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YcBOEHMOT noBeKecsioeH eHPOPMENUCTUYKN  acneKT, BO
MefyHapOAHU paMKu pas3rnefyBaH U Kako npefn3BuKyBay Ha UM-
NynCcy WTO U3nerysaaT of ofiaMHa KOHCTUTYMpPaHWTe rneaunLuTa, ro
npaBy MOLUHE aTPaKTUBEH W BO AEHELLUHNTE MUroBU. KopeHuTe Ha
eHPOPMeNnoT ce KOHCTaTMpaHW ywTe npep noBeke of MOSIOBMHA
BEK, a HeroBaTta MaCOBHa pa3rpaHeToCT ce YyBCTBYBalle CKOPO AiBe
ZeueHnun. Tue rnaBHO ja NounTyBaaT cocTojbaTa BO Koja 6e3popm-
HOCTa Ce HaMeTHa Kako JOMMHaHTa Ha MOBPLUMHATA Ha C/IMKaTa,
napanesnHo Hej3uHaTa fecTpyKkuuja bele pesynrtaTt Ha n3pasuTmTe
MaTepujanHu KoHourypaumm wro 6ea BO ynora fia ja akueHTupa-
aT HMBHaTa aMopdHOCT. 3a fla ce AOCTUIHE HMBOTO Ha NOCaKyBa-
HaTa YMEeTHOCT, Kako MAejHa 3afjHUHa ce UCKOpUCTMja MAeuTe Ha
ercucteHumjanuctuukata éunosoduja. MNMopaam Toa BM3yenHata
NocebHOCT ja MPUNOXM MPEKY CUIHW MPEMOCTYBaha, BP3aHU 3a
ja3nuHMTe NapaanrmMy Ha uspasyBatbe, 6raejku oBme GrNo30BCKY
pa3sMucilyBama ja nMounTyBaa, Npep Ce, MHAMBMAYANTHOCTa, a Taa
Gelue nNoBp3aHa Co TPAarMyHoOCTa 1 ApaMaTMYHOCTa BO Koja Kako Aa
OTCycTBYBalle cpeanLuTeTo. EHGOpMenoT ce nojaBm BO BaKyMOT Kora
1 He MOXeLLe Aia ce 360pyBa 3a COLMjasHUOT CTaTyC Ha YMETHNYKO-
TO [eno, HUTY 3a KOHKPETHMOT CTaTyC Ha cnmkaTta. MoTuBauwjaTa
BO npuctanoT 6elle rmaBHO KOHLEHTPMpaHa Ha arpecMBHOCTa
Ha maTepwujanoT, Koja YecTo pe3ynTupalle U co AeCTPYKTUBHOCT.
3HauerbaTa Ha oBUe Aena ro npudaTrija ersucTeHLynjanHNoT MeTex,
HO He ce MocTanyBalle Nno NPUHLMNOT TWe Aa buaaT npeHeceHn uc-
KJyuMBO MPEKy mMaTepwjanoT, Koj Ha MOMEHTH belle ocTaBaH ¥ BO
enemeHTapHata coctoj6a. Op oBue npnUnHM eHGOPMENOT ja [OXKN-
Bea cyabuHaTa Ha nomarky “cdaten” Bo geduHULMMTE 3a CavKap-
CKUTe, OQHOCHO CKYNINTOPCKM MpaBuy. KOHKpeTHOCTa Ha BakBuTe
TeHAEHUW, NPUKNYYeHN BO KOMMIEKCOT Ha €BPOMNCKNUTE ABUXKeHa
6ele ondaTeHa NoBeKe Kako AOMUHATHA JyXOBHa K/MMa Ha eno-
xaTa.

3aToa u3noxbaBa, Npeky npvumepouuTe WTO M MnocedyBa
Mys3ejoT, 6elle nocTaBeHa Co MHTEHLWja Aa NCMPOBOLMPA JOMON-

HUTENHW rneguwTa (WTO MOXebun ce n CBOEBMAEH NPUAOHEC BO
pasjacHyBar-eTO Ha PaAUKaJHMOT NPUCTan Ha YMETHULWTE KO
NpaKkTUKyBaa MCKYCTBaTa BO “COAPXKMHCKA” CMMCNA) U NapanenHo
Ja ro ucnposourpa Knacmouumpareto Ha peguuaTta NPUCYTHU
NMOKMOHMLM Ha OBOj NpaBeL, 06eAnHETV BO KOHLENT KOj PeTKO MO-
XKeLle ce JOXKMBee BO HEKOj APYT N3N0XKOeH aMOVEHT.

Ho jacHo e peka e noTpebHO fAa ce mcnountyBaaT MucC/eraTa
M Aa ce CoonwTy AeKa MaskyMrMHa off HUB 6ea AVMPEKTHU CBefo-
UM Ha ceonwTaTta Katactpoda - Bropata cBeTcka BOjHa, efAHa of
noTeHUnjanHUTe MHAMKATOPW Ha OBaa MojaBa Koja Umalle Hamepa
a M acuMumpa peakuunTe Ha YMETHULMTE Kako ofApenyBayku
dakTop. 3aToa Npu gedrHUPaHETO Ha HACOKNTE Ha OBUE YMETHU-
UM ce rnefja CO U3BECHA Pe3epBMPaHOCT, MOTeHUMPaHa 0CcobeHO
npu aHanmsaTta Ha KOHKpeTHUTe fena, NpudaTeHO N Kako CMOHTaH
pedneKkc Koj rM OTCANKYBa MPBEHCTBEHO GOPMANHO NIMKOBHUTE
npeancnosnymmn. OTTamy “aHraXxnpaHnmoT” ogHOC Ha OBUE yMeT-
HULUM rO penatmusBu3Mpame A0 CTereH Ha “pasHuULIAHO” NocTaBeH
Kogekc. HajsHauajHute mery HuB (Bypu n laTuH) eHdopmenoT ro
[OXMBejaa Ha eKCMANLMTEH HauMH, MOTOYHO M OAp»)Kaa Hauyenata
penepHu BO oapeayBaeTo Ha NPUMNagHoOCTa KOH Hero. OcTaHyBa
AnnemMaTa OKoJy ienaTta Ha YeLlKnTe 1 NOJICKATE aBTopU Yuja 3abe-
NeXnTenHa UMMYNCMBHOCT € CMopeasivBa NoBeKe co HacTaHUTe Ha
jyrocnoBeHckaTta yMeTHMYKa CLieHa BO KpajoT Ha 50-Te 1 MoYeToKOT
Ha 60-Te Ha MMHaTKOT BeK. Cenak, eHdopmenHaTa forvka (noeeke
ce anyavpalle Ha ancTpakuyvjata BOOMNLWITO) Kako peakLuja Ha cou-
peanv3mMoT e KaHCTaTupaHa paHo Npeky u3noxbarta Ha Jlybapaa
(1951.), HO cBOjaTa PaAMKaNHOCT ja AO/MKN Ha AejCTBYBareTO Ha
[aTnH BO camaTa nonosrHata Ha 50-Te.

FatuH, MpoTuk, bepHuk, Kynmep, co ywTte HeKONKymuHa, npeT-
CTaByBaaT rMaBHUTE UHMLMjaTOPU 1 NPeTCTaBHULM Ha eHdopmenoT
Ha 6uBLLMTE jy-npocTopu. Te Hero ro anconBrpaa NpeKy concTee-
HNOT CeH3MOUnMTET Ha cdaKkarba BO KOU € oueBUHO npudakarbe Ha
JIMKOBHATa KOHLenNuUuja, NpuiarogeHa Ha CBOEBUAEH HaUMH U Kako
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aTaK Bp3 akyMynmpaHuTe Npean3BULIM BO peakLmTe KOH KOHKpeT-
HWUTe onwTecTBeHN cocToj6u. OBa ce ofjHeCyBa Ha MOHXPOMHUTE
MOBPLUNHUN N €AHOCTaBHUTE NAACTUYHO KOHUMMMPAHW aKLEHTU Ha
FaTnH, nomanky 3a MpoTuk, foaeka bepHrK ce HagoBp3a 1 co nopa-
KW BO 3HaKOBHa Wi fieTpucTnyka ¢popma. 3atoa nak HelwKoBuK ja
npedepupalle NpakT1KaTa BO Koja ce Npefn3BUKyBaaT BU3yeSTHU
Tparu (CTUAN3MpPaHW TMraHTCKM AaMKK BO ynora Ha acouuparbe Ha
noHyfileHaTa KOHKPeTHa TeMa) HaHeCeH) Ha CypOBOTO MaTHO, Yuja
OCHOBa e AieN1 0 Komno3uuujaTa.

Mpere/b camo ja cnefelle HameTHaTaTa npobnemcka
opueHTauyja. MpeKky dopmanHuTe acnekTu, ja onpasBaa npunag-
HOCTa KOH OBOj CTWJ, U/e YmTarbe € BO KOHTEKCTOT Ha annuumpa-
HWUTe JofaToun Ha noplumnHata. Kaj Jlybapaa, eHpopmenucTnykara
opveHTaumja ce 6asupalle noBeke Ha epekTUTe Ha JIMPCKOTO U
Ha KonopucTuykata cUmO0onMKa, MHTePNPETMPaHM KaKo MAUTKA
penjedHn mHpopmaumun. lMNeTneBckn ro pednekTupalle eHPop-
MeNINCTUYKM AYX BO KOj opraHckute popmu BO oppefieH nepuop
ce HaMeTHaa Kako YMHuTenn Ha GopmMMpareTo Ha YCJIOBHO Npu-
daTeHaTa “HappeanHa” epekTHO M MPEUU3HO MHTeprpeTMpPaHa U
co3fjaieHa LienoBHUTOCT Ha NPo61eMcKOoTO noaranuLiTe, CBOjCTBEHO
ocobeHo 3a cnvKarta lpaobauyu.

[Muxa MHCcUCTMpalle Ha nej3axHuTe edeKkTU CO KOH3MCTEHT-
HOCT BO YCNOBHO npwudaTeHaTa penauumja BO OCO3HaeHaTa
maTepujanHocT Ha 6ojaTa 1 UpHO-6ennoT crB ToHanuTeT. Kynmep,
MypTuKk, MoHTaHapuHK, borys nnu MpacuHoc co copucTnympaHo
pa3paboTeH npucTan ce onpea Ao jasnkoT Ha eHGPOMENNCTUYKO
KONMOPUCTNYKO AMMEH3NOHMPAHU UMMPECUN, LUTO ce NPUGNKYBa-
aT Ao Nlormkata Ha KOHUMNuparbe Ha rpyrnHa Bu3yenHa ocMucre-
HOCT, BO KOja MUKTypasHOCTa ja npe3efe npvMapHarta ynoraTa Bo
KOHeuHarTa rneTka.

MoarpecvBHO 13[BOjyBatbe Ha MaTepujasiHOCTa Ha 6o0jaTa,
OIHOCHO BHECYBareTO Ha HeCNMKapcKkyu MaTepujanun (BOCOK, ne-
COK...) € CBOjCTBEHO 3a C/IMKKTe Ha [lomoTo, 3jemMcKku, MaknmKkoBcKa,

OBupacku, Kadka, Poconosunu. Ha osa ce HagoBp3yBa u bypu Bo no-
HyfeHaTa nocTtaBka “nosp3aH” co LWapwyH. ObajuaTta ja oTKpmBaaT
BMPTYO3HOCTa BO peaniM3auujata Ha 6env komnosunumm (co eanH-
CTBEH MaJl LpH aKLEHT Kaj NPBKOT) BO KOW ecTeTCKaTa AMEeH3Vja BO
HVEQieH MOMEHT He € MopeMeTeHa..

Bo ckynnTtypaTta, cekako AOMUHMpa TpeTaTa AWMEH3Wja, HO
BO HEKONIKYTe MpUMepy MOXe fAa Ce perncTpvpa CBOeBMAHa
WHTEeHLMja Ha NOANCKPETHO n3neryBame off OCHoBaTa. TnuyeH e
nprmMepoT Ha KemeHn, Co n3BneKyBame Ha CIMYHM reoMeTpursmpa-
HW LIXNLM KOW ja NPeANn3BMKYBaa ONTMYKaTa niacTnyHa urpa. Tuxel
"HnjaHcMpaHMTe” OQHOCK Ha TeKCTypaTa MOMpeuUn3Ho M HagoBp3a
Ha nNpob6nemnTe NOCTaBEHW OKOJNy METanHUTE eHGOPMENNCTUYKN
CKynnTypun BO unj GOKyC Gelue TMHEAPHOTO, @ HE BONYMUHMNO3HO
TPeTNpPaHNOT 06MNK.

3HauajHu eHPOPMENUCTNYKM PEMUHMCLIEHLINW, KaZie LWTo obpa-
60TKaTa Ha »Kene3oTo ' NCTakHYBa HajuyBCTBUTENHWTE [EN0BM ce
ofpaseHn Bo ckynnTypata Ha COManHW, Ha CIMYEH HAuMH T YyB-
cTByBame U Kaj CnuTepuc.

Llamormsa cTpykTypata Ha d¢opmata ja wm3rpagu npeky
YMHOXYBatbe Ha efleH UCTOBETEH efleMeHT (KNnvHel), co3aaBajku
MHOLUTBO CPOAHW BM3YypW, OCTaBajKkn ja npobnemckata noctase-
HOCT Aa ja noTBpAM MOTMOJIHO OCaMOCTOeHaTa MojaBHOCT. Kako
n Llamoma, Taka 1 JeBpuK ja onpasfa cBOjaTa UHTEpPHALMOHaNHA
penyTaunja BO akTyeNnHUTE MUTOBM, MHCUCTMPAjKN Ha NprYMeHa Ha
ABa efleMeHTa (opurrHaneH NprcTan - Croj NPeKy MeTasHW LWUMKK
co chepuruHn 06a1LM), CO BapWjaHTU BO KOW MOTEKIOTO Ce feTeK-
TMpa BO Pa3IMYHOCTa Ha HMBHaTa MOCTaBEHOCT BO MOEAUHEYHOTO
peno. HejsnHmnoT oaHOC KOH HapBopelwHocTa belwe pedepeHua
Ha 3aMmucnata fja ce JOMOJSHU CO BPEAHOCTU KOU 61 Mmare Kapak-
Tep Ha CNomeHWYKn obenexja, Npeno3HaeHo BO pepaykuujata u
MPOYNCTYBaHETO Ha BUTANIHWUTE OPraHcKM meTa-dopmu Kou Gea
npean3BUK BO N3efjHauyBareTO CO er3ncTeHumjanHaTa gpama



OBOj Kpyr Ha yMmeTHULM, 65IM30K Ha eH-
dopmenoT npeTcTaByBa BUCTMHCKa C/K-
Ka Ha gen op ¢yHaycoT Ha HY MCY, a oBaa
npeseHTaumja e 0bug fa ce n3aBov Moxebu
BO OBOj MOMEHT Haj3HauyajHMOT CermeHT of
KonekuujaTa, MpeKy BapujaHTa Koja 36opyBa
CO UHTepHaUMOHanHo npudaTeHn 3Havera
U BpefHOCTW. Bo 36upknTe noctojat 6a-
pem CToThHa NpuMepu (cnopep AaTymMOoT Ha
HacTaHyBarbe WM N30CTaBeHUTe TeXHUKMK
upTex u rpaduka) co pedepeHTHUTE 0CO-
6eHOCTN KoM ce NpubnvKyBaaT Ao eHpop-
MenoT. HeuenocHMoT yBua e pesynTat 1 Ha
OTCYCTBOTO Ha CAVKWTE W CKYINTypuTe Of
Make[OHCKMUTe aBTOpU WTO 6ea NpuKakaHn
BO KOHTEKCT Ha NPEeTXO4HO NMOArOBeHUTE n3-
Nox6y BP3aHU 3a 0BOj CTUICKN NPEAN3BUK,
aKTyesnleH ¥ MPaKTUKYBaH Kaj Hac BO TeKoT
Ha uenaTa ceaMa feLeHuja, Na 1 NoaoLHa
Co pedepeHLM MHKOPNOopMpPaHU BO NOCTMO-
OEePHUCTUYKINTE CTPYyeHba.

Mapuka bousapoBa lNnaBescka

Oppat MNetneBckn / Ordan Petlevski - MKD/CRO
Mpao6nuum / Primary Forms, 1961
Macno Ha nnatHo / oil on canvas, 135x95
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Mapuo NMpacuHoc / Mario Prassinos - FRA
Bessy, 1963
Macno Ha nnatHo / oil on canvas, 93x74

PajmyHp 3jemcku / Rajmund Ziemski - POL
Komnosuuumja / Composition, 1962
Macsio Ha nnatHo / oil on canvas, 127x65
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KoHuept Bo A-mon / Concert in A-Minor, 1962

Cepx WapuwyH / Serge Charchoune - FRA
Macsio Ha nnaTHo / oil on canvas, 49x71
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MpocTopu Ha ouajoT / Space of the Despair, 1956

WBo MaTuH / Ivo Gattin - CRO
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Komnosuuuja 2 / Composition 2, 1962
Macno Ha nnaTHo / oil on canvas, 97x130




Epo Myptuk / Edo Murti¢ - CRO
KameH v 3emja / Stone and Earth, 1961
Macno Ha nnaTHo / oil on canvas, 130x195

The Informal Art in Painting and Sculpture 1956-1966
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OtoH Muxa / Oton Gliha - CRO
[pomaun 8-64 / Parceles 8-64, 1964
Macno Ha nnatHo / oil on canvas, 130x130
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O®epaunanp Kynmep / Ferdinand Kulmer - CRO

Cueo u kKocteHnuBo / Gray and Chestnut Coloured, 1961

Macsio Ha nnaTtHo / oil on canvas,

130x162
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Macso Ha nnaTtHo / oil on canvas, 120x141,5

w
=z
=
'
[}
T
=
[
2
3
-
S
]
-
[}
a.
~
]
=Y
Q.
(]
©
>
=
Q.
©
[~
[}
=

OruH / Fire, 1958,
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MapjaH Borys / Marian Boguz - POL
Komnosuuwja / Composition, 1959
Macno Ha nnatHo / oil on canvas
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Mpeppar HewkoBuk / Predrag Neskovi¢ - SRB
fonem 6opeL, / A Big Fighter, 1964
Temrepa Ha nnaTHo / tempera on canvas, 150x118

Banpa BuHuuka MaknukoBcka / Wanda Winicka Paklikowska - POL
Komnosuuwja / Composition, 1960
KOMOUHMpaHa TexHWKa Ha nnaTtHo / mixed media on canvas, 127x28

TBOTO N cKynnTyparta 1956-1966

ja Ha HY My3ej Ha coBp

BOC

ymeTHoct, Ckonje)

(on mer



-
-3
o
iy
-]
wn
o
-
9
g
3
2
2
3
v
w
°
e
L
-]
c
£
£
o
(-9
£
et
£
<
®
£
£
K
£
L]
=
=

=
=
5
)
3
=
=
)
g
g
£
]
s
S
2
5
£
E
g
g
=
=
>
£
g
5
2
2
R
Gl
S
=
]
2
g
£
]
£
]
£
€
s
=

Jepxu Poconosuy / Jerzy Rosolowicz - POL
Komnosuuwja Ha dopma anda 1

Composition of the Form Alfa 1, 1964/65
KOMBUHMpPaHa TeXHVKa Ha NNaTHO

mixed media on canvas, 56x91
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PomaH OBugcku / Roman Owidski - POL
Komnosuuwja / Composition, 1963
KOMOUHMpaHa TexHMKa Ha KapToH / mixed
media on carboard, 50x81




BpaHko Mpotuk / Branko Proti¢ - SRB
Komnosuuwmja 326 / Composition 326, 1961
Macso Ha nnatHo / oil on canvas, 150x130

JaHes bepHuk / Janez Bernik - SVN
MNMopaka / Message, 1964
KOMOMHMpPaHa TeXHMKa Ha nnaTHo / mixed media on canvas, 140x140
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The adopted multi-layered Informal Art aspect, internationally
seen also as an instigator of impulses that exceed the long ago set
up viewpoints, makes it very attractive in the present moment. The
roots of the Informal Art were established more that half a century
ago and its massive dispersion was felt for almost two decades.
They basically respect the condition where the formlessness was
imposed as a dominant on the painting surface, while at the same
time its destruction was a result of the explicit material configura-
tions that had the role of pointing out their shapelessness. In order
to achieve the level of the desired art the ideas of the existentialis-
tic philosophy were used as a conceptual background. That is why
it offered the visual particularity through considerable bridging,
related to the language paradigms of expression, because these
philosophical considerations respected, most of all, the individual-
ity and it was related to the tragedy and the drama where the cen-
ter seemed to be absent. The Informal Art occurred in the vacuum
when the social status of the artwork could not be discussed, nor
the particular status of the painting. The motivation for the ap-
proach was chiefly focused on the aggressiveness of the material
which often ended in destructiveness. The meaning of these art-
works accepted the existentialistic confusion but they were not
transposed solely through the material which was occasionally left
in its elementary state. These were the reasons why the Informal Art
ended up as less “understood” in the definitions of the painting and
sculptural trends. The particularity of these tendencies, included in
the complex of the European movements, was rather considered as
the dominant spiritual mood of the epoch.

This is why this exhibition, through the exhibits owned by the
Museum, was set with an intention to provoke additional opinions
(which is, perhaps, a particular contribution in clarifying the radical
approach of the artists who had applied the experiences in “con-
tent” sense) and also to provoke the classification of the numerous
present followers of this movement, united in a concept that could

hardly be experienced in any other exhibiting ambient.

But is it obvious that the opinions must be respected and we
must say that very few of them have been direct witnesses of the
massive catastrophe - the Second World War, one of the possible in-
dicators of this occurrence which was intended to assimilate the re-
actions of the artists as a defining factor. This is why the defining of
the trends of these artists is perceived with a certain reserve, espe-
cially emphasized in the analysis of these particular artworks, also
adopted as a spontaneous reflex which reflects primarily the formal
artistic predispositions. Therefore we question the “committed” at-
titude of these artists to the level of an “unstably” set codex. The
most significant among them, (Buri and Gattin), have experienced
the Informal Art in an explicit way, more precisely they supported
the principles relevant in defining the belonging to it. The dilemma
remains on the artworks of the Czech and Polish artists whose no-
table impulsiveness is comparable rather to the occurrences on the
Yugoslavian art scene at the end of the 1950s and the beginning of
the 1960s. However, the Informal Art logic (it rather alluded to the
abstraction in general), as a reaction to the soc-realism, was estab-
lished pretty early with the exhibition of Lubarda (1951), but it owes
its radical feature to the commitment of Gattin in the mid 1950s.

Gattin, Proti¢, Bernik, Kulmer and a few others were the main
promoters and representatives of the Informal Art on the former
Yugoslavian territory. They have absorbed it through their own
sensibility of attitudes which obviously meant acceptance of the
artistic concept, adapted in a particular way and as an attack on
the accumulated challenges in the reactions on particular social
circumstances. This refers to the monochrome surfaces and the
simple, plastically conceived accents of Gattin, less to Proti¢, while
Bernik followed with messages in sign and letter forms. Neskovi¢,
on the other hand, preferred the practice which included visual
traces (stylized gigantic spots associating to the offered particular
topic), applied on a raw canvas whose background is part of the
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Mapuj Mperes / Marij Pregelj - SVN
Terra Rossa, 1965

KOMOVHMpPaHa TEXHMKA Ha NnaTHO
mixed media on canvas, 162x130
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Yectmup Kadka / Cestmir Kafka - CZE
3emja / Earth, 1962,
KOMOVHMpaHa TexHVKa Ha iecoHmnT / mixed media on masonite, 121x154
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composition.

Pregelj only followed the imposed topic orientation. Through
formal aspects he justified his belonging to this style whose read-
ing is rather in the contexts of the applied additions to the surface.
With Lubarda the Informal Art orientation was based upon the lyri-
cal aspect and the colorististic symbolic, interpreted as shallow re-
lief information. Petlevski reflected the Informal Art spirit in which
in a certain period the organic forms were imposed as agents in cre-
ating the conditionally accepted “surreal” effectively and precisely
interpreted and rendered wholeness of the topic viewpoint, typical
especially for the painting “Primary Forms".

Gliha insisted on landscape effects with the consistency of the
conditionally accepted relation with the revealed materiality of the
color and the black-white gray hue. Kulmer, Murti¢, Montanarini,
Boguz or Prassinos with a sophisticated approach touched the
idiom of the coloristically dimensioned Informal Art impressions,
which approached the logic of conceiving a group visual com-
pleteness where the pictorial assumed the primary role of the final
view.

A considerably aggressive distinction of the materiality of the
color, that is, introducing of non-painting material (wax, sand...)
was particular for the paintings of Domoto, Ziemski, Paklikowska,
Owidski, Kafka, Rosolowicz. This is complemented by Buri, in this
display “connected” to Charchoune. Both of them reveal the virtu-
osity in the completion of white compositions (with only one black
accent with the former) where the esthetic dimension is never dis-
turbed.

The field of sculpture is, normally, dominated by the third di-
mension, but in the few examples we can see a particular inten-
tion of a rather discreet exceeding the basis. A typical example is
Kemeny who pulls out similar geometrical points that render the
plastic optic game. Tihec precisely complements the “nuanced”
relations within the texture with the issues set upon the Informal

Art sculptures in whose focus was the linear form and not the form
treated as volume.

Significant Informal Art reminiscences, where the processing of
iron points out the most sensitive parts, can be seen in the sculpture
of Somaini, while in a similar way we can also feel it with Spiteris.

Dzamonja created the structure of the form through multi-
plication of a single element (nail), creating many similar outlines
and leaving it to the topic to confirm the completely independent
occurrence. Same as Dzamonja, Jevri¢ justified his international
reputation in the actual time insisting on the application of two
elements (an original approach - a junction with metal rods with
spherical shapes), with variants where the origin is detected in the
difference of their place in the particular artwork. Its relation with
the outside was a reference to the idea to supplement it with values
which would have the character of memorials, recognized in the re-
duction and purification of the vital organic meta-forms that were a
challenge in the equalization with the existential drama.

This circle of artists, close to the Informal Art, is a real pic-
ture of part of the fund of the National Institution Museum of
Contemporary Art, and this presentation is an attempt to point this,
presently probably the most important segment of the collection,
through a variant that speaks with internationally accepted mean-
ings and values. The collection includes hundreds of examples (ac-
cording to the time of completion or the omitted techniques of
drawing and graphic art) with referential particularities which ap-
proach the Informal Art. The incomplete review is a result of the ab-
sence of paintings and sculptures by Macedonian artists that were
shown in the context of the previously set exhibitions related to
this style challenge, actual and applied in our country in the course
of the entire 1970s and later, with references incorporated in the
post-modern movements.

Marika Bocvarova Plavevska
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Xucao flomoto / Hisao Domoto - FRA
PaspeLuyBatbe Ha KOHTUHYUTETOT / Solution of Continuity, 1964
Macno Ha nnatHo / oil on canvas, 94x75

3onTtaH KemeHu / Zoltan Kemeny - CHE
Mpecek Ha BM3mja / Cat across of Vision, 1962
enes3o Ha ApBo / iron on wood, 98x74x24
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Cnaeko Tuxeu / Slavko Tihec - SVN
[BonucHa popma / Two-fold Form, 1965/66
anymuHuym / aluminium, 135x190




AywaH Llamora / Dusan Dzamonja - CRO
MeTanHa ckynntypa 45 / Metal Sculpture 45, 1965
eneso/iron, 33x19x19

®paHuecko ComaunHu / Francesko Somaini - ITA
Komnosuuwja 80 / Composition 80, 1961
6poH3a / bronze, 57x43x30
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KaHna Beponony Cnutepuc / Jeanne Veropoulou Spiteris - GRC
Yekopeme / Pacing, 1962
»xeneso / iron, 100x80x23
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An6epTto bypu / Alberto Buri - ITA

beno C-64 / White S-64, 1964

KOMOMHMpPaHa TeXHMKa Ha necoHunT / mixed media on masonite, 38x92
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Onra Jespuk / Olga Jevri¢ - SRB

Hapcsopecta popma / The Vaulted Form, 1964/65
6pOoH3a, Xeneso / bronze, iron, 50x60x40
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