion and the essence, light and darkness like a
ritornello is found in all his creative work”.
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