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Praznine in crvine

Aktualna razstava akademskega slikar-
ja Roberta Lozarja obravnava vprasanje
gledalCeve vizualne percepcije, ene od
temeljnih tem v likovni umetnosti, ki od-
pira razmislek o vlogi slikarskega dela.
To za Lozarja ni le ploskev z haneseni-
mi barvami, ampak polje, ki navidezno
ustvarja prostor. Prostor v slikovhem
polju je namre¢ povezovalna toc¢ka Lo-
zarjevega opusa, razpetega med ab-
straktnim in mimeti¢nim. Za tokratno
razstavo je naslikal povsem nova dela,
ki jih povezuje skupna motivika razstav-
nega prostora Galerije Krsko. Slednjega
je upodobil kot ozadje ali glavni motiv
svojih slik in ustvaril iluzijo podvajanja
prostora. Z vkljucitvijo kiparskih in sli-
karskih del ter praznih platen v slikov-
no kompozicijo je prenesel enega od
postulatov slikarske tradicije, 1j. sliko v
sliki, v sodobno likovno interpretacijo. S
podvajanjem prostora in mimeti¢nim sli-
karskim pristopom se je priblizal trompe
I'oeil u€inku, Se zlasti na tistih slikah,
kjer je format enak naravni velikosti in
kjer se je tudi postavitev slik naravnala
na galerijski prostor. Pri tem velja opo-
zoriti, da oblikovno ne prestopa meje
med realizmom in naturalizmom oz.

hiperrealizmom, znacilnim za trompe
’oeil, temveé ohranja slikovitost, saj so
razvidne poteze s Gopi¢em in nanosi
barvnih plasti.

Motiv prostora predstavlja kontinuiteto
v Lozarjevem slikarskem opusu. Ce je
v zgodnjih fantasti¢no interpretiranih
krajinah prostor gradil z vkljuGevanjem
referenc na resnicni svet, v abstraktnih
slikah pa z detajli oz. likovnimi elementi,
Ki so v kompozicijah vzpostavili prostor-
ska razmerja ter dajali vtis poglabljanja
in Sirjenja, je s prestopom v mimeti¢no
slikarstvo evklidski prostor postal re-
ferenCna toCka njegovega slikarstva.
Sprva ga je zajemal v krajinskih izsekih
ovinkov, ki so zaceli nastajati leta 2008,
nato v detajlih notranjscin s televizijski-
mi sprejemniki, ki jih je zacel slikati leta
2011, zadnjih sedem oz. Sest let pa v
interierih razstavnih prostorov. Skupna
znacilnost upodabljanja prostora je
uporaba izrezov, ko slikar zunanji pros-
tor zajame v SirSih, notranjega v oZzjih
izrezih, pri Cemer naslikanega prostora
ne zamejuje in ga ne zapira, temvec po-
nuja izhod onkraj slike, kar je razvidno
bodisi na slikah ovinkov, ki Ze v svoji
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krozni formi 0z. segmentu le-te v zavoju
nakazujejo Sirjenje izven robov slike, ko
na eni strani izginjajo v ozadje, na drugi
pa segajo h gledalcu; bodisi na slikah TV
sprejemnikov in galerijskih notranjscin,
na katerih je prostor skopo odmerjen
kot nekaksen vecji ali manjsi »okvir«
televizorjem in umetniskim delom, in
je taksni kompoziciji sugestija Sirjenja
prostora onkraj njenih robov imanentna.

Nepretrgano upodabljanje prostora v
slikarjevem opusu lahko razumemo kot
umetnikov odgovor in protiargument na
pojmovanje slike kot dvodimenzionalne
povrsine, na katero so nanesene barve,
¢emur lahko sledimo od postimpresio-
nizma in avantgardnih slikarskih tokov
naprej. lluzija prostora je namrec za Lo-
zarja konstitutivni del slike, ki jo je po
njegovem mnenju »bolje izrabiti kot pa
poskusati preganjati¢, v Cemer lahko raz-
biramo upostevanje klasi¢nih zakonito-
sti slikarstva, ki niso nikdar zamrle in so
vedno znova oZivele, Se zlasti v reakcijah
na tiste umetnostne tokove, ki so iluzijo
prostora zanikali. Eden izmed umetni-
kov, ki je opozarjal na pomen prostora
v sliki in na njegovo odpiranja navzven,
je bil Frank Stella, Cigar razmisljanje je
bilo za Lozarja navdihujoce. Stella je
opozarjal, da bi morala slika vkljucevati
tako prostor gledalca kot ustvarjalca in
doseci ucinek, da se slikovni prostor Siri
v gledalCevega in da ne bi smela zbuja-
ti vtisa, da se prostorska izkusnja slike
zaklju€uje na njenih robovih oz. da je
zaprta vanjo; svojo misel sklene z bese-

dami, da je nuja po ustvarjanju slikovne-
ga prostora, ki je zmozen raztopiti rob in
povrsino ploskve, breme, s katerim se
je moderno slikarstvo rodilo. Kar Stella
imenuje »breme, je v Lozarjevem slikar-
stvu naslo svoj primat, in sicer je bilo
zaznavno ze v abstraktnih delih, zlasti
pa v poznejsih, v katerih mu je mimeticni
pristop, ki ga je sprva gojil le v detajlih,
nato v celi kompoziciji, v polnosti omo-
gocil uresniciti zamisel o iluziji tridimen-
zionalnega v sliki.

Motivika slike v sliki, ki jo Lozar poveze s
prenosom galerijskega prostora v sliko,
je v njegovem slikarstvu prisotna zadnjih
sedem let, njeno predhodnico predsta-
vljajo upodobitve TV zaslonov. Nadgradi
jo tako, da v tovrstne kompozicije vklju-
¢uje namisljene abstraktne slike in ki-
parska dela ter prazna platna, v€asih Se
svoj avtoportret. Fiktivna Kiparska dela
bi lahko opisali kot objekte slikarskega
znacaja, saj jih tvorijo kompozicije kon-
trastnih barv in potez, pri Gemer zbujajo
asociacije na dela Franka Stelle. Spod-
buda zanje so bile slikarjeve sanje iz pre-
teklosti, ko se mu je sanjalo, da iz tube
iztiska barvo v prostor in da se ta strdi
v kip. S tem motivom sovpada zacetek
upodabljanja galerijskega prostora v nje-
govem opusu. Motiv praznih slikarskih
platen v sliki kontrastira ostalim delom,
saj prazno platno lahko pomeni sliko v
njenem izvornem stanju, ko kot prazna
povrSina ¢aka na svoje udejanjenje, ali
pa, da morda nikoli ne bo postalo slika
in je Ze samo po sebi dovolj pricevalno.



V razstavo je umetnik vkljucil tudi prava
neposlikana platna in slike z abstraktno
vsebino ter dodatno stimuliral gledalCe-
VO percepcijo, ko se je poigral s preha-
janjem med realnim in imaginarnim
prostorom.

NajnovejSe slike so nastajale z mislijo na
razgibano barocno notranjs¢ino Galeri-
je Krsko. Umetnik je nekdanji sakralni
prostor s pilastri, zidci, valovito steno,
kamnitim tlakom in mehko svetlobo
upodobil na dva nacina: kot samostojen
motiv, ko je v sliko prenesel detajl arhi-
tekturnega ambienta, ali pa kot ozadje,
pred katero je umestil umetniSka dela
0z. neposlikana platna. Na ta nacin je
ustvaril svojevrstno site-specific delo, ki
je v sebi zaokroZeno vsebinsko z motivi-
ko galerijskega prostora, v katerem so
slike postavljene na ogled, in oblikovno z
umestitvijo slik na tista mesta v galeriji,
ki so upodobljena na njih, pri ¢emer je
dopuscena tudi doloGena mera svobode,
kajti slikar ni nameraval ustvariti popol-
nih posnetkov resnicnosti, ki bi utegnili
delovati suhoparno, ampak je ciljal na
Zivahen odziv gledalCevega pogleda, kot
tudi na ucinek presenecenja gledalca. S
prenosom motiva razstavis€a na imagi-
narni nivo slike je prostor v sliki podvojil
oz. podaljSal realnega. Slednje lahko po-
vezemo z znanim vizualnim uc¢inkom, ki
je v mladosti fasciniral tudi slikarja, tj. s
sliko v sliki, ki se multiplicira in nadaljuje
v neskoncnost ter zbuja obcutek, da nas

bo posrkala vase. Ceprav je tovrstni ugi-
nek na Lozarjevih delih omiljen, je kljuc
branja enak, saj je bistvena gledalCeva
percepcija slike. Slednja v tem primeru
kaZe izrazito dvojni znacaj. Na eni strani
je, ¢e uposStevamo Stellovo raztapljanje
robov slike in zlivanje slikovnega z gle-
daléevim prostorom, mozZen obdutek,
da v sliko vstopamo ne le s pogledom,
temvec s celim telesom in zaznamo njen
prostor in vse, kar je postavljeno vanj,
v vseobsegajoci dimenziji. Vstopamo v
drugo, vzporedno resnic¢nost, v kateri je
moznost realizacije neskon¢na, kar je
osvobajajoce in navdusujoCe spozna-
nje. Po drugi strani pa, ¢e upoStevamo
pojmovanje slikovnega prostora po Mi-
lanu Butini kot zgolj vizualne kategorije,
»membrane med stvarnim in moznim,
med dejanskim in potencialnim¢, lahko
ob tako interpretiranem motivu slike v
sliki zaznamo distanco: naso pozornost
pritegne umetnisko delo, ki je naslikano
in ne to, ki je razstavljeno, saj slednje
deluje prej vmesnik med gledalcem
in naslikano umetnino kot pa cilj gle-
dalCevega gledanja. Zaradi naslikanega
prostora dobimo obcutek, da predmet
upodobitve, tj. upodobljeno sliko ali ki-
parsko delo, gledamo posredno, kot da
je oddaljeno od nas. Nastaja parado-
ksalna situacija, ko se pred gledalcem
na slikah odvija vzporedna razstava v
vzporedni resni¢nosti in namesto, da bi
neposredno doZivel umetnino, se zdi, da
mu je ta izkuSnja odvzeta.

V prestavitvi razstave v slikovni prostor
lahko prepoznamo tudi kanéek humor-
ja, s katerim nas slikar pospremi po poti
preizkuSanja nase percepcije, ko nas
po eni strani vabi, da vstopimo v sliko,
po drugi pa nam jo odmika v obmocje
obljube netesa moznega. Tako na pre-
finjen nacin naglasa pomen percepcije,
ko prepusca gledalcu in njegovi sposob-
nosti vzivetja v sliko, kako bo dozivel
razstavo.

mag. Andreja Rakovec, kustosinja

Viri in literatura: pogovor z Robertom Lozarjem; Frank Stella: Working Space,
Cambridge, London, 1986; Tomaz Brejc: Likovna zbirka Factor banke, Ljubljana
2000; Jozef Muhovic: Leksikon likovne teorije, Celje, Ljubljana 2015; Robert Lozar.
Slike, pregledna razstava. Galerija Kambic, 29. september-31. december 2017,
Metlika 2017 (intervju z umetnikom zapisal Iztok Premrov).
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Voids and Wormholes

The current exhibition by the acade-
my-trained painter Robert Lozar ad-
dresses the issue of the viewer’s visual
perception, one of the fundamental
subjects in fine art, which opens up the
reflection on the role of painting. For Lo-
zar, this is not just a surface plane with
applications of paint, but a field that
seemingly creates a space. The space in
the pictorial field is the connecting point
of Lozar’s oeuvre, stretched between
the abstract and the mimetic. For this
exhibition, he painted completely new
works, which are interconnected by the
common motif of the KrSko Gallery ex-
hibition. He has depicted the latter as
the background or the main motif of his
paintings, creating the illusion of dupli-
cating the space. By including sculptur-
al and painterly works, as well as blank
canvases in the pictorial composition,
he has transferred one of the postulates
of the painting tradition, i.e. the paint-
ing in the painting, into contemporary
artistic interpretation. Through the du-
plication of the space and the mimetic
painting approach, he has drawn close
to the trompe [l'oeil effect, especially
in those paintings where the format

equals life-size and where the set-up
of the paintings has also been aligned
with the gallery space. It should be not-
ed that formally he does not cross the
line between realism and naturalism or
rather hyperrealism, which is charac-
teristic for trompe Il'oeil, but retains a
picturesque quality since brush strokes
and the applications of the paint layers
remain evident.

The motif of space represents a con-
tinuity in Lozar’s oeuvre. If he built up
the space in his early fantastically in-
terpreted landscapes by including ref-
erences to the real world, and in his
abstract paintings with details or picto-
rial elements that established spatial
relations in the compositions and gave
the impression of depth and expansion,
then the Euclidean space has become
the reference point of his painting with
the transition to mimetic painting. Ini-
tially he captured this in landscape sec-
tions of bends in the road which began
to be produced in 2008, then in the
details of interiors with television sets
that he began painting in 2011, and in
the interiors of exhibition spaces of the



recent six or seven years. A common
feature in depicting the space is the
use of cut-out sections, as the painter
captures the outer space in a wider sec-
tion, and the inner space in a narrower
section, without restricting and closing
off the depicted space, but offering an
exit beyond the painting, which can be
seen both in the paintings of the bends,
whose circular forms or segments are
indicative of the latter, extending be-
yond the edges of the painting, as they
disappear into the background on one
side and reach to the viewer on the oth-
er; and in the paintings of the TV sets
and gallery interiors, where the space is
sparsely sectioned like a kind of big or
small “frame” to the televisions and art-
works, with the suggestion of the space
expanding beyond the edges being im-
manent to these compositions.

The continuous depiction of space in
the painter’s oeuvre can be understood
as the artist’s response and counter-ar-
gument to the notion of the painting as
a two-dimensional surface onto which
paint is applied, which can be traced to
post-impressionism and the avant-garde
painting trends. For Lozar, the illusion of
space is a constitutive part of the paint-
ing, which in his opinion is “better to ex-
ploit than to try to persecute”, in which
an observance of the classical laws of
painting can be noted that have nev-
er died out and were revived over and
over again, especially in the reactions
of those artistic currents that denied

the illusion of space. One of the artists
who drew attention to the importance
of space in painting and to its opening
outwards was Frank Stella, whose think-
ing has been a source of inspiration to
Lozar. Stella pointed out that painting
should include both the viewer’'s and
the artist’s space and should achieve
the effect that the pictorial space ex-
pands into the viewer’s space, without
giving the impression that the spatial
experience of the painting ends at its
edges, it is rather enclosed by it. He
concludes his thought with the words
that the necessity of creating a pictori-
al space capable of dissolving the edge
and surface of the plane is the burden
with which modern painting was born.
What Stella calls “burden” has found
its primacy in Lozar’s painting and
was already noticeable in his abstract
works, especially in the later ones, in
which the mimetic approach, which he
first cultivated only in detail, and later
in the composition as a whole, fully en-
abled the realisation of the idea of the
illusion of the three-dimensional within
the painting.

The motif of the painting in the painting,
which Lozar connects with the transfer
of the gallery space into the painting,
has been present in his painting for
the last seven years, its predecessor
being the depictions of TV screens.
He upgrades it by including imaginary
abstract paintings and sculptures as
well as blank canvases, sometimes

even his own self-portrait, into such
compositions. The fictional sculptural
works could be described as objects of
a painterly nature, as they are formed by
the compositions of contrasting colours
and strokes, evoking associations to
the works of Frank Stella. The impetus
for them came from the painter’s past
dream when he dreamed that he was
squeezing paint out of a tube into space
and this solidified into a statue. This mo-
tif coincides with the beginning of his
depictions of the gallery space in his
oeuvre. The motif of blank canvases in
painting contrasts with the other works,
since a blank canvas can represent a
painting in its original state awaiting
its realisation as an empty surface, or
may mean that it will never become a
painting and is in itself sufficiently testi-
monial. The artist has also included real
unpainted canvases and paintings with
abstract subject matter in the exhibi-
tion, and further stimulated the viewer’s
perception as he toyed with the transi-
tion between real and imaginary space.

The latest paintings have been created
with the dynamic Baroque interior of
Krsko Gallery in mind. The artist has
depicted the former sacral space with
pilasters, cornices, curved walls, stone
floor and soft light in two ways: as an in-
dependent motif, when he transferred a
detail of the architectural ambience into
the painting, or as a background in front
of which he placed the artworks, the un-
painted canvases. In this way, he has

created a unique site-specific piece that
rounds off, in terms of content with the
motif of the gallery space in which the
paintings are displayed, and in terms of
form, with the placement of the paint-
ings in those spots in the gallery that
correspond to their depictions, albeit al-
lowing for a certain degree of freedom,
since it was not the painter’s intention
to create perfect shots of reality that
may appear dull, but he aimed at the
lively response of the viewer’'s gaze as
well as the effect of surprising the view-
er. By transferring the motif of the exhi-
bition to the imaginary level of the paint-
ing, the space in the painting has been
doubled or extended into the real space
by the painter. The latter can be tied to
the well-known visual effect, which fas-
cinated the painter in his youth, i.e. the
image within the image that multiplies
and continues to infinity and awakens
the feeling that it will suck us inwards.
Even though this kind of effect is allevi-
ated in Lozar’s works, the key to reading
is the same, as the viewer’s perception
of the painting is essential. The latter
displays a distinctly dual character in
this case. On the one hand, if we con-
sider Stella’s dissolving of the edges of
the painting and merging of the space
of the painting with that of the viewer, it
is possible to get the feeling of entering
the painting not only with the gaze but
with the entire body and we perceive its
space and everything placed in it in an
all-encompassing dimension. We enter
another, parallel reality, in which the
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possibility of realisation is infinite, which
is a liberating and inspiring insight. On
the other hand, however, if we consider
Milan Butina’s conception of the picto-
rial space as a purely visual category,
“a membrane between the real and the
possible, between the actual and the
potential”, we can perceive distance
in such an interpreted painting within
a painting: our attention is attracted by
the artwork that is painted and not that
which is exhibited since the latter acts
more as an interface between the view-
er and the painted artwork than as the
goal of the viewer’'s viewing. Because
of the painted space, we get the feel-
ing that we are looking at the object of
depiction, i.e. the depicted painting or
sculptural work indirectly, as if it were
far removed from us. A paradoxical sit-
uation arises when a parallel exhibition

Andreja Rakovec, MSc, curator

in parallel reality takes place in front of
the viewer in the paintings, and instead
of directly experiencing the artwork, this
experience seems to be taken away
from him.

In transferring the exhibition into the
pictorial space, we can also recognise
a hint of humour with which the painter
accompanies us on the path of testing
our perception, when, on the one hand,
he invites us to enter the painting, and
on the other, moves it away from us
into the realm of the promise of some-
thing possible. Thus, he accentuates
the importance of perception in a so-
phisticated manner, as he leaves how
the exhibition is experienced up to the
viewer and his ability to empathise with
the painting.

Sources and literature: interview with Robert Lozar; Frank Stella: Working Space,
Cambridge, London, 1986; Tomaz Brejc: Likovna zbirka Factor banke, Ljubljana
2000; Jozef Muhovic: Leksikon likovne teorije, Celje, Ljiubljana 2015; Robert Lozar.
Slike, pregledna razstava. Galerija Kambic, 29. september-31. december 2017,
Metlika 2017 (interview with the artist written by Iztok Premrov).






Robert Lozar

(1967, Novo mesto), je leta 1993 di-
plomiral pri prof. Metki KraSovec na
Akademiji za likovno umetnost in obli-
kovanje v Ljubljani. Med leti 1995 in
2000 je bil odgovorni urednik revije Li-
kovne besede. Od leta 1994 ima status
samozaposlenega na podroGju kulture.
Razstavljal je na Stevilnih samostojnih
in skupinskih razstavah doma in v tuji-
ni. Je ¢lan Drustva likovnih umetnikov
Dolenjske in Zveze drustev slovenskih
likovnih umetnikov. Zivi in dela v Buto-
raju, v Beli Krajini.

Mag. Andreja Rakovec

(1980, Kranj) je leta 2008 zakljudila
podiplomski Studij s podro¢ja umetno-
sti novega veka na Oddelku za umetno-
stno zgodovino na Filozofski fakulteti
v Ljubljani. Kot kustosinja je delala v
Umetnostni galeriji Maribor, od leta
2014 deluje samostojno kot samozapo-
slena v kulturi — kuratorka. Zaposlena
je na ZRC SAZU. Pripravlja razstave so-
dobne likovne umetnosti in fotografije.
Podrocje njenih raziskav obsega floren-
tinsko renesanc¢no slikarstvo, kiparstvo
v javnem prostoru, proucevanje sakral-
ne umetnostne dediscine ter umetnosti
20. in 21. stoletja. Je avtorica ve¢ znan-
stvenih in strokovnih objav.

Robert Lozar (1967, Novo mesto) gra-
duated in the class of prof. Metka Kra-
Sovec at the Academy of Fine Arts in
Ljubljana in 1993. He was editor-in-chi-
ef of Likovne beside (Art Words) magazi-
ne from 1995 to 2000. He has held the
status of self-employed professional in
culture since 1994. He has taken part
in many solo and group exhibitions in
Slovenia and abroad. He is a member
of DLUD and ZDSLU. He lives and works
in Butoraj in Bela Krajina.

Andreja Rakovec, MSc (1980, Kranj)
completed her postgraduate studies in
the field of art of the Modern Period in the
Department of Art History at the Faculty
of Arts in Ljubljana in 2008. She worked
as a curator at the Maribor Art Gallery
and has been working independently as
a self-employed professional in culture -
curator since 2014. She is employed at
ZRC SAZU. She organises exhibitions of
contemporary art and photography. Her
research interests include Florentine
Renaissance painting, sculpture in the
public space, the study of sacral art he-
ritage as well as 20th- and 21st-century
art. She is the author of several scientific
and expert publications.
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