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ČAS BREZ NEDOLŽNOSTI NOVEJŠE SLIKARSTVO V SLOVENIJI
»Kaj je s sliko danes?« je osrednje vprašanje, na katero meri pregledna skupinska razstava novejšega 
slikarstva mlajše generacije, torej avtorjev, rojenih v sedemdesetih in osemdesetih letih 20. stoletja, 
ki so začeli vstopati na umetnostno sceno v poznih devetdesetih letih oziroma na prelomu tisočletja. 
Trenutek vstopa te generacije slikarjev in slikark v institucionalni prostor umetnosti ni nepomemben, 
saj devetdeseta leta v Sloveniji in svetu predstavljajo izredno produktivno, v marsičem novo, prelo-
mno obdobje, in to ob hkratnem zaznavanju preseženosti preteklih umetnostnih modelov in njihove 
interpretacije. Pri tem se je slikarstvo kot medij znova znašlo v zahtevnem defenzivnem položaju. 
S prevlado sodobne umetnosti, kakor se upravičeno opredeljuje razširjeno polje umetnosti, ki se je 
začela pojavljati v devetdesetih letih 20. stoletja in je na površje prinesla heteronomijo umetnostnih 
praks, pozicij in medijev (od umetnosti v družbenem prostoru in njenih modelov participatornosti 
ter različnih oblik relacijske umetnosti do hibridnih praks povezovanja biotehnologije, kibernetike, 
umetne inteligence in umetnosti ter do pionirskega udejanjanja novih umetnostnih praks na novem 
polju medmrežja itd.), je slikarstvo znova, kot že tolikokrat od kubizma in avantgard naprej, na videz 
potisnjeno v ozadje in postavljeno na preizkušnjo. 

Slika kot osrednji likovni medij z bogato tradicijo in klasično najvišjim mestom v zgodovini ume-
tnosti novega veka v zahodnem svetu je v premenah umetnosti modernizma zadela ob vse svoje 
zamisljive meje. Najmočnejša in dolgo prevladujoča paradigma modernistične umetnosti je sliko 
omejila na raziskovanje specifičnosti lastnega medija in avtoreferencialnost. Na tem zoženem polju 
je modernistična slika doživela svoje brezštevilne uresničitve, najbolj skrajno z abstraktno sliko, ki je 
postala nekakšen sveti gral modernistične izkušnje slikarske misli in prakse. Po njej je slikarstvo na 
več načinov prestopilo svoj (fizični in simbolni) okvir, sestopilo tako v fizično-realni kakor v socialni 
prostor. Nazadnje se je v poznem 20. stoletju do konca izpolnila prevlada vizualnosti v vseh porah 
življenja, tako v javnem in družbenem kakor v zasebnosti in intimi: mediji množične komunikacije 
posredujejo podobe kot blago in njihova neverjetno učinkovita moč je v spektakelski podobi in 
atrakciji, skozi katero podoba zlahka postane orodje manipulacije in interpelacije gledalca, oblikuje 

njegov imaginarij in željo, ga politično konstituira in vpliva na vsako njegovo, tudi najintimnejšo 
izbiro. Tako se je s pojavom medijsko posredovane podobe, nezamisljivo pomnožene in vseprisotne, 
v neskončnost generirane in konzumirane, dopolnil »vizualni obrat«, ki je slikarstvo v primerjavi s 
podobo množične komunikacije potisnil v ozadje, a mu hkrati naložil izziv soočanja s še nikoli tako 
prezentnim in neobvladljivim izobiljem podob, kot smo mu priča v sodobnem času. 

Izziv vztrajanja in ohranjanja mesta znotraj s podobami preplavljene realnosti se je za slikarski me-
dij izkazal za konstruktivnega. Čas interneta, ki je temeljno spremenil ne le način kroženja informacij 
in dostopanja do njih, temveč tudi naše precepcije sveta, realnosti, mehanizmov moči, varnosti, za-
sebnosti, avtorstva, lastnine, poblagovljenja vsega predstavljivega, od zdravja in partnerskih razmerij 
do nazorov in idej, se je za medij slikarstva izkazal kot nova realnost, do katere je mogoče in treba 
vzpostaviti produktiven odnos. Kakor se je pokazalo, zanimanje za slikarstvo v času vizualne kulture 
ni zamrlo, prav tako ne njegova produkcija; ravno nasprotno, kaže, da je ta tako živahna kot vedno. V 
mednarodnem prostoru gre zahvala najbrž tudi trdni poziciji slike kot še vedno prestižnega blaga na 
umetnostnem trgu (slovenske razmere na umetnostnem trgu z mednarodnimi niso primerljive, je pa 
simptomatično dejstvo, da mlajša generacija ustvarja sliko tako, kot da bi ta trg obstajal tudi pri nas). 
Hkrati pa je pojav interneta kot neskončnega vrelca in arhiva vizualij (pa tudi vse druge umetniške in 
neumetniške produkcije), do katerih je mogoče dostopati sinhrono in vsaj v veliki meri nehierarhično 
(čeprav čedalje manj necenzurirano, brezplačno in svobodno), temeljno spremenil recepcijo kulture, 
umetnosti in njene zgodovine. Dostop do katere koli podobe iz arhiva človeške dejavnosti na kate-
rem koli področju še nikoli ni bil tako enostaven in hkrati popolnoma neselektiven, zgodovina se tako 
kaže kot nestrukturiran čas sinhronosti, (vsakršen) vrednostni sistem pa postane stvar izbire. 

Pozicija novejšega slikarstva v novem tisočletju tako nalaga soočenje z vsaj dvema temeljno novi-
ma situacijama: prva je neobvladljiva količina podob v vseh sferah sodobnega življenja, ki slikarju/
slikarki narekuje konceptualizacijo slikarske podobe, upoštevaje takšno v zgodovini nikoli videno 
inflacijo podob (izziv kot tak ni zares nov, že pojav fotografije se je v danem zgodovinskem trenutku 
zdel kot usodni tekmec slikarstva, je pa vsekakor nova obsežnost moči vizualnega v času vizualne 

kulture in nov je konkretni politični trenutek pozne neoliberalne avtofagije); druga pa je teža »zgodo-
vinskega spomina« slikarstva kot medija, ki se po izkušnjah svojih doseženih in preseženih skrajnosti 
in meja, predvsem veličastne tradicije evropsko-ameriškega modernizma, ne more več pojmovati 
kot nedolžna tabula rasa, nov začetek, kot ustvarjanje iz nič (celotna tradicija modernizma temelji na 
tiraniji novega), niti kot način za izrekanje osebnih, notranjih doživljajev, psiholoških stanj in vživetij, 
tudi tistih najmanj določnih v abstraktni podobi, saj je pristnost teh v slikarstvu in umetnosti nasploh 
demantirala postmoderna umetnost z ironičnim citiranjem in distanciranjem od lastne pozicije izja-
vljanja, v filozofiji in psihoanalizi pa pojmovanje subjekta in realnosti kot temeljno konstruiranih. 

Položaj slikarstva v novem tisočletju ne upravičuje več nedolžnosti v pojmovanju slike kot izpra-
znjenega mesta brez spomina in zgodovine ter niti nedolžnosti slikarske izkušnje, ki bi omogočala 
ugodje v varnem zavetju avtonomije umetniškega dela. Po izkušnji modernistične abstrakcije ni 
mogoče več naslikati abstraktne slike brez temeljnega zavedanja o njeni zgodovini, brez zavesti, da 
je vsakršna monokromna slika pravzaprav že dedič neke že obstoječe radikalne ustvarjalne odločitve. 
Prav tako pa ni mogoča niti iluzija, da takšna slika lahko avtentično zajame resnico, ki bi bila kaj več 
kot le konstrukt, tudi kadar se nanaša na najbolj subjektivne vsebine, na spomin, na intimno, na stra-
hove ali sanje, potem ko je bil tudi subjekt prejkone spoznan za ideološko konstrukcijo sistema. 

Kljub temu da je torej mesto izjavljanja slikarja ali slikarke danes tako zoženo, obteženo z dolgo 
zgodovino medija in izkušnjo njegovega relativiziranja, pa tudi relativiziranja umetnosti in njene 
moči izrekanja česar koli bistvenega, se zdi, da današnji slikarji mlajše generacije slikarstvo dojemajo 
kot prakso, v kateri so možnosti izrekanja neomejene, poleg tega pa to izjavljanje določa neka temelj-
na lahkotnost, nezavezanost čemur koli trdnemu in dokončnemu. Novejše slikarstvo se bistveno bolj 
razpira v svet, slikarji in slikarke sliko tretirajo kot mesto razkrivanja družbenega disenza, vsakdanjih 
zasebnih, nacionalnih ali nadnacionalnih patologij, zatekanja v zaprte vrtove privatnih tesnob, fanta-
stičnih iluzij ali cinično frivolnega poigravanja v plitvinah izpraznjenih in v neskončnost pomnoženih 
medijskih podob, ki so fascinantne prav zato, ker sta v njihovem bistvu zapisani neka neskončna 
naključnost in poljubnost. Ob tem pa jim vse to ne preprečuje evforičnega poigravanja s podobo, 
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pravega veselja z njeno lahkotno uporabo, premeščanjem, »kopipejstanjem«, semplanjem itd. Tako 
uporabljena podoba namreč v vsaki svoji minorni, efemerni, začasni formulaciji še vedno konstruira 
pomensko nasičena dela, ki so neredko duhovita, jedko kritična, cinično distancirana ali pa zgolj refle-
ksivna, meditativna ali celo lirično vznesena. 

Pri teh postopkih uporabe obstoječih podob je temeljna sorodnost z umetnostjo osemdesetih let, 
s postmodernistično prakso, ki je že uporabljala postopke apropriacije, prilaščanja preteklih izrazov, 
stilov, podob, zgodovinskih slogov. Minimalna razlika, ki vendarle obstaja, kakor nemara utemeljeno 
ugotavljajo pisci o sodobnem slikarstvu1, je v tem, da v sodobnem prilaščanju podob iz najrazličnejših 
virov ni tendence po prevzemanju preteklih stilov na nekritičen »anything goes« način, kot prevzet 
ready-made, ki bi v novo konstelacijo slikarske podobe kakor prtljago prinašal svoje izvorne pomene in 
z njimi sprožal (če jih je) konfliktne pomenske jukstapozicije. Zdi se, da tretiranje podobe kot prevzete 
izvira iz pojmovanja neskončnega kolektivnega imaginarija, v katerem vse podobe obstajajo v nekakšni 
horizontalni enakopravnosti, podobno kot na internetu, in so na voljo za uporabo, označevalci (ume-
tnostnega) stila, kot so geste, jeziki, strategije, postajajo motivi umetniškega dela poleg drugih, ki lahko 
pridejo iz realnosti, avtobiografije, drugih umetnosti in obdobij, zgodovine, narave, pravzaprav od 
koder koli. Z njimi je mogoče sporočati kar koli in zavezanost njihovemu izvornemu pomenu je dejan-
sko v nekem vrednostnem smislu povsem nepomembna ali celo izničena; vsi svetovi, virtualni in realni, 
zgodovina in sedanjost, množični mediji in zgodovina umetnosti, zasebni spomin in Instagram – vse je 
neskončen rezervoar podob, v katerih se status podobe enači s statusom vsega drugega, z realnostjo 
samo, z njeno temeljno netrdnostjo, nekonsistenco v samem jedru obstoja. 

Takšen položaj vselej priča vsaj o tem, da o sodobni realnosti tudi v slikarstvu ni mogoče izreči 
ničesar trdnega in gotovega, ni umetniške izjave, ki bi lahko zaobjela kakršno koli resničnost in se 
hkrati sklicevala na univerzalnost, zato je resničnosti (in stilov) toliko, kolikor je umetniških izjav. Takšno 
stanje neverjetne polifonije umetniških izrazov, ki smo ji priča tudi v novejši slikarski produkciji pri nas, 
izpričuje vsaj to, da imamo opravka z realnostjo (politično, družbeno, zasebno), ki nima več nikakršnega 
trdnega jedra in v kateri ne obstaja niti minimalni konsenz o skupnem vrednostnem sistemu (kaj šele 
kakšnem prevladujočem umetnostnem slogu). Zygmunt Bauman to realnost označuje kot tekočo, a v 
tej lahkotnosti prehajanja identitet, vlog, razmerij, prepričanj je nekaj dramatično breztemeljnega. 

To seveda ne pomeni, da je današnja slikarska gesta nerelevantna, čeprav zanjo ne moremo več imeti 
nikakršnega skupnega merila: prav nasprotno, avtentična je vselej toliko, kolikor zmore v svojem jeziku, 
ki je s prilaščanjem in udomačenjem vsakršne podobe postal možen in legitimen jezik izjavljanja, pre-
zentirati razmerja in konstelacije sodobnosti tako, da jo neizogibno – vsaj v fragmentih – razkriva, kar 
pogosto počne z neverjetnim uvidom v kriznost socialnega in globalnega trenutka, ki ga živimo. To pa 
je pravzaprav vselej temeljni smisel slikarstva.                 Martina Vovk

1 Laura Hoptman: The Forever Now. Contemporary Painting in an Atemporal World, MoMa, New York, 2015.
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Viktor Bernik: Skica za postavitev dela Velika 
slika/ Sketch for the installation of the work Big 
painting, 2019 (foto / Photo: arhiv avtorja / artist’s 
archive)

Gašper Capuder: Brez naslova (tihožitje) / 
Untitled (Still Life), 2018, akril na platno / acrylic 
on canvas, 100x150 cm (foto / Photo: arhiv 
avtorja / artist’s archive)

Suzana Brborović: Bridge Countries – Intersection, 2018, 
akril in tuš na platnu / acrylic, ink on canvas, 140 x 280 cm

Mitja Ficko: Polnočna šola / 
Midnight School, 2012-16, olje na 
platnu / oil on canvas, 200 x 160 cm

Katja Felle: Št. 10 / No. 10, 2015, akril na 
platnu / acrylic on canvas, 170 x 220 cm

Tina Dobrajc: The Balkan Saga II, 2017, akril 
na platno / acrylic on canvas, 200 x 150 cm 
(foto / Photo: arhiv avtorice / artist’s archive)

Nina Čelhar: Hiša VIII / House VIII, 
2018, akril na platnu / acrylic on 
canvas, 160 × 145 cm 

Ksenija Čerče: Beckettovo čelo / 
Beckett’s Forehead, 240 x 190 cm, 
2011-2015, prepovedane tehnike / 
forbidden technique



construct, even when it refers to such highly subjective matters as memory, intimacy, fears or 
dreams. 

Even though a painter’s point of utterance has become so narrow and weighed down by the 
long history of the medium and the experience of its relativization (and of the relativization of 
art and its power to express anything vital), the younger generations of painters seem to per-
ceive painting as a practice with infinite possibilities of utterance, although an utterance that 
is fundamentally casual and uncommitted to anything solid or final. Recent painting is much 
more open to the world; painters treat the painting as a site in which to expose and express so-
cial dissent, the everyday, personal, and national and supranational pathologies, to retreat into 
the walled gardens of private anxieties, or cynical and frivolous frolicking in the shallows of 
emptied media images multiplied ad infinitum, images that are fascinating precisely because 
of their core characteristic of infinite randomness. At the same time, none of this prevents the 
artists from euphorically playing with such images, from finding real joy in casually transpos-
ing, borrowing, copy-pasting, sampling them and more. Used in this way, images still construct, 
in all of their minor, ephemeral, temporary formulations, works full of content, oftentimes 
funny, caustically critical, cynically distant or merely reflective, meditative, even lyrical.

Such use of found images is fundamentally related to the postmodernist art of the 1980s 
and its use of appropriation of past forms of artistic expression, styles, images, and historical 
styles. According to some writers on contemporary art,1 a minor difference nonetheless exists: 
this contemporary appropriation of images from all manner of sources is devoid of the ten-
dency to adopt past styles in the uncritical, anything-goes way of a readymade, which would 
bring into the new constellation of a painting the baggage of the image’s original meaning(s), 
triggering (possible) juxtapositions of conflicting meanings. Rather, it seems that images 
are treated as appropriated out of some notion of an endless collective imagery, in which all 

Vladimir Leben z / with Ercigoj Art: 
Plešoči medvedi / Dancing Bears, 2018, 
instalacija / installation, detajl / detail (foto / 
Photo: Ercigoj Art)

Staš Kleindienst: Zmagoslavje teme /
The Triumph of Darkness, 2017, olje na
platnu / oil on canvas, 120 x 130 cm

Iva Tratnik: Totalitarizem sezone  
parjenja / Mating Season Totalitarianism, 
2014, olje na platno / oil on canvas,  
210 x 194 cm

Ana Sluga: Triptih I / Triptych 
I, 2016, akril, pršilo na platnu / 
acrylic, spray on canvas,  
150 × 120 cm (foto / Photo: arhiv 
avtorice / artist’s archive)

Arjan Pregl: iz serije Karneval / from 
the Carnival series, 2018, olje na platnu / 
oil on canvas, 120 x 100 cm 

Maruša Šuštar: Igra nezavedajočih se (Rdeča 
lunina preproga) / Game of the Unaware (Red Moon 
Carpet), 2013, olje na platno / oil on canvas,  
160 x 190 cm

Miha Štrukelj: Nakupovalna četrt / 
Shopping District, 2016, akril, tuš, oglje, 
svinčnik, krep papir na platnu / acrylic, 
ink, charcoal, pencil, crêpe paper on 
canvas, 300 x 225 cm

Marko Zorović: Pièces de clavecin, 2015, akril 
na platnu / acrylic on canvas, 130 x 160 cm 

Joni Zakonjšek: Beli veter / White Wind, Velika sela, 
jesen 2013 – poletje 2017 / Fall 2013 – Summer 2017, 
olje na platnu / oil on canvas, 132 x 230cm

Mito Gegič: 4_35 AM, 2015, akril, 
samolepilni trak na platnu / acrylic, duct 
tape on canvas, 180 x 165 cm (foto /  
Photo: arhiv avtorja / artist’s archive)

Uroš Potočnik: Delavca / Workers, 2014, akril na 
platnu / acrylic on canvas, 165 x 226 cm, 
Moderna galerija

Adrijan Praznik: The Final 
Frontier, 2014, digitalni kolaž, 
transfer in akril na platnu / digital 
collage, transfer, acrylic on canvas, 
250 x 170 cm (foto / Photo: arhiv 
avtorja / artist’s archive)

Sašo Vrabič: Dajem se za vas / I Will Be 
Given up for You, 2016-17, olje, papir, tuš na 
platnu / oil, paper, ink on canvas, 
60 cm x 70 cm

TIME WITHOUT INNOCENCE RECENT PAINTING IN SLOVENIA
What is the status of painting today? The question serves as the point of departure for an 
exhibition of the recent production of the younger generations of painters in Slovenia, i.e. 
artists born in the 1970s and 1980s who entered the art scene in the late 1990s or at the turn 
of the millennium. The moment these artists entered the institutional space of art is not 
without significance; both in Slovenia and globally, the 1990s were an extremely productive 
and in many ways new, watershed era, a time of general awareness that past art models and 
their interpretations were over. The phenomenon of the expanded field of art emerged in the 
1990s and brought to the fore non-autonomous artistic practices, positions and media, from 
art in the social sphere to models of participatory art and various forms of relational art, hybrid 
practices coalescing biotechnology, cybernetics, AI and art, and pioneering works in internet 
art. This predominance of contemporary art put painting as a medium in a difficult, defensive 
position; once again, as so many times before since cubism and the historical avant-gardes, it 
seemed pushed into the background and put to the test.

In the face of the shifts and changes that occurred in art over the 20th century, painting as an 
eminently traditional medium ran up against all conceivable boundaries, and also managed 
to transcend them all, moving into physical or social space. The strongest and long-prevalent 
paradigm of modernist art had limited painting to explorations of the medium and to be-
ing self-referential. In this narrow field modernist painting saw countless realizations, most 
extremely so in abstract painting, which became the holy grail of the modernist experience of 
painterly thought and practice. Following that, painting transcended its (physical and sym-
bolic) frame in numerous ways, entering both the physical and social space. Finally, in the late 
20th century, visuality prevailed in all spheres of life, public, social, private and intimate: mass 
media used images like commodities, most effectively spectacular and attractive images that 

could easily be turned into instruments for manipulating and interpellating the spectators, 
shaping their imagination and desires, politically constituting them and affecting all of their 
choices, even the most intimate ones. The emergence of media images, literally countless and 
ubiquitous, endlessly generated and consumed, was the final stage of the “visual turn” that 
pushed painting into the background relative to the mass-media image, and at the same time 
placed it in a position where it had to face the challenge of this unprecedented profusion of 
images.

The challenge of persevering and keeping its place in the internet era proved to be very 
constructive for painting as a medium. The internet fundamentally altered not only the way in-
formation circulates and is accessed, but also our perceptions of the world, reality, mechanisms 
of power, security, privacy, authorship, property, and the commodification of every conceiv-
able thing, from health and romantic relationships to worldviews and ideas – and painting 
assumed a productive attitude to this new technology. As time has shown, interest in painting 
has not died in the era of visual culture, and neither has its production, which seems as lively 
as ever. This is likely due at least in part to the solid position paintings continue to hold as 
prestigious commodities on the international art market. While the conditions in Slovenia can-
not be compared to those on the global market, the younger generations of artists, sympto-
matically, produce paintings as though a viable art market existed also in our country. At the 
same time, the internet as an inexhaustible source and archive of visuals (as well as all other 
forms of artistic and non-artistic production) that can be accessed synchronously and largely 
non-hierarchically (even if decreasingly freely and without censorship) has essentially changed 
our reception of culture, art and their history. Never has access to any image from the archives 
of human endeavors in any area been both so simple and so unselective, which makes history 
appear as an unstructured synchronicity, and any value system a mere matter of choice.

The position of recent painting in the new millennium entails a confrontation with at least 
two basically new situations. One is the unmanageable plethora of images in all spheres of 
modern life, which forces painters to take this unprecedented inflation of images into ac-
count when conceptualizing a painting. This challenge is not really new; historically, photog-
raphy had also seemed a fatal rival to painting. What are new are the scope and the power 
of the visual in the era of visual culture, and the specific political moment of late neoliberal 
autophagy. The other new situation is the weight of the “historical memory” of painting as a 
medium; having reached and surpassed its extreme limits, especially of the celebrated tradi-
tion of European and American modernism, painting can no longer be conceived of as an 
innocent tabula rasa, a new beginning, creation ex nihilo (the entire tradition of modernism 
is based on the tyranny of the new), and neither can it be conceived as a way of expressing 
personal, intimate experiences, psychological states, empathies, not even those least specific 
in abstract images, since the presence of all these has been disclaimed in painting and art in 
general by postmodernist art with its ironic quoting and distancing from its own position of 
utterance and – in philosophy and psychoanalysis – by the notions of the subject and reality 
as being fundamentally constructed.

The status of painting in the new millennium no longer affords us the innocence of perceiv-
ing or conceiving of a painting as a vacant, blank site devoid of memory or history, or the 
innocence that would allow retreating into the safe haven of the autonomy of an artwork. 
After the experience of modernist abstraction, it is no longer possible to paint an abstract 
work without some basic awareness of its history, without knowing that every monochro-
matic painting is the heir of some other, already existing decision. Nor is it possible – after 
it has been recognized that a subject is a construction of an ideological system – to harbor 
the illusion that such a painting can authentically convey a truth that is more than merely a 

images exist in a horizontal equality, like on the internet, and are available for use, while (art) 
style signifiers, such as gestures, languages and strategies, become motifs of the works of art, 
in addition to other motifs deriving from reality, autobiography, other arts or periods, history, 
nature; in short, anything. Images can be used to convey anything, and their original mean-
ing is unimportant or even completely ignored; all worlds, virtual and real, history and the 
present, mass media, art history, Instagram and personal memories – everything is an infinite 
reservoir of images in which the status of an image is equal to that of everything else, includ-
ing reality itself and its fundamental unsolidity and inconsistency. It seems that nothing solid 
or certain can be said about contemporary reality even in painting, that there is no artistic 
statement that could encompass any reality with any claim of universality. There are as many 
realities (and styles) as there are artistic statements. The incredible polyphony of artistic state-
ments found in recent painting in Slovenia indicates that our (political, social, personal) reality 
no longer has a solid core; there is not even a minimum consensus about a common value 
system (let alone a prevalent art style). Zygmunt Bauman calls such reality fluid, but this fluid 
flow between identities, roles, relations, and beliefs contains something dramatically baseless.

Of course, none of this means that painting today is irrelevant, even if it can no longer be 
measured by some universal standard; on the contrary, it is always authentic to the point that 
it manages to present in its language, which has become the legitimate language of expres-
sion by appropriating and taming all images, the relations and constellations of contempo-
raneity in such a way that it inevitably exposes it − even if only in fragments – often with an 
incredible insight into the depths of the social and global crises of our time. And this, after all, 
has always been the essential purpose of painting.            

Martina Vovk

Uroš Weinberger: Air One Ground Zero, 2018, 
olje na platnu / oil on canvas, 204 x 272 cm 
(foto / Photo: arhiv avtorja / artist’s archive)

Žiga Kariž: Brez naslova / Untitled, 
2014, kemični svinčnik na papriju /  
ball-point pen on paper,  
20,4 x 14,5 cm

1 Laura Hoptman: The Forever Now. Contemporary Painting in an Atemporal World, MoMa, New York, 2015.
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