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Slikarska proza Anabel Zanze

Slikarska morfologija kojom rijec i slika Cine odnos vi-
zualnog i tekstualnog odnosno istrazivanje unutarsli-
kovnog i unutartekstualnog u suvremenoj umjetnosti
jedno je od vaznih obiljezja te umjetnosti na tragu hi-
storijskih avangardi, neovangardi i postavangardi. U
Pojmovniku suvremene umjetnosti Migko Suvakovié
navodi devet razina ili platformi toga odnosa na nave-
denoj povijesnoj liniji suvremene umjetnosti. S pravca
te linije prema pravcima niza skupnih ali i pojedinacnin
oblika umjetniCke prakse razgranati ¢e se prema jos
toliko smjerova, Cime Ce se oblikovati mozda i jedno
od najbogatijih i najrazvedenijin geneoloskih stabala
morfologije suvremene umjetnosti. Misli se, dakako,
na pravce od historijskih avangardi dvadesetih godina
preko neoavangardnih pokreta sedamdesetih do po-
smodernistiCkih praksi danas.

Slikarstvo Anabel Zanze sasvim je sigurno bastinilo
neka od tih umjetnickih iskustava $to je, dakako, po-
sve normalno i razumljivo s obzirom da se doista radi
0 jednom od dominantnih i vrlo utjecajnih pravaca u
suvremenoj umjetnosti. Medutim, pogresno bi bilo
odmah na pocetku i uopce tvrditi kako je pred nama
slikarstvo koje je nastalo kao kombinacija i kompilacija
nekih od tih iskustava po nacelu slikarskog eksperimen-
ta sa svojstvima tih iskustava. Ona se ponegdje mozda
i naziru u rezultatima ove slikarice no posve pouzdano
nije to bio put kojim je ona krenula kako bi do toga re-
zultata stigla; taj je naime ekspriment ona zamijenila s
2

vlastitim iskustvom u potrazi za svojim slikarskim bicem.
Slikarske korijene djelima Anabel Zanze, kada je ona
kao slikarski izraz koristila osnovne i vrlo reducirane
likovne elemente, crtu-mriju-tekst pisma (ili jos i manje,
naprimijer, splet plavih crta ispod kojih je napisana rijec
more pa je i slika nazvana More, 1998.), Igor ¢e Zidi¢
2004. godine pripisati emocionalnom iskustvu rata koji
je u zivot slikarice usao kao nezvani silnik, a ona se
nalazila na najosjetljivijoj razvojnoj toCki svakoga slikara,
na pocCetku svojih poCetaka. U tim dramati¢nim okolno-
stima emocionalnih iskuSenja i tjeskoba slikarica je, u
toj svojoj ranoj fazi, posegnula za posve jednostavnim
i reduciranim slikovnim elementima, ocCigledno tezeci
procCis¢enosti i elementarnosti. | potom, nije bilo po-
vratka, bio je to izbor, kako ¢e napisati Tonko Maroevic,
“krajnje posnog izrazavanja”, kojim je dominirala pra-
znina i tiSina i koji je u potpunosti oblikovao slikarsku
morfologiju Anabel Zanze, stvarajuci lirske “minijature
maksimalne koncentriranosti”.

To slikarski krajnje posno izrazavanje dotaknulo je mno-
ge minimaliste, konceptualiste i postkonceptualiste, ali
nikoga nije u potpunosti usvajilo, nikoga ucinilo do-
minantnim. Slikarstvo koje motrimo naoko poseze za
mnogim od stilskih nizova i za pojedincima kojima zbilja,
u jednom kolazu s Beuysovim likom, i simboliCki “skida
Sesir”, no put do svoga “slikarskog sada” Anabel Zanze
iskrcila je svojim snagama, voljom i izborom.

To se slikarstvo jasno i rezolutno temelji na odnosu vi-



zualnog kojemu je slikarski medij klasicno slikarstvo i
tekstualnog predloska kojemu su bitne sastavnice slovo,
rijec i tekst.

Slikarski se medij izrazava klasicnim tehnikama, ma-
terijalom i alatima u Cisto manualnoj operacionalizaciji
dok su tekstualne sastavnice slovo-rije¢-tekst podloga/
povrSina odnosno gusto semantiCko polje u kojemu
nastaje djelo bitno slikarskih svojstava. Nista, naime,
u slikarstvu Anabel Zanze nije neslikarsko; slikarski ru-
kopis njezine osobnosti ugraden je u svaki dodir kista
i platna, boje i podloge platna, stvarajuci tako gust i
slozen izmjeniCni red slojeva podloge i povrsine. Poziv
je to na neke od pravaca Sesdesetih, ponajviSe mozda
na rad grupe Art&lLanguage, kojim se oblikuje slikarski
model odnosa rijeci i slike te nevaznosti znacenja Sto je
tu podloga, a sto, pak, slikarska povrsina. Minucioznim
potezima boje na boju u slovu do slova, pa i jedne slike
na drugu, gradi se gusta mreza tipografskih znakova
koji opet Cine rijecC koja je dijelom recenice i koji je slika
uzela iz teksta. JoS do nedavno slovo do slova gradilo
je cjelosnost slike slazuci slozenu gotovo enigmatsku
kompoziciju, ali sada, na novijim djelima, tekst pa i nje-
gov sadrzaj jesu sadrzaj znacenja slike. Na prvi pogled
slikarica je posegnula za teorijom kako je “ interpreta-
cija slike i sama umjetnicko djelo” pa kao takva moze
biti slikom, no prije se Cini da je na djelu novi raspo-
red vaznosti znacenja, oznaceno (slovo) ustupa svoje
mijesto slikarskog subjekta oznacitelju, onome koji je

tekst izabrao i slikao pretvorivsi ga tako u primarni me-
dij toga slikarstva. Moglo bi se reci, ako su slovo i rije¢
bili neko¢ u srodnim slikarskim poetikama imenovani
vizualnom poezijom, umjetnost Anabel Zanze slikarska
je proza gusto pisanih Stranica, sto je oCigledno to¢an
naziv toga slikarstva danas kao zbirne imenice kojom
je oznaCen sadrzaj njezina plastiCkog znaka. A to sa-
svim sigurno zasluzuje svaku pozornost kao vrijednosni
domet koji je dosegnulo ovo slikarstvo.

Vlastimir Kusik



The Painterly Prose of Anabel Zanze

The painterly morphology in which word and image
make up a relationship between the visual and the tex-
tual or, rather, an investigation of the intra-pictorial and

the intra-textual in contemporary art is one of the major
features of that art in the wake of the historical avant-
gardes, the neo-avant-garde and the post-avant-garde.
In his Concepts of Contemporary Art, Migko Suvakovié
lists ten levels or platforms of this relationship on the

historical line of contemporary art referred to. From

the direction of this line of development towards the

directions of a number of collective and also individual

kinds of art practice it would branch out towards just as

many more trends, giving rise to the formation of, per-
haps, one of the richest and most intricate genealogical

trees in the morphology of contemporary art. By this

is meant, of course, the lines of development from the

historical avant-gardes of the 1920s via the neo-avant-
garde movement of the seventies to the post-modernist
practices of the present day.

The painting of Anabel Zanze is certainly heir to some of
these artistic practices, which is, of course, entirely nor-
mal and intelligible, considering that this really is one of
the dominant and most influential trends in contempo-
rary art. But it would be a mistake at once, a priori and

as a matter of course, to state that we are dealing here

with painting that was created by way of a combination

or compilation of several of these practices, a kind of
painterly experiment with some of their characteristics.
4

These are perhaps discernible in the productions of this
painter, but quite surely this was not the path on which
she set out in order to arrive at such a result. Instead of
any such experiment, she drew on her own experience
in the quest for her own painterly being.

The painting roots of the works of Anabel Zanze, when
for her painterly idiom she used basic and very reduced
visual elements — line-blotch-text script (or still less, for
example, the set of blue lines under which the word sea
is written, the painting being called Sea [More], 1998,
were to be ascribed in 2004 by Igor Zidi¢ to the emo-
tional experience of the war that burst into the life of
the painter as an uninvited thug, while at the same time
she was at the most sensitive point of development of
any painter, the beginning of her beginnings. In these
dramatic circumstances of emotional trials and anxie-
ties, the painter, in this early phase of hers, resorted to
entirely simple and reduced pictorial elements, obvi-
ously aiming at refining down and elementariness. And
then, there was no way back, it was a choice of, as
Tonko Maroevi¢ wrote, “an extremely parsimonious ex-
pression”, in which silence and emptiness dominated,
and that gave total shape to the painting morphology
of Anabel Zanze, creating lyrical “miniatures of maximal
concentration”.

This painterly extremely parsimonious expression
touched on many minimalists, conceptualists and
post-conceptualists, but never internalised a single



one of them to the full, made none of them dominant.
The painting that we are considering ostensibly resorts
to many of the stylistic sequences and individuals, to
whom it really does tip its cap, in a collage with the
likeness of Beuys; and yet, Anabel Zanze has cleared
the way to her own “painting now” with her own forces,
will and choice.

This painting is clearly and resolutely based on a rela-
tionship between the visual, the painting medium of
which is classical painting, and a textual original, the
essential components of which are letter, word and text.
The painting medium is expressed with classical tech-
niques, material and tools used purely manually, while
the textual components letter — word — text are a
ground or surface or rather dense semantic field in
which a work of essentially painterly characteristics
comes into being. There is nothing in the painting of
Anabel Zanze that is not painterly; the painting idiom
of her personality is built into every touch of brush and
canvas, pigment and support, creating a dense and
complex alternate order of strata, support and surface.
This is a reference to some of the trends of the sixties,
perhaps most of all to the work of the Art&lLanguage
group, in which a painting model of the relation of word
and image was formed and of the lack of relevance
in the meaning of what was support and what was
painting surface. With minute strokes of paint on paint,
in letter to letter, and from one painting to another, a

dense network of typographic signs was created that
again created a word that was part of a sentence and
that the picture took from a text. Until recently letter-to-
letter constructed the entirety of the picture composing
a complex and almost enigmatic composition, but now,
in more recent works, the text and its contents are the
contents of the meaning of the painting. At first glance
the painter has reached for the theory that “an inter-
pretation of a painting is itself a work of art” and can as
such also be a painting, but it would seem more likely
that what is at work is a new distribution of the impor-
tance of meaning, the signified (letter) cedes its place
as painting subject to the signifier, to the one that has
chosen the text and painted it, turning it thus into the
primary medium of this painting. It might be said that
if word and letter were once in similar painting poetics
called visual poetry, the art of Anabel Zanze is painting
prose of densely inscribed pages, which is obviously
the exact title of this painting today as collective noun
used to signify the contents of her three dimensional
sign. And this with absolute certainty merits all and
any attention as the level of value that this painting has
attained.

Vlastimir Kusik
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Kompozicija s bijelim / Composition with White, 2010-2011.
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/ Rubik’s Surface, 2009-2011.

Rubikova ploha

39






Biografija

Anabel Zanze rodena je 5. prosinca 1971. u Dubrovniku, gdje je
pohadala osnovnu i srednju Skolu (prirodoslovno-matemati¢koga
smijera). Godine 1991. upisala se na ALU u Zagrebu (graficki od-
sjek) i diplomirala u klasi prof. Ante Kuduza 1996. Izmedu 1998. i
2004. predavala je Likovnu kulturu u osnovnoj Skoli “Marina Drzi¢a”
u Dubrovniku. Od 2004. Zivi i radi u Zagrebu. Clanica je HDLU-a
i HZSU-a.

Kontakt

Tel: 01 369 0415

Mob: 091 5678 350 / 099 7070 557
Mail: anabel.zanze@du.t-com.hr
Hrvoja Macanovi¢a 57, 10 000 Zagreb

Biography

Anabel Zanze was born on December 5, 1971, in Dubrovnik,
where she attended elementary and secondary (science and
maths) school. In 1991 she enrolled in the Academy of Fine Arts
in Zagreb (printmaking section) and took her degree in the class
of Ante Kuduz in 1996. Between 1998 and 2004 she taught visual
culture in the Marin Drzi¢ Elementary School in Dubrovnik. She
has lived in Zagreb since 2004. She is a member of the artists’
associations HDLU and HZSU.

Contact details

Tel: 01 369 0415

Mob: 091 5678 350 / 099 7070 557
Mail: anabel.zanze@du.t-com.hr
Hrvoja Macanovi¢a 57, 10 000 Zagreb
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Samostalne izloZbe / Individual exhibitions

2010.
2009.
2008.

2006.
2004.
2000.
1999.
1998.
1996.

1995.
1994.
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Povrsine, Galerija Mala, Zagreb

Bez naziva, Galerija Svetog Kréevana, Sibenik

Bez naziva, Centar za kulturu, Cakovec

Slovo, rijec, tekst, Moderna galerija — Studio “Josip
Raci¢”, Zagreb

Bez naziva, Galerija Zlati Ajngel, Varazdin

Pismo, slika, Galerija Sebastian, Dubrovnik

Pismo, slika, Galerija Forum, Zagreb

Slike, kolaZi, crtezi 1992-2004, Art Gallery Cimic,
Dubrovnik

Kvadrati, Galerija Sebastian, Dubrovnik

Bez naziva, Crkvica Sv. Navjestenja, Orebi¢

Kvadrati, Studentski zbor VeleudiliSta u Dubrovniku,
Dubrovnik

Bez naziva, Art radionica Lazareti - Galerija Kovacka 3,
Klub Otok, Dubrovnik

Bez naziva, Salon Gali¢, Split

Bez naziva, Art radionica Lazareti - Galerija Kovacka 3,
Klub Otok, Dubrovnik



Skupne izlozbe / Collection exhibitions

2010.

2009.

2008.

2007.

2004.

20083.

1999.

1998.

1997.
1994.

1993.

Likovna kolonija Rovinj 2010 / Colonia artistica di
Rovigno 2010, Zavi¢ajni muzej Grada Rovinja, Rovinj
Izbor iz zbirke Vjeke i Branka Roglica, Galerija Laval
Nugent, Zagreb;

Overview 2008 — Preview 2009 / Pregled hrvatske
suvremene umjetnicke produkcije, “Nicolas loves art” -
Zona art agencija, Centar Kaptol, Zagreb

Dubrovacki likovni trenutak — slikarstvo i kiparstvo (2),
Umijetnicka galerija Dubrovnik, Dubrovnik;

HPB GRAND PRIX za slikarstvo 2008, Galerija Prsten —
Dom hrvatskih likovnih umjetnika, Zagreb;

4. hrvatski trijenale crteza, Hrvatska akademija znanosti i
umjetnosti, Kabinet grafike, Gliptoteka HAZU, Zagreb;
£IBERTAS - Suvremena dubrovacka umjetnost,
Hrvatsko drustvo likovnih umjetnika i Umjetnicka galerija
Dubrovnik, Galerija Prsten — Dom hrvatskih likovnih
umjetnika, Zagreb

HPB GRAND PRIX za slikarstvo 2007, Galerija Prsten —
Dom hrvatskih likovnih umjetnika, Zagreb;

35 autora za 35 godina, Galerija Sebastian, Dubrovnik
Dubrovacki likovni trenutak — slikarstvo i kiparstvo,
Umijetnicka galerija Dubrovnik, Dubrovnik

Lobol 2003, Dvor KoloCevog mira, Bol

999 — Pregled situacije na jugu, Art radionica Lazareti
- Institut za suvremenu umjetnost SCCA, Zagreb,
Interuniverzitetski centar, Dubrovnik

Otok Il / Island Il, Art radionica Lazareti, Art Workshop
Lazareti - The Demarco Foundation, Dubrovnik

Let, Art radionica Lazareti, Kulturno srediste mladih, Split
Bienale slika i skulptura malog formata, Hrvatsko drustvo
likovnih umijetnika Split, Samostan Gospe od Zdravlja,
Split;

Umyjetnici koji dolaze (mladi Dubrovnika), Galerija Buljat,
Zagreb

Umjetnici koji dolaze (mladi Dubrovnika), Foyer Kazalista
Marina Drzi¢a, Dubrovnik
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Literatura o Anabel Zanze (izbor) / Mentions in the literature (selection)

D/orotea/. J/endri¢/., Bezbrojne varijacije unutar geometrijskih
oblika, VeCerniji list, god. 50, br. 16.655, str. 49, Zagreb, 26.
travnja 2010.

Marina Tenzera, Od Drzica prema nestanku, Vjesnik, god. LXX,
br. 22109, str. 35, Zagreb, 21. travnja 2010.

Igor Zidi¢, Sto vidim u slikama Anabele Zanze? /predgovor u
katalogu samostalne izlozbe/, Galerija Mala, Zagreb, 17 - 27.
travnja 2010.

Slobodan Prosperov Novak, 707 Dalmatinka, Studio Polis, Split,
2010, str. 202-203.

Ilvana Roncevi¢, Anabel Zanze. Uvod u teoriju knjizevnosti,
Kontura, art magazin, god. XIX, br. 103, str. 44-45, Zagreb,
kolovoz 2009.

Milan Besli¢, Poetika pisma /predgovor u katalogu samostalne
izloZzbe/, Galerija sv. KrSevana, Sibenik, 2 — 16. lipnja 2009.

Zeljko Marcius, Postojanost slikarstva, Vijenac, god. XVI, br.
386-387, str. 36, Zagreb, 18. prosinca 2008.

Igor Zidic¢, Anabel: program i sloboda /predgovor u katalogu
samostalne izlozbe/, Centar za kulturu, Cakovec, rujan —
listopad 2008.

Ivana Roncevi¢, Anabel Zanze /pretisak odlomka predgovora
“Tekst kao slika”, u katalogu izlozbe u Galeriji “Josip Raci¢” V/
VI, 2008/, Le Monde diplomatique, god. V, br. 9, str. 23, Zagreb,
rujan 2008.

Lovorka Maga$, Citanje slike — gledanje teksta, Vijenac, god.
XVI, br. 372, str. 25, Zagreb, 5. lipnja 2008.

Barbara Vujanovi¢, Volja za duhovnom igrom, Vjesnik, god. LXIX,
br. 21535, str. 38, Zagreb, 24. i 25. svibnja 2008.

Ilvana Roncevi¢, Tekst kao slika /Text qua image, /predgovor u
katalogu samostalne izloZzbe/, Moderna galerija, Studio “Josip
Raci¢”, Zagreb, 20. 05. 2008 — 05. 06. 2008.
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Antun Maraci¢, Suvremena dubrovacka umjetnost - u
primjerima 19 autora /Contemporary Dubrovnik Art — as
exemplified by 19 artists, /predgovor u katalogu skupne izlozbe
“Libertas — suvremena dubrovacka umjetnost”/Contemporary
Dubrovnik Art /, HDLU Zagreb i UGD, Galerija Prsten HDLU,
Zagreb, 3.IV - 27.IV.2008.

Milan BeSli¢, Nove niti imaginacije, Viesnik, god. LXIX, br. 21487,
str. 30, Zagreb, 27. ozujka 2008.

l. Vrbani¢, Snazne autorske slike — tekstovi, Varazdinske vijesti,
br. 3292, str. 15, Varazdin, 6.11.2008.

lgor Zidi¢, Anabel: program i sloboda /predgovor u katalogu
samostalne izlozbe/, Galerija “Zlati ajngel”, Varazdin, 1.1l -
17.11.2008.

-ss- /Sonja Seferovi¢/, Neosporan senzibilitet — maksimalna
jednostavnost, Dubrovacki viesnik, god. LVI, br. 2894, str. 44,
Dubrovnik, 15. srpnja 2006.

Tonko Maroevi¢, Anabel Zanze /predgovor u katalogu
samostalne izlozbe, s engleskim prijevodom/, Galerija
“Sebastian”, Dubrovnik, 6.VII — 28.VII.2006.

lva Koérbler, Prica o stvaranju slike, Vijenac, god. XIV, br. 320, str.
15, Zagreb, 8. lipnja 2006.

Marko Golub, Izlozba Anabel Zanze u Galeriji Forum, Radio 101,
Recenzije — likovnost, Zagreb, 25. 05. 2006.

Zelika Corak, Pismo, slika /predgovor u katalogu samostalne
izlozbe/, Galerija “Forum”, Zagreb, 18.05 — 10. 06. 2006.

Milan BeSli¢, Slikopisi /drugi predgovor u katalogu samostalne
izlozbe/, Galerija “Forum”, Zagreb, 18.05 — 10. 06. 2006.

P/ero/. JanCi¢, Igra konvencionalnog znakovlja, Dubrovacki
vjesnik, god. LIll, br. 2790, str. 41, Dubrovnik, 17. srpnja 2004.

m/arko/. g/iljiaCa/., Forma tekstualne matrice, Dubrovacki list, str.
26, Dubrovnik, 14.VII.2004.



Igor Zidi¢, Prema tisini /To silence, /Predgovor u katalogu
samostalne izlozbe/, Art Gallery Cimi¢, Dubrovnik, 9.VII —
31.VI1.2004.

Mira Muhoberac, Slovcani kvadrati — prizorista viastitosti,
Hrvatsko slovo, Zagreb, 2000.

-ss- /Sonja Seferovi¢/, Slovo, znak, jednako slika, Dubrovacki
vjesnik, br. 2575, str. 8, Dubrovnik, 3. lipnja 2000.

Vesna Deli¢ Gozze, /predgovor u katalogu samostalne izlozbe, s
engleskim prijevodom/, Galerija “Sebastian”, Dubrovnik, 31.5 —
26. 6. 2000.

Igor Fiskovi¢, /tekst s otvaranja izlozbe, strojopis/, Orebi¢, 31. 7.
1999.

-ss- /Sonja Seferovi¢/, Izlozba Anabel Zanze, Dubrovacki viesnik,
br. 2494, Dubrovnik, 14. studenoga 1998.

Sonja Seferovi¢, Slikarstvo simbola Anabel Zanza /!/, Dubrovacki
vjesnik, br. 2358, str. 11, Dubrovnik, 6. travnja 1996.

Vesna Deli¢, /predgovor u katalogu samostalne izlozbe/, Galerija
“Kovacka 3”, Klub “Otok”, Dubrovnik, 1996.

TV prikazi (izbor) / TV presentations (selection)

Miso Labudovi¢, Anabel Zanze, OTV, emisija Obzori,
25. 4. 2010, /uz izloZbu u Galeriji Mala, Zagreb, 17 — 27. travnja
2010/.

Lidija Spiranec, HTV 1, Vijesti iz kulture, 17. 4. 2010, /uz izloZzbu
u Galeriji Mala, Zagreb, 17 — 27. travnja 2010/.

Hrvoje Gunjaca, HRT 2, Panoravma Zadar, 3. 6. 2009, /uz
izloZbu u Galeriji sv. Krdevana, Sibenik, 2 — 16. lipnja 2009/.

Miso Labudovi¢, Anabel Zanze (Slovo, rijec, tekst), OTV, emisija
Obzori, 24. 5. 2008, /uz izlozbu u MG — Studio “Josip Raci¢”,
Zagreb, 20. 05. 2008 — 05. 06. 2008/.

Lidija Spiranec, HTV 1, Vijesti iz kulture, 21. 5. 2008, /uz izloZzbu
u MG - Studio “Josip Raci¢”, Zagreb, 20. 05. 2008 - 05. 06.
2008/.

Jasna Coce, HTV 1, Vijesti iz kulture, 8. 6. 2006, /uz izlozbu u
Galeriji Forum, Zagreb, 18. V —10. VI. 2006/.

Miso Labudovi¢, Anabel Zanze (Pismo, slika), OTV, emisija
Putokaz, svibanj 2006, /uz izlozbu u Galeriji Forum, Zagreb,
18.V —10. VI. 2006/.
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Popis izlozaka / List of exhibits

10.

11.

12.

13.

14.

15.

46

Fragment I, 2001.

ulie/platno / oil/canvas, 600 x 500 mm

priv. vl. / privately owned, Zagreb

n, 2003.

kolaz/papir / collage/paper, 1000 x 700 mm

4x4, 2008.

ulie/platno / oil/canvas, 650 x 810 mm

Ekran Il / Screen I, 2004.

ulie/platno / oil/canvas, 810 x 650 mm

vl: Vjeka i Branko Rogli¢ / owned by: Vjeka and Branko Rogli¢,
Split

Desni blok / Right Block, 2004.

ulie/platno / oil/canvas, 810 x 650 mm

vl: Vjeka i Branko Rogli¢ / owned by: Vjeka and Branko Rogli¢,
Split

Omnibus, 2004.

ulie/platno / oil/canvas, 1000 x 1500 mm

vl: Mirko Azinovi¢ / owned by: Mirko Azinovi¢, Zagreb
Horizontalna / Horizontal, 2004.

ulie/platno / cil/canvas, 1000 x 1500 mm

Citat / Quote, 2005.

ulie/platno / oil/canvas, 1000 x 1500 mm

Dva eseja / Two Essays, 2005.

ulie/platno / cil/canvas, 1000 x 1500 mm

Anais, 2005.

ulie/platno / oil/canvas, 700 x 1000 mm

priv. vl. / privately owned, Zagreb

n, 2006.

ulie/platno / cil/canvas, 1000 x 1200 mm

Tabula / Tablet, 2006.

ulie/platno, 460 x 650 mm

3xn, 2006.

ulie/platno / oil/canvas, 380 x 600 mm

Verige / Chains, 2006.

ulie/platno / oil/canvas, 810 x 650 mm

Karl Jaspers: Van Gogh / Karl Jaspers: Van Gogh, 2006.
ulie/platno / oil/canvas, 810 x 650 mm

16.

17.

18.

19.

20.

21.

22.

23.

24,

25.

26.

27.

28.

29.

30.

31.

960 n, 2007.

ulie/platno / oil/canvas, 300 x 410 mm
priv. vl. / privately owned, Zagreb
Contents, 2007-2008.

ulie/platno / oil/canvas, (150 x 200 mm) x 2
priv. vl. / privately owned, Zagreb

Polja / Fields, 2008.

ulie/platno / oil/canvas, 1000 x 1500 mm
Lakune / Lacunae, 2008.

ulie/platno / oil/canvas, 1000 x 1500 mm
Tekstura / Texture, 2008.

ulie/platno / cil/canvas, 1000 x 1500 mm
p, 2008.

ulie/platno / oil/canvas, 250 x 200 mm
priv. v. / privately owned, Zagreb

Mala tekstura / Small Texture, 2008.
ulie/platno / oil/canvas, 200 x 250 mm
Male lakune / Small Lacunae, 2008.
ulie/platno / oil/canvas, 200 x 250 mm
Palimpsest, 2009.

ulie/platno / oil/canvas, 1200 x 1500 mm
priv. vl. / privately owned, Zagreb

Text, 2009.

ulie/platno / oil/canvas, 1500 x 1200 mm
The wall, 2009.

ulie/platno / cil/canvas, 1500 x 1200 mm
Crni likovi I / Black Figures I, 2009.
ulje/platno / oil/canvas, 500 x 500 mm
Male lakune IV / Small Lacunae IV, 2009.
ulie/platno / oil/canvas, 300 x 410 mm
Male lakune V / Small Lacunae V, 2009.
ulie/platno / oil/canvas, 300x 410 mm
Kvadrat / Square, 2009.

ulie/platno / oil/canvas, 250 x 250 mm
Kut / Angle, 2009.

ulie/platno / oil/canvas, 250 x 250 mm



32.

33.

34.

35.

36.

37.

38.

39.

40.

41.

42.

43.

44,

45.

Trokuti | / Triangles I, 2009.

ulie/platno / oil/canvas, 250 x 250 mm

Labirint I / Labyrinth I, 2009.

ulie/platno / oil/canvas, 250 x 250 mm

Labirint 1l / Labyrinth I, 2009.

ulie/platno / oil/canvas, 250 x 250 mm

Labirint IV / Labyrinth IV, 2009.

ulie/platno / oil/canvas, 250 x 250 mm

Labirint VI / Labyrinth VI, 2009.

ulie/platno / cil/canvas, 250 x 250 mm

Labirint IX / Labyrinth 1X, 2009.

ulie/platno / oil/canvas, 250 x 250 mm

Crno polje 11 / Black Field II, 2009.

ulie/platno / oil/canvas, 250 x 250 mm

Kompozicija s bijelim Il / Composition with White I,
2009.

ulie/platno / oil/canvas, 250 x 250 mm

Kompozicija s bijelim IV / Composition with White IV,
2009.

ulie/platno / oil/canvas, 250 x 250 mm

Kompozicija s bijelim V / Composition with White V,
2009.

ulie/platno / oil/canvas, 250 x 250 mm

Kompozicija s bijelim VI / Composition with White VI,
2009.

ulie/platno / oil/canvas, 250 x 250 mm

Kompozicija s bijelim VIl / Composition with White VI,
2009.

ulie/platno / oil/canvas, 250 x 250 mm

Kompozicija s bijelim IX / Composition with White IX,
2010.

ulie/platno / oil/canvas, 250 x 250 mm

Kompozicija s bijelim X / Composition with White X,
2010.

ulie/platno / oil/canvas, 250 x 250 mm

46.

47.

48.

49.

50.

51.

52.

53.

54.

565.

56.

57.

58.

59.

60.

61.

62.

Kompozicija s bijelim XIV / Composition with White XIV,
2010.

ulie/platno / oil/canvas, 250 x 250 mm

m (red), 2010.

ulie/platno / cil/canvas, 1200 x 1500 mm

Crni likovi lll / Black Figures lll, 2010.
ulie/platno / oil/canvas, 500 x 500 mm

Crni likovi IV / Black Figures IV, 2010.
ulie/platno / oil/canvas, 500 x 500 mm

Crni likovi V / Black Figures V, 2010.
ulie/platno / cil/canvas, 500 x 500 mm

Bijeli redak / White Line of Writing, 2010.
ulie/platno / oil/canvas, 300 x 410 mm

Trokuti Il / Triangles I, 2010.

ulie/platno / oil/canvas, 250 x 250 mm

Crte 4/ Lines 4, 2010.

akril/papir / acrylic/paper, 300 x 400 mm

Crte 5/ Lines 5, 2010.

akril/papir / acrylic/paper, 300 x 400 mm

Crte 8/ Lines 8, 2010.

akril/papir / acrylic/paper, 300 x 400 mm

Crte 10/ Lines 10, 2010.

akril/papir / acrylic/paper, 300 x 400 mm

Porta urbana, 1997-2011.

kolaz/papir / collage/paper, 1000 x 700 mm
Kvadrat: nastajanje i odustajanje / Square: coming into
being and giving up, 2008-2010.

ulie/platno / oil/canvas, (500 x 500 mm) x 7

Tetris, 2009-2010.

ulie/platno / oil/canvas, (250 x 250 mm) x 36
Rubikova ploha / Rubik’s Surface, 2009-2011.
ulie/platno / oil/canvas, 955 x 955 mm
Kompozicija s bijelim / Composition with White,
2010-2011.

ulie/platno / cil/canvas, 1500 x 1500 mm

r-word (red), 2011.

ulie/platno / oil/canvas, 1200 x 1500 mm
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