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Percinlic

U uvodnim kritickim analizama iz kataloga pos-
tjednih Percinlidevih izlozbi, dosta precizno je
dat opis njegove slike i njegove poetike. Da ne bih
to isto cinio na drukciji, svoj nacin, smatram uput-
nijim te analize produziti i, narocito, "zavrsiti"
cvrscim opaskama i zaktjuccima. Tri opaske
narocito izgledaju neizbezne i bitne.

Prvo, u rasporedu snaga na danasnjoj umetnid-
koj pozornici, Percinlic se istice vrednoscu svoje
slike, ah' i izuzetnoscu, dak izvesnom usamljenos-
du svoga stava. Na pozadini drukcijih, suprotnih
energetskih otkucaja i znacenja, njegov lik je iz-
razit i jasan, I ta okolnost sto je i u ovim godina-
ma ostao veran svome osnovnom ubedenju, pri-
morava nas da zakljucimo da se razvija samo u
rasponu vlastitih protivrecnosti, ne u okviru
odredenih mogucnosti "dominante”. Zatim, da je
slikar koji etiku stvaranja i ucestvovanja razli-
kuje od etike pristupanja i pradenja. Svestan is ti­
ne koju je izrekao jos stari Vinkelman: pratiti
znaci zaostajati (i koja danas izgleda mnogo tac-
nija), on stvara mode ran obrazac slike i utemeljuje
moderan i bi tan tip sHkarske osecajnosti. Time
istovremeno ucvrscuje pluralizam lingvistickih sis-
tema i iskaza, slobodu kao konstruktivni cilj sves­
ti, novi etos i logos umetnickog razvoja.

Drugo, PercinHdeva slika je u funkciji odredene
umetnicke svesti: poverenja u mogudnost cistog,
samosvojnog plastickog medijuma. Zato je i zao-
kupljena sopstvenim krajnjim gramcama, pitanjem
dokle se u sopstvenom redukovanju moze ici.
Svedena je na plasticki sloj kao jedini / distink-
tivni materijalni sloj. Percinlic je stvorio svoje
likovne simbole u odredenoj tipoloskoj i duhov-
noj ska/i — Hniju, boju, oblik i izumeo posebnu
dijalektiku njihovih odnosa, a iznad svega celinu
kao geometrijsku strukturalnu temu. Sastavljena
od nekoliko istancanih elemenata razredene ma­
te rija I nosti — bledosivog, neutral nog tona koji
prelazi u svetlost bez treptaja i prostor; prave,
osetljive tanusne Hnije, krive, koja u paudinasti
formalhi ski op unosi suprotan princip organskog,
neprav'Hnog, talasastog, dak dud/jivog, ritma pos-
tignutog ponavljanjem i menjanjem hnearnog

rastera — njegova slika, minimalna i skupoceno
dista, svedena je dakle na samu tipsku bitnost.
Pojavljuje se u rasponu od blede mirne diago­
nal ne zasecene povrSine, do povrsine krstom pode-
Ijene na detiri kvadrata, Hi do prozracne tektonike
osnovnih geometrijskih oblika. Pri tom ho du po
zici nad nistavHom, stalno medutim postoji jedna
energija, budna, sabrana u din, na strani stvaranja
i zivota: mastovita osetijivost i osecajnost. S jedne
strane ona Perdinlica cuva da ne padne u meta-
fizidki ambis praznine belog platna Hi papira,
a s druge ona tom pustolovinom prepunom iskuse-
nja slid daje nesludeni naboj. I najmanja formalna
promena u meduakciji i ravnotezi suprotnih sila
ima najvece znacenje. Zato se, uprkos tako vaz-
dusastoj telesnosti, graditeljske anabolicke ener-
gije stalno suprotstavljaju isceznudu, razaranju,
katabolickoj energiji. U gnomskoj jezgrovitosti
slike ocigledno je dinamidka usmerenost ka jed-
nostavnosti iza koje stud mo st ozena iskustva,
individualna i epohalna, odnos spojenih sudova
u Kasirerovom smislu reci, izmedu de I a i kulture.
Izjednacenjem sa njenim formalnim minimumom
kao "unutarnjom nuznosdu" i njenim univer-
zalizovanjem kao simbolom, Perdin I id svojoj slid
daje svojstvo pogteda na umetnost i pogleda na
svet. Nastala u takvom dinu, svedena na jedan
jedini materijalan plasticki plan, ona drugi duhov-
ni plan isijava tako intenzivno i pretvara u cisto
znacenje. Upravo u casu njenog eterizovanja i
prelaska u svetlost i prostornost, buknula je nje-
na duhovnost kao vrednost na pocetku i na kraju
stvaralackog cina.

Trece, takva strukturalna tema, sagradena od
svega nekoliko osnovnih elemenata, istovremeno i
vrlo vazna osnovna matrica: cini vidljivom jedan
antropoloski i individualno ukorenjen duhovni
skiop: klasidno. Opet paradoks: jedan "veciti
ideal", kome se umetnost u intervalima stalno
vrada, iskazan je i u novoj "minimalnoj" celini
dijim se podnebljem istina, vise ne setaju Pusenovi
pastiri, ali u kome su ftuidi Pusenove Arkadije
ostali: ravnoteza, simetrija, sk/ad, jasnost, red,
umerenost, preglednost, um sjedinjen s oseda-
njem, iskustvo. Tako je i u jednom krajnje redu-
kovanom geometrijskom obrascu — svedenom na
trag di ma — iskazana "celina svesti" koja prozima
svaki strukturni elemenat. Red je dakle o slid
kao modernoj i mozda neocekivanoj formi klasid-
nog, ukorenjenom pogledu na svet i novoj njego-
voj ekspresiji. Klasidno je u nacinu osecanja, vi-
denja i delanja, u formuli i projektu celine, u
sjaju i diskretnom nacrtu utopije. Zato je ono
Sto na prvi pogled, zbog malog broja elemenata i
providne telesnosti, izgleda kao creatio ex nihilo,
u stvari suprotno: stvarnje iz punode duhovnog.
AH ne stvaranje kao krik — bi Io bi to suprotno
smislu klasicnog — ved kao Sum sveta, krajnje
iskustvo, kontenplativno poniranje i isdezavanju u
njemu.

MIODRAG B. PROTIC



The critical analyses entered in the catalogues of
recent exhibitions of works by Percinlic give a
fairly precise description of both his painting and
his poetics. In order to avoid merely adding my
own version to such analyses, I consider it more
appropriate to elaborate them further and comple­
te them by more substantial comments and
conclusions. Three points in particular should be
emphasized.

To begin with, in the constellation of forces on
contemporary art scene, Percinlic excels not only
by the quality of his work but also owing to his
exceptional, even solitary attitude. Against a
background of different, contrary pulsations and
meanings, he stands out as a distinct and well­
-defined figure. Given the fact that he has rema­
ined faithful to his fundamental belief, one cannot
but conclude that he has developed within the
range of his own contractions and not within the
possibilities of a prevailing concept. It is also
evident that Percinlic is a painter who distinguis­
hes the ethics of creation and participation from
the ethics of joining and following. Being aware
of the truth, articulated by Winkelmann, that
following means lagging behind (an observation
that has gained in accuracy in our time) Perdin-
lic has created a modern picture pattern and has
established a modern type of artistic sensibility.
At the same time, he has been reinforcing a plu­
ralism of linguistic systems and expression, con­
ceiving freedom as a constructive objective of
consciousness, and establishing a new ethos and
logos of artistic development.

Secondly, a picture painted by Perdinlic is in the
function of a specific artistic awareness, a certain
faith in the possibility of a pure, authentic plastic
medium. Therefore it outlines its own ultimate
limits, as it were, raising the question to what
extent it can possibly be reduced. It has been cut
down to the plastic layer as the only distinctive
material layer. Percinlic has created his artistic
symbols (line, colour and form) within a certain
typological and spiritual scale and has invented
special dialectics of their relationship, and, above
all, the totality as a geometrical structural theme.
Consisting of several subtle elements of diluted
corporality, his picture, minimal and pure, has
been reduced to the essential quality of its type.
One of its elements is a pale, grayish, neutral tone
blending into unquivering light and space. Then,
there is the straight, spare, delicate line, and also
a tortuous one that brings in to this framework
quite an opposite principle which is organic, ir­
regular, undulating, even erratic. Finally, there
is rhythm, achived by repetition and change of
linear screen. These picture range from pale, quiet,
diagonal slashed surfaces to surfaces divided into
four fields by a cross, or else to transparent
tectonics of essentia! geometrical forms.

This walking on the tight-rope above nothingness
is sustained by a certain energy, alert and life-
-giving — in other words, an imaginative sensi­
tivity. On the one hand this energy prevents the
artist from falling into the metaphysical abyss
of empty white canvas or paper; on the other
hand, through this challenging adventure, it
accounts for the impact of the picture. Even the
slightest formal change in the interaction and
balance of opposed forces is of immense impor­
tance. Thus, despite such ethereal corporality
constructive, anabolic energy is constantly oppo­
sed to disappearance, destruction and catabolic
energy. In a gnomic succintness of the picture,
there is an apparent orientation towards simpli­
city, but simplicity laden with experience, of both
the individual and the epoch, the work of art
as seen within its cultural context (as has been
pointed out by Cassirer.) By being levelled with
their minimum as an ..internal necessity"and also
being universalized as symbols, these pictures
come to mean a specific outlook on art and life.
Having been created in such a way, and having
been cut down to a single plastic layer, they
nevertheless virtually exude meaning on a spiri­
tual level. At then very moment such a picture
is being etherealized, transcending into light and
spatiality, its spirituality flares up, as the quality
accounting for the beginning and the completion
of every creative act.

Thirdly, such a structural theme, only consisting
of few fundamental elements, also represents a
fundamental matrix: it renders visible the classic
spiritual framework. We face another paradox
here: the "eternal" ideal which art has always
been returning to, has been expressed in a new,
"minimal" entirety. True, we cannot .spot Pous­
sin's shepherds roaming around, but enough is
reminiscent of Poussin's Arcadia: balance, sym­
metry, harmony, order, sobriety, good layout,
ratio united with emotion, experience. Thus,
even in an extremely reduced geometrical pattern,
"holistic consciousness" permeates every struc­
tural element. What we have got here is picture
as a modern and perchance unexpected form of
the classic. It is conceived as a contemporary
expression of a deep-rooted view. The classic
quality within it amounts to a mode of feeling,
vision and operation, the formula and the pro/ect
of the whole, as well as its discreet utopistic
implications. What at first sight appears to e
"creatio ex nihilo" (due to the scarcity of ee
ments and a transparent corporeHty) actua y
turns out to be just the opposite: creation ou
of the very abundance of spirituality. But sue
creation is not an outcry (which would be op
posed to the classic concept) but rather the mU
mur of the world, the ultimate experience,
well as contemplative plunging and disappa en
into it.

Translated by VJERA BALEN -

BIOGRAFIJA

Ljubomir Percinlic roden je 28. 05. 1939. u Ze-
nici. Akademiju za likovne umetnosti zavrsio je
u Beogradu. Radi kao izvanredni profesor na
Akademiji za likovne umetnosti u Sarajevo.

Adresa:
Ljubomir Perinlic
72000 Zenica
Z. odreda 5/XVI
tel. 072 22-693 atelje
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SAMOSTALNE IZLOZBE 

1960. Zenica, Galerija Dorna kulture
1966. Beograd, Galerija KNU
1967. Beograd, Salon KZ
1968. St. Gallen, Galerija SR
1969. Brno, Pserov, Galerija Dilo

Zagreb, Salon ULUH-a
Osijek, Galerija likovnih umjetnosti
Sarajevo, Umjetnicki paviljon ULUBiH-a
Travnik, Umjetnicki paviljon
Zenica, Galerija Dorna kulture

1971. Beograd, Galerija Dorna omladine
Zenica, Muzej grada Zenice

1973. Ostrava, Gradski teatar
1974. Sarajevo, Umjetnicki paviljon ULUBiH-a

Zenica, Galerija Dorna kulture
1975. Zenica, Galerija Dorna kulture
1978. Beograd, Salon Muzeja savremene umet­

nosti
1979. Zrenjanin, Mala galerija
1981. Zagreb, Galerija Spektar

Banja Luka, Umjetnicka galerija
Mostar, Umjetnicka galerija
Zenica, Moderna galerija

1983. Sarajevo, Galerija "Roman Petrovic"
1984. Beograd, Likovna galerija Kulturnog centra
1985. Sarajevo, Umjetnicka galerija Bosne i Her-

cegovine
Zagreb, Galerija Forum

KOLEKTIVNE IZLOZBE.

1962. Sarajevo, Mladi slikari BiH
1964. Sombor, Zenicki slikari
1966. Beograd, Nis, Pristina, Oktobarski salon

Beograd, Generacija 66
1967. Beograd, Zagreb, Oktobarski salon

Beograd, Izlozba ULUS
1968. Beograd, Mladi slikari i vajari

Beograd, Izlozba ULUS
1969. Tjentiste, Sutjeska 69

Beograd, Izlozba ULUS
1970. Beograd, Prolecna izlozba ULUS
1971. Sombor, Trenutak jugoslovenskog slikar-

stva
Beograd, Oktobarski salon

1972. Sarajevo, Peti sarajevski salon
1973. Sarajevo, Sesti sarajevski salon
1974. Sarajevo, Aprilska izlozba ULUBiH

Sarajevo, Sedmi aprilski salon
Sarajevo,'Beograd, Dubrovnik, Umetnost
Bosne i Hercegovine od 1945. do 1947,god.
Sombor, Trenutak jugoslovenskog slikar-
stva

1975. Sarajevo, Collegium artisticum
Sarajevo, Banja Luka, Mostar, Deset go-
dina umetnicke kolonije u Pocitelju
Tuzla, Srajaevo, Beograd, Treca izlozba
jugoslovenskog portreta
Banja Luka, Zenica, Mostar, Sarajevo,
Tuzla
Prostor, oblik
Banja Lukajnternacionalni jesenji salon
Sarajevo, izlozba SULUJ

1976. Beograd, Izlozba zenickih slikara
Tunis, Savremeno slikarstvo BiH
Sarajevo, Collegium artisticum

1977. Banja Luka, Osmi jesenji salon
Beograd, Peti trijenale jugoslovenske li­
kovne umetnosti
Porec, Sedamnaesti anale
Cetinje, Jedanaesti likovni salon

1978. Sarajevo, Collegium artisticum
Poljska (Bidgosc, Lodz, Bitom) Savreme­
no slikarstvo BiH
Sarajevo, Beograd, Umetnost u Jugoslaviji
1970/78.god.
Australija, Novi Zeland, Filipini, Savreme-
na jugoslovenska likovna umetnost
Zagreb, Izlozba ULUBiH
Ferara, Savremena likovna umjetnost BiH
Sarajevo, Izlozba ULUBiH



1979. Mostar, Sarajevo, Izlozba kolonije Pocitelj
Sarajevo, Izlozba ULUBiH-a
Pariz, Dani kulture BiH u Francuskoj
Zenica, Izlozba Drustva likovnih umetnika
Sarajevo, Collegium artisticum

1980. Zenica, Izlozba Drustva likovnih umjet-
nika
Sarajevo, Collegium artisticum
Beograd, Savremena umetnost BiH
Skoplje, Savremena umetnost BiH
Pristina, Savremena umetnost BiH

1981. Sarajevo, Collegium artisticum
Skoplje, 7. izlozba SLU Jugoslavije
Cagnes sur Mer, 13. festival internacio-
nal de la Peinture

1982. Herceg Novi, XV hercegnovski salon
Beograd, Savremeni trenutak likovnog stva-
ralastva BiH
Sarajevo, Izlozba grupe "Prostor — Oblik"

1983. Karlovac, Bijenale akvarela Jugoslavije 81.
Dubrovnik, 5. Dubrovacki salon UGD

1984. Sarajevo, Savremena jugoslovenska likovna
umetnost 1978-1983.
Sarajevo, Savremena BiH likovna umet­
nost 1974-1984.
Pariz, Salon Des Nations a Paris
Gelsenkirchen, Izlozba DLU Zenice
Beograd, Galerija "AZ", kriticari su pred-
lozili
Sombor, Osmi trijenale savremenog jug.
crteza

NAGRADE:

1972. Zenica, Prva nagrada na APRILSKOM
SALONU
Sarajevo, Otkupna nagrada na V sarajev-
skom salonu

1974. Sombor, Nagrada za slikarstvo na izlozbi
Trenutak jugoslovenskog slikarstva

1976. Sarajevo, Nagrada za slikarstvo na izlozbi
Collegium artisticum

1978. Sarajevo, Nagrada za slikarstvo na izlozbi
Collegium artisticum

1979. Sarajevo, Nagrada za slikarstvo na izlozbi
Collegium artisticum

1980. Sarajevo, Godisnja nagrada ULUBiH-a
stvaralastvo u 1979.

1981. Sarajevo, Nagrada Oslobodenja za delo,
za 1981. godinu (Izlozbe u Zagrebu, Banja
Luci, Mostaru i Zenici)

1983. Karlovac, Premija Skupstine opstine Kar­
lovac BAJ-i 83.
Karlovac, Otkupna nagrada BAJ-i 83.

1983. Dubrovnik, Nagrada za crtez, na 5. Du-
brovackom salonu

1984. Zenica, Nagrada DLU Zenica za ukupnu
djelatnost (1974-1984)
Sarajevo, Dvadesetsedmojulska nagrada za
likovno djelo
Sombor, Otkupna nagrada na VIII trije-
nalu savremenog jugoslovenskog crteza

RADOVI NA PAPIRU AKVAREL I CRTEZ
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KOSTA ANGELI RADOVANI
BELIZAR BAHORIC
JOSIP DIMINIC
IVO FRISCIC
RAUL GOLDONI (1919-1983)
STANKO JANCIC
NIVES KAVURIC—KURTOVIC
ZLATKO KESER
EUGEN KOKOT
ANTE KUDUZ
FERDINAND KULMER
IVAN LOVRENCIC
EDOMURTIC
DALIBOR PARAC

f>IME PERIC
OTON POSTRUZNIK (1900-1978)
ZLATKO PRICA
NIKOLA REISER
MARIJA UJEVIC—GALETOVIC
GORANKA VRUS—MURTIC

U GALERIJI FORUM IZLAGALI SU
LES EXPOSITIONS A LA GALERIE FORUM

FERDINAND KULMER
GIUSEPPE ZIGANA
LAZAR VOZAREVld
JOAN MIRO
NIKOLA REISER
EDO MURTld
IVAN LOVRENdld
ZLATKO PRICA
IVO §EBALJ
VASKO LIPOVAC
ANTE KUDUZ
SlMEPERld
ACHILLE PERILLI
OTON POSTRUZNIK
EMILIO VEDOVA
FRANO SlMUNOVld
KSENIJA KANTOCI
STEVO BINldKI
NIVES KAVURld—KURTOVld
RICHARD MORTENSEN
IVO FRlSdld
VIRGILIJE NEVJESTld
MILIVOJE NIKOLAJEVld
LOJZE SPACAL
TONI BENETTON
BO§KO PETROVld
JOVAN SOLDATOVid

JOSIP DIMINld
ANTE JAKld
NIKOLA KOYDL
RAUL GOLDONI
PREDGRAD NE§KOVld
DALIBOR PARAd
PETAR HADZl BO§KOV
BOGDAN BOGDANQVld
ALBERT KINERT
MILE SKRAdld
SPASE KUNOVSKI
BORO MITRldESKI
FADIL VEJZOVld
PIERO TARTICHIO
VLADIMIR STRATA
BELIZAR BAHORld
BRANKO RUZld
GRAFldARI IZ HAMBURGA
SUVREMENI UMJETNICI IZ
SR MAKEDONIJE
MERSAD BERBER
MIODRAG B.PROTld
STANKO JANdld
ANTE KA§TELANdld
ROBERT RAUSCHENBERG
KOSTA ANGELI RADOVANI
OTO LOGO
MILAN KONJOVld

GUALTIERO MOCENNI
LJUBOMIR KARINA
RATKO JANJIC—JOBO
STOJAN dELIC
ISMAR MUJEZINOVld
EUGEN KOKOT
2lVA KRAUS
MARIJA UJEVIC—GALETOVld
MAJA DOLENdld—MALE^EVld
DRAGO TR§AR
ANDREJ JEMEC
ELIZABETH FRANZHEIM
SUVREMENA UMJETNOST
KOSOVA
JEAN MESSAGIER
TADEUSZ LAPINSKI
IVO KALINA
MATKOTREBOTld
GRUPA MLADIH AUTORA IZ
ZAGREBA
ANTE MARINOVld
MUSLIM MULLIQI
AG IM CAVDARBASHA
OLGA JANdld
ZLATKO KESER
DUROPULITIKA
SLAVKO KOPAd
SHYQRI NIMANI




