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Even though scholarly and theoretical literature often uses the 

terms “ritual” and “ceremony” as synonyms, the differences 

become manifest when observing that ritual denotes a 

behaviour from which some magical effect is “expected”, while 

ceremony only looks like a magical effect is “expected”, yet 

what is “expected” of it is actually the customary micro-social 

particular community. If we focus on the zone of interference 

between ritual and the sphere of art, one can differentiate, 

artistic practices which indicate some prehistoric, ethnological, 

ethnical, or religious ritual,1 meta-spiritual art denotes symbolic, 

archetypal, narrative, and allegorical artworks (performances 

and ambiences among others) of post-avant-garde and 

messages, ideas, and teachings from the spiritual (esoteric, 

“meta” shows that, in the era of late modernism and early 

postmodernism, there were no direct contacts with the original 

spiritual teachings and mystical experiences; instead, an artwork 

was one of the second-degree (meta-)interpretations of the 

spiritual, a model or simulacrum of the historical and cultural 

examples of formulating spirituality and life.2 

Iako se u znanstvenoj i teorijskoj literaturi pojmovi ritual i 

ritualom

djelovanje, a  propisano ponašanje koje izgleda kao 

It is inevitable to mention in this context the representatives of 

Viennese Actionism (Wiener Aktionismus), whose rituals in the 

1960s merged the primary, expressive use of the body with 

the tradition of (German) experiments in painting, literature, and 

theatre. Since their actions (happenings and performances of 

ritual character) violated social taboos and emphasized the 

innate aggressive instincts of mankind (which the media had 

“suppressed and subdued”), they were intentionally shocking 

and involved, for example, self-mutilation and pseudo-religious 

ceremonies, animal blood and entrails, as well as all sorts of 

Mysterien-Theater/OMT), the abreactional ceremonies were 

based on Dionysian rituals, the mythology of Dionysius Zagreus, 

Athis, Oedipus, and the Bacchantes, Catholic liturgy, and 

psychoanalytical theory,3 which is why they became a means of 

liberating suppressed energies and human psyche, as well as an 
4  

emerged in the prehistoric art (characteristically impossible to 

separate from the social context in which it was created and 

which it served), which was, according to the American art 

theoretician Lucy Lippard, linked to the ritual approach to material 

culture and fertility cults.5 In that respect, the characteristic 

performances were the maternity video-rituals of Ulrike 

U članku se promatraju kategorije ritualnoga (obrednoga) 
i ezoteričnoga u opusima odabranih umjetnika/ica performansa na 
našoj sceni, sagledane u širem kontekstu svjetske performativne 
umjetničke prakse. Fokus je stavljen na radove onih umjetnika/ica koji 
među gledateljima/sudionicima pokušavaju izazvati određene reakcije, 
služeći se pritom elementima različitih vjerskih praksi, posezanjem za 
ezoterijom i paranormalnim te sadomazohističkim oblicima ritualnoga 
umjetničkog ponašanja. Analizom pojedinih performansa i akcija 
pokušava se odrediti uzrok takvog načina umjetničkog izražavanja te 
protumačiti poruke koje autori takvim izvedbama nastoje odaslati.

ritualni oblici umjetničkog ponašanja, metaspiritualna 
umjetnost, Josip Zanki, Marko Marković, Ksenija Kordić, umjetnik-
šaman, umjetnik-medij, alkemijski i ezoterijski performans, Vladimir 
Dodig–Trokut, Damir Stojnić, Petar Grimani, koncept „liječenja zemlje“, 
Vlasta Delimar, ekspresivni body art, sadomazohizam, Siniša Labrović, 
Vlatko Vincek

umjetnika i tzv. metaspiritualna umjetnost. Dok se prvo odnosi 

1 metaspiritualnom 

ambijenti) postavangarde i postmodernizma, koja nastaju 

ukazuje da u doba kasnog modernizma i rane postmoderne 

drugostupanjskih (meta)interpretacija spiritualnog, model 

ili simulakrum povijesnih i civilizacijskih primjera ritualnog 
2 

akcionizma ( ), koji su 60-ih godina prošloga 

eksperimenta. Kako su njihove akcije (hepeninzi i performansi 



ceremonije  (

Theater/OMT) Hermanna Nitscha svoje temelje pronalaze u 

dionizijskim ritualima, mitologiji Dioniza Zagreja, Atisa, Edipa i 
3 te postaju 

4  

zanimanje za prethistorijsku umjetnost (odlika koje je 

neodvojivost od društvenog konteksta u kojem je nastajala i 

Lucy Lippard, povezano s ritualnim tematizacijama matrijarhalne 

kulture i kultovima plodnosti.5

videorituali s materinstvom Ulrike Rosenbach, antropološke 

hepening Carolee Schneemann  ( , 1963.),6 te 

posebice djelovanje performerice Ane Mendiete. Spomenimo, 

primjera radi, njezin ritualni performans  (Death of 

a chicken

godina kasnije hrvatska multimedijalna umjetnica Vlasta 

 rituala 

7 

Rosenbach, the anthropological reconstructions of archaic 

 

by Carolee Schneemann (1963),6 and especially the work of 

performer Ana Mendieta. We may mention as an example her 

ritual performance Death of a Chicken (1972), in which the artist, 

naked, held a headless chicken in her hands (with blood trickling 

down her legs), since structurally similar performances, only 

lacking all religious connotations, would be made twenty years 

later by the Croatian multimedia artist Vlasta Delimar. Imitating 

the elements of Afro-Cuban 

breaking the taboo of silence around violence against women as 

a symbol of the woman-victim.7 

art performances and particular Croatian performers, among 

whom we should especially mention the meanwhile legendary 

performance Mirila

Scardavilla near Forli in Italy, in 2001, and the Croatian public 

Zagrebi! Festival (Bundek, 2008, performed at 5:30 a.m.). It was 

about a religious tradition that has died out in actual funerary 

practice, a posthumous custom from the region at the foot 

of Mount Velebit – in which the dead body was laid on stone 

slabs and “measured”. “In the beliefs of ancient Croats, mirila 
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pojedinih hrvatskih performera, od kojih je potrebno istaknuti 

Mirila

u samostanu Scardavilla kod Forlija u Italiji 2001. godine, a 

naša ga je publika imala prilike vidjeti u sklopu prvog 

religijskoj tradiciji koja je zamrla u stvarnoj funeralnoj praksi, a 

istoku i dio su kulta Sunca, s obzirom da se “pokojnik na svom 

putu ka Suncu, potpomognut kamenom uzetom mjerom, 
8 

Tetraterratron (Zagreb, 

kojeg je publika sudjelovala u obredu inicijacije tako da je 

rezanje svinjske glave, zapaljenu vatru, urlikanje i polijevanje vina 

i brašna.9            

performansom  (2003.) pokušala odvojiti od svih 

nametnutih religijskih ideja. Tako ona tijekom izvedbe ritualno 

(“measures”) were places where the shepherds’ souls rested in 

the East as a part of the Sun cult, and the “deceased, on his way 

to the Sun, supported by his measure taken in stone, liberated 

his seven veils and was ‘blessed by God’.”8 

One should also recall the ritualistic happening Tetraterratron 

and Split, in which the audience participated in an initiation 

ceremony, ritually branding the initiates, saying a prayer in Latin, 

9   

younger generation of Zagreb performers, sought to detach 

herself of all superimposed religious ideas in her performance 

called  (2003). During the performance, 

she ritually burnt the Bible (as the symbol of her social 

determination), the Qur’an (as the mark of family determination), 

and the Bhagavad Gita (which represented her own religion of 

choice), and then used the ashes, mixed with clay, to shape a 

phallus symbol.10

was burning the books, two young men were holding burning 

candles at the level of their genitals, which, according to the 

raw energy, and destructiveness. In the second part of the 

performance, while she was making the phallus, the young 

men lifted the candles to the level of their hearts, which had the 
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pali Bibliju (kao simbol svoje društvene uvjetovanosti), Kur’an 

(kao oznaku obiteljske uvjetovanosti) i Bhagavad-gîtu (koja 

pepela, pomiješanoga s glinom, oblikovala falusni simbol.10 U 

. U drugom dijelu 

razinu srca, što 

.11

od kojih su neki prisutni i u Wicca-praksi, neopoganskoj religiji 

 (

Bilder erklärt, 1965.) ili  i Amerika voli mene 

( , 1974.) – kao šaman 

meaning of raising the level of consciousness and light into the 

sphere of emotions and humanity.11 The work was permeated with 

magical symbols, some of which are known from the Wicca, a 

neo-pagan religion inspired by the pre-Christian cults of nature.  

One may say that the artist of late modernism sometimes takes on 

the role of a shaman, aware of the rational and alienated modern 

subjectivity. He or she surpasses the limitations of art in order to 

return to the primary forms of expression, to immediate experience 

and the liberated subconscious, exploring the forgotten, so-called 

“archaic” civilizations outside Europe, and trying to relive their 

How to 

 (Wie man dem toten Hasen 

die Bilder erklärt, 1965) and Coyote: I like America and America 

, 1974) – communicated as a shaman with a dead animal 

(hare, mouse) or a living one (horse, coyote), creating an ecstatic 

encounter between human and animal consciousness.12 Czech 

performer Petr Štembera has also recalled elements of shamanic 

and voodoo practices in his artworks, using ritual as a means 

of self-protection (for example, in his attempt at growing a plant 

on his arm tissue), while Polish artist Zbigniew Warpechowski 

(whereby it is important to note that his performances, close 

to shamanistic practice, express opposition to the powerful, 

dominating Catholicism in the Polish society).13  

In esoteric tradition, there is a concept of the artist-medium as 

someone who is not the original creator of his artwork, but in 

a way acting according to the dictate of some spiritual being. 

Such an artist is a sort of translator of super-sensual and 

non-linguistic messages into visual language. In conceptual 

art, telepathy is mentioned as the extreme form of immaterial 

(dematerialized) and super-sensual communication of artistic 

the ideal stage of conceptual art). Thus, for example, members 

of the Slovenian art group OHO (1966-1971) realized a series 

of artworks called 

Europe (1970), which was based on establishing telepathic 

different continents.14 

In that context, Croatian anti-artist, shaman, and mystic Vladimir 

Dodig-Trokut, often marginalized by the profession, performed 

a series of psychic actions in the period from 1971-1976, in the 

forms of interventions and conversations with people (talks 

about the possibility of applying psycho-phenomena such as 

telepathy, telekinesis, visions/precognition, mental transfer 

of images and energy, as well as writing occult or cabalistic 

messages). In that series of actions, Trokut collaborated with P. 
15

mostly performed on Peristyle in Split, where the message box 
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svijesti.12

u tkivo vlastite ruke), dok poljski umjetnik Zbigniew Warpechowski 

i animizmu (s time da je potrebno ovdje naglasiti kako njegove 

13           

umjetnosti kao krajnji oblik nematerijalne (dematerijalizirane) i 

idealni stupanj konceptualne umjetnosti). Tako su, primjerice, 

OHO (1966.–1971.) realizirali seriju radova 

pod nazivom  

(1970.), zasnovanih na uspostavljanju telepatskih odnosa (polja) 
14    

antiumjetnik, šaman i mistik Vladimir Dodig-Trokut u razdoblju 

primjene psiho-fenomena – telepatija, telekineza, vidovitost/

prekognicija, prenošenje slika i energije umom, kao i ispisivanje 

15

uglavnom ih izvode na splitskom Peristilu gdje se nalazila kutija 

za poruke,16

Trokut svojom serijom alkemijskih i ezoterijskih performansa u 

trijadu postavlja magiju, umjetnost i znanost. Tako se tijekom 

performansa  

(2002.) Trokut pojavljuje nagog tijela na koje je polijepio perje te 

kao korespondiranje s unutarnjim seksualnim libidom, susret s 

i obredno-performersko djelovanje Trokuta usmjereno je na 

predaka. Spone kojima se Trokut i u ovom performansu bavi 

pratemelja. 17  

was located,16 with the participation of casual passers-by.      

Trokut’s series of alchemic and esoteric performances created 

a triad of magic, art, and science. Thus, in his 

 (2002), he appeared 

naked, with his body covered in feathers, and sat for a while 

on a large egg. He interpreted the performance as an act of 

correspondence with his inner sexual libido, an encounter with 

his own consciousness. Trokut’s entire conceptual-artistic, anti-

museum, and ritual-performing activity has been directed at 

discovering the cultural link between the contemporary Croatian 

culture and the transnational roots of the popular, “authentic” 

culture of our ancestors. These links, which Trokut was also 

dealing with in the abovementioned performance, go all the way 
17  

Esotery is likewise the starting point of performances by Damir 

scene of Rijeka, who also performs in Istria). He often draws 

ideas for his artworks from the basic principles of theosophy 

and anthroposophy, which is also how he invented the concepts 

of anarchitecture/astralography18 and fragmentomachy.19 In the 

framework of New Scene of Rijeka/FONA 2006 programme, 

 

Heart

small benches circumscribed a small, rectangular performance 

|

VLADIMIR DODIG-TROKUT, 

TRANSFORMACIJE CRNOG U BIJELO, 2002.

|

VLADIMIR DODIG-TROKUT, 

TRANSFORMATIONS OF BLACK TO WHITE, 2002

IGNISOGRAMI, 2006.

|

IGNISOGRAMS, 2006

|
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18 

i 19 U okviru programa 

FONA

, u kojem koristi element vatre i zemlje. Tri klupice 

kozmogram srca zapalio.20

21 navodi kubansku umjetnicu Anu 

Mendietu koja je ranih 1970-ih petardama ili barutom palila svoju 

siluetu ocrtanu na zemlji, a rad nazvala Anima.22  

, 

i duhovne igre.23

dimenziju, kada je, u povodu Dana planeta Zemlje 1998. 

frekvencijama (radiovalovima). Od ostalih njegovih radova koji 

izveden na DOPUST-u 2008. godine, kada je na školskom 

poligonu slikao prizor na platnu, a zatim u sumrak poput šamana 
24        

space, in which the artist drew a heart in chalk. Then he placed 

20 As his artistic model for 

others,21 the Cuban artist Ana Mendieta, who in the early 1970s 

or gunpowder, and she called her work Anima.22  

Some actions based on an esoteric concept and performed 

at the 21st

1996, authored and initiated by the Split artist Petar Grimani, 

can mostly be reduced (according to A. Peraica) to the form of 

multi-performativity and mental game.23 In one of such actions, 

Grimani also touched upon the ecological dimension, when 

he invited people, inspired by the Day of Planet Earth in 1998, 

to engage in collective meditation, regarding the fact that the 

theme of the action was noise pollution, that is, electronic 

famous happening performed at DOPUST in 2008, which lasted 

for several hours. The artist painted a scene on canvas in a 

schoolyard, and then at twilight, like a shaman, burnt a pine tree 

while standing in a circle made of seaweed.24

earth”, which includes ritual and ambiental work at ecologically 

prirodnim, geografskim i planetarnim lokacijama. Slovenska 

i restauriranje ekološki uništenih lokacija, poput industrijskih 

s primjenom radiestezijskih tehnika na otkrivanje negativnih 

instalaciji koja se realizira postavljanjem kamenih skulptura na 
25     

, koju je inicirala 

se ostvaruje koncept „zemlja kroz umjetnost i umjetnost kroz 

zemlju“.26

threatened urban, natural, geographic, and planetary localities. 

Šempas Family) began to heal the earth in the mid-1970s, in 

a sort of ritual performance (collective meditation and dance) 

done by the commune members or other participants on the 

ecologically threatened terrain. The aim of the ritual was to 

bring into balance the spiritual energy of man, the earth and the 

of the earth (renewal and restoration of ecologically devastated 

localities, such as industrial zones or abandoned open pits) with 

of healing the earth lithopuncture, which is a set of permanent 

installations made by placing stone sculptures on acupuncture 

spots in the landscape.25     

Earth as Gea or a living organism has also been the inspiration 

of the art project , initiated in 2005 by 

S Gallery in Koprivnica). It consists of a series of ambiental 

performances and actions of Croatian and international artists, 

which take place every year in the summer months, with an 

aim of actualizing the concept of “the earth through art and art 

through the earth.”26 After her father’s death, Delimar decided to 

honour him by organizing an art project on his land dedicated to 
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zemlji, pa je uputila poziv umjetnicima i udrugama koje se 

bave ekologijom, geomantijom, energetskim sustavima te 

ilustrativno spomenimo performans iz ciklusa , 

koji je Delimar izvela na drugom susretu 2006. godine, a 

izgovaranja imena , ugazila u blato pravokutnog -

 i 

 vode koju je  okaljala 

).27                                         

umjetnika, neizostavno je navesti , koji se ustanovljuje 

kao potkategorija performansa28 u kojoj umjetnici koriste i 

(bitno je ovdje naglasiti) „zlostavljaju“ vlastito tijelo u svrhu 

tjelesne ekspresije vlastitih ideja.  nastaje u urbanom 

postindustrijskom društvu, gdje su primarne funkcije ljudskog 

ekspresivni i bihevioralni 

 – u kojemu 

tijelo umjetnika, elementarni procesi s tijelom ili ekscesni oblici 

narcizam, travestija, homoerotizam) postaju sredstvom 

.29 Osvrnimo se 

ovdje posebno na element sadomazohizma, koji se zasniva 

privilegirane terapijske ili antiterapijske, ritualne i antiritualne 

prakse.30       

Schwartzkoglera, koje je sâ
31 kao i u izvedbama Güntera 

kao „elemente“ svojih performansa, vjerovala je (kao i H. 

the earth, so she invited various artists and associations dealing 

with ecology, geomancy, energy systems, and various forms of 

spirituality. Among the many performances, one may mention 

as an illustration one from the series called , which 

Delimar enacted at the second encounter in 2006. Dressed as 

a woman from Podravina, with a recorded background of wind 

into the mud in a rectangular Zen garden and, taking her clothes 

off, wallowed in it. Referring to that performance, Suzana 

terms of dual ethical symbolism: as a positive principle, earth 

made alive by water (the positive mud of creation, 

sediment of water that has been ethically polluted by the earth 
27                                         

When analyzing the shocking, eccentric performances of 

various artists, it is inevitable to say something about body art, 

which has been established as a subcategory of performance28 

in which the artists use and “abuse” (which is essential) 

their own body in order to achieve a corporal expression of 

their ideas. Body art emerged in the post-industrial urban 

society, where the primary functions of the human body 

had been alienated and pushed to the margins of symbolic 

differential borderline between body art and performance by 

classifying body art as analytical, expressive, or behavioural, 

body art – in which the artist’s body, the elementary processes 

related to the body, or the excessive forms of behaviour (auto-

eroticism, alienation, sadism, masochism, narcissism, travesty, 

homoeroticism) become a means of expressing the artist’s 

performance.29 One may especially mention the element 

of sadomasochism, which is based on the mechanism of 

it. Sadistic and sadomasochistic forms of artistic behaviour 

are applied as transgressive acts in which a human being is 

exposed to borderline encounters with painful/pleasurable, 

forbidden/permitted, and public/private forms of behaviour, 

whereby art becomes a sort of privileged therapeutic or anti-

therapeutic, ritual or anti-ritual practice.30       

Dramatic self-expression of an artist is manifest, for examples, 

in the performances/self-mutilations of the Viennese actionist 

Rudolf Schwartzkogler, which he himself called “artistic act-like 

wracks,”31 as well as performances by Günter Brus, who cuts 

pain to herself by using razor blades or by stabbing herself. 
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Bob Flanagan izvodio je kastracijski ritual, a Paul McCarthy 

ponašanja.32

nazvanom  (1974.), izvedenom u napuljskoj galeriji 

Studio Morra, dozvolila je gledateljima da je zlostavljaju po volji 

33 

opusima nekih hrvatskih performera. U ovome je kontekstu 

koji (na drugom izdanju splitskoga DOPUST-a, 2009.) izvodi 

svoj prvi performans iz ciklusa , tijekom kojega, 

performansu iz spomenutog ciklusa (izvedenom na drugom 

vlastitog tkiva. Tom prilikom asistentica-medicinska sestra s 

34 Umjetnik 

time ujedno upozorava kako danas ljudi izjedaju sami sebe te 

propast.   

( , 

Zagreb, Dubrovnik, 2009.), tijekom kojega umjetnik u nekoliko 

rješenje problema siromaštva.35

, 

Günter Brus, a u sklopu koje je pred publikom, u dvorani za 

urin, ali i masturbirao, samoranjavao se, te na kraju zapjevao 

Vlatko Vincek, kojemu konstanta u performansima ritualnoga 
36 

pain as the “elements” of her performances, she believed (same 

as H. Nitsch) that ritualized pain had a purifying effect. Bob 

Flanagan performed a castration ritual, and Paul McCarthy 

engaged in various transgressive self-punishing forms of 

behaviour, as well as castration.32 In a similar way, in an attempt 

at understanding the ritualized pain of self-mutilation, especially 

in the form in which it has been practiced by mentally ill patients, 

as well as the lack of connectedness between the body and 

actions in Belgrade. In a performance called O (1974), 

which took place at Studio Morra in Naples, she allowed the 

spectators to torture her at their will during six hours, using 

the table for their use, whereby she explored passive aggression 

occurring between people.33 

Such eccentric performances using the body can also be 

found in the opus of some Croatian artists. In this context one 

Self-Eater took 

place at the second DOPUST event in Split (2009). With the 

help of a medical assistant, he drank his own blood through 

a tube leading to his vein, looking straight at the audience. In 

the second performance from this series (which took place at 

his own tissue. On that occasion, the medical assistant cut 

placed it on a white plate, and the artist reached for a fork and a 

knife in order to eat it. With this performance, the artist directly 

countered the cynicism of all authority structures (no/culture) in 

out of people with its self-cannibalistic strategies of survival.”34 

At the same time, the artist warned that people nowadays eat 

themselves, thereby creating material and spiritual legacy that is 

doomed to perish.   

An analogous idea can be observed in the performance 

Dubrovnik, 2009), during which the artist urinated several times 

and drank his own urine. In this way, he presented the body 

the problem of poverty.35 It is evident that his performance was 

structurally reminiscent of the action called Art and Revolution 

(Kunst und Revolution), performed back in 1968 by the Viennese 

actionist Günter Brus. In front of the audience, in a lecture hall 

at the Vienna University, he urinated and drank his own urine, 

but he also masturbated, wounded himself, and eventually sang 

the Austrian anthem (after which he was accused for degrading 

state symbols). 
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Nationalgerichte

preparirane fetuse u menzuri te rukopise poznatih osoba iz 

Sve je to, zajedno sa vlastitom krvlju, koju u ritualnom 

svojevrsne 37 Taj 

kulturno-povijesnog konteksta u kojem je kao mladi autor 
38

performansa, kojom umjetnik tematizira smrt – strah – tjeskobu 

U performansu 

mješavine krvi i mlijeka).39     

Stoga performans i slovi kao „umjetnost bunta, ekstremizma, 

interakcije i reakcije“.40 Performans umjetnici ne daju ništa 

drugo osim sebe samog. Ritualno-obrednim te ezoterijskim 

41 Likovna 

su vladale našom civilizacijom navelo ih je da se okrenu 

vjerovanja“.42

umjetnosti prestao vezivati uz discipline i vrednote napretka, 

arhaizama koje discipline napretka nisu uspjele ugušiti.43 U 

Vlatko Vincek, for whom animal entrails have become a 

permanent element in performances of ritual character,36 has 

also been using his own blood, obtained by self-mutilation. For 

his four-year performance National Kitchen – Nationalgerichte 

(1984-1988) he collected animal carcases, preserved foetuses 

packed all that, along with his own blood, which he extracted 

from his head in self-mutilation, into animal guts, thus creating 
37 

of drawing attention to the cultural and historical context in 

which he searches for his identity as a young artist.38 One 

should also mention his unusual trilogy of performances in 

which he discussed death – fear – anxiety by using essential 

Lac

performance, which consisted in mixing blood from the artist’s 

head (which he obtained by cutting his forehead) with milk. As 

his inspiration, the artist has mentioned the ritual self-wounding 

of boys from the African tribe of Maasai in the initiation ritual 

through which they enter the world of grown-up men (cutting 

their own forehead and drinking a mixture of blood and milk).39 

has always been their content, but also their cultural relevance 

and the impact they have on the audience and the society at 

large. It is for this reason that performance is known as “the 

art of rebellion and extremism, interaction and reaction.”40 

The performing artists offer nothing else but themselves in 

the process. Rituals and ceremonies, as well as esoteric 

and alchemic connotations are used by a number of artists-

performers, whose artwork thereby become, according to 

RoseLee Goldberg, more emotional and more expressionistic.41 

Art critic Catherine Millet has stated that “a large number 

of modern and contemporary artists, who feel that mere 

adjustment to the world may lead to sclerotic change, have 

developed an interest in a hidden reality. These artists have 

reached for para-religious teachings in a counter-positivistic 

manner. Abandoning the great religions that used to dominate 

our civilization has led them towards their marginal, dissenting 

offshoots, or towards reviving ancient beliefs.”42 Millet has 

concluded that a part of contemporary art can no longer relate 

to the disciplines and values of progress in order to show the 

vestiges of perennial archaisms in man, which the disciplines 

of progress could not suppress.43 It is in this context, therefore, 

that it may be possible (or even necessary) to view the artistic 
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17 Trokutov performance u Balama 2002 g., http://new-entries.blogspot.
com/2005_05_01_archive.html (travanj-lipanj, 2010.)  
18 Ujedinjujući u svom likovnom izrazu antropološke ideje i vizualizacije 
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„istarski pentagram“. Damir Stojnić izlaže u Lamparni: Anarhitektura 
- Astralogra#je, 2008., http://www.labin.com/web/vijest.asp?id=4722, 
travanj-lipanj, 2010. 
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domino-madeži na tijelu, kao oblik senzibiliziranja samog sebe za osjećaj 
povezanosti sa čitavim univerzumom. Damir Stojnić, „Performansi vatre 
& Animalkemija“ (razgovarala Suzana Marjanić), Zarez, 181, 1. lipnja 
2006., 33.
20 Suzana Marjanić, „Ispitivanje ne/pripadnosti“, Zarez, 177, 6. travnja 
2006., http://www.zarez.hr/177/kazaliste2.htm (travanj-lipanj, 2010.)
21 Kao izvor inspiracije navodi i Antropometrije Yvesa Kleina iz 1960-ih 
godina, u kojima je Klein siluete svojih modela iscrtavao para$nom na 
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Hirošimu i Nagasaki gdje su se na zidove kuća “preslikale” siluete ljudi i 
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su ljudi spontano palili, podsjećale su ga na određene simbole, pa ih je 
nazvao ignisogrami. Stojnić, bilj. 19, 32.  
22 Stojnić, bilj. 19, 32. Napomenimo kako svojom serijom radova Silueta 
(1973.–1980.) A. Mendieta spaja land art i body art, koristeći često svoje 
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i (u širem smislu) s Majkom Zemljom ($gurom Velike božice). Priroda 
joj pritom služi i kao medij i kao „platno“ te ona svojim tijelom oblikuje 
siluete u travi ili pijesku, a neke čak i pali.       
23 Petar Grimani, „Stvaranje otvorene rampe“ (razgovarala Suzana 
Marjanić), Zarez, 227, 20. ožujka 2008., http://www.zarez.hr/227/
kazaliste1.html (travanj-lipanj, 2010.)  
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