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Maja Sofija, 1996. / 2012.

slike / paintings, 1997.

kombinirana tehnika na dasci / mixed media on board

MAJA SOFIJA I DRUGE ZAGONETKE

Luko Piplica, suvremeni dubrovacki umjetnik koji se ravnopravno izrazava medijima slikarstva, foto-
grafijeividea na izlozbi naziva Moj posjet Dubrovniku predstavija radove u rasponu 0d 1992. do 2012.
godine. Naziv izlozbe ne implicira vezanost za konavoski kraj, Zivotni ambijent autora, vec je nesret-
na konstatacija Cinjenice da se u vlastitom gradu, koji sve vise poprima obrise turisticke destinacije a

duhovniintegritet postaje gotovo nepozeljna kategorija, sve vise osje¢amo kao gosti.

Problemski aspekt, osobito onaj kojim se preispituju likovne konvencie, figurira kao kljuéna odred-
nica autorova stvaralastva bez obzira na to o kojem je mediju rijec.

U njegovim slikama nalazimo i konceptualni pristup slikarstvu kao u seriji «ratnih slika» nastalih ranih

devedesetih godina, alii klasicno zahvacanje slikarske materije, kao $to je slucaj u novijim radovima.
U seriji ratnih” slika u kojima je podloga najcesée robustna deka, koja se u dubrovackom kraju tije-
kom Domovinskog rata dijelila kao humanitarna pomoc, gotovo je potpuno dokinut slikarski duktus

i umjetnik radi s urezivanjem, $ablonama, jednostavnim oblicima, isticuci dvodimenzionalnost pod-
loge i stvarajuci kompozicije prema strogim nacelima simetrije. Naslijede rata odituje se u siromas-
tvu materijala i stanovitom rasapu poretka; naime, ljudskii zivotinjski prikazi, predmeti, pa ¢ak i deko-
rativni elementiimaju potpunoisti stupan; (ne)fizicnosti, kao da su fragmenti rasprsenog svemira koji

se unesposobnosti da napravi nekadasnji poredak zadovoljava prvim nametnutim okvirom - dvo-
dimenzionalnoscu slike.

Isprepletena su dva gotovo kontradiktorna pristupa: stanovita znacenjska ispraznjenost koja se

mozda najdosljednije manifestira u slikama Mac i maci¢i (1992.) il Moja adresa su modra nebesa

(1993.), u kojima je odabir motiva naizgled tek proizvod igre rijecima, ali i istovremeno poigravanje

bremenitom simbolikom. Naime, u slikama Raj, Smrt i Pakao i21994. godine, umjetnik odabire ka-
rakteristi¢ne Zivotinje koje ili aludiraju na naznacene pojmove li ih utjelovljuju; dupine za «zracnost»
i dakocun raja, divlje svinje sa zlokobnim blieskom u ocima za prikaz pakla, te skarabeja, simbola be-
smrtnosti u monumentaliziranom, gotovo prijetecem izdanju, za prikaz smrti. Hipnoticki prikaz duba,
inaCe nekadasnjeg tipicnog stabla dubrovackog kraja, predstavljenog bez krosnje u potpunoj si-
metriji stiliziranih grana, slika je koja se na neki nacin opire analizi, koju intuitivno i izravno dozivljava-
mo (Dub,1993.).

U seriji autoportreta nastalih 2012. godine, ispitujuci vrlo skliske granice kategorija identiteta, slikar
vlastiti lik zahvaca upravo naglasavajudi tielesnosti voluminoznost, u klasi¢noj slikarskoj maniri. Uzne-
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miravajuca komponenta tih autoportreta ponajvise pociva na latentnoj sugestiji onog skrivenog, ra-
njivog ili mracnog u ¢ovjekovu bicu, bilo da je rije¢ o problematiziranju dvospolnosti (Ja ljepi, 2012),
naznakama nekog nama nepoznatog zlocina aluzijom na CSl serije kojima smo svakodnevno bom-
bardirani (Ja svetac, 2012.), bilo o prikazu Rorschachove mrlje (Ja nod, 2012.) koju autor lucidno smje-
Sta u kontekst autoportreta, iziednacavajudi njezin asocijativni naboj upravo sa slojevitod¢u samog

pojma identiteta. Serija autoportreta ujedno je i jedina homogena skupina novonastalih slika, dok
su ostali radovii nacinom slikanja i odabirom teme raznorodni te figuriraju gotovo kao nositelji ne-
kih neprikazanih ili neizvedenih slikarskih serija. Zajednicki nazivnik pojedinih slika su lelujave, fluidne
ljudske figure, u svojoj netjelesnosti mozda najblize sienamaili projekcijama u napetom suodnosu's

lazurno slikanim, Siroko zahvacenim ambijentom (Noc na brodu, 2008, Dubrovacko zelena, 2012.).
Ponekad je odabirteme i sam nacin slikanja poigravanje nekim opdim mjestima povijesti umjetnosti,
npr.uradu R. Mutt, Moj posjet Dubrovniku, 2012, gdje se potpisom i prikazom figure koja urinira alu-
dira na glasoviti pisoar Marcela Duchampa te ga se istodobno stavlja u dubrovackikontekst i para-
frazom izri¢aja dubrovacke koloristicke gkole.

Preispitivanje smisla vlastitog umjetnickog poslanja najdosljednije je artikulirano u radu Maja Sofija

(1996/2012), koji jednakopravno ukljucuje tekst, eksperimentalne slike radene na izduzenim daska-
ma i fotografije cempresa konavoskog kraja. Bez obzira na hermeti¢nost i nasumic¢nost, pripadaju-
¢i tekst nas vrlo precizno usmjerava na pravi trag u dozivljavanju tog multimedijalnog djela, osobi-
to na cinjenicu da su svifotografirani ¢empresi oboljeli od neke vrste bilinog tumora, te na &injenicu

Zrvnja vremena koje zapravo tek povremeno osvijestimo. lako su ¢empresi predstavijeni u parovi-
ma, fotografija iz1996. godine i fotografija danasnjeg stanja (u nekim slucajevima oboljelog cempre-
savise inema), rad se ne iscrpljuje u preciznom biliezenju i promatranju prirode, ni u fantazmagoric-
kom uobli¢avanju fotografija cempresa, kao $to je slucaj kod kolaza i intervencija bojom, apliciranih

na Cetiri daske svojevrsne japanske elegancije. Stvarno tijelo toga rada nije ¢vrsto omedeno, a ne-
moc i nesigurnost, upitanost u smisao komunikacije i smisao stvaralastva utkani su u meduprostor
izmedu privida pojavnosti (maya) i mudrosti (sophia). Slicno kao kod slike Dub iz1993. godine, Maju

Sofiju nije lako odgonetnuti, ali ju je iznimno lako dozivieti; njezin emotivni naboj dozivijava se nepo-
srednoisnazno.

Preispitivanje znacenjske i energetske odrednice mjesta i nasih obzora ocekivanja prisutno je u se-
riji fotografija Brda ukazanja u Medugorju (Prequel, 2012.). Dominantan motiv fotografija u vise suk-
cesivnih nizova (rijec je, naime, o ispisima skeniranog fotografskog filma) zapravo je sam put, kame-
nito tlo koje je toliko izgazeno da kroz njega, prema rijecima umjetnika, ,kao da proviruju same kosti

zemlie". Ljudi su snimani naj¢esce iz daljine u labavim grupacijama, pokrenuti nekom svojom unutar-
njom pricom, svi signali mjesta koji bi promatracu natalozili niz predrasuda vjesto se izbjegavaju, a

umjetnik tek tu i tamo sebi dopusti odmak hvatajuci neki poeticni trenutak, kao npr. u krupnom ka-
druleptira. Sukcesivnim prizorima bez ocite narativnosti i tek blagih pomaka u kadriranju kamenitog

tla, promatrac se suocava s ambijentom arhetipskih konotacija.

U svojim videoradovima, umjetnik najcesée upotrebljava jedan jedini kadar, stvarajuéi kontempla-

tivne radove iznimne profinjenosti i vizualne dojmljivosti, npr. u videoradu Cempresi iz 2002. s prizo-
rom $ume ¢empresa u nekoj sanjarskoj sftumato atmosferi u kojoj se neizbjezno namecu asocijaci-
je na slikarstvo. Murga iz 2004. godine, rad je koji uigri raspréenih zrnaca svjetlostii tonova zelene

boje takoder ima izrazite slikarske kvalitete, a istodobno funkcionira i kao metafora uznemirenosti;
mjehurici koji se stvaraju u talogu od maslinova ulja odrazavaju previranja samog umjetnika prina-
stanku rada, kada je prvi put nakon Domovinskog rata pozvan na sudjelovanje na izlozbi, zajedno s

umjetnicima iz Crne Gore. U postavu izlozbe Murga funkcionira kao koloristicki kontrapunkt inter-
venciji poetskog naziva Aurora, zapravo titravoj kruznoj mrlji na zidu radenoj pigmentom cinobera,
kojom se otvara prostor izlaganja.

Umijetnik katkad u postmodernistickoj maniri mijesa obiliezja filma, videouratka i performansa, kao

Stoje slucaj s radovima Ni dobro ni zlo (2007) 1 Sto je u valovima? (2009), u kojima naknadnim inter-
vencijama pojacava upotrijebliene konvencije medija; u spomenutom radu iz 2007, godine primje-
njuje ubrzanje radnje, dok uraduiz 2009. godine dijelove videa montira u vrtnji unatrag sizrazito za-
¢udnim efektom. U videoradu Sto je u valovima? u kojem su akteri radnje sam umjetnik i valovi koji

ga tukuy, zapljuskuju i prekrivaju, vidi se i odredena bliskost s postulatima Dogme 95, a uspjesno se

izbjegava bilo kakva pateticnost i pretencioznost koje bi se odabirom teme mogle provuci.

U videu Ni dobro ni zlo u kojem biliezi kopanje rupe za sadnju drva masline tijekom cega nailazi na

vrlo ljep kamen koji je prisilien razmrskati u komadice te problematizira Cinjenicu da i nesto huma-
noi plodotvorno ponekad za sobom povlaci ¢in unistenja, takoder izbjegava dramaticnost i teatral-
nost, kako spomenutim ubrzanjem filmske radnje koje ima i odredenu humoristiénu notu tako i na-
¢inom snimanja u kojoj se puna figura autora rijetko vidi.

U videoradu Dva minuta o neznanju (2012.), ,glavni glumac” je knjiga, i to ne bilo kakva knjiga, nego

najraniji sacuvani prijepis (14. stoljece) dubrovackog Statutaiz 1272, statuta koji je bio temelj pravnog

funkcioniranja i simbol politickog identiteta dubrovacke komune/Republike. Jednostavnim sred-
stvima, kontrastiranjem zatamnjenja i crvene boje, Cime nam izostrava osjetila za pracenje laganog

gibanja kamere po dijelu teksta napisanog goticom koju danas tek rijetki mogu Citati, autor postav-
lja pitanja o tome koliko nam je dragocjeno naslijede proslosti uistinu razumljivo i koliko smo doista

od njega spremni uciti?

Stvarna tema radova Luka Piplice uvijek je ispitivanje odredene problematike, pa ¢ak i onda kada

nam, kao u nekim svojim videoradovima, nudi svjetove koji su ugodnii pod &ijim okriliem zaboravija-
mo na svijet izvan galerijskih zidova. Nazivii popratni tekstovi bitna su potpora i svojevrstan putokaz
u dozivljaju diela, a bez obzira na to koji medij bira, okrece se svojem svakodnevnom okruzenju. Ze-
mlja, Cempresi, more, masline i drugi opipljivi signali stvarnosti tako postaju prepoznatljiva prva razi-
na pri uranjanju u slojevitost djela, u potrazi u kojoj ga sa zadovoljstvom pratimo.
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MAJA SOFIJA AND OTHER RIDDLES

Luko Piplica, a contemporary Dubrovnik artist who is equally adept at expressing himself in the

media of painting, photography and video, at the exhibition entitled My visit to Dubrovnik sub-
mits works created inthe spanbetween 1992 and 201 2. Thetitle of the exhibition does notimply

his close connection with the Konavle region, the artist's own life-setting, rather the gloomy regi-
stration of the circumstance that in our own town, which is increasingly taking on the contours of
atourist destination, and in which spiritual integrity is becoming a rather unwelcome category,
weallincreasingly feellike visitors.

Itis the problem aspect, particularly with respect to the re-examination of the visual conventions,
that figures as the key determinant of the author's work, irrespective of the medium involved.

In his paintings we can also find a conceptual approach to painting asin the series of “war paint-
ings’ createdinthe early nineties, as well as a classical understanding of painting material, asis the

caseinthe more recentworks. Inthe series of “war” paintings, in which the supportis most oftena

coarse blanket of the kind that in the Dubrovnik area was handed out as relief, the impression of
the hand of the painteris almost totally absent, the artist working with incising, with stencils and

simpleforms, emphasising the two-dimensionality of the support and creating compositions on

strictprinciples of symmetry. The inheritance of the war speaks out inthe poverty of the materials

andacertain breakdown inthe system: the human and animal representations, the objects, even

the decorative elements have totally the same degree of lack of physicality, as if they were frag-
ments of ascattered universe that faced with the inability to restoreits former orderhastobe sat-
isfied with the first framework that comes to hand - the two-dimensionality of the image.

Two almost contradictory approaches are interwoven - a certain vacuity of meaning that is per-
haps most consistently manifestedin the paintings Sword and Kitties (1992) or My Address is the
Azure Skies (1993),in which the choice of motifis apparently just the product of a play on words,
butis also a play on a pregnant symbolism. In the paintings Heaven, Death and Hellof 1994 the
artist chose characteristic animals that allude to or embody the concepts chosen: dolphins for
the ethereality orlightness of heaven; wild boar withan ominous glintintheireyesforhell;and the
scarab, symbol of immortality ina monumentally treated practically menacing version for the de-
piction of death. A hypnotic depiction of an oak, which was once atypical tree of the Dubrovnik
area, simplified without acrownandintotal symmetry of its stylised branches, is a painting thatin

some way resists analysis, but which we experience directly and intuitively (Oak, 1993).
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In a series of self-portraits done in 2012, testing out the very slippery borders of the categories
of identity, the painter captures his own likeness stressing corporeality and volume, in the clas-
sical painting manner. The disturbing component of these self-portraits reposes most of all in
the latent suggestion of the hidden, the vulnerable or the dark in the human being, whether itis
to do with a problematised bisexuality (/ the Beautiful, 201 2), with indications of some unknown
crime by allusion tothe series CSlthat bombards us daily (/the Saint, 201 2), or with a depiction of
the Rorschach blot (/ the Night, 201 2), which the author deftly sets in the context of self-portrait,
equating itsassociative charge with the complexity of the actual concept of identity. This series of
self-portraitsis also the only homogeneous group of the new paintings, the other works by both
manner of painting and choice of theme being miscellaneous, almost acting as vehicles for some
unknown or unproduced series of paintings. What is the common denominator among the in-
dividual pictures lies in the swaying, fluid human figures, closest perhaps in theirincorporeality
to shadows or projections in some tense interrelationship with the environment, captured very
broadly in transparent glazes (Night on Board, 2008, Dubrovnik Green, 201 2). Sometimes the
choice of theme and the very manner of painting are a play with some commonplaces of histo-
ryofart,asin R. Mutt, My Visit to Dubrovnik, 201 2, where the signature and the picture of the fig-
ure passing water refer to the famed urinal of Marcel Duchamp, and itis at once placedin the Du-
brovnik context, with a pastiche of the expression of the Dubrovnik Colourist School.
Re-examination of the point of his own artistic missionis most consistently articulated in the work
Maja Sofija(1996/2012), which involves equally important components of writing, experimen-
tal paintings done on elongated boards and photographs of cypresses of the Konavle region.
Notwithstanding the hermeticism and randomness, the pertaining text directs us precisely in
the right way in the experience of this multimedia work, particularly the fact that the cypresses
experienced are alldiseased with a kind of plant tumour, and the fact of the grindstone of time of
which we are only aware just on occasions. Although the cypresses are shown in pairs of photo-
graphsof 1996 and of the current state (in some cases the diseased cypresses have gone entire-
ly), the work is not exhausted ina precise recording and observation of nature or in a phantasma-
gorical shaping of photographs of cypresses, asis the case with collages and interventions with
colourappliedtofourboardsthat have a kind of Japanese elegance. The real body of this workis
not firmly bounded, and incapacity and uncertainty, dubiety about the point of communication
and the point of creative work are woven into the in-between space, between the appearance
of reality (Maya) and wisdom (Sophia). As with the painting Oak of 1993 Maja Sofijais not easy
tofigure out, butitis very easy to respond to it; its emotional charge is experienced immediate-
ly, strongly.

Re-examination of the semantic and energetic determination of place and of our horizons of ex-
pectationis to be foundin the series of photographs of the Hill of the Visions in Medugorje (Pre-
quel, 2012). The dominant motif of the photographs in several successive sequences (what we
view here are printouts of scanned photographic film) is actually the way itself, the stony ground,
which hasbeen so heavily trodden thatitis asif, in the artist's words “the very bones of the land

were poking out”. People are shot mainly froma distance inloose groups, setin motion by some

internal story of their own,; all the signals of the place that would dump onto the observeraload

of prejudices are skilfully avoided, and the artist only here and there allows himself a departure,
catching some poetic moment as in for example a close-up of a butterfly. Through successive

scenes, without any obvious narrative thread and with just slight shifts in the framing of the stony

ground, the observer is brought up face to face with an environment archetypal in its connota-
tions.

In his video works, this artist mostly uses a single take, creating contemplative works of great re-
finement and visual impressiveness, as for example in the video work Cypresses of 2002, with

ascene of awood of cypresses in some atmospheric sfumato reverie, in which associations of
painting cannot be repressed. Olive Oil Sediment of 2004 is a work that through a play of dif-
fused grains of light and tones of green also has pronounced painterly qualities, and at the same

time functions as metaphor for disturbance; the bubbles that are created in the olive oil residue

reflecttheferments presentintheartisthimself while the work s being created, when for the first
time after the Homeland War he was invited to take part in an exhibition with artists from Monte-
negro. Inthe set-up of the exhibition Olive Oil Sediment works as a colourist counterpoint to the

intervention poetically entitled Aurora, actually a vibrating circular blotch on the wall done in ver-
milion, opening up the exhibition space.

Sometimes, in postmodernist manner, the artist confuses features of film, video and perfor-
mance, as in the case with Neither Good nor Bad (2007) and What is in the Waves (2009), in

which with interventions at a later time he amplifies the conventions of the media used. In the

2007 work he speeds up the action, while inthe 2009 piece he edits part of the video so that they
play backwards, with an extremely weird effect. In What is in the Waves?in which the actors of
the action are the artist himself and the waves that beat against him, splashing and covering him,
a certain similarity with the postulates of Dogma 95 can be seen; and yet any kind of over-emo-
tionality and pretentiousness that the choice of theme might bring withitis successfully avoided.
In Neither Good nor Bad, in which he records the digging of a hole for planting an olive tree, dur-
ing which he comes up on a very nice piece of stone that he has to smash to smithereens and

problematise the fact that something humane and creative sometimes involves the act of de-
struction, he also avoids drama and theatre, both through the speeding up of the action, which

hasa certain comic note, and by the manner of filming, inwhich the fullfigure of the authoris seen

but seldom. Inthe video Two Minutes about Nescience (2012) the staris a book and not just any
book, but the earliest extant copy (14" century) of the Dubrovnik Statute of 1272, the founda-
tion of the legal functioning of the Dubrovnik commune, then republic, the political identity of
which it symbolises. With simple means, by contrasting periods of darkening and of red, sharp-
ening thus our senses for following the slow tracking of the camera over part of the text written

in Gothic script that few today can read, the author asks the questions about how much our pre-
cious heritage of the past s really understandable and how much we are really prepared tolearn

from it. The real theme of the works of Luko Piplicais always the testing out of a certain problem



area,evenwhen he offers us worlds, as he doesin some of his videos, that are pleasing and in the
bosom of which we canforget the world outside the gallery walls. The titles, and the accompany-
ing tests,arean essential support, a kind of signpostin the experience of the works, and, irrespec-
tive ofthe medium chosen, he always addresses his everyday surrounding. The earth, cypresses,
sea, olives and other palpable signals of reality become a recognisable first level in delving into
the complexity of the work and a search in which we can accompany him with satisfaction.

Maja Sofija, 1996. / 2012.
tekst / text, 1997.




Maja Sofija, 1996./ 2012.

analogne i digitalne fotografije

/ analogue and digital photographs,

1996./ 2012.
ink jet print




Maja Sofija, 1996./ 2012.

analogne i digitalne fotografije

/ analogue and digital photographs,

1996./ 2012.
ink jet print
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Dub / Oak, 1993

tempera i ulje na deki /

Mac i madidi
/ Sword and Kitties, 1992
tempera and oil on blanket

tempera i ulie na deki

/ tempera and oil on blanket
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Moja adresa su modra nebesa /

My Address is the Azure Skies, 1992

temperai ulie na platnu /

tempera and oil on canvas




Asketeidiskete (triptih)

Asketeidiskete (triptih, detal))
/ Ascetesand diskettes(triptych), 1993

/ Ascetesanddiskettes triptych, detail),

tempera i ulje na deki /

1993
tempera and oil on blanket tempera i ulie na deki

/ tempera and oil on blanket
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Ana, Travelling Light (detalj/ detail), 2012

ulie na platnu / oil on canvas

ulie na platnu / oil on canvas
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Prequel Prequel

The action of this film precedes one that we have already seen...

Here the ground vanishes beneath people who are seeking something.

The bare structure of the stone comes into view.

Time vanishes. The search comes upon itself.

Still without things that might describe it, can this be any mountain in the world?

Radnja ovog filma prethodi onoj koju smo veé gledali...

Ovdje zemlja nestaje ispod ljudi koji nesto traze.

Ukazuje se ogoljena struktura kamena.

Nestaje vrijeme. Potraga nailazi na samu sebe.

Jos uvijek bez stvari koje bi ga opisale, moze li ovo biti bilo koje brdo na svijetu?

200-8 KODAK
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Prequel, 2012

ink jet print
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ink jet print
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Aurora, 2012
cinober (HgS) / vermilion (HgS)




éempresi / Cypresses, 2002

video, 9' 30"
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Murga / Olive Oil Sediment, 2004

video, 1'53'

35



Ni dobro ni zlo / Neither Good nor Bad, 2007
video, 7' 31"
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Sto je u valovima?

Sto je uvalovima? / What is in the Waves?, 2009

video, 9' 22"
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Jo$ dva minuta o neznanju /
Two More Minutes about Nescience, 2012

video, 2'
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Luko Piplica, 2006.
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2008. Libertas, Suvremena dubrovackaumjetnost, Dom HDLU, Zagreb
2007.Prirodaidrustvo/Parallellines, MuzejRupe, Dubrovnik

2006. VisuraAperta, Momjan/Momiano

2005. CROssoverUK, Station Gallery Bristoli ARL Dubrovnik

2005. Suvremena dubrovackaumjetnost, MMSU, Rijeka; UGD, Dubrovnik
2005. Insert, Zagrebackivelesajam,MSU, Zagreb
2004.Susjedstvanadaljinu, ARL Dubrovnik, Mostar, Cetinje

2003.33. Splitskisalon, Split

2002. Human/Nature Trafo Galerija, Budimpesta
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POPIS IZLOZAKA

MULTIMEDIJA

1.MajaSofija, 1996./ 2012.
-4slike, kombiniranatehnikanadasci
137x51cm,138x44,6cm,138x51
cm,137,5x51cm
-12analognihidigitalnih fotografije,ink
Jetprint, 66x100cm

-tekst

FOTOGRAFIJE

1.Prequel,2012.
inkjet print
35x112,5cm;35x129Cm; 35%139
CmM; 35X143Cm; 35X 143Cm; 35x147
cm; 35x174Cm; 35x179Cm; 35X

187,5cm;35x212,5cm
SLIKE
1.Mojaadresasumodranebesa, 1992.
temperaiulie/ platno
181x119cm
2.Macimaciéi, 1992.

temperaiulie/deka

180x118cm
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3.Dub,1993.
temperaiulie/deka

180x118cm

4.Asketeidiskete (triptih), 1993.
temperaiulie/deka
172x111cm;172x113Ccm;172x

119cm

5.5mrt,1994.
temperaiulie/deka

175x120cm

6.Rqj,1994.
tempera, ulie, vosak / deka

175x120cm

7.Pakao,1994.
temperaiulie/deka

175x120cm

8.Zena-éempres, 1992./2005.
ulie/ platno

180x118cm

9.Jalijepi,2012.
ulie/ platno

108x84cm

10.Jazrtva,2012.
ulie/ platno
108x87,5cm

11.Jasvet|,2012.
ulie/platno
108x87,5cm

12.Janod, 2012.
ulie/platno
108x87,5cm

13.Anq, Travelling Light,2012.
ulie/ platno
108x87,5cm

14.R Mutt, Mojposjet Dubrovniku,
2012.
ulie/platno
108x87,5cm

15. Dubrovacko zelena, 2012.
ulie/ platno
108x88cm

16.Dan(Ulazimuvase vrtove ispustam
mjesecnazemlju),2012.
ulie/platno
108x87,5cm

17.ldemo nakavu, 2008.
ulie/ platno
108x88cm

18.Odhnosimeduljudima
(Nightswimming),2008.
ulie/platno

108x88cm

19.Noé nabrodu, 2008.
ulie/ platno

60x73cm

20. Aurora, 2012

cinober(HgS)nazidu
VIDEO

1.Cempresi,2002.

video,9'20"

2.Murga,2004.
video,1'53"

3.Nidobronizlo,2007.
video,7'31"

4.Stojeuvalovima?, 2009.

video,9'22"

5.Jo$ dvaminutaoneznanju, 2012.

video, 2’

THE EXHIBITS

MULTIMEDIA

1.MajaSofija, 1996/ 2012
-4 paintings, mixed mediaonboard
137x51cm,138x44,6cm,138x51

cm,137,5x51cm

-12analogue and digital photographs,

inkjetprint, 66x 100cm

-text

PHOTOGRAPHS

1.Prequel, 2012
inkjetprint
35x112,5cm; 35x129cm; 35X 139
cm; 35x143cm;35x143Cm; 35x147
CmM;35X174Cm;35X179Cm; 35X
187,5cm; 35x212,5cm

PAINTINGS

1.MyAddressisthe Azure Skies, 1992
temperaandoil / canvas

181x119cm

2.SwordandKitties, 1992
temperaandoil / blanket

180x118cm

3.0ak, 1993
temperaandoil / blanket

180x118cm

4.Ascetes anddiskettes (triptych), 1993
temperaandoil / blanket
172x111cm;172x113Ccm;172x

119cm

5.Death, 1994
temperaandoil /blanket

175x120cm

6.Paradise, 1994
tempera,oil,oil / blanket

175x120cm

7.Hel,1994.
temperaandoil / blanket

175x120cm

8.Woman-Cypress, 1992./ 2005
oil/ canvas

180x118cm

9./the Beautiful, 2012
oil / canvas

108x84cm

10./the Victim,2012
oil/ canvas

108x87,5cm

11./the Holy,2012
oil / canvas

108x87,5cm

12./the Night,2012
oil / canvas

108x87,5cm

13.Anq, Travelling Light,2012
oil/ canvas

108x87,5cm

14.R Mutt, My Visit to Dubrovnik, 2012
oil / canvas

108x87,5cm

15. Dubrovnik Green,2012
oil / canvas

108x88cm

16.Day (lenteryourgardens andbring
downthemoontoearth), 2012
oil / canvas

108x87,5cm

17.LetsgoforaCoffee,2008
oil / canvas

108x88cm

18.Relationsamong People
(Nightswimming),2008
oil/ canvas

108x88cm

19.Night onBoard, 2008
oil / canvas

60x73cm

20. Aurora, 2012

vermilion (HgS) onthe wall

VIDEO

1.Cypresses, 2002

video,9'30”

2.0live OilSediment, 2004
video,1'53"

3.Neither GoodnorBad, 2007
video,7'31"

4.Whatisinthe Waves?,2009

video,§' 22"

5. Two More Minutes about
Nescience, 2012

video, 2’
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