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The book MAPPING was created during 2020/2021. 

We started it with the idea of introducing people who create 
outstanding things, often relying purely on their own strength and 
enthusiasm. Through their work, art becomes vivid, relevant and fun. 

The idea of the “Planes of nature” mid-edition arose during the 
pandemic. At that moment, when everything stopped, it seemed like 
a right time to dedicate our efforts to writing and making a special 
edition that will contribute to art education.

We chose nature as our main focus, the place everyone’s interest 
turned to during the period of quarantine and isolation.

INTRODUCTION

That being said, Ana Ratković Sobota brings us a picturesque text 
about Land Art, a movement that developed during the 1960s and 
1970s in America and Great Britain. Land art artists used materials such 
as dry land, stones, and natural phenomena, thus creating works of art 
exceeding far beyond the gallery space.

From Ana's text we can see how much she values the connection 
between creativity and nature, as well as her desire to step out of 
galleries and take part in projects that have a wider social reach 
(such as the work on the mural inside the women 's prison in the city 
of Požega, as well as the mural within Rebro Hospital in Croatia).

During the quarantine, Ivana Aranđelović did not turn to nature, but 
towards critical observation. She recorded the events that took place 
in Belgrade during the protests and pandemic. Through the text 
“An introspective drawing”, she reveals one part of her interesting 
experience she lived through while studying art in Istanbul.

The influence of Persian, Islamic and medieval Western art is clearly 
visible in her work, but it does not fall into the trap of the plain, 
superficial, or decorative copying; she is developing that influence, 
transforming it in an authentic way, and creating works that are 
very relevant, whether as an intimate introspection or a critique of 
broader social movements. All of this makes her a very  important 
artist in our area whose work you should follow.

Uroš Krčadinac is like a modern digital alchemist of a wide expertise 
who deals with a variety of things - from education, writing, drawing, 
to digital art, programming and research work at the “Petnica” 
science research center.
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Out of his previous projects, I would like to single out “Bantustan: 
an atlas of a journey”, a hand-illustrated travelogue that recorded 
the journey from the Balkans to southern Africa, on which he 
worked together with Lazar Pašćanović and Marko Đedović.  
This is just one of many valuable projects on which he participated.

In this edition, he brings us the text “Growing a Garden”. This is 
a poetic text that, among other things, talks about how nature 
affects the development of our senses regarding the complex 
systems within which we live, and what gardening can actually 
mean in the 21st century.

Adrienn Újházi is introducing us to the basics of bio-art and  
presents artists who continue pushing the boundaries  
of bio-art today.

Adrienn is a young artist and she is one of the few in our country 
who uses natural materials and explores the use of SCOBY 
(symbiotic culture of yeast and bacteria). She directs her creativity 
towards the examination of the relationship between humans and 
nature, in the form of different media, such as: drawing, video, 
installation, photography and painting.

The work of Boris Bogdanović and Kristina Rutar is also  
presented in this mid-edition. Through her work, Kristina explores 
ways to distance herself from established aesthetics and traditional 
concepts of wheel thrown ceramics. She creates her sculptures 
from separate units made on the wheel, which are then merged 
into larger totalities and narratives. The sculptures remind us of 
natural shapes, but they are also transformed into something  
both dreamy and archetypal.

Boris Bogdanović takes insect forms only as a starting point for 
his sculptures, which he then shapes and transforms. He is one of 
the few in Serbia who has researched and successfully mastered a 
technique called Terra Sigillata, which is used for surface decoration. 
The roots of this technique go all the way to Antiquity. The level of 
fineness and complexity of production includes the use of particular 
types of clay, polishing, special coatings, and finally a special process 
of firing and smoking. All this places this technique, in addition to 
porcelain, into one of the most demanding techniques in ceramics. 
For Boris, the pedagogical work he deals with is also important and 
his influence has marked the generations of young artists to whom 
he has provided knowledge, support and freedom to explore their 
personal expression.
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Land Art originated in the 1960s and 1970s in the United 
States at a time of climate change, the Vietnam War, the hippie 
movement, and growing environmental awareness. Artists led 
by Robert Smithson and Michael Heizer outgrew the frames 
of art galleries and museums and decided to create in nature, 
using rocks, earth, lightning, wind, lakes, and other natural 
phenomena. The works are created in correlation with the 
landscape in which they are located, representing a dialogue 
between the artist and the environment. They cannot be 
owned, bought, sold, taken with, or objectified. In material 
terms they are worth nothing, and often cost a lot.

“A work of art set in the gallery 
loses its charge, it becomes
a portable object or a surface 
separated from the outside world.” 1

Ana Ratković Sobota

Robert Smithson

LAND ART These words by Robert Smithson best summarize the position of 

the whole movement. American artists considered Land Art truly a 

movement of their own, which separated itself from the traditional 

and limited European conception of art. They took a step forward, 

towards unfettered artistic freedom. 

Artists of the Land Art movement deal with life in the full sense 

of that word. When looking at works of art created in nature, 

museums and galleries deem sterile and inaccessible, alienated 

from life. Today, a man goes to a museum or a gallery to get art 

the same way he goes to buy groceries in the store, to the church 

to find God, or on the annual vacation to rest from a life he chose. 

When did art gain an aura of elitist activity intended for the few 

who understand it and to the even smaller number of people who 

can afford it?

Land Art, on the other hand, represents freedom, an endless field 

of creative possibilities. It teaches us to observe and acknowledge 

what has always been there, what makes life possible.

By reading the works of Radovan Katičić, the greatest researcher 

of Old Slavic customs, I came across a very interesting interpretation 

of the word “sacred”. The ancient Slavs called “sacred” all the 

customs they repeated annually, like harvesting, grinding grain, 

mowing, and collecting water from springs. The holy things were 

the ground, the seeds, fruits, rain and sun; in short, everything that 

made life possible, and which is seldom noticed by any man today. 

The artists who follow such a way of worshiping daily things in 

nature are the Scots Andy Goldsworthy and Richard Long.

Richard Long began work on a lifelong project “A line made 

by walking” as a 22-year-old student. He often walked around his 

hometown and recorded the results of his walks with a camera. 

For some time, he walked through the field following the same 

line, so long until he created a visible trace of his presence in the 

environment.
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A photograph of a line in the grass is the only document and 
testimony about that specific work and the beginning of a cycle 
that he continued to work on throughout his life. He walked 
on almost all continents through forests, mountains, snow, 
deserts and grass, while making minimal interventions in the 
environment following the form of circles or lines of materials he 
found. He said that his works were sometimes so blended into 
the environment that an uninformed observer could not even 
glimpse their existence. His work is actually shaped down to the 
artist’s presence; the process of creation is the most important 
thing, as opposed to the final result. Every man can be a creator, 
all that it takes is attention and presence.

„My art is the essence of my experience,  
and not his portrayal.” 1

Richard Long

Andy 
Goldsworthy, 

The work in 
nature

The contemporary artist Andy Goldsworthy continues the 

tradition of Richard Long through simple and direct works in 

nature. He spends time in an isolated place in Scotland staying in 

the woods or by the river and observing the everyday changes in 

the environment. For example - Andy strings the leaves together 

and then lets them down the river watching the result. Also, he 

collects red stones from the bottom of the river, crumbles them 

until he gets red pigment, and then throws it back into the river, 

dyeing it red along the way. He also observes tides by building 

structures from branches during the low tide, so that they could 

be swept away by the oncoming tide. The process is again crucial 

- observation. Staying in nature, and the peace that comes from it. 

In the documentary “Rivers and Tides”, dedicated to his works, he 

stated that his works were not designed to last. The artist simply 

makes them and then hands them over to nature, the river or the 

sea, which do for these works “more than I could have ever done.2”

Robert Smithson and Michael Heizer, pioneers of Land Art in 

the United States, created works with completely different results. 

Their large-scale constructions will probably stand for centuries 

to come, causing astonishment for the future generations. Their 

costly projects were made possible by Virginia Dwan, a wealthy 

heiress and gallerist without whom the movement as we know it 

today would not exist. Contrary to Long and Goldsworthy, their 

works were designed to last, leaving a lasting impression on the 

landscape. They used nature as a painter with the canvas, trying to 

tame it and reduce it to a human measure. These works of art require 

future observers to come to the site, though it’s impossible to see 

the works completely from the ground; their actual size and shape 

come to the full scale only by observation from air. They remind 

us of Gothic cathedrals, whose minutely detailed decorations and 

elaborate details of the ceilings and towers were not at all visible 

from the ground, as if made to serve the purpose of their own.
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Robert Smithson built a huge dock in the shape of a spiral 
at Great Salt Lake in Utah, USA. He used mud, salt, and basalt 
crystals to form an embankment 460 m long and 4.6 m wide. 
He chose the location because of the specific red-purple color 
that the lake sometimes takes on due to the large amount of 
algae and minerals. Due to the frequent changes in the water 
level, the work of art is constantly changing, so sometimes it 
is not even visible at all. Smithson is attracted by the invasive 
power of nature that, over time, decomposes even the 
strongest materials. The dock is connected to the coast, and 
then it begins a spiral path in the counterclockwise direction. 
The spiral shape is a reference to one of the most common 
shapes in nature, visible in the appearance of galaxies, shells, 
nautilus, and human DNA.

„Nature is always unfinished.” 1

Robert Smithson

Robert 
Smithson,

Spiral 
Jetty, 
1970.

Michael 
Heizer, 
Double 
Negative, 
1969.

Geoglyphs have been present on the American continent for 
thousands of years. They often depict similar, simple winding 
shapes. In contrast to the pastoral impression that leaves the 
end result of his work, the process of creating the dock was 
invasive and time-consuming. Tractors, excavators and cranes 
had to be used to move 6,650 tons of rocks and ground into 
the lake. The location itself was in the vicinity of an old oil plant 
and it was precisely this what attracted Smithson. His question 
was how to create a primordial organic form using modern 
technology and heavy machinery.

Another artist who also created works evoking the construction 
of the most daring obelisks and buildings was Michael Heizer. 
As a boy, he traveled around the world with his father, a notable 
archaeologist, and observed prehistoric buildings, including 
pyramids in Bolivia and Peru which left a lasting impression on 
him. “All the large sculptures were technically demanding for 
the builders throughout history. Through my work, I tried to 
keep up with this historical norm. It seemed natural to make a 
sculpture of these dimensions, at this time.”1
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His work “Double Negative” is located in the Moapa Valley 
in Nevada and it represents a trench, an excavation in the rock, 
at the edges of a cliff. The scar in the rock is 457 m long, 15 m 
wide and 9 m deep. It was formed after 244,000 tons of rocks 
were displaced. There are two trenches located on each side 
of the natural canyon into which the excavated material was 
thrown. The work itself is the lack of matter, an empty space. 
It is possible to see it only by coming to the location which 
is quite inaccessible. It takes effort, to set out and surrender 
to the environment, like a modern-day pilgrim. After arriving 
at the location and entering the trench, one can see various 
layers of rocks formed over millions of years, which in this way 
became clearly visible. Heizer said this about his work: “The 
negative uses air with the goal of creating volume.”1

Land Art artists often refer to prehistoric art through the 
use of large blocks of stones, natural materials, and simple 
symbols such as circles, lines and spirals. Stonehenge probably 
served as a very precise and sophisticated solar calendar with 
special features for the solstice and equinox. It was created at 
a time when precise instruments for observing stars did not 
even exist. The pyramids are technically perfect buildings that 
cannot be imitated today. Each side of the pyramid is oriented 
towards one side of the globe with unmistakable precision. 
There are only two small internal chambers, and from each 
one there are diagonal tunnels pointed directly according to 
the constellations Orion, Sirius, Draco, and Ursa minor. During 
World War II, pilots discovered that the pyramids were in fact 
octagonal. Each side has the minimum indentation in the 
middle, visible from air only during solstices or equinoxes.

„There is nothing, and yet  
it is a sculpture.” 1 Michael Heizer

The "primitive" people of our past had a different disposition 
of knowledge, habits, and the way of thinking. Stonehenge and 
pyramids are considered works of art today, but we do not know 
of their original purpose. Art as a separate category may not have 
existed before, it was simply an integral part of life, the art of 
living, and life itself.

„I feel that the need for looking at the sky - 
at the moon and stars - 

is primordial and inherent
to all people.” 3

Nancy Holt

Nancy 
Holt,
Sun
tunnels,
1973-76.

The author Nancy Holt uses the Sun and stars as an integral 
part of her work, combining them with simple sculptural forms. 
Although modern materials and technology were used in the 
production of the artwork, it evokes a period of prehistory 
through the simplicity of the forms that exist to emphasize the 
natural phenomena and lead the observer into isolation. 
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The work “Sun Tunnels” by Nancy Holt is located in the 
Great Basin Desert in the state of Utah, USA, and it presents 
a symbolic dedication to the stars and the Sun. It consists of 
four concrete cylinders placed on the ground of the desert in 
the formation of a cross, aligned with sunrise and sunset during 
winter and summer solstices. Dimensions of each cylinder are 
5.5 meters, and the work as a whole is 26 m long and stands 
in contrast to the flat and impoverished desert landscape. 
Each cylinder has small drilled holes representing the four 
constellations: Draco, Perseus, Columba and Capricorn. The 
work was designed to interact with the Sun and mimic the game 
of light and shadow in the tunnels themselves. The shadows 
made by the constellation-shaped drilled holes fall to the 
bottom of the tunnel symbolically bringing Heaven to Earth. An 
observer walking through a tunnel is thus walking over the stars. 
The work evokes almost all prehistoric buildings made to align 
with the constellations, the Sun, and its annual cycle.

Another artist who used the environment in a similar way, 
by making it an integral part of his works and demanding from 
visitors their time, attention and dedication when visiting it is 
Walter de Maria.

In 1977, Walter de Maria made a performance called “The 
Lightning Field” on an isolated plateau at 220 m above the 
sea level. The pillars were lined up at a distance of 220 m, 
and since the height of the ground varied slightly, the height 
of the pillars also varied, going between 4 and 8 meters.

„I love natural disasters,
they are the highest form of art
which can be experienced.” 1

Walter de Maria

Each steel rod serves as a lightning rod at the same time.
The work of art can be seen only by booking an appointment 
in advance, and a modest cottage on site can accommodate 
a maximum of 6 visitors. They spend the night in the field 
and become an integral part of the work. In order to get 
closer to nature, it is necessary to abandon everyday life 
and venture into the wilderness and isolation. Works of 
Land Art require more effort from visitors than simply buying 
museum tickets; like a modern pilgrimage, participation 
in the work becomes almost like a religious experience.

It is popular today to think that we care unnecessarily 
and too much about climate change, the extinction of entire 
animal and plant species, devastation of the Amazon, or 
coral reefs. If this pace of human influence on the planet with 
a parasitic attitude towards its natural resources continues, 
the collapse will surely ensue. From the cosmic point of 
view, we are utterly irrelevant. Our most modern buildings 
probably would not survive even a hundred years of neglect.

Walter de 
Maria,
The 
Lightning 
Field, 
1977.
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But are we really destined for such a demise? Are we 
collectively ready to destroy the only home we have? We are 
fighting for survival in the only known place in the universe that 
is rich in resources. We became destroyers, instead of creators. I 
came across a thought that roughly says: man is the only being 
who can use his thoughts and imagination to create material 
reality. Things he thinks about turn into objects that are being 
used day to day. That everyday life eventually becomes life itself.

An artist who often touched on ecology through his work is a 
German artist, theorist, pedagogue, conceptual artist, sculptor 
and a very interesting man - Joseph Beuys. In 1982, he proposed 
planting 7,000 oaks through the city of Kassel in Germany as 
part of the 7. Documenta exhibition. There was a basalt stone 
next to each oak tree. 7000 stones were stacked in front of the 
museum in Kassel, with the idea that the pile shrinks each time 
a tree was planted. This project took five years to complete with 
the help of volunteers. Initially, it was encountered with divided 
opinions, and even negative reactions from citizens. Over time, 
it became generally accepted, and similar actions took place 
around the world.

“Oak has always been a form of sculpture, a symbol of the 
planet since the time of the druids, who called themselves after 
the oak. Even the word “Druid” means “oak”. They marked their 
holy places with oak trees”5 (Beuys).

I would like to add something to this statement by Joseph 
Beuys. The Early Slavs, who once inhabited the area from the 
Baltic to the Adriatic sea, considered oaks sacred trees. Perun, 
the supreme god of the Slavs, lived on the highest branches 
of an oak tree, and the Slavs also worshiped their holy places 
alongside the oldest oak tree in the vicinity.

In the context of Land Art, I would like to mention Christo 
and Jeanne-Claude, the couple who devoted their entire lives 
to the artistic projects in nature, although slightly different 
from the basic definitions of Land Art. They didn't just use 
natural materials. Instead, they wrapped world-famous 
buildings in fabrics. By doing that, they changed the context 
and the role of the building by turning it into a sculpture. 
They are best known for wrapping the Reichstag in Berlin 
using 100000 m2 of linen.

One thing common to all the artists listed so far is the 
examination of established notions and values in art and 
society. They bring us closer to the notion of art as it may 
have been before, more like cave paintings, Nazca lines and 
dolmens in Carnac, free from gallery frames and imposed 
narrow institutional understanding. The art that provokes 
at least twenty different interpretations evokes a feeling of 
admiration in us, a state where we do not need thoughts and 
interpretations, when we are capable to just feel and let the 
impression encompass us. The best human deeds are those we 
feel, without instructions for understanding.

As Andy Goldsworthy mentioned, artists of the Land Art 
movement create their works in coexistence with nature, 
leaving it to nature to complete them. Their works, which often 
emphasize what is already present, are a complement to the 
existing landscape. One of the purposes of humans on Earth 
is certainly to admire, pay respect, and notice the abundance, 
beauty, strength, and power of nature which we are surrounded 
by, and to find the same qualities in their own micro universe.

If one kind of art has the power to change people through 
perception and yielding, then it is Land Art.
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Andy 
Goldsworthy,
Nature work

In the spring of 2020, when the pandemic devastated 
the streets and put a ban on borders, maybe you, like me, 
remembered Voltaire: we need to cultivate our garden.1 We 
needed to withdraw from the noise of the world and write our 
encyclopedia. Build our site. Grow our garden. During the 
pandemic, everybody tried to find a shelter for themselves: in 
their room, or the kitchen, the terrace, the garden - a physical, 
server-like, or the internal mental space. The world, however, 
did not withdraw from its own noise. Deserts did not stop 
expanding, the Internet continued to generate texts and images. 
Digital Amazon2 earned a fortune, the real Amazon3 was further 
devastated by forest fires and calamities. To me, as to you, the 
news screamed like never before: protests, wars, global inequity, 
border regulations, hurricanes, poverty, desperate travels.

This is a praise to my favorite plant,
Parthenocissus tricuspidata, the

wild vine climber, and meditation about
creativity, systems, networks,

friendships, rebellions,
sensors, sensitivity and literacy

- in a word, about growing gardens.

Uroš Krčadinac

GROWING 
A GARDEN
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There is no salvation in running away,  no salvation in garden 
escapism. The question is this: what does Voltaire's motto on 
garden cultivation mean in the period of Anthropocene?4

The family garden that I cultivate is located in Pančevo’s 
Upper town. I usually write, code, draw, and hang out in front 
of the computer. If you are like me, you will understand that the 
garden is not merely a privilege but a cure. During breaks from 
the screen hypnosis I went to the garden to sow, dig, and water 
the plants. The garden consists of a blueberry field, a bed of 
spice herbs, an old apricot, a few oak trees, pomegranates, figs, 
and lots of lavender.

My favorite garden plant is the one I got into a few years ago, 
fell in love with, and spent a lot of time searching through the 
seed-plots of Banat, Srem, and Šumadija. I finally found it and 
learned how to cultivate it. The plant is called Parthenocissus 
tricuspidata5 - a three-toed vine, also known as the Boston ivy. It 
is not like the real ivy, though - but a true vine, a distant relative of 
the grape vine. She even gets the fruits, but her grapes are not to 
be eaten, nor is wine made from it. Does that mean it's useless?

Growing a garden: not accepting the totalitarianism of 
utilitarianism.

PLANTHROPOSCENE

In her essay on the Planthroposcene, Natasha Myers writes 
about coexistence with plants6. Plants, says Myers, breathe us 
into being. By breathing, through exhaling oxygen, plants have 
revived all animals, including us, humans. Instead of treating 
them only as food, decoration or raw material, we should learn to 
live with them. korak ovog druid-futurizma?

4Anthropocene 
is a proposed 

geological
 epoch which is 

characterized 
by human 

influence in the 
world. 

Related terms 
are “Cthulhu-

cene”, 
“Capital-

cene”, and 
“Plantation-

cene”.

That sounds inspiring, but what does it mean for everyday life? 
What is “accomplice gardening” according to Myers? What is 
the first step of this druid-futurism?

As with all first steps, it means above all - to be free from 
fear. At least that's how it was for me. You may be wondering: 
who else is afraid of plants? It seems to me that many are afraid 
and that is, for example, the key reason why we see a common 
practice of cutting trees down in cities of Belgrade, Obrenovac, 
Smederevo, Niš, and elsewhere. This is not mere greed and 
short-sightedness, no: it is the resentment that puny souls feel 
towards trees. If our urban lumberjacks were more powerful, they 
would go to African savannas and pay to kill a lion; since they are 
not, they will cut down the gigantic cedar at the square. They will 
tell us: cedar roots raise the sidewalk, the canopy threatens the 
surrounding houses.
But don't be fooled: it's not a real danger because roots have not 
yet killed anyone, nor is it just plain corruption. That is, I argue, a 
classic fear of sublime vitality.

If we talk about climber plants such as wild vines, fear will 
be expressed like this: if you let it onto the house, the plant will 
damage its facade, break the tiles, and destroy the building. That 
may be true in the case of ivy (its roots are actually drawn into the 
mortar), but the wild vine does not do such a thing. Wild vines 
are glued to the walls with special adhesive tentacles resembling 
miniature octopuses. On the other hand, vine leaves will protect 
your wall from heat and atmospheric dirt (soot, smoke). The vine 
will help the house rather than damage it8. It will be a symbiosis, 
an alliance.

When I came to the vine sapling, in one of the Srem villages, I 
broke a few holes in the concrete around the house and planted it.

8 Even if it 
damages it,  
so what?
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Unlike ivy and five-toed vines, which like to protrude 
and quickly turn into a shapeless and sloppy jungle, 
Parthenocissus tricuspidata adheres perfectly to the shape 
of the structure to which it climbs. If you let it onto the 
house, it will become hers and stay yours at the same time. 
The beauty you will experience may confuse you. That's 
the beauty of ecological vitality, the supreme beauty of the 
human-plant alliance.

Growing a garden: free yourself from the fear of lush beauty. 
That's the right preparation for the Planthroposcene. That 
beauty is not a mere ornament, but a sign of a new sensibility, 
a new literacy.

THE ALPHABET

After riding a bicycle around Paris for a long time, Friedensreich 
Hundertwasser, an artist and plantophile,wrote: 

"These lines, for which I need many hours and which, while 
driving, form a huge circle that tires me out, these lines are 
nicer, more honest and meaningful than the ones I could 
draw on paper.”9

The same goes for the lines drawn on the wall by the wild 
vine. It sometimes needs months, or even years. Those lines 
grow, they are alive: they dance, collide, touch, fence with 
each other. Watch them branch out over the wall, such as the 
blood flow, the nerve flow, a river basin, or a railway junction. 
Watch them patiently, because gardening will teach you 
patience. That is a virtue of a gardener, patience, a routine 
that has become a virtue. Observation - that is a special type 
of loyalty. You have watched the painter working.

The lines grow as an extraordinarily slow animation, as if you 
would take the abstract, animated movies by Norman McLaren10, 

slowed them down and stretched them out for several years. The 
lines grow and they branch into calligraphy.

I heard a comment: as if he was writing, as if he was inventing 
an alphabet. There is a whole tradition of asemic writing11, the 
graphic writing which is used only because of its shape. That 
writing is free from both language and semantic matrix - there 
is a whole anti-semantic literature, whose literary aesthetics 
occurs in the visual rhythm of the written signs that are seemingly 
meaningless graphic variations.

That is how Małgorzata Żurada developed typography from 
the lines that the beetle had dug into the bark of a tree. 

Asemic alphabet of Parthenocissus tricuspidata, (re)
constructed, based on a winter photo of the vines from my 
garden wall, could look like this:

The lines grow and you should observe: the ability to see 
is not given but learned. The eyes should practice how to 
observe. Drawing is not a skill of hands, but of the eye - the 
eye and the hidden life libido. The little vine feels, it does not 
understand: it feels by growing.
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Growing a garden: nurture your eyes, calibrate your senses, 
your sensors, the branches of the nerves. Observe the line 
patiently as it grows.

PALETTE

It is the best to see the lines during winter, when there are no 
leaves, when the branches stand out. From April to November, 
its leaves pass through physiological phases, which are seen as 
a palette of special colors I have not noticed in any other plant 
before. This palette is evolving during the year like the skin of a 
slow-moving chameleon.

The leaves bud in April. With their tense veins and stretched 
epidermis, sticky and moist to the touch, its young leaves will 
remind you of the pea-green placenta. As spring draws to a close, 
the leaves take on shades of a darker, fern-like green. There are 
sheets that will acquire brass pigmentation, but most of them, 
especially those in the shade, will keep their dark green, Lorca-
esque hues until the end of summer.

In the fall, the palette goes crazy. Chlorophyll disappears. 
House walls on the sunny sides turn yellow earlier, just like flax. 
Then they turn red, like hay, blood, and revolution. Some leaves 
resemble a sour cherry, some even lilac, in order to pass later 
on into astonishing bluish tones.These late colors of the Indian 
summer are the strangest of all. It is like they are blue, red, and 
green at the same time, as if the same leaf, the same nerve, the 
same tissue can be blue, red, and green all at once.

These paradoxical colors, dialectical and revolutionary, seem 
like they are violating Wittgenstein's rule: there cannot be a 
reddish green16. They seemingly overcome logical dualism:

reddish-green is yet possible. You will soon see that it is not 
the only thing about the wild vine that is paradoxical. If zen 
kōani17 had any color, it would be these ones.

And when the winds like košava or the wind from the north 
blow through the garden, the vine’s canopy bends in waves, 
as if the walls themselves are rippling like the sea surface. Did 
you know that Homer never used the word “blue”? He would 
say: the sea of the wine color. When the wind is blowing, the 
walls covered with vines turn into one such turbulent sea, into 
the surface of the water whose colors cannot be named.

The palette is not only visual, but also sonorous. At the end of 
spring, the vine blossoms. Its flowers are inconspicuous, but 
capable of attracting a swarm of bees. There is one day - it 
is always just one day a year and it should be waited for and 
caught - when the stamens and petals get torn off from the 
pistil and fall over the leaves, literally tapping, rustling in an 
asynchronous rhythm, like the murmur of small hard bells. The 
buzzing of bees and the tapping of petals remind of a subtle, 
melancholic jazz drum. 

Growing a garden: listen to photosynthesis, learn natural 
rhythms. These rhythms, these colors and these lines lead 
to the development of our senses regarding the complex 
systems within which we live.

THE PLANET

Complex systems - ecological, bio-political, financial, 
technological, physiological, software, economic, climatic - all 
call for a special kind of understanding. All these systems are 
planetary and all are seemingly invisible, unnoticeable.
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Their language is the mathematical language of Norbert 
Wiener19. One signal pops here, another there, a third one 
even further away: a cell is born, a cloud spills the rain, some 
stock gets sold, information gives birth to new information, the 
feedback gets stronger or weaker. The world has never been so 
complex and interconnected.

The systems, however, are not neutral. James Bridle - an 
artist and writer who studied to become a computer scientist - 
insists on systemic literacy20. It is not enough to learn math and 
programming, Bridle argues, such as becoming a plumber is 
insufficient to understand the interactions between plumbing 
infrastructure, political geography, obsolete installations and 
social rules. With functional and technical knowledge, we need 
to understand history, the context, and the consequences. 
Where are these systems coming from, who designed them, in 
whose interest are they working?

Systemic literacy is the first step towards systemic sensibility, 
the ability not only to understand systems on a rational level, 
but to feel them - on a deeper, bodily and sensory level. Hence, 
we have Data art21. As the younger sister of digital art, Data 
art turns databases into aesthetic and sensual objects. When I 
draw maps, when I write about travels, when I design programs 
for generating images and texts - I tackle the same question: 
how to experience complex systems (software, geographic, 
migratory, or financial) with our senses?

That, I am sure, resulted from working in the garden. Wild 
vine reacts to climate change, hot summers and warm autumns. 
It reacts through colors and lines, the whole season is easily 
visible. It reacts to you, to your special gardening style, manners 
and dedication, and those reactions develop over time.

The vine is the reflection of a complex interaction between 
climate change, soil chemistry, plant metabolism and your 
care - a living visualization of the system.

Growing a garden: gain the sense for complex 
interactions, systemic dynamics and feedback. This is the 
Anthropocene sensory.

FIELD-CULTURE

Many creators were fascinated by plants: Herman de 
Vries, Joseph Beuys, Ellsworth Kelly, Cyprien Gaillard, Paul 
Klee, and Albrecht Dürer22. Instead of grass, Klaus Littmann 
planted trees on a football stadium23. Špela Petrič and her 
colleagues started Plant Sex Consultancy24, which deals 
with the design of herbal vibrators for solitary flowers that 
were left without pollinators. Gilberto Esparza devises new 
plant-robot communities25. The team “Škart” makes mobile 
plants27 - modeled on the poetry of Vasko Popa.

Planthropocene is both field-culture and robot-culture: 
the future civilization of druids and droids.

Three projects come to mind right now. The first is a 
collection of vine drawings, asemic ivy-records. I would 
let the vines crawl along the stretched canvas. I would let 
some of them grow for months, some even years. In the 
fall, when it is time to prune, I would choose the most 
exciting ones and prune the vines from the edges so 
that the lines remain on panels. They would be like live 
arabesques frozen in time, like the intimate bioclimatic 
seismography.
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The second one is about guerrilla gardening and dedication 
to the neglected architecture. I would plant the saplings in small 
pots and send them to friends from various cities. We would 
look for culturally and architecturally significant works that 
have been forgotten, plant-covered, despised. There are the 
Air Command in Zemun (1934), and the Memorial Cemetery 
in Mostar (1965). There are Concrete Sleepers: Haludovo, the 
Memorial House in Kolašin, and House of Culture in Konjic28. 
There is the industrial heritage in Pančevo. There are also pearls 
of brutalist architecture, masterpieces of monumental sculpture. 
There are also older buildings: the ruins of the Hasan-beg 
mosque in Niš, the remains of the Pančevo synagogue. These 
are fields of extinct utopias from various epochs. We would 
plant wild vine saplings on these places, without permission, 
on our own initiative. We will let them climb these buildings, 
wrap them in green preserving their shape, as they did in the 
Chinese island village of Hutuvan29 (后头湾, Hòutouwān). They 
will change them, over the years and decades, to plant-concrete 
tombstones.

The third is the software interface for communication between 
people and plants. We already know that plants have senses30; 
they are different from ours, true, but they are still senses, and 
we also know that they communicate with each other31. These 
ideas are not new32; we just have new technology. Why do we 
not make an electronic human-plant language?

From the human side, the language would be formulated 
visually, aurally and textually; from the plant side, these would 
be electrical and chemical signals. Between, as a mediator 
and translator, you could have the software. All would come 
together: the interface for decolonization and decentralization 
of the sensors. This is precisely the culture of droids and druids.

And how do you get the wild vine sapling? Bring the pot with 
the soil to the vine tree, where new branches are developing. 
Please select the vine and put it into the soil of the pot. After 
two or three weeks, the branch will take root in the new ground; 
you should then cut it, disconnect it from the parent plant. And 
that's it: the new plant is created.

Pots can be used as gifts, as excuses for creating new 
friendships, networks, crossings, new sororities, new and 
unexpected branching.

A sociologist Zygmunt Bauman uses the metaphor of the 
gardener in the context of the modernist utopia of the XX 
century, and the metaphor of the hunter in the context of the 
technofluid utopia of the XXI century. Today, humans do not 
fantasize about creating and growing beautiful gardens, says 
Bauman. People only care about filling their own hunting bag to 
the top, not thinking about the remaining supplies. The utopia 
of the hunter, he argues, gives life no meaning, neither real nor 
false. It even serves to banish questions about the meaning 
from the human mind.

That is why the idea of a garden is far more important than 
the gardens themselves: it's the question of shaping entirely 
new futures, new druid-futurisms. I was once asked: what do 
you really want to do? I paused a bit and replied: I want to grow 
a garden. A small garden of ideas, people and things, love and 
resistance, beauty, meaning, and freedom. Not a plantation 
but a small garden: a studio, a laboratory, a club, a place to 
practice, a classroom. It's not a good time for that? So what.

Growing a garden: cultivate everything that the garden is a 
symbol of.
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FIELD-AUCRACY

Is all this that I am writing about escapism after all? It 
sounds nice - you might say - however, in practice, it comes 
down to aristocratic manner. Gardening for aesthetic and 
philosophical reasons is an old hobby of princes, dukes, and 
sultan's daughters. You might go even more extreme and say 
that this aristocratic plant-poetics is parasitic. Does that mean 
that creativity per se is parasitic? In fact, the wild vine itself has 
often been accused of being a parasite: while other trees work 
honestly, it collects nutrients and substances to invigorate its 
branches and strengthen the canopy. Parasitic climber plants 
climb along trees, using their skeleton and stability. 

Climber plants are like the grasshopper34, and trees are like 
the ant.

In his lecture on contemporary art, philosopher Alain Badiou 
speaks of art as the production of truth that addresses 
everyone. Such art is associated with proletarian aristocracy: it 
completely ignores any target group. If it has anything to lose, 
it doesn't think about it. Doesn't the wild vine do the same?

Growing a garden: be at the same time, through emotion, 
both an aristocrat and a peasant.

REBELLION

Imagine that you were a slave who escaped at a time when 
slavery was legal and you know that you will lose your life if you 
get caught by the law. You escaped and are now looking for a 
sanctuary, a hidden garden where you can recover, drink water 
from the spring, think about yourself and the world, recharge

supplies, both physical and mental, and then return to the 
world and its noise. 

Gardens like this really existed36, at least that's what my 
acquaintances from the Creole regions told me. There were 
entire networks, secret ecosystems, gardens, and plots of 
vegetables intended for runaway slaves that were maintained 
by the rebel communities. I imagine that these gardens were 
hidden with real curtains of vines similar to the wild vine and 
that it were these ivy-garlands that hid them from the slave 
owners. Radical imagination was born there, but even more 
than that, lives were literally saved there. Est-il possible d’être 
révolutionnaire et d’aimer les fleurs?37 -   that is what the artist 
Camille Henrot called one of her works. Is it possible to be 
revolutionary and love flowers? I don't know if it's possible, 
but I believe that in a way it is necessary.

Growing a garden: simply, cultivate it. The world will find a 
way to say thanks.

34The classical 
interpretation 
of the cricket 
as a lazy 
musician and 
the ant as a 
diligent 
worker needs 
an opposite 
point of view: 
the cricket - 
by playing - is 
also working, 
right? 
The cricket 
makes life 
worth living 
for,
the cricket 
is not just 
a culture 
worker 
but the 
agent of love 
towards life.
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The new language of the 
contemporary visual art

Adrienn Újházi

Bio-art belongs to the younger generation of contemporary 
artistic creation which is the fruit of art and science. The art 
from this field is very diverse. There are different processes 
being used, such as cloning of bacteria and fungi, or the 
manipulation of life processes. Artists even use living 
organisms to create work. Some of the works include the 
use of DNA, such as chromosome images, glass sculptures 
depicting viruses, or entirely new species created by cross-
fertilizing different plant or animal species. These are just 
some of the works that show the incredible and diverse 
opportunities in this field.

„Traditional Western Dualism 
has, for a long time, maintained the idea
that art and nature were two completely
separate things. Such an understanding
dominated western galleries,
only until recently.” 1

George Gessert

BIO-ART At the beginning of the 20th century, great changes and 
innovations took place in the field of biology, technology, and 
medicine, which in turn made a fertile ground for the development 
of bio-art. A significant step for the development of bio-art was 
a visual representation of the microbes that Alexander Fleming 
had discovered. Fleming is known for the invention of penicillin, 
a drug that is estimated to have saved more than 100,000,000 
lives during World War II. What is less known is that, in addition 
to being a scientist, Fleming "painted" as well.

Pictures 
that
Fleming
did on
Petri 
dishes2

Fleming was a Nobel laureate who was also a longtime 
member of an art club. He was among the first scientists who 
used microbes to create works of art by painting on Petri dishes. 
In order to achieve that, he used and cultivated microorganisms 
which had different pigments. The bacteria were invisible as he 
drew them, but later on, they shone with dazzling colors. It took 
a lot of effort to make these images, and they would actually 
survive only for a few days, after which the microbes mixed and 
exceeded the boundaries of the previous drawing.

The next important step for the development of bio-art was 
the work done by an artist, curator and plant grower, Edward 
Steichen. He saw the cultivation of a specific plant as a work 
of art. Instead of pigments, colors and canvases, this artist 
manipulated the plant itself to obtain new forms, patterns, and 
colors. Steichen genetically modified plants using the drug 
called colchicine.
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„All biological art carries with itself
political, social, cultural and ethical issues,
even if the artist may not have
explicitly emphasized them.” 3

Eduardo Kac

His work, titled “Delphiniums”, was presented at the 
Museum of Modern Art in New York in 1936. By exhibiting 
live and horticultural installations, Steichen alluded to the 
boundaries of art that are constantly expanding. Only 
in 2017, a Brazilian artist Eduardo Kac, together with his 
colleagues, compiled a manifesto of biological art. Among 
other things, it was stated that bio-art works within  the 
full aspect of bio-material - from the smallest parts of 
DNA, proteins and cells, to complexly developed living 
organisms. It changes life processes, or even creates life 
itself. According to the manifesto - art which is made 
exclusively of acrylic, paper, pixel, iron, or any other type of 
inanimate material is not bio-art.

By building on the genetic modification of one species, 
which was what Edward Steichen had done with the plant, 
Eduardo Kac made a new step forward with the help of 
genetic engineering. Kac is famous for his work on GFP Bunny 
in which he inserted jellyfish DNA into rabbit DNA. Due to that 
modification - the rabbit glowed green under the blue light. 
Kac followed the public dialogue and the moral  issues that 
work initiated. He thought that the work of art in this case did 
not represent only a newly created being, but that GFP Bunny 
was a complex social experiment.

The experiment began with the creation of beings in an 
artificial way, and then involved constant dialogue between 
people from different fields of study (science, art, philosophy, 
and law-making). On the other side, the public opinion 
about topics brought by genetic engineering should also be 
included. There were also ethical, moral, scientific, and cultural 
issues. He explained that transgenic art must be created with 
“great respect and care for the created being”3.

His other significant work is called Natural History of the 
Enigma. Namely, Kac chose the petunia flower which he 
named Edunia and injected his DNA into its petals. For this 
work, he chose a pink petunia on purpose, with a desire to 
represent that color as the color of his skin. This flower doesn't 
exist anywhere in nature, but it was created in the laboratory 
to be presented as a work of art. Eduardo's DNA is found 
only in the red tendrils of the flower. Each seed of Edunia will 
produce a new flower that is going to carry his DNA inside.

Edunia 
flower
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The boundaries of biological art continue to expand. 
The new technology is also included in the process with 3D 
computer programs and printers that use biodegradable 
biological materials. During the 21st century, artists whose 
work can be classified as biological art and design appeared 
on the scene. Some of them stand out: David Kremers, George 
Gessert, Heather Ackroyd, Dan Harvey, Oron Catts, Ionat Zurr, 
Suzanne Anker, Svenja Kratz, Neri Oxman, Heather Dewey 
Hagborg, Ani Liu, Agnieszka Kurant, Špela Petrič, Saša Spačal, 
etc. Their works reflect the spirit of the time mostly with hints of 
futuristic connotation, which is oriented towards different ways 
of thinking in the field of ecology, sociology, and economics.

George Gessert originally worked as a painter before he 
became interested in biological art. His works were often made 
up of plants that he had cross-fertilized and his prime interest 
was in how the perception of aesthetics in humans affected 
evolution and changed its course in certain species.

"Most galleries are architecturally designed to protect 
paintings from rain and sun and to prevent birds from making 
nests in sculptures. This kind of thinking is an obstacle when you 
exhibit living organisms. The first time I exhibited hybrid irises 
in San Francisco, curators had to install windows in the gallery 
because there was not enough natural light for the setting. 
Gallery workers, who have been working under artificial lights 
for years, thanked me. One day, maybe the new type of art 
exhibition space may arise, which will combine some elements 
of the gallery but also of the garden and wilderness.”1

Bio-art uses materials with its unprecedented possibilities of life 
itself and I consider it the next important direction of contemporary 
art that will make a revolutionary break away from tradition.

Some labs like SVA Bio Art Lab in New York as well as 
laboratories in countries such as Finland, the Netherlands, 
Germany and Spain, are owned by associations or non-
governmental organizations that work intensively on intricate 
problems along with scientists, artists and designers on how 
to create new forms of visual art. Among the most famous in 
Europe are: Kersnikov Institute in Ljubljana, Hangar Barcelona, 
and SOLU (Bioart Society) in Helsinki.

Faced with the mass exploitation of planet Earth, a creation 
of new artistic practices that encompass deeper awareness of 
ecology are  rising. Previous imitation of nature- mimesis - is 
not enough. Bio-art helps in this process by suggesting to its 
audience that they should reconnect with nature.

Bio-art is my personal choice and I have been dedicated to 
researching this kind of art for a long time. Based on research 
and studies that these contemporary artists deal with, new 
possibilities will show up. Art will get a new purpose and 
function in human life, and bio is becoming a new technology.

Sources used:

1. Gessert, George. Genetics and culture. 

http://geneticsandculture.com/genetics_culture/pages_genetics_culture/

gc_w02/gc_w02_gessert.html (08.04.2021)

2. Dunn, Rob. Painting With Penicillin: Alexander Fleming’s Germ Art. 

july 11, 2010. www.smithsonianmag.com/science-nature/painting-with-

penicillin-alexander-flemings-germ-art-1761496 (08.04.2021)

3. Kac, Eduardo. De Menezes, Marta. Laval-Jeantet, Marion. Gessert, 

George. Mangin, Benoît. Vanouse, Paul. What Bio art is: A Manifesto. 

2017. www.ekac.org/manifesto_whatbioartis.html (08.08.2020)
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INTROSPECTIVE 
DRAWING
Ivana Aranđelović

I was inspired by medical illustrations during my 
undergraduate studies. I started  drawing them carefully 
because I did not know how to explain to myself and others 
why I was doing them and how they came about. How can I 
explain that I draw something I dreamed about?

I don't know if I am more afraid of pain or death, but I am sure 
that old medical drawings that were created long before the 
dissection and study of corpses, before the Renaissance period, 
have something hidden in them, something mysteriously 
vibrant. To me, drawings from Persian medical books are 
especially interesting. Unlike others, let us say Ottoman ones, 
they depict the body and assume its interior, positions of organs 
or processes of certain diseases, because dissection in that 
period was not allowed. One of the proofs that the bodies were 
not dissected (in addition to simplified and sometimes very 
naive visual solutions and wrong locations  of organs) is also the 
scientific evidence - they believed the heart had three chambers, 
and the atria were not known to them. 

The medical drawing cuts my breath for a moment,
it hypnotizes and paralyzes me,
letting fear surge through my blood.

The creativity of these atlases is the product of people 
trying to visualize science without hurting religion. Body 
drawings were completely reduced, more anthropomorphic 
than anatomically human. A doctor from Cairo, Ibn al Nafis, 
later managed to prove a mistake related to the heart. Until 
the Renaissance,  the knowledge about human anatomy  did 
not stand any better in Europe either.

A part of a 
drawing
- Pomegra-
nate like
blood flow,
Black book
with flowers,
Ivana
Aranđelović,
black and 
white
reproduction

Persia, besides India, was the leader
in scientific achievements. 

Persian medical textbook Ibn Sina’s Canon, 
known in the West as

Avicenna was used even in Europe.
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My work and the story about it were defined during my 
studies of art history in Istanbul. Studying in Istanbul happened 
by chance. I didn’t even file the application myself, because I 
didn't believe anyone would take it into account, but it turned 
out that someone paid attention to my idea that the medical 
illustrations should be approached from an art history point 
of view. I got a scholarship, did the necessary interviews, 
collected documents, and went to Turkey.

I don't know who did the drawings from the Persian books. 
Some are believed to have been made by doctors themselves 
and therefore were modest in the artistic range. My opinion 
is that the range is not modest but simply wonderful in that 
childish visualization of the scientist working on something 
so significant. Also, Islam is not well-known for developing 
proportion but geometry, decorative flora, and ornamentation. 
They painted what they felt and not what they saw. Since the 
doctors themselves were not artists, there was an art workshop 
entrusted with decorating the text and binding it. The atlases 
dealing with medicines, or flora, are especially beautiful.

A part of the drawing - 
Autopsy,

from the book  
The Mockingbird,

ink and watercolor  
on paper,

21.5 x 16 cm, 2015/20,
Ivana Aranđelović, 2011,

black and white 
reproduction

* * * * * * *

A huge animal called Istanbul, a mythical creature with 
a golden horn, with blue salty thick veins pumping blood 
through it, disgustingly polluted, beautifully crowded and 
Balkan-relatable, gave me a warm welcome in the form 
of administration and responsibilities before I could even 
figure out where I was. The dorm was girls only, an insane 
combination of all possible world languages and cultures, 
variety of colors, good food, all spiced with strict rules. Days 
consisted of learning the language, drinking tea, lectures, 
and infinitely long walks. Cats ruled the city, as well as the 
University and the library. Although I was full of impressions 
and ideas, at one point in Istanbul, I thought I was wasting my 
time. I thought I found myself having a fairy-tale idea in a place 
where no one wanted to give me a chance  to actually work. 
I was like a thorn in their eye - how can a painter mix apples 
and oranges - medicine and art, Islamic and contemporary 
art, and what kind of Western art methods was I introducing... 
I came back disappointed, convinced that I was wasting my 
time. To be honest, during those researches in Istanbul along 
with short periods of depression, I made a small number of 
new drawings that were visually altered, refined, more certain, 
and with a clear narrative.

I realized that it was necessary for my style to go through 
changes in order to return to the medical drawing and have 
something new to say. I wanted to stay with the art diary form 
but also to change the approach.

Coming back to Serbia confronted me with the realization 
that, unfortunately, art notebooks and diaries still do not have 
the attention of galleries which they deserve. Although there are 
many great authors working in that form, they never exhibited 
them on their own, but only as a side part in an exhibition.
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Coming back to Serbia confronted me with the realization 
that, unfortunately, art notebooks and diaries still do not 
have the attention of galleries which they deserve. Although 
there are many great authors working in that form, they 
never exhibited them on their own, but only as a side part 
in an exhibition.

What is specific to the art diaries is that such a form 
requires physical contact. The observer must "slow down" 
and get closer to the book, flip through it and watch it 
isolated from other observers, in a way isolated even from 
the space in which the works are exhibited. There is a feeling 
of augmented intimacy. 

My drawings are introspective because I explore the 
subjects  from my point of view on every narrative I deal with. 
I identify myself, I try to feel and understand it, I allow it to 
become a part of me even when it is pain I have not personally 
experienced. That relation is important to me in order to be 
honest. It is necessary - if I already do not have a model whose 
body I look at and who I put in a certain role, to use myself 
for that. The miniature I was dealing with during my studies 
liberated me from focusing on details and realistic human 
forms, which is a surplus for my work.

  I would define my drawing as an introspective and intimate 
narrative visualization of pain. Fear of death, physical pain and 
its consequences to the mind, alienation or excommunication 
of the sick, absurdity and satire are only some of the topics I 
deal with. In the past, many of my drawings also had text. I used 
it to accompany what was missing from the drawing or explicitly 
emphasize something I did not want the observer to miss.

* * * * * * * I am also interested in the political and social topics that 
are present in my drawings even when not explicitly shown. 
Through symbols and genre-scenes, I set the stage on which I 
unfold the narration.

A symmetrical
Peruvian bird,
acrylic and ink 
on canvas,
40 x 40 cm,
Ivana
Aranđelović,
2011,
black and white
reproduction

I accept the time I spent in Istanbul as vital for my work. I 
stopped looking at that period as a waste of time. The material 
I collected, as well as the visual changes I made to my drawings 
would not be possible if I did not attend master studies of art 
history. If it is necessary for that material to become formal, I 
would like it to be like a PhD thesis. I don't have the strength 
to go through it purely from the theoretical point of view 
because it would be impossible for me to alienate it from the 
urge for drawing.
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I continued to deal with art diaries in Neuropathology of 
Belgrade. The work A Colorful book from Belgrade 2019 is 
dealing with events of excessive cutting down of trees, low 
standard of living, absurd promises and anxiety. The book 
Atlas of Clinical Neuropathology, the year 2020 began as a 
process of mental defense mechanism during curfew.

All those diaries, describing the disgusting moments 
that are the products of the system strive to cure precisely 
by being thrown out to the surface instead of being hidden 
deep in the soul.
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UROŠ KRČADINAC

Uroš Krčadinac was born in 1984. He is a digital artist, 
programmer, an author, and educator. His transdisciplinary 
practice includes programming, writing, design, animation, 
and cartography. He published research papers in IEEE 
journals, while exhibiting artwork at the festival re:publica 
(Greece / Germany), University of Art and Design Emily 
Carr (Canada), SANU Gallery, Belgrade Museum of Science 
and Technology, etc. He got a PhD degree in Information 
technology at the University of Belgrade. He works as the 
assistant professor of Digital arts and computer science at 
the Faculty of Media and communications in Belgrade, as a 
research associate at UB and as an associate of the Design 
seminar at Petnica research center. www.krcadinac.com

"Data art is not about innovation,  
but beauty, understanding, freedom  
and tenderness."

Uroš Krčadinac
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Through your work, you connect art, literature and computer 
technologies. You are also researching data visualization.  
Why do you think it is important to deal with such data practices?

The formative, educational, and work experience I have gained is 
relatively atypical: I studied computer science and organization, and 
I dealt with digital art and writing. For a long time I experienced it 
as a kind of impediment; I could even say that I suffered from the 
intruder syndrome. However, the older I got, the more I realized how 
much computer science and organization studies were fundamental to 
contemporary creative practices.

The systems within which we live are impenetrable and illegible to 
humans. I am talking about technological systems, financial, biological, 
geographical, climate - these are structures that directly affect our lives, 
but we are neither able to think of them, nor to feel them. Let's say: 
how do viruses spread? How does email work? How are internet cables 
stretched? How do algorithms on global stock markets affect your salary 
and your quality of life? To us all this data is impermeable, even hermetic. 
Our sensorium simply did not evolve in a way that we can comprehend 
those systems. Despite very advanced technology, despite science, art, 
organization and philosophy, our emotions are still on the Paleolithic level, 
we are struggling to survive in the savannah in small groups.

That is why Data art is one of the answers to the multiplication of 
the system complexity. How to convert a huge amount of digital data 
into something that we can not only understand, but also sensually 
experience, feel, or smell?

How to turn data into something tangible and concrete, something that 
is able to change our inner emotional life, to be an “ax for the inner sea 
within us ”- that is the question that interests me the most. When I design 
maps, when I write about travelling, when I make computer programs for 
generating prose and pictograms, in fact I deal with the same old question.

Data visualization and infographic design, as basically utilitarian 
practices that are used to visually represent chunks of information, 
should be separated from Data art. Data art is an author’s practice that 
does not have to be communicative, it doesn’t have to serve anything, 
but it can rethink the data-driven society the way a short story or oil on 
canvas does it.

But, there lies a trap as well: when we feel something, we think that 
we understood it better than we really did. By looking at a beautiful 
map of the world, we get the feeling that we understand it, when in 
fact we don't. And the more exciting the map is, the greater the chance 
that we will overestimate our understanding of the world that the map 
represents. That's why we need self-critical data practices.

Synesketch.
A freely licensed, open source software
for recognition and artistic visualization

of emotions in the text
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Tell us  more about the work you did on air pollution  
in Pančevo city as an example.

We walked for 60 months

I worked on the project titled We Walked for 60 months four years 
ago. It started during a three-day workshop at a conference in Belgrade 
named (Graphic) Designer - An Author or a Universal Soldier. The goal 
of the workshop was to find the best and most innovative way to present 
the data base with all the information on air pollution in Pančevo. The 
database contained monthly air quality indexes for the period of 5 
years, or 60 months, from 1998 until 2003. After going through a series 
of ideas, the attendees and I decided to make something physical, a 
work of art that can be touched, not just seen or heard.

That is how we came to the idea of mapping data on a walking 
path, 30 meters long, which we made right there on the spot. The 
trail represented a kind of a physical chart, which used landscape and 
construction materials instead of colors.

What excites you the most in all the research and work that you do?

Being 1 m wide and 30 m long, our map-trail was divided into 
60 segments. Each segment represented an air quality index in one 
month. The months when the air was good were represented by the 
grass segment, medium air quality was represented by sand, the gravel 
was there for the stifling months, while we used stones to represent the 
most polluted ones. By walking barefoot, attendees of the workshop 
and exhibition visitors could feel the long-term changes and trends in 
air quality over the period of 5 years.

It was not possible to walk barefoot over the most polluted months 
without pain. I believe that, in a way, art, even design, should be able to 
step over the line of pain. In fact, when we look at works of art that were 
formative for us, from music, over movies, all the way down to digital 
installations, these are pieces of work that even hurt us a bit. I am afraid 
of an absolutely safe creativity.

I am excited with the accelerated possibility of seeing the world in 
many different ways. And yes, it makes me happy and it scares me at the 
same time. This pandemic through which we have gone, in conjunction 
with the digital technologies within which we live, has ruined, in a way, all 
the narratives we grew up with, all the ideologies and micro-ideologies. 
How did the pandemic topple them? By multiplying them to infinity. 
All these conspiracy theories, for example, that spring up like digital 
mushrooms ... it's all a fractal multiplication of narratives, which are then 
divided into two, then into two more, and so on indefinitely. Practically 
everyone got their personalized narrative. One friend of mine said: we 
are not living at the end of history, but the paradise of history.

It is a new situation, which we are not yet able to see - and we will 
not be able to see it at all without the hybrid practices that connect 
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technology and art, algorithms and society, design and science, 
humanities and inventions, statistics and poetry, botany and revolution.

I think the 21st century will be fundamentally hybrid. In fact, it’s 
already a hybrid, just we are not able to see that clearly because we are 
still obsessed with concepts, narratives, and ideals of the XX century.

How to connect ethics, culture and digital technologies?

Let me give you an example - when Gary Kasparov was defeated 
by the chess computer Deep Blue, it was Kasparov who devised the 
concept of Centaur chess: a chess variant in which man and computer 
play together against another human-computer pair. People-players 
use the computer to explore possible moves, to search quickly through 
all the different opportunities, but they make their own decisions. 
Maybe it would make sense to play with this kind of approach in culture, 
design, art, literature, theory and other areas of the human spirit.

Geo self-portrait

This is the partner culture of people, algorithms and nature. Centaur 
culture. Centaur literature and Centaur art.

Is it one of the medicines for the Anthropocene? I don't know, but 
I think it would be worth a try, because what cameras once did for the 
visual culture, artificial intelligence today is doing that for all areas of 
the human spirit.

That is why I believe that we need new digital sensibilities and new 
sensitivities to preserve the ability to imagine and produce meanings. I 
would recommend anyone who is engaged in intellectual and creative 
work, to learn at least something about cybernetic systems, data and 
machine learning. At the same time, algorithms should not think and 
dream instead of us. Like Centaur chess players, we need to use them 
for searching the space of possibilities, and we should on our own - as 
editors and curators - choose what of all that makes sense.

Software / Interactive installation / Art book / Animation:
I am not willing to be loved by someone but for everyone to start loving the leaves
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GUp and down: Bantustan: An Atlas of a Journey

Finally, here is a short story that I generated with the help of artificial 
neural networks, which I trained to imitate the style of Miloš Crnjanski1. 
It was a kind of tribute to Stanislav Vinaver, who wrote parodies and 
pastiches a hundred years ago. The story was written by a machine, 
but together with several hundreds of other stories. As an editor and 
curator, I chose this one as the most successful.

she is love and wife and ladi and. she was coming 
to visit. a young girl, ladi julijana. was, obvious. 
she was as funny to him as paul was 
petra once in his life. here you go, that is a woman,
who he had noticed. what is that, humanity? 
why did he keep quiet about it, and, he thought that 
his wife was his own mother and begged him for the 
god to be calm.

however, it was a very short time in the house. 
he was not a nice man.

Sources used:

 1. https://krcadinac.com/rad/projekti/vinaware/
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Ivana is a visual artist who likes to illuminate her 
own drawing, to make genre-scenes inspired by 
contemporary society through the language of 
medieval miniature. She braids her diaries and drawing 
pads with cloth which she likes or she weaves them. 
Sometimes, she works as an educator and holds a 
workshop titled The Extended Field of Drawing at DC 
Krov in Belgrade. She would enjoy painting a mural 
again. She misses the mosaic. She criticizes herself and 
others with great pleasure.
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IVANA
ARANĐELOVIĆ

www.instagram.com/petite_bird_ivana

"I give roles to animals, they’re like
some art fables. Sometimes I put them 
in positions of my emotions, and destruction is
something that is certainly present in humans."

Ivana Aranđelović
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Wild animals started to appear very early in my drawings. It was 
natural during childhood, and later on they reappeared while I was at 
the Academy and I started working on the first art notebooks. In a way, 
it was a kind of a rebellion. I protested against the classes where we 
drew the study of the human body. I was bored because I had mastered 
it. Maybe now it sounds conceited but I think it's important to work on 
what you want to deal with as an artist.

I give roles to animals, they’re like some art fables. Sometimes I 
put them in positions of my emotions, and destruction is something 
that is certainly present in humans. The tenderness you see is actually 
empathy, at least in my drawings.

You often draw wild animals in notebooks and books that you make 
by yourself. There is destruction, fire, birth and death in those scenes. 
Sometimes, it seems to me, even some tenderness?

A self-portrait with a lion, Colorful book from Istanbul (artbook);
ink and watercolor on paper, 21.5 x 16 cm, 2015/20.

Greyhounds 
sacrifice

the white cat,
Colorful book
from Istanbul

(artbook);
ink and 

watercolor
on paper,

21.5 x 16 cm,
2015/20.

Lines are the product of the train of thoughts, the material I use, and 
sometimes they are the reflection of the music I listen to. During high 
school, I took painting classes with a great professor, Radivoje Dragin, 
who insisted on recognizing what should remain during the creation 
of a drawing or painting - sometimes even a mistake or a random 
gesture brings freshness in a drawing. It can also produce dynamics 
even on a static composition.

I was inspired by Persian miniatures, but not just those. In art history 
we find perspective in the first stages of the Renaissance. Before the 
miniatures, I liked the medieval Western tapestry, frescoes, and mosaics 
(Greek, Roman, Israeli). The loss of perspective brought the feeling of 
being absolutely free and unburdened. I am able  to  create a time flow 
of narration that is not linear. And  also - the realism of the perspective 
in my case would disturb the symbols.

When drawing animals or shapes you sometimes use double lines, 
which enhances the dynamics of the whole scene?

You do not present the perspective realistically.  
What attracted you to such a creative decision?



68
69

IN
T

E
R

V
IE

W
 N

o.
 0

2 
I 

IV
A

N
A

planes of nature I M
A

P
P

IN
G

The drawing Wild life is full of layers. I would like the observers to have 
their own interpretation, because no matter how much information they 
had about the drawing, they could never see it from my perspective.

The first layer of the drawing is the one we encounter - a conflict, fire, 
suffering. Is there any hope? The second layer is the stomach of the 
wild boar, its young ones and the mother who protects them against 
other boars. My intention was to show sorrow and suffering, without 
producing a debate about what is moral, natural, necessary, etc. That 
is why the man is excluded. I'm interested in emotion and physicality. 

The third part is to imagine people instead of animals as the main 
protagonists in this narration. A scene from a war, an intrusion into a 
house. It's not who they are or what they are, but what has been done. 
I would stop here talking about the layers, there are more. There is also 
some fire in the background.

Tell me more about the work Wild Life.

Wild Life, Colorful book from Istanbul (artbook);
ink and watercolor on paper, 21.5 x 16 cm, 2015/20.

An Atlas of Neuropathology of Belgrade,
combined technique, 2020.

I followed the news every day and transferred to notebooks what 
I saw. The trigger for the first drawing was the situation in which 
a police officer in civilian clothes strangled a protester, following 
the case in America. I titled that drawing Hands and Feet of the 
System. As a base for my drawings I used the book An Atlas of 
Neuropathology published in Minsk during the second half of the 
XX century. That form of a notebook/book was something that was 
natural for my style, and I thought that creating my drawings in that 
way could really manifest its full potential.

In the latest drawings, animals are no longer a dominant motif, but 
humans. In the book you titled Neuropathology of Belgrade, you 
dealt with the protests that took place this summer in Belgrade?
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The selected events I dealt with in the drawings represented the 
absurdity of a shorter period of time, although it was actually about 
the consequences of decades of political incompetence. There was 
so much nonsense and dangerous moves during the protests - that 
was priceless. Police brutality, sports fans, anti-fascist groups armed 
with augmented theory, corona, syndrome of the mass, and absence 
of criticism. I want to thank everyone who inspired me to create 
the drawings such as Hands and Feet of the System, Police Zombie 
Apocalypse, Urinary Weakness of Kosovo Office, and many more divine 
stories without which my creation and the whole society would be 
devoid and deprived of beauty. In the end, that notebook is a product 
of a cynic, spiced with painful satire.

An Atlas of Neuropathology of Belgrade,
combined technique, 2020.

An Atlas of Neuropathology of Belgrade,
combined technique, 17.5 x 26.5 cm, 2020
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Ana is a painter from Zagreb who enjoys reading, 
cycling and observing nature. Besides painting, 
she expresses herself through drawing, sewing and 
embroidery. She enjoys watching the seas and the 
rivers, her son growing, the fire playing, and people 
changing. Music and movement make her happy, as well 
as retelling dreams and discovering new things.
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ANA RATKOVIĆ
SOBOTA

www.anaratkovicsobota.com
www.instagram.com/n_.aa._n

"I noticed that travelling  
and the change of environment
have a very stimulating effect on me, 
that's why I like to travel. 
Japan is hard to describe in a few words, 
I sometimes felt like I was on another planet."

Ana Ratković Sobota
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You worked on the Mountains series for a couple of years.  
Why mountains as a motif?

In your first phase of work, you were inspired by  
the Japanese artist Hiroshige?

The Mountains were a spontaneous continuation of my graduate work 
A Dedication to Hiroshige, which was dedicated to the master of Japanese 
wood carving. Through that cycle, I realized for the first time how nature 
itself can be a worthy motif for painting. The mountain tops are places of 
silence, introspection and peace. They are holy places in all cultures.

Hiroshige was a master woodcarver from the first half of the XIXth 
century and the last great master of ukiyo-e art. He traveled through 
Japan and made wood-carvings. His works are a kind of picture 
travelogue, and they are characterized by incredible fineness of colors 
and composition. They impress the observers as they are very gentle 
and meticulous, which is a real accomplishment given the fact that it 
is done by wood carving technique. I stumbled upon his monograph 
and the perfect compositions and harmony of colors immediately 
caught my attention.

Mountains,
120 x 180 cm,
oil on canvas,
2015

You also had the opportunity to exhibit in Japan. 
How did that experience affect you? 

Japan is hard to describe in a few words, sometimes I felt like I was on 
another planet. Above all, one feels very safe there. People are kind and 
willing to help even though they don’t speak English. Those few signs in the 
city written in English were misspelled. When we would leave the restaurant, 
the whole staff would come out of the kitchen to say good-bye. A lot of 
people ride bikes. There are very few bike paths, but no one curses anyone 
like in Zagreb. They are generally very calm. There are simply no trash cans, 
people take the garbage home, recycle it, and the cities are very clean. 
When visiting a zen garden the most normal thing one can see is a gardener 
taking care of an already perfect meadow. They do it with such dedication 
and love that I often wished to stay there and become a gardener.

I noticed that travelling and the change of environment have a very 
stimulating effect on me, that's why I like to travel. It’s too easy to get 
into a routine and get used to your city, its energy and everyday collective 
lamentation. Only when I would return from a trip would I realize how 
beautiful the city and the country I live in really are. Every little change in 
routine makes life more interesting and fresh.

A dedication 
to Hiroshige,

120 x 180 cm,
oil on canvas,

2014
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Would you single out some places in Zagreb that mean  
a lot to you as an artist?

After Mountains you exhibited works from the new series called 
Forests in Lauba.  What is good or bad about working in cycles?

After the earthquake, I thought about how my city was an indispensable 
part of me, because I tied each of my memories to a place. My first studio 
was in Medika, one of the few squats in Zagreb. Concerts, exhibitions, and 
festivals often happened there. That place left a huge mark on me in my 
younger days, as well as my department at the Academy. The teaching 
department is located at Jabukovac, a hill above the center of Zagreb, 
and for a while it was literally my second home. The exhibition in Lauba 
meant a lot to me, and even before the exhibition I considered it the 
most beautiful exhibition place in Zagreb. I regularly visit the exhibitions 
in the Studentski Centar gallery, which was unfortunately destroyed in the 
earthquake. Of course, there is the Meštrović's pavilion or The mosque, as 
people of Zagreb call it, which means a lot to all artists.

When I work on an art cycle I am calm because I am aware that in the 
coming months I have time to express everything I want without pressure.

A gathering,
50 x 33 cm,
oil on
canvas,
2014

But when you exhibit the works, the pressure to start something 
new immediately comes after it. Sometimes people ask me during the 
opening when I will make the next exhibition. That sounds to me like 
coming to a concert where the band promotes a new album and in the 
middle of the song you ask them when they will record a new one. But 
that’s another indication of what a hectic time we live in. Something you 
have been doing for months gets consumed in a minute or a second by 
looking on the cell phone screen and people just move on.

The painting represents you in the time period of making it. 
Sometimes you come to the studio overjoyed and everything is clear 
to you, and sometimes you doubt the whole thing you work on and 
nothing makes sense. The best works I did, I painted them quickly, 
without over-calculating. It was as if it came out of my mind simply 
and easily. When I worked on the Forests series, the most important 
thing for me was to produce a certain sense of peace in the observer, 
identical to the one we get when being in nature. Maybe the plan was 
to encourage people to pay more attention next time they look at 
something they take for granted. Fromm said that love for someone 
or something equals the attention or care we dedicate to it. Painting is 
often just a long-term observation, paying attention and love to what 
you do. I wanted the observers to feel something similar.

Natural triptych, 33 x 50 cm, oil and wax on canvas, 2014
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In your works, the lines are sometimes scratched or imprinted… 
How much does working on textures mean to you?

In addition to painting, do you also do embroidery?

Working on the texture is what makes a painting. When creating 
Forests, I would coat the canvas with a lighter color tone and then apply 
a thick layer of darker colors and incise lines and dots into the surface. 
Now on this new cycle I outline the composition, cut out huge sheets of 
paper, apply paint to them, and print it on canvas. I do a big monotype, 
a picture in a graphic way. I work a lot with the adhesive tape that helps 
me insulate certain parts of the painting and protect it from overlapping 
colors. In that way, I get sharp and clean transitions between surfaces. 
While painting, I often repeat mechanical moves of scratching and I 
completely lose track of time. While working on some cycles, I would 
spend longer periods of time alone in the studio, sometimes from the 
morning until the evening. I would forget the sound of my voice. I have 
a wood stove in the studio so during winter, every now and then, I 
would stop and start the fire, warm my hands, and observe the flames 
for who knows how long. I think painting is a kind of meditation, if we 
understand meditation as a journey into our essence, i.e. the condition 
where we manage to step out from our thoughts and simply be present 
in the moment.

Weaving and embroidery are meditative, slow processes, with a 
long history. It is interesting to me to explore painting in that direction, 
from folk embroidery to the art of Anni Albers, and some approximate 
goal is to explore the traditional bindings from our areas. Last year 
I started reading about and researching Old Slavic mythology and 
customs. In the future, I would love to start some cycles inspired by 
that knowledge.
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Boris graduated from the Faculty of Applied Arts 
and Design, in the department - ceramics. The first 
solo exhibition, Fathers and brothers, was realized in 
2007, and then Insectarium (2010), Inner state (2012), 
and In the wood (2018). He is a member of ULUPUDS 
(Association of Fine Artists of Applied Arts and 
Designers of Serbia). He participated in various projects 
such as the reconstruction of ancient techniques and 
technologies concerning prehistoric Vinča culture and 
the art colony in Tršić. He is engaged in pedagogical 
work at the Teacher's College and at the Art High 
School Tehnoart. When he is not in Belgrade, he  
works in his garden at the foot of Kosmaj mountain.

BORIS
BOGDANOVIĆ

www.borisbogdanovic.com
www.instagram.com/bogdanovic.boris

"What I love the most in ceramics  
is that aspect of alchemy! 
Even when we think we know  
and control everything,
it will have the final word."

Boris Bogdanović
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How did you create the Insectarium?

How did you research the form for the appearance of ceramic 
insects you wanted to build?

The sculptures do not look purely decorative, some insects show
different expressions - fear, curiosity, readiness to attack ...

I have always been inspired by the living world. Sitting on the bank 
of the Danube river with a friend, in the middle of a very important 
conversation, I had an idea and I saw clearly drawn white contours of 
insects, of different shapes. I quickly drew the shapes in the form of a 
sketch and soon began making such sculptures.

I wanted real insects to be just the starting inspiration. The first series 
consisted of very stylized forms, to which terrasigilatta technique largely 
contributed. I used it for the surface effect. A few years later, I started 
researching new forms and then, among scarabs, ladybugs and moths, 
other forms of insects could be recognized: butterflies, grasshoppers, 
mosquitoes, centipedes, and ticks.

 As for the form itself, it is very reduced, so there is a lot of space left for 
surface decoration. This was pretty important to me, since I did not want 
competitiveness of form and surface.

Yes, that was my goal, to catch the movement and in a way - life 
itself! I achieved this by bending the metal legs and the antennas, 
where each sculpture is unique in movement and action.

Insectarium,
25 x 40 x 15 cm

After the insects, in a series of ceramic works titled In the wood, 
you kept nature as inspiration. How hard was it to imitate the look 
and  textures of real trees?

What do you like the most in that process of making ceramics, and 
what don’t you like?

To my great surprise, it was quite easy to imitate the impression of the 

tree bark. For this occasion, the real branches and roots I found in nature 

helped me a lot in shaping everything, but the surface and texture itself 

were derived exclusively from hand movements along with the help of 

various tools. Ceramic technology itself offers a range of effects provided 

they are used carefully and in a controlled manner.

What I love the most in ceramics is that aspect of alchemy! Even when 

we think we know and control everything, the clay will have the final word. 

Even though it was hard to accept it at first, I saw it as a great life lesson - not 

everything is in our hands and that is not the end of the world. Even now, after 

nineteen years, each time I feel the same joy but the same fear as well when I 

open the oven or unravel the sawdust and prepare for what I will see.

Clay is a plastic, elastic, I would say even stubborn medium, but also 

obedient, which in the hands of the same person rarely behaves the same 

way. I realized that this interaction of two entities, the clay and the artist, can 

give unexpected, but also great results. It is important not to be rigid and 

close-minded when working, because what we set out to do in the first place  

may not be the best thing. Listening to and keeping track of the material can 

be in wonderful synergy with our subconscious, and that should also be given 

some space.

In the wood,
40 x 15 x 15 cm,

sculptural
mini garden.
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At your last exhibition, all the works were sold out. In that context, 
do you have any advice for the new graduates?

Insectarium, 
25 x 40 x 15cm

You teach at school. What is your experience of following students 
through their development?

If you would reduce your experience to a few tips for teachers, 
what would you say?

I have been a teacher for nine years now and I am very satisfied 
with that position. I teach the practical side at the potter-ceramicist 
department. Working with high school students is very specific. I saw that 
many of them break away from what was expected and standardized. I 
was redefined by that contact with young artists and the contribution to 
their search for authentic selves in creation.

I think that the basic task for  a teacher is to recognize, and then support 
specific sensibilities of each student. This, of course, implies the program 
frameworks that we all have to follow, but above all, it is important to stay 
human (instead of a heartless machine), ready and capable to adapt to 
others. A mere display of information will not provide any results. Instead, 
it is necessary to get the students interested in the subject matter. Young 
people must not be simply put in a frame of sensibilities and aesthetics 
of other people just because they were standardized as "acceptable".

They are people for the future, while it is up to us to offer support and 
knowledge/experience. At the same time, the college should be a system 
that keeps on  changing moderately and cautiously. It is important not to 
lag 40 years behind the world and the profession, but to be a platform 
that initiates innovation, connections and knowledge exchange.

Listen to and work with those whom you were assigned to. We are 
there because of them, not the other way around. Grow constantly, 
explore, and share that with them. It is not the end of the world if you do 
not have an answer to a question, because you can explore everything 
and you have the right to do so. Always be willing to listen to others. 
Learn about yourself through them, so that you can grow as a teacher.

The key is in professionalism, patience and perseverance, but also in 
playing with materials whenever possible. Do not give up, by no means, 
even when you see that it's not going how you planned it. Each item 
has its customer and audience, it's just a matter of time. It is important 
to appreciate yourself and your time, then others will appreciate you 
as well. Working together with a couple of experienced colleagues is a 
recommendation. It has enriched me for life and I am very grateful for that 
cooperation. Also, one should be realistic and a strict critic of their own 
work, honest about oneself and one's development. You should not be 
afraid of changes, you can only come out stronger and more experienced.
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ADRIENN ÚJHÁZI

Újházi Adrienn completed her undergraduate and 
master studies of painting at the Academy of Arts in 
Novi Sad. She is a member of Šok cooperative, Híd Kör 
Art - a cultural magazine for young people in Hungarian 
and AFAV (Association of Fine Artists of Vojvodina). She 
is the co-founder of the Center for the Promotion of 
Transdisciplinarity Co-ART in Novi Sad. She is currently 
working as a deputy teacher at the Bogdan Šuput High 
School of Design. Adrienne directs her work towards 
examining the relationship between humans and nature 
itself, which encompasses areas of ecological art and 
bio-art in the form of different visual media.
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www.instagram.com/biococulture
www.instagram.com/adrienn_ujhazi

"New media give me the opportunity  
to see one idea from many different  
points of view."

Adrienn Újházi
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Which materials do you use most often in your work?

I use soil, sand, distaff, wheat and other natural materials. By using 
these elements, I create a certain visual composition. Most materials are 
presented in their original condition and through minimal intervention 
I come to the works of art: paintings, sculptures, ready-made shapes, 
and the like.

In my works, I applied a strong symbol of life that wheat represents 
in different ways: I made straw objects, documented its germination in 
a digital way, and I used sprouts and flour.

The awareness of different uses of the material began to develop 
in my childhood. For example, a distaff rope reminds me of a moment 
from my childhood when my grandmother used to drive the birds out 
of the garden with one skillful stroke of the hand, causing a strong and 
defined shot in the air, so that the birds would not pluck the seeds that 
were planted.

From a series of 
miniatures,
Gaea Cycles - 
An object,
wheat seedling 
in formalin,
6 x 6 cm, 2018

Later on, by manipulating the germination of wheat, I got the shape 
that reminded me of the aforementioned distaff rope. The rope is 
connected to the gauze which created Memento mori, a composition 
that is a symbolical reminder of mortality. It is to remind us that our time 
here is limited and that is why we need to act and live better.

 New media gives me the opportunity to see one idea 
from many different points of view. Such a way of working involves 
a multidisciplinary approach. For example, if one researches the 
composition of bacterial cellulose SCOBY and uses it in the artwork, 
they need to apply different natural sciences such as chemistry, biology 
and microbiology.

Conceptual artists who have greatly influenced my entire work so far 
are: Suzanne Anker, Neri Oxman, Lauren Bowker, Ani Liu, Špela Petrič, etc.

A series of 
drawings
Triticum

Aestivum,
combined

techniques,
32 x 42 cm i

170 x 110 cm,
2018
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Can you tell me more about the art residency in Spain  
where you stayed?

During the setting of Such is Life ... (Gaea Cycles) exhibition, I 
received an invitation from the curator Zeren Oruc to present my work 
at an art-residency called Montemero Art Residency in Spain and be 
one of the lecturers. I found this a priceless experience. During the 
residency, I wanted to explore hidden, intimate places like the coasts, 
caves, hills and mountains.

The cave of Altamira is well known in Spain, where the relationship 
between humans and art actually started. These drawings are the first 
human recordings where it is possible to follow their relationship with 
nature. By absorbing the energy that the environment provided, I 
created a new piece of work.

WOMB OF EARTH, Site specific installation, 200 cm, 2019,
(Pulpi, Almeria, Spain)
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The second part of the residency included the workshop and 
the lecture. I demonstrated how to make organically grown SCOBY 
material. The name of the material is actually an abbreviation for 
symbiotic culture of bacteria and yeast produced by fermentation of 
(black / green) tea. New works derived from this culture are based on 
natural processes, which come from living organisms - microbes, that 
are stopped in a certain stage of development.

When I started the first experiments, I knew that I opened the door 
to the unknown. By accepting and playing with the artistic elements 
that the material provides, I set myself the task to be persistent during 
the process, having in mind that its potential can become functional 
in everyday life.

The process of making kombucha and growing its cultures.
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KRISTINA
RUTAR

Kristina Rutar was born in 1989 in Slovenia. She 
graduated from the Department of Art Education at 
the Faculty of Education, University of Ljubljana, with 
the focus on ceramics. She completed her postgraduate 
studies of Interdisciplinary Graphics at the Academy 
of Fine Arts and Design in Wrocław (Poland). She 
lives in Ljubljana where she works as the assistant at 
the Department of Applied Arts at the Academy of 
Fine Arts and Design, The University of Ljubljana, and 
teaches a course in ceramics and glass.
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www.kristinarutar.com
www.instagram.com/kristinarutar

"The sound of electronics made me feel
the movement, growth, flight, 
storm, evolution. I wondered how I could 
materialize that feeling."

Kristina Rutar



96
97

IN
T

E
R

V
IE

W
 N

o.
 0

8 
I 

K
R

IS
T

IN
A

planes of nature I M
A

P
P

IN
G

Alma mater,
ceramic installation,
2017

Tell me more about the forms you use.

My forms are the result of a combination of two factors: specific 
creative techniques and the archetypal forms from my dreams. The 
pottery wheel offers symmetrical, rounded shapes and I was interested 
in what can be made out of these simple forms. What will happen if I 
repeat those shapes, if I connect them, if I cut or pierce them? Thus, the 
final form is made from the multiplied basic building forms.

The form Alma Mater haunted me for years before it came to life. 
It happened a few times that I slipped into daydreaming about Alma 
mater by feeling the silhouette of the form. With every daydream the 
form became clearer and clearer. The dreams stopped abruptly, just at 
the moment when they materialized. Archetypes are universal for all of 
us and maybe this is the reason why others also succeed in establishing 
a relationship with the forms.

Each material has some specific characteristics that artists 
explore in different ways.  How do you explore clay?

Clay can be a liquid and you can pour it, you can give and change 
the shape until it starts to dry. Once fired, it becomes hard and fragile. 
If it breaks, the pieces are sharp, which is the complete opposite of 
softness which clay has while working with it. In the ceramics community 
one particular view of ceramics as a material took root: it is considered 
that you have to understand the material and respect it, and this mostly 
comes down to fully mastering it and avoiding mistakes. I think that 
this understanding of the material is very superficial. Ceramics is a 
material that breaks, whatever the reason. Debris and cracks are the 
most natural properties of clay as the material.

Self portrait, 2017,
modeled rotated parts,

stoneware, cotton,
160 x 110 x 110 cm
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You use the mass to evoke movement in your sculptures.  
Tell me more about it.

It is natural for me to feel the mass and gravity in the sculpture, I 
think about it as a part of my creative process. The material we use 
has its own mass, texture and, most importantly, the sculpture has the 
third dimension, thanks to which it interacts with space. Hence if mass, 
gravity, and space are participants in the composition, it is simple to 
suggest the motion.

The way I incorporate space into my work to create the impression 
of movement is based on the use of distances, pauses. In the work 
Self-portrait, the relationship between two masses is determined by the 
stretched woolen threads that connect them. What I want to emphasize 
is not only that mass creates movement - if it cooperates with space, it 
can generate contexts, narratives, and meanings.

Self portrait, 2017,
modeled rotated parts,
stoneware, cotton,
160 x 110 x 110 cm

On the origin of species, 2018, modeled rotated parts,
stoneware, textiles, sand, installation in space, the second room.
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Tell us more about the exhibition On the Origin of Species.

First of all, I feel the need to explain where the idea for this exhibition 
came from. It happened while I was listening to the album Tomorrow in 
a year1. The sound of electronics made me feel the movement, growth, 
flight, storm, evolution. I wondered how I could  materialize that feeling. 
The project was realized in four separate rooms of the Božidar Jakac 
art gallery. All the rooms were covered with sand that made the steps 
warm and soft, at the same time absorbing the presence of the other 
object - a moving visitor.

The first room represents the embryo. Forms hang in veils that create 
a sense of security. They are fragile and insulated.

On the origin of species, 2018,
modeled rotated parts, stoneware, textiles, sand,
installation in space, the first room.

1 This is an opera adaptation of Darwin's work from 2009.

On the origin of species, 2018,
modeled rotated parts, stoneware, textiles, sand,

installation in space, first room.

The second room represents the embryo during growth - forms 
develop - cells divide and multiply.

The third room shows empty nests. The end is open, as well as our 
future. We are constantly adapting to new social and environmental 
conditions to ensure survival. Empty space opens the field of different 
interpretations: perhaps the species have matured and left their 
comfort zone - we don't know how many of them have survived or what 
they look like.

The fourth room represents a social commentary on the theme of 
natural selection and it is a tribute to those who fail to survive. The 
exhibition space is darkened, a faint light smashing against the debris. 
I see debris as fragments of former sculptures, but also as a completely 
new sculpture which tells the story of survival.
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