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DESET PITANJA Z A STOJANA CELICA
(umjesto predgovora)

1. PITAM SE, PRUE SVEGA, KAKO ZAPOCETI RAZGOVOR O VASEM SLIKARSTVU? DA LI
OD VASEG ODNOSA PREMA „REALIJAMA" ILI OD VASEG ODNOSA PREMA „UNIVERZA-
LIJAMA", S OBZIROM NA TO DA SU OBA ELEMENTA U NJEMU SADRZANA? ILI OD CINA
SLIKANJA SAMOGA PO SEBI? STO ZA VAS ZNACE OVI POJMOVI I U KOJEMU SE SMJERU,
MEDU NJIMA, KRECETE?

Pojmovi kako su stavljeni u pitanje, ako se uzmu u visem smislu, dobijaju dimenzije pod kojima se
tesko misli i odgovara. Buduci da odgovaram moram da kazem da me duboko impresionira podatak,
cinjenica, dakle istina u primarnom vidu i znadenju; da su stvari, da je stanje stvari prevashodno u
zizi moga interesovanja i da tu nalazim put ka onome sto se podrazumeva pod opstim, sveobuhvat-
nim. Pri tome sam svestan da odredivanje, ako hocete subjektivno odredivanje ovih pojmova, vodi
zakljucku da same realije ne cine svet dovoljno prihvatljivim i da je, ako govorimo o prihvatljivom
svetu, bitno ono sto za mene postaje — jos uvek kao istina o zivotu — preuzeta i preuzimanjem izme-
njena stvar. Ona postaje tako zivom sa podacima i istinama zivota u nekim njihovim drugim, druga-
cijim vidovima koji ih dokazuju i poricu. Povremeno ponavljam davno saopstenje Marka Celebono-
vica koji kaze: - Stvari treba gledati sa odstojanja a videti ih kao pod lupom ... Ovo odstojanje
podrazumeva videnje sveta, jedan zbir uslova i uticaja koji navedenu impresionantnu istinu i udarnu
moc prvoga videnja stvari, pretvaraju u nesto manje-vise savrseno — u cemu vlada neprikosnovena
stalnost mena. Videnje pod lupom, u ovom slucaju, ide od istine kao izoblicenju, od izoblicenja
ka svojevrsnoj cistoti u kojoj nisu bitni ranije znani rasponi i mere. Rec je o mogucnosti izbora
formi koje sada cine ne samo predmeti nesaglasni svom ranijem vidu, nego i sami prostori: oni
prividno neulovljivi delovi opsteg ovde zaustavljeni u funkciji kojom se formiraju i kojom omogu-
cuju zivot sagledane celine. Nadam se da Vam je jasno da govorim o cinu slikanja, o slozenim
putevima prema slici na kojima tesko (u znacenju) razlikujem pomenute pojmove. Zelim da ta nejas-
nost ostane i u konacnim resenjima.

2. GDJE SE, NA VASIM SLIKAMA I CRTEZIMA,OCITUJE VEZA S PRIRODNIM PODSTICAJIMA,
TJ. SA MOTIVOM ILI KRAJOLIKOM U UZEM SMISLU RIJECI? DA LI JE „APSTRAKTNI
PEJZAZIZAM" ODGOVARAJUCI POJAM KOJIM SE MOGU OBUHVATITI VASA ISTRA-
ZIVANJA?

U nekoliko sludajeva ranije govorio sam o stanjima kroz koja sam prolazio. 0 vezanosti za prirodu,
odvajanju, trazenju oslonaca druge vrste, o izmenama odnosa prema svetu, o konceptima koje sam
gradio. Danas, sledeci ono sto sam rekao u odgovoru na prvo pitanje, ja pocinjem da shvatam vred-
nost stare mudrosti koja kaze da priroda ima obicaj da se skriva. Ima situacija u kojima osecamda
mi izmice. Zelim da kazem da, i ako ne trazim direktan podsticaj, ona ostaje potrebna osnova
svega sto cinim. I kada je ne uzimam kao pretpostavku slike, trazim da se slika njome ostvari. Cini
mi se — sa potrebnom ogradom kada su u pitanju rezultati — da sam tokom vremena trazio a, po­
cinjem da verujem, i nalazio saglasnost sa prirodom na stepenu koji omogucuje da se zabeleze
stanja, naslute procesi i pronikne smisao zbivanja. Izmicanje o kome govorim istovremeno je i pod­
sticaj. Iz toga proizlazi i odgovor na drugi deo pitanja. Mi smo se godinama zavaravali nadenim
formulama za ono sto smo radili. U jednom slucaju bilo je to „asocijativno slikarstvo", u drugom
„apstraktni pejzazizam" itd. Danas smo verovatno saglasni da vreme brise ove odrednice. Ne sporim
da je u mome slucaju osnova mogla biti predeo. Ni danas ne bezim od slidnih konstatacija iako
znam da setako stvari pojednostavnjuju do apsurda. To sto sam pokusavao da stvorim posljednjih go-
dina ne moze se objasniti odredenim spoljnim podsticajima. Ja sam ih primao, odbacivao i ponovo



nalazio u konstelacijama koje ih menjaju Cineci ih omm sto zelim da budu. Redukcija je metod. Re.
ducirani element treba da zauzme, kao ploha ill nervatura, svoje mesto u slici. U tome trenutku ne
interesuje me poreklo elementa. U pitanju je neka vrsta enantiodromije. Zato i ne nalazim taj

trazeni odgovarajuci pojam.

3 U CEMU SU PO VASEM MISUENJU, SRODNE (ILI RAZLICITE) PRIRODNA I LJUDSKA
AKCIJA U SVIJETU KOJI NAS OKRUZUJE? CEMU DAJETE PRVENSTVO?

Duboko osecam i iskustvom znam da sam deo prirode. Tesko da bih mogao nesto odredenije reci o
srodnosti i razlikama. Ja mogu biti ponet ili porazen posledicama dejstava zakona ili dejstva stihije
u prirodnoj i ljudskoj akciji a da me to ne privede zakljucku o mogucnosti konacnog poraza. Dajem
prvestvo ljudskoj kreativnoj sposobnosti i volji da se nestvarno udini stvarnim, nedokucivo mogucim

i prirodnim.

4. DA LI JE ZA VAS „APSTRAKCIJA" BILA PROBLEM S KOJIM STE SE POSEBNO SUOCAVALI?

Nisam siguran da sam u stanju da dam precizan odgovor na Vase pitanje. Neki nagovjestaji u slikar-
stvu prvih decenija veka odredili su vidove apstraktne umetnosti. Mi smo se mogli, u drugoj polovini
veka, naci u svetu apstraktne umetnosti kao u svom zivotnom prostoru, bez sumnji, bez novih
pitanja, obavljajuci svoje zadatke pod dejstvom uticaja i faktora koji onemogucuju nalazenje korena.
Nisam ni u vreme pune dominacije apstraktne umetnosti, prihvatajuci je, smatrao da je ona nepri-
kosnovena. Razumljivo, nisam mogao prihvatiti primedbe da se unutar nje kao koncepta odvajamo
od zivota. Ona je samo utvrdila moguce ljudske mere u sferi u kojoj se misljenje i videnje u najvisem
stepenu podudaraju. Ovom misljenju i videnju bili su i ostali vazan podsticaj neki impulsi psihe ciju
prirodu tesko prepoznajemo ukoliko ih ne uzmemo u pojmovima psihologije i psihoanalize. Vase
pitanje podrazumeva apstraktno u pojmu. Ja nisam mogao da vidim resenje van vec u meni reducira-
nog sveta dignutog daljom redukcijom do apstraktnog i tako vracenog stvarnosti. Ovde proces na
odredenim stupnjevima nudi otkrica od vrste koja omogucuje da se forma i struktura forme nadu
u izmenjenom polozaju, da se iz jednog stanja stvari prede u drugo, prepoznatljivo i prihvatljivo
prihvatanjem izmene ranije uspostavljenih odnosa. U vezi sa Vasim drugim pitanjem mogu da kazem
da usvojene i odrzavane klasicne podele slikarstva cesto zamagljuju prepoznavanje komponenata
koje tu podelu razaraju. Ne bezim od konstatacije da sam apstrahovao moguce realne situacije ali
sam svestan da su ih razarali i ponovo konstituisali na drugom mestu trazeni i nadeni elementi.

5. KOJIM STE PUTEM DOLAZILI DO SINTEZE „ORGANSKOG" I „GEOMETRIJSKOG" ELE­
MENTA NA VASiM SLIKAMA I CRTEZIMA? O CEMU TA SINTEZA GOVORI?

U nekohko ranijih izjava objasnjavao sam put od slika radenih direktno po prirodi, slika radenih u
ateljeu na osnovi belezaka, do slika posle 1960. godine za koje je ono sto je uoceno u prirodi moglo,
ali nije moralo, imati veci znacaj. Organsko podrazumeva geometrijsko i nije tesko sa nesto vise volje
izvesti jedno iz drugog. Buduci da sam u prirodi pokusavao da intervenisem u cilju uspostavljanja
geometrijskog sklada, ovaj sklad, da ne bi sam sebi postao svrha, nagrizao sam nervaturama vegetal-
\ 6 Sl ,ln°g P°re^'a; Smatrao sam da imam pravo, iduci ka krajnjoj cistoti, da zadrzim trag

enja u susretu sa istinama o kojima sam nesto rekao u odgovoru na Vase prvo pitanje.

6 ra<7m^iV|^tZNA^E PR0ST0R' PERSPEKTIVA, RAVNOTEZA, PLANOVI U KOMPOZICIJI?
INTiiirnn E Ll 0 NJ,MA RACIONALNO ILI SE, MOZDA, PREPUSTATE INSTINKTU I
I Im I UI Ul J | f

viziia * neodreden* On je u nasem vidnom polju, u nasoj svesti, i nije. U slici on je nasa
ija sagradena od veceg ili manjeg broja konkretnih ili apstraktnih podataka. Moze biti sinteza u

prirodi neposredno videnog ili sazimanje u dva-tri plana ljudskim radom stvorenih prostornih kon-
strukcija. Pokusavao sam da prostore ostvarim za sebe ne narusavajuci plohu slike a morao sam u
nekim sludajevima da omogucim dejstvo sila u dubini. Iz toga je prostekla, u slikama poslednjih
godina, potreba izmene perspektiva, potreba uvodenja poliperspektiva. Plohe koje su bile jedinstvene
u sklopu, u prvom planu slike, okrenute su i otvorene u pravcima koji mogu narusiti ravnotezu. Rec
je o nedoumicama. One su mi danas potrebne... Covek je, i kada tezi krajnje racionalnom, u vlasti
instinktivnog i intuitivnog. Precizan sistem bez znacenja nije tesko izgraditi. Problem je u njegovom
oduhovljenju i ozivotvorenju. Potrebna pomeranja konstitutivnih sklopova slike tesko je predvideti.

7. GDJE JE POLAZI&TE, A GDJE GRANICA, REDUKCIJE I SAZIMANJA DO KOJE IDE VASA
SLIKA ILI CRTEZ? STO JE POSLJEDNJA VRIJEDNOST, POSLJEDNJI ZNAK ILI ELEMENT
BEZ KOGA SE VASE DJELO NE MOZE ZAMISLITI?

Granica nema. Ja izgleda zivim u zabludi da su fizicke i umne moci coveka, a time i prirode, same
bezgranicne. Nisam u stanju da ocenim da li ja svojim radom dokazujem vrednost te zablude. Cesto
se pitam sta za druge mogu da znace slike koje sam hteo da dignem do zagonetke ostavljajuci masu
otvorenih pitanja. Postoji nesto izmedu prvog i posljednjeg znaka, meni nedovoljno jasno a vazno i
potrebno.

8. JEDNOM STE UTVRDILI DA „U SVIM SAVREMENIM UMETNOSTIMA TEORIJA POSTAJE
JEDAN OD NAJUZVISENIJIH OBLIKA STVARANJA". ZNACI LI TO DA MISAO ZAMJENJUJE
DJELO, DA PONASANJE I MEDITACIJA DOLAZE NA MJESTO STVARANJA U DOSADAS-
NJEM SMISLU?

Sa nesto malo skepse trebalo bi da kazem da sam „taj san odsanjao". Ipak, ne odustajem. Mislio
sam, i danas mislim, na neku vrstu imanentne kritike i nadam se da nije tesko zakljuciti sta pod
teorijom zahtevam. Zelim da MISAO bude DELO a da DELO ostane ubedljiv dokaz stvaralackog
cina. Tako u vreme prevlasti vec prevladanih teorija ja zudim SLIKU i njoj primerenu teoriju.

9. §TO ZA VAS ZNACI LINIJA A STO BOJA I NJIHOVI ZAJEDNICKI SUSRETI? ODAKLE U
VAS TOLIKA SKLONOST PREMA CRTEZU?

0 ovome sto me sada pitate u „Nedeljnim novostima" od 18. VII 1976. godine, rekao sam slijedece:
— Uvek sam mislio i ponavljam: crtanje je nacin misljenja i istovremeno iskazivanje odredenih stanja
duse. Crtez je granica emocija i misli, mogucnost da se svet likovno oseti, shvati i objasni. On nastaje
u trenutku kada se linija i mrlja, neutralne u sustini, jave u funkciji podatka, na nivou znacenja, kada
se transformisu nudeci realnost i briSuci je u ime poezije. Godinama sam tragao i danas tragam u
susretima sa delima starih i savremenih majstora, za crtezom kao najdubljim objasnjenjem presudnih
razloga koji dela uslovljavaju, posebno razloga koji ih cine sublimnim, neponovljivim. Zazelim po-
nekad da se nadem u kabinetima Albertine, Vindzora, u arhivima velikih svetskih zbirki, da dugo i
uporno prevrcem dragocene listove, da zamoren tupo zurim u unete nervature, svestan da je sve
sto sam hteo da saznam, zavisno od mojih moci vec saznano, da resenja nema, da ce meni nedoku-
cive tajne biti dostupne drugome...

10. PITATE LI SAMI SEBE 0 SMISLU SLIKANJA I SLIKARSTVA? ZNATE LI I ODGOVORE NA
TA PITANJA?

Postavljanje ovih pitanja za mene je uslov postojanja.

Razgovarao: ZELJKO SABOL
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STOJAN CELIC roden je 16. veljade 1925. godine
u Bosanskom Novom. Zavrsio je Akademiju likov-
nih umetnosti i specijalni tedaj u klasi profesora
Nedeljka Gvozdenovida, u Beogradu. Bio je clan
grupa SAMOSTALNI i DECEMBARSKE GRUPE.
Jedan je od pokretada i (izmedu 1965—1970. go­
dine) glavni i odgovorni urednik casopisa UMET-
NOST. Pored slikarstva i grafikebavi se tapiserijom,
mozaikom, likovnom kritikom i publicistikom.
Objavio je knjige o Nedeijku Gvozdenovidu i Marku
6elebonovidu. Sada je profesor na Fakultetu za li-
kovne umetnosti u Beogradu na kojemu je, u raz-
doblju izmedu 1971—1973. godine, bio i dekan.
2ivi i radi u Beogradu: ul. Brade Jugovida 11 (tel.
628 661).

STOJAN CELIC was born on 16th February, 1925
at Bosanski Novi. He graduated from the Academy
of Fine Arts in Belgrade and completed a special
course under professor Nedeijko Gvozdenovic. He
was a member of the groups THE INDEPENDENT
and DECEMBER GROUP. Between 1965 and 1970
he was one of the originators of the Art Magazine
„Umetnost" and its chief and responsible editor.
Besides painting and graphics, his favourite occupa­
tions are tapestry, mosaic, art criticism and publi­
cism. He published books on Nedeijko Gvozdenovic
and Marko Celebonovic. Today he teaches at the
Faculty of Fine Arts in Belgrade, and between
1971 and 1973 he was the dean of the same Faculty.
He lives and works in Belgrade: Brace Jugovida 11

(tel. 628 661).

SAMOSTALNE IZLOZBE ONE MAN EXHIBITIONS

1954 - BEOGRAD, Galerija ULUS

1958 — BEOGRAD, Muzej primenjene umetnosti

1962 — ZAGREB, Gradska galerija suvremene umjetnosti
LJUBLJANA, Mala galerija
BEOGRAD, Salon Moderne galerije

1965 — SPLIT, Umjetnicka galerija
1966 — BEOGRAD, Galerija Kolarcevog narodnog univerziteta

SKOPJE, Salon DURO SALAJ

1967 — SARAJEVO, Izlozbeni paviljon
NIS, Umetnicka galerija
BEOGRAD, Galerija GRAFICKI KOLEKTIV

1968 — BEOGRAD, Salon Muzeja savremene umetnosti

1972 - BEOGRAD, Galerija Kulturnog centra

1974 - KRAGUJEVAC, Umetnicka galerija
DUBROVNIK, Galerija SEBASTIJAN

1975 - BEOGRAD, Galerija GRAFICKI KOLEKTIV

1976 - LJUBLJANA, Mala galerija
BEOGRAD, Galerija Dorna omladine

1978 - BANJA LUKA, Kastel
RIJEKA, Mali salon Moderne galerije
LJUBLJANA, Poslovni centar ISKRA
NOVI SAD, Galerija Rajka Mamuzica

1979 - ZAGREB, Galerija Forum Centra za kulturu i informacije Zagreba
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1954 - BEOGRAD, ZAGREB, Grupa SAMOSTALNI
BEOGRAD, Karanovid, Srbinovid, delid Grafike
VENECIJA, Suvremena jugoslavenska grafika

1955 - BEOGRAD, Karanovid, Srbinovid delid — grafike
BEOGRAD, DECEMBARSKA GRUPA

1956 - DUBROVNIK, Suvremena jugoslavenska umjetnost
BEOGRAD, SARAJEVO, DECEMBARSKA GRUPA

1957 - DUBROVNIK,Suvremena jugoslavenska umjetnost
BEOGRAD, Karanovid,Srbinovid, delid — grafika

1958 - PRAG, BRNO, BRATISLAVA, Suvremena jugoslavenska umjetnost
VARSAVA, BEOGRAD, DECEMBARSKA GRUPA

1959 - ZAGREB, Karanovid, Srbinovid, delid - grafike

1959 - 1961, SJEDINJENE AMERldKE DRZAVE, Novo jugoslavensko slikarstvo

1960 - PARIZ, ANTIBI, Suvremeno jugoslavensko slikarstvo
BEOGRAD, I Oktobarski salon
BEOGRAD, DECEMBARSKA GRUPA

1961 - LONDON (Tate Gallery), Suvremeno jugoslavensko slikarstvo
DR NJEMAdKA, Suvremeno jugoslavensko slikarstvo
BEOGRAD, I Trijenale suvremene jugoslavenske umjetnosti
BEOGRAD, II Oktobarski salon

1961/62- PARIZ, (Musde National d'Art Moderne), Jugoslavenska moderna umjetnost
NEW YORK, Suvremena jugoslavenska umjetnost

1962 - STOCKHOLM, Suvremena jugoslavenska umjetnost
SLOVENJGRADEC, Poslijeratna srpska umjetnost
BEOGRAD, Apstraktni pejzaz
VENECIJA, 25 jugoslavenskih umjetnika
PIRAN, Tapiserija „Ateljea 61"
DUBROVNIK, 8 slikara
dAdAK, II Memorijal Nadezde Petrovid
SOFIJA, Suvremeni jugoslavenski grafidari
BEOGRAD, III Oktobarski salon

1963 -

1963/64

1964 -

□rn?nB'Galeri‘a suvremene umjetnosti (Akvizicije I)
BEOGRAD,Tapiserija „Ateljea 61"
BEOGRAD, CrteSi, grafike i akvareli iz NOB
BEOGRAD, IV Oktobarski salon
LJUBLJANA, V Medunarodna izlozba grafike

B (Moderna galerija JAZU), Suvremena srpska umjetnost — poslijeratno razdoblje

VENECIJA XXXH R""1 ‘USret''uS°'>|avenska grafika
vcinEciJA,XXXII Bijenale
BEOGRAD, V Oktobarski salon
zlGREB^nl7TriiehrHlVUVremeneilJ9osla''enskevn’i«no«i
BANJA !'uKA ,T a ,2lOhM iU90sla«nske grafike
dmimja LUKA, II jesenji salon

,'a!4765 ~ BELGIJA' Suvremena jugoslavenska grafika

1965 - Osambeogradskih umjetnika

N ZOZEMSk'AV^MeaUnar°dna izl05ba gra,ike
ZUZEMSKA, Suvremeni jugoslavenski grafidari

SUBOTICA - PALld, IV susret
SOMBOR, V likovna jesen — jugoslavenska tapiserija
CARACAS (Museo de bellas artes), Jugoslavenska tapiserija i grafika
TOKIO, VIII Bijenale
KOPENH AGEN, Suvremena jugoslavenska grafika
SAN MARINO, V Medunarodni bijenale moderne umjetnosti
BUDIMPE§TA, Jugoslavenski grafidari

1966 - BEOGRAD (Muzej savremene umetnosti), Jugoslavenski crtei XX vijeka
BOCHUM, Profili VI — Suvremena jugoslavenska umjetnost
WASHINGTON (Corcoran Gallery) i drugi gradovi u SAD, Jugoslavenska umjetnost, mlada
generacija
TOKIO, Bijenale grafike
BUKURE§T — Izlozba jugoslavenske tapiserije i primijenjene umjetnosti
ZAGREB, IV Zagrebadka izlo2ba jugoslavenske grafike
NICE, IV festival likovnih umjetnosti

1967 — BEOGRAD, III Trijenale suvremene jugoslavenske umjetnosti
SLOVENJGRADEC, Suvremena srpska umjetnost
LJUBLJANA, VII Medunarodna izlozba grafike
PRAG (Narodni galerie), Grafike sa VII Medunarodne izlozbe grafike u Ljubljani
MURSKA SOBOTA, NOVO MESTO, MARIBOR, Suvremena jugoslavenska grafika
MOSKVA, Djela iz zbirke Muzeja savremene umetnosti u Beogradu
BREMEN (Kunsthalle), Jugoslavenska grafika
GENEVE, Suvremena jugoslavenska grafika

1968 — BEOGRAD, Kritidari su izabrali 1967
ZAGREB, I Zagrebadka izlozba jugoslavenskog crteia
AMSTERDAM (Stedelijk Museum), 7 jugoslavenskih grafidara

1969 - SAO PAOLO, Bijenale
LJUBLJANA, VIII Medunarodna izlozba grafike

1970 — BEOGRAD, IV Trijenale suvremene jugoslavenske umjetnosti
SOMBOR, Likovna jesen

1971 _ PARIZ (Grand Palais), SARAJEVO, Umjetnost na tlu Jugoslavije od prethistorije do na§ih dana
LJUBLJANA, Suvremena srpska umjetnost
KOLN, Jugoslavenska grafika

1972 — SKOPJE, Suvremena srpska umjetnost
ZAGREB, VII Zagrebadka izIoZba jugoslavenske grafike
BRNO, PRAG, Suvremeno jugoslavensko slikarstvo
BEOGRAD, LJUBLJANA, Peter Stuyvesant collection - muzej u tvornici
NIS, BEOGRAD, Sidevo 71
TRST, Deset grafidara iz Jugoslavije
RIJEKA, III Medunarodna izlozba originalnog crteza
VENECIJA, XXXVI Bijenale - izlozba suvremene grafike
BEOGRAD, Jugoslavenska grafika 1965—1972.
ZADAR, VII Plavi salon

1973 - BACKA TOPOLA, Izloiba umjetnidke kolonije
BUDIMPE§TA, Suvremeno jugoslavensko slikarstvo
NEW DELHI, BOMBAY, Suvremena jugoslavenska grafika (iz zbirke Muzeja savremeneumetnostiu Beogradu)
KOPENHAGEN, Osam beogradskih umjetnika
COVENTRY, Suvremena jugoslavenska umjetnost
LJUBLJANA, X Medunarodna izlozba grafike
ZAGREB, Zagrebadka izlozba jugoslavenskog crteza
TOKIO, Suvremena jugoslavenska umjetnost
ZENICA, Aprilski susret
SOMBOR, XIII Likovna jesen



1974 - FRANKFURT, LEVERKUSEN, Suvremena jugoslavenska umjetnost
RIJEKA, IV Medunarodna izlozba originalnog crteia
DUBROVNIK, Kretanja u suvremenoj jugoslavenskoj likovnoj umjetnosti

1974/75 - ZRENJANIN, SUBOTICA, SOMBOR, NOVI SAD, Pejzaz u suvremenoj umjetnosti Jugoslavije

1976 - LJUBLJANA, MARIBOR, AJDOV§ClNA, SARAJEVO, VENECIJA, Grupa 69
RIJEKA, V Medunarodna izloiba originalnog crteia

1977  BEOGRAD, ZAGREB, SARAJEVO, Aktualnosti u srpskoj likovnoj umjetnosti 1972—1977.
LJUBLJANA, SARAJEVO, Grupa 69
BEOGRAD, 40 godina Fakulteta likovnih umetnosti u Beogradu, Izlozba nastavnika
NEW DELHI, Zlatni jubilej — 50 godina AIFACS-a

1978 - BEOGRAD, Izloiba Grupe 69
SARAJEVO, Umjetnost u Jugoslaviji 1970—1978.
BEOGRAD, Umjetnost u Jugoslaviji 1970—1978.
BEOGRAD, Somborska likovnajesen (izbor)
MADRID, Jugoslavenska izlozba
SOMBOR, Likovna jesen

Sudjelovao je na mnogim izlozbama ULUS-a, grafike beogradskoga kruga u zemlji i inozemstvu, te na
mnogim pokretnim izlozbama grafike i crteza iz zbirke Muzeja savremene umetnosti u Beogradu.

NAGRADE - PRIZES

1958 — Oktobarska nagrada za grafiku grada Beograda
1960 - Sedmojulska nagrada SR Srbije za slikarstvo
1964 — Nagrada na III Zagrebadkoj izlozbi jugoslavenske grafike
1965 - II premija na VI Medunarodnoj izlozbi grafike u Ljubljani
1966 — Nagrada za tapiseriju na I Oktobarskom salonu primijenjene umjetnosti u Beogradu
1967 — Srebrna plaketa na III Trijenalu likovnih umjetnosti u Beogradu
1969 — Nagrada POLITIKE — Fond Vladislava Ribnikara, Beograd
1970 - Zlatni pedat Galerije GRAFlfcKI KOLEKTIV, Beograd
1972 - Oktobarska nagrada grada Beograda za slikarstvo

— Otkupna nagrada na II Medunarodnoj izlozbi originalnog crteza u Rijeci
1973 — Otkupna nagrada na IV Zagrebadkoj izlozbi jugoslavenskog crteza, Zagreb
1976 — Velika nagrada za crtez na IV Medunarodnoj izlozbi originalnog crteza, Rijeka

- Nagrada na Memorijalu Nadezde Petrovid, Cadak
1978 — Nagrada INE na Medunarodnoj izlozbi originalnog crteza, Rijeka

IZLOZENI RADOVI CATALOGUE

130 x 160 cm

slike — paintings

1. RADANJE DANA 1964-66.
195 x 140 cm

ulje

2. PODNE 1966.
195 x 140 cm

ulje

3. OGRAB 1969
65 x 55 cm vlasnistvo: Niksa Stipcevic, Beograd

ulje

4. JEDAN PROTEKLI DAN 1979.
195 x 140 cm

ulje

5. PROSTORB7 1973.
61 x 50 cm

ulje

6. CRVENAPOVR§INA 1973.
61 x 50 cm

ulje

7. JEDAN PROTEKLI DAN II 1974.
195 x 140 cm

ulje

8. OBZORJE 1 1977.
195 x 140 cm

ulje

9. JESEN ITD. 1978. ulje
135 x 125 cm vlasnistvo: Galerija savremene likovne umjetnosti, Novi Sad

10. VARIJACIJA NA TEMU IZ 1975. 1978.
65 x 55 cm

ulje

11. SVEC ANOST 1978.
195 x 140 cm

ulje

12. MORE, KALAMATA 1978.
65 x 55 cm

ulje

13. TRASA 1978.
65 x 55 cm

ulje

14. EHOXII 1978.
195 x 140 cm

ulje

15. VRT ALEKSANDRA ZARINA 1978.
61 x 50 cm

ulje

16. PROMJENE I978-
125 x 135 cm

ulje

17. PROMJENE II 1978- ulje

130 x 160 cm
ulje18. PROMJENE III 1978’



crtezi - drawings

1. CRTEZ ZA 1968
papir: bez oznake - 650 x 500 mm

2. RAZLAGANJE
papir: C. M. Fabriano - 690 x 520 mm

3. CRTEZ II
papir: Hammer - 700 x 1000 mm

4. ZAM. DRA§Kl6A
papir: Steinbach — 550 x 730 mm

5. ZA E. P.
papir: Canson — 550 x 750 mm

6. OBALA POD KlSOM
papir: Arches - 750 x 550 mm

7. OBALA POD KI§OM II
papir: Hammer — 1000 x 700 mm

8. OBRISI
papir: Hammer — 1000 x 700 mm

9. GOLANSKA VISORAVAN
papir: C. M. Fabriano - 700 x 1040 mm

10. SHEMA IKAROVOG PADA
papir: C. M. Fabriano — 700 x 1040 mm

11. SVETKOVINA
papir: Canson — 750 x 550 mm

12. ZAE.P.
papir: Canson - 550 x 750 mm

13. USPON
papir: Hammer - 1000 x 700 mm

14. CRTEZ III
papir: C. M. Fabriano - 1000 x 700 mm

15. VIJ
papir: C. M. Fabriano - 700 x 1040 mm

16. EHO
papir: C. M. Fabriano - 700 x 1040 mm

17. VIJ IV
papir: Hammer - 700 x 1040 mm

18. CRTEZ ZA 1978 I.
papir: C. M. Fabriano - 700 x 1040 mm

19. CRTEZ ZA 1978 II.
papir: C. M. Fabriano - 700 x 1040 mm

20. CRTEZ ZA 1978 III.
papir: C. M. Fabriano - 700 x 1040 mm

1967. delicno pero

1970. tus, delicno pero

1972. tus, celicno pero

1973. tus, delidno pero

1973. tus, delidno pero

1973. tu§, delidno pero

1973. tus, delidno pero

1973. tus, celicno pero

1973. tus, celicno pero

1973. tus, celicno pero

1975. tu£, delidno pero

1975. tus, delidno pero

1975. tu<>, delidno pero

1975. tus, delicno pero

1976. tus, delicno pero

1977. tus, delidno pero

1978. tus, celicno pero

1978. tu§, delidno pero

1978. tus, delidno pero

1978. tu§, delidno pero

21. CRTEZ ZA 1978 IV.
papir: C. M. Fabriano - 700 x 1040 mm

22. CRTEZ ZA 1978. V.
papir: C. M. Fabriano — 700 x 1040 mm

23. CRTEZ ZA 1978 VI.
papir: C. M. Fabriano — 700 x 1040 mm

24. POMIRENJE II
papir: Schoeller Durex — 700 x 1000 mm

25. CRTEZ ZA 1978 VII.
papir: C. M. Fabriano — 700 x 1040 mm

26. CRTEZ ZA 1978 VIII.
papir: C. M. Fabriano — 700 x 1040 mm

27. METAMORFOZE I.
papir: Schoeller Durex - 700 x 1000 mm

28. METAMORFOZE II.
papir: Schoeller Durex — 700 x 1000 mm

1978. tus. delidno pero

1978. tu§. delidno pero

1978. tus, delidno pero

1978. tu5. delicno pero

1978. tu§. delidno pero

1978. tu§, delidno pero

1978. tu$. delidno pero

1978. tu§. delidno pero

REPRODUKCIJE



DAN I RADANJA I SMRTI (1975) OBZORJE (1977)



SHEMA IKAROVOG PADA (1977) JESEN ITD. (1978)



EHO XII (1978)
SVECANOST (1978)

I



OBALA POD KI&OM (1973) OBRISI (1975)



TEN QUESTIONS FOR STOJAN CELIC
(instead of any other introduction)

1. I WONDER ABOVE ALL HOW TO BEGIN A DISCUSSION ABOUT YOUR PAINTING? SHOULD
I START FROM YOUR RELATIONSHIP WITH „REALIA" (real things) OR FROM YOUR
RELATIONSHIP WITH „UNIVERSALIA" (universal things) AS BOTH ELEMENTS ARE PRESENT
IN IT? OR FROM THE ACT OF PAINTING ITSELF? WHAT DO THESE NOTIONS MEAN TO
YOU AND IN WHICH DIRECTION DO YOU MOVE BETWEEN THEM?

If the notions, as you put them, are taken in the higher sense of the word, then they reach dimen­
sions under which it is difficult to think and to answer. In answering your question I have to say
that I am deeply impressed by a datum, by a fact i.e. by truth in its primary aspect and meaning:
that things and the state of things are primarily the focus of my interests and in them I find the
path that leads towards what is meant by general and comprehensive. At the same time I am aware
that the determination, the subjective determination of these notions, if you wish, leads us to the
conclusion that the „realia" themselves do not make the world acceptable enough and, if we speak
of an acceptable world, the essential thing is what the object I have taken over (which has been
changed through this transition) becomes for me - always as the truth of life. It becomes alive with
the facts and truths of life in some of their different aspects, which both prove them and deny them
From time to time I repeat the words of Marko Celebonovic when he said: — Things should be
looked at from a distance and seen as though under a magnifying glass... This distance is really the
view of the world, a sum of conditions and influences which transform the above-mentioned impres­
sive truth and the impact of the first view into something more or less perfect — where the sacred
permanence of changes is dominant. The view under the magnifying glass, in this case, passes from
truth to distortion, from distortion to a certain purity in which the earlier known proportions and
measurements are not important. There is a possibility of choice among the forms which are now
not only the objects no longer conforming to their earlier aspect, but also the spaces themselves:
those seemingly uncatchable parts of the general which are captured here in the function of forming
themselves and bestowing life on the whole. I hope you will unterstand that I am speaking of the act
of painting, of the complex ways which lead to the finished picture, ways in which I can hardly
distinguish the above-mentioned notions (in their meaning). I want this lack of clarity to remain in
the final solutions as well.

2. IN YOUR PICTURES AND DRAWINGS, WHERE IS THE OBVIOUS CONNECTION WITH NA­
TURAL STIMULI I.E. WITH A MOTIF OR LANDSCAPE IN THE NARROW SENSE OF THE

,s "ABSTRACT LANDSCAPISM" AN ADEQUATE TERM WHICH CAN COMPREHEND
YOUR INVESTIGATIONS?
I have already spoken several times about the states of mind I went through: about the relationship
wi n^re' about separation, about seeking some other support, about the changes in my relation-
rin^th^ X 6 WOr^' adout tbe concepts I was constructing. Today, following what I said in answe-
itself Th *rSt ^Uest’on' * begin to understand the wisdom of an old saying that nature usually hides
that ev i3^ s’tuat’ons when I feel that it is slipping through my fingers. Whant I want to say is
I do And' h arT>iT' *°°k*n9 tor a direct stimulus,’nature remains the necessary basis of everything
picture W en 0 not ta^e as an assumption for a picture, it becomes necessary to realize the
findinn harm6mS t0™e ~ without mentioning the results — that all the time I was looking for and

hint at ornrp nY Wh nature on a level which enables on to make notes about states of mind, to
is at the umof3 t0 ?enetrate *nt0 ^e meaning of happenings. The slipping which I mentioned
cheatina nurcpi 3 stlmu*us; This also answers the second part of the question. We have been
was associativp6S .or.years with the formulae we found for what we were doing. In one case it
the fact that tim pa,ntln9 ' ,n an°ther „abstract landscapism" etc. Today we probably agree upon
provided the ha«X p6teS th®se de^nit'ons. I do not deny that in my case the landscape might have

wed the basis. Even today I do not avoid similar statements although I know that this is the

way to simplify things to the point of absurdity. What I have tried to create in recent years cannot
be explained by certa.r. outer stimuli. I kept receiving them, rejecting them and finding" th X
in the constellations which change them m order to make them what I want them to be Reduction
is a method. The reduced element should take its place in the picture, just the same as a plane or a
nervature. At that moment I am not interested in the origin of the element. This is a sort of enan-
tiodromia . Therefore I cannot find the adequate notion I am looking for.

3. IN YOUR OPINION, WHAT ARE THE SIMILARITIES (OR DIFFERENCES) BETWEEN NATU­
RAL AND HUMAN ACTION IN THE WORLD WHICH SURROUNDS US? WHICH HASPRIORITY?
According to my inner feelings and experience I know that I am a part of nature. I could hardly say
anything more definite about similarities and differences. I can be excited or defeated by the con­
sequences of the effects of law or of the effects of the elements in natural and human action with­
out driving me to a conclusion about the possibility of a final defeat. I give priority to human crea­
tive ability and will to make the real out of the unreal, the possible and natural out of the unattainable.

4. WAS „ABSTRACTION" A PROBLEM FOR YOU, ONE WHICH YOU HAD TO FACE? IF IT WAS
HOW DID YOU SOLVE IT?

I am not sure whether I can give a precise answer to your question. Certain happenings in the pain­
ting of the first decades of this century determined the aspects of abstract art. In the second half
of the century we could have found ourselves in the world of abstract art as in our own life-space,
without doubts, without new questions, fulfilling our duties under the impact of influences and
factors which make finding the roots impossible. Even at the time of the complete domination of
abstract art I did not consider it as something sacred, although I did accept it. Naturally, I could
not accept statement that within that art as a concept, we set ourselves apart from life. This art
only established the possible human proportions in the sphere where thought and view meet to the
highest degree. An important stimulus to this thought and view has been certain impulses of the
psyche, the nature of which can hardly be recognized of we do not take them in the psychological
and psychoanalitical sense. Your question involves the abstract in the notion. I could not see a solu­
tion outside the world reduced within myself and then reduced further to the abstract which re­
turned it to the reality. That process, at certain levels, offers discoveries of the kind which make it
possible for the form and structure of the form to be found in a modified position, to be transfer­
red from one state of affairs into another, which is recognizable and acceptable through acceptance
of the change of relations established earlier. With regard to your second question, I can say that the
classical divisions of painting adopted and maintained often obscure the recognizability of compo
nents which destroy this division. I do not deny that I have abstracted possible real situations, but I
am aware of the fact that they were destroyed and constituted again by the elements searched for

and found in another place.
5. HOW DID YOU ARRIVE AT THE SYNTHESIS OF THE ''0RGAN’5o^

ELEMENT IN YOUR PAINTINGS AND DRAWINGS? WHAT HAS BEEN PRO

SYNTHESIS?
In several of my earlier statements I explained the way from paintings taken d're^tly .
Paintings done in the studio on the basis of sketches, to paintings done after
tings, what was observed in nature could have had but did not to deduce one from the
nic involves the geometrical and with a little deterr^'"a estab|ish a geOmetrical harmony, I have
other. As I have tried to intervene in nature in orde nrpvpnt its becoming aim in
etched this harmony with nervatures of vegetal and flex, e or'9l" traces of excitement
itself. I believed I had the right, while going towards extreme pu ty to keep t^a

in my encounter with the truths I spoke about when answering y mean TO

6- SPACE, PERSPECTIVE, BALANCE, COMPOSITIONv'T^nn YOU PERHAPS LET YOURSELF
YOU? DO YOU THINK ABOUT THEM RATIONALLY OR DO YOU PERHA
BE CARRIED AWAY BY INSTINCT AND INTUITION?



Space is determined and undetermined. It is within our range of vision, within our consiousness, and
vet it is not In a picture it is our vision constructed of a larger or smaller number of concrete or ab­
stract data. It can be a synthesis of something seen directly in nature, or a contraction in two or
three levels of space constructions created by human work. I tried to realize the spaces for myself
without disturbing the surface of the picture, and in certain cases I had to enable deeply hidden for­
ces to act. The result was the necessity to change perspectives and to introduce polyperspectives in
my recent pictures. The surfaces which were uniform in a complex, in the foreground of the picture.
have been turned and opened in directions which can disturb the balance. These are my dilemmas.
I need them today ... Even when a man aspires to extreme rationality, he possesses instinctive and
intuitive elements. It is not difficult to build a precise system without meaning. The problem is to
spiritualize and realize it. It is difficult to anticipate the necessary movement of constitutive com­
plexes in a picture.

7 WHERE IS THE STARTING POINT AND WHERE IS THE LIMIT OF THE REDUCTION AND
CONTRACTION OF YOUR PAINTINGS OR DRAWINGS? WHAT IS THE FINAL TOUCH, THE
FINAL FEATURE OR ELEMENT WITHOUT WHICH YOUR WORK CANNOT BE IMAGINED?

There is no limit. I seem to be living under a delusion that physical and rational powers of man and
of nature are unlimited themselves. I cannot evaluate whether, in my work, I prove the value of that
delusion. I often ask myself what my pictures can mean to other people, pictures which I wanted to
turn into a puzzle by leaving many questions open. There is something between the first and the last
feature not completely clear to me but still important and necessary.

8. ONCE YOU SAID THAT „IN ALL CONTEMPORARY ARTS THEORY WAS BECOMING ONE
OF THE MOST SUBLIME FORMS OF CREATION. DOES IT MEAN THAT THOUGHT REPLA­
CES WORK, THAT BEHAVIOUR AND MEDITATION TAKE THE PLACE OF CREATION IN
THE EARLIER SENSE OF THE WORD?

With some scepticism I should say that for me „this dream is over". However, I do not give up. I have
always been thinking of a sort of immanent criticism and I hope it is not difficult to conclude what
I require from theory. I want the THOUGHT to be the WORK, and the WORK to remain a persua­
sive proof of the creative act. So, in the time of the dominance of theories that have already been
prevailed over, I long for a picture and for an adequate theory to go with it.

9. WHAT LINE AND COLOUR MEAN TO YOU AND THEIR ENCOUNTERS? WHERE DOES THE
ATTRACTION THAT DRAWING HAS FOR YOU COME FROM?
In the „Nedeljne Novosti" (Sunday News) of July 18th, 1976 I said the following: „lt is my opinion
and I repeat it: a drawing is a way of thinking and, at the same time, a way of demonstrating certain
states of mind. It is the frontier of emotions and thoughts, the possibility of feeling, understanding
and explaining the world in a visual manner. It appears at the moment when a line and a spot, neu­
tral in their essence, occur in the function of a datum, on the level of a meaning, when they trans­
form themselves, both offering and deleting reality in favour of poetry. I have searched for years
and I am still searching today, encountering the works of both old and contemporary masters, for
the drawing as the most profound explanation of the decisive reasons which condition the works, es­
pecially those reasons which make them sublime and unrepeatable. Sometimes I wish to find myself
m the rooms of Albertina or Windsor, in the archives of great world collections, to turn the precious
pages persistently for a long time, to stare blankly into the inserted nervatures aware of the fact that
a t at wanted to learn was already known, that there is no solution and that the secrets unattai­
nable to me will be attainable to somebody else...

10’ ASK Y0URSELF ABOUT THE MEANING OF PAINTING? DO YOU KNOW THE
ANSWERS TO THESE QUESTIONS?
Putting these questions is for me a condition of existence.

Questions put by: ZELJKO SABOL

r

£lANOVI GALERIJE FORUM - MEMBERS OF THE FORUM GALLERY

KOSTA ANGELI RADOVANI

BELIZAR BAHORIC

JOSIP DIMINIC

RAUL GOLDONI
NIVES KAVURIC - KURTOVIC

ANTE KUDUZ
FERDINAND KULMER
IVAN LOVRENClC

DALIBOR PARAC

SIME PERIC
EDO MURTI6

ZLATKO PRICA

NIKOLA REISER

IVO SEBALJ
GORANKA MURTIC - VRUS



U GALERIJI FORUM 1ZLAGALI SU DO SADA EXHIBITIONS IN THE FORUM GALLERY

FERDINAND KULMER, GIUSEPPE ZIGAINA, LAZAR VOZAREVIC, JOAN MIRO, Nl KOLA REISER,
EDO MURTIC, IVAN LOVRENCIC, ZLATKO PRICA, IVO SEBALJ, VASKO LIPOVAC, ANTE
KUDUZ, §IME PERlC, ACHILLE PERILLI, OTON POSTRUZNIK, EMILIO VEDOVA, FRANO
SIMUNOVIC, KSENIJA KANTOCI, STEVO BINICKI, NIVES KAVURIC-KURTOVIC, RICHARD
MORTENSEN, IVO FRISCIC, VIRGILIJE NEVJESTIC, MILIVOJE NIKOLAJEVIC, LOJZE SPACAL,
TONI BENETTON, BO§KO PETROVlC, JOVAN SOLDATOVIC, JOSIP DIMINIC, ANTE JAKIC,
NIKOLA KOYDL, RAUL GOLDONI, PREDRAG NESKOVIC, DALIBOR PARAC, PETAR HADZI-
BOSKOV, BOGDAN BOGDANOVIC, ALBERT KINERT, MILE SKRACIC, SPASE KUNOVSKI,
BORO MITRICESKI, FADIL VEJZOVIC, PIERO TARTICHIO, VLADIMIR STRAZA, BELJZAR
BAHORIC, BRANKO RUZIC, GRAFI&ARI IZ HAMBURGA, SUVREMENI UMJETNICI IZ SR

AKEDONIJE, MERSAD BERBER, MIODRAG B. PROTIC, STANKO JANCIC, ANTE KASTELAN-
IC, ROBERT RAUSCHENBERG, KOSTA ANGELI RADOVANI, OTO LOGO, GUALTIERO MO-

CENNI, LJUBOMIR KARINA, RATKO JANJIC-JOBO, STOJAN CELIC
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