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CJTIOBHOCT

llomozn roenopn, nocndiun ekep’tunTh e arkao;
rptkuni gni Gredan!

Ha nuTarbe Ko je 1 3alTo noctoju, ymeTHuua JburbaHa bypcah, jegHom npunvkom, ogrosopuna je:
... U 8UO U npusuo ... jeOuHo je y npedeny Caemnocmu mo2yhe omkpusamu, a bumu Heguo/bUS...
OHa He Xenun ga NMYHOCT ayTopa Oyae npuMapHa y HeHOM CTBapanalwTBy, uMMme je 6nmxa
CpefHOBEKOBHOj, HErO CaBPEMEHO] yno3n ymeTHuKa. JburmbaHa bypcah Kpo3 gena mcnosbasa
CBOje eMOTUBHO U IyXOBHO CTahe, ann OHa y TOM NpoLecy He camo fa He MUCAK Ha cebe, Beh ce
y BennKoj mepu conctea ogpuye. OHa je nocpedHuK, 1y CTBapasaykom npouecy rnpesasnnasu
JINYHO, paau BuLwwer gobpa.

W 30pasme je, u 31amo, cacsum jeOHO/IUKO NO CBOM u32/71edy U cacmasy, na 2a Jseyou 4ysajy u
npukynseajy. Heka mako 6yde u ca casHarem; HUWMA Mdre HaMm Huje nompebHuje 00 31ama u
30passva."

MonyT AHpn Munwoa, ymeTHumua Kopuctn Beh noctojehe nnu concteeHe Kanurpadpcke cumbone,
3a u3pakaBambe emoumja. Minak, 3a pa3nuky of wera, Ko Kora je CoHTaHu eMOLMOHanHu ckion
npuMapaH 1 3aCHOBaH Ha MCK/byuetrby CBeCTW, Kog JburbaHe je cTBapanaykum npouec Ha BuULem
HNBOY, jep OH MpeBa3niasn NMYHOCT yMeTHUKA. OH je meguTaTMBaH M MONUTBEH: CTBapanayvku
putam ycknahyje ce ca gucarem, Koje mopa 6utn npunaroheHo Temn, TexHnum, popmaty...CBaka
CTBapanayka MOMMTBa 3axTeBa ofrosapajyhv putam Koju ymeTHMK MOopa Aa OcCeTw, jep ce caMo
Tako MOXe npenycTuT My3uun TuwnHe n npehn y Buwwe cdepe.

Y kanurpadujn, Kao U 'y MHOTUM YMETHUYKMM 3aHaTUMa, PUTMUYKA PeneTUTUBHOCT naTepHa je
Haj3HayvajHMja oanuka. JbumbaHa bypcah TpaHcnoHoBana je TakaB NpucTyn y ABa HOBa paga. [1pBo
[eno ce cacToju M3 CaMO ABa eNeMeHTa: NaTepHa pyxe 1 cnosa y cTuny bayxayca, a hNXOBOM
anTepHauujom 1 penetuTMBHOWNRY yMeTHMLA je CTBOpWUAa BPRO KOMMIEKCHO Aeno. lNatepHu
PY>KVMHOT UBeTa, Hau3rnen UAeHTUYHKM, paheHn cy No UCToj cxeMu, ann cnobogHOM PyKoMm, Te je
CBaKW o ux aeno 3a cebe. Minak, peneTUTMBHOCT je cacTaBHM AE0 HUXOBOT KpeaTUBHOT NpoLeca,
3a KOju yMeTHMLUA Nposasn Kpo3 Buwe npunpemHunx ¢asa. Kako 6u enemeHtn 6unu Hamsrneq
NOEHTMYHN, OHWN Ce MOPajy U3BOAUTM MO WAONOHY KOju 3axTeBa YBEK WCTWU MOKpPET, yaucaj u
n3auncaj. Tako je cam ,UrH CTBapakba NOCTao YMETHMYKO Aesio no cebu™ nctospemeHo 1 noMeHy T
MONUTBEHN, MeAMTAaTUBHM NPOoLEeC, OAHOCHO CTake Ayxa.

MocebHy AMMeH3Njy y OBMM AenvMa yMeTHMUA je NOCTUIMA HaHoWeHeM TaHKOr, KaTkaj jeaBa



BUA/bUBOM 3NaTHOM CJi0ja, KOju nopen TPOAUMEH3MOHANIHOCTN OAaje U YTWCaK Xonorpama:
NPUPOAHNM KpeTarbeM OHEeBHe CBETIOCTU N yBOhereM BelTauykor ocBeT/berba, Nokpehy ce
nojeAuHaYHN eNeMeHTI, Kao 1 AeNo Y LefINHN.

[Jpyro geno, HacTanoy capaghmu ca YMETHUKOM CYyNTUAHOT ceH3nbunuteta, [lejaHom borojesnhem,
Takohe je npyMep pUTMUYKe peneTUTUBHOCTU. Y OBOM CilyYajy, BPLUEHA je peneTUTMBHOCT Ha ABa
HauvHa: NoHaB/batbeM LWTamnaHe ¢oTorpaduje, Koja oap*KaBa PUTMUYHOCT LEeNOKYMHOr dena
N NOHaB/bakbeM OCHOBHOI MOTMBa fileCHe LiaKe Yy recty 6narocnoBa y GOpMM KOHTAKT Konuje
(ynotpebom dpopme KOHTAKT Kommje ymeTHULA CTBapa CMNOHY 1 ca obnactuma ¢otorpaduje n
dunma Koje cy ceetnonucHe gucumnnnHe). Kao ocHoBy 3a rect 6narocnoBa kopuwheHa cy AgBa
npeaiowkKa: ypTtayka Bexkba Henmo3HaTor yMeTHMKa Yy OKBMPY jefHOr CTapor pykonmca Koju
ce yyBa y bmbnuoteun y BatukaHy u pgeno [ejaHa BborojeBuha. lect 6narocumbara nocegyje
ABOCTPYKO 3Hauetbe: 6e3 6rnarocnoBa AyxXOBHOT MLa CIMKA HE MOXKe NOCTAaTN MKOHOM 1 CaM Y/H
Gnarocusbatba y cebn HOCU OCHOBHY Temy 13/10X6e - COBHOCT. [pununkom fasatba 61arocsosa,
UMHW Ce reCcT 4eCHOM LLAaKOM, TaKo fia ce NpuKasyjy cioBa I XG, ogHOCHOXpUucTorpam(kaxmunpct
je ycnpagaH, uiHehu cioBo 1, cpearby NpCT ce caBuja y nonykpyr, yuHehu cnoso G; gomanu npct
ce yKpLTa ca nanuem, unHehmn cnoso X, 1 Ha Kpajy ce 1 Manu NpcT caBuja NonyKpy»KHo umHehn
jow jeaHo cnoso G).V

JbumwaHa bypcah npasu cnoHe n3mehy npownocTn n cagawboCTW, KOHCTAHTHO pa3matpajyhn
BpeMeHa Koja fona3se. OHa Tpakm CBEBPEMEHOCT 1 CaBPEMEHOCTY CTapUM PYKONUCUMA, NornegmMma
N TeXHMKaMa 1 TPAHCMOHYje X y cafalliby CBeT. Y TOM Npouecy He camo Aa WTUTWU ayTEHTUYHOCT
pena, seh um gopaje HoBe AnMeH3umje. MannMpHUM MY NeprameHTHUM NoAgJiorama OHa ofpuye
TEXVHY WTamnambeMm Ha naycy, rpapodonmvjama nnm npeseHToBarbem NCTUX Yy ancTpakTHOM BUaY
KpO3 MHTEpPHET NMHKOBE Ha eKpaHy. Ha maTepujanvM3oBaHUM pyKonNucMmMa ymeTHUUA CynTUIHO
NHTEpBeHNLWe, onnemenyjyiin ux geueHTHMM MOTMBMUMA, Hajuewhe y 3naTHOM NUrmeHTy. Jep
3nato 36or pednexTyjyhux ognvka npukpmuBa cBojy KOHKpPeTHOCT. OHO je CBETNOCT, ann camo
Kad cBeTnocTn nma. [ipyrn gOMUHAHTaH MaTepujan je TpaHCNapeHTHN KNnpuT/nnekcurnac Kojn
objekTe WTNTK Jajyhn um npmneug aypeone.Hekaga cy To KNMPUTHE KopuLe Unw, nak uene Kytuje
y KOj/Ma ce penpuHTU pyKonmca Uimnm HOBUHCKNX/6nor nprkasa uyBajy 3a 6yayhe reHepauuje.
Tako 3awTnheHn, oHM Cy CBOjeBPCHM 00jeKTH, KOju, Npu TOMe, He rybe CBOjy OCHOBHY HaMeHy —
AocTynHocT umTaouy. Ocum Tora, yMeTHUUA ynakoBaHM JefiMa He ogpuye NpOTOK BpeMeHa 1
MPOIa3HOCT: MOCTYNKOM LUTamMnaka ofaabpaHmx pyKonuca, CBOjM CynTUIIHUM UHTEPBEHLMjama
3naTHOM 60joM, OHa KX MOHOBO YBOAW Y CBeT ynotpebHux npegmerta. Ogabupom matepujana
nonyT KNMpuTa WK NaeKCcurnaca, Kojy BpemeHom gobujajy ceetno-xyty 6ojy, JbumsaHa bypcah



npaswv any3ujy Ha ApeBHY janaHcKy ¢prno3odujy n ruxose pectaypaTopcKe TEXHUKE KOje BeNnyajy
NPONa3HOCT. YMeTHMUW Hajaparka of iux je Kintsugi/ Kintsukuroi TexHuka nonpas/batba 31aTom
Kojom ce nonomsbeHum/owTteheHum npegmetuma Bpaha ynotpebHa BpegHocT. CBa owrtehema
(Koja ce cmaTpajy Aenom ncrtopuje jegHor aptedakrta) McnyrwaBajy ce 31aTOM U TMMe Ce He CamMo
Bpahajy y »uBoT, Beh ce ctapu npeagmeTn y3amxy y HoBe cdepe noctojarba. OBMM MOCTYMKOM,
owTteherwa ce He NpuKpuBajy, Beh nCTUUy, jep je CaBPLIEHOCT M jeAUHCTBEHOCT YMNpaBo Yy
HecaBpleHocTu. lNpema janaHckoj wabi/sabi ¢nno3zodunju: HMWTa HKje TPajHO, HMLWTA HuWje
[OBpLUEHO, HUMLWTa Huje caBplieHo. Wabi je onnemereHOCT y PyCTUYHOCTM M HECABPLLUEHOCTH,
[OK je sabi nenota nponaa/bMBOCTU/NPONA3HOCTK, KOja ce orneaa y natvHu, owTtehewuma n
nonpasKama NcTux. Jlenota Nnponag/bUBOCTA N3PaXKeHa je Kpo3 eCTETUKY mono no aware, Koja je
pathos(n nckycTBo 1 NaTha) CBUX CTBAPW.

CnuKap Kao y3BULLEHN NOCPeaHNK, CNIMKajyhn caBpLueHy 3emMarbCKy NenoTy HaroBelTaBa, KpajibMu,
HajBULLK CTEMEH NeNoTe, OHe CYBNUMHe NienoTe..., jep je oHa Kpajhbu y3pok ceera”’ Y BuzaHTtuju,
YMETHUYKO AeNo Huje 6uno Kpajiwun uub, Beh meanjym koju Hac ocnocobrbaBa 3a suberve. Tako
je nocmaTpay Mmao y3BULIEHWjy ynory ofi YMETHUKA, jep je Bubere 61no cmMaTpaHo Kpdjroum
omkpuhem, HajBMLWMM CTENEHOM eCTeTMUKe aKTMBHOCTU: NMOCMaTparbe AYXOBHUM (AyLUEBHUM)
ounma. lNocpeHMUKa ynora ymeTHULEe OfBMja Ce Ha BuLIe H1MBoa. OHa Hac noaceha Ha BpeaHOCT 1
AOCTYMNHOCT Ca3Haha, Ha BaXKHOCT MaTepujaniHe N yXOBHe NIenoTe, 1 HajBaXkHWje Of CBera, No3nea
Hac ga 6yaemo 6yaHu 1 Kagpu aa cBe To yourmo. 3aTo oBa u3noxba JbumwaHe bypcah Hocn Ha3mB
‘Bpeme je docmynHo ™ 1 oHa je Tpeha no pefly n3 uuknyca Logos Incription/YnucaHu Jlozoc.”

IMuwn v noentkuun Mnororprkm’mm PO AOKpAA H CAAT KAA CAORECA, AOH'AEPRE HE MOCTHIHT TE
ChMPT bl |<on’u,|,.

| Jb.CrojaHoBuWh, CTapu cprcku 3anucy 1 Hatnnuew, Kib. I, CAH, Beorpag 1952, 6p.4195, 407 (3anuc y pykonucy H.b. 6p.205. - Jb.CrojaHoBrh,Kamasnoz
HapooHe 6ubnuomexe, 83).

Il M. Mannh-Cypen, “Kaa cy xunBu 3aBuaenu mptemuma’, lMpocseta, Huw, 1988, 77.

Il Tb.MurbkoBuh, y: JbureaHa bypcah,Mocm ceemnocmu, (katanor), beorpag 2001.

IV Xpuctorpam, kKao MmoHorpam unm KombrHaumja cnoBa, AobujeH je ckpaherem umeHa Vcyc Xpuctoc. Y3umarem npBor 1 nociefrer cioBo
cBake peun: IHXOYZXPIZTOZ, pobuja ce IXXZ. Y cpesrbem Beky 6usio je yobuuajeHo fja ce ymecTo KnacuuHor 0611ka, s, y ckpaheHuum nmena Mcyc
XpucToc (IC XC ca AnjakpUTUHKIM 3HaKOBMMA) KOPWCTY nonymecedacTta popma cnosa,C’, Te ce 3ameHom gobuja IG X6,

V C. Papojunh, O6/1uK u Mucao y cmapom cpnckom ciukapcmay, y: Y3opu v fiena ctapux cprnckux ymeTtHuka, CK3, beorpag, 1975, 255-256.

MpBa je npeacTtaBbeHa y Moaropuum (2013), apyra y U3paeny (2015/2016), Tpeha y Hoom Capy (2016), uetspTta he 6utn y beorpagy (2016).

VI 3anuc nuwyes y pykonucy XIV Beka (okTonx) AK. Bru6. 6p. 355, y: Ctapu Cprcku 3anmcy u HaTnucun, GoToTUNCKa U3farba Kkb.6, (Cakynumo 1 cpefmo
Jb.CrojaHoBuh), beorpag, 1988, 2, 9333.
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LETTERING

llomozn rosnopn, nocndiun ekeg’tunTh e arkao;
rpckuni gni Gredan!

In answering the query who she is and why she exists, on one occasion the artist Ljiljana Bursac
answered in this manner: “...both impression and illusion... it is only in the domain of Light that it is
possible to discover but remain unseen..” Moreover, she has no wish to place the author’s personality
as the primary factor in her creativity, which is why she is more of a medieval rather than a present-
day artist. Ljiljana Bursa¢ expresses her emotional and spiritual state through her artwork, and in
that process she not only fails to consider her own self, but in fact, to a large extent she rejects her
selfhood. She is the mediator, and in the process of creativity she for sakes the personal for the
higher good.

Health, like gold, is wholly uniform in its appearance and composition, and thus people safe-
guard and hoard it. Let it be the same case with knowledge; we need it no less than gold and
health."

Like Henri Michaux, the artist uses already existing symbols or her personal calligraphy sighs to
articulate emotions. However, unlike Michaux, for whom the spontaneous emotional approachis
primary and based on disconnecting awareness, with Ms Bursac the creativity process is on a high-
er level, as it exceeds the personality of the artist. It is meditative and invocational: the rhythm of
creativity is in sync with breathing, which must be adapted to the theme, the technique, the for-
mat. Each artistic invocation demands an appropriate rhythm which must be sensed by the artist,
as this is the only way to surrender to the music of silence and ascend to higher spheres.

In calligraphy, as in many artistic crafts, the rhythmical repetitiveness of the pattern is the most
significant feature. Ljiljana Bursac transports such an approach into two new works of art. The first
work consists of only two elements: the pattern of a rose and a letter in the Bauhaus style, and
with its alternating and repetitiveness the artist creates animmensely involved work of art. The
rose flower patterns, seemingly identical, are carried out in line with the same scheme but in a
freehand manner, so that every artwork is a work in itself. Nevertheless, repetitiveness is an inte-
gral part of the creative process, whichin turn consists of several preparatory stages. In order for
the elements to be seemingly identical, they must be carried out according to a template which
always demands the same movement, an inhaling and an exhaling. Thus the very “act of creation
has become a work of art in itself,"" at the same time also an invocational, meditative process,



that is, a spiritual state.

The artist has attained a special dimension in her works by applying a thin, sometimes barely visible
golden sheen, which along with three-dimensionality also gives the impression of a hologram: by the
natural movement of daylight and by introducing artificial light, certain elements are in motion,as well
as the work in its entirety.

The second work, occurring in cooperation with an artist of a subtle sensibility, Dejan Bogojevig, is also
an example of rhythmic repetitiveness. In that sense, repetitiveness was performed in two ways: by re-
peating a printed photograph, which maintains the rhythmicality of the entire work and by replicating
the basic motif of the right hand gesture of blessing in the form of a contact copy(by using this form,
the artist links the areas of photography and film which are disciplines of light). Two templates were
used for the foundation of the blessing gesture: a drawing exercise by an unknown author from an
old manuscript preserved in the Vatican library and the work of Dejan Bogojevic. The blessing gesture
has a double meaning: without the blessing of a priest an image cannot become an icon and the very
act of blessing involves the basic theme of the exhibition —lettering. During the blessing, a gesture is
made with the right hand, so that the letters of I XC appear, that is, a Christogram (the forefinger
points straight and forms the letter I, the middle finger bends in a half-circle, making the letter G; the
ring finger and the thumb are brought together to form the letter X, and at the end the pinkie finger
is bent to make another letter G). Vv

Ljiljana Bursac links the past and the present, constantly considering the times which are approaching.
She seeks universality and modernity in old manuscripts, stancesand techniques and transports them
to today’s world. In that process, she not only protects the authenticity of the works, she also attaches
new dimensions to them. With paper or parchment templates, she renounces the weight of printing
on vellum, transparencies or presenting them in an abstract way via internet links on a screen.The art-
ist intervenes subtly on materialized manuscripts, ennobling them with unsullied motifs, most often
in gold parchment. For, gold due to its reflecting features, hides its solidity. It is light itself but only
when there is light. Another dominant material is transparent plexiglass which protects objects by giv-
ing the illusion of an aureole. On occasion, these are plexiglass covers or entire boxes which preserve
the reprints of manuscripts or newspaper/blog reviews for future generations.

Thus protected, they are specific objects which do not lose their basic purpose — accessibility to the
reader. Also, the artist does not relinquish the flow of time and transience to the bundled works: with
the process of publishing chosen manuscripts and her subtle gold interventions, she once more brings
them into the world of used objects. With a selection of materials such as plexiglass which with time
acquires a light golden color, Ms Bursac alludes to ancient Japanese philosophy and Japanese restora-
tion techniques which celebrate transience. The artist is most fond of the Kintsugi/ Kintsukuroitech-
nique of repairing with gold which gives broken/flawed objects their use value. All cracks (which are



considered a part of the artifact’s history) are filled with gold seams and thus the old objectsare not
only restored to life, but also elevated to new spheres. With this technique, imperfections are not cov-
ered up but emphasized, as it is in imperfection where perfection and uniqueness can be found. Ac-
cording to the Japanese wabi/sabi philosophy: nothing is permanent, nothing is completed, nothing
is perfect.Wabiis nobility of rusticity and imperfection, while sabiis the beauty of decay/transience
which is evidenced in its patina and wear, and in all visible repairs. The beauty of decay is related
to the esthetics of mono no aware, which is pathos(experience and suffering) for all things outside
oneself.

The artist as an exalted mediator, depicting faultless earthly beauty intimates “an ultimate, highest
degree of beauty, that sublime beauty (which) is the ultimate cause of everything."V In Byzantium,
a work of art was not the ultimate aim, but rather the medium which enabled viewing. Thus the
observerhad a more enlightened role than the artist, as viewing would be considered the ultimate
discovery, the highest degree of esthetic activity: seeing with spiritual eyes (or those of the soul). The
mediatory role of the artist is carried out on several levels. She reminds us of the value and accessibil-
ity of knowledge, the relevance of material and spiritual beauty, and most importantly, she invites us
to be vigilant and capable of observing everything. Thereby, this exhibition by Ljiljana Bursa¢ bears
the name ‘Time is accessible’and it is the third one from the Logos Incriptioncycle. v

Muwn w nocnrkun Muororfrkm’mm PYKO  AORAA H CAAT'KAA CAORECA, AOH'AESKE HE MOCTHIHT TE
ChMPLT ki KOH Uk

Irina Tomic

Art Historian

M.A. Anthropology and Ethnology

I Lj. Stojanovi¢, Stari srpski zapisi i natpisi, Book Il, SAN, Belgrade 1952, n0.4195, 407 (inscription in the manuscript N.B. n0.205 - Lj.Stojanovi¢,Catalog
of the National Library, 83).

Il M.Pani¢-Surep, Kad su Zivi zavideli mrtvima, Prosveta, Nis, 1988, 77.

III'Lj. Miljkovi¢, in: Ljiliana Bursa¢,Most svetlosti (catalog), Belgrade 2001.

IV A Christogram, as a monogram or a combination of letters, forms an abbreviation of the name of Jesus Christ. By using the first and last letter of
every word: IHZOYZXPIZTOZ, we get IZXZ. In the Middle Ages it was common to replace the classical form “%"in the abbreviation of the name of Jesus
Christ (IC XCwith diacritical signs) with the crescent form of the letter “C" and thus to get'1G XG.

VS. Radojci¢, Oblik i misao u starom srpskom slikarstvu, in: Uzori i dela starih sprskih umetnika, SKZ, Belgrade, 1975, 255-256.

The first one was presented in Podgorica (2013), the second one in Israel (2015/2016), the third one in Novi Sad (2016), and the fourth one will be
presented in Belgrade (2016).

VIThe author’s insciption in a 14th century manuscript (oktoich) Ac. Bib. no. 355, in: Stari srpski zapisi i natpisi, phototype issue Book 6 (collected and
redacted by Lj.Stojanovi¢), Belgrade, 1988, 2, 9333.






JbumsaHa bypcah

PoheHa je 27.10.1946 1. y Kparyjesuy, Cpbuja. Ctygupana je Ha JInkoBHoj akapgemmju y Beuy, AycTtpuja, a ycaBpLuaBana ce u CTyaujcku
6opasuna y CALl, Hemaukoj , ®paHuyckoj, A.P.Cupunju n V3paeny. UnaH je YJIYC-a of 1972 r.oguHe. KopucHuk ctunengmnje QoHg
Mnagwnx 1972-74 v 1975-77 r.ogure. Op 1971 rogrHe npupeauna je Buwwe of 40 caMOCTaIHUX U3N0XKOU 1 yYeCTBOBaNaA je Ha Npeko
TPY CTOTUHE TPYMHUX U3N0XKOM y 3eM/b/ U MHOCTPAHCTBY. HbeHa fena Hanase ce y yrnefHVM My3ejcKo-ranepujckum yctaHoBama 1
npriBaTHUM 36MpKama LIMPOM HeKagalme Jyrocnasuje 1y csety. OcHuBay je n npeacepHuk Apt ®@opym -a. 1999 -2000 roguHe
n3Bena je neppopmaHc Moct CBeTnocTu Ha MocTy y KocoBckoj Mutposumuu.

Harpape

1976 g.- MaHTOBa, VTanuja, Premio Nazionale R. Giorgi - Medalia d’Argento,

1976 g.- MaHTOBa, ViTanuja, Placeta San Benedeto Po,

1990 g.- MupaH, CnoeeHnja, Ex Tempore,

2012 g - beorpap, BuHuaHcka lNoBesba,

MpusHawa

2002 r.- MoBerba Yapyxema KimxeBHrka Cpbuje 3a npojekat-nepdopmaHc Moct CBetnoctu

0Op 2004 r. - YHECKO, MokpoBuUTe/bCTBO 3a ayTOPCKe NpojeKTe, KOHUenuujy 1 peanunsauujy nporpama Apt Gopym-a,

KoHTtakT:

Appeca: KomHeH bapjakTapa 6, 11000 beorpag,

TenedoH: +381/11 3390954; MobunHu: +381/64 2804511;

E.nowrTa: artforumhoca@yahoo.com

Beb ctpaHuua: www.arte.rs/sr/umetnici/ljiljana_bursac-5338/
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