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Damir Sokié
Résume

Zvonko Makovié

The new Damir Soki¢ exhibition is different in many
ways from the exhibitions he has had in the last
twenty years. On show are works that at least
ostensibly seem completely unconnected with
each other, while earlier Soki¢ shows were em-
phatically integrated, were filled with pieces that
could be understood as sentences in a single text.
The gallery space was a space in which a pre-
cisely articulated thesis was being demonstrated;
a proposition that was mainly condensed at one
spot would be expanded to the whole ambience of
the venue. If some other works were also included
in the exhibition, then they tended to supplement
the main piece, explaining the basic tenor of the
show. Today, however, Damir Soki¢ is exhibiting a
number of works that function in the way of a story
enclosed within itself. Pictures that acquire their
full significance only in the ambience, objects ar-
ranged in such a way as to work like installations,
and then objects among which some reveal an en-
tirely bizarre origin, into the significance of which
at this exhibition it is not entirely easy to penetrate.
And yet, one should see things differently; read the
works through the references that the works of this
exhibition offer in abundance, touching on both
earlier works of Soki¢ and works from the more
recent history of art. Actually, pieces that belong to
the body of the historical avant-gardes. In a piece
of writing in which he explains his art written ten
years ago, Damir Soki¢ says that he understands
the entire history of art as a vast storehouse, a
storehouse that can also be called a remembering.
“And remembering is a weight at the moment we
create the work. It is hard to take off and fly with
such a weight,” the author concludes, adding a lit-
tle later that he has the impression that everything
he makes has been made already, indeed, that he

has only just hauled it out of this great warehouse.

Nova izlozba Damira Sokiéa umnogome se
razlikuje od izlozaba koje je imao posljednjih
dvadesetak godina. Na njoj su izlozena djela
koja se naoko doimaju sasvim nepovezana,
dok su ranije Sokiceve izlozbe bile naglaseno
cjelovite, ispunjene djelima koja su se mogla
razumjeti kao rec¢enice jedinstvenoga teksta.
Galerijski je prostor bio prostor u kojemu se
demonstrirala precizno artikulirana teza, teza
zgusnuta mahom na jedno djelo prosireno na
cijeli ambijent izlozbenoga prostora. Ako su u
izlozbu i bila ukljuéena jo$ neka djela, ona su
dopunjavala ono glavno pojasnjavajucéi osnov-
nu tezu izlozbe. Danas, medutim, Damir Soki¢
izlaze niz djela koja funkcioniraju kao u sebe
zatvorena prica. Slike, koje svoj puni smisao
dobivaju tek u ambijentu, predmeti slozeni tako
da djeluju kao instalacije, zatim objekti medu
kojima pojedini otkrivaju svoje sasvim bizarno
podrijetlo u ¢ije zna¢enje na ovoj izlozbi nije
tako jednostavno proniknuti. Pa ipak, stvari
treba vidjeti drugacije. Djela ¢itati kroz referen-
cije koje nam djela s ove izlozbe obilato nude, a
koje se ti¢u kako ranijih Soki¢evih radova, tako
i djela iz novije povijesti umjetnosti. To¢nije
onih koja pripadaju korpusu povijesnih avan-
gardi. U jednom tekstu u kojemu objasnjava
svoju umjetnost, a pisanom prije deset godina,
Damir Soki¢ kaze kako cijelu povijest umjet-
nosti shva¢a kao ogromno skladiste, skladiste
koje se moze zvati i paméenjem. A pamcenje je
uteg u trenutku kada stvaramo djelo. Tesko je
s tim utegom poletjeti, zaklju¢uje autor i nesto
kasnije dodaje da ima dojam kako sve $to na-
pravi da je ve¢ napravljeno, StoviSe da je to tek
izvukao iz velikog skladista.

Spominjem ove Soki¢eve recenice stoga

§to mi se ¢ini da one na najbolji nacin ra-



svjetljavaju osnovnu intenciju njegove nove
izlozbe. Kazem izlozbe, a ne novih djela zato
Sto prividnu heterogenost i raznolikost iza-
branih radova treba razumjeti kao dio dobro
uskladenoga sustava. Drugim rije¢ima, kako
je ponovno u pitanju oblikovanje izlozbe kao
jedinstvene cjeline. Izlozbu je ovaj umjetnik
uvijek razumijevao kao medij, kao samostalno
djelo koje funkcionira isklju¢ivo u kontekstu
izlozbenoga prostora.

Sada je to isto tako. lako izlozbu ¢ine brojna i
razli¢ita djela, njih treba razumjeti isklju¢ivo
kao fragmente jedinstvenog organizma. Kre-
¢uéi se od djela do djela stjeéemo dojam da
prolazimo labirintom u kojemu susre¢emo
brojne referencije. Referencije na $to? Na
neka ve¢ postojeéa djela, bilo Soki¢eva, bilo
djela drugih umjetnika, dakle djela koja pripa-
daju povijesti umjetnosti. Stovise, dolazimo
do slu¢ajeva kada se referencije preklapaju,
kada su one slojevite, ali niposto nerazgovjet-
ne. Na jednom mjestu izlozbe Soki¢ na bijelom
galerijskom zidu stvara instalaciju slozenu od
osam crnih pravokutnika vrlo jasnoga podri-
jetla. Rije¢ je o citatu poznate Maljevi¢eve
suprematisticke slike. Medutim, unutar Soki-
¢eva opusa naéi ¢emo takoder veé ranije ko-
riStene citate ovoga suprematistickoga djela.
Na jednoj svojoj slici iz 1984. godine, a to je
»Drugi let supremacije“, umjetnik prenosi ras-
pored preuzet s Maljeviceve slike, ali podesen
sasvim novoj, i to osobnoj konstelaciji nekog
novoga ekspresionizma koji ga je tada zao-
kupljao i te je svoje preokupacije pokazao na
cijeloj jednoj velikoj izlozbi. Ekspresionisticki
je kontekst unio Sum u suprematisticki svijet
ispunjen tiSinom i intenzivnim osjeé¢anjem od-
sutnosti. TiSina i odsutnost, kao svojevrsni

| mention these sentences of Soki¢’s because it
seems that they cast the best light on the basic
intention of the new exhibition. | say exhibition and
not new works because one needs to understand
the ostensible diversity, heterogeneity even, as
parts of a well adjusted system. In other words,
once again we are concerned with the shaping of
the exhibition as an integrated whole. This artist has
always understood an exhibition as a medium, an
independent work that functions only in the context
of the exhibition space. And now the same thing is
true. Although the exhibition consists of many and
different works, they should be understood only
as fragments of a single organism. Moving from
work to work we take on the impression that we
are passing through a labyrinth in which we come
upon many references. To what? To some works
that are already in existence, either Soki¢’s own, or
of some other artists, that is, works that belong to
the history of art. Indeed, we will even meet cases
when the references overlap, when they are com-
plex, yes, but not at all unintelligible. At one spot
in the exhibition, Soki¢ creates on the white gal-
lery wall an installation composed of eight black
rectangles of an extremely obvious origin. This is
a quote of the well-known Malevich Suprematist
painting. Nevertheless, within the Soki¢ oeuvre we
will also find some earlier used quotes of this Su-
prematist work. In a picture of 1984, Second Flight
of Supremacy, the artist transfers the arrangement
taken from the Malevich painting, but adjusted to
an entirely new and personal constellation of a new
kind of Expressionism, in which he was at that time
absorbed, and which he showed at the whole of a
large exhibition. The Expressionist context brought
noise into a Suprematist world filled with silence
and an intense feeling of absence. Silence and ab-

sence, signs of Malevich’s world, are heightened

in Soki¢’s new painting by the absence of colour,
since the rectangles are black on the white ground
of the wall, but so is the hint of Expressionism from
the Second Flight of Supremacy. The eight black
rectangles are not painted with black paint on a
white wall; in fact, Soki¢ formed this work by the
laying of ceramic tiles. Geometrical figures, even
whole pictures made up of (white) tiles can be
found in Soki¢’s work from the end of the 1970s, at
a time when this artist, at his very beginnings, was
occupied with getting rid of any metaphorical or
symbolic superstructure to the picture and reduc-
ing the work of art to the level of the mere object,
of physical fact.

In the new work then we meet two orders of refer-
ences: one that relates to Malevich, the other to
early works by Soki¢. However, two years ago,
Damir Soki¢ once again alluded to the earlier cited
Malevich work with his “Suprematist composition
Allahu Akbar”. This was an installation placed on
the round wall of the circular space in the ground
floor of the Croatian Artists’ Centre in Zagreb. On
this occasion the rectangles were constituted by
original oriental rugs arranged like the rectangles
in Malevich’s painting. Of course, the references
in this case did not refer to the Suprematist work
alone, but also to the whole complex related to the
presence of Islam in contemporary civilisation, as
well as to the fact that the gallery space was used
as a mosque in World War Il. When in the most
recent Soki¢ exhibition we once again meet with
a quotation or rendition of the Malevich painting,
and of Soki¢’s own earlier works, then the field of
reference expands and opens up new meanings.
Naturally Malevich is not the only recognisable re-
source for Soki¢. The input of Duchamp and his
ready-mades, or really of the idea that he set up
with this works, must be of equal importance to

znakovi Maljevi¢eva svijeta, na novoj su Soki-
¢evoj slici naglaseni odsutnoscéu boje, buduci
da su pravokutnici crni na bijeloj podlozi zida,
ali jednako tako i natruha ekspresivnosti sa sli-
ke ,,Drugi let supremacije®“. Osam crnih pravo-
kutnika Soki¢ nije slikao crnom bojom na bijeli
zid, ve¢ ih je oblikovao slaganjem keramickih
plo¢ica. Geometrijski likovi, pa i Citave slike
slozene od (bijelih) keramickih plo¢ica nalazi-
mo u Soki¢evu djelu s kraja sedamdesetih go-
dina, u vrijeme kada je ovaj umjetnik, na samo-
me svojem pocetku bio zaokupljen dokidanjem
svake metaforicke i simbolicke nadgradnje sli-
ke i svodenjem umjetnickoga djela na razinu
golog predmeta, fizicke €injenice.

Na novom djelu, dakle, susre¢emo dva reda
referencija: jedan koji se odnosi na Maljevi¢a i
drugi na Soki¢eve rane radove. Medutim, prije
dvije godine Damir Soki¢ se ponovno pozvao
na veé ranije citirano Maljeviéevo djelo svo-
jom ,suprematistickom kompozicijom Allahu
ekber“. Rije¢ je o instalaciji postavljenoj na
zaobljeni zid kruznoga prostora u prizemlju
Doma HDLU u Zagrebu. Pravokutnike su tom
zgodom ¢inili originalni istoénjacki c¢ilimi
slozeni poput pravokutnika s Maljevic¢eve sli-
ke. Dakako, referencije se u tom sluc¢aju nisu
odnosile samo na suprematisti¢ko djelo, nego
i na ¢itav kompleks povezan s prisutnos$céu
islama u suvremenoj civilizaciji, ali i €¢injenice
da je galerijski prostor tijekom Drugoga svjet-
skog rata sluzio kao dZzamija. Kada na najno-
vijoj Soki¢evoj izlozbi ponovno susreéemo
citiranje, to¢nije parafraziranje Maljeviceve
slike, pa i ranijih djela njega samoga, tada se
referentno polje Siri i otvara nova znacenja.
Naravno da Maljevi¢ nije jedini prepozantljivi

Soki¢ev oslonac. Udio Duchampa i njegovih



ready made predmeta, toénije ideje koju je tim
djelima postavio, sigurno da je Damiru Soki-
¢u isto toliko vazan. Drugo jedno djelo s ove
izlozbe, a rijeé je o instalaciji ,Caba“ (2009),
toénije kubusu koga ¢ine slojevi brojnih otisa-
ka ¢ilima na valovitoj ljepenci, sigurno mora-
mo ¢itati i kroz ,suprematisticku kompozici-
ju Allahu ekber* , ali i referencije poznate iz
minimalisticke prakse istoga umjetnika s kra-
ja sedamdesetih godina. Povijest umjetnosti
je ionako samo skladiste, odnosno paméenje,
kako kaze Soki¢, a umjetnic¢ki se ¢in svodi za
posezanjem za ve¢ gotovim, ve¢ uéinjenim.

Nije problem samo u posezanju u povijesne
i osobne zalihe, pa niti u prestrukturiranje
preuzetoga. Kod Sokica je vrlo ¢esto problem
u ne¢em drugom, a to je radikalna izmjena
znacenja preuzetoga citata. Ovaj umjetnik nije
aranzer, njegov se posao odvija na razini kon-
cepta, a ponudeni predmeti samo su znakovi
koje treba presloziti. lli ih u€initi besmislenima,
apsurdnima. Instalacija, dosta eufemisticki
nazvana ,,Crni pravokutnik i crveni krug“ (2008)
nazivom nas upucuje na suprematisticki voka-
bular. Medutim, rije¢ je o pazljivo konstruiranoj
elektriénoj stolici, s naglasenim tragovima in-
tenzivnoga koristenja koji se otkrivaju na izli-
zanoj boji sjedala te koznim remenima. Crni
pravokutnik i crveni krug, iz naslova, prisutni
su, medutim, kao materijalne €injenice. Metal-
ni naslon u obliku je tamnoga pravokutnika, a
svijetle¢a ,aura“ elektriéne Zice koja se u nekoj
fiktivnoj egzekuciji postavlja oko glave, zaista
je u obliku (crvenoga) kruga. Nisu tu kao refe-
rentna mjesta prisutni Maljevié i Duchamp,
pa niti Warhol koji bi mozda bio najdirektniji
oslonac. Nalazimo tu znakove i jednog Pina
Pascalija, serije njegovih oruzja iz 1965., dakle

Damir Soki¢. Another work from this exhibition,
the installation Kaaba (2009), which is actually a
cube made of layers of numerous impressions
of rugs on corrugated cardboard, must surely be
read through the “Suprematist composition Allahu
Akbar”, as well as through references to the late
Minimalist practice of the same artist of the end
of the 1970s. Art history is anyway just a cache, a
remembering, as Soki¢ says, and the artistic act
is reduced to a resort to what is already ready, al-
ready done.

The problem is not just in drawing on historical
and personal inventories, nor in the restructuring
of what has been taken. In the case of Soki¢ the
problem very often lies in something different,
which is the radical modification of the meaning
of the quote adopted. This artist is no arranger
and his work takes place at the level of concept,
the objects provided being only signs that need
rearranging. Or made pointless and absurd. The
installation called, fairly euphemistically, Black
Rectangle and Red Circle (2008) refers us by
its title to the Suprematist vocabulary. However,
what we are dealing with is a carefully construct-
ed electric chair, with emphatic traces of use that
are revealed by the faded colour of the seat and
the leather straps. The black rectangle and red
circle of the title are present however as material
facts. The metal back is in the form of a dark rec-
tangle and the shining aura of electric wires that
are placed in some fictional execution around the
head is indeed in the shape of a red circle. It is
not Malevich or Duchamp that are points of ref-
erence here, not Warhol, who would perhaps be
the most direct resource. Here | would find signs
of Pino Pascali, a series of his weapons of 1965,
that is, from the early phase of a movement that

was according to his own testimony of great im-

portance to Sokic¢ in his formative years. In other
words, we are once again coming into an area of
extremely widely-branching references that while
seemingly simple has become extremely complex
and polysemous.

With works like Pater Noster (2006) or Rauch
macht frei (2008) we once again meet with Soki¢’s
endeavours to have the concept of the picture,
as sign of art, demystified. No other contempo-
rary artist has in such a simple and radical man-
ner revealed the essence of this medium as has
Damir Soki¢ in a series of works and exhibitions
and ultimately with the most recent works just
mentioned. He starts off from the fact that the
painting is object, but an object that cannot be
seen in its pure physical phenomenality because
of the different historical aspects that have insti-
tutionalised the painting qua medium. Realising
that the endeavour to deconstruct the painting is
a Sisyphean task, this artist has resorted to the
absurd and has made out of the painting devices
that function both banally and wondrously. In the
desire to deconstruct the medium, to break down
its institutional value, we discover the political
discourse of this artist; a discourse that places
him in a context known from the practises of
the historical avant-gardes and all their later off-
shoots, that line, then, that represents the most
vital and most risk-laden line of artistic practice
of the last century. Holding to the fact that the
history of art is just a vast storehouse as well as
a remembering, in the work of this artist we can
recognise the most intriguing impulses sparking
out of this repository. And so we can understand
this exhibition as a kind of recapitulation of, or
more accurately, a walk through, a storehouse
filled with numerous references suggesting the
artist’s personal and the universal history of art.

rane faze arte povera, pokreta koji je Sokicu,
po vlastitom svjedoéenju, bio iznimno vazan u
formativnim godinama. Drugim rije¢ima, po-
novno ulazimo u podrucje krajnje razgranatih
referencija koje, samo naoko jednostavno,
¢ine iznimno slojevitim i viSeznaénim.

Djelima, poput ,Paternoster (2006) ili ,,Rauch
macht frei“ (2008) ponovno se susreéemo sa
Soki¢evim nastojanjem da se demistificira po-
jam slike, slike kao znaka umjetnosti. Ni jedan
drugi suvremeni umjetnik nije na tako jedno-
stavan i radikalan naéin razotkrio sustinu toga
medija kao Sto je to serijom djela i izlozaba,
pa konaéno i spomenutim najnovijim djelima,
ucinio Damir Soki¢. On polazi od ¢injenice da
je slika predmet, medutim predmet koji se ne
moze vidjeti u svojoj €istoj fizickoj pojavnosti
zbog razli¢itih povijesnih aspekata koji su in-
stitucionalizirali sliku kao medij. Shvativsi da
je Sizifov posao nastojanje da se razoblici sli-
ka, ovaj umjetnik pribjegava apsurdu i od slike
stvara naprave koje funkcioniraju i banalno, i
zacéudno. U takvoj Zelji da se razobli¢i medij,
razgradi njegova institucionalna vrijednost, ot-
krivamo politi¢ki diskurs ovoga umjetnika. Dis-
kurs koji ga stavlja u kontekst poznat iz praksi
povijesnih avanagrdi i svih njezinih kasnijih
derivata, dakle one linije koja predstavlja najvi-
talniju, ali i najrizi¢niju liniju umjetni¢ke prakse
proteklih stotinu godina. Drzec¢i se €injenice da
je povijest umjetnosti tek ogromno skladiste,
ali i paméenje, u djelu ovoga umjetnika pre-
poznajemo najintrigantnije impulse koji iskre
iz toga skladista. Ovu, pak, izlozbu stoga mo-
Zzemo i razumjeti kao svojevrsnu rekapitulaciju,
toénije hod kroz skladiste ispunjeno brojnim
referencijama koje upucéuju na umjetnikovu
osobnu, alii opéu povijest umjetnosti.



Umjetnost
oslobada

Art Shall Set
You Free

Bozo Majstorovi¢

Damir Soki¢ starts the not very large but concen-
trated text about his own art and artistic position
suggestively called Little Manifesto (3" Programme,
Croatian Radio, 1999) with the following words: “It
is hard to talk about my own art as a whole. | would
rather venture to talk about individual works, the
moment when they were created”. The connective
tissue is essential for the construction of a whole,
the common denominator that logically and pur-
posefully links fewer or more kindred elements.
Changes, radical breaks, the diverse media that he
has used, the incomparable poetics in any case
are a circumstance that hampers efforts to detect
and follow the winding red thread of Soki¢’s art.

Soki¢ arrived on the art scene in the mid-1970s.
This was a time when conceptual art was domi-
nant in artistic practice, although in an increasing
number of artists particularly among the young,
a need to return to the material execution of the
work of art appeared. Soki¢ made his name as
one of the main figures of primary or elementary
tendencies in Croatian art. This is a kind of tran-
sitional phenomenon (although such a description
does not at all diminish its authenticity) that shared
with the art of the concept both self-reflectiveness
and analytical impulses. On the other hand, he
soon directed his attention once again to the ar-
tistic text (even if it was elementary) and not just
the context. The standardisation and tautology
immanent very soon turned out to be a blind al-
ley. Aiming for truth, he came dangerously close
to dogma. For the production of primary two- and
three-dimensional structures, at the point of transi-
tion from relief and sculpture to installation, Soki¢
used ready-made elements: ceramic tiles, brown
paper bags, cardboard boxes, stone and wax
cubes, light bulbs. The geometric forms created

by the addition and arrangement of these ele-

Neveliki, ali zgusnuti tekst o vlastitoj umjet-
nosti i umjetni¢koj poziciji, indikativhog na-
ziva Mali manifest (lll. program Hrvatskog
radija 1999.), Damir Soki¢ zapocinje sljede-
¢im rije¢ima: Tesko mi je govoriti o viastitom
umjetnickom radu u cjelini. Prije bih se usudio
govoriti o pojedina¢nim radovima i o trenutku
kada su nastali. Za konstrukciju cjeline ne-
ophodno je vezivno tkivo, zajedniéki nazivnik
koji logi€no i smisleno povezuje vise ili manje
srodne elemente. Promjene, radikalni rezovi,
razli¢iti mediji kojima se koristio, neuspore-
dive poetike u svakom su sluéaju otegotne
okolnosti u nastojanju da se detektira i prati,
makar i vrludava, crvena nit Soki¢eve umjet-
nosti. Na umjetni¢ku scenu stupa sredinom
70-ih godina. To je vrijeme kada je konceptu-
alna umjetnost dominirala umjetni¢ékom prak-
som, iako se kod sve vise umjetnika, pogotovo
mladih, javljala potreba za povratkom mate-
rijalnom izvodenju umjetni¢kog djela. Soki¢
se nametnuo kao jedan od glavnih protago-
nista primarnih ili elementarnih tendencija u
hrvatskoj umjetnosti. Rije¢ je o svojevrsnom
tranzicijskom fenomenu (ova kvalifikacija ni-
kako ne umanjuje njegovu autenti¢nost) koji
je s umjetnosti koncepta dijelio autoreflek-
sivnost i analiti€nost. S druge strane, paznju
je ponovo po¢eo usmjeravati i na umjetnicki
tekst (pa makar i elementaran), a ne samo
kontekst. Imanentna normativnost i tautolo-
gija vrlo brzo se pokazala kao slijepa ulica.
Tezedi istini opasno se priblizila dogmi. Soki¢
je za realizaciju primarnih dvodimenzionalnih
i trodimenzionalnih struktura, na prijelazu od
reljefa i skulpture k instalaciji, iskoristio go-
tove elemente: keramicke plocice, papirnate
vrecice (Skarnicle), kartonske kutije, kamene



i vostane kocke, zarulje... Geometrijske forme
nastale adiranjem i slaganjem tih elemenata
nisu metafizi¢ke provenijencije niti imaju pro-
jektivhu ambiciju. One su samo posljedica
operativnog postupka. Jednako tako, ni upo-
raba elektri€ne energije i zarulja nije meta-
fora tehnolo$kog napretka. Za Soki¢a su oni
sastavni dio suvremenog pejzaza. Posebnost
njegove dionice unutar primarnog nije toli-
ko u izboru i rasporedu gradivnih elemenata
rada, koliko u svjesnom stvaranju napuklina
u zacéaranom tautoloSkom krugu. lzvjesna
poetiénost, izrazajni i simbolicki potencijal
koristenog materijala kojega je autor svjestan,
mali su, ali zna¢ajni odmak od diktata autore-
ferencijalnosti. Otvaranje prostora asocijaciji
i metafori koja nije intencionalna i konstruira-
na, ve¢ prepustena osobnom i$éitavanju gle-
datelja, pojedine Soki¢eve radove iz tog vre-
mena priblizava slojevitoj poetici siromasne
umjetnosti.

Obrat koji se dogodio s transavangar-
dom, novom slikom i neoekspresionizmom
pocetkom 80-ih mnogi su umjetnici doéekali
s olakSanjem. Zakonodavna estetika kasnog
modernizma, inzistiranje na osobitostima po-
jedinih medija, svodenje djela na definiciju i
propoziciju, autoreferencijalnost i tautologija,
poceli su se dozivljavati kao nepotreban uteg.
Odjednom se sve smjelo i moglo. Zakoracilo
se u post razdoblje u kojem vrijeme viSe tece
pravolinijski, gdje se izmijenio odnos centra i
periferije, u kojem su se urusili veliki ideoloski
konstrukti i pripadajuce futuristicke projekci-
je... Umjetnost se prestala baviti sama sobom,
analizirati i demistificirati sebe i sve oko sebe.
Priznala je sve i rekla: pa $§to? Uostalom, tako-

zvana zbilja nije niSta manje umjetna, virtual-

ments are not of any metaphysical origin nor do
they have a projective ambition. They are just the
consequence of an operational procedure. Similar-
ly, the use of the light bulb and electrical power is
no metaphor for technological progress. For Soki¢
though they are integral parts of the contemporary
landscape. The special feature of the Soki¢ sec-
tion within the primary is not so much in the choice
and arrangement of the building blocks of the work
as in the conscious creation of cracks in the vi-
cious tautological circle. A certain poetry and the
expressive and symbolic potential of the material
used, of which the author is aware, are a small but
significant departure from the dictates of self-ref-
erentiality. Opening up a space for association and
metaphor that is not intentional and constructed
but left to the personal response of the observer
bring some of the Soki¢ works of the period close
to the many-layered poetics of arte povera.

The revolution that occurred with the Trans-Avant-
Garde, the New Image and neo-Expressionism at
the beginning of the 1980s was greeted by many
artists with a sigh of relief. The legislative aesthet-
ics of late Modernism, the insistence on the partic-
ular features of the individual media, the reduction
of work to definition and proposition, self-referen-
tiality and tautology, started to be perceived as an
unnecessary weight to bear. All at once, everything
was permissible and possible. One set out into a
“post” period in which time no longer went on recti-
linearly, where the relations of centre and periphery
underwent a change, in which the big ideological
constructs and their appertaining Futurist projects
imploded. Art stopped being obsessed with itself,
analysing and demystifying itself and all around it-
self. It admitted all that and said, well, so what?
After all, so-called realities were nothing less ar-

tificial, virtual, manipulated and constructed than

Skulptura, 9 zarulja od 25w, 20 m zice, 1979.
Light bulbs 25W, electrical installation

Odmor na daci i Crvena konjica, 1982
Leisure on Dacia and Red Cavalry

artistic representation of any provenance whatso-
ever. Rejecting the idea of progress, the dictate of
originality, made aware to the maximum, it found in
its own cache an inexhaustible source of ideas and
ready made models that according to its own de-
vices and needs it could take over, simulate, col-
lage and deconstruct. Soki¢ follows, recognises
and accepts the recent changes on the art scene.
In the desire to make as radical a break as possible
in the flight from primary art, he made markedly
subjectivist, decorative and narrative paintings,
sculptures and installations. These are saturated
and stagy works the origin of which is on the whole
in literature. The poetic and often emotion-laden
atmosphere, composition and posing are accom-
panied by the same kind of titles. Although emo-
tion is not at issue, the Expressionist idiom is not
its expression, rather a depiction, a representation.
Post-modernist subversion and irony can be iden-
tified in the geometrical forms and titles of some
of the sculptures. What is particularly interesting
is the fact that on the canvases he paints his own
sculptures. However, for the sake of Soki¢’s later
work and the understanding of his artistic world-
view and sensibility one should make particular
reference to two pieces from the period: Relaxa-
tion at the Dacha and Little Red Horse (1982) and
Second Flight of Supremacy (1985). The associa-
tions with Malevich and of course with Chagall are
patent. Soon a second leader of avant-garde art
was to be conjoined to the creator of Suprema-
tism, and that was the founder of Neo-Plasticism,
Piet Mondrian.

The beginning of the Neo-Geo phase in Soki¢’s
work coincides with his stay in New York (1986-
1993). The ecstatic, subjective, gestural, eclectic,
figurative and narrative art of the beginning of the
decade was replaced by the reductionist trend of

na, manipulirana, konstruirana od umjetni¢ke
reprezentacije koje god provenijencije bila.
Odbacivsi ideju napretka, diktat originalno-
sti, maksimalno osvijeStena, pronasla je u
vlastitom skladistu neiscrpan izvor ideja i ve¢
gotovih modela koje po vlastitom nahodenju
i potrebi preuzima, simulira, kolazira, dekon-
struira... Recentne promjene na umjetnic¢koj
sceni Soki¢ prati, prepoznaje i prihvac¢a. U ze-
lji da ucini Sto radikalniji rez i u bijegu od pri-
marnog, radi izrazito subjektivisticke, dekora-
tivne i narativne slike, skulpture i instalacije.
Rije¢ je o zasiéenim i sceni¢nim radovima
Cije je porijeklo mahom u literaturi. Poetiénu
i nerijetko patetiénu atmosferu, kompoziciju
i impostaciju prate jednako takvi nazivi. lako
emocija nije upitna, ekspresionisti¢ki ruko-
pis nije njen izraz, ve¢ prikaz, reprezentacija.
Postmodernisti¢cku subverziju i ironiju prepo-
znajemo u geometrijskim oblicima i nazivima
pojedinih skulptura. Ono $to je posebno zani-
miljivo jest €injenica da na platnima slika vla-
stite skulpture. Medutim, za Soki¢ev kasniji
rad i razumijevanje njegova umjetni¢kog svje-
tonazorai senzibiliteta valja posebno istaknu-
ti dva rada iz tog vremena: Odmor na daci i
Crvena konjica (1982.) i Drugi let supremacije
(1985.). Asocijacija na Maljevi¢a (i Chagalla
dakako) je evidentna. Uskoro ¢e se tvorcu su-
prematizma pridruziti i drugi korifej avangar-
dne umjetnosti, osnivaé neoplasticizma Piet
Mondrian.

Pocetak neo geo faze u Soki¢evoj umjetnosti
poklopio se s boravkom u New Yorku (1986 -
1993.). Ekstati¢nu, subjektivhu, gestualnu,
ekspresivnu, eklektiénu, figurativnu i narativ-
nu umjetnost s poc¢etka desetlje¢a zamijenio

je redukcionisti¢ki trend nove geometrije.



Naslanjanje neo geo umjetnika na povijesno
iskustvo na formalnoj razini je razvidno. Stoga
ne ¢udi da se uz revival geometrijskih formi
javlja teza o umjetnosti modernizma poslije
postmodernizma. Medutim, kontekst, geneza
i ciljevi modernisticke geometrijske apstrak-
cije posve su razli¢iti i u krajnju ruku nepo-
novljivi. Neo geo je u svojoj biti simulacijska
postmodernisticCka umjetnost koja posvaja,
kopira (slika kao). Soki¢ je godinama slikao
a la Mondrian. To nedvojbeno govori da je
posebno vezan uz njegovu umjetnost. Mon-
drian i Maljevié. lako sklon vremenu u kojem
su glavnu ulogu imali mistici, a ne mistifika-
tori, Soki¢ nije pasatist. Svaka nova slika s
neoplasticisti¢kim rasterom linija i ploha do-
ima se kao potraga za izvornom idejom, koja
neprestano izmi¢e. Ostala je forma, pattern,
ornament, dizajn.... Razradujuéi ideju, mon-
drijanovskim motivom privremeno dekorira
cijeli ambijent (izlozba u galeriji Arterija 1995.),
a u seriji Neoni iza oslikanog stakla postav-
lja neonsku cijev koja pozadinskim svjetiom
stvara misti¢nu, sakralnu atmosferu. City li-
ght ormar s reprodukcijom Mondrianova rada
postavljen na izlozbi u Umjetnickom paviljonu
2003. godine, slikanje slikanja dovodi do svog
logiénog zaklju¢ka. Razlozi odabira Mondria-
na ne iscrpljuju se isklju¢ivo na konceptualnoj
i formalnoj razini. U kontekstu olovnih 90-ih,
utjecanje modernistickim vrijednostima je i
eti¢ki ¢in nepristajanja na svakovrsni ki¢ koji
je inaugurirala nova elita. S druge strane, u
vremenu uspostave nove povijesne teleolo-
gije, karikaturalnih intervencija u proslost,
bujanja dogadaja od povijesnog znacaja,
pozivanja na vjeéno, tradicionalno, tisucljet-
no, na tvrdoj stini upisano, Soki¢ inzistira na

the new geometry. Reliance of the Neo-Geo art-
ist on historical experience is visible at a formal
level. Hence there is nothing surprising that along
with the revival of geometrical forms there should
also have been a thesis concerning the art of mod-
ernism after post-modernism. However, the con-
text, genesis and goals of Modernist geometrical
abstraction are very distinct and are ultimately
unrepeatable. Neo-Geo is in essence a simula-
tive post-modernist art that appropriates, copies
(paints as). Soki¢ painted for years a la Mondrian.
This tells without any doubt that he is particularly
connected with this art. Mondrian and Malevich.
Although having a propensity for the time in which
the main role was played by mystics and not mys-
tifiers, Soki¢ does not look backwards. Every new
painting with a Neo-Plastic grid of lines and sur-
faces seems like a search for the authentic idea
that is constantly slipping away. What remained
was form, pattern, ornament and design. Working
out the idea, he occasionally decorated a whole
ambience with Mondrianesque motifs (an exhibi-
tion in the Arterija Gallery, 1995) and in the series
Neons, behind painted glass he placed a neon
tube that with its back lighting created a mystic
and religious atmosphere. The City Light with its
reproduction of a Mondrian piece shown at the ex-
hibition in the Art Pavilion brought the painting of
painting to its logical conclusion. The reasons for
the choice of Mondrian are not exhausted at the
conceptual and formal level. In the context of the
leaden 1990s, the influence of Modernist values is
an ethical act of refusal to acknowledge the het-
erogeneous kitsch brought in by the new elite. On
the other hand, at the time of the inauguration of
a new historical teleology, of caricatured interven-
tions into the past, a swell of events of historical

importance, the invocation of the eternal and tra-

Instalacija Arteria, 1994.
Installation Gallery Arteria

Bez naziva, 1999.
Untitled
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Dah umijetnika, 1998.
Artist’s Breath

ditional and millennial inscribed on the solid rock,
Soki¢ insisted on act, process, used fragile mate-
rials and produced works the physical existence
of which is limited. The poetic title Artist’s Breath
perfectly defines their contemplative and medita-
tive nature.

For the introduction to a recent exhibition we re-
turn for a moment to the Soki¢ manifesto. In the
concluding paragraphs he writes: “The whole of
the history of art is a vast storehouse. We can also
call it remembrance. But remembering is a weight
at the moment we create a work... | do not know
why | do this, for whom | do it, | have no name for
it, but | am sure that it is just this | have to do...
Usually we drag out of the dark, out of the store-
house, to the light of day, what has been forgotten
or more often what has been forbidden. For what-
ever | done | have the impression it has already
been done, and that in fact | have just taken it out
of the great storehouse. | have the impression that
everyone is doing this. | am only talking of art-
ists who are discoverers. And however much we
raid and pull this storehouse about, it will always
remain just as replete. Oblivion fills it. The same
thing happens to me when | see someone else’s
work that | like. It seems to me | have already seen
it, perhaps | have already done it, or | still have to
do it.... | recall the Kabakov work The Man who
Vanished in Space. | often think about it, i.e. that
black and white photograph of a chair in front of
an empty canvas on an easel in the room. And
then Harms and Gogol, Bulgakov and Babel flit
through my head, and Suprematism, and the Sec-
ond Flight of Supremacy that | painted in 1985. My
own paintings and other people’s throng in upon
me. But never a picture of a real chair in front of
a real easel with a real canvas. Ideas are stronger

than reality”

¢inu, procesu, upotrebljava fragilne materi-
jale i realizira djela ¢ija je fizicka egzistenci-
ja ograni¢ena. Poeti¢an naziv Dah umjetnika
savrSeno definira njihovu kontemplativnu i
meditativnu prirodu.

Za uvod u recentnu izlozbu vratimo se nacas
opet Sokiéevom manifestu. U zavr$nim pasu-
sima pise: Cijela povijest umjetnosti je ogro-
mno skladiste. MoZzemo ga zvati i pamcenje.
A pamcéenje je uteg u trenutku kada stvaramo
djelo (...) Ne znam zasto to radim, kome radim,
nemam ime za to, ali sam siguran da bas to tre-
bam napraviti (...) Obi¢no izvlacimo iz mraka,
iz skladista na svjetlo dana ona zaboravijena
ili jos éesce ona zabranjena. Naime, Sto god
napravim imam dojam da je vec¢ napravijeno,
u stvari da sam to samo izvadio iz velikog
skladista. Inam dojam da svi to rade. Govorim
samo o onim umjetnicima otkriva¢ima. | koli-
ko mi god pljackali to skladiste i razvlacili, ono
Ce ostati uvijek jednako puno. Zaborav ga puni.
Sliéno mi se desava i kad vidim tudi rad koji
mi se svida. Cini mi se da sam ga veé vidio,
da sam ga moZda i sam ve¢ napravio ili da ¢u
ga tek napraviti (...) Sjeéam se Kabakovljevog
rada ,,Covjek koji je nestao u prostoru”, Cesto
na njega mislim, tj. na crno-bijelu fotografiju
stolice ispred praznog platna na Stafelaju u
sobi. | prolaze mi kroz glavu Harms i Gogolj,
Bulgakov i Babelj, i suprematizam, i ,,Drugi let
supremacije” koji sam naslikao 1985. Naviru
mi i tude i vlastite slike, ali nikada slika prave
stolice pred pravim Stafelajem s pravim plat-
nom. Ideje su jace od stvarnosti.

Na izlozbi Rauch macht frei Soki¢ izlaze dva-
naest skulptura / objekata / instalacija. S ra-
zlogom izbjegavamo jednoznaénu medijsku

definiciju. Svako inzistiranje na preciznosti



moglo bi za posljedicu imati pogreSan smjer
misli i zakinuti nas za cjelinu dozivljaja. 1zloz-
ba nosi naziv po radu nastalom 2008. go-
dine. Sintagma Dim oslobada, napisana na
njemackom jeziku, malo koga nec¢e asocirati
na konclogorsku parolu. Isto tako, zbog ciga-
reta i pusenja, ovaj rad se moze uzeti kao ko-
mentar aktualne zabrane pusenja. Medutim,
problem je u tome $to stvarnost nikada nije
bila polje Soki¢eva interesa. U umjetnickom
radu stvarnost ga ne motivira, u nju ne inter-
venira niti je kroz rad neposredno komentira.
Nasa stvarnost, zivoti i emocije su programi-
rani, dizajnirani i manipulirani. Prestali su biti
autenti¢ni. Kako god paradoksalno izgledalo
(jer umjetnost je umjetna), umjetnost je jedini
preostali prostor slobode. Umjetnic¢ki jezik i
umjetni¢ka ¢injenica razli¢iti su od znanstve-
ne istine. Stoga Soki¢ prostor za angazman
pronalazi isklju¢ivo u umjetnosti i kroz umjet-
nost, a ne kao vikend sociolog, antropolog ili
politolog.

Precizno izraden aluminijski podokvir, ciga-
rete i stroj koji dise, odnosno pusi i proizvo-
di dim, ironiéan je, otkaéen i metafori¢an
rad. Umjetnost, metalni podokvir, disanje,
zivot, dim, pepeo,... sve vezano uz simboliku
vjeénosti i prolaznosti. Tu je spojeno nespo-
jivo. Umjetnost koja oplemenjuje, ¢ije su vri-
jednosti neupitne i pusenje koje je Stetno i
uni$tava zivot. Bar tako kazu oni koji su u po-
ziciji da namecu vrijednosti, premda je veliko
pitanje da li je po zdravlje $tetnije biti pusac¢
ili biti umjetnik. S druge strane, mozda je rije¢
o onom famoznom Soki¢evom duhu koji je
izasao iz boce i viSe se ne da u nju vratiti. Ne
zeli se vise zatvoriti u odredeni oblik, funkci-
ju ili zna¢enje. Konaéno slobodan od umjet-

At the exhibition Rauch macht frei Soki¢ shows
twelve sculptures / objects /installations. It is with
good reason that we avoid making a definition
of any one medium. Any insistence on precision
might result in a wrong direction of thinking and
deprive us of the wholeness of the experience.
The exhibition bears the title of a work created in
2008. The phrase “Smoke Liberates”, written in
German, will remind almost everyone of the motto
written over the gates of the concentration camps.
Because of cigarettes and smoking this can also
be taken as a comment on the current ban on
smoking. Bt the problem is that reality was never
a field of interest for Soki¢. In his artistic work, re-
ality doesn’t motivate him; he does not intervene
into it or directly comment on it through the work.
Our reality, lives and emotions are programmed,
designed and manipulated. They have ceased to
be authentic. However paradoxical it might appear
(for art is artificial), art is the only remaining area
of freedom. Artistic language and artistic fact are
different from scientific truth. Hence Soki¢ finds
space for engagement only in art and through art,
not as an armchair sociologist, anthropologist or
political scientist.

The precisely made aluminium stretcher, the ciga-
rettes and the machine that breathes, that is, that
smokes and produces smoke is an ironical, way-
out and metaphorical work. Art, metal stretcher,
breathing, life, smoke, ash — all are related to the
symbolism to eternity and ephemerality. Incom-
patibles are yoked. Art that ennobles, whose val-
ues are unquestioned, and smoking that is harmful
to one’s health and destroys life. At least, so say
those who are in a position to enforce their val-
ues, although it is a big question whether it is more
harmful to health to be an artist or a smoker. On

the other hand, perhaps it is about that fabulous

genie of Soki¢ that got out of a bottle and won’t
be put back again. It won’t any longer be shut up
in a given form, function or meaning. Finally free
from art and from life, it wants to keep this liberty
at all costs. The metal stretcher, symbol repre-
senting art, is to be found in the work Paternoster
(happy association with the lift of many platforms
that constantly ascends and descends in a loop).
Unlike other works with the same motif, here an
about turn takes place. The frame becomes mo-
bile. Instead of the regular movement of leaves
and amorphous smoke, the lateral sides of the
frame move. With this gentle opening up and then
restoration to the original position, the shape is
changed, and hence the meaning. He plays signifi-
cantly with the transformation or deconstruction of
symbol and literal vehicles (canvas and Christ) of
two ideological systems that through history have
lived in vigorous coexistence. In the meantime art
in western culture has acquired religious status,
turning museums into sites of present-day cults.
In the name, in the austere form and coldness of
the materials, Soki¢ refers to the authoritarian and
logocentric character of the systems.

With the use of electricity and electronics, we
meet with moving elements in three curious as-
semblages of suggestive titles: Fucking, Wait-
ing and Neodada-Dadaneo. In Fucking cubes
of chocolate bear a multi-storey construction of
aluminium plates joined by screws. At the top is
a little aluminium flask with erotic scenes from
the Kamasutra. The other floors are occupied by
battery, processor and electric motors to which
vials are joined. The idea that the bottles contain
some kind of love philtre occurs quite inevitably.
The physicality of the chocolate additionally con-
notes the unbridled eroticism and physical sat-
isfaction that is often connected with the idea of

nosti i od Zivota, tu slobodu zeli zadrzati po
svaku cijenu. Metalnu blind ramu kao simbol
koji zastupa umjetnost susreéemo i u radu
Paternoster (zgodna asocijacija na vrstu lifta
s viSe kabina koje se polako i bez zaustavljanja
krec¢u gore-dolje). Za razliku od drugih radova
s istim motivom, tu se dogada obrat. Okvir po-
staje mobilan. Umjesto pravilne putanje lista
i amorfnog dima, pokrec¢u se bo¢ne stranice
okvira. Njihovim polaganim rastvaranjem i
potom vraé¢anjem u prvobitni polozaj, mije-
nja se oblik, a samim tim i znac¢enje. Soki¢ se
znakovito poigrava transformacijom/dekon-
strukcijom simbola, ali i doslovnih nositelja
(platno i Krist) dvaju ideoloskih sustava koji
su kroz povijest Zivjeli intenzivan suzivot. U
meduvremenu je umjetnost u zapadnoj kulturi
zadobila sakralni status pretvarajuéi muzeje
u suvremena kultna mjesta. Nazivom, strogim
oblikom, hladno¢om materijala Soki¢ upucuje
na autoritarni i logocentri¢ni karakter navede-
nih sustava.

Pomocu elektriéne energije i elektronike po-
krenute elemente susre¢emo i u tri osebujna
asamblaza sugestivnih naziva: Jebanje, Ceka-
nje i Neodada-Dadaneo. U Jebanju €okoladna
kocka nosi visekatnu konstrukciju od alumi-
nijskih plo¢a povezanih vijcima. Na vrhu se
nalaze aluminijske bocdice s erotskim sce-
nama iz Kamasutre. Ostale etaZe su zauzeli
baterija, procesor i elektromotori na koje su
spojene boéice. Pomisao da su boce sadr-
zavale neki afrodizijak nameée se sama od
sebe. Tjelesnost ¢okolade dodatno konotira
neobuzdanu erotiénost i tjelesno zadovolj-
stvo, koje je ¢esto vezno uz predodzbu Istoka.
Medutim, orijentalne figurine veneris stilizira-

ni su prikazi poza seksualnog ¢ina, kodifici-



rani ritual i reprezentacija prirodnog koja je
prosla verifikaciju kulture. Bocice su poveza-
ne s procesorom, odnosno programom Kkoji
upravlja njihovim kretnjama i na taj na¢in pri-
rodni nagon pretvara u mehanicki ples, eroti-
ku u pornografiju. lako ukalupljena u geome-
trijsku formu, jedino ¢okolada neprekidnim
mijenjanjem boje, zadrzava vitalnost i Zivotnu
nepredvidivost. Cokoladu Sokié iskoristavaiu
melankoliénom radu Cekanje. Zivu &okoladnu
kocku postavlja na elektri¢ni sat koji vrtnjom
brojeva i slova pokazuje protok vremena.
Umjetnik nije znanstvenik koji nastoji obja-
sniti i izmjeriti prirodne fenomene, on se bavi
znacenjima i emocijama. U asamblazu Neoda-
da-Dadaneo (Origami Ginko biloba) duhovito
se referira na provokativnu dadisti¢ku praksu
produkcije apsurda, ali i na svoju neo pozici-
ju. Cudna sprava s origami dolarom spojenim
na bateriju asocira na Man Rayov metronom.
Dada je u apsurdu otkrila izvanredni subver-
zivni potencijal. Ginko biloba je najvitalnija,
najotpornija i najstarija biljka na svijetu (200
milijuna godina). Nema srodnosti s drugim
zivuéim biljkama, moze zivjeti nekoliko tisu¢a
godinaijedina je prezivjela atomsku eksplozi-
ju u Hirosimi. Ljekovita svojstva ginka prizna-
ta suiusuvremenoj medicini. U procesu natu-
ralizacije vladajuéih drustvenih i ekonomskih
odnosa, origami dolar u obliku lista ginka bilo-
be prestaje biti zgodna doskodica, apsurdna
mrdalica postala je drmalica. Ritam prirode
zamijenio je ritam konjunkture i recesije u
taktu koji odreduje dolar.

Sokic¢ev stvaralacki proces iznimno je slozen.
Rije¢ je o intelektualnoj i u srzi konceptual-
noj umjetnosti koja komunicira (s) idejama,
ne inzistira na kona¢nim rjeSenjima, nema

the Orient. However, the oriental figurine veneris
are stylised depictions of poses of the sexual act,
codified ritual and representation of something
natural that has been verified by culture. The vials
are linked with a processor, or a programme that
controls their movements, and in this manner the
natural urge is turned into a mechanical dance, the
erotic into the pornographic. Although moulded
into geometrical form, chocolate alone retains by
its incessant change of colour its vitality and liv-
ing unpredictability. He also uses chocolate in the
melancholic work Waiting. He puts a live chocolate
cube on an electric clock that through the turnoff
numbers and letters shows the course of time. The
artist is not a scientist, attempting to explain and
quantify natural phenomena; he deals with mean-
ings and emotions. In the assemblage Neodada-
Dadaneo (origami ginko biloba) he wittily invokes
the provocative Dadaist practice of the production
of the absurd, as well as his own neo position. The
weird device with the origami dollar linked to a bat-
tery has associations with Man Ray’s metronome.
Dada discovered in the absurd an outstanding
potential for subversion. Ginko biloba is the most
vital, most resistant and oldest plant in the world
(200 million years old). It has no similarity with any
other living plants, and can live several thousand
years, was the only thing to survive the Hiroshima
A-bomb. Its therapeutic properties have been rec-
ognised in contemporary medicine as well. In the
process of the naturalisation of the ruling social
and economic relations, the origami dollar in the
shape of a leaf of the ginko biloba ceases to be a
quip, an absurd mobile has become emotive. The
rhythm of nature has replaced the rhythm of boom
and bust to a beat determined by the dollar.

Soki¢’s creative process is extremely complex.

This is an intellectual and in its pith and marrow

conceptual art that communicates (with) ideas,
not insisting on final solutions, without ambitions
to eternity, taking care of form although it holds it
secondary. It is not burdened by any evolving con-
sistency of the whole, and yet in each individual
work we can recognise the artistic genesis. This is
the art of decision, and not of a need for original-
ity at all costs, whether it is to do with hand made
or ready made, shaped or appropriated object.
Soki¢’s work is an incessant dialogue with artistic
works and ideas, his own and others. At a recent
exhibition an inspiring company was got together:
Kasimir Malevich, Felix Gonzales Torres, Andy
Warhol, Eugen Feller, Nam June Paik, Charlotte
Moorman... Eugen Feller, much impressed by the
tragic life story of a girl, called one of his radical
Informel pictures Malampija. In 2009, in a refer-
ence to both Feller and the forgotten story, Soki¢
called his work Give my back my Malampija. The
chocolate moulded washbasin is a simulation of
an everyday trite object related to personal hy-
giene. The specific maerial has turned into a form
with an atrocious exterior on which are inscribed
the traces of time. The used and discarded object
is @ memoir a space and a time, something per-
sonal and only ours. Malampija, a word that comes
out of some Dadaist dictionary, or so it seems, is
a metaphor for an intimate territory saturated with
being, in which we feel protected and safe. The
piece Garcia and Gonzalez is equally replete with
unease. This is an uncommon monument or me-
mento in which two artists of particular importance
for Soki¢, Felix Gonzalez Torres and Gabriel Garcia
Marquez share a single skull. The drawing of the
skull dominated the exhibition in the Art Pavilion
previously mentioned. The sellotape skull was
made some twenty years ago from a real model

and has never been exhibited. Soki¢ brought his

ambicije za vje¢nost, pazi na formu, iako je
smatra sekundarnom. Nije optere¢ena evo-
lutivnom dosljednoséu cjeline, ali zato u
svakom pojedinaénom radu prepoznajemo
umjetni¢ku genezu. To je umjetnost odluke, a
ne potrebe za originalno$éu po svaku cijenu,
bilo da je rije€¢ o hand made-u ili ready made-
u, oblikovanom ili preuzetom predmetu. Soki-
¢ev rad je neprekidni dijalog s umjetni¢kim
idejama i djelima, tudim i svojim. Na recen-
tnoj izlozbu okupilo se inspirativho drustvo:
Kazimir Maljevi¢, Felix Gonzales Torres, Andy
Warhol, Eugen Feller, Nam June Paik, Char-
lotte Moorman... Eugen Feller je pod dojmom
tragiéne zivotne pri¢e jedne djevojke, svoje
radikalne enformelistiCke slike nazivao Ma-
lampija. Soki¢ 2009. godine, referiraju¢i se
i na Fellera i na zaboravljenu pri¢u, svoj rad
naziva Vratite mi moju Malampiju. Lavabo od-
liven u ¢okoladi simulacija je svakodnevnog,
banalnog predmeta u svezi s osobnom higije-
nom. Specifican materijal pretvorio se u for-
mu odurne vanjstine na kojoj su upisani tra-
govi vremena. Potroseni i odbac¢eni predmet
je podsjetnik na prostor i vrijeme, na nesto
osobno i samo nase. Malampija, rije¢ koja kao
da je izaSla iz nekog dadaistickog rjec¢nika,
metafora je o intimnom teritoriju zasicenom
bivanjem, u kojem se osje¢amo zasti¢eno i si-
gurno. Jednako tjeskoban je i rad Garcia i Gon-
zalez. Neobi¢an spomenik/memento u kojem
dva za Soki¢a posebno vazna umjetnika, Felix
Gonzalez Torres i Gabriel Garcia Marquez ,,di-
jele* jednu lubanju. Crtez lubanje dominirao je
na ve¢ spomenutoj izlozbi u Umjetnickom pa-
viljonu. Lubanja od selotejpa nastala je dva-
desetak godina ranije po stvarnom modelu i
nikada nije izlagana. Soki¢ aktualizira vlastiti
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rad, dodaje postament i metalnu Sipku. Time
je lubanja postavljena na ,prirodnu® visinu, a
cijeli je rad dobio karakter spomenika. Una-
to¢ tome, rijec je o izrazito simbolicnom djelu
u kojem je literarno dominantno u odnosu na
formalno i skulpturalno. Druga posveta veza-
na je za Nam June Paika i Charlotte Moorman.
Konkretno za antologijski rad TV Cello, kom-
binaciju videa, glazbe i performansa. Listove
u loopu Soki¢ je iskoristio u razli¢itim kontek-
stima i kombinacijama, ispred crteza na zidu
(Dah umjetnika), unutar metalnog okvira (Fi-
cus) ili slobodno postavljene u prostoru (Kvar-
tet). Sto povezuje recentni duet s amblemat-
skim djelom koje je nastalo suradnjom dvoje
vodecéih predstavnika Fluxus pokreta? Glaz-
beni termin i dva lista u interakciji asocijacije
su na razini doslovnosti i dosjetke. Ono s$to
je vazno je karakter rada, njegova medijska
neodredivost, otvorenost, performativnost...
Umjetni¢ko djelo nije zaokruzeni, jedinstveni
i neponovljivi estetski predmet. Ono je zivi or-
ganizam koji neprestano mijenja znacenje, a
u Soki¢evom slucaju nerijetko i svoju materi-
jalnu i prostornu dispoziciju. O tome odlucuje
gledatelj i jo$ viSe umjetnik kojemu je Duc-
hamp dodijelio neograni¢ena pravo, alii obve-
zu da se bavi umjetnoscéu. Djela su tragovi ide-
ja. Ako se ideja ne nastani ili u meduvremenu
odleprsa, ostaje samo forma. Ambalaza i$-
¢ezlog sadrzaja. Avangard 04 i Avangard 09
je ¢ist, paramodernisticki rad koji plijeni svo-
jom minimalistickom crno-bijelom estetikom.
Cini¢no poslozena praznina s brendom.

Sceni¢nost Soki¢evih radova naglasava arti-
ficijelnu prirodu umjetnosti. Umjetnost je
umjetna, priroda je prirodna, jedna je od nje-
govih maksima. Posjetitelj na izlozbu dolazi

own work up to date, adding a base and a metal
bar. This put the skull at the natural height, and
the whole work took on the character of memo-
rial. And yet in spite of that, this is a highly sym-
bolic work, in which the literary is dominant over
the formal and sculptural. The second dedication
is connected with Nam June Paik and Charlotte
Moorman. Concretely, with the anthological work
TV Cello, a combination of video, music and per-
formance. Soki¢ has used leaves in a loop in differ-
ent contexts and combinations, in front of a draw-
ing on the wall (Breath of the Artist), within a metal
framework (Ficus/Rubber Plant) or freestanding
in the space (Quartet). What links the recent duet
with the emblematic work that was created by the
two leading representatives of Fluxus? The musi-
cal term and the two leaves in interaction are an
association at the level of the literal and the wit-
ticism. What is important is the character of the
work, its indeterminateness in terms of medium,
openness, performativeness. The work of art is
not a rounded off, unique and unrepeatable aes-
thetic object. It is a live organism that incessantly
changes meaning, and in Soki¢’s case quite often
its material and spatial disposition. The viewer de-
termines this, and still more the artist, whom Du-
champ gave unlimited rights, as well as the obliga-
tion to deal with art. Works are the traces of ideas.
If the idea does not inhabit it or if the art flutters
away in the meantime, then only the form remains.
The packaging of vanished contents. Avant-garde
04 and Avant-garde 09 is a pure para-modernist
work that takes our attention with its minimalist
black and white aesthetics. A cynically contrived
void complete with brand.

The scenic element in Soki¢’s works stress the ar-
tificial nature of art. “Art is artificial, nature is natu-
ral” is a maxim of his. The visitors to an exhibition

Lice, 2004.
Face

Dah umijetnika, 1998.
Artist’s Breath

come to see a performance. Black Rectangle and
Red Circle, Eight Black Rectangles and Kaaba are
works that we can well compare with the theatre
stage. Exhibited, they are at once work of art and
element of the stage design. The inevitable accom-
panying effect is a certain modicum of emotional-
ity as consequence of the stage setting, format
or material. All three works are within the field of
reference of Suprematism, an avant-garde move-
ment that is particularly inspiring for Soki¢. Not
knowing that the piece is called Black Rectangle
and Red circle, one’s first association with the art
world would be with Andy Warhol. In front of us we
have a meticulously made device for socially jus-
tified killing with all the additional equipment and
electrical connections. Repulsive and compelling
at the same time. The black rectangle on the back
and the red hot circle function at the visual level
as scenographic accents as well as recognisable
abstract icons. The non-figurative in a figurative
context. It is impossible to shut out any associative
sequence. The aureole and circle are symbols of
religion that ignores the physical and of an art that
rejects the objective A body in which there is no
longer spirit and an artwork in which the idea does
not dwell are dead things. The feeling of escha-
tological unease can be connected with the Eight
Black Rectangles as well. After the picture Second
Flight of Supremacy of 1984, the installation of car-
pets Allahu Akbar of 2007, Soki¢ is now reinter-
preting for the third time the familiar Malevich Su-
prematist composition. In the first, red rectangles
hover over the gesturally and luminously playful
surface. In the second expression is replaced by
meditation, classically manually produced paint-
ing by a ready made installation, the explosion of
light by a mystic aureole. In the recent installation
the rectangles are made of black ceramic tiles. The
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gledati predstavu. Crni pravokutnik i crveni
krug, Osam crnih pravokutnika i Caba radovi
su koje mozemo prispodobiti s kazaliShom
scenom. lzlozeni, istodobno su umjetnic¢ki
rad i element scenografije. Neizbjezan po-
pratni efekt je odredena doza patetike kao
posljedica inscenacije, formata ili materijala.
Sva tri rada nalaze se unutar referencijalnog
polja suprematizma, avangardnog pokreta
posebno inspirativnog za Soki¢a. Ne znajuci
da se rad zove Crni pravokutnik i crveni krug,
prva asocijacija vezana uz svijet umjetnosti
bila bi Andy Warhol. Pred nama je pedan-
tno izradena sprava za drustveno opravda-
no ubijanje sa svom dodatnom opremom i
priklju¢ena na struju. Odbojna i privlaéna u
isti mah. Crni pravokutnik na naslonu i uza-
reni krug na vizualnoj razini funkcioniraju kao
scenografski akcenti, ali i kao prepoznatljive
apstraktne ikone. Nefigurativno u figurativ-
nom kontekstu. Nemoguce je iskljuéiti bilo
koji asocijativni niz. Stolica je izvor svetosti i
moc¢i koje od smrti i na smrti Zive. Aureola i
krug su simbol religije koja ignorira tjelesno
i umjetnosti koja odbacuje predmetno. Tije-
lo u kojem vise ne prebiva dusa i umjetni¢ko
djelo u kojem ne prebiva ideja su mrtve stvari.
Osjecaj eshatoloske nelagode mozemo veza-
ti i uz Osam crnih pravokutnika. Nakon slike
Drugi let supremacije iz 1984. godine, insta-
lacije od tepiha suprematisticka kompozicija
Allahu ekber iz 2007. godine, Soki¢ trec¢i put
reinterpretira poznatu Maljevicevu kompozi-
ciju. U prvoj crveni pravokutnici lebde iznad
svjetlosno i gestualno razigrane povrsine. U
drugoj je ekspresija zamijenjena meditaci-
jom, klasiéna manualno realizirana slika re-

ady made instalacijom, svjetlosna eksplozija
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mistiénom aureolom. U recentnoj instalaciji
pravokutnici su izradenih od crnih keramiékih
plodica. Upotreba potpuno neemotivhog
materijala i crna boja nedvojbeno konotiraju
smrt, utrnuc¢e zivotne energije. Aranziranjem
Maljeviceve smrti zapoceo je proces pretva-
ranja suprematisticke duhovnosti u dekoraci-
ju. Smrt se skriva u dekoraciji i stilizaciji. Kada
pocnes ponaviljati, umro si, a dekoracija to cini,
kaze Soki¢ i nastavlja: U dekoraciji nema vi-
talnosti, u ponavijanju nema greske, a samo
greska je Zivot. Krug je savr$eni oblik, aureola
certifikat bezgresnosti, a kerami¢ka plo¢ica
idealna podloga za ¢iSéenje nepozeljnih tra-
gova.

Caba (kocka) sredisnje je mjesto islamske
religioznosti. Prema svetom Crnom kamenu
okrenute su sve dzamije na svijetu, u tom
smjeru se klanjaju muslimanski vjernici.
Hodoé&asée u Meku i obilazak oko Cabe medu
osnovnim su duznostima svakog muslimana.
Sokié svoju Cabu gradi od tepiha. Spustajuci
ih sa zida (Allahu ekber), prizemljuje ih i slaze
jedan na drugi ili izlaze na zidu kao u dué¢anu
ili skladistu. Prestavsi lebdjeti, skrutili su se
u statiéno geometrijsko tijelo koji svoj sadr-
zaj viSe skriva nego otkriva. Tepih je simbol
islamske kulture i nacina zivota, simbol snha o
lijepom zivotu. Tepih je oaza, skriveni vrt, na
njemu se leti, sjedi, Zivi, umire... Izrada tepiha
je vrhunsko umije¢e (umjetnost) koje zahtije-
va puno truda i emocije. Soki¢, medutim, ovaj
put ne izlaze prave tepihe. Nisu ¢ak ni kopije.
S materijalne strane rije¢ je o potpunoj simu-
laciji, printevima na ljepenci. Vanvremenski i
dragocjeni predmet otiskan je na potroSnom,
trash materijalu. Mehani¢kim postupkom re-
produkcije pretvoreni su u suprotnost, jefti-

use of a totally unemotional material and black in-
evitably suggests death, the numbing of the life
energy. With the arrangement of Malevich’s death,
the process of turning Suprematist wit into deco-
ration began. Death is concealed in the decoration
and stylisation. “When you start repeating, you
have died, and decoration does that,” says Soki¢
and goes on: “There is no vitality in decoration, no
mistake in repetition, and the only mistake is life.”
The circle is a perfect form, the aureole is certifi-
cate of immaculacy, and the tile is the ideal surface
for the cleansing of undesirable traces.

Kaaba, a stone cube in Mecca, is the central site of
Islamic piety. All mosques in the world are turned
towards the holy Black Stone, and all the faithful
bow in this direction. The pilgrimage to Mecca and
the walk around the Kaaba are among the basic
duties of every Muslim. Soki¢ builds his Kaaba of
carpets. Dropping them from the wall (Allahu Ak-
bar), he grounds them and arranges them on top
of each other or exposes them on the wall as in
a carpet emporium. Ceasing to hover, they have
hardened into a static geometrical body that more
hides than reveals its contents. The carpet is a
symbol of Islamic culture and the way of life, a
symbol of the dream of a beautiful life. It is an oa-
sis, a hidden garden, on it one flies and sits, lives
and dies... the making of a carpet is a supreme skill
or art that requires a great deal of application and
emotion. But he does not exhibit real carpets this
time. Not even carpets. On the material side, this
is a total simulation of prints on cardboard. The
timeless and the precious object is printed on con-
sumable trash. Through the mechanical reproduc-
tion process, they are turned into their opposite,
a cheap mass-produced product. The question
arises as to whether this process does away with
their symbolic power. Soki¢’s answer is logically

Suprematisticka kompozicija Allahu ekber, 2007.

The Suprematist composition Allah-o- akbar

negative. Whether the Black Stone is a tektite and
what the geological composition is are questions
for scientists. Carpets do not fly according to the
laws of physics or because of the material that
goes into their making. Matter is here not to the
point, they are moved by faith, Soki¢ would say,
by the idea. And that is why they are so recalci-
trant, so dangerous. Like emotion and art, if they

are genuine.
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ni serijski proizvod. Postavlja se pitanje je li
tim postupkom dokinuta njihova (simboli¢ka)
mo¢? Soki¢ev odgovor je logiéno nije¢an. Da
li je Crni kamen meteorit i kojega je geoloskog
sastava pitanja su koja zanimaju znanstveni-
ke. Tepisi ne lete po fizikalnim zakonima niti
zbog specificnog materijala od kojega su na-
pravljeni. Materija je tu nebitna, njih pokrec¢e
vjera, Soki¢ bi rekao ideja. Zato i jesu tako ne-
pokorni i opasni. Kao i emocija ili umjetnost
ako su autenti¢ni.
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Jebanje / Fucking, 2004.

36x17x13.5cm
¢okolada, procesor, elektromotor,
baterija, aluminijske plo¢ice

chocolate, processor, electric motor
battery, aluminium plates
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Cekanje / Waiting, 2004.

22 x 22 x10 cm
¢okolada, elektri¢ni sat

chocolate, electric clock
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Vratite mi moju Malampiju / Give me back my Malampija, 2009.

44 x33x17 cm
¢okolada, zeljezne Sipke

chocolate, iron bars
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Paternoster / Paternoster, 2006.

60 x 50 x 9 cm
inox, elektromotori, procesor

stainless steel, electric motors, processor
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36
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Rauch macht frei / Rauch macht frei, 2008.

185 x50 x 40 cm
aluminij, elektromotori, elektronika, drvo

aluminium, electric motors, electronics, wood
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Koncert N.J.P. i CH.M. / N.J.P. and CH.M. Concert, 2007.

110 x110 x 20 cm
aluminij, elektra i, pre or, drvo, pl

i listovi

aluminium, electric motors, processor, wood, plastic sheets/blades/calves/plastic leaves
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Neodada-Dadaneo (Origami Ginko biloba) / Neodada-Dadaneo (Origami Ginko biloba), 2007.

27x8x8cm
aluminij, baterija, dolar

dollar aluminium, battery, dollar
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Crni pravokutnik i crveni krug / Black Rectangle and Red Circle, 2008.

140 x 70 x 75 cm
zeljezo, drvo, elektri¢na instalacija

iron, wood, electrical wiring
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Osam crnih pravokutnika / Eight Black Rectangles, 2009.

330 x 460 cm
keramicke plocéice na zidu

ceramic tiles on a wall
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Avangard 04 i Avangard 09 / Avant-garde 04 and Avant-garde 09, 2009.

Jl yareat

300 x 400 x 150 cm
kartonske kutije

cardboard boxes
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Caba / Kaaba, 2009.

80 x 200 x110 cm
valovita ljepenka, print

corrugated cardboard, prin
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Garcia i Gonzalez / Garcia and Gonzalez, 1982/2009.

175 x 27 x 25 cm
liepljiva traka, ljepilo, drvo, Zeljezo

sticky tape, glue, wood, iron



Zivotopis
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Polaznik Majstorske radionice za slikarstvo prof. Ljube
Ivangica i prof. Nikole Reisera.

1986-93.
Zivio i radio u New Yorku.

od 2000.

Profesor na Akademiji likovnih umjetnosti u Zagrebu.
Zivi i radi u Zagrebu, Ul. grada Vukovara 35
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skoj umjetnosti sedamdesetih godina

Beograd, Muzej savremene umetnosti, Inovacije u hrvat-
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Venezia, Galleria Bevilacqua la Masa, Giovani artisti
Jugoslavi

Zagreb, Galerija Nova, Nove pojave u hrvatskom slikar-
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likovne umjetnosti

Zagreb, Umjetni¢ki pavilion, Otkup umjetnina 1977
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Graz, Neue Galerie am Landesmuseum Joanneum, Trigon
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Rijeka, Moderna galerija, 9. bijenale mladih

1976.
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A.(na) Lendvaj: Sentiment kao oslonac, “Vec¢erniji list”, Zagreb,
17.10.1984.

Zvonko Makovi¢: Drugi nacin zivota slike, “Danas” , Zagreb,
30.10.1984.

Miladen Lugi¢: Od monokromija do novog ekspresiviteta u
hrvatskom slikarstvu (pref.), Galerija Karas / HDLUZ, Zagreb,
1984.

Zlatko Gall: Monokromija i ekspresivnost, “Slobodna Dalmaci-
ja”, Split, 22.11.1984.

Ana Lendvaj: Po¢elo se raditi ozbiljno, “Ve¢erniji list”, Zagreb,
16.11.1984.

Marijan Susovski: Motovunski susreti-10, Moment br.1,
Beograd, 1984.

Marina Viculin: Pitanje dijaloga radi, “Vjesnik”, Zagreb,
19.11.1984.

Branka Stipang¢i¢: 15. salon mladih, “Moment”, Beograd, 1984.

Maja Briski: Teorija relativnog slikanja, “Polet”, Zagreb,
14.12.1984.

Leonida Kova¢: Neoekvilibristi, “Polet”, Zagreb, 14.12.1984.

Ive Simat Banov: (pref.), Mladi hrvatski kipari, Galerija Karas,
Zagreb, 4/1984.

Lilijana Domi¢: Izlozba bez euforije, “Vjesnik”, Zagreb,
11.05.1985.

Jesa Denegri: Umjetnost na po¢etku osamdesetih-jugosloven-
ska zbivanja, “Dometi” br.7, 1985.

Predrag Vukovi¢: Slika, skulptura, prostor (pref.), HDLUZ,
Zagreb, 4/1985.

d. k.: Novi apstraktni ekspresionizam, “Vjesnik”, Zagreb,
28.06.1985.

Sava Stepanov: U kolosijeku osamdesetih, “Oko”, Zagreb,
12.06.1985.

Tonko Maroevi¢: Niti mita (pref.), Dioklecijanovi podrumi, Split,
8/1985.

Branka Stipangic¢: Aktualni tendencii vo hrvatskoto slikarstvo
od 1975. do denes (pref.), Muzej na sovremenata umetnost,
Skopje, 1985.

Mladen Luci¢: Zagreb te zove..., “3+4 ¢asopis studenata
istorije umetnosti”, Beograd, 1985.

Zvonko Makovi¢: Nagrajenci Reskega bienala mladih (pref.),
Mestna galerija, Ljubljana, 1985.

Zelimir Kodcevic: Vidim, slikam, dakle postojim, “Pitanja” br. 2,
Zagreb, 1985.

Miladen Luci¢: U meduvremenu (pref.), Umjetnicki paviljon
Cvijeta Zuzori¢, Beograd, 1985.

Davor Maticevi¢: Jedan zagrebacki krug (pref.), Umjetnost
- kritika usred osamdesetih, Collegium artisticum, Sarajevo,
1986.

Jadranka Vinterhalter: Salon mladih, “Moment” br.3/4, Beo-
grad, 1986.

Bojana Peji¢: Strategija kameleona (pref.), Umjetnost - kritika
usred osamdesetih, Collegium artisticum, Sarajevo, 1986.

Tonko Maroevi¢: Sal(d)o salona, “Oko”, Zagreb, 13.02.1986.

Zelimir Koscevi¢: Kriticarov izbor (pref.), Mestna galerija,
Ljubljana, 1986.

Davor Maticevic¢: (pref. s.izl.) Studio galerije suvremene umijet-
nosti, Zagreb, 1986.

Zvonko Makovi¢: Pomak od kanona, “Danas”, Zagreb,
01.07.1986.

Lilijana Domi¢: Izlozba koja se pamti, “Vjesnik”, Zagreb,
21.07.1986.

Josip Skunca: Tipi¢an entuzijazam miladih, “Vjesnik”, Zagreb,
16.12.1986.

Zelimir Koc¢evic: Fragment o novoj slici, “Moment” br.3/4,
Beograd, 1986.

Marijan Susovski: Mlada jugoslavenska umjetnost (pref.),
Galerije grada Zagreba, Zagreb, 1986.

M.(arijan) Susovski: Die t'ur zur Kunstwelt, “Kleine Zeitung”,
Graz, 19.09.1986.

Davor Maticevi¢: Hocu slikati (pref.), XIV memorijal Nadezde
Petrovi¢, Umjetni¢ka galerija N. Petrovi¢, CGacak, 1986.

Vesna Kusin: Uvjerljiv inter’Nacional”ni okvir, “Vjesnik”,
Zagreb, 29.09.1986.

Lilijana Domi¢: Nova eti¢nost, “Vjesnik”, Zagreb, 11.07.1986.

8. C.: Izlozbe u Koprivnici i Hlebinama, “Vjesnik”, Zagreb,
12.09.1986.

Marijan Susovski: Drugih petnaest godina (pref.), U susret
muzeju suvremene umijetnosti, Muzejski prostor, Zagreb, 1986.

Vesna Kusin: Svec¢anost beskucnika, “Vjesnik”, Zagreb,
23.08.1986.

Miladen Lugi¢c: Geometrijska apstrakcija u novijoj hrvatskoj
umijetnosti (pref.) XXI li¢ki likovni annale, Muzej Like, Gospic¢,
6/1986.



Darko Hudelist: Zivot na rubu moguceg, “Start”, Zagreb,
03.10.1987.

A. G.: Izlaze Damir Soki¢. “Vjesnik”, Zagreb, 13.01.1987.

D.(arko) Hudelist: Likovni trendovi: trziste ili filozofija, “Start”,
Zagreb, 08.08.1987.

Damir Soki¢: Zagreb fantommetropola, “Vjesnik”, Zagreb,
20.10.1987

Tonko Maroevi¢: Kad priroda ¢ini skok, “Danas”, Zagreb,
22.12.1987

Josip Depolo: Balkanska lisica i ameri¢ki gavran, “Start”,
Zagreb, 10.11.1987.

Lilijana Domi¢: Medijska potro$nja nove umjetnosti, “Vjesnik”,
Zagreb, 18.09.1987.

Davor Matic¢evi¢: Suvremeno slikarstvo i skulptura u Jugoslaviji
1977-1987 (pref.), “Nacional”’na pinakoteka, Atena, 1987.

Mladen Lugi¢: Pet plus pet - Nova geometrija v hrvatski umet-
nosti, “Likovne besede” 8/9, Ljubljana, 12/1988.

Miaden Luci¢: Pet plus pet - Nova geometrija u hrvatskoj
umetnosti (pref.), Mestna galerija, Ljubljana, 9/1988.

Svebor Kranjc, Zarko Jovanovski: Interview: Soki¢, “A3-art
bulletin” 2/3, Zagreb, 10/1988.

Lilijana Domi¢: Mnogo htio, mnogo zapoceo, “Vjesnik”,
Zagreb, 21.10.1988.

Lilijana Domi¢: Zacudne boje i plohe, “Vjesnik”, Zagreb,
04.10.1988.

R.A.: Nasljede Evrope, “Vjesnik”, Zagreb, 1988.
V.(esna) Kusin: Novo i poznato, “Vjesnik”, Zagreb, 23.11.1988.

Davor Mati¢evic¢: Videnje desetlieca - osamdesete i kakvim
ih upamititi (pref.) Jugoslavenska Dokumenta 89, Collegium
artisticum, Sarajevo, 7/1989.

G. B.(eni¢): Umjetnost i geometrija, “Slobodna Dalmacija”,
Split, 19.08.1989.

Miladen Luci¢: Geometrijske tendencije u suvremenom
hrvatskom slikarstvu, (pref.) Geometrije, Muzej suvremene
umjetnosti, Zagreb, 1990.

Nada Beros: Salonski slalom, “Vjesnik”, Zagreb, 1990.

Davor Mati¢evi¢: Emigranti, disidenti ili umjetnici svijeta, “Pan”,
Zagreb, 11/1990.

Zdenko Rus: Prostor prosirenih medija, (pref.), Hrvatska umjet-
nost u osamdesetim godinama, Zagreb, Velesajam, 1991.

Lilijana Domi¢: Laz o osamdesetima, “Vjesnik”, Zagreb,
14.06.1991.

Nada Bero$: Konvertirana geometrija, “Vjesnik”, Zagreb,
22.03.1991.

Aleksandra Wagner: Amerika na kraju svijeta, “Danas”, Zagreb,
28.01.1992.

Zelimir Kos&evié: Sudbina nomada, “Kontura”, Zagreb, 11./12.
1992.

Vesna Kusin: Veliki povratak hrvatske, “Vjesnik”, Zagreb,
02.06.1993.

Tommaso Trini: Choosing to be Different, (pref.) A casa / At
Home, Starman collezione, Venezia, 6/1993.

Vesna Kusin: Bio je to dan Hrvatske, “Vjesnik”, Zagreb,
12.06.1993.

Ivica Zupan: Likovna suportiva, “Danas”, Zagreb, 04.06.1993.

Ivica Zupan: Prestizna promigba hrvatske umjetnosti, “Glas
Slavonije”, Osijek, 12.06.1993.

Goran Blagus: Damir Soki¢ - U potrazi za gralom, “Kontura” br.
22/23, Zagreb, 12/1993.

Damir Grubi¢: Janusov lik “Nove hrvatske umjetnosti”, “Kontu-
ra” br.21, Zagreb, 11/1993.

Zelimir Koggevic: Zentrum Zagreb - skulptur in Kroatien 1950-
1990 (pref.), Vilhelm Lehmbruck Museum, Duisburg, 9/1994.

Zvonko Makovi¢: Slike bez tijela (pref. s. izl.) Arteria, Zagreb,
1994.

Janka Vukmir: Quinta essentia (pref.), Labin art express, Labin,
1994.

T. Stambuk: Svjetlo kao tema, smisao i materijal, “Glas Istre”,
Pula, 13.07.1994.

Goran Blagus: Rovinj art program, “Kontura”, Zagreb, 1994.

Lamija Muzurovi¢: Damir Soki¢, “Kontura” br.30, Zagreb,
9-10/1994.

Evelina Turkovi¢: Opasnost!!!!! izlozba, “Kontura”, Zagreb,
1994.

S.(pomenka) Nikitovi¢: Zidovi otkrivaju i skrivaju, “Vecernii list”,
Zagreb, 21.10.1994.

M. G.: Izlozba Damira Sokica, “Vjesnik”, Zagreb, 11.10.1994.

lvica Zupan: Slike vremena / Slikar Damir Soki¢, “Slobodna
Dalmacija”, Split, 1994.

Vesna Kusin: Hrvatska skulptura na europskom ogledu, “Vje-
snik”, Zagreb, 1994.

Marina Bari¢evi¢: Zagreb, Bonn, Duisburg, “Kontura” br.30,
Zagreb, 9-10/1994.

Ivica Zupan: “Nova hrvatska umjetnost” ne bi prosla u Americi,
“Slobodna Dalmacija”, Split, 1994.

Vesna Kusin: 46. venecijanski biennale / Otvoren Hrvatski
paviljon, “Vjesnik”, Zagreb, 10.06.1995.

S.(pomenka) Nikitovi¢: Sto svijec¢a i pet nagrada, “Vecerniji list”,
Zagreb, 14.06.1995.

Jasna Galjer: Ekskluzivno iz Venecije / Stoljetni biennale
pronasao svoj izgubljeni identitet, “Nedjeljna Dalmacija”, Split.

16.06.1995.

Ivica Zupan: Biennale s hrvatskim $ugom, “Narodni list”,
Rijeka, 16.06.1995.

Ivica Zupan: Snazan prodor u svijet, Drzavnost, Zagreb,
16.06.1995.

Natasa Segota: Upeéatljiva , “Novi list”, Rijeka, 18.06.1995.

Ivica Zupan: “Nasijenci” medu najboljima, “INA”, Zagreb,
17.06.1995.

Blazenka Perica: Prijatelji u kuci, “Vijenac”, Zagreb,
29.06.1995.

Ivica Zupan: Sobe prijatelja, “Drzavnost”, Zagreb, 28.07.1995.

Enzo di Martino: Oltre i giardini c’e anche la Croazia, “Gazzeti-
no”, Venezia, 08.09.1995.

Jelka Sutej Adami¢: Enakost in druga¢nost - Ob stoletje “krat-
ki” zgodovini ¢loveskega telesa, “Delo”, Ljubljana, 12.06.1995.

Zlatko Gall: Cvrsti temelj hrvatske kuce, “Slobodna Dalmacija”,
Split, 26.06.1995.

S.(pomenka) N.(ikitovi¢): Izlazemo u palaci Barozzi!, “Vecerniji
list”, Zagreb, 14.02.1995.

Vlastimir Kusik: Na razini reputacije i tradicije, “Glas Slavonije”,
Osijek, 17.06.1995.

Vesna Kusin: U Veneciji - kod kuce, “Vjesnik” / Danica 8,
Zagreb, 23.09.1995.

Vesna Kusin: Djelo i njegova sjena, “Vjesnik” / Danica 6,
Zagreb, 17.06.1995.

Do.(rotea) J.(endri¢): Prema minimalnom, “Veg&erniji list”,
Zagreb, 13.09.1995.

Ivica Zupan: Polemika s Mondrianom, “Hrvatsko slovo”,
Zagreb, 03.11.1995.

K. R.: Sedmero u uzem izboru, “Vjesnik”, Zagreb, 19.05.1995.

Vlastimir Kusik: Damir Soki¢ (pref.) A casa / At Home, Venezia,
6/1995.

Jadranka Vinterhalter: Damir Soki¢ “Umijetnost je stvarna, sve
ostalo je iluzija” (pref.), Checkpoint, Moderna galerija, Zagreb,
10/1995.

Tonko Maroevi¢: Odabrani u Sartirani, “Vjesnik” / Danica 11,
Zagreb, 11.11.1995.

Inoslav Besker: Velika izlozba hrvatskih umjetnika, “Vjesnik”,
Zagreb, 13.10.1995.

Vesna Kusin: Checkpoint u Modernoj galeriji, “Vjesnik”,
Zagreb, 17.10.1995.

S.(pomenka) N.(ikitovi¢): Trodjelni Checkpoint, “Ve&ernii list”,
Zagreb, 12.10.1995.

Zlatko Gall: Sumnijivi alibi pluralnosti, “Slobodna Dalmacija”,
Split, 07.11.1995.

Ksenija Kraja¢: Uspostava vlastitog Checkpointa, “Novi list” /
Mediteran, Rijeka 09.11.1995.

Goran Blagus: “Checkpoint”, “Kontura” br.39/40, 9-10/1995.

Goran Blagus: “Arteria”: Stjeci$te suvremenih umjetnika,
“Vjesnik” / Danica, Zagreb, 16.12.1995.

Spomenka Nikitovi¢c: The Croatian House at the 1995 Venice
Biennial, “SCCA Quarterly”, 5/1995.

Ivica Zupan: Hrvati osvajaju Juznu Ameriku, “Hrvatsko slovo”,
Zagreb, 13.06.1997.

Jose Miquel Izquierdo: Nuevo arte de Croacia, “El mercurio”,
Santiago de Chile, 04.05.1997.

Jelena Mandi¢: Signal iz Santiaga, “Novi list” / Mediteran,
Rijeka, 08.06.1997.

Ivica Zupan: Rubno - Borders - Ffiniau (pref.), Moderna galerija
/ Dioklecijanovi podrumi, Zagreb, 1997.

Sp.(omenka) N.(ikitovi¢): Doma - “na rubu”, “Vecerniji list”,
Zagreb, 01.07.1997.

Nada Bero$: Popravni - u Podrumima, “Vijenac”, Zagreb,
21.07.1997.

Marina Bari¢evi¢: Vrijeme po mjeri vlastite umjetnicke slobode,
“Novi list” / Mediteran, Rijeka, 7/1997.

J. Mandi¢: “Joint venture” sli¢nih energija, “Novi list”, Rijeka,
02.07.1997.

Rosario Leteiler / Ernesto Munoz: Nuevo arte de Croacia,
(pref.) Nuevo arte de Croacia,

Museo de arte contemporaneo, Santiago de Chile, 1997.
Blazenka Perica: Art - Spaces of Positions and Discourses,
(pref.) Nuevo arte de Croacia, Museo de arte Contemporaneo,

Santiago de Chile, 1997.

Branko Kostelnik: U pohodu na Juznu Ameriku, “Vjesnik”,
Zagreb, 31.08.1997.

Sandi Viduli¢: Podrumi leze Vel$anima, “Slobodna Dalmacija”,
Split, 21.07.1997.

Branko Kostelnik: Predstavljanje suvremene hrvatske umjetno-
sti, “Vjesnik”, Zagreb, 05.10.1997.

Janka Vukmir: Carta da Crozacia, “Bel’enu” no.2, Lisabon,
Portugal, 1997.

Janka Vukmir: Aperto Croatia: Presence, “Flash Art”, Milano,
10/1997.

Ivica Zupan: Kronika: Cardiff, “Slobodna Dalmacija”, Split,
13.09.1997.

Sp.(omenka) N.(ikitovi¢): Damir Soki¢ u “Arteriji” - S dahom
umijetnika, “Vec¢erniji list”, Zagreb, 09.01.1997.

.... Postergan exposicion de arte Croata, “Los tiempos”, Coc-
habamba, 11.09.1997.

.... Arte de Croacia exhibiran en salon del Centro Patino, “Los
tiempos”, Cochabamba, 09.09.1997.

Hernan Garfias: Croacia sorprendente, Chile, 9/1997.

S.(pomenka) Nikitovi¢: Tropi i raster, “Vecernji list”, Zagreb,
10.01.1998.

Sandra Krizi¢ Roban: Dah kao simbol stvaranja, “Vjesnik”,
Zagreb, 14.01.1998.

Kristina Leko Fritz: Cosmo izloZbe: Tajna ljubavne simbioze,
“Cosmopolitan”, Zagreb, 11/1998.

Borivoj Popovéak: Damir Soki¢ (pref. s.izl.), Galerija Arteria,
Zagreb, 1/1998.

Ivica Zupan: U prvom planu fikus, “Slobodna Dalmacija”, Split,
19.01.1998.

Patricia Ki$: Umjetnici u intimi svojih ateljea, “Jutarniji list”,
22.09.1998.

.... Arte de Croacia, “Clarin”, Buenos Aires, 13.02.1998.

Jorge Glusberg: Exhibin muestra de arte Croata, “Ambito
financiero”, Buenos Aires, 10.02.1998.

Ana Maria Battistozzi: Desembarco del arte Croata, “Clarin”,
Buenos Aires, 14.02.1998.

Aldo Galli: Nuevo arte de Croacia, “Le nacion”, Buenos Aires,
14.02.1998.

Leonida Kova¢: O sobnim biljkama, prirodi umjetnosti, institu-
cionalnim okvirima, “Kolo”, Zagreb, jesen/1998.

Miladen Lugi¢: Damir Soki¢ (pref. s.izl.), Slika je slika, Galerija
Grubi¢. 09/1998.

Damir Soki¢: “Mali manifesti”, Emisija 3. programa Radio
Zagreba, 1999.

Gordana Beni¢: Umjetnost kao veliko skladiste, “Slobodna
Dalmacija”, Split, 09.11.1999.

Patricia Kis: Umjetnost bez ideologije, “Jutarnji list”, Zagreb,
13.11.1999.

Damir Soki¢: (pref. s.izl.), Neon, Galerija Sv. Toma, Rovinj,
1999.

Zvonko Makovi¢: (pref. s.izl.), Dah umjetnika, Galerija umjetni-
na, Split, 1999.

Patricia Kis: Neoni u crkvi, avioni u muzeju, “Jutarniji list”,
Zagreb, 21.07.1999.

...: izlozba Damira Sokic¢a, “Jutarnii list”, Zagreb, 11/1999.

Sandi Viduli¢: LoSe po Sokica, “Slobodna Dalmacija”, Split,
16.11.1999.

Iris Slade: Damir Soki¢: Dah umijetnika, Galerija umjetnina, od
3. do 26. studenog, “Moguc¢nosti” 10/12, Split, 1999.

Miaden Luci¢: (pref. s.izl.) Neon, Galerija Beck, Zagreb, 2000.

B”Oris” Toman: Likovni susret Zagreba i Rijeke, “Hrvatsko
slovo”, Zagreb, 28.01.2000.

Lilijana Domi¢: Podsjetnik za XX stoljece, “Hrvatsko slovo”,
Zagreb, 28.01.2000.

Antun Marag¢i¢: Damir Soki¢ (pref. s.izl.), Non - stop, Galerija
prosirenih medija, Zagreb, 9/2000.

Patricia Kis: Staklo, aluminij i neon s novom aurom, “Jutarnji
list”, Zagreb, 23.01.2000.

Marina Tenzera: Muzej u zatvorenom krugu, “Vjesnik”, Zagreb,
04.04.2000.

Damir Soki¢: Ficus, (reprodukcija na naslovnici), ¢asopis
“Sudac” br.1/2, Zagreb, 2000.

Patricia Kis: | New York se moze potrositi, “Jutarnji list”,
Zagreb, 14.12.2000.

Ante Niksa Bili¢, Ante Rasi¢: Damir Soki¢ / Razgovor/, “Oris”
&asopis za arhitekturu i kulturu br. 8, Zagreb, 2000.

Sp.(omenka) N.(ikitovi¢): Izlozba s programiranom pogreskom,
“Vecerniji list”, Zagreb, 23.09.2000.

Patricia Kis: Soki¢, Siladin, Jokanovi¢ i Jagoda Buiji¢ predstavili
su se na Biennalu, “Jutarniji list”, Zagreb, 08.06.2001.

Patricia Ki$: Hrvatski se paviljon otvara u petak u srcu Veneci-
je, “Jutarniji list”, Zagreb, 02.06.2001.

Patricia Kis: Sto poslije marke: dolar? euro? slika!, “Playboy”,
Zagreb, lipanj 2001.

Blazenka Perica: Venetian Dialogue of 2001 (pref.), Not human,
Spazio Thetis, Venezia, lipanj 2001.

Goran Joveti¢: Hrvatska u Veneciji, “Vjesnik”, Zagreb,
08.06.2001.

Zvonko Makovi¢: Zbirka suvremene umjetnosti Filip Trade
(pref.), Dom HDLU, Zagreb, srpanj 2001.

Mirjana Brabec / Mario Kucera: Umjetnost u znaku meandra,
“Gloria”, Zagreb, 15.06.2001.

(H): Umjetnost izmedu obala uzurbano se postavlja, “Slobodna
Dalmacija”, Split, 17.08.2001.

.... Umjetnost izmedu obala pocinje u Revelinu, “Dubrovacka
republika”, Dubrovnik, 21.08.2001.

D.(orotea) Jendri¢: Hrvatska pri¢a za strane novinare, “Vecernji
list”, Zagreb, 03.10.2001.

Patricia Kis: “Ziherasko” ¢itanje hrvatske umjetnosti devedese-
tih, “Jutarniji list”, Zagreb, 03.10.2001.

Goran Joveti¢: Dolazi li kraj umjetnosti?, “Vjesnik”, Zagreb,
03.10.2001.

Marina Viculin: Likovni dogadaji u 2001. / Petercol i Soki¢ broj
jedan, “Vijenac”, Zagreb, 24.01.2002.

Zvonko Makovi¢: Zbirka suvremene umjetnosti Filip Trade
(pref.), Galerie Manes, Prag, 07/2002.

Leila Topi¢: Umjetnost ne mora biti trosak, “Zarez”, Zagreb,
18.7.2002.

Zeljka Matkovi¢: Hrvatsko gay-proljece, “Globus”, Zagreb,
29.03.2002.

Branka Hlevnjak: Galerija umjetnina u Splitu, “Kontura” br.69,
Zagreb, 02/03 2002.

Patricia Ki$: Rijedak tematski osvrt na suvremenu likovnu
produkciju, “Jutarniji list”, Zagreb, 10.05.2002.

Patricia Kis: Tridesetoro umjetnika na izlozbi “Monokromi”,
“Jutarniji list”, Zagreb, 09.05.2002.

Zvonko Makovi¢: Graficke mape u izdanju Ateliera Brane
Horvata (pref.), Galerija umjetnina, Split, 12/2002.

Miladen Lugi¢: (pref s.izl.), Damir Soki¢/Bez naziva, Galerija
Josip Ragi¢, Zagreb, 2002.

Patricia Kis: Soki¢ izlaze u zRag¢i¢u’, “Jutarniji list”, Za-
greb,19.12..2002.

V. B.S.: “Otklon” u “Naranci”, “Novi list”, Rijeka, 11.03.2002.

V. B.S.: Grafi¢ke mape u izdanju Ateliera Brane Horvata, “Novi
list”, Rijeka, 11.12.2002.

Patricia Ki$: Umjetnikov povratak slici, “Jutarnji list”, Zagreb,
23.12.2002.

Dorotea Jendri¢: Zanimljivi Soki¢ u zapustenom Racicu,
“Vecerniji list”, Zagreb, 05.-06.01.20083.

Sandra Krizi¢ Roban: Geometrija Zivota, “Vjesnik”, Zagreb,
04.01.2003.

Mladen Luci¢: Maljevi¢ i Mondrian versus Damir Soki¢, “Kontu-
ra” art magazin, br. 74, Zagreb, 02/2003.

Suncica Ostoji¢c: Damir Sokic¢ / Galerija Josip Raci¢, “Kontura”
art magazin, br. 74, Zagreb, 02/2003.

Nada Bero$: Szeemann - umjetnost se zbiva na Balkanu,
“Jutarniji list”, Zagreb, 26.04.2003.

N. Valerjev: Suceljavanje ranih i recentnih radova, “Novi list”,
Rijeka, 18.02.2003.

Natasa Segota Lah: Grupiranje intelektualaca, “Novi list”,
Rijeka, 09.03.2003.

V. B.S.: Slikari izrazitog individualiteta, “Novi list”, Rijeka,
12.03.2003.

Patricia Ki$: Izlozba ¢e postati vazna tek kad joj se postroze
kriteriji, “Jutarniji list”, Zagreb, 29.05.2003.

Mirjana Dugandzija: Balkan u Be¢u, “Nacional”, Zagreb,
13.05.2003.

Ivana Mance: Postmodernisticki revizionizam modernisticke
estetike, “Kolo”, Zagreb, 2/2003.

Marina Tenzera: Pedeseti rodendan male Venecije, “Vjesnik”,
Zagreb, 24.08.2003.

Zvonko Makovi¢: U znaku Mondriana, (pref. s.izl.), Galerija
Puckog otvorenog ucilista Pore¢, Pore¢, 2003.

Patricia Kis: Kriticari Jutarnjeg lista izdvajaju dogadanja koja
¢e obiljeziti hrvatsku kulturu u 2004., “Jutarniji list”, Zagreb,
24.01.2004.

Dorotea Jendri¢: Srednja klasa opet kupuije slike, “Ve&erniji
list”, Zagreb, 24.01.2004.

Leonida Kovac: Stablo kojeg nema (pref. s.izl.), “Lice”,
Umijetni¢ki paviljon, Zagreb, 02/2004.

Zvonko Makovi¢: Damir Sokic¢ ili o odsutnosti, tiini i ostalome
(pref. s.izl.), “Lice”, Umjetnicki paviljon, Zagreb, 02/2004.

Dorotea Jendri¢: Uklopljen u arhitekturu, “Vecerniji list”,
Zagreb, 31.01.2004.

Patricia Ki$: Ukratko / Damir Soki¢ “Danas” u Umjetni¢kom pa-
viljonu otvara izlozbu “Lice”, “Jutarniji list”, Zagreb, 03.02.2004.

Patricia Ki$: Uspjesna izlozba radova koji ¢e na kraju nestati,
“Jutarniji list”, Zagreb, 04.02.2004.

Vlasta Toli¢: Monumentalnost prazne gradevine, “Vjesnik”,
Zagreb, 05.02.2004.

Branko Siladin: I1zlozba instalacija Umjetni¢kog paviljona, www.
arhitektura-info, 02/2004.

Marina Baric¢evi¢: Izazivanje straha od moguc¢eg ni¢ega, “Novi
list”, Rijeka, 15.02.2004.

Sandra Krizi¢ Roban: Izlozba satkana od $utnje i odsutnosti,
“Vjesnik”, Zagreb, 17.02.2004

Andrija Tunji¢: Umjetni¢ka su djela naseljena u nama, pohra-
njena u idejama, “Vjesnik”, Zagreb, 22.02.2004.

Marina Viculin: Udahni vodu! “Vijenac”, Zagreb, 04.03.2004.

Miladen Luci¢: Interview Damir Soki¢, “Kontura” art magazin br.
80, Zagreb, 03/2004.

Ana-Marija Koljanin: Jedan od najistaknutijih umjetnika srednje
generacije, “Glas Slavonije”, Osijek, 19.03.2004.



Mladen Luci¢: (pref. s.izl.), Instalacije, Dom HDLU/Galerija
kazamat, Osijek, 03/2004.

Ana-Marija Koljanin: Umjetnost je stvarnija od stvarnosti, “Glas
Slavonije”, Osijek, 23.03.2004.

Ana-Marija Koljanin: Umjetnost mora sumnjati u dogmel!, “Glas
Slavonije”, Osijek, 27.03.2004.

Zdenko Rus: Cudovigno (pref.) Umjetni¢ki paviljon, Zagreb,
2004.

Sonja Briski Uzelac: Kultura slikarskog originala u doba
beskrajnog umnozavanja slika, (pref.) Slika i objekt / Zbirka su-
vremene umjetnosti Filip trade, Umjetni¢ka galerija Dubrovnik,
Dubrovnik, 2004.

Zdenko Rus: Kraj stoljeca, kraj slikarstva? (pref.), Kraj stolje¢
a, kraj slikarstva?, Dom hrvatskih likovnih umjetnika, Zagreb,
2005.

Branka Hlevnjak: Duhovni ratnici, “Metropolitan”, Zagreb,
velja¢a 2005.

Leonida Kova¢: Pogovor knjizi Zvonka Makovi¢a Dimenzije
slike, “Meandar”, Zagreb, 2005.

Zvonko Makovi¢: Monokromi, Dimenzije slike, “Meandar”,
Zagreb, 2005.

Zvonko Makovi¢: Slike bez tijela, Dimenzije slike, “Meandar”,
Zagreb, 2005.

Patricia Ki$: Mjesto hrvatske umjetnosti u suvremenosti,
“Jutarniji list”, Zagreb, 08.09.2005.

Guido Quien: Pojedina¢no i suvremeno prepoznatljivi izrazi,
www.dora.hr, 2005.

Patricia Ki$ i Tomislav Galovi¢: Mestrovicev paviljon propada
zbog manjka novca za obnovu, “Jutarniji list”, Zagreb,
07.09.2005.

Ilva Korbler: Apel ¢elnika HDLU-a za obnovu Doma likovnih
umijetnika/zNema novaca za potpunu obnovu’, “Nacional” br.

513, 13.09.2005.

Marko Golub: “Kraj stolje¢a, kraj slikarstva” u HDLU-u, www.
radio101.hr, 2005.

P. Ki$ : Nove tehnologije nisu jedini odgovor suvremenosti,
“Jutarniji list”, Zagreb, 10.06.2005.

Patricia Ki$: Sjajno osmisljena smotra domace likovne umjet-
nosti, “Jutarnji list”, Zagreb, 14.6.2005.

Patricia Ki$: 39. Zagreb salon/Grand Prix Ilvanu Faktoru za rad
posvecen Fritzu Langu, “Jutarniji list”, Zagreb, 16.6.2005.

Martina Kalle: Doba razdora na arbitrazi, “Vjesnik”, Zagreb,
28.9.2005.

Vladimira Palecek: Slikari za velikim stolom, “Slobodna Dalma-
cija”, Split, 14.12.2005.

Nina Ozegovi¢: Kéi izlozila skrivene Ivanéiceve aktove, “Nacio-
nal”, Zagreb, 20.9.2005.

Ivan Peri¢: Izlozba Ivancicevih aktova u Splitu, “Jutarniji list”,
Zagreb, 11.05.2005.

S.(andi) Viduli¢: “Aktovi” za rodendan grada, “Slobodna Dal-
macija”, Split, 10.5.2005.

Vesna Bozani¢ Serdar: Stotinu aktova prvi put pred o¢ima
javnosti, “Novi list”, Rijeka, 10.05.2005.

V. Bozani¢ Serdar: Stotinu aktova prvi put pred o¢ima javnosti,
“Glas Istre”, Rijeka, 11.05.2005.

S.(andi) Viduli¢: Aktovi Ljube Ivancica, “Slobodna Dalmacija”,
Split, 9.5.2005.

Romina Peritz: Tijelo videno o¢ima jednog melankolika, “Vje-
snhik”, Zagreb, 7. i 8. svibnja 2005.

H. P: Likovni dogadaj, Feral Tribune, Split, 13.05.2005.

Dorotea Jendri¢: Stotinu majstorskih aktova, “Vecernii list”,
Zagreb, 10.5.2005.

Patricia Kis: Nepoznati aktovi Ljube Ivan¢i¢a u Splitu, “Jutarnji
list”, Zagreb, 5.5.2005.

Sandi Viduli¢: Kontra gradanskoj samodopadnosti, “Slobodna
Dalmacija”, Split, 14.05.2005.

Dorotea Jendri¢: Aktovi u svim pozama, “Vecernii list”, Zagreb,
15.09.2005.

Jelena Mandi¢-Muscet: Gola tijela u gréu, “Vjesnik”, Zagreb,
14.09.2005.

Miroslav Zec: Skriveni opus-svjedo¢anstvo stvaralackog zara,
“Novi list”, Rijeka, 15.09.2005.

V. Lausi¢: Javnosti nepoznati aktovi iz obiteljske ostavstine,
“Slobodna Dalmacija”, Split, 15.09.2005.

Jelena Mandi¢-Musc¢et: Nepoznata, nikad izlagana platna,
“Vjesnik”, Zagreb, 12.09.2005.

V. Lausi¢: Male studije, “Slobodna Dalmacija”, Split,
24.09.2005.

Hina : Izlozba aktova Ljube Ivan¢i¢a, www.hina.hr, 14.09.2005.

Marina Bari¢evic: Atovi iskreni do bola, “Novi list” / Mediteran,
Rijeka, 25.09.2005.

M. Z.: Uvid u stvarala¢ki opus, “Novi list”, Rijeka, 24.09.2005.

Natasa Juri¢: Unutarnji impulsi u tijelu slike, “Fokus”, Zagreb,
7.10.2005.

Darko Glavan: Usamljen i metodican slikarski konceptualist,
“Jutarniji list”, Zagreb, 12.10.2005.

Melisa Skender: Servirana hrvatska likovna umjetnost, “Extral!”,
Zagreb, 13.12.2005.

Vesna Lausi¢: Moj glas za mene, “Slobodna Dalmacija”, Split,
14.12.2005.

Romina Peritz: Damir Soki¢, umjetnik /Vjesnikov izbor
kulturnog dogadaja i osobe 2005./, “Vjesnik”, Zagreb, 10. i
11.12.2005.

Jelena Mandi¢-Muscet: Kulturni dogadaj godine: Izlozba akto-
va Ljube Ivancica; Svjedoc¢anstvo tjeskobe, “Vjesnik”, Zagreb,
10.111.12.2005.

Zlatko Gall: Salice i naligje, “Slobodna Dalmacija”, Split,
23.12.2005.

Igor Zidi¢: Moderna galerija hrvatske umjetnosti (U davne
dane i kroz novo doba), “Moderna galerija Zagreb-Povijest”,
Moderna galerija, Zagreb, 2005.

Zeljko Marcius: Posliednjih dvadeset godina Moderne galerije,
“Moderna galerija Zagreb-Povijest”, Moderna galerija, Zagreb,

2005.

Ivica Lueti¢: Autentiéni hrvatski proizvod, “Fokus”, Zagreb,
27.01.2006.

M.K.: Forumova nagrada za Ivanciceve “Aktove”, “Vjesnik”,
Zagreb, 14.i15.01.2006.

M.H.: Ljubi Ivan¢i¢u nagrada galerije Forum, “Novi list”, Rijeka,
14.01.2006.

Mirela Kruhak: Tanjuri s potpisom, “Grazia”, Zagreb,
14.02.2006.

... Veliki lijepi stol, “ELLE”, Zagreb, velja¢a/ozujak, 2006.
... . Tanjuri kao slike, “Grazia”, Zagreb, 04/2006.

Antonio Mandir: Zahod zavadio slikare i muzeologe, “Vecernji
list”, Zagreb, 27.04.2006.

A.B. : Zona galerija, Zagreb / Duhovi u centru grada, “Globus”
Br. 808, Zagreb, 02.06.2006.

Marina Tenzera: Knifer je moja istinska domovina!, “Vjesnik”,
Zagreb, 11.09.2006.

Nadezda Elezovi¢: Pod aurom borbe za vlastiti opstanak, “Novi
list” / Mediteran, Rijeka 16.07.2006.

Patricia Ki$: Neambiciozna izlozba nije sakrila nove talente,
“Jutarniji list”, Zagreb, 21. i 22.06.2006.

V. Lausi¢: Od broda do aviona, “Slobodna Dalmacija”, Split,
05.10.2006.

Miroslav Zec: Jedinstven opus uprkos zaokretima, “Novi list”,
Rijeka, 07.10.2006.

Zeljko Trkanjec i Patricia Kis: Protokol ga odabrao jer je
poznat u svijetu, struénjaci se ne slazu, “Jutarniji list”, Zagreb,
20.10.2006.

Patricia Ki: Akademici: Politi¢ari ne daju Makovi¢u da radi
svoj posao, “Jutarnii list”, Zagreb, 24.10.2006.

Mladen Luci¢: “Suprematisticka kompozicija Allahu ekber”
(pref. s.izl.), Dom HDLU, Zagreb, 6.3.2007.

Leila Topic¢: Vizije su ostvarive, “Vjesnik”, Zagreb, 17. i
18.06.2006.

Patricia Ki§: Damir Soki¢ / Jebanje, “Jutarniji list”, Zagreb,
05.03.2007.

Danijela Kulis: Hrvatski umjetnici na tanjuru, “I¢e & pice”,
Zagreb, Veljace, 2007.

I.P.: Damir Soki¢: “Suprematisticka kompozicija Allahu ekber”,
www.culturenet.hr, 5.3.2007.

T. Novak: Jezik suprematizma, “Vjesnik”, Zagreb, 8.3.2007.

Mladen Lugié: “Objekti” (pref. s.izl.), MMC Luka, Pula,
22.03.2007.

Nada Bero$ i Tihomir Milovac: Zbirke u pokretu, “Jutarniji list”,
Zagreb, 28.04.2007.

Zelimir Koscevi¢: Kinetizam od pocetka do “Danas” (pref.),
Kinetizam od pocetka do “Danas”, Umjetni¢ki paviljon, Zagreb,
2007.

Leonida Kova¢: Relacionirane stvarnosti, Stablo kojeg nema,
Biblioteka Intermedia, “Meandar”, Zagreb, 2007.

Pavica Knezovi¢ Belan: Pukotina, “Jutarniji list”, Zagreb,
24.10.2007.

Jelena Mandi¢ Muscet: Alarmantno stanje u Muzeju, “Vjesnik”,
Zagreb, 20.12.2007.

.... Mandusgevacko kolo: folklor ili turbofolk?, “Jutarniji list”,
Zagreb, 16.02.2008.

Maja Gujinovi¢ / Ante Milkovi¢: Upravno vije¢e ne zZeli Pintaric
na ¢elu MSU, “Jutarnji list”, Zagreb, 16.04.2008.

Patricia Ki$: Zasto sam dao ostavku, “Jutarnji list”, Zagreb,
10.06.2008.

Vedran Silipetar: Suvremenom umjetno$éu oziviti staru jezgru
Pule, “Glas Istre”, Pula, 05.09.2008.

Vedran Silipetar: “Tu smo” i postojimo, “Glas Istre”, Pula,
10.09.2008.

Vedran Silipetar: Suvremenost u fazi izgradnje, “Glas Istre”,
Pula, 11.09.2008.

Vedran Silipetar: Razaznaju se kontutr muzeja, “Glas Istre”,
Pula, 12.09.2008.

Vedran Silipetar: Suzivot bastine i suvremene umjetnosti, “Novi
list”/Mediteran, Rijeka, 14.09.2008.

Vesna Pazin Lausi¢: Umjetnici u Puli, “Slobodna Dalmacija”,
Split, 12.09.2008.

Patricia Kis: Slavonija - europska Mezopotamija, “Jutarniji list”,
Zagreb, 04.04.2009.
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