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Predrag Neskovié, slikar, roden 13. sep-
tembra 1938. godine u Bijeloj (Crna Gora).
Zavriio Akademiju za primenjenu umetnost u
Beogradu u klasi profesora Mihaila S. Petro-
va 1965. godine. Studijska putovanja: Italija,
Francuska, Nemaéka, Engleska.

ADRESA

Atelje: Staro sajmidte 28,
325 643
Stan: Albanske spomenice 19/62, Beograd,

tel. 761 237

Beograd, tel.

NAGRADE

1965. Nagrada na izlozbi Anale u Rovinju

1966. | nagrada za slikarstvo na IV bijenalu
mladih na Rijeci

1968, Nagrada Radio televizije Beograd

SAMOSTALNE 1ZLOZBE

1960. Trebinje, Dom JNA
1965. Rovinj, Gradski muzej
Beograd, Galerija Graficki kolektiv
1966. Beograd, Atelje 212
1967. Beograd, Salon Muzeja
umetnosti
Novi Sad, Radnicki univerzitet
Ljubljana, Mestna galerija
1970. Novi Beograd, Radniéki univerzitet
1973. Beograd, Galerija Kulturnog centra
Sombor, Galerija Likovne jeseni
1974. Odzaci, Fabrika »Poljostroj«
London, Grabowsky gallery
Zagreb, Galerija Forum

savremene

1978. Beograd, Salon Muzeja savremene
umetnosti
Zrenjanin, Savremena galerija UK —

Ecka
VAZNIJE GRUPNE IZLOZBE

1958. Beograd, Miadi i likovno stvaralastvo
1963, Bruklin, XXVII bijenale akvarela
1964. Rovinj, Anale
1966. Rijeka, IV bijenale mladih
Beograd, VIl Oktobarski salon
1967. London, Grabowsky Gallery,
Cetiri slikara galerije Grabowsky
Beograd, ili trijenale
1968. Beograd. [X Oktobarski salon
London, Grabowsky Gallery,
Stota izlozba galerije
1969, Paris, Bijenale mladih
Kairo, Mlada jugoslovenska umetnost
Slovenj Gradec, Mir, huamnost i pri-
jateljstvo
Rijeka, Bijenale mladih
Bolzano, Il bijenale di Bolzano
Subotica, Likovni susret
1970. Beograd, IV jugoslovenski trijenale
Frankfurt, Galerija 66, Internacionalna
minijatura
Cacak, VI memorijal Nadezde Petrovic
Ljubjana, Sodobna srbska umetnost
Ni§, »Sicevo Tl«
Rijeka, VI bijenale mladih
Rim, Palazzo delle esposizioni,
gradska figuracija
Trsi¢, Vukov sabor, Operacija 30 slova
Nju Delhi, Trijenale

1971,

Beo-

1972. Brno — Prag, Savremeno jugosloven-
sko slikarstve
Skoplje, Sovremena srpska umetnost
1974. Oslo, Savremena jugoslovenska umet

nost
Frankfurt, Savremena jugoslovenska
umetnost

1975. Slovenj Gradec, Mir, humanost i prija-
teljstvo

1977. Beograd, V beogradski trijenale jugo-
slovenske likovne umetnosti

Mrzim poznate i priznate umetnike. Mislim
da Pikasa, Mura, Dibiféea, Rene Magrita...
zato §to je svet isuviSe spreman da ih prati,
zaboravljajuéi da delo traje u jednom veoma
kratkom vremenskom periodu. Prateci njih ne
primecuju zacetke nekih buduéih sjajnih dela
koja ¢e takode da traju u jednom veoma krat-
kom vremenskom periodu.

Ponekad se otkrije nedto Sto li¢i na ve¢ pos-
tojece, ali u petnaestoj varijanti. Onda se to
odobri kao NOVO.

Dozivljavam veliki strah prilikom zavrdetka
slike i dosta vremena prode dok pristanem na
ono 5to sam postigao.

Koliko vam jo§ treba vremena da bih vas ube-
dio da prihvatite moje ideje i dela?

Vecéina ljudi i slikara hoée da bude ono &to
nisu, a ne ono sto jesu.

Neki ljudi su zapanjeni izgledom mojih novih
slika, kao da to nisam ja napravio; drugi,
opet, istina retki, pristaju na njih ... a to me
tek Gudi!

Za jedne slikare kazem: postoje, cenim; za
druge: postoje, ne cenim.

Kad osetim da potkradam sebe to je znak da
treba poci sa suprotne strane.

Izlozbe koje posecujem iskljugivo mi pokazu-
ju kako ja ne treba da radim i za mene su
poucne.

Nigta ne objasnjavam; ja pokazujem! Ne za-
nimaju me ljudi koji mi ne veruju.

Ne Zelim da mi kazete da sam slikar. Hocu
da pristanete na moje delo i na moj predlog.

Sumnjam u tuda dela kao i u svoja, s tim da
ponekad poverujem da sam na dobrom putu
kad gledam stare slike.

Stragne su moderne slike radene klasiénim
sredstvima.

Ako hocete prihvatite ovo sto vam nudim;
ako ne — ostanite tamo gde ste!

Osudujem mlade koji poginju onim Gime zavr-
Savaju stariji.

Kad mi neko kaze za neku sliku: »Nije loSe«,
ja kazem: »Ne znam 5ta je dobros«,

Za sve maguce slike koje iz mojih slika izla-
ze u svesti gledaoca, zadriavam pravo za
sebe.

Nisam za namernu, masovnu komunikaciju
umetnickih dela. Ostaje princip: atelje — de-
lo — galerija — kolekcija — muzej!

Volim kada slikam da to radim vie iz nezna-
nja, nego iz znanja.

Meni uop$te nije vazno $ta je na slici. Vai-
no je da neko pristane na tu ideju.

Ostajem pri onome Sto je u meni, sto me
produzava, a ne pri onome &to se naslo na
slici.

Slikaru je ostalo malo tonova da sa njima
operide. Tonovi su dobili svoje simbole, po-
stali su azbuka. Azbuka je ogranitena.

Opasno je kada jedna generacija prati, pri-
svaja | priznaje jednog slikara.

Ki¢ u umetnosti i dizajn su prvi kontakt pub-
like sa umetnickim delom, galerijom i mu-
zejom.

Stradno je kada se jedno umetnitko delo ma-
terijalizuje u dizajn.

Veé posle kratkog vremena mnoga umetnicka
dela moderne umetnosti postanu secesija.

Generacijsko priznavanje je nepozeljno, opas-
no i kratkotrajno. Covek potinje zapravo da
slika tek kad prevazide generacijski ukus.

Moje slike — objekti, bile su vise pokazne,
nego dokazne slike.

To 5to naslikam, toliko mogu ... Sva pitanja:
da li moze ovako, sa ovim ili bez ovoga, ne-
potrebna su! Pa ipak, kad su tude slike u pi-
tanju desava mi se da sa prijateljima na iz-
lozbama slike »popravljame, dodajem im ili
oduzimam nesto. Mislim da treba prihvatiti
napore umetnika koji su za gledaoca nevid-
ljivi, & za delo presudni.

Slika ponekad treba da ostane u domenu ide-
je. van materijalizacije.
Dedava mi se da naslikam i ono sto volim.



Jedan sistem u slikanju treba da bude krat-
kotrajan, treba da ustupi mesto drugom. Ma-
njam redosled postupaka na slici: greske
zadrzavam za buduéi kvalitet.

Tedko odobravam sliku. Odobravanje smatram
moralnim &inom. Kada to ipak radim — radim
sa strahom.

Nekim slikama treba malo popravke pa da bu-
du dobre slike. Te male popravke su najteze
i, €ini mi se, skoro neizvodljive. Zbog toga
uZivam da gledam slike amatera.

U vecini slu€ajeva u modernoj umetnosti ide-
je se uzimaju iz prolosti. Pri tom se zanema-
ruje buduénost,

Nema slike koja ne nade svog kupca ili lju-
bitelja. Postoje potrosadi dela slikara amate-
ra, primitivaca, pejzazita, slikara mrtvih pri-
roda, priznatih slikara u vremenu.

Vise slikam gledanjem. Veéina mojih slika
nastaje laganim, postepenim odobravanjem.

Dobro je kad slikar poseduje ideje; bolje je
kad poseduje ideju. Pa ipak, na izlozbi belgij-
skih umetnika u Muzeju savremene umetno-
sti u Beogradu, kad sam pred slikama Rene
Magrita dosac do zakljutka da ima slikara
koji umnozavaju svoja platna (umnozavaju
svoju jednu ideju) osetio sam da protest-
vujem, da se ne slazem. Volim delo Marsela
Disana, Dzaspera Dzonsa, Dzimija Dajna,
Frensisa Bejkna, Ivana Tabakovi¢a.

Voleo bih da u sebi uspem; za vas spolja mi
je lako.

Ne znam da li treba reéi: pronaSac sam svo-
ju tehniku, dakle dobio sam svoje slikarstvo.
Nova tehnika je jednostavno samo — nova
tehnika. | nista vise!

DeSava mi se da svesno pravim pogresne
stvari U nadi da ¢u sledecog trenutka pove-
rovati da sam na pravom putu. Vise volim da
greSim nego da budem dobar slikar. Vaino je
biti na pravom putu &ak i kad su rezultati
otajni.

Ne traZim nikakav napor pri gledanju majih
slika.

Potrebno je misliti i o zastarevanju umetnic-
kih dela.

Kada pristanem na nedije delo, podrazume-
vam da bih i ja doSao do istog rezultata. Zna-
¢i pristajem ne samo na ideju nego i na ma-
terijalizaciju dela kao i na sve ostalo §to se
pod tim podrazumeva,

Pratim samo slikare ispred sebe; zanemaru-
jem one pozadi.

Nemojte mi reci: dosta si uradio. Koliko sam
uradio, to ja znam.

Pitam se €esto da li dolazim ili odlazim sa
ovim svojim idejama.

PREDRAG NESKOVIC

| dislike those known and acknowledged arti-
sts such as Picasso, Moore, Dubuffet, and
Magritte because people are too ready to
focus on them, forgetting that the value of
a work is transitory. As a consequence the
appearance of future brilliant works whose
Va|éle is equally transitory can pass unnoti-
ced.

Occasionally, something is discovered which,
in its fifteenth remove, resembles that which
already exists. This is then regarded as NEW.

| experience great fear once a picture is fi-
nished, and allow much time to pass before
| reconcile myself to my achievement.

How much more time do you need to enable
me to convince you to accept my ideas and
works?

The majority of people and painters wish to
be something that they are not and not that
which they really are.

Some people are astonished by the appearan-
ce of my new pictures, as if it were not |
who created them; still others, though in
truth the rare ones, accept them and that
surprises me even more.

For certain painters | say: »They exhist. | va-
lue thems.

For others: »They exist, but | do not value
thems«,

When | feel that | am stealing from myself
this is the signal to begin from a different
direction.

The exhibits | visit show me how | should
absolutely not work, and for me they are
very instructive.

| do not explain anything, | show! | am not
interested in people who do not believe me.

| do not want you tell me that | am a pain-
ter. | want you to agree with my work and
with my proposals.

I doubt the works of others as well as my
own so much so that sometimes | think that
I am on the right track when | look at old
pictures.

Modern pictures done in a classical mode
are terrible.

Accept what | offer if you like, if not, then
don't.

| condemn the young who are starting with
things with which their elders are finishing.
When someone terms a picture »not bad, |
say: =l dont't know what is goods.

I claim the rights to all possible images
which may emerge from my pictures into the
viewers' consciousness.

I am not for the intentional mass communi-
cation of artistic works. The principle — stu-
dio, work, gallery, collection, museum — re-
mains.

| prefer to paint trom ignorance rather then
knowledge.

For me the contents of the picture are not
important, rather it is important that so-
meone accepts the idea contained within.

| stay with that which is inside me, that
which extends me, not with that which ha-
ppens to be in the picture.

The painter must work with a limited number
of tones. The tones, achieving their own mea-
ning, become an alphabet.

That alphabet too is limited.

It is dangerous when a generation follows,
adopts and acclaims a painter.

Design and trash in art are the first public
contacts with artistic work, the gallery and
the museum.

It is terrible when an artistic work is turned
in to design.

After a short period of time many works of
modern art achieve their own kind of »sece-
ssion«.

The acclaim of a generation is undesirable,
dangerous and shortlived. A man really be-
gins to paint only once he has transcended
the trends of a generation.

My pictures were more objects of cxposition
than objects of proof. | paint what | can. All
the questions »should it be this way, should
it be done with or without something«, are
unnecessary! However, at other exhibits 1
find myself with my friends »correctinge« pi-
ctures, adding or substracting things. The
efforts of an artist, though invisible to the
public, are crucial to any work and should be
accepted.

Pictures should sometimes remain within the
realm of the abstract thus placing them be-
yond the concrete.

Sometimes | paint what | like.



A system in painting should be brief, and
should make way for another. | change the
order of action in a picture and preserve mi-
stakes for qualtitatively better work.

| approve a picture with difficulty. 1 consi-
der approval a moral act. When | approve, |
do it fearfully.

Some pictures need but few corrections to
be good. Such small corrections are most
difficult if not impossible to carry out. That
is why | enjou looking at the pictures of
amateurs.

In most cases in modern art the ideas are
taken from the past. Thus, the future is
neglected.

There is no picture which will not find its
own buyer or fancier. There are those who
buy the works of amateur painters, naive
painters, landscape painters, painters of still
life and artists recognized over time.

| paint more by looking. Most of my pictu-
res are created with slow, steady approval.

It is good when a painter has ideas; it is
better when he has the right idea. At one
exibit of Belgian artists in the Museum of
Contemporary Art in Belgrade | felt a pro-
test, a disagreement. In front of pictures by
Rene Magritte | concluded that there are
painters who multiply one idea on their can-
vases. | like the works of Francis Bacon,
Jim Dine, Marcel Duchamp, Jasper Johns, and
Ivan Tabakovic.

I whould like to succeed for myself; success
for me with the rest of the world is easier,

| do not know whether it needs to be said
that | discovered a technique, and thereby
acquired my art. A new technique is simply
a new technique, nothing more.

It happens that | consciously make mistakes
in the hope that | am on the right path. | pre-
fer to make mistakes then to be a good pain-
ter. It is important to be headed in the right
direction, even when the results are awful.

| do not ask for any effort in looking at my
pictures.

It is necesssary to reflect upon the aging of
artistic works.

When | accept someone's work that means
that | wouhd reach the same results. Not
only do | agree with the idea but | also agree
with its transformation in to a work of art
and all that is implied in the process.

| follow only the painters in front of me, |
neglect those behind.

Don't tell me: =You have done enough«. |
know how much | have done.

| ask myself often whether | am coming or
going with these ideas of mine.

PREDRAG NESKOVIC

IZLOZENA DELA

13.

14.
15.

16.

17.
18.

20,

21.

22.

23.

24,

25,

27.

28.

29,
30,
JE
32,

33.

§HE

40.
4.

42,
43,

43,

. Roze i

. Obala 95x32 liquitex na wperplodi
. Pokretni visak 72x53x40 liquitex | sunder na

. Raskrsnica 71x25
. Savijena Stangla 94x17 liguitex na Bperplogi 1977.
. Nivelisanje brda 56x27 liquitex na Sperplogi 1977.
37
38.
.l:Jig\;g[isanje brda 11 103x28,5 liquitex na Sperploci

. Grana na putu za Afriku 400x@8 liguitex na

plastiénoj cevi 1977,

zaleno na vinklajznu 300x8x6
sunder na alumunijumu 1977.

liguitex i

. 135 pod uglom 145x145x@8 liguitex i sunder na

plastiénoj cewvi 1977

. Dve stepenice 113x15x8,5 i 108x12xi1, liquitex |
sunder na drvetu 1977.
. Pokretna meda sa viskom 200x135x7. liquitex i

sunder na platnu 1977,
1977.

aluminijumu 1977

. Kolor test na medi S4x4x@2 platno na plastiGnoj

cevi 1976.

. Tromeda 40x105x9 liguitex i sunder na aluminijumu

1976,

. Stangla | 92x4x6 liguitex | sunder na plastiénoj

cevi 1976.

. Sprava 97x40x8 liguitex | sunder na aluminijumu

1977.

. Pokretni sklad sa wiskom 200x135x7 liquitex i

sunder na platnu 1977,

Cetiri godisnja doba 255x180 liguitex na platnu
1977

Ugao 20x35x16 liqutex 1 sunder na aluminjumu 1976.
Trougao 20x49x34 liguitex i sunder na aluminijumu
1976,

Crno podize belo 118x28x2 liguitex i sunder na
Sperplotl 1976.

Loza na Stangli 200x44 liquitex na platnu 1976,

Stangla po dijagonali 173x145 liguitex na platnu
1976.

. VWreme iznad &tangle 123x27 liquitex na Sperplodi

1876.

Mali sklad 70x9,5x6 liquitex i sunder na
aluminijumu 1976.

Malo ptiéje stajaliste 44x25x8 liquitex i sunder na
aluminjumu 1876,

Stangla u Jurjevskoj ulici
sunder na Sperploti 1976.
Mivelisanje temelja 200x135xd
platnu 1977,

Stangla u prostoru sa zelenim 130x110 liguitex na
platnu 1976.

Nivelisanje kolor testa 112x32 platno | Zica na
Sperplogi 1976.

113x25x3 liguitex i

liquitex i sunder na

. Roze | zeleno na Stangli 166x41.5 liquitex na

Sperplogi 1977,

Deformisana &tangla 110x25 liguitex na Sperplogi
1977.

Brdo |
1977.

Proleée na Stangli 165x42 liquitex na Sperplogi 1977,
Dijagram 221x25 liquitex na SperploCi 18977,

Scena na Stangli 221x24 liquitex na Sperplogi 1977.
%E’?r;gla sa tri oslonca 220x21 liquitex na Sperploéi
Stangla sa dva oslonca 175x22 liquitex na

Sperplogi 1977.

dve Stangle 165x42 liquitex na Sperplodi

liguitex na 3perplodi 1977,

Duga 81x41 liquitex na Sperplogi 1977.
Vrzina 109x31 liquitex na Sperplogi 1977.

Nivelisanje mede 112x31,5 liquitex i sunder na
Sperplogi 1977,

Savijena bastenska ograda 103x20 liguitex na
Sperploti 1977.

Ukrtanje 100x25 liquitex na $&perplogl 1977.

Dva puta savijena baStenska ograda 123x27
liquitex na Sperplogi 1877.

,Ogg?rada B4x18x9 liquitex i sunder na aluminijumu
1976.

Meda pod uglom 117x25x8 liquitex i sunder na
aluminijumu 1976.

46.
47,
48,

49.
. Staza u sivom pejzaZu 59x18.5 liguitex na

o

(41
]

g

53,
54,

53,

57,

=

58.

59,

Zelena meda 110x15,5x9 liquitex i sunder na
aluminijumu 1976,

Dvostruka meda 93x21x12 liquitex i sunder na
aluminijumu 1976.

Veliko ptije stajaliste 312x41x100 liguitex, sunder,
konopac. vinklajzn 1977.

Perivoj 56x22 liquitex na Sparplogi 1977.

Sperplodi 1977,

. Cvetna ogroda 88x29 liquitex na platnu 1876,
52,

Mala ograda sa tri stuba 56x8.5 liquitex na
Sparploci 1976,
Mali kolor test 49x25 liquitex na Sperplogi 1976.

Trapezna konstrukeija u pejzaiu 33x25 liguitex na
plasticnom platnu 1977,

Viadimir Tatlin =Spomenik Trecoj internacionalis
1919 — 1920 — Pedeset sedam godina kasnije u
interpretacijii Predraga Neskovica ... 70x70x180
liquitex i sunder na sluminijumu 1877,

. Gradevinski materijal osiguran od krade, 100x100x60,

cigle i liquitex 1977,

Ogreyni materijal osiguran od krade, 100x100x30
ugalj i liquitex 1977,

Stablp 80x100 liquitex na platnu 1976, vi. Sica i
Rista Bukvic

Cepanica 50x70 serigrafija 1978,

Sve mere su date u santimetrima.
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