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XIX CazuB - XIX Convocation
5-24.07. 2023.

MehyHapopaHa nnkoBHa MaHudecTayuja: “ApT CMMNO3ujym
JaxopwuHa”, cBojum 19. no pefy casmBoOM M3HOBaA je NOTBPAMNA
UMK eHMLY [a je pey O je[HOM Of Haj3HauajHUjUX IMKOBHUX A0-
rahaja oBe BpcTe Kako y Peny6nuum Cpnckoj Tako 1y bocHu n
XepuerosuHu. iaejHn TBopau 1 nokpeTtay ACJ IMKOBHM YMjeTHUK
JNazo CaBuh ynpkoc 6pojHMM 13a30BMMa 1 0BOra nyTa ycrneo je
fa oKynu ymeTHuKe n3: inanje, Tpuke, CeBepHe MakepoHuje,
Cpbuje, Penybnuke Cpncke n bocHe n XepuerosuHe. Y nnogot-
BOPHOj aTMocdhepu Mana HacTajana cy NMMKOBHa fena NioLWHOr 1
MPOCTOPHOT acneKTa. YnpaBo To objeAntbaBatbe 06a cermMeHTa
NIMKOBHE YMETHOCTM OCHOBHa je kapaktepuctuka ACJ no Kojoj ce
1 13[ABaja of OCTanmx CINYHUX MaHudecTauuja.

MnowHe NMKOBHE YMETHOCTI: LipTEX, akBapes, y/be Ha nnat-
Hy, rpaduKa, akpUMK Ha nNnaTHy bune cy y oncepsauuju ymet-
HvKa 13: Hgunje, MagaH Jlan, lpuke: dureHwnje Bacgapu, Adpo-
ante Kapamannu n JaHuca Xpuctaknguca, CesepHe MakegoHuje:
loua boxypckor, AHnte OrtbaHoBCKe, Bnagnmunpa TemkoBa 1
Oumutapa AumntpoBa, Cpbuje: burbane Bykosuh, Jiuguje Tunuh,
3BoHKa Tunuha, CnobopaHa KHexxeBrha n bpaHncnasa Mapko-
Buha, Penybnuke Cpncke n bocHe n XepuerosuHe: HaTtanuje
Linmelue, Munusoja YHkosuha, 3natka [leBuha v Hajmnahe yuec-
HuLe, ctyaeHTa AHactacuje Octojuh.

MpocTopHa NMKOBHa YMETHOCT, BajapCTBO y KameHy 1 ApBe-
Ty, 6rna je 3acTynsbeHa y genvma Bajapa u3 Cpbuje Muxanna
Muropwha, Bajapa n3 CesepHe MakenoHuje CnobogaHa Muno-
weckor n paraHa batnHuha us Peny6bnuke Cpncke, bocHe n
XepuerosuHe.

MapaH Jlan chvikap 13 iHaunje cBojy TMKOBHY NMOETUKY 3a-
CHMBA Ha BEOMa NHBEHTUBHOM YKpLUTaky [aJIeKOUCTOUHE 1
3anagHe mucnu. MNonasehu of fpeBHe, UMBUNM3aLMJCKA jeiHe
o[ HajcTapumjux, XMHAYMCcTUYKe dunosodcke Tpaanumje, ycnesa
[a nonyT ynaHuwwaga objearHN yCMeHO Ka3nBake Befja Ha HaumH
[ia 6pMKIbUBO HUjaHCMPAHWM KOTOPUTOM, 3aCHOBAHMM Ha TaHa-
HUM BaNepCKUM Mpesnas3rmMa TOHOBa MJlaBe KOjoj loAaBatbeM
TOMANX TOHOBA XKYTe U LipBEHE NMOCTUXe Jbybuuacte 1 3eneHe
BPeLHOCTK, ia 61 TOMMO - XNafHUM CAa0AHOCKMMa NpoceBa bene,
XKyTe 1 LpBeHe Y efleMmeHTapHUM obnnuuma omoryhumo csetnoc-
HY TpaHcnoH3nuwjy. bal Kao WTo ce Befe cacToje 13 TPM OCHOB-
Ha fena: camxuTe, bpaxmaHa 1 apaHjaka, Tako ce 1 durypauuja
Ha eroBOM aKpUNMKY Ha nnaTHy: “YpbaHa mutonoruja” cactoju
13 TP fena: IMKOBa NTuLa - nanaraja, BogeHux 6uha - pruba un
pU6ONUKIMX CTBOPEHa 1 JbyACKUX 6Uha - MYLIKNX 1 )KEHCKIMX
nunkoBa. Ha Taj HaumH ce npeja apaHjaka (y JOCSIOBHOM 3Hauery
LyMCKa pacrnpaBa) 3aCHOBaHUX Ha e30TEPUYHIM 3HatbUMa npe-
HOCK y YNaHULIAACKO TyMayere ofHoca bora 1 YyoBeka. YnaHu-
waacku gnjanor MagaH 6puxrbMBo NpeTaye y caBpemeHH, eru-
CTeHLUMjanHo TymauyeHun napagokc otyherba, jep nanaraju cy y
XVIHAYU3MY 1 CMOOJ “BEUYHOT Kpyra”, OfHOCHO HenpecTaHor
cerbema gyuwe. Tako ce “Kpyr KnBoTa” n3jefHavyaBa ca BpeMEHCKMM
TOKOM, C TM Jia CY NPOLLUNIOCT U CafalloCT ornefana 6yayhHo-
cTi, a BygyhHOCT orneAano NpoLIoCTy U CafalbocTy. 3anagy
TeLKO CXBaT/bMBa BeiCKa BPeMeHCKa KOMMOHEHTa, Kog MagaHa
nobuja nrHeapHu, 3anaghayky TOK, jep ce u3 yHrne (nTuue,
npsehe, Nnpupoga) npenasun y ypbaHy cpeiuHy Koja Huje HuLWTa
APYro fO apXUTEKTOHCKa LIYHI1a, C TUM [a Y TOj CpenHN YoBeK
- NojeAViHaL, AOXUBIbaBa NoTnyHo oTyherbe. OHO je 3acHOBaHO
Ha eKCTPOBEPTHVM N MHTPOBEPTHMNM NCKXOSOLWKNM NpoLiecMma
1 cTawuma (cumbonuka 60ja), anv 1 HemocpeaHUM AOXKNBIbajU-

The international art manifestation: “Art Symposium of Ja-
horina”, with its 19th consecutive convocation, once again has
confirmed the fact that it is one of the most significant art events
of its kind both in the Republic of Srpska and in Bosnia and
Herzegovina. The creator and initiator of ASJ, artist Lazo Savic,
despite numerous challenges, managed to gather artists from:
India, Greece, North Macedonia, Serbia, the Republic of Srpska
and Bosnia and Herzegovina. In the fertile atmosphere of Pale,
works of art of one-dimensional and spatial aspects were cre-
ated. Itis this unification of both segments of fine art that is the
basic characteristic of ASJ that sets it apart from other similar
events.

One-dimensional fine arts: drawing, watercolour, oil on
canvas, graphics, acrylic on canvas were observed by artists
from: India, Madan Lal, Greece: Iphigenia Vasdari, Aphrodite
Karamanli and loannis Christakidis, North Macedonia: Goce
Bozurski, Anita Ognjanovska, Vladimir Temkov and Dimitar
Dimitrov, Serbia: Biljana Vukovi¢, Lidija Tili¢, Zvonko Tili¢, Slo-
bodan Knezevic¢ and Branislav Markovi¢, the Republic of Srpska
and Bosnia and Herzegovina: Natalija Cimesa, Milivoje Unkovi¢,
Zlatko Devic¢ and the youngest participant, student Anastasija
Ostojic.

Spatial fine art, sculpting in stone and wood, was repre-
sented in the works of the sculptor from Serbia Mihailo Gligori¢,
the sculptor from North Macedonia Slobodan Miloseski and
Dragan Batinic¢ from the Republic of Srpska, Bosnia and Herze-
govina.

Madan Lal, a painter from India, bases his artistic poetics
on a very inventive crossing of Far Eastern and Western thought.
Starting from the ancient Hindu philosophical tradition, one of
the oldest in terms of civilization, he succeeds in uniting, like
the Upanishads, the oral recitation of the Vedas in a way that,
with carefully nuanced colours, based on subtle Valerian tran-
sitions of blue tones, by adding warm tones of yellow and red,
he achieves violet and green values, in order to enable light
transposition by warm - cold ratios of white, yellow and red
sieves in elementary forms. Just as the Vedas consist of three
basic parts: Samhita, Brahmana and Aranyaka, so the figuration
on his acrylic on canvas: “Urban Mythology” consists of three
parts: figures of birds - parrots, water creatures - fish and fish-
like creatures and human beings - male and female characters.
In this way, the idea of Aranyaka (forest discussion in the literal
meaning) based on esoteric knowledge is transferred to the
Upanishadic interpretation of the relationship between God
and man. The Upanishadic dialogue Madan carefully translates
into the modern, existentially interpreted paradox of alienation,
because in Hinduism parrots are also a symbol of the “eternal
circle”, i.e. the constant migration of the soul. Thus, the “circle
of life” is equated with the passage of time, with the fact that
the past and the present are mirrors of the future, and the future
is a mirror of the past and the present. The Vedic time compo-
nent, which is difficult for the Western world to understand,
with Madan acquires a linear, Western flow, because it moves
from the jungle (birds, trees, nature) to an urban environment
that is nothing but an architectural jungle, with the fact thatin
that environment a man - individual experiences complete
alienation. It is based on extroverted and introverted psycho-
logical processes and states (symbolism of colours), but also
immediate experiences of the world around us (contemporary
means of communication that increasingly distance people




Ma cBeTa oKo cebe (caBpemMeHa cpeAcTBa KOMYHMKaLmje Koja cBe
BuLIe MehycobHo ynarbaBajy rbyae - KpoBoBU Kyha ca aHTeHama).
MebhyTum, naeja aBatapa OLHOCHO OTENIOB/bEHA HOXKAHCTBA Y
YOBeKY 1(N1n) XKMBOTUHW, KOA MagaHa je cagpaHa 1 OgpakeHa
y Jby6aBy, LOLMPY MYLLKOT U eHCKOr npuHumna. Cranare Buw-
Hya 1 KpuwHe 3a MagaHa je NoTNyHO camo Kpo3 jby6aBHM UMH
MyLLIKapLa 1 >KeHe YMmMe ce y BENNKOj Mepu Npubnvxasa 1 cy-
dwjckoj MmcTnukoj Tpaamuumju. Oannohere 60xaHcKe by6aBy
je yoBek, anu 3a MapaHa To je Yosek y cBeBpemeHOCTU. Y ca-
JalWHOCTK, Taj YOBEK je Y MoTpasn 3a UCKOHCKOM cBeTiowhy
Jby6aBU - CYreCTUBHM 1 CHaXKHW MPOCEBYU XKYTe U HEXHU JoAnpP
pYyKy Koje Mehyco6HO Merbajy 60je y MoTnyHOCTV NoTBphyjy
OBaKBO CXBaTahbe ayTOPOBE HakaHe fia NpeACTaBy HerpecTaHu
Kpyr KpeTarba Kao BeUYHY NoTpary 3a JbybaBssby.

Mtuua, Takohe onpegmeheHa Kao CBOjeBPCHY HaAerancTeH-
umjanHu peHoMeH BeUHOr BackpcaBama - DeHnKC - OCHOBa je
noeTcke NMKOBHe MeTadpopum3aLmje MPOCTOPHNX KOMMOHEHTH
nejsaxa JaxopuHe y geny akagemuka Munusoja Yukouha.
Pacnerta, cTpaganHa cynbvHa nocmatpaHor npegena oCHOBa je
Ha KOjoj ce y3au»Ke NOETCKM peann3am JIMKOBHOT 1ckasa. MeTa-
dopuzaLmja NMKOBHOT je3rKa je NoTNyHa, palmpeHa Kpuna Kpuk
Ka Heby 1 KpCT rofiroTe, anuv 1 KPCT BacKpCcerba caobpakeHu ca
MWHYLIO3HOM aHa/IMTUUYKOM reoMeTpm3aL|mjoMm CBEAEHOM Kako
Ha cermeHTe 06jeKTa, Tako 1 Ha HenocpeHe NPOCTOPHE KOMIMO-
HeHTe rae ce caMo Hasnpy KOHType nnaHuHe, ynyhyjy Hac Ha
YMETHUKOB KPUK NpoTrB ypbaHm3auuje npupoge. Ha nobyHy
MPOTVB U3rpagHe objekaTa MaCOBHOT CTaHOBaHba Ha BePTHKau
KameHa ycTpemsbeHor Ka Heby. YnpaBo TakBo ogpehetrbe nnaHu-
He omoryhaBa YHkoBuWhy fia Ha GOHY NMKOBHOT je3nKa yrnoTpebom
nasypa, papuHMpaHor, Kpajtbe CynTUAHOT. i NOTNYHO CTyAu-
O3HOr NoTe3a OCTBapW U KONOPUTHE 1 NPOCTOPHE BPEAHOCTH
Koje Bofe Ka CKy/INTypasHOCTK, OAHOCHO Ka NPOCTOPHOj yMeT-
HocTw. Bajap v cnivkap Koju cy ce ogaBHO cpenu y YHKoBuhy oBfie
Cy NOAjeAHaKO u3paxeHwu. bnaro Ha3HavyeHn Kagap cavke y
UM y fokem iecHoMm yriy moryhe je ornefano y Kom ce no-
cmaTpajy. Harnawexa 6enviHa nosagvHe npeTBOpeHa je y noTny-
HV cuM60n BeYHOCTW. Taj “BeYHU cHer” nnm “BeyHa cBeTNoCT” je
npegeo Kom je ynyheH Kpuk. DyHaaMeHT eKCnpecrMoH13Ma,
MYHKOBCKY n3nehe 13 HagpeanHor KibyHa ca 60pAo je3nkom aa
611 0CTao y CBOjOj KPCTONMKOj BEUHOCTHU.

Mpeja dunmckor npetanama, NpeHowema Kagpa y kagap,
OCHOBA je Ha Kojoj YHKoBWh rpaau cBOjeBpCHM Aunjanor n3mehy
pa3riefH1YKOr, NPOTOPeaNICTUYKOr OncepBrparba objekTa u
HFEroBe TpaHcno3uLmje y NoTnyHu IMKOBHM Cy6jeKT. Ha Taj HaumH
He camo fa ce NPOoXUMajy PasnnunTy NIaHOBK, HEro ce ycno-
CTaBJba 1 CBOjeBPCHM Aujanor usmehy akBapena, akpunmka u
rpaduke. [lnjanor ymeTH/Ka Kako ca camym cobom Tako v nna-
HUHe ca HebOM 1 NPOCTOPOM VCMOA ke je NOTMYH. Jla3ypHU HaHOC
O6PVKIbMBO HMjaHCMPaHe NnaBe, ca NPOCeBMMa LipBEHE, Te 0f-
HOCM CBETJIO 1 TAMHO CUBUX 30Ha He caMo Aa Cy y NpoTUBpeYjy
BONyMeHa, Beh cy 1 0CHOBa LieNIoBUTE IMKOBHE MeTadope 3acHO-
BaHe Ha YKpLUTaky NOKPeTHe 1 CTaTUYHe CNnKe, C TUM fAa ce
OTKpVBa 1 nocebaH MPOHMCKIN OTKMNOH 3aCHOBaH Ha M3jefiHava-
Batby OflHOCa CMKa - poTorpaduja. CpofaHY MaejHOCT 3aCHOBaHY
Ha JEKOHCTPYKLMjU NPOCTOPa 3anaxamo 1 Ha Tpehem YHkoBumhe-
BOM pagy, C TuMa fa “civka y canun” nnv Kagap y Kagpy CBojom
napuujanHom konopuTHowwhy “pa3burja” roToBO MOHOXPOMATCKY
cuBy ramy “Beher ekpaHa”..

Heocumbonrzam ca MYHYLIMO3HWM, aHAIMTUYKUM U CTYANO3-
HVMM NOTe30M TeMesb Cy ysba Ha nnaTHy “Mana 6apka” 3BOHKa
Tunuha. TanecoBa murcao: “cee X1Bo 13 Bofe” (omne vivo ex
aqua) ngeja je Boan/ba 0Be CBOjeBPCHE NIMKOBHE CKacke O nope-
Kny unsunusauuje. OgpepHuue “nnasu JyHas”, “lNaHoHcKo mope”
omoryhasajy Tunuhy fja ynoTnyHu cBojy nMKoBHY MeTadbopusauujy
Ha HauViH Aa HaC BOAM Y APEBHE, NLLYe3/ie CBETOBE, MPEeBaCcX0fHO
aHTCKe npoBeHnjeHuuje. NpacnaBeHcKe peun NHL0EeBPOMNCKOr
KOpeHa: Becro, jeApo, YyH jacHO cBefoye O ToMe fa ¢y AHTK
XMBENW Kpaj BeNMKUX BOAA, @ TO €TUMOJOLLKO Y UCTOPUjCKO

from each other - roofs of houses with antennas). However, the
idea of an avatar, i.e. the embodiment of divinity in a human
and/or animal, in Madan is contained and reflected in love, the
touch of the male and female principles. For Madan, the fusion
of Vishnu and Krishna is complete only through the act of love
between a man and a woman, which greatly approaches the
Sufi mystical tradition. The embodiment of divine love is man,
but for Madan it is Man in all times. In the present, that man is
in search of the primordial light of love - suggestive and strong
shades of yellow and the gentle touch of hands that change
colours fully confirm this understanding of the author’s inten-
tion to present a never-ending circle of movement as an eternal
search for love.

The bird, also materialized as a kind of supra-existential
phenomenon of eternal resurrection - the Phoenix - is the basis
of the poetic artistic metaphorization of the spatial components
of the Jahorina landscape in the work of academician Milivoje
Unkovi¢. The crucified, suffering fate of the observed landscape
is the basis on which the poetic realism of the artistic expression
rises. The metaphorization of the visual language is complete,
the outstretched wings of the cry to heaven and the cross of
Golgotha, but also the cross of the resurrection, embodied with
a meticulous analytical geometrization reduced both to the
segments of the object and to the immediate spatial compo-
nents where only the contours of the mountain can be glimpsed,
point us to the artist’s cry against urbanization of nature. On
the rebellion against the construction of mass housing facilities
on the vertical stone aimed at the sky. It is precisely this defini-
tion of the mountain that enables Unkovic¢ to achieve colour
and spatial values that lead to sculpturality, i.e. is to spatial art,
against the backdrop of the visual language using glaze, a re-
fined, extremely subtle, but completely studious move. The
sculptor and the painter who met long ago in Unkovi¢ are
equally expressed here. The slightly indicated frame of the
picture in the picture in the lower right corner is possibly the
mirror in which they are viewed. The emphasized whiteness of
the background has been transformed into a complete symbol
of eternity. That “eternal snow” or “eternal light” is the region
to which the cry is directed. The foundation of expressionism,
in the manner of Munch, emerges from a surreal beak with a
burgundy tongue to remain in its cross-shaped eternity.

The idea of cinematic fusion, of transferring frame to frame,
is the basis on which Unkovi¢ builds a kind of dialogue between
a sightseeing, proto-realistic observation of an object and its
transposition into a complete artistic subject. In this way, not
only different plans are interwoven, but also a kind of dialogue
between watercolours, acrylics and graphics is established. The
dialogue of the artist both with himself and the mountain with
the sky and the space below it is complete. The azure coating
of carefully tinted blue, with hints of red, and the relationship
of light and dark grey zones not only contradict the volume,
but are also the basis of a complete artistic metaphor based on
the intersection of a moving and static image, with the fact that
a special ironic deviation based on equalizing the ratio of im-
ages - photos. A similar idea based on the deconstruction of
space can also be seen in Unkovi¢’s third work, with the fact
that “picture in picture” or frame in frame “breaks” the almost
monochromatic gray scale of the “larger screen” with its partial
colouring.

Neo-symbolism with a meticulous, analytical and studious
approach is the basis of the oil on canvas “The Little Boat” by
Zvonko Tili¢. Thales's thought: “Everything alive from water”
(omne vivo ex aqua) is the guiding idea of this kind of artistic
fairy tale about the origin of civilization. The terms “blue Dan-
ube” and “the Pannonian Sea” allow Tili¢ to complete his artis-
tic metaphorization in a way that leads us to ancient, vanished
worlds, primarily of ancient provenance. Proto-Slavic words of
Indo-European origin: oar, sail, chun, clearly testify to the fact
that the Antes lived near large waters, and Tili¢ skilfully weaves




casHame Tunuh BewTo YyTKMBa Y CBOj rOTOBO POMaHTUYapCKn
JIMKOBHO - NOETCKM MCKa3 O BEYHO] MoBmaou.

3a Bnapumupa TemKoBa cBeT NTuLa U prba je OCHOBa Ha
KOjoj rpafiv CBOj HEOCMMOONNCTUYKN JINKOBHU MUCKa3, C TM [ja
nanaraj - apa, 4obmja MajaHCKU MHTEPNPETAaTUBHY KapaKkTep
cnmbona BaTpe 1 cyHua. MoTBpAy 3a TO Npy»ajy CHaxaH, yne-
YaT/bMB KONMOPWT, YKPLUTEHWN MAaCTYO3HU 1 a3y pPHM HAHOC, LipTau-
K1 NpeLn3HN KOTOPUTHM Nacakun Koju Aajy HeroBom Aeny jacHy
Npeno3HaT/bMBOCT. AyTOPCKYM neyart je cunaH. NobyHa npoTrs
CTpajarba NPUPOAE, heHOT HeCTaHKa, anu 1 HeMupekre ca “ry-
6UTKOM 3aBMYaja” OQHOCHO rHe3fa 1 Nerna jacHU cy ayTopcKu
curHany TemkoBa fia TakBO CTakbe MOpajy Aa ce Mekbajy. Ta anja-
neKTYKa TeXHa 3a MPOMEHOM jacHO je Ha3HaueHa Kpajtbe cyre-
CTVBHUM KOJIOPUCTUYKMM BPpeaHOCTMA

[ybuTak, HanylTake U(nr) NoBpaTak y rHe3fo OCHOBA Cy Ha
KOjoj, y CHaXXHVM emoLrjama, iy 6OKOM CaXkmBIbeHOLWRY yMeTHM-
Ka ca objekTom oncepBaumje, 3naTko fleBuh, Tka CBOjy IMKOBHY
TKaHuLy. [leKOHCTPYKLWja 0bjeKTa 3aCHOBaHa Ha reomMeTpum3aLuju
YKpPLUTEHA Ca NIa3ypPHUM, OPUXKIbUBO HUjaHCMPAHVIM 1 MPEL3HO
BanepcKy MNOCTYNMPaHNM KONOPUCTUYKAM BPeAHOCTMMA, Ha
rnatkoj dakTypu, omoryhasa fia ce objekat rHesfia JOXKVBY Kao
NoNMceMaHTUYKN UCKa3 yMeTHMKa. Haume, y iemy je n ogpas
rHe3fa Kao »UBOTHOT NpocTopa (reomeTpusauuja), jbybasu
(KONOPUCTUYKM aKLLEHTW, @ HAPOUYMTO LiPBEHE), MeCTa OAJ1acKa,
neTay HeMno3HaTo (C1Ba U tbeHe HujaHce). OunrnesHa je MHTeHUMja
YMeTHMKa Ja Ha OBaj HauMH Npefoyn BUILECTPYKUN er3ncTeH-
LWjanHy napalokc CaBpeMeHOr HaurHa XXUBJbeha

MobyHa NpoTuB cTpafiara Npupose, a HapounTo AmMasoHa
OKOCHUUa je curHanmsma Adppoaurte Kapamannu. Je3nukn n
JIMKOBHW 3HaK MPOXEeTU Cy Ha HauMH Aa HenocpeaHo ynyhyjy Ha
NPUMapHN cagp»Kaj aHra>koBaHe yMeTHOCTU. IPOHWjCKM OTKOH
1 N3BECHY KapuKaTypanHOCT 3anaamo y Urpvi peyum v IMKOBHNX
cumbona “AdpopanTa Ha JaxopuHKU” rge ce ayTopka nourparna
3HayerbeM BIaCTUTOT MMeHa.

HenocpepfHo yKpLuTare je3nyKor 1 MIMKOBHOT 3HakKa 3anaa-
Mo 1y uptexnma Nouea Boxypckor. HberoBa onoBka Hocun
acoumjaymjy Ha ctehak BaHAaNCKM MLWapaH, anu 1 Ha Hauky
Knyny rge cy 3anvcaHe popmyne 1 TajHu JbybaBHU 3HaLW.

Kpajtbe peanucTnyaH nprkas nprpoae npy»a ysbe Ha nnatHy
Aumntapa AumuTtposa. 10 y30py Ha pycku peanvsam VBaHa
LLIMWKMHa OH LWYMCKIM MeHep NoCcMaTpa Kao OPraHCcKo jeANHCTBO
CBETNOCTU U CEHKe. Fberos pag y BenMKoj Mepu oxrB/baBa naeje
nepenBuXHMKa ca Kpaja 19-Tor BeKa, a y KOHTEKCTY MOAepHe
KOHLIeNTyanucTuKe 1 caBpemMeHe JIMKOBHe NpoayKuuvje Hyan
3aHVMIBbUBO Bpaharbe Y MPOLWOCT 1 HacTojake Aa ce “pexabu-
nuTyjy” akagemmsam 1 peanusam.

Y ToMm, Kpajhbe peanncTnykom MaHmpy, je n akBapen bpanmnc-
naBa MapkoBwuha, Kojy niieHn CBOj M IMPCKM POMaHTU3MOM.

HappeanucTnukm nocTynak ymeTHUUKOr 06/IMKOBatba 3amna-
»amo kog Hatanuje Lumewwe (PC; buX) n JaHuca Xpuctakmnguca
(Mpuka).

HaTtanwuja Liumelua cecHo ynasu y aHaToMcKy fiebopmaLimjy
TOopeafopa, KOM Hermpa nepcoHanHoCT 1 NOMHOCT (Ayra LpHa
KOcCa Koja 3akflama nuue), a npegmMMeH3noHpaHe pyke Harna-
LIaBajy CBY rpoTecky “ybule parbeHe XunBoTurbe”. Ul buky cy
ofly3eTe MHAMBUAYaNHe KapaKTepuCTKe, Tako fia ce OBe KOMMO-
31LMje Mory carnefaTii U Kao CBOjeBPCHM [UMNTMX KOME je OCHOB-
Ha Tema 6op6a cuna yoBeka n npupoge. Ty cumbonnKy AoaaTHoO
NCTUYE NAOLIAH KONOPUT 3aCHOBAH Ha KOHTPACTMMa MPUMapHUX
60ja.

MopTpeTn Konera mnage cTyaeHTKUbe AHactacuje OcTtojuh
n MagaHa Jlana nocnyxunu cy JaHucy Xpncrakmancy fa noHy-
OV CBOjy BM3Mjy YyoBeka nentupa (MagaHoBa) ctojeha ¢urypay
nokpety 1 fedopmmucaHa NPoOCTopHa KOMMOHEHTa (3aKoLeHa
KoMno3wuumja) CTO Koju NIoBM MOopem 1 fenduH Koju npatu Taj
“6pog” n feBojunLe Kojy Hoce 6anoHum npeko JaxopuHe (cegeha
durypa AHactacmje). Camy “yMeTHUIK je Kao nentup” 1 “mnagoct
netn” Temesb Cy NOIMCEMaHTNYKe Ancnep3uje pasHOBPCHMX

this etymological and historical knowledge into his almost
romantic visual and poetic statement about eternal sailing.

For Vladimir Temkov, the world of birds and fish is the
basis on which he builds his neo-symbolist artistic expression,
with the fact that the parrot - the macaw, acquires a Mayan
interpretative character as a symbol of fire and the sun. Confir-
mation for this is provided by a strong, striking colour, crossed
pastous and azure layers, precise colour passages that give his
work a clear recognition. The author’s seal is strong. The rebel-
lion against the suffering of nature, its disappearance, but also
the unrest with the “loss of homeland”, i.e. nests and broods,
are clear author signals of Temkov that such a situation must
be changed. That dialectical desire for change is clearly indi-
cated by highly suggestive colouristic values.

Loss, abandonment and/or return to the nest are the basis
on which, in strong emotions, with the deep empathy of the
artist with the object of observation, Zlatko Devi¢ weaves his
artistic fabric. Deconstruction of the object based on geometri-
zation crossed with azure, carefully nuanced and precisely
Valerian postulated colouristic values, on a smooth texture,
allows the object of the nest to be experienced as a polyseman-
tic expression of the artist. Namely, it also reflects the nestas a
living space (geometrization), love (colour accents, especially
red), a place of departure, flight into the unknown (grey and its
shades). The artist’s intention to present the multiple existential
paradox of the modern way of life in this way is obvious.

Rebellion against the suffering of nature, especially the
Amazon, is the backbone of Aphrodite Karamanli’s signalism.
Linguistic and artistic signs are imbued in such a way that they
directly refer to the primary content of the engaged art. We
notice an ironic deviation and a certain caricature in the play
of words and visual symbols in “Aphrodite on Jahorina”, where
the author played with the meaning of her own name.

We also notice the direct crossing of linguistic and visual
signs in the drawings of Goce Bozurski. His pen carries the
association of a stechak stained with vandalism, but also of a
school desk where formulas and secret love signs are written.

Dimitar Dimitrov’s oil on canvas provides an extremely
realistic depiction of nature. Modelled on the Russian realism
of lvan Shishkin, he sees the forest plein air as an organic unity
of light and shadow. His work largely revives the ideas of reform-
ers from the end of the 19th century, and in the context of
modern conceptualism and contemporary art production, he
offers an interesting return to the past and an effort to “reha-
bilitate” academicism and realism.

In that extremely realistic manner is Branislav Markovi¢'s
watercolour which captivates with its lyrical romanticism.

We can see the surrealistic process of artistic design in Na-
talija Cimesa’s work (the Republic of Srpska; Bosnia and Herze-
govina) and loannis Christakidis (Greece).

Natalija Cimesa consciously enters into the anatomical
deformation of the toreador, which denies personality and
gender (long black hair that hides the face), and the oversized
hands emphasize all the grotesqueness of the “killer of a
wounded animal”. The individual characteristics of the bull were
also taken away, so that these compositions can also be seen
as a kind of diptych whose basic theme is the struggle between
the forces of man and nature. This symbolism is further empha-
sized by the one-dimensional colour based on the contrasts of
the primary colours.

The portraits of fellow young students Anastasija Ostojic¢
and Madan Lal served loannis Christakidis to offer his vision
of the butterfly man (Madan'’s) a standing figure in motion and
a deformed spatial component (oblique composition) a table
sailing on the sea and a dolphin following that “ship” and the
little girl that is carried away by balloons over Jahorina (seated
figure of Anastasia). The very “artist is like a butterfly” and “youth
flies” are the foundation of polysemantic dispersion of various
views and perceptions from the point of view of the theory of
the reception of a work of art.




rnefarba 1 carfieflaBaka ca CTaHOBMLLUTa Teopuje peuenuuje
NIMKOBHOT Jena.

DOBUCTNYKIN 06NMKOBaHY GUrypYy YCMEPEHY Ha KOHTYPY 1
MaTMCOBCKY Mogenauujy 3ana)amo y MMPCKM, FOTOBO MeCHNY-
KUM oncepBauujama nopogute u xeHe Upurennje basgapu.
WHTeH3MBaH KonopuT, ycmMepeH Ha dneky japkux 6oja, ca 3ao-
LUTPEHUM KOHTPaCHMM, BasiepPCKM TOHOBVIMA TOMAINX U XJTaAHUX
60ja, omoryhasa fia ce npnya o Jby6aBy CXBaTW 1 Kao BULIECTPY-
KO CaO[HOLLEHE KAo LUTO CY: Jbyb6aB My»Ka U KeHe, MajKe U C1Ha,
6pahe, cectapa 1 CJ1. LWUTO, ONET, Ha NocebaH HauMH faje Tomny,
HeXXHy HOTy durypa y nokpety. CBojeBpcHM pebyc: “JaxopuHa’,
Ha CMBOj NMO3aAVHY Na3ypPHU HAHOC ToMKX 60ja y FreoMTPHjCKOj
aHanUTULM CKpuBa OPWKHU OAHOC Majke Npema feTeTy 1 nme
nnaHvHe. JaxopunHa Tako nocTaje ciMbon “Majke nnaHuHe", Koja
yMe fia 3alWTuTh 1 yTewm y Telkum gaHuma. Cegeha urypa u
nnaecauv camo Cy AofaTHa NoTBpAa HEXHOT, TMpPCKor, GoBMCTUY-
Ky MHTOHMpaHor VidureHnjuHor ocehaja Xm1BoTa 1 Herose CHare.

JInkoBHY NpobnemaTuky feKoHCTpyKUuje 1 TpaHchopmaLmje
npocTopa Kao objeKkTa IMKOBHe orcepBaLimje y Cy6jeKkT IMKOBHOT
MCKa3a ca 13pa3uTum ayTopCKMM NeyaTom peluaBarsie Cy JINKOB-
HU ymeTHum: AHnTa OrmbaHoBcKa 13 CesepHe MakedoHuje,
BurbaHa Bykosuh us Cpbuje, Jinaunja Tununh us Cpbuje CnobopaH
KHexxeBuh 13 Cpbuje n mnabaHa AHactacuja Octojuh 13 Peny-
6nuke Cpricke, bocHa 1 XepuerosuHa.

AHuTa OrtbaHOBHCKA IeKOHCTPYWLLE ONCEpPBUPaHM objekaT
- 31 Kyhe ca TpaBHakoM - Ha HauMH [la ra JOBOAV [10 reoMeTpujcke
anctpakuuje, fajyhu my Benvnkn 6poj ceMaHTUYKMX CKIOMoBa
Koju CBaKu No cebu Hoce He camMo pasnnumMTa 3HaueHa Hero Ko-
HOTMPajy 1 Pa3HOBPCHEe acoLmjaTBHE CKNOMOBe. YNpaBo y TOM
npenneTy acoLujaTUBHOT U eMOTMBHOT HAapaTUBHOT C/oja Tpeba
TPaXXWUTW OHY JIMKOBHY €CTETUKY, alu 1 NOETUKY KOjy HOCU OBa
yMeTHMUa y cBOoM “al primo” aHraxmaHny. PabeH “y paxy” weH
aKpUUK NocTaje CBOjeBPCHY OeneXxHVK TaHaHUX JlaMapa AyLue
1 cpua. lNpocseT/beHa 3eNieHa 30Ha iokber naHa omehHeHa Tam-
HUM 6opAaypama, ca bennyactTum 1 [oOpPaHo NPOCBETILEHNM
CErMeHTMMA HUjaHCW XKYTe U LpBEHEe, CBET/IO HapaHLIacTu 1
6nenun okep ToHoBY, oMoryhaBa fia ce Ha pOHY KOMMO3ULMOHe
CTPYKTYpe oapean U Moryhu ofHOC 1 Ipyrux, He Camo apxXuTeK-
TOHCKM YCMepPEeHUX NpocTopa. To 1 TakBo “6eKcTBO” of ypbaHor,
apPXUTEKTOHCKOT MOAEeNa, 3anaamMo ¥ Ha akpuiimKy y Kom AOMK-
HVPajy HUjaHCHU ofHOCK LpBeHe 60oje. Dneka, Na3ypHU HaHOC,
anv BUAJbUBY TPar eHepryHor, 6p3or noTesa, OCHOBA CY Ha KOjoj
AHUTa ycneBa Aa NPrKaXKke HU3 KOHKPETHMX eMOLIMOHATHUNX CTakba
N pacnyioxetba.

lpaduka “CrypeHnua” BumbaHe BykoBuh y enuvueHTpy uma
T3B. “3arOHETHY MaHaCTUPCKY NMIAacTUKY”, OGHOCHO POMaHNYKe
BeXe KOjy Y MNacTuLm OfJ/IMKyje TaHaHW NpenneT KaMeHUX CTPYK-
Typa BEOMa OPUK/bMBO K/eCaHVX U rMavyaHux. Taj poMaHnyku
npeanoxak kog Bykosuhese ce npetBapa y 3acebaH IMKOBHYU
3HaK KOjU HUje camo BepHa penpoaykLmja BuheHor, Hero je BeLu-
TOM LipTaukoM pykom BohyeHU rpaduyukm n3pas. MoHoxpomaTmKa
je “pa3bujeHa” CBETNOCHNM CK/TIOMOBMMA eLloBakba, Mpu yemy cy
no6vjeHn pa3HOBPCHY edeKTY KOjU AOBOAE A0 CAcBUM Apyraumjer
carnepfaBatba BesmKe Cpricke csetube 13 1188. roguHe.

3a Jinpgujy Tununh 6ajkoBUTY, CHOBMAHU NPOCTOP HapoAHe
6ajke, ckacke, NPUMOBETKE, je MCXOAMLLIHA TauKa OKO Koje OHa
TaHaHoO Be3e CBOj NIMPCKY, GONKMNOPHOj HaUBM HajONXKK, IMKOB-
HV nCKa3. HepBHOCT fpBeTa, IMCTa, NPOCTOPa OKO Hhera OCHOBa
CY OKO Koje ce rpaav H13 pa3HOBPCHYKX acoLmjaLnja Tako Aa Ha
FEeHVIM PaOBMMa MOTY [1a Ce Pacno3Hajy UnyCcTpaTUBHIY Cappxajn
yCMeHOT npefama.

Cno6opgaH KnexxeBuh rpaduky: ,Bpeme II” Ha npoctopHoMm
nnaHy Kao 1 Ha pOHy NIMKOBHE TEXHMKE pellaBa Kao yKpLUuTakbe
[lBa NnaHa 1 [jBe TexHMKe akBaTuHTe 1 6akponuca. ELoBarbem,
O[JHOCHO fefloBatbeM KrCesivHe Ha niovy (akBaTuHTa) gobuja
CBET/IOCHE NMPOCEBe Koje Haponyhyje ,owTeherbem” nnove og-
HOCHO ype3uBarbeM (6akponuc) Tako Aa Ce CHaXkHa 1 HarnalleHa
NHMja NCNO/baBa Kao LWyMma, AOK Ce akBaTWHTa yobnnyasa Kao

Fauvist shaped figure focused on the contour and Matisse
modelling can be seen in the lyrical, almost poetic observations
of the family and wife of Iphigenia Vasdari. The intense colour,
focused on a patch of bright colours, with sharpened contrast-
ing, valerian tones of warm and cold colours, allows the story
of love to be understood as a multiple relationship, such as: the
love of husband and wife, mother and son, brothers, sisters,
etc. which, again, in a special way gives a warm, gentle note to
the figures in motion. A kind of rebus: “Jahorina”, on a grey
background, the azure coating of warm colours in geometric
analytics hides the mother’s caring relationship with the child
and the name of the mountain. Jahorina thus becomes a sym-
bol of the “mother mountain”, who knows how to protect and
comfort in difficult days. The seated figure and the dancers are
only additional confirmation of Iphigenia’s gentle, lyrical, Fau-
vist intoned sense of life and its strength.

The artistic problem of deconstruction and transformation
of space as an object of artistic observation into a subject of
artistic expression with a distinct author’s stamp was solved by
artists: Anita Ognjanovska from North Macedonia, Biljana Vukovi¢
from Serbia, Lidija Tili¢ from Serbia, Slobodan KneZevi¢ from
Serbia and young Anastasija Ostoji¢ from the Republic of Srpska,
Bosnia and Herzegovina.

Anita Ognjanovnska deconstructs the observed object -
the wall of a house with a lawn - in such a way as to bring it to
geometric abstraction, giving it a large number of semantic
assembilies, each of which carries not only different meanings
but also connotes various associative assembilies. It is precisely
in this interweaving of associative and emotional narrative
layer that we should look for the artistic aesthetics, but also the
poetics that this artist carries in her “al primo” engagement.
Made “in her fell swoop”, her acrylic becomes a kind of notebook
of the thin veins of the soul and heart. The illuminated green
zone of the lower plan, bordered by dark borders, with whitish
and well-lit segments of shades of yellow and red, light orange
and pale ocher tones, allows to determine the possible relation-
ship of other, not only architecturally oriented, spaces against
the background of the compositional structure. This and such
an “escape” from the urban, architectural model can also be
seen in the acrylic where the nuances of red dominate. Fleck,
azure drift, but a visible trace of an energetic, quick stroke, are
the basis on which Anita succeeds in portraying a series of
concrete emotional states and moods.

Biljana Vukovi¢’s graphic “Studenica” has the so-called
“enigmatic monastery sculpture” in its epicentre, i.e. the Ro-
manesque bond, which is characterized by a thin interweaving
of stone structures very carefully carved and polished. With
Vukovi¢, that Romanesque template turns into a separate ar-
tistic sign that is not only a faithful reproduction of what was
seen, buta graphic expression guided by a skilful drawing hand.
Monochromaticity is “broken” by lighting systems of preserva-
tion, whereby various effects are obtained that lead to a com-
pletely different perception of the great Serbian shrine from
1188.

For Lidija Tili¢, the fairy-tale, dreamlike space of a folk tale,
skaska, short story, is the starting point around which she
delicately weaves her lyrical, folkloric, naive artistic expression.
The vascularity of the tree, the leaf, the space around it, are the
basis around which a series of diverse associations are built, so
that illustrative contents of oral tradition can be recognized in
her works.

Slobodan KnezZevi¢ solves the graphic: “Time II” on the
spatial plan as well as on the background of art technique as a
crossing of two plans and two techniques of aquatint and etch-
ing. By etching, i.e. by the action of acid on the plate (aquatint),
he obtains light reflections, which he complements by “damag-
ing” the plate, i.e. engraving (etching) so that the strong and
emphasized line appears like a forest, while the aquatint is
shaped like a clearing on a mountain. In this way, the object of
Jahorinais transformed into an artistic subject of the landscape,




YMCTVHa Ha NaHUHW. Ha oBaj HauuH ce objekaT JaxopuHe npe-
TBapa y NIMKOBHY cybjeKkaT npenena Koju MmMa u MMarmHaTuBHe
KoHoTaTuBe. [lonnceMaHTUYKO 3HaUYeHCKO NOJbe 0BOj MUHWMjaTy-
pu omoryhaBa fia ce CxBaTy 1 Kao CBOjEBPCHU JINKOBHU XaunKy
nocseheH yHuBep3anHom ogpehety pohera 1 Tpajarba, 04HOC-
HO Kao anoTeo3a »K1BOTa y NPUPOAU U Ca MPUPOAOM.

CryneHT npBe roguHe AJ1Y y Tpebury AHacTacuja Octojuh
CBOjVIM eKCMPEeCUBHUM TPETMaHOM MOTVBa NMOJ0Ba HaroeeLUTaBa
NIMKOBHU TaneHart, fia bu cBeTy JeTnHCTBa, PagoCcTyi U Urpe no-
cBeTuna “MrpaoHuLly Ha JaxopuHu”.

MpocTopHM NMKOBHY 3HaK peann3oBaH Yy 3BOHKOM, TBPAOM,
3a 06pazy Beoma TeLKOM XepLeroBaykom kameHy Muxauvna
Fnuropuha ncTnHCKa je Bajapcka, yMETHINYKA, anoTeo3a CprnKuku.
PomaHTruapckun, enakpooBCKy TOP30, KOju Ce 3aBpLuaBa LWnpo-
KIM, CHaXKHUM BOKOBMMa Kako je LiBnjuh cBojeBpemeHo oapeamno
“pacHor Tuna »eHe [iInHapuaa“, y CBOjOj CUHTE3M je UCTUHCKN
MAACTUYKM 3HAK KOju KOHOTUPA YNOTY 1 CYAOUHY XeHe OBMX
npoctopa. Majka, cectpa, cypnyra, y 61uno Kom CBojCTBY »eHa 1
jecTe 6e3n1uHa, jep y CBOjeBPCHM KaMeHU paM MOXKe [ja Ce yHece
nuK Ma Koje Cprkuibe, 61no fia je pey o jyHakubu Tna MunyHke
CaBuh, Tparnuke xeponHe CTojaHKe Majke KHexxonosbke 1(nn)
cectpe batpuha. PomaHTruKa no cagp»ajy, MogepHa no n3pasy,
CaBpeMeHa Nno CTPYKTYpU, a CBeBpeMeHa No NOETUUYKOM Haueny,
OBa CKYNNTypa ocTaje Kao cBojeBpcHa Mapwja Ha [pkocuma ga
CBOjUM rONMM rpyfAmMMa yaapa v Hajroper AywMaHmnHa, anu 1 aa
3alITWTV M HaXPaHW CBOjY Hejay Kao 6prKHa 1 Nax<sbuBa Majka.

JbyTu xepueroBaukm KameH 3a [paraHa batuHuha je camo
noBoJ Aa Cce CMeflo yXBaTW y KolTal ca “TBpAUM 1 TelKmum”
MaTepujanom, Aa of wera “nctka” dopmy Koja caogHocMma
LWYNJbUHE 1 LieNviHe, FaTKor 1 pobyCHOT, NpeHoCn Npuydy o Cy-
CpeTy CyHLa, KameHa 1 YoBeKa. batuHuhes nnacTnyky 3Hak no
CBOjOj CEMAHTUNYKOj CTPYKTYpW je nonvBaneHTaH omoryhasajyhn
ANCTPUOYLIMjY HWU3a Pa3NNUNTIX aCOLMjaTUBHUX CafjprKaja KOHO-
Tpajyhn yMETHIKOB CTaB ja Camo y CMMOKO031 YoBEKa U MPUPO-
[le, a He y FbeHOM pa3apakby, exe UBPCTY 3anosu bygyhHocTu.

[l pBo Kao n3a3oB noHykasno je Cno6ogaHa Munoweckor
KOjV MpeTeXXHO pafu y meTany, fia NPOHMKHE y OBaj APEeBHN
Bajapcku MaTepujan. Monasehu op cnvparne Kao OKOCHMLE K-
BoTa - [1HK naHau - oH gedopmaunjy maTepujana rpagm Tako Aa
Mory fla ce acouupajy n ¢bunosodckn Tematu nyTa, NyTHUKA U
nyToBama. Takohe, MoXe fa ce KOHOTMPa U Cap»Kaj aHTUYKe
muTonoruje (Mut o OHaHy) Kao LITO MOxKe Aa ce pacrno3Ha u cnu-
panHu Tok boxujer nyTa nspaxeH y KameHoj nnacTmum peHe-
CaHCHUX XpamMoBa. Tako cacBOjeBPCHE MacTUYKe NpeuKaoHuLe,
Mwunolueckm n3paskaBa CBoj CTaB 0 CI060AM O O[HOCY YMETHOCTH,
YMEeTHUKa U YMETHUYKOT AeNa Y AaHalltbeM, Y BeJIMKOj Mepy,
otyheHoM cBeTy.

ap AnekcaHpap - Cawa lpaHguh

which also has imaginative connotations. The polysemantic
field of meaning allows this miniature to be understood as a
kind of artistic haiku dedicated to the universal determination
of birth and duration, that is, as an apotheosis of life in nature
and with nature.

Anastasija Ostoji¢, a first-year student of Academy of Fine
Arts in Trebinje, hints at her artistic talent with her expressive
treatment of floor motifs, in order to dedicate the “Playground
on Jahorina” to the world of childhood, joy and play.

The spatial artistic sign realized in the ringing, hard, very
difficult to process Herzegovina stone by Mihailo Gligoricis a
true sculptural, artistic, apotheosis of a Serbian woman. The
romantic, Delacroixian torso, which ends in wide, strong hips,
as Cviji¢ once defined the “racial type of the Dinarides woman”,
in its synthesis is a truly plastic sign that connotes the role and
destiny of women in these areas. A mother, a sister, a wife, a
woman in any capacity isimpersonal, because the image of any
Serbian woman can be inserted into a kind of stone frame,
whether itis a heroine of the Milunka Savic type /a Serbian hero
from the First World War, Interpreter’s Note/, the tragic heroine
Stojanka, a mother from Knezopolje /a poem by Skender Kulenovic,
Interpreter’s Note/, and/or Batric's sister /a character from “Moun-
tain Wreath” by Njegos, Interpreter’s Note/. Romantic in its content,
modern in its expression, contemporary in its structure, and
timeless in its poetic principle, this sculpture remains as a kind
of Mary on the hill of Prkosi /a poem by Branko Copi¢, Interpreter’s
Note/, to beat the worst enemy with her bare chest, but also to
protect and feed her weakling as a caring and attentive moth-
er.

For Dragan Batini¢, the sharp Herzegovinian stone is only
an occasion to boldly tackle the “hard and heavy” material, to
“weave” from it a form that conveys the story of the meeting
of the sun, stone and man with the proportions of the hollow
and the whole, smooth and robust. According to its semantic
structure, Batini¢’s plastic sign is polyvalent, enabling the dis-
tribution of a number of different associative contents, connot-
ing the artist’s position that only in the symbiosis of man and
nature, and notin its destruction, are solid pledges of the future.

Wood as a challenge prompted Slobodan Miloseski, who
mainly works in metal, to delve into this ancient sculptural
material. Starting from the spiral as the backbone of life - the
DNA chain - he builds the deformation of the material in such
a way that the philosophical themes of the road, traveller and
journey can be associated. Also, the content of ancient mythol-
ogy (the myth of Onan) can be connoted, as can the spiral course
of God's path expressed in the stone sculptures of Renaissance
temples. Thus, all kinds of plastic pulpits, Miloseski expresses
his position on freedom, on the relationship between art, artist
and work of art in today’s, to a large extent, alienated world.

Ph.D Aleksandar — Sasa Grandi¢

IN MEMORIAM

Zeljko Filipovi¢

Sekula Dugandzi¢

Mijat Petronic

Edin Dervisevic Ratko Lali¢




Madan Lal (1964),
Indija,
akrilik, “Urban Mythology”, 160x200
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Milivoje Unkovic (1944),
Bosna i Hercegovina,
akrilik, “Romanija’“, 60x70




Zvonko Tili¢ (1953),
Srbija,
ulje na platnu, “Mala barka”, 100x80




Vladimir Temkov (1959),
Sjeverna Makedonija,
akrilik, “Ptice” 100x100
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Zlatko Devic (1955),
Bosna i Hercegovina,
akrilik, “Gnijezda” 60x80
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Afrodite Karamanli (1958),
Grcka,
akrilik, “Okolina”, 160x120,
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Goce Bozurski (1956),
Sjeverna Makedonija,
crtez, “Skrabart” 70x100
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Dimitar Dimitrov (1973),
Sjeverna Makedonija,
akrilik, “Pejzaz”, 90x70
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Branislav Markovic¢ (1955),
Srbija,
akvarel, “Bez naziva” 29x39
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Natalija Cimesa (1972),
Bosna i Hercegovina,
akrilik, “Toreador”, 100x100
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loannis Christakidis,
Grcka,
ulje na platnu, “Flight within”, 160x120
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Iphigenia Vasdari (1967),
Grcka,
akrilik, “Forma”, 80x60




Anita Ognjanovska (1972),
Sjeverna Makedonija,
akrilik, “Spokojstvo”, 110x90
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Biljana Vukovi¢ (1949),
Srbija,
grafika, “Studenica’, 29x20
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Lidija Tili¢ (1960),
Srbija,
ulje na platnu, “Prolece”, 80x60
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Slobodan Knezevic - Abi (1948),
Srbija,
akvatinta-bakropis, “Vreme II', 18x24
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Anastasija Ostoji¢ (2003),
Bosna i Hercegovina,
akrilik, “Igraonica na Jahorini’, 90x70
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Mihailo Gligori¢ Glisa (1952),
Srbija,
kamen, “Vila", 190x75x45




Dragan Batinic (1985),
Bosna i Hercegovina,
kamen, “Splet”, 172x82x28
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Slobodan Miloseski (1977),
Sjeverna Makedonija,
drvo, “Ponos” 210x43x43
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