


be3 Ha3uBa, 2018, yrbe u akpun Ha nnatHy, 100x120cm

Untitled, 2018, oil and acrylic on canvas, 100x120cm
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Mupocnas CanyHyuh

CITUKE
Muxauno M. lletkoBuh

CreapanawTteo Muxauna M. MNeTtkouha Buwe og 40 roguHa y KOHTUHYMTETY NpUNaga OHOM CerMeHTy
caBpeMeHe YMeTHUUKe CLeHe Koju je mpuMapHo noceeheH nuctpaxuBarwby GeHOMeHa CNUKe U HeHUX
U3paxkajHUx NUKTypanHux BpegHoctu. Mako onyc ymeTHMKa 06yxBaTa U paf y AOMeEHY CKynnType,
KoNaxa u rpaduKe, CIMKApCTBO je HeroBa rmaBHa MeAujcKka NpeoKynauuja, y 0Boj IMKOBHOj ¢GopMu
apTUKYNMLLE AOMUHAHTHY NOETCKY NIMHUjY AenoBatba U npopyKuuje. DopMaTMBHe roguHe TOKOM
aKafeMCKux cTyauja, y knacu npood. XueojuHa TypuHcKor, y Benukoj Mepu cy oapeaune lNetkosuheso
CTUNCKO M NpobneMcko ycMepetrbe. Hacnehe n ncKycTBo eHpopMena U KOHTAKT Ca ancCTPaKTHUM
CNTMKApCTBOM MacTyo3HO-perbedHOr 3HaKa, KapaKTePUCTUUHOT U 3a aeno TypuHCKor, 6uno je nnogHo
T/10 32 KNKjake OHe BpCTe CTBapanayke BUTanNHoOCTM y Kojoj he Muxauno M. lMetkosuh ¢popmynucatu
nepcoHasnHe v npeno3HaT/buee BU3yernHe Kogose. nak, He MOXe ce rOBOPUTU O Npey3uMatby
roToBUX u NoTBpheHnx MaTpmua, jep ,eHpopMen Huje HU LWKOJMA HXU NpaBaL, Koju uMa CBoj
KaHOHM30BaHM Nporpam Koju 6u BeauBao u yuspwhusao ctun®, nucao je npod. Jlazap TpudyHosuh, ca
3aK/by4HOM TBPAHOM ,TO je jefHO CXBaTake CBeTa Koje Ha Hajwmnpoj ¢puno3odcKoj 6a3m foKMUBIbaBa
Hajpa3nuuuTnje NMKOBHe M3pase (..) TO je AyXOBHA MecMa NpocTopa W CnaBrbe MaTepuje, TO je
y6ehetbe u ga npe dopMe u nocne popMe crToju BeyHocT“. Heo-eHpopmen 6uo 6um jenHa Moryha
OApefHULA W HAjLUMPU OKBMP YKONUKO BUCMO MOpanu fa UCTOPUjCKO-YMETHUYKU NO3ULMOHMPAMO U
KOHTeKCTyanHo peduHuiuiemo MNetkoBuheBo cnuKapcTBo. Y 0BOM cnyyajy, a CXOQHO M farbe BaNuAHOj
“ npuMenunBoj oncepeaumju TpudyHoBuha, BuLle ce paau 0 6NMMCKUM nornegmMa U GnyKTyupamy
oppeheHor ,cxBaTamwa cBeTa“ HeoMeheHOr MPOCTOPHUM U XPOHOMOLUKMM pefauunjama, o cycpeTambnuma
y Npouecy NOHMpatba y TKMBO HOCUITaLLa NIMKOBHE MaTepuje, 0 Nepuenumju YecTo LUKIIUYHNX
NPUMPOAHUX M LLUBUNIM3ALMjCKUX TOKOBA KOju [lOBOJe [0 NpeKnanaka BM3ypa NocMaTpaya-ayTopa y
MPOLUNOCTH, CABPEMEHUX U OHUX YMje BpeMe [L0Na3u.

Ha u3nox6m y MpopajHoj ranepuju ,beorpan” npepcraB/meHa cy peueHTHa ocTBapena Beher ¢opmara
Koja ce MOTMYKMU Haf0Be3yjy Ha ayTOPCKU KOHLeNT usrpaheH u ogHeroBaH TOKOM NPeTXOAHUX
JeueHnja. [0TOBO CBaKUM HOBWUM [€JI0OM YMETHUK U3HOBA Y AOMEHY TPaAULMOHAIHOT NOUMatba
C/INKe KOHCTpyMLle HaneTe ogHoce u3Mehy KnacuuHor ¢popMara niaTHa, hemy M3BOPHO CBOjCTBEHE
nnoxe, U TEXHe Aa ce NNacTMYKM byjHe KOMMNO3uULMje OTPrHy y npocTop YnHehu cBOje OpraHcKu
06/IMKOBAHO COMCTBO BU3YETHO CHAXXHWjUM U TaKTUNHMjUM. AyTop ycKnahyje ABa NpuHLMNA, UK Nak

! Nlazap TpudyHoeuh, EHdopmMen, mnagu cnukapu beorpapa, Kyntypa, beorpag, 1962, y: JyrocnoBeHCKO CnMKapcTBO
WwecTe pgeueHuje. JyrocnoBeHcKka ymeTHocT XX Beka, My3ej caBpeMmeHe ymeTHocTu, beorpap, 1980, 45.



MHCUCTMPA HA TEH3UjU HBUXOBUX AOANPA, CyUYesbaBatba Y BUAY CyNeprnoHUpatba BULLE Pa3NUuUTUX
BU3yesIHMX TeMa. HauMe, OH NpOMULLILEHO OpraHu3yje MOBPLUMHE MOCTaB/batbeM U CllarakbeM
XOPU3OHTaNHUX U BEPTUKANHUX PAaBHWU reOMETPUJCKOr UK HeMpaBUITHOT 06/IMKa M TPaKacTUX Nacaxa,
ofBajajyhu nx pasnuuntuM o60jereM, NMMHeapHUM yceunma unu npopunucarem. Ca gpyre cTpaHe,
OBY paLMOHANIHO KOHLMNUPaHY NIMKOBHY apXUTEKTOHUKY 06JIMKA M Maca pasfae eKcrpecujoM
Kupama U pacuena buxoBe NoBpLUMHE, 0cnoboheHoM rectyanHoluhy, eneMeHTOM cryyaja u
CMOHTaHOr Lypera 60jeHnx Hamasa. TaMHUM, MPKUM U 3eMJbaHUM TOHOBUMA, NOMYT XpOMaTCKe
napacpase Cnopor eOHCKOr Tpajatba reonoLIKe UCTOpUje, YECTO CYNPOTCTaB/ba 3BYYHOCT U AUHAMUKY
6/becKa LpBeHe, KyTe, HapaHiacTe, nnase unu 6ene 6oje. Epektn oBux gnjanora Bapupajy y ceoMm
MHTEH3UTETY Off eKCMJI03UBHOI CyAapa [iBa CBeTa, NPeKo y36yA/bUBOI KOHTPACTa y Craratby MjaHoBa
[0 CTaka XOMOreHu3oBaHe u oxnaheHe 6ojeHe Marme. Ynotpe6oM akpunHe 60je, rycte y/baHe nacre,
pa3nuunUTUX MaTepujana u npefMeTa y CIMKApPCKOM MOCTYNKY - rpy6e TKaHWMHe, KAPTOHWU PaBHUX UK
3aTanacaHux pebpacTux NOBPLUMHA, KAaHAMMW Pa3NnMuuTUX feb/bruHa, HOBUHCKE XapTuje - ycnojaBajy ce
TEKCTYpe W CTBapajy pacKOLLUHM BOSlYMEHU Kao 3abeneLuKke 3aMp3HYTUX CTakba MeTaMopdo3e CuKe

y 3UaHM objekar. LLlaBoBK, JOMMHAHTaH N1ajTMOTUB OBOI ayTOPCKOI PYKOMMUCA, Y HEKUM pajoBUMa
MYNTUNJIMKOBaHM y AY6UHM npouena NMoBpLUKHE, HarfallaBajy ApaMaTUYHOCT Y ULLIYEeKMBatby UCXoma
usmehy ,caHupatba“ Tena cnuke u 6ybperba Koje 4OBOAM A0 NyLaka KoMYW, OTBapaka ,paHe” u
YKa3uBaha teHe oro/beHe HyTpuHe. OBaj NMKOBHO MaTepujanM30BaHM rpY HAaBOAM MoCcMaTpaya

Ha MO30pHOCT U byaun ocehaj HEM3BECHOCTM Y NepLenuuju ofHOCa CHare U KPXKOCTu, 6opbe 3a
OA\pXKaHbeM ersucTeHumje U NOMUP/BMBOT MpenyLiTawa ycyay fatum-a v fenoBama yHYTPaLLbUX 1
cnospallbux cuna. AnnuumnparbemM CNOBHUX/HYMePUUYKMX 3HAKOBA U CKane 60jeHOr cnekTpa, aytop
JLO[laTHO BU3EYJTHO U CUMGBOMUYKM YCIOXKHbaBa KoMno3uuuje. HacyMuyHo opabpaHm anu nax/bmeo
MO3MLMOHNPAHWN Y NpoLEecy KOMMOHOBatba OHM CY BULLE €MIeMEHTM NNACTUYKOr npocefea Hero
KOHKpeTHe 3Ha4yerCKO-HapaTUBHe npupoge. Y 0BOM NOCTYMNKY [OHeK/Ie Ce MOXe Npeno3HaTh ofjeK
MOAIePHUCTUYKUX NOETHKA Koje Cy Y YMETHOCT yBene ynotpe6Hu npegMeT U pednekcujy MacoBHe
Npou3BOAHE, CPeACTBa rPaPUUKNX KOMYHUKaLMja, LUTAMNAHUX U €NEKTPOHCKUX Meauja. YTucak je
[la ayTop, jefaH of CBeJlOKa OBOI BPEMeHA XMMep-MoTPOLIAYKOr APYLUTBA, FOTOBO Ha CYNMTUMaH U
nocpeaaH HauMH UPOHU3Yje UAEHTUTET A0NAA/bUBOCTU AM3ajHUPaAHOr NpeaMeTa U 0o6ecMULLIbaBa
UHpopmMaTUBHOCT M GYHKLMOHANHe CTaHJapae heroBe pobHe aeknapauuje. Takohe, aMmbuBaneHTHOCT
u3Mehy HecnyTaHe AMHAMUKE YUCTe MaTepuje, MpopofHe/opraHcke dopMe M aHanUTUYKe nepuenuuje,
ucnporpamMmpaHe cUCTEMaTUUYHOCTH, YCTPOjCTBA rpynucama U 03HayaBaka cafpiku MoryhHocTt
oTBapaha Noce6HoOr npobnemckor nosba. Mpouecn oTKpuBara M3BOPHe U HeNaTBopeHe pusnyke
[LaToCTU [JOHOCE Ca3Hakba Koja HEePETKO NOAJIeXY MHCTPYMEHTANM30BaHOj KesbU YUjU UMNEPATUB je
OCBajame W nocefoBame. Y OKBUPY KPUTUUKM YCMEPEHOT [ pYLUITBEHO-TEOPUjCcKOT U GunosodcKor
OMCKypCca 4ecTo ce roBOpy O HenocTojaky 3awTuheHor npoctopa, npupogaa je cxsaheHa Kao

MOPO3HO TeNO W YaK Kafia je CTakby HEOTKPMBEHOI pecypca OHa je yHarnpes MapKuUpaHu ,pe3epBat
HeeKcnoaTucaHor Kanutana”. EHdopMen je y cBojoj MHULMjanHO] UCTOpUjcKOj dpa3n HacTao Ha 6asu

2 Timothy Morton, Ecology without Nature: Rethinking Environmental Aesthetics, Cambridge: Harvard University
Press, 2007, 113.



W ycnep, UCKYCTBa KaTakiM3Me [lpyror cBeTCKOr paTa - 60/He nocneauLe TaKBOr eKCMaH3MOHUCTUYKOT
LpYLITBEHO-TIONIMTUYKOT [1efI0Batba, Ha Kpaxy UAEosioruja u Hernosepety npemMa ¢popMu, OGHOCHO
npehawwnM MogenuMa eHor CTpYKTypucamwa. OBaj yMeTHUUYKK npaBal ce okpehe HYNTOj Tauku u3
Koje rpaiu HOBY BM3Mjy CBETA U C/IMKE Kao Herose npojekuuje. Ha Koju HaumH je 0Ko yMeTHMKa AaHac
CEeH3UTUBMCAHO 3a NapajioKce U NoTpece Koju 06MIMKYjY KMBOT M AOBOAE Fa A0 rPpaHUYHUX no3uumja?
[la nu caBpeMeHu YOBeK, KOHTAaMUHUPaH peasiHUM U HAMETHYTUM CTPaxoBMMA, U falbe Bepyje y
Ly6ehere u fa npe dopme n nocne dopMe CTOjU BEYHOCT® U CyoUeH ca CynpanvMUHANIHOM TauyKOM
JINYHOT W CBEONLUTEr MOCTojatba penaTuBmusyje Ty 6ecKpajHy BEUHOCT U BULLIE HErO UKaJa LOXMWB/baBa
KOHAYHOCT U3BecHOM? [la N1 je jeanHa BEYHOCT OHA Koja Mojpa3yMeBa OCTaHaK y 6yayhoj HynToj
Tauyku 6e3 MoryhHOCTU fla ce U3 e KpeHe y rpahere HOBOr CBeTa?

Muxauno M. lMeTkoBuh He }enu HUTK My je NpUMapHa CTBapasayka HaMepa Aa U3Heppu rotoee
dopmMynauuje oaroBopa, oH ofbduja NpPeTeHLUO3HY YNOry NponoBeHUKA, yMETHUKA-MPOPOKa Mnu
anoKanuMNTUYHOr NlaMeHTaTopa. YMecTo Tora, yMeTHUK 6upa Aa NMYHOM U npodpecUoHanHOM MUCKjOM
MOHYAM HM3 acoLMjaTMBHUX HaroBelUTaja. boratoM cnMKapcKoM MaTepujoM MponycT/bMBOM 3a
dparmMeHTe aurutanHor fo6a, Metkosuh npegaHo Kpeupa CBOj UMaruHapujym oTBOpEH 3a Aujanor

W pa3NnumnTa YnTama: TKake KOjUM je OQEeHYTO TeNno yHyTpallker COncTea; aMbneMu u 3actaee
HenocTtojeher reorpadckor, KynTypHOr U HauWoHanHor ogpehera, a MNak 6peMeHUTH NOTEHLUUjaNnoMm
yHUBep3asiHe uaeHTUdUKaLmje; apxeTUNCcKyU 06auLM M TOTEMU HEMO3HATOr KyNTa eBouMpaHu y 6a3u
KONEKTUBHOI HECBECHOT; MOHYMEHTanHe LefinHe Koje HaNuK CBOjeBPCHUM ONTapCKUM nanama 21.
BEKa BU3YeNIHWUM je3MKOM ancTpaKuuje roBope 0 MapTUpujyMUMa CaBpeMeHOr CBeTa U OHUM TUXUM
CBaKOAHEBHUM MOBPEAAMa, KPTBaMa U YyAECHUM ucLerberbuMa 06UYHOT YOBEKA.

3 Nazap TpudyHosuh, ucto



MUXAWUIIO M. NETKOBUH
(1958, beorpan)

IvnnoMupao Ha QakynTeTy NMKOBHMX yMeTHOCTU Y beorpapy y knacu npodecopa ¥usojuHa
TypuHckor. Maructapcke cryguje 3aspuimo 1986. roguHe kog ucror npodecopa. N3naxe og 1982.
roguHe. Ynax YNYC-a op 1985. rogune. Y nepuopy 1987-1989. 6mo 3anocneH y wkonm ,Byk Kapayuh®
y beorpaay, Kao npodecop NMKOBHOI BacnuTama, a y Toky 2002. npodecop y LKonu 3a gu3ajH y
beorpagy. iupekrop je lMponajHe ranepuje ,beorpan®, op 2007. roauHe. buo je npeacegHuk YnpasHor
on6opa My3eja caBpeMeHe ymeTHOCTM Yy beorpagy 2013-2014. N3narao Ha BeNMKOM 6pojy KONEKTUBHUX
u3nox6u (Oktobapcku canoH, MponehHu u Jecerwu canoH YNYC-a, nsnoxbe y okBUpy BuLe
KPUTUYAPCKMX U KYCTOCKMX CerleKLuja) M caMoCTanHUX U3N0K6M Y 3eMIbU U MHOCTpaHcTBY (HeMauka,
Xonanpauja, ®paHuycka, Utanuja). Jo6MTHMK BULLIE Harpaga 3a JIMKOBHO cTBapanawTeo: Harpaga
Lhetap Jlybappa“- ®akyntet NMKOBHUX yMeTHOCTU ¥ beorpaay, OTKynHa Harpaga MuHucTapcTBa
KynType ca usnoxbe nepcnektuse XI-XlIl, 0TkynHa Harpaga MuHuctapcTBa Kyntype ca u3noxoe
CaMocTanHor cnukapckor cuHpumkata. Cnuke ce Hanase y Konekuujama HapogHor My3eja y beorpagay,
Myseja caBpeMeHe yMeTHOCTU y beorpaay, Kao U y ranepujckuM u NpUBaTHUM KoseKuujama.

CamocTtanHe usnoxobe:

2017. Tanepwuja YK Mapobpon, beorpap

2016. lanepuja caBpeMeHe nuKoBHe yMeTHOCTH, CanoH 77, Huw

2016. lanepuja C. Tpojuue, Pujeka, XpBaTtcka

2015. Anjanor, Fanepuja NMKOBHe YMETHOCTU MOKNOH 36upka Pajka Mamy3uha, Hoeu Cap
2015. Ckynntype n meTanHe cnuke, lpopajHa Nanepuja ,beorpan”, beorpag
2012. Cnuke, KyntypHu uentap Hosu Cap, Hosu Cap

2012. pa¢uke, Nanepuja Npadpuukn KonekTue, beorpag

2009. Cnunke, KyntypHu ueHTap, lleckoBay,

2009. Cnnke, Manu nukoBHu canoH, KyntypHu uentap Hoeu Cap, Hoeu Cap
2009. Cnuke, NlukosHa ranepuja KyntypHor ueHTpa, Bpbac

2009. Cnuke, Tanepuja KyntypHor ueHTpa ,Jlasa Koctuh®, Com6op

2007. Cnuke, Tanepuja YNYC-a, beorpag

2006. Cnuke, Tanepuja JIEK®, IbybmbaHa, CnoBeHuja

2005. Cnuke, Tanepuja PO APTE, Hoeu Cap

2004. Cnuke, lanepuja ,MNepo“, beorpan

2004. Cnuke, Tanepuja HapogHor myseja, Oxpup, MakepoHuja

2003. PagoBu Ha nanupy, Fanepuja paduykn konektus, beorpag

2000. Crinke, CanoH Myseja caBpeMeHe ymeTHocTH, beorpag

1996. Cnuke, Fanepuja JyrocnoBeHCKOr KyNTypHOT LEHTpa, Napus

1995. Cnuke n yptexn, Nanepuja 3BoHo, beorpan

1994. Cnnke, lanepuja YNYC-a, beorpag

1992. lptexn n konaxu, Nanepuja Npaduukm Konektus, beorpan

1991. Cnuke, lNanepuja AHppuheB BeHau, beorpan

1990. Crinke u Konaxu, Nanepuja BusyenHe komyHukauuje, beorpap,

1989. Cnunke, Nanepuja KonapueBor HapogHor yHuBep3uTeTta, beorpan
1986. Cnnke - maructpacka msnox6a, lanepuja ®akynteta NMKOBHUX yMeTHOCTH, beorpapg,



be3 HasuBa, 2008, yibe u akpun Ha nnaTtHy, 186x130cm

Untitled, 2008, oil and acrylic on canvas, 186x130cm



be3 HasuBa, 2018, yibe u akpun Ha nnatHy, 105x70cm

Untitled, 2018, oil and acrylic on canvas, 105x70cm
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be3 Ha3uBa, 2020, yibe u akpun Ha nnatHy, 100x120cm
Untitled, 2020, oil and acrylic on canvas, 100x120cm
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be3 Ha3uBa, 2019, yrbe 1 akpun Ha nnatHy, 120x100cm
Untitled, 2019, oil and acrylic on canvas, 120x100cm
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Untitled, 2019, oil and acrylic on canvas, 110x120cm
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be3 Ha3uBa




be3 HasuBa, 2020, ymbe n akpun Ha nnatHy, 105x70cm

Untitled, 2020, oil and acrylic on canvas, 105x70cm
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be3 Ha3uBa, 2020, yibe u akpun Ha nnatHy, 130x95cm
Untitled, 2020, oil and acrylic on canvas, 130x95cm
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oil and acrylic on canvas, 120x110cm

Untitled, 2019,




be3 Ha3uBa, 2021, yibe n akpun Ha nnatHy, 80x110cm

Untitled, 2021, oil and acrylic on canvas, 80x110cm




be3 Ha3uBa, 2021, yibe n akpun Ha nnatHy, 100x115cm

Untitled, 2021, oil and acrylic on canvas, 100x115cm
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be3 HasuBa, 2021, yibe u akpun Ha nnatHy, 105x120cm
Untitled, 2021, oil and acrylic on canvas, 105x120cm
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Untitled, 2021, oil and acrylic on canvas, 105x120cm




be3 HasuBa, 2022, yrbe n akpun Ha nnatHy, 110x90cm

Untitled, 2022, oil and acrylic on canvas, 110x90cm



be3 HasuBa, 2022, yrme 1 akpun Ha nnatHy, 105x120cm
Untitled, 2022, oil and acrylic on canvas, 105x120cm



be3 HasuBa, 2022, yrme n akpun Ha nnatHy, 120x105cm

Untitled, 2022, oil and acrylic on canvas, 120x105cm



be3 HasuBa, 2022, yrme 1 akpun Ha nnatHy, 105x120cm
Untitled, 2022, oil and acrylic on canvas, 105x120cm




be3 HasuBa, 2022, yrme 1 akpun Ha nnatHy, 105x120cm
Untitled, 2022, oil and acrylic on canvas, 105x120cm
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Untitled, 2023,




be3 HasuBa, 2023, yme n akpun Ha nnatHy, 150x120cm

Untitled, 2023, oil and acrylic on canvas, 150x120cm



be3 Ha3uBa, 2023, yibe u akpun Ha nnatHy, 100x80cm

Untitled, 2023, oil and acrylic on canvas, 100x80cm
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be3 HasuBa, 2023, yie 1 akpun Ha nnatHy, 130x85cm
Untitled, 2023, oil and acrylic on canvas, 130x85cm



Miroslav Sapundzi¢

PAINTINGS
Mihailo M. Petkovic

For more than 40 years, the creativity of Mihailo M. Petkovic in its continuity has been a significant
segment of the contemporary art scene which is primarily devoted to the phenomena of the image
and its expressive pictorial values. Although the artist’s oeuvre also includes work in the field of
sculpture, collage and printmaking, his main media preoccupation is painting where he articulates
a dominant poetic line of activity and production. Petkovi¢’s stylistic stream was to a large extent
determined during his formative years while studying at the Academy of Fine Arts in the class of
Prof. Zivojin Turinski. The heritage of Art Informel, the experience of and contact with the abstract
painting of impasto-relief characteristics, also a characteristic of Turinski’s artwork, was fertile
ground for the development of a creative vitality that Mihailo M. Petkovi¢ would formulate into

his personal and recognizable visual codes. However, it is not about appropriating pre-existing and
already confirmed matrices, as “Art Informel is neither a school nor a direction that has its own
canonized program which would bind and strengthen the style”, wrote Prof. Lazar Trifunovi¢, with
the concluding statement “it is an understanding of the world on the broadest philosophical basis
that manifests the most diverse artistic expressions (..), it is the spiritual song of space and the
celebration of matter, it is the conviction that before form and after form stands eternity”.! Neo-
Art Informel would be one possible determinant and the broadest framework if we were to position
and contextually define Petkovi¢’s painting from an art historical perspective. In this case, and
according to the still valid and applicable observation of Trifunovi¢, it is more about similar views
and fluctuations of a certain “understanding of the world” unrestricted by space and time relations,
about encounters in the process of immersion into the fabric of the carriers of artistic matter, about
perception of the often cyclical natural and civilizational flows that lead to the overlapping of the
observer’'s-artist’s visions - of the past, present and those whose time is coming.

At the exhibition in the Sales Gallery Beograd, recent works of a larger format are showcased which
are logically connected to the authorial concept built and cultivated during the previous decades.
With almost every new work, within the realm of the traditional understanding of painting, the
artist constructs tense relations between the classical format of the canvas and the tendency of the
plastically exuberant compositions to break away into space making their own organically shaped
self more visually powerful and tactile. He harmonizes two principles, or insists on the tensions of
their contacts, confrontations in the form of superimposition of several different visual themes.

! Lazar Trifunovi¢, “Art Informel, Young Painters of Belgrade”, Kultura, Belgrade, 1962, in: Yugoslav Painting Sixth
Decades. Yugoslav Art of the 20th Century, Museum of Contemporary Art, Belgrade, 1980, 45.



Namely, he thoughtfully organizes surfaces by placing and stacking horizontal and vertical planes of
geometric or irregular shape, as well as strip-like parts, separating them with different colors, linear
cuts or profiling. On the other hand, this rationally conceived visual architecture of forms and masses
is decomposed by the expression of tearing and splitting their surfaces, by free gesturality, element
of chance and spontaneous leakage of colored layers. Dark, brown and earthy tones, like a chromatic
paraphrase of the slow eonic duration of geological history, often contrasts sonority and dynamics
of flashes of red, yellow, orange, blue or white. The effects of these dialogues vary in intensity from
the explosive collision of two worlds, through the exciting contrast in putting planes together until
the state of homogenized and cooled colored magma. Using acrylic paints, thick oil pastes, different
materials and objects in the painting process - coarse fabrics, cardboard with flat or wavy ribbed
surfaces, ropes of different thicknesses, newspapers - textures are layered and rich volumes are
created as notes of frozen states of the metamorphosis of the image into a wall object. Stitches, a
dominant leitmotif of the artist’s visual orthography, in some works multiplied so as to go into the
depth of the surface gap, emphasize the drama in anticipation of outcome between the “restoring”
of the body of the image and the swelling that leads to the rupture of the stitches, thus opening
the “wound” and showing its exposed inner content. This artistically materialized spasm induces

the viewer’s attention and awakens a feeling of uncertainty in the perception of the relationship
between strength and fragility, struggle for the maintenance of existence and conciliatory surrender
to the fate and the action of internal and external forces. By applying alphabetic and numerical
characters, as well as the scale of the color spectrum, the artist additionally makes the compositions
visually and symbolically complex. Randomly selected but carefully positioned in the composition
process, they are more elements of a plastic artistic approach than of a specific meaning-narrative
nature. This procedure can to some extent be recognized as an echo of the modernist poetics that
introduced a utility object and a reflection of mass production, means of graphic communication,
printed and electronic media into art. The impression is that the artist, as a witnesses to the

time of hyper-consumer society, almost in a subtle and indirect way ironizes the identity of the
attractiveness of the designed object and renders meaningless of the informativeness and functional
standards of its product declaration. Also, the ambivalence between the unrestrained dynamics of
pure matter, natural/organic form and analytical perception, programmed systematicity, organization
of grouping and labeling holds the possibility of opening special problem field. The processes of
discovering the original and unadulterated physical reality bring knowledge that is often subject to
instrumentalized desire whose imperative is to conquer and possess. Within the critically oriented
socio-theoretical and philosophical discourse, it is often spoken of the absence of a protected

space, nature is understood as a porous body and even when it is in the state of an undiscovered
resource, it is pre-marked as a “reserve of unexploited capital”.? In its initial historical phase, Art
Informel emerged from the painful experience of the cataclysm of World War Il as a result of such
expansionist socio-political activity, from the collapse of ideologies and other systems and distrust

2 Timothy Morton, Ecology Without Nature: Rethinking Environmental Aesthetics, Cambridge: Harvard University
Press, 2007, 113.



towards the form, i.e. previous models of its structuring. This artistic movement turns to the zero
point from which it builds a new vision of the world and the image as its projection. In what way

is the artist’s eye today sensitized to the paradoxes and upheavals that shape life and bring it to
borderline positions? Does modern man, contaminated by real and imposed fears, still believe in the
“conviction and that before form and after form stands eternity”™ and faced with the supraliminal
point of personal and universal existence relativizes that endless eternity and more than ever
perceives finitude as certain? Is the only eternity the one that implies remaining in the future zero
point without the possibility of leaving it in order to build a new world?

Mihailo M. Petkovi¢ does not want, nor is it his primary creative intention, to give finished
formulation to these answers, he rejects the pretentious role of preacher, artist-prophet or
apocalyptic lamenter. Instead, by perusing a personal and professional mission the artist offers an
endless array of associative hints. Using rich painting material porous to fragments of the digital
age, Petkovi¢ devotedly creates his imaginarium open to dialogue and different readings: the fabric
with which the body of the inner self is clothed; emblems and flags of non-existent geographical,
cultural and national specification, yet loaded with potential universal identification; archetypal
forms and totems of an unknown cult evoked in the base of the collective unconscious; monumental
units, a kind of imaginary altarpiece paintings of the 21st century with the visual language of
abstraction, sublimate the martyrdom of the modern world and those silent everyday injuries,
sacrifices and miraculous healings of the common man.

3 Lazar Trifunovi¢, ibid.
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