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0 umjetnosti mirjane vukadin

antun maracic

Proslo je gotovo pet godina od prerane smr-
ti Mirjane Vukadin (1959.-2010.). Iza nje je

ostao nevelik ali vrijedan opus. Uz Citljivi ta-
lent, njezini radovi sviedo€e intenzivni eticki

angazman. Nacin svog izrazavanja nastoja-
la je uskladiti sa Sirom ili uzom drustvenom

temom koju si je zadala. Htjela je govoriti

o Zivotu i drustvu, ali i sacuvati autonomiju

umjetnosti. Htjela se boriti, ali ne i biti pate-
tina, bilaje idealist, ali krila se pod maskom

karikaturalnog, cini¢nog izri¢aja. Htjela je

biti komunikativna ali ne i podilaziti loSim

ukusima. TeZila je dobrom slikarstvu, ali je

nastojala i ne mahati virtuoznoscu kao ar-
gumentom. U Zelji da izbjegne dopadljivost

pocela je glumiti nespretnost i ruziti svoje

slike. Znala je slikati i preko dovrSenih rado-
va, pri €emu su novi slojevi propustali one

ispod i mjesali se s njima ¢ime se pojaca-
vao koSmarni ekspresivitet njezinih prizora.
Razdirana tako suprotstavljenim porivima,
bivajuci nezadovoljna vlastitim metodama,
praksom i rezultatima, ulazila je u klin€ kon-
tradiktornosti, nastojeci neprestano trans-
cendirati dosegnuto i ostvareno.

lako primjeceno, cijenjeno painagradivano,
njezino djelo jo§ za Zivota se pocelo gubiti iz

vida javnosti. Jer, osim Sto se sama se nije

previSe trudila da izbije u prvi plan, Mirjana

jeimala i duZe pauze u svom radu te mno-
go izbivala iz zemlje. OCito nije bila usmije-
rena na gradnju Karijere, njezino je stvara-
nje bilo plod jake csobne potrebe, no ne i

naglasenog predumislijaja da se dru$tveno

afirmira. Vaznije joj je, €ini se, bilo da se ne-
prestano dodatno obrazuje: osim na ALU

Zagreb gdje je zavrsila slikarstvo, boravila

je kao gost student na Akademiji u Minche-
nu, studirala na Kazali§noj Akademiji u Pra-
gu, zavrsila studij konzervacije i restauracije

u Londonu. Na kraju je teSko oboalila i umr-
la te nakon toga bila gotovo zaboravljena.
Stoga ovom hommage-iziozbom u Forumu

koja se dogada na petu obljetnicu smrti, ze-
limo podsijetiti | upozoriti struku i publiku na

njezin vrijedan rad.

Mirjana nije mnogo izlagala. Imala je sve-
ga dvije samostalne izloZbe, obje u Zagre-
bu, u Galeriji Studentskog centra, 1986. i u

Galeriji Vladimir Nazor, 1991 godine. U sku-
pnim nastupima od 1986. Cesto sudjeluje

na izlozbama grupe ZOOT, Giji je ¢lan. Ri-
je€ je o skupini istomi$ljenika koju uz osta-
le ine Helena Klakocar, Zeljko Zorica, Mi-
lan Manojlovic, Milienko Sekulic...

Clanove grupe veze interes za ludicki i sar-
doni€ni pristup umjetnosti, djeluju multime-
dijski, spajajuci slikarstvo, strip, animirani

film i teatar. Osim u zemlji, Mirjana s gru-
pom viSekratno nastupa i u inozemstvu, iz-
medu ostalog i na vaznim svjetskim izloz-
bama poput Documente u Kasselu, 1987.

U prvoj polovini i sredinom 80-ih, nakon za-
vriencg studija slikarstva na ALU Zagreb i
postiplomskog studija u Pragu Mirjana Vu-
kadin izlagala je figurativne crteze, slike i
malu plastiku, radove zasnovane na nara-
tivnim predloScima cmog ugodaja.

Rije€ je o prikazima Zensko-muskih odnosa,
porodicnih ambijenata i situacija, lajtmotiva
demagoskih govomika s televizora, tortura
i ubojstava. Te je prizore autorica obradiva-
la u osobitoj plasti€koj sintezi koja je spajala
obrasce socrealistiCkog akademizma i cmi-
nu underground stripa.

Naravno, takav spoj rezultira internom stil-
skom dvosmislenoScu u kojoj druga kom-
ponenta djeluje kao ironicna grimasa prve.
Mada sadrze naraciju, ove slike iz svakod-
nevnog zivota nisu jednostavni realistic-
ki prikazi nego autori€inim svietonazorom
obojeni zakljuéci dnevnih zbivanja. Sazima-
juci stvamost u koreografski aranziran de-
talj, kroz alegorijske scene i karikaturalna
pojednostavlienja, Mirjana, ekonomiziraju-
€iizri€aj, razotkriva tamnu sustinu, u tekudoj
dnevnoj praksi zakamufliranih i friziranih so-



cijalnih odnosa, omogucavajuci da se suo-
gimo sa zapanjujuéom jednostavnoscu nji-
hovih posiiedica. Pokazujuci dakle stupidno
doslovnu, profanu scenu ubojstva, perver-
znu demagogiju birokracije, parafrazirajuci
anticku legendu, ona €ini stvamost provid-
nom, mit aktualnim; radikalizirajuci prizor,
svodedi ga na drasti¢an €in, ona jos jed-
nom u svojoj verziji ponavlja neduznu dje-
tinju denuncijaciju carske golotinje. Prizo-
ri na njenim slikama su, dakle, aranZzirane
sceng, sublimacije pojavnosti, a ne neutral-
ni Zanr-prizor.
Takva organizacija jasno ukazuje na vezu s
teatrom 8to je i razumljivo: Mirjana je, dru-
zeci se s mladim, izvaninistitucionalnim
kazali§nim entuzijastimna (Zeljikom Zori-
com, Krunom Mavarom i drugima) kao élan
ogranka Kugla glumista kreirala scenografi-
ju, alii sudjelovala u predstavama. U Pragu
je pak bila na postdiplomskom studiju sce-
nografije, kostimografije i lutkarstva.
Analogno tim njezinim sklonostima i aktiv-
nostima, i njezini se crtani likovi doimaju kao
glumci-demonstratori, &ija je pak ekspresi-
jalica najtedce diskrepantna u odnosu na
geste i radnje koje obavljaju. lako im je po-
nekad (uglavnom na crtezima) naliepliena ti-
piénagrotesknagrimasa, u vecini slu€ajeva
oni suli§eni raspoloZenja, odnosno mimike
koja bi odgovaraia situaciji: $tovise, njihova
licasu katkada potpuno prazna, bez detalja
konkretnih obiljezja, opisanatek kontumom
Iir_\ijom i obajena lokalnom bojom. Protago-
niste koji nagovaraju, zavode, varaju, vrse li
podn95e tortury, obiljezava antipsihologija
irednlev]ekovnih drvoreza u kojima lica muy-
2‘::“31 ubojicaiZrtava, posve indiferentno
nosu na njihova djela i i
clstnost etargnont, o s
) ankolije.

Njihovaodje¢a ukazuje nastatusili profesiju,
pokreti su im vige plesni nego Sto upuéuju

nasudjelovanje, uZivljenost, gréili bol. Tako,
na bar naoko besc¢utan nacin, autorica po-
stize distancu, ‘pere ruke' od svjetskog

mraka ili barem krije svoj strah od njega. Na

crteZima gdje, primjereno temi, dominira cr-
nilo, kao fond na kojemu iskri izolirana bijela

linija (kao na drvorezima ili linorezima) pro-
stor je ‘apstraktan’, ispunjen na prvi pogled

tek dekorativnom teksturom, poput one s

brojnih primjera neoekspresionistickih tvo-
revina. Pomnija opservacija, medutim, ot-
kriva da se radi o specifi€noj ‘rentgenskoj’'
snimei magnetskih silnica koje svojom ja-
com ili slabijom koncentracijom i usmjere-
noScu na pojedinim mjestima podcrtavaju,
odnosno dodatno objasnjavaju atmosfe-
ru prizora. U autoportretu te prikazu zavo-
denja i prevare, te ‘silnice' naprosto ozna-
€avaju skrutnutu tvar pogleda; oéi poput

reflektora siju svietlosni snop koji pogada

predmet interesa. Dok u crtezima fond plo-
he kao | gustoca crmila ima funkciju dopune

predloZenog dogadanja i ugodaja, u slika-
ma (primjerice u ‘Medeji’) pozadina dieluje

oponentno radnji. Prostor je konkretan, toje

ambijent kuhinje s inflacijom minuciozno or-
namentiranih i stilizirano nabrojenih detalja

tapeta, tepiha, plodica i sliénih kuénih mu-
strica. Pritom kolorit direktno oponira krvo-
lo€nom zbivanju. Dok su lica bezliéna pro-
stor je Saren, slasti¢arsko plavih, ruZi¢astih,
Zutih, zelenkastin nijansi. Izjednaceni tona-
liteti medusobno se ponistavaju €ineci rav-
nomjeme vibracije, bez dramatskin kontra-
sta. Ekspresija kratkih, titravih poteza kroz
koje prosijavaju podiozeni siojevi, lokalizira-
na e konturama koje opisuju pojedine pred-
mete polja. Moglo bi se reéi da je u nekim,

stilski ‘dovrSenijim’ radovima njihoy ekspre-
sionisticki predznak prili€no sporan; izraz
se naime zasniva na napetosti koja se rada
izopozicije temei plastickog riesenja, dakle
na striktno duhovnom planu a ne na dosloy-
noj razmahanosti poteza i boje ili na Zestini
geste prikazanih figura.

Temu i nacin svog slikarstva, Mirjana je bez
ikakvog medijskog konflikta produZila i u
minijaturni kiparski oblik. U trodimenzio-
nalnim strip-nizovima malih figurica, ona je
s jos opustenijom duhovitoScu zaokruzila i
sazela pri€u o poradici, drzavi | umjetnosti.
U lezemoj obradi, ti su duhoviti ansambli sa-
cuvali dovoljno jasnu aluziju na kuénu ukra-
snu figuricu, kao i na one s vien€ane torte,
na idilicénu naraciju bozZiénih jaslica s jedne,
te na politicki spomenicki ki€ s druge stra-
ne. Parafrazirajuci sve to Mirjana je uspjela
izolirati zajednitki nazivnik tih mikroimakro
drustvenih modela.

Na izloZbi se nalazi i jedna trodimenzional-
na verzija autori¢inog lajtmotiva TV apara-
ta. U okviru ekrana starog tipa televizora iz
60-ih godina 20. stoljeca, smjestene su sit-
ne figure koje tvore obiteljsku grupu i su-
perponiranog govomika za mikrofonom, fe
‘ornamentalni’ okvir razbacanih ljudskih tie-
lesa. Nastac poéetkom 90-ih taj rad, i§k°
naoko ne odudara od tematskog kontinu-
iteta, dobiva novu dimenziju, neposrednu
referencu na zapoGeta ratna zbivanja u Hr-
vatskoj.

U slikama nastalim krajem 80-ih i na 5?‘
mom poéetku 90-ih, uz neke novosti, Mir-
jana uglavnom zadrzava svoju standardnu
tematiku i registar motiva, no na for.ma|'
nom planu dogadaju se znatne promjene-
Bududi da je evidentno smanjena autoric”
na distanca, a pojatan emocionaini anga”

Zman u odnosu na slikane sadrzaje, slika je
sada zamr$enija i ‘mutnija’, potenciran je
ekspresivni element apstraktne geste koja

mimikrira figurativni predtekst. Promijenje-
na je i procesualnost izvedbe. Sada su to

redovno dvo- ili viSeslojne slike, bilo da au-
torica koristi podloge ranijih radova iji sa-
drzaji probijaju ispod novih slojeva, bilo da
izri€ito koncipira suprostavljanja ili mijesa-
nja vise planova. U tom smislu osjec¢a se

ponekad i pregrevito nastojanje da se

izbjegne stilska tipicnost, zadatost i jed-
nosioznost. Kompleksnost problema koje

iznosi, autorica zeli popratiti adekvatno

kompleksnim postupkom. Pritom ona in-
tenzivira (vec od ranije u naznakama prisut-
ne) partije ‘rentgenskih’ snimki unutrasnjih

sadrzaja, znaCenja i ugodaja koji sustinski

obiljezavaju prikazane situacije. Rije¢ je o

vizualizaciji duhovnih naboja apstraktnim

Zznacima, tako da gestuainost uz krhotine fi-
gurativnih predlozaka €esto tvori dominan-
tni prvi plan na racun nekadasnjeg fizicki

jednoslojno prikazanog prizora.

Takoder, za razliku od ranijih svijetlih i otvo-
renih, disciplinirano lociranih bojenih parti-
ja, sada prevladava tmasti, ‘prijavi’ i (kako je

sama autorica govorila) ‘krepani’ kolorit koji

dodatno naglasava karakter motiva. Primje-
rice, motiva supruznika u fizickom sukaobu,
u sobnom ambijentu kojeg kontaminira TV

ekran svojim porukama. lli pak ljubavnika

koji ‘grabe’ energiju iz naturalisticki karnal-
nog simbola srca, dok njihova tijela s otisci-
ma ranijih dodira odvaja neka sila, vizualizi-
rana u obliku linija-uzda.

Nadalje, tuje i usnuli par u krevetu prekriven

nemirnim pikturalnim rasterom koji ¢e su-
gerirati situaciji oponentni 'Sum’' kao stvar-
ni atribut stanja.

Gigantski portreti violentno su podslika-
ni i prozeti gustim spletom boje i poteza
koji takoder indiciraju unutrasnja zbivanja.
lako, naravno, prvenstveno osobni, tema
i modus njezina iznoSenja zasigurno ne
ostaju zatvoreni u sferi slikari€ine privatno-
sti. Upoma angaziranost u iznoSenju teSkih
sizeja kao i odricanje od vizualne zavaodijivo-
sti izraz je stvame, makoliko naivno-roman-
tine etinosti ove umjetnice. Insistiranje na
ruznoci, odnasno antiesteticii svojevrsnom
naturalizmu, u spomenutoj etiénosti nalazi
svoj vrednosni kontrapunkt i kompenzaciju.

Takoder, iz danasnje perspektive gledajuci,
imajuci u vidu godine nastanka tih radova
koji polaze od vlastitih iskustava i osje¢anja
svijeta, bez namjere da simplificirano ilustri-
raju aktualna zbivanja, mozemo konstatira-
ti da su ih ipak, ma koliko posredno, viemo
registrirali pa i predvidjeli.

Tako to djelo, osim sto iskazuje intimnu dra-
mu same autorice, potvrduje svoj univerzal-
ni znacaj vrijednog svjedocanstva trenutka
u kome se dogodilo, sadrzavajuci istodob-
noislutnju tragedija koje su kasnije uslijedile.

Glava andela | Head of an Angel
oko | ca 1990.

obojeni gips | painted plaster
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Osveta | Revenge
oko | ca 1988.

ulje na platnu | oil on canvas
202 x 148,5 cm

the art of mirjana vukadin

antun maracic

Almost five years have elapsed since the
untimely death of Mirjana Vukadin (1959-
2010). She left an oeuvre that is not large,
but very valuable. Her works evince not
only talent, but a clear and vigorous ethical
commitment. She did everything to make
the manner of her expression consistent
with the broader or narrower social theme
that she had set herself. She wanted to
speak about life and society and yet at
the same time preserve the autonomy of
her art. She wanted to fight, without over-
emotionalism; she was an idealist, but wore
the mask of a caricatural and cynical idiom:;
she would be communicative, but without
currying to poor taste. She aimed at good
painting, but did not want to brandish her
virtuosity as backing. In order to steer clear
of mere eye-appeal, she started to act
out clumsiness and to uglify her paintings.
She would sometimes paint over finished
works, the new layers letting those beneath
through and mixing with them, heightening
the nightmare expressiveness of her
scenes. Torn by such conflicting urges,
being discontented with her own methods,
practice and result, she got into a clinch
of contradictoriness, incessantly trying to
transcend the achieved and accomplished.
Although it was noticed, appreciated
and even rewarded, her work began to

slip out of sight of the public even during
her lifetime. Apart from not caring all that
much to be in the limelight, Mirjana also
had long hiatuses in her work, and would
often be out of the country. She was clearly
not oriented to making a career. Her work
was the fruit of insistent personal need,
but not of any premeditated plan to make
her name in society. More important for
her was to keep up with her education;
as well as at the Academy of Fine Arts in
Zagreb where she got a BFA in painting,
she spent time as a guest student at the
academy in Munich, studied at the dramatic
arts academy in Prague, completed a
course in conservation and restoration
in London. In the end she fell seriously ill,
died, and was subsequently practically
forgotten. Accordingly, through this tribute
exhibition in Forum, taking place on the fifth
anniversary of her death, we want to remind
the profession and the general public of her,
draw attention to her very worthwhile work.
During her lifetime, Mirjana did not exhibit
much. She had in all two solo shows, both
in Zagreb, in the Student Centre Gallery in
1986 and in the Vladimir Nazor Gallery in
1991. From 1986 she frequently took partin
collective exhibitions of ZOOT, of which she
was member; this group was composed of
people who had the same approach, such

as Helena Klokogar, Zeljko Zorica, Milan
Manojlovic and Miljenko Sekuli¢. They were
connected by their interest in a playful and
sardonic approach to art; they worked in
multimedia style, combining painting, comic
strip, animated film and theatre. Mirjana and
the group appeared several times abroad as
well, including in important exhibitions like
Documenta in Kassel, in 1987.

In the first half and in the mid 80s, after
completing her course in painting at
Zagreb’s art academy, and her post-grad

stint in Prague, Mirjana Vukadin exhibited

figurative drawings, paintings and small-
scale sculptures, works based on narrative

originals of a dark mood.

These were reviews of male and female

relationships, family situations and settings,
leitmotifs of ranting speakers on the

television, of torture and murder. These

scenes, she treated in an idiosyncratic

sculptural synthesis that melded the

patterns of the socialist-realist academic

approach and the darkness of underground

comic strips.

Naturally, such a blend resulted in

internal stylistic ambiguity, in which the

second component worked as an ironic

grimace of the first. Although they contain

narration, these images of everyday life

were not simple realistic depictions but
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conclusions of daily events tinted with
the artist’s worldview. Précising reality
into a choreographically arranged detail,
through allegorical scenes and caricatured
simplifications, Mirjana, economising on her
expression, revealed a dark essence of the
social relations camouflaged and tweaked
in daily practice, enabling us to confront
their consequences with startling simplicity.
Showing thus the densely literal profane
scene of a murder, the perverse demagogy
of the bureaucracy, reworking the ancient
legend she made reality translucent, myth
current; radicalising the scene, reducingit to
the pure drastic act, she repeatedin herown
version the innocent childish denunciation
of the emperor's nakedness. The scenes on
her paintings are arranged, sublimations of
phenomenality, not neutral genre scenes.
This kind of organisation reveals a clear link
with the theatre, which is quite intelligible.
Socialising with young, extra-institutional
theatre enthusiasts such as Zeljko Zorica
and Kruno Mavar, a member of branch of
[the avant-garde satirical theatre] Kugla-
glumiste, she created set design, and also
took part in the performances. In Prague
she did post-graduate studies in set-design,
costume-design and puppetry.

By analogy to these activities, her drawn
figures give the impression of being actors/
demonstrators, whose facial expressions
were mostly widely at odds with their
gestures and the actions they were carrying
out. Although sometimes (mostly in the
drawings) they were given typical grotesque
grimaces, in most cases, they were devoid
ofmood, or any facial expression consistent
with the situation. Indeed, their faces are
sometimes completely empty, without

any details of the concrete characteristics,
described onlybycontourlineandtinted with
local colour. The leading figures that urged,
taunted, cheated, caried out or submitted to
torture were marked by the anti-psychology
of medieval woodcuts in which the faces of
the torturers, murderers and victims, entirely
indifferent to their actions and roles, have
an expression of lethargic absence, even of
melancholy. Their clothing indicates status
or profession, their movements are more
balletic than suggestive of participation,
identification, contortion or pain. In an at
least speciously insensitive manner the
artist achieves a distance, washes her
hands of the darkness of the world or at
least hides herfear of it. In drawings in which,
appropriately to the theme, blackness
dominates, as a background against which
glint white lines in isolation , as in woodcuts
or linocuts, the space is abstract, filled at
first glance with just a decorative texture,
like that from many examples of neo-
Expressionist productions. More attentive
observation, however, reveals that it is
about a specific kind of X-ray imaging of
magnetic forces that, being more strongly
or weakly concentrated and directed to
given places, underline or additionally
explain the atmosphere of the scene. In
the self-portrait and in a scene of seduction
and deceit, these lines of force simply
indicate the congealed substance of the
look; the eyes like spotlights radiate a beam
of light that strikes the subject of interest.
While in the drawings the background of
the surface and the density of blackness
have the function of supplementing the
proposed event and mood, in the paintings
(in Medea, for example) the background

waorks in contrast to the action. The space
is concrete, the setting of a kitchen with its
inflation of minutely ornamented carpet,
wallpaper, tiles and similar kitchen patterns
listed in stylised detail. The colouring
directly contradicts the bloodthirsty actions.
While the faces are faceless, the space is
colourful, with confectioner’s blues, pinks
yellows and greens. The identical tonalities
cancel each other out creating even
vibrations, without any dramatic contrasts.
The expression of short, vibrating strokes
through which the underlaid layers filter
through, is localised with the contours that
describe the individual objects of the field. It
might be said that in some stylistically more
finished works the Expressionist prefix of the
worksisfairly slow. The expression is based
on tension that is born out of opposition of
theme and plastic handling, on a strictly
spiritual level and not on a literal rampancy
of strokes and paint orthe vehemence of the
gesture of the figures presented. Without
any conflict of media, Mirjana extended
the theme and manner of her painting into
the form of the miniature sculpture. In one
three-dimensional comic strip sequence of
little figurines with still more relaxed wit she
rounded off and summed up the story of
family, state and art.

In its leisurely treatment, these amusing
ensembles kept a sufficiently clear allusion
to the ornamental household figurine, and
the little figures from a wedding cake, the
idyllic narration of the Christmas créche on
one hand and political monumental kitsch
on the other. In her reworking of all this,
Mirjana managed to isolate the common
denominator of these macro- and micro-
social models.

Also at the exhibition is one of the three
dimensional versions of the artist's leitmotif
TV set. In the framework of the screen of an
old 60s-type box are little figures making up
afamily group and a superimposed speaker
with microphone, and an ornamental
framework of scattered human bodies.
Created at the beginning of the 90s, this
piece, although seemingly not deviating
from the thematic continuity, acquires anew
dimension of immediate reference to the
beginning of the events of the war in Croatia.
In paintings done at the end of the 80s and
the very beginning of the 90s, with some
novelties, Mirjana on the whole kept to her
standard theme and register of motifs, but
at the formal level there were significant
changes. Very clearly, the authorial distance
from the painted contents has been reduced
and heremotional commitment stepped up,
and so the painting is now more entangled
and blurry, the expressive element of
abstract gesture that mimics the figurative
pre-text is heightened. The processuality
of the working is also changed. Now the
paintings are regularly double or multi-
layered, whether she uses the supports
of earlier works the contents of which
break through from beneath the recent
applications, or whether she has expressly
conceived the opposition or mingling of
planes. In this sense one feels from time to
timeanover-stressedendeavourtoavoidthe
stylistically typified, given and monosyliabic.
She wishes to accompany the complexity
of the problems she is addressing with a
correspondingly complex procedure. Andin
so doing she intensifies the (already present
in some hints) parts of the X-ray images of
internal contents, meanings and moods

that essentially characterise the situations
presented. There is a visualisation of
spiritual charges with abstract signs, so that
the gesturality alongside the fragments of
figurative models often creates a dominant
foreground at the cost of the scene formerly
presented in single layers. Unlike the earlier,
lighter and more open, coloured portions
disciplinedly located, now gloomy, darkm
dirty and as the artist herself said depleted
colours prevalil, additionally backing up the
character of the motif. For example, the
motif of spouses in physical conflict, or in
a room setting contaminated by the TV
screen with its messages. Or a couple of
lovers seizing energy from a naturalistically
camal heart symbol, while their bodies with
the imprints of earlier touches are kept apart
by some force, visualised in the form of lines
orreins.

Then there is the sleeping couple in bed
covered with a restless pictorial grid
suggesting a noise at odds with situation
and yet the real attribute of the state of
affairs.

Gigantic portraits are viclently underpainted
and suffused with a dense nexus of colours
and strokes that also indicate the internal
goings-on. Although, naturally, primarily
personal, the theme and mode in which it is
presented are certainly not enclosed within
the sphere of the painter’s privacy. The
insistent engagementin setting forth difficutt
subjects and the renunciation of visual
charm s an expression of the real ifto some
extent naive and romantic sense of ethics
of this artist. The insistence of ugliness, on
anti-aesthetics and a kind of naturalism,
finds its value-system counterpoint and
compensation.

Also, observing from the current perspective,
bearing in mind the year these works were
created, and their stemming from perscnal
experiences of and feelings about the world,
without any intention of providing simplified
illustrations of the goings-on at the time,
we can conclude that they did, after all,
however indirectly, faithfully register and
predict them.

Thus the work, apart from stating the
intimate drama of the artist herself, confirms
its universalimport as valuable testimony of
the momentin whichit occurred, containing
at the same time a presentiment of the
tragedies that were to ensue.

Bez naziva | Untitled, oko | ca 1985/6.
figurina, obojeni modurit | figurine

painted modurit; visina / height - 9.5 cm
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Medeja | Medea, 1996.

ulje na platnu | oil on canvas

Bez naziva | Untitied, 1985,

Bez naziva | Untitled, 1985.

193 x 145 cm

tus na papiru | ink on paper

195 x 150 c¢m

tus na papiru | ink on paper

163 x 104 cm
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Bez naziva | Untitled, oko | ca 1988. TV 1., 1989.

ulje na platnu | oil on canvas
196,5x 132 cm

akrilik i ulle na platnu | acrylic and oil en canvas
200 x 142 cm

Bez naziva | Untitled, 1991.

TV ekran, figurine, drveni okvir | TV screen, figurines, wooden frame
62,3 x 56 cm
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