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U3jaBe 3axBanHOCTH

Kenena 6ux Aa 3axBasMM gparom cynpyry v hepku Ha 6e3ycnoBHOj NOAPLULY Y MOM pPagy, HapO4YUTO Ha OBOM MPOjEKTY KOjU MU je Tako
BaXkaH. Takohe 6ux xenena fa 3axeanum cBojoj bpakhun Mankonmy u Jacdapy n cecTpu JaHuum, Hrxosoj geun sy, MapuH n UHanju, Koju
Cy Me yBeK noap>xkaBajin y OBOM 3aXTEBHOM pafy Ha ovyBamy Jagosor Hacneha, 3aTuM MojuM pohaunma Jlasapy u Comwu Mejosuk, Mapujn,
Pagmunn v Hophy Munuhy, kao n pohakn bekm MNocnosrHu.

Moja Hajaybsba 3axBanHocT npunaga Hukonu Crojuesuhy (13 ®oHpaumje ,Mnaso”) n bopky MeTposuhky (YMETHUKY), Ynja je orpoMHa
nocseheHOCT NpojekTy 3aAuBsbyjyha: Guan cy MHCNMPUCaHN NCTOM >XesbOoM - Aa NoKaxy [lafloB 3Havaj y CBeTYy YMeTHOCTU U y UCTopuju
YMETHOCTW, a HUX0B UCTPajHN TPYA 1 pan bunm cy NnpecyaHn 3a oCTBapere OBOr 3aKcCTa jedMHCTBEHOr NpojeKkTa y 0BoM nocebHom rpaay,
Beorpagay, rae je mMoj oTal, 3arno4eo kapujepy 50-ux roavHa npowusior Beka. Xenena 6ux na Tonsao 3axeanum TaTjaHu Bykuh, kao u JleHkmn
OmnTposuhk n HaTtanuju JosaHosuhk 13 PoHgaumje ,,3a CPNCKM Hapoa 1 Ap>aBy", Ynja je nogpLuka buna anconyTHO ogydyjyha 3a oBaj npojekaT.

3axBasiHa caM Hukonun CenakoBuhy, MUHUCTPY KyAType Penybnnke Cpbuje, kao n JaHuwjenn Banywuh, 4nju cy eHTy3njazam n nogpLuka
6unn NpecyHN 3a 0OCTBapeHe OBOr NPOjeKTa U3 CHoBa.

Kenum pga ynyTrm Torsy 3axBanHOCT CprcKoj akageMujy Hayka 1 yMeTHoCTU: akagemunky 3opaHy KHexesuhy, npeaceaHnky CAHY,
akapgeMuky Munogpary Mapkosuhky, notnpenceaHuky CAHY, akagemuky Bnagmumupy Koctuky, npeacenHmky CtpyyHor caseTa 'anepuje CAHY,
akagemuky [ywaHy OTawesunhky, ynpaBHuKy Manepuje CAHY, np KaTapmnHn XnsaHosuh, wedy N3noxxbeHor canoHa Manepuje CAHY, Jenexn
MeXXuHckn MmnnosaHosuhk, 3aMeHNKy ynpaBHuka Manepuje CAHY n Ucnpopn Hukonnh.

[a Hnje 6uno BeNMKOAYLIHOCTU KONEKUMOHapa, oBaj forahaj ce HMkaga He 6y gecro. XKenvm Aa nspasvm TOMJy 3axBasiHOCT CBMMa
bUMa - Hapo4nTo 3opaHy Monosuhky, Oywky Byjowesnky, Bnagnmupy KpctoHowuhy, Pagmeojy Opaxosuky, Mapky NopaHosuky. Hophy
Puctosuhy, MNetpy CtojaHoBMkY, Mnomnpy CtameHkoBuhky, nopoanuama baHnkesunk n Muxajnosuh, rocnobu Tapum MNepkosuk 1 Hosnum Jososuhky,
3axBaJsbyjyhu KoMe je y 3100y yBpLITeH nopTpeT Mapka YeneboHoBurha - Kao MOACETHUK Ha JanoBor npodecopa TOKOM NpecyaHUX FroAnHa
Herose Maafoctn y beorpagny.

YnyhyjeM HajTonnnjy 3axsanHocT My3ejy caBpemMeHe ymeTHOCTM y Beorpaay v werosoj Anpektopkn MapujaHn Konapuh, Koja Ham je
omoryhkuna fa npsu NyT BUAMMO TpU AparyJba U3 Mysejcke 36upke.

Takohe cam rMasia cpehy WTO Cy Y OBOM MPOjEKTY yHeCTBOBaAM N3BaHpeaHW npesoavoum Mon Bak n KeTpuH MeTuT Koju Cy Ha eHrIeckm
NpeBesin Moje TEKCTOBE 3a M3N0XKOY W 3a KaTasnor, ykibyyyjyhu U OKYMeHTapHu punm Opriesbepy. tbXoB eHTy3unjasaM U UCTPajHOCT cy
peTKu 1 aparoueHu, na he ceakako nomoku ga Moj npojekaTt 6yae AOCTymnaH BefMkoM 6pojy byan. Takohe bux xenena fa n3pasum Tony
3axXBaJIHOCT JesieHn nnk Ha oAJIM4HOM MPeBoAY MOjUX TEKCTOBA Ha CPMCKM je3ViK.

Mmana cam Bennky cpehy Aa Me Ha OBOM MPOjeKTy MoAP>Ke Jby AN N3 YMETHUYKOI CBETa N MHCTUTYUMja y ®PpaHuycKoj: ®paHcoas BujaT,
JNopeH Jle boH, npeacenHuk ueHTpa Momnnay”, E3asuje Pej, anpektop HaumoHanHor myseja MmoaepHe ymeTHOCTH, Hukona Jinjyun-ryTHnKkos,
anpekTop 6ubnnoteke ,KanHanHckn“, Enen Jlepoj, kyctockuma My3eja mogepHe ymeTHoCcTU y lMapusy, BepoHuk XKexxep, npeacenHvua
ranepuje ,2KaH buile XXexxep” y Mapu3y, LleHudep Muepc, apxmBaTopka ranepuje ,XXaH buiie XXexep”, ®paHcoa-Mapu [ejpon, AmpekTop
Editions de I’Atelier contemporain, ica bpawio, XXaH-Knon n Anekcuja Bono, Oguna n Peru bokepen, Jlouk bejaw, Jlejna More, KaTpuH Muje,
Kak EHpuk, KapuHa fe Jleobapaun, Makun 3eHakuc, EManyen [uwan, MNon Hnsam n MopraHa KopHu (13 kyhe Kprctu), Kao u Llecnka KaBanepo
(13 Artcurial), kojuMa of, Cpua 3axBasbyjeM.

Ha kpajy 6ux xxenena ga ynyTum 3axeasHocT CHexxaHu HukyeBuh n Carbu Brneunk ns PTUI. 3axBasbyjyhu HMa je y OKBUPY OBE 3HAMEHUTE
n3noxbe Moryhe BUAETM BaXkaH CHUMJ/bEHU MaTepujasl, Hapo4nUTO MocCieArn JOKYMEHTapHN (UM O pecTaypaumjy rnaBHOr paga Koju je
oBAe n3sioxeH -Oprie/bepu.
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HoBa uctpaxxusawa, 1990-2000.

aga ce msagn Munopgpar hypuhk, no-

3HaT Kao dapo?!, oko 1952. rogmHe Ha-

CTaHWo Yy MOTKPOBJbY KO CBOje TeTKe

rno Majuu Byknue Munowwesuh, 3BaHe
Byne, y Ctpaxurwnha baHa y beorpany, seh
je duo y cykody. lNMpekunHyo je ca couunjanu-
CTUYKNM pPeasIN3MOM KOju Cy MOKyLIain fa My
HaMeTHY Y YMeTHUYKOj LKonun y Xepuer HosoMm
(1948-1952), roe je npenaBao HEroB yjak no
Majum Mupko Kyjauuh, Koju ra je npummno ydpso
HaKOH CMPTU Majke, y jaHyapy 1945. roonHe
(,Yjak Mu je omanmo wamap npen ydyeHuumma
jep je cMaTpao Ooa paduMM OeKafdeHTHe CTBa-
pn?“). bro je opgylueB/beEH HEMAYKUM eKcnpe-

'Nano je 610 HagMMaK N3 MUIOLLTE KOjU My je fana
MajKka, Koja je npeMuHyna Ha nopohajy 1945. roomHe.
*Napo, MopTtpeT y ¢bparmeHTuma. Pa3rosope

CMOHNCTUMa, Npe ceera Emmnom Hongeom. Ca
CBOjUM Kosierom Ypolruem TowwkoBukeM, Koju je
Takohe dopaBmo y beorpagy y ToMm nepuoay,
Beh je cMaTpaH MapruHaiaLeM LpHOropcke
yMeTHMYKe WKone.3

ABaHTypa y jyrocnoBeHCKOj NPecToHnLN
camo ke mojavaTu npouec koju je Beh duo y
TOKY: MOCTaTN jeAUHCTBEHN YMETHUK, Pa3BnUTU

npukynuo KpuctujaH [lepye, nipare npvpeguna un
npenctasmna AmapaHT 3unoH, Ctpasbyp, L'Atelier
contemporain, 2023, cTp. 15.

®,,0x! Hucam nmao yTtucak ga pagmm ncte cTeapu
Kao ocTanu. Anu, na 6ynem nckpeH, Towo un ja cmo
npaBnan YydHe LpTeXXe 3a OKOJSIHOCTW TOr BpeMeHa,
3Haw. FoBopuan cy Ham: 'LLUTeTa, nmajy nobpy TEXHUKY,
a upTajy cparal!’ To je Tparenuja npochecopa. O, buno je
Tewko! To je 6uno ogMax nocne nepuoaa CTabUHN3MA...
Tewko, cTBapHo” (Jano, NHTepsjy ca Mapcenom bunoom
n XXepmeHoM BujaTom, 1969, infra, cTp. 249).



AMapaHT 3naoH

Un. / lll. 1 NopTpeT Oagna, bpaHnbop OebemskoBuh, beorpan, oko 1955. rogmHe / Portrait of Dado by Branibor Debeljkovic,
Belgrade, circa 1955



Kar. / Cat. 1 Mapko Yenebo+Hosuk u cosal | Marko Celebonovic
and a Male Owl, 1953

COMNCTBEHN M3pa3, CBOj CTWJ, NOACTAaKHYT
CBOjM rnpodecopoM Ha AKageMujn JINKOB-
HUX YMETHOCTW, cinkapeM Mapkom Yenebdo-
HoBuheM, Koju je 3a Oada dmno 3alWITUTHUYKA
Gurypa. YeneboHoBuk je cBOjuM yy4yeHunUMMa
ynpaBo cyrepucao ga ce ocsodofe yTuuaja
M NpuMopaBao Mx ga nocTtaHy ceoju. dapo je
Beh 1953. rogmHe HacNIMKao HEroB NopTpeT
Ca COBOM, WITO je dbmo 3Hak aydboke HakIOHO-
CTW 1 NOLITOBaka Npema npodecopy [KaT. 1],
Koju he My omoryhuTun ognasak y Mapus neta
1956. roanHe. Y nponeke 1955. roanHe XeHpwu
Myp ra je Takohe npumeTno n oxpadpuno, anu
cTuneHAnja 3a cTyaunje y JIOHOOHY KOjy My je
MOHYAMO HWje ce oCTBapwuna, jep Cy 41aHOBU
KoMyHUCTUNYKe napTuje NHTEPBEHNCAN KoL
Mypa c odjawrerem ga [dano Huje ,podap

| ,[MoKyLLaBaM fa pa3zyMeM (peHOMeH XXusoTa..."”

enemeHT”.* Na nn je dapo duo ynosHaT ca
upTexxuma Koje je Myp nspagmo 1940. n 1941.
rognHe? OcTaje Muctepuja. MehbyTum, cnmy-
HOCT namehy Tux purypa v oHnx Ha Janosum
C/IMKaMa M3 TOr nepuopa MU3y3eTHO je y3He-
Mupyjyha.

To je dbuno Bpeme CTpawHUX OCKyauUa:
HNano Huje caMo 4ecTo roeopuo o rnaaun seh
je n Buwe nyTa npu3Hao ga mp3u rpaa. bes
MKaKBMX MaTepujasiHUX CpeacTaBa, Beh Taga
je mo4eo ma KOpPUCTUM UMMNPOBM3OBaHe MaTe-
pvjane, npegMeTe ca oTnaga, NMa 4Yak u ga
MoHOBO KopucTu Beh noctojeke papose... OH
upTa Ha nonehnHM apXNTEKTOHCKNX LpTexa,
Koje My goHocCK Hajonmxn pohak, Tyna (By-
KoTa) BykoTuh, € KOjum genu ceoje aBaHType
Kao Mnaaum mapruHanay; npecdapdaHa nnatHa
CBOr yjaka Mupka Kyja4duha, Koju je Takohe
KOPUCTMO MOTKPOBJ/bE KAOo aTesbe NPEeTXO4HUX
roavHa [Bpucak, KaT. 3]; nan, weroe oTal
PaHko Rhypuh wasbe My naaTHa og MaTepujana
3a gylweke, Koje je noduno y donHuum y Letnmy
rae je pagmo Kao dbonHmn4ap, Ha Kojuma ke duTun
Hac/MKaHa ABa peMek-gena, buuymkaucra n
boropoaunua (1955, un. 2 n 3).

Bopa hocuh je onncao CKy4eHOCT NOTKpPO-
B/ba rae je lano bopaBno TOKOM TUX O4NYy4Y-
jyhux rognHa:

#[...] y cobu ce Hanasmo KoCTyp KpeseTa
(cem xunue Ha Hbemy Huje duno Huyera), He-
KOJINKO C/IMKa Ha rOMWJN, OKPEHYTUX 3uay,
jenaH CcTo ca kKora ce dapbda maryduna. Ha
CTOJly Cce Hanasusna KpaeTka bes ntuue, oBu-
je nodamwunue, NnpeTnocTaB/baM r104apPCKOr
rnopujeksna, u jeaHa npacTapa aH3McKapTa ca
po3nkacTum, dpagatm PaycTycoM ayCcTpoy-
rapckor Tunorpadgckor nopujekna [...]. Jago
je y TOM noTnyHO nNpa3HOM NMpoCTOpy Mopao
[a camba jefaH MHoronpeaMeTHUW, NpeTpraHn
CBUjeT, KOju Ce YCKOpO Mo4veo fa noMasba Ha
Herosmm naTHMMa. ®aycTyc ca aycTpoyrap-
CKe ywehepeHe aH3nckapTe drno je HeKa BpCTa
Herose fernTuMaumje, nporpama, camka gpu-
N030hCKO-eCTETCKUX NMpeodparkaja Koju Cy ra
o4yekmBanu. Jlobamwunue rnogapa ozHavaBane
CYy He caMo ngeorpam CMpTW, Kojoj je ano Ha
HajbyKBasIHNjU Ha4YMH NOKa3MBao 'Ayrun Hoc',

*Nlapo, Pa3roBop ca JoHaTaHOM XeHUrom, Mactep
pan y MeHTopcTBY Tjepuja AudpeHa n Pabpuca
dnauntesa, Tom 2, 2010, cTp. 32.



AMapaHT 3naoH

Kar. / Cat. 2 be3 HacsioBa / Untitled, 1954-1955

Beh N BPXYHCKY TEMY HEroBOI C/IMKapCTBa,
TeMy orosbaBamsa. [...] OcTaje jow KaBes, oneTt
jeoHa cnmdonunyHa cTBap, NpegMeT Koju He
CNY>XN CBOjOj HaMjeHn, ek onomMumwe, dpaHu
CONCTBEHUM MNPUCYCTBOM CMUcao cnodbope,
Hdany Tonmko gpare.”s

CyWTNHCKN He3aBUCaH, ano HUKaga Huje
drno peo duno kojer nokpeTa nnum WKose, na
Yak HM Mepunane y beorpaay, 4nju je jegaH o
HajdNMXunx Npnjatesba TOr BpeMeHa, JleoHupg,
LLlejka, dno Boha.? ,CmaTpam Oa C/IMKapCTBO TO
je jedHa aBaHTYypa, MYHa", n3jasuno je Pajky Lle-
posuky 1971. roauHe, Kaf ra je ynutao Kakas
je weros ogHoOC nNpemMa nokpeTy.” tberos cTun

*dado.me/bora-cosic

°OBaj MOKpPeT, 4YuMju Cy YnaHoBM BUNM Cnmkapw,
Bajapy 1 apXUTeKTe, HacTao je cpeauHom 50-ux roonHa
HacynpoT COUMjaINCTUYKOM peannsmy 1 3anarao ce 3a
haHTaCTUYHW]y YMETHOCT, UHCMNPUCaHY HaApeasn3MoM.

7,He ja, To cy OHM HampaBuaK Kac caM ja OTULLAO0

je Bek Tapa dmno nocedaH, jow o TUX NPBUX
C/IMKa Koje npuKasyjy HOhHU CMKapCKn npo-
CTOp C npesBnagaBajykum naaBuMm TOHOBMMA
(ceharba Ha MNukacos paa?). Ose ,rpusajne”®
nnn ,HokHe cnnke”,® Kako he KacHuje Ha3BaTu
CBOja NpBa ,,MOHOXPOMHa"“!® NnaTHa, Hace/beHe
Cy NONYJbYACKMM MOJY>XMBOTUHCKUM hUrypa-
Ma, MoHeKap NnojeAHOCTaB/beHUM, YrlaBHOM

n3 beorpaga, fnasHo jow. [...] CMaTpaM ga camkapcTBo
TO je jeOHa aBaHTypa, MYHa. U 4um ce roBopu 0 HEKNM
rpynama, o HeKUM, ia onNpocTuLL, cpariMa y 6ojama, To
je MeHun ayToMaTCKW... aHTUNaTU4HO peunmo.” (Jano,
NHTepBjy ca Pajkom Lleposukem, 1971, dado.me/susreti-
sa-dadom-rtcg-1971-video 10°30)

8, To je penakcupajyhe, To je cTapa TeXHUKa Koja
ce KopucTuna jow y peHecaHcu [...]. Hnjecam sbybuntesn
60je. Y CnMKapcTBy, OHO LUTO Me HajBuULLUEe UHTepecyje cy
apxuTekTypa n hopma cnmke” (MHTepBjy ca ayTopomM,
2001, dado.me/kapela-svetog-luke.)

°Nano, HTep.jy ca Mapcenom bunoom n XKXepmMeHoM
BnjaTom, 1969, infra, cTp. 240.

““WHTepBjy ca ayTopomM, 2001, dado.me/kape-
la-svetog-luke.
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,[MoKyLLaBaM fa pa3zyMeM (peHOMeH XXusoTa..."”

Kart. / Cat. 3 Kpuk - Bpucak / The Scream, 1954

rosiNM, 4ecTo Ca BUAJbUBUM sloDaraMa. JegHo
oo Tux pena, Pacneke [nn. 34], nocedHo je
3aamsunno unosoca XXuna flenesa, Koju je y
neuemdpy 1994. Hanucao Oapy: ,Oewasa ce
KO BEJIMKMX CNMKapa fa HeKo njaTHo, Koje
He Mopa duTu caBpleHo, Ko4 nocMaTpada
CTBOPW CAaCBUM JINYHY U TajHYy BE3y KoOja My
OTBOPM MOrne Ha LjesloKynaH onyc: MeHu ce
To pecwuno ca Pacnekem n3 1955. roguHe.“1!

®dacapne 3rpaga, ctydoBu, CBOOOBU, Haj-
yewhe C BMA/BUBMUM KameHOM: [lago Tagja
ncnywaBa CBOja MjaTHa CBMM BpCTaMa ap-
XUTEKTOHCKMX efnleMeHaTa, Aajyku npegHocT
MOTUBY 3maa. NocmaTpaH caTMma y OBOPULLTY
nopoaunydHe kyke y UeTtuwy, 3ua je 3a Oana
dno npegmeT hacunHaunje on AeTUHCTBA:
».Moje ojeTurCTBO je NpoTekno y asBanju. [...]
3nposu cy drunm ca orpoMHUM KBagpaTHUM

""dado.me/gilles-deleuze-pismo

11

KamereM be3 mantepa. bunn cy ocemjetve-
HWN CYHLLEM: OECHW YjyTpO, a InjeBn rnonogHe.
[lecHun je nMao Heke BereTauwuje, cjekham ce
TOra O4JIN4HO, Kao JIMLajeBn, MaxoBMHe, a
OHaj /INjeBU, KOjU je 4ecTo Nagao U Koju CMo
MOHOBO Au3anu, [...] dmo je 4yncT dbe3 manTepa.
[...]1 BjepoBaTHO, TV 3MA0BKN Cy OCTasIN 3a MEHe
Heka Dapujepa Koja je M0oj cBUjeT oaBajana o4
ocTasnor caujeTta.”?

Beorpafcku 3upg je Takokhe NoCcTao, TOKOM
rofuHa oCHMBakba, BEJIMKN N3BOP MHCMMPaLmje
3a [lapa, Koju je Ha CBOje C/IMKe Npenncmneao
peknaMe n gpyre HaTnuce Koje je yo4yasao,
nocedHo Ha rpaackum cdyadanckmm ctagu-
oHuMa. Y 0BOM ypdaHOM, AexyMaHN30BaHOM
CJ/INKOBHOM YHMBEP3YMY, HaCe/bEHOM Yy AHUM
MallMHaMa Ui Bo3nanmMa ca UICTakKHyTUM TON-

?Muxanno bpaTtnyesunh: Nano, OBgje, ron. 3, 6p.
28 (cenTtembap, 1971), cTp. 15-17.



AMapaHT 3naoH

Un. / lll. 2 boropoaunua / Holy Virgin, 1955
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vomi
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TEXR...
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WUn. / lll. 3 BuunknancTta / The Cyclist, 1955
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AmMapaHT 3naoH

Kar. / Cat. 4 Bprewka / Merry-go-round, 1955-1956




MpBe roguHe
y ®PpaHLyCKOj
(Mapus),
1956-1958.

KOBMMa, rage je seretauunja peTka un npona-
hajyka, XnBoTura 3aysmMa 3Ha4ajHO MeCTo
- NnTuue, nocedHo coBa, Koja ce nojaBsbyje
Hekonnko nyTa [KaT. 1, 43], ann Takohe Kop-
Ha4va uam rywtep, Unm 4yak nac [kat. 45]. Osom
MOTMBY AOAAjy C€ PESUTrMO3HN MOTUBMK MONyT
KPCTOBa, a/in U TOMOBWU 1 APYrW MpeaMeTn Koju
eBouupajy goHemasHu paT [Kpuk, kaT. 3], a
rnpe ceera 3aHaTCKO opyhe, peMuHncueHunje
Ha ayro cpehuBare y bpaBapckoj pagnoHnuUn
oLla HeroBor npujaTtesba N3 geTurbcTea Llyra
[nn. 771, kora je dbpaT cny4vajHo ydmo Ha Cka-
OapCKOM je3epy TOKOM soBa.' MNMpucyTaH je n
MOTUB KaBe3a, Koju noaceka Ha oHaj U3 UM-
MPOBN30BaHOr aTesbea Koju je onucao hocuh.
Kako cy rogunHe npoJsaswnsie, naneTa ce
npowmnpusana, omoryhasajyhu bpaoH, 3eneHe
1 nocedHo LpBEHE TOHOBE; Kao Ha PUHIryLINy-
a1y (1955) [KaT. 4], unun KacHuje BULMKANCTY N
Bboropoavuu, HaCIMKaHUX UCTe roAgnHe Kaja
je lapo nsawao 13 3aTBopa, rAe je HEKOINKO
Hepesba y Majy 1955. rogmHe drno 3aTBOpPEH Ca
cBojuM dpaTom Tynom BykoTuhem:1s
»MopaM ga nomeHeM gorahaj Koju je y4n-
HMO [a ce ocnodboagnm yTuuaja cesep-
HUX eKCnpecnoHncTa nonyT Hongea un
[a MNoYyHeM pa paguM y CBOM CTUJy,
nocedHo cnnke nonyT bULUMKINCTE U
Boropoauuye. l'oanHe 1955, nosoaom
rnoceTe Xpylw4oBa JyrocnaBuju, Tuto
j&é MOKpeHyo onepaunjy 4Yuwhema,
Hapeauo je fa ce yxarce CBU Mapru-
Hajun. 3aBpLUMO CaM y 3aTBOpY Noj
onTy>XOOM: M3HOLWeEHe aHTucoumnja-
JIMCTUYKNX CTaBOBa Mpej BuUlle o4
net ocobalé. Tpayma 3aTBOpa, Hherosa
penpecuBHa aTMocdepa, YnkbeHuua
[Ja BYLLe HMCaM Morao fa Buaum Hebdo, |
YY4MHWUAN Cy @ CaM MHOro LpTao Ha |
KpadT nanupy, Koju Cy M1 HEKM 3aTBO- |
L

,[MoKyLLaBaM fa padyMeM peHOMEH XU1BOoTa..."

PEHULWN faBasn HakKOH LWITO 1 nojenn xpaHy
yrnakoBaHy y rera, u aa cam, nsnasehun us
3aTBOpa, No4Yeo Aa paAuM Ca OrPOMHUM ane-
TnTOoM.“Y’

Tako je HaCTana cepuja ,MexaHN4YKuX nnaT-
Ha“, nHcnupucaHa , e Kupukom, Kapaom, np-
BWUM Hagpeannctmma“,'® npema pedynma daga,
Koju je Beh NpoHallao CBOj CTUJT - UMAOo je CaMo
hBageceT jegHy roauvHy. Jep y beorpaay je,
3anpaBo, CBe Mno4eso.

YyMNoBUHaA TajallkbUX LPHOMOPCKUX

BNacTu cnunke Kpaj ceujeta (1955-

1956) [nn. 35] omoryhuna je Oapy

hna PUHAHCUpa CBOje NyToBake Yy
Mapwu3,'® roe ctmxe Bo3oMm, 15. aBrycTa
1956. roouHe, HAKOH KpaTKOr 3ajp>XaBaka
y MunaHy, roe ce gueno MaHTeHNHOj CANLN
OnnaknBarme XpucTta y 3dmpum nnHakoTeke -
peMeK-Oeno Koje ke 4ecTo NoMUHbaTU U Koje
je BepoBaTHO MHCNMPUCanNo eroso Pacrneke
n3 1955. roanHe [nn. 34].

KarT. / Cat. 5 6e3 HacsioBa / Untitled, 1957

Napo, MHTepBjy ca Mapcenom bunoom n XXepmeHom
BnjaTom, 1969, infra, cTp. 263.

“WHTepsjy ca Mapcenom bunoom n XXepmeHom
BujaTowm, infra, cTp. 227.

“*Mpema cBegoyery Mpenpara Puctuhka, apxntekTte
1 4naHa Menwuane, koju je Takohe 610 3aTBOPEH, NOCIAaTOM
ayTopku 2019. rognHe.

*Kako Mu je ncnpu4vao Aok cam jow buna gete,
[OapnoBo xanwere je Takokhe 610 n3a3BaHO HErOBUM
YMTareM KHUra Koje cy ce Kpujymyapuie, nocebHo
Kreure MyyHmHa XKaHa-lMona CapTpa, 3abpareHe nopg,
TUTOBNM peXXMMOM.
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7, 0ano jepeTuk, MHTepBjy ca KaTpuH Munje n
Makom AHpukoM“, ApTrnipec, 6p. 357, jyH 2009, infra,
cTp. 281.

3Napo, NHTepBjy ca ®paHcoaom Jle Tapraom,
>Kakom ®dnopaHom u Mapcenom bunoom, emucuja
MaHopama, ®paHc Kuntup, debpyap 1970; NnoHOB/LEHO
y: CnukaTtu cTojefin / Peindre debout, cTp. 79.

*Nano, Pasroesop ca dpeneprkoM JlaBureToM,
PpaHc Kuntnp 1996, y: CankaTtu cTojehm / Peindre
debout, cTp. 176.



AMapaHT 3naoH

Kar. / Cat. 6 Pat/War, 1958

Ybp30 HaKoH gonacka, npusop rpyne dec-
KyhHWKa, KOju fiexxe oko cTaTye Bontepa Ha
jenHoM ckBepy y Yauunm CeH, ocTaBuo je aoy-
DOK yTucak Ha Mnagor npugownuuy. Y kbrnma
je Bnaeo Joa, dbndnmjcky cdurypy Koja ra je
dacumHupana on Kaga je HeKOJINKO rogmHa
paHuje y beorpany npo4ymTtao TekcT us Ctapor
3aBeTa, KOoju My je MoOMOrao ga cxsaTu ,LUTa
je To KibMKeBHoCT,2° a JoB ke nocTaTun jeaHa
o[l FrNMaBHUX TeEMaA tberoBor gena.?t

Hapo Takohe npeu nyT nocekyje Jlysp, WTO
je yekao ,geceT rognHa“,?? kako je 1969. rogu-
He nosepuno Mapceny bunoy n XXepmeny Buja-
Ty, KyCTOCMMa HeroBe MpBE PeTPOCMNeKTMBE y

*Nlapo, lNMopTpeT y pparmeHTUMa, CTp. 116.

*BunpeTun ,Konax" n ,Majka npupoga“, infra, cTp.
30-34 1 59-63

22, Mapcen buno: U kag cu cturao y Mapus, jecn nn
otuwao y Jlysp? Oano: Ax! HapaBHo, HapaBHO. Yekao
caM JeceT roanHa fa ogem y Jlysp“ (dano, MHTepsjy ca
Mapcenom bunoom n XKepmeHom BujaTtom, infra, cTp. 259).

HauunoHanHOM LLeHTpY 3a CaBpeMeHy YMeTHOCT
1970. roanHe. Y KOHTaKTy ca peMek-gesinMma
CBOje HOBe AOMOBUHE, KOje je 00 Tada No3Ha-
BAO CaMO NPEKOo penpoayKLmnja, Mera ce CTUnN
HEeroBMx MnJiaTHa: HOBa CBETJ/IOCT, KJlacuyHa
KoMno3uuuja, Koja noaceka Ha NyceHa, ymeT-
HVKa Koju ke ra ogywes/baBaT TOKOM Liesor
KMBoTa [KaT. 6, 36, nn. 38] - kKapakTepucTnka
KOjy HUCY NPONyCTUAN HNU XepMmeH BujaT Hu
Mapcen buno.?3 lagoBa CcTpacT npemMa gpaH-
LYCKOM C/QIMKapCTBY CUIFYPHO Ce pa3Buia y
TOM nepuony: ,lMpaBu chmkapu Koje Hajoydwe
BOJIMM - OHW CYy LEO0 MEHe...- TO Cy (paHLy-
CKu cnukapu [...] Y cywTmHm, no3HajeMm camo
PpaHLYyCKO C/IMKAPCTBO. 3awwTo? 3aTo WTO
Mo3HajemM caMo CBETJIOCT Yy OBOj 3eMJbl." 2?4

2 A TBOje c/iMKe Cy reHepaJsiHO Bpalwku gobpo
KOHCTpyncaHe” (Mapcen buno y: Jano, NHTepsjy ca
Mapcenom bunoom n XXepmeHom BujaTowm, infra, cTp.
234).

#Napo, MNopTpeT y pparmeHTmMMa, cTp. 20.
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KaT. / Cat. 7 be3 HacsnoBa / Untitled, 1958

[dano ucnpea XMBWM 04 CUTHUX MOCJIOBA,
yrnaBHOM Ha rpahesuHu, y3 nomoh Byka Aca-
HoBuha, jeaHOr o4 CBOjUX HajdbnnXux npuja-
Tesba, KOra je ynosHao y YMeTHUYKOj KON
y Xepuer Hosom oko 1949. roanHe. CBOjoj
TadalHO0j canyTHULK, CPrCKOj Bajapkn Kce-
Hujn (KceHunja Jbydbndpatunk), Koja je u passe
xuena y beorpagy, y nucmy mns geuemdpa
n3pakaBa CBOjYy ,HeodjalirbnBy pagoCcT WTO je
oBOe". Jep cy y CTBAapHOCTU tberoBe MaTepujan-
HEe )XVBOTHe Npuanke dune Bpno Tewke. ,Te-
WKO MU je oa oBAe 3apahyjem HoBau“, nuwe
joj. BennunHe nnaTHa Koja je CQIMKao y TOM re-
prvoay CBefoye 0 CKy4eHOCTU HeroBor cTaHa
y Kypbesoay, Ha Tpry LLlapa, rae je BepoBaTHO
n paguo, jep je UICTUL A0 Oa je MMao OrpoMHe
noTewkohke ga npoHahe ateswe. nak, Oano je

17

,[MoKyLLaBaM fa pa3zyMeM (peHOMeH XXusoTa..."”

MOrao fa padvyHa Ha nogpLuKy CBOr MeHTopa
Mapka YeneboHoBuha, Koju My je noMarao aa
npoay>xun dopasak y ®paHLyCKOj.?>

Hekonmko meceuun kacHuje, 1957. roanHe,
Hapo ycnesa fna Habe nocao y nmTorpadckom
aTesbey Xepapa lNaTpuca, 3eTa KOMMo3nTopa
MNjepa LWedgepa, y Yanum bynap y XIV apoHaun-
cMaHy lMapu3a, pagmoHuum Kojy cy nocehku-
Basin XopcT EroH KanunHosckn, MaTta un >KaH
Ondnde - ymeTHUK Kome ce [ano ek Tapa
OVIBMO 1 KOMe je NJIaHMpao fa NoKaXke CBoje
uptexe? - ann n camkapu lMapucke wkKone.
Hapo capa cnasa v pagny Toj paguoHuun. 3a
3.000 ¢paHaka ycnesa fa nNpofa CBOjy NpBY
C/NKY, KOja npukasyje ,/IMK-0M10BKY" [KaT.
71. Llejmcy Cnajepy, koju ke KacHuje noctaTtu
KycToC y IHCTUTYTY yMeTHOCTWN y Yukary.
MehyTum, npecynHa je duna nHTepseHuUMja
CyHapogHuka CrnoBeHua, Koju je Takohe no-
ceknao MNaTpucoBy paanoHNLLY:

»Moja npBa (ppecka: jegHor gaHa y3mmam
UpHY nmnTtorpadcky dojy, deH3nH 3a ayToMo-
dnne n ykpawasam knowe. WC Wwosba nocTaje

Wn. / lll. 4 Oapo v OaHnjen Kopawje, Mapwus / Dado
and Daniel Cordier, Paris, March 1964

**,,Mapko je npnyao o MmeHun LLleregmHy (KynTypHOM
aTalley) N pekao My je fa je KoL MeHe CBe y pely u
ha Mu je oH npenopy4mno aa gokbem y Mapus” (Oago,
Mucmo Kcenuju, peuembap 1956).

26 ,0OH je BMO jeOnHN CNUKap KOjU MU je y TOM
TPeHyTKY 6uo buTaH, HAUWTa APYro Huje 6o BaXkKHO y
MNapu3sy.” (MHTepB.jy ca Mapcenom bunoom n XepmeHom
BujaTom, infra, cTp. 252). Takohe BuaeTn: Lano,
lMopTpeT y pparmeHTuMa, CTp. 74.



AmMapaHT 3ugoH

Kar. / Cat. 8 be3 Ha3uBa / Untitled, 1958

rMMJ/b0TUHA @ Ha 3May NMULWEM HewTo nonyT
'Moja sbybaB’”. Kapga je Anduge, Koju je Tamo
pagwno, oTUWao ga nuwia, Buaeo To, n 3dor
TOra ce KacHMje 3aMHTepecoBao 3a Moje upTe-
e, Koje he My KaCHWje nokasaTu jegaH ctapu
C/IMKap C/I0BEHaYyKor nopekJsa ca MoHMapHaca
n3 50-ux, BeHo MunoH [...] Tako cam, Npeko
TOor MunoHa, yno3Hao ranepucty HaHujena
Kopaujea?’.”

*’Napno, UHTepBjy ca KaTpuH Mwnje n Xakom
AHpuKOM, cTp. 201-202; infra, cTp. 280.

Bpno dnmsak XaHy Onducey, oTnopawu
DaHwunjen Kopawnje, duswin cekpeTap XKaHa My-
JleHa ToKoM [lpyror cBeTCKor paTa,?® 3ano4veo
je HOBM XXMBOT HAKOH paTa 1 OTBOPWUO yMeT-
HUYKY ranepwujy y Yanum Oupac y MNMapu3sy. lo-
anHe 2011. ceka ce oBor cycpeTa ca Jagosum
nenom:

*0cHuBay HaumoHanHor caBeTa oTtnopa, XaH
MynuH, Kora je yxancusaa n HaCMpT My4usia HaunCTUYKa
OKyrnauMoHa BJacT, CMaTpa ce jegHUM Of FNaBHUX
xepoja paHuyckor MNokpeTa oTnopa.
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Kart. / Cat. 9 be3 HacsioBa / Untitled, 1958

»,bno cam 3anamweH. OX, MHOrO MU ce fo-
nano. [...] buno je Ty nuua nyTaka, anu Bpno,
BpJ10 HeOBMYHUMX NyTakKa. buna je jenHa xxyTa
JNlyTKa Ha DULMKIAY, AN HELWTO CJINYHO, CBE
je duno seoma msHeHahyjyhe. buno je Ty un
cnodonHmjux popmu, [...]1 dune cy To dedbe, ca
Manum bebeknm Tenmma, TakBe CcTBapu, anu
je duno npeanBHO HaCcMKaHoO.“?°

DaHuvjen Kopauje je oaMax Kynuo Tpu Oa-
noBe cnnke 3a 60.000 dppaHaka, WTO je Jano
MpoCnaBMO NCTEe BeYepu ca CBOjUM MpujaTe-
Jbem Camom LladpaHoMm 1 ocTanum npujaTte-
JbMMa jeAHOM He3abopaBHOM ,MujaHKOM“30 y
nokany Jla Kynon. Kopguje je ydp3o nokasao

*WHTepsjy ca OaHnjenom Kopaunjeom, 28. maj 2011,
dado.fr/metissages#itw; nenMMn4Ho NpeyseT y CHUMKY
CHexaHe Huk4yeBuh n Carbe bneunh, Jago: ykpwtara
/ métissages (2011), comnm PTUI, 3'33''-4'12", dado.
me/ukrstanja-rtcg-2011-video

*Napno, NHTepsjy ca Mapcenom bunoom n XXepmeHom
BujaTowm, infra, cTp. 256.
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CBOja HOBa OTKpuha BENNKMM KONeKUUOoHa-
puma, Mehy Kojuma je dbno n PeHe TaceH ge
MoOHTeru, Koju je ca oayLleB/bEHEM KYMNUO
Komno3sunuyujy3! (1958). Y okTodpy 1958. roau-
He Kopauje opraHusyje [lanosy npBy n3noxoy
y CBOjOj Napuckoj ranepujn. MoceTnoumn cy
MOr/In da Bupe cnavke un3 cepuje ,bede” [un.
5, nn. 37], 3a Koje HEKM cMaTpajy Aa Cy WH-
cnnpucaHe PybeHcoMm,3? Kao 1 gena poHeTa
n3 beorpapga, nonyT buyukaucte [nn. 3], Koju

*'[leno je penpoAyKoOBaHO Ha CTp. 5 kKaTanora
n3noxbe KoHcTtxan y JlyHay, 1979.

2, To je, xvsbapy nyTa, Hajnenwa PybeHcoBa cnnkal
[...]. 3anpaBo, nHcAnpmcao cam ce TOM CAIMKOM. 3HaLl, TO
HWje CTpaHO MOM HalaxHyhy, Mmaga cy 6ebe nocTojane
n npe Tora. Anu, HaroMmunaeamwe 6eba, Ha To Me je
nHcnmpucana Ta PybeHcoBa cnuka.” Nano usjassbyje
Mapceny bunoy o cnvun boropoavua ca neteTtom
OKpYyX€Ha CBETUM HEBUHAaLULVMAa, PaHWje No3HaToj
kao boropoauviua ca aHbenuma, 1618, neno PybeHca,
Koje ce yyBa y Jlyspy (UHTepBjy ca Mapcenom bunoom
n XXepmeHom BujaTom, infra, cTp. 259).



AmMapaHT 3ugoH

je hacumHmpao nieecHor bepHapa Pekuwioa,
yMeTHuKa 1n3 Kopaunjeose ranepuje, koju ke
nocTaTn Heros dANCKN npujatess.

Xaocy Bennke meTponose, ocekhao
caM ce NoTrnyHO pacTpojeHo, pas-
dumjeHo. Hucam Buwe BMAEO HALWTA,
11 3ancTa. Xo4ao cam yamuomMm, anm duo
caMm y genosumMma, dykBanHo,33 oako dano
onuncyje cBoj XuBoT y MNMapu3sy, Koju ra TOJIMKO
ryww, rae jeasa npoHanasu NpucTojaH aTesbe.
3axBasmyjyhun Oannjeny Kopaujey, netrwe Hokhu
1958. rognHe oTkpuBa paHUYCKN BekceH,

wesgeceTak kKuaomeTapa og Mapusa. Hberos
Tprosal, NnocefoBao je ceocky kyhy y BogaH-
Kypy, a Jago ce cmewTa y Kypcen-ne-XXusop,
y cTapom duockony u naecHoj canu. ,,CMecTmo
cam ra dnmsy XXnsopa rge cam nmao Kyhy.
Obe3dbepmo cam My nnaTHa, doje n MecevHy
Ha[oOKHaAy Koja My je omoryhuna fa »usn.“34

3a [aga je cycpeT C permoHom paHLuy-
ckor BekceHa d1o ,nMpaBa /bydaB Ha NpBU No-
rnen”.> Y atesbey Koju ogroBapa Herosum
amduumjama, hopMaTU HEroBMX C/IVKa NocTajy
MHoro Behun. @acunHupaH pypaaHom ®paHuy-
CKOM, KpajeM neneceTux cripmjatespyje ce ¢
MapruHaaHMM JIMKOBUMa 13 cena, nonyT Majke

Oa MuHepasiHor
nepuoga oo
KoHdy3uje
BJflagaBUHA,
1958-1962.

Kart. / Cat. 10 PywesunHa / The Ruin, 1957-1958

*[apo, HTepsjy ca Mapcenom bunoom n XKepMmeHoM
BujaTowm, infra, cTp. 259-260.

*NaHnjen Kopauje, /bybutess ymeTHoCTH. Anvjac
Kapakana, 1946-1977, n3parwe npunpeMmumna u
KOMeHTapucana beHeaukT Bepres-LewoH, MNannmap,
Mapwus, 2024, cTp. 113.

»0apo, MNopTpeT y pparmeHTmMMa, cTp. 20.
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>Kepap n Oua JleBeka, Koju he nos3mpaTu 3a
jebHo op HeroBux pemek-gena Tomac Mop
(1958-1959, nn. 40).3% PaHn pagoBu U3 0BOr
nepuoa, No3HaTu Kao ,,M1UHepasaHn", y Kojuma
,Nyuare NoBpLIMHAa KOoje HUje NMpon3BeneHo
nPUPOAHUM U MpaBuM cylerweM Mace, Beh
npeTBapame 4YeTKULOM Yuja BjellTa nepsep-
3HOCT Y>KMBa [ia Nlellkapu no 4YnTaBsoj npeano-
XKEHOj MOBPLUMHN, ¥y 0DANKY XKMBOI MeCca nnm

*¢,CBe Te upTexe, Kaja uUx rnegam, rnegam ux
C HEKOM MeLUaBUHOM Henarofe n HeXHOCTU jep cy
TO JINKOBW KOjU MMajy CBOj rpahaHCKn cTaTyc, Koju cy
nocTojann. HanpaBno caM HeKy BPCTY MaJie XpOHUKe
cena Koje joL Hunje umano rpafacky sony” (Dagno, lNopTpeTt
y ¢pparmeHTUMa, CTp. 21).
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WUn. / lll. 5 Jlumbo nnn macakp HeBuHWX / Limbo or The Massacre of the Innocents, 1958-1959

MaTepujasHuX cTBapu“,’” Kako nue KpuTu-
Yap Xopx JInmdyp, BepoBaTHO oAparkaBajy
TekcTyposoruje XaHa Oududea, 4ynje pagose
Hdapno oTkpuea y Kopaunjesoj ranepnju. Mehy-
TnM, oHK Takohe noacehajy Ha nejsaxke LipHe
fope, 3a koje Oano 1969. roamHe noeepasa
Mapceny bunoy n XXepmeHy BunjaTy ga ux 4ve-
CTO Carba U Aa XKenu fa NOHOBO O0TaKHe Hbi-
XOBY ,, TPaHC(OPMUCaHY* CAINKY Ca ,,HEKOJINKO
notesa 4yeTkuue“.’® Tako noHekan orncTaje

MKopx Jlembyp, lago, katanor nnoxoée, ®paHkdypT,
anepwuja OaHnjen Kopawje, 1960, dado.me/georges-lim-
bour

*[Nano, HTepsjy ca Mapcenom brunoom n XKepmeHoMm
BujaTowm, infra, cTp. 222.
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Un. / lll. 6 ApxutekTa / The Architect, 1959

LPHMHA KapaKTepPUCTNYHA 3a LPHOrOPCKO Ka-
MeHe, Ha MpuMep y aennma PyLuesmHe [KaT. 10],
Kypcen-ne->Knzop [kaT. 53], Mossaum (1959, nn.
39) nnn Jinmbo (1958-1959), jegHoM of gparysba
Dapnose konekunje y Llentpy NMomnnay [un. 51.

KaTtapuHy Benuky [KaT. 54], jow jeaHo pe-
MeK-[,es10 13 0BOr nepunoaa, necHrK AneH bocke
heTasbHO aHanu3upa: ,KaTtapuHa Bennka je
0dnMkoBaHa - UM pacnplieHa - o, UCTe CyH-
hepacTe maTepuje. tbeHo Teno ce cTonuio ca
npeaMeTMa Koju je OKPYXKYjy: HedoBpLUEHA

Hora cyrepuLlie aa je OHa UICTOBPEMEHO N MyMUja
1 COMNCTBEHM rpod - 3anpaBo, CTaTya y NPUINYHO
nowem cTamy. [la m je TO 3a0CTanm 4eo ayxa
KOoju ce Buamn Kog weHnx Hory? CaMa KpyHa je
nonpuMmna MOHCTPYO3He nporopuuje, a nuiue,
Kao koa Tomaca Mopa, ocumnnmpa namehy kKpeu-
Haka 1 nenena. MehbyTnM, HUje y>Kac OHO LITO ce
MO>XEe HAaC/lyTUTKU Ha LpTaMa /mua: Heka YyaHa
CMUPEHOCT Kao [ia HaM roBopu Aa je noBpaTak
KaMeHy nnan npaxy cacBuMM npupopaH npouec
[...]. Kao necHuk, [Japo] Ham npy>xa CBET 4uja

22
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Wn. / lll. 7 Yapobrak / The Sorcerer, 1959
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Wn. / lll. 8 LLIkona / School, 1960
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1960

11 6e3 HacnoBa / Untitled,

/ Cat.

Kart.
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AmMapaHT 3ugoH

Ce MOoJIeKylapHa CTPYKTypa Mera. YHUBepP3yM
Ce He MOXXe pacnacTu HaKOH KaTacTpode: oH
npexmneBsbaBa, y HenpegsmheHM odnnumma un
nerypama. Hactasuhe ga ce pasBuja, npema
3aKOHMMa KOju HUCY Halwn.“3?

MNMocTeneHo, NajsieTa NocTaje cBe CBETNU-
ja mon yTuuajeM cBeTnoCTU BekceHa, Koja je
Oany Beoma ppara, a 3MA0BK TOr Kpaja NocTajy
M3BOp ouuriaegHe vHcnupauumje, ceegoyvehnm o
LLeHTPaJIHOj Y1031 OBOI MOTUBA Y YMETHVKOBOM
heny, Kao WTo je Beh noMeHyTo* - Hapo4nTO
BUA/bUBO Yy fenuMa Yapobrak n ApxutekTa
(1959, nn. 7 n un. 6). He moxxe ce 3aHeMapuUTK

Kart. / Cat. 13 Mase mauke / Little Cats, 1961-1962

*AneH bocke, ,Xuposu aToma“, y: lago, yHmBep3ym
6e3 oamopa, Editions de la Différence, Napus, 1991,
cTp. 29-30.

4,CNrypHo, T 4YyBeHM 3upoBu M3 BekceHa
MHcnupucanu cy me” (Oapo, Pa3rosop ca Mapcenom
Bunoom n XepmeHom BunjaTtom, infra, cTp. 262).

HW Ba>XHOCT VBaHa OndpajTa 1 herosor Maruy-
HOr peasin3ma y reHesn ,MuHepassHux" camKa.
FoavHe 1997. Nlafo je ncnpuyao Kako je Bpsio
Mfag, BepoBaTHO OKo 1946. roauHe y LpHoj
Fopun, oTKpuno cnnkapa MisaHa OndpajTta npeko
dunma AndepTa JleBuHa lMopTpeT LopujaHa
Ipeja: ,Tnepao cam unm o JopunjaHy pejy,
dno cam oeako manu. [...] MeaH OndpajT je
3ancTa dro CIMKap Koju Me HajBuLle acuUMHU-
pao“,* moTBphHyje OH LIBajLAPCKOM YMETHUKY
X. P. Tnurepy, TBOpPUY CLeHOrpaduje 3a puam
OcMu MyTHUK, jeOHOM O HEroBUX BEJINKUX
oborxkaBanaua, Koju je OndpajTa HaBOAMO Kao

“Nlapo, HeobjaB/beHN pUAMCKN apxuB MNackana
3npoHa, Epysan, 1997.
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Kart. / Cat. 14 AyTonopTpeT / Self-portrait, 1959
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Moryhn ytunuaj.*?  3ancrta, kaMmeHa TeKCTypa
Ha nopTpeTy opunjaHa Npeja, Kojy je OndpajT
CTBOpPWO 3a Kpaj hmuama [un. 41], HarosewTaBa
[JanoBy TEXHUKY.

FoanHe 1960. JaHunjen Kopauvje My je Ky-
nvo MauH y EpyBany, Ha HEKOJIMKO KnaomeTa-
pa on Kypcena - BeJMKO, N30JI0BAHO UMame
y pyLUeBMHaMa, OKPY>XeHO ABeMa JinBagama
n pudrakoM, Ha nBMUM Wyme. [lafgo je Morao
0a ypeau CBOj NpBM aTesbe Ha MPBOM cripaTy
rnaBHe 3rpage.

Ia nn je 0BO HOBO OKpYyXXeme ydp3ano
eBonyunjy ,MnuHepasHor nepuona“? ¥ osom
amMbunjeHTy, yporbeHOM y npupoay, ano yxu-
Ba Y NMpuU3opy Koju My ce npyxa: ,To je kao
Mo3opuLLHa NpeacTaBa y TpU YMHa, N CBaKK
NyT HACY UCTWU FAyMUN, YBEK je UCTa CLEeHOo-

Kar. / Cat. 15 bysesap / Bowery, 1962

rpacduja, a genyje ctpawHo gpyraduvje. U to,
MUCIMM O je 3a MeHe jeAnHOo npaso doraTcTeo
Ha ceny."43

KoHdy3nja BnagasuHe, Bekh BuA/bMBa Ha
MPBUM C/IMKaMa 13 TOr nepnoga, nocTtaje joL
oynrnegHuvja - Ha Nnpumep, y n3BaHpeaHoOM
upHodenom AytonopTpeTty n3 1959. roanHe
[kaT. 14]. Ha chukama n3 nepmnoaa 1960-1962,
Ca BeOMa »XMBOMWCHOM ManeToM, MMHepaJsiHa

“www.HRGiger.com, Taschen, KenH, 1997, cTp.
102.
“Napo, MNMopTpeT y pparmeHTuMa, CTp. 26.

¢dopMa 1 gasbe NoCTOoju, aNin NoCTaje jow cno-
>KeHWja, OOK Ce XXUBOTUHCKU, DUIbHN 1 by -
CKM odnnum cee Buwe npennuhy, cTeapajyhn
beckpajHe TpaHchopMaumje, cTanajyhun ce ca
31J0BMMa 1 rpaheBnHamMa MHCMMPUCAHUM OHU-
Ma u3 BekceHa [be3 HacsioBa, 1962, KaT. 62].

UCIMM fla Me NMpupoaa Ha Kpajy

KpajeBa hacumHupa jep HaM je

TOKOM Haller XWBoTa AaTo Aa

N je Bnanmo. CBaku NyT, MUCANM,

Kaja BMAMMO HELWTOo seno y npupoaun, oce-

TUMO COMCTBEHY CMpPT. To je Ta n3BaHpenHa
OUMeH3unja... 44"

MuTare XXnBoOr ceeTa orncepasno je Daja

jow op meTurCcTBa. Hberosa majka, npode-

copka dbuonoruvje y rumMHasnju Ha LeTumy,
Kojy he Ha3BaTu ,KeHKoM* budoHa“,*® dbuna
je n3yseTHo obpa3oBaHa XXeHa 3a TO BpeMe.
OHa n teH oTau, ap JoBaH Kyjaunh, dunm cy,
KaKO je KacHuje pekao, ABe urype Koje cy

“Napo, HTepsjy ca Mapcenom bunoom n XKepmeHoMm
BujaTowm, infra, cTp. 227.

*Napo, MNMopTpeT y pparmeHTuma, cTp. 90.

0 [lapoBoj CTpacTy NnpemMa Npupogkaky budony,
B. ,budon”, infra, cTp. 68-74.
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,a MoKpeHyne y Nnocny Koju [oH] pagn” n Koje
cy dbune ,y ocHoBu theHoMeHa Japno, masnor
dheHOMeHa, ann nnak peHomeHa".4?

TokoM weThwn y mecty Kowhene, roe ke
o4ny4nTn fa dyne caxparbeH, HEKOJINKO Ku-
nomeTapa oA LleTura, herosor poaHor rpa-
na, Dapo ce Kao gete 1M afonecueHT ANBUO
norneny Ha Punjeky LipHojeBuka, Koja Boaun
no Ckapapckor jesepa, Hajseher jesepa Ha
Bankany. MNpen Mapcenom bnnoom n Xepme-
HoM BujaTom [Jafo eBouMpa je3epo y MpayHOM
KOHTEKCTY BM3Mje TpN MPTBa KOoHa Ha jeHOj
LpHOropckoj uectu: ,M3a Ta Tpu Koma, duno
je CKagapcKo je3epo, HajnPCKMjK, Hajnenwmn
npeneo Koju MoxXkell 3aMnUcanTm!4e”

Op 60-ux rognHa, y usBaHpenHoOM OKpy-
Xerwy EpyBana n pernoHa BekceHa, werosa

,[MoKyLLaBaM fa padyMeM peHOMEH XU1BOoTa..."

ofylueB/beEHE CYCPETOM C MnpefesiMma CBoje
HoBe noMoBUMHe 1958. rogunHe, y pa3roBopy C
KaTpuH Munje n XKakoMm AHPUKOM.

3anpaBo, NpBM pafoBU Koje je CTBOPUO
y EpyBany 1961-1962. rognHe cagp>xe MHO-
re MOTMBE ANPEKTHO Mpey3eTe M3 nej3axa
OKOJIHe ceocke npupogae. To je cny4aj u Cc ge-
nom boBepu [KaT. 15], Ynju Ha3UB OUPEKTHO
ynyhyje Ha HbYjopLKK KBApT KOju je MoceTumo
1962. roanHe 1 Ha beHy aBEHWjY ,,MPEKPUBEHY
bdeckyhHuUMMa“, , BaHTEOBCKY BU3Njy“,*° y He-
KOj BPCTU MPOHUYHOI KOHTpanyHKTa ypbaHom
nakny - aopyre sep3unje cnvke bosepu, cacBum
apyraduvje, HacTajake y HapeQHUM geueHunja-
Ma.’! Jafno Ha NCTU Ha4YUH NpucTyna n geny
Jbos (JoB) [kaT. 16], BennKoj TeMun Koja ra je
oKkynupana of oTkpuha CTapor 3aBeTa TOKOM

cTpacT u sbydaB nNpema NpUpPoOAN jowl BuLle
Jonase [o uspaxaja. ,3aMucanTe fa Hukagay
>XUBOTY HMCaM BUAEO Nosbe nuieHunue. Y LipHoj
Fopwn nx Huje dBruno. To 371aTHO XKNTO Ca BpaHa-
Ma KOje nieTe U3Hapg tera, 3a MeHe je 7o duno
HeBepoBaTHO Nero. [TOHOBO caM O0TKpMo MajKy
npupoay, y ®paHuyckoj.“4° onucao je dano

“Napno, nopyka Mackany 3ngoHy o 19. jyHa 2008,
ypenHuky Beb-cTpaHuue dado.fr (dado.me/audio-doku-
menti-poruke).

“Nano, NHTepsjy ca Mapcenom bunoom n XXepmeHom
BwjaTom, infra, p. 221.

“Hapo, NHTepsjy ca XKakoM AHpuKoM 1 KaTpuH
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roavHay beorpagy.5? Y Tom geny, nyHom pas-
HUX YyOHUX JINKOBaA, Hanasu ce odusbe Boha
1 noepha, yneyaT/bMBMX Ha CBOj HAYUH - Kao
ny neny lonajes rpob (1960-1965, nn. 45).
Ha cBMM 0OBMM C/iMkaMa, BereTauuja, nosba u
NnoJbONpUBPEAHN anaTu NPUCYTHU Cy Y N30-
dnby, eBoumpajykhn Apunmdonga (Kkao Ha Ma-
noj cnuumn bes Hacnosa n3 1960. [kaT. 17]),

Muwije, infra, cTp. 283.
*0ano, MopTpeT y hparmeHTnMa, cTp. 162.
*'Buawn ,Amepuka, 1976-1983“, infra, cTp. 63-68.
*20apo, MNMopTpeT y hparmeHTnma, cTp. 114-115.
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1961

’

Kat. / Cat. 16 Lyov /Job
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KaT. / Cat. 17 be3 HacsioBa / Untitled, 1960
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[T

T

WUn. / 1ll. 9 NMucmo Jaga Xecu, nponeke 1962.

(neTtas) / Letter of Dado to Hessie, spring
1962 (detail)

anu npe cesera Mupoa. tberoso geno ®apma,
»CJINKa npenckasarba [[agosor] concTBeHor
cynduHckor nyta“,>® kojy lafo 0TKprBa TOKOM
CBOje NpBe noceTte My3ejy MogepHe yMeTHOCTH
y AMepuum, y MmapTy 1962. rognHe, nHCNnpu-
we ra na ctesopu geno Benuvka cpapma. OMax<
BepHapy Pekuwioy (1962-1963) koju ce gaHac
Hanasny konekuuju LeHTtpa NMomnuay [wn. 44].
OBaj nepnof o4apaHOCTM NPUPOAOM, O
KojeM cBenouun n geno [pso cpeke [1961, nn.
43], BepoBaTHO je NoBe3aH N Ca A0JlaCKOM
MoOje Majke, Xecu, 14. jyna 1962, ca Moja aBa
cTapwuja dpaTa, Jacchapom n omnHrom. Y jen-
HOM 04 NMUcaMa Koje joj je nocnao us Epysana
HEKOJINKO Meceumn paHuje, ano upTa ,MyLKN
N XXeHCKn uBeT [un. 9]“: ,BuibHn CBET HUje Hn-
WwTa apyro Ao [oHo wTo] Hawa nnua pegnek-
Tyjy“,°* HANNCao joj je NCMoAa CBOjUX LpTexXa.

> ,MHoro mu ce gonagano y tbyjopky, Takohe,
y Be3n ca LapuHuMKOM-PycooM u MapruHaaHoOM
ymeTHowhy, jegHa Mana C/MKa Koja je npunagana
XeMUuHrBejy, a Koja je jegHo of paHux gena Mwupoa,
Koja ce 3Bana ®apma, TO je npenena cavka. i mmcanm
[a je Ta c/ivKa 3a MeHe 6uia Heka BpCTa TaJMcMaHa,
C/VKa Koja je npeaBubhana Moj concTeBeHu NyT. buna
je Ty Bu3mja Te hapme, a KacHuje caMm NMoMucauo,
Hawao caM ce Ha Toj dapmun. MauH y Epysany 6uo
je nomano nonyT MupooBe cdapme, ca ronybosnma
Ha KpoBy, ronybuuama... Ty je n meceu, Mmanu BpT,
nosbonpuBpenHn anatu... Ty je 1 jedaH JINK Kojyu HeLWwTo
npocuna Ha canun” (Qapo, MopTpeT y pparmeHTUMa,
cTp. 163).

**®oHp Xecn, Apxmnea My3seja MogepHe YMETHOCTU
y Mapwn3y.

Baj Bp/sio nocedaH nepuog y nNpBuM

DapnoBuM rognHama y ®paHLYyCKOj

He MOXXe ce 3aHeMapuTn dbes nomu-

tatba Hberose aydboke agmupauunje
npema Xopxxy Cepay. Y pa3rosopy ca CBOjuM
npunjatemeMm, Kputndapem Muwenom doweom,
Oapo je 1981. roanHe KomeHTapucao Kyrname
y AHujepy (1884, nn. 10), neno Koje ra je ova-
pano y JIOHOOHY:

»,3anpaeBo, jeANHO NpaBO peMeK-Aesno je
cBeTnocT. NokylwaBaM y aTesbey Aa NpoHahem
CBETJIOCT Kako by cnmka Ha Kojoj pagum Morna
na xunsu. Cepa je cavmkap CBeT/NoCTU. Kyrnare
y AHujepy je npasa aBaHTypa. CBeTNOCT je
LBOCEKJa rnojaea, OHa je TexuHa, owTpurua,
HewTo WTo yduja. NMpomeHsbmBa je, HeCcTadbun-
Ha, BpTOrsaBa. XnBeTn y NOTMYHOj XapMOHUj1
Ca HOM je NpoBanuja, To je rope og Tame. OHa
je cyaunja n wydasHunua. OTBapa oYM, aam He
HY>XHO Aia bu ce HewTo BMAeno. tbeHa nenoTa
JIeXXN y CHa3n weHe KpxkocTu. OHa auvuie,
haje cTtanHy pawuBocT. Civka Mopa Aa on-
CTaHe HacrnpaMm HEeHOr HEMPEKNOHOr MeHatba.
CBeT/IOCT je Ta Koja YMHN peMeK-AeNno, a He
YMETHUK.">3

3auncTa, CBETJIOCT je y CpeauLlTy oBor no-
EHTUANCTNYKOr NoTe3a, Ta CBETNOCT BekceHa
Koja je hacumHmpana [laga TOKOM LIEesIor Hero-
BOI )XMBOTa W KOja Cafia BOOW HeroB CIMKAPCKN

MoeHTuNMnsam,
1961-1962.

Un. / lll. 10 XXopx Cepa, Kyrnayn y AHujepy, 1884. | Georges Seurat,
Bathers at Asniéres, 1884

*[apo, Pasrosop ¢ Muwenom douwleom, ,Pemek-gena
cy MogepHa“, YmeTHocTm, 6poj 32, 11. centembap 1981,
dado.fr/matisse-seurat-grandville
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Wn. / lll. 11 Mocneara weTtra - Mopoaunua / The Last Stroll (The Family), 1962
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Kar. / Cat. 18 be3 HacsioBa / Untitled, 1961
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npuctyn. N36op TeMe Koja je ANPEKTHO Nnose-
3aHa c [NocTamweM Huje cnyyajaH: Agam un EBa,
NCKPUBJBEHUX N KPXKUX nnua [kaT. 66], no-
3Mpajy nopen ApBeTa Ca3Harba Ha KOjeM Huje
BUA/bUBA HMjeAHa jaDyka, OOK /MK ca AecHe
CTpaHe genyje Kao Aa UM npeacTaB/ba HeTupmn
pa3nuyuTa naoha nocTaB/beHa Ha CTO, WTO 3a-
ncTa cnmdonnsyje HoBM NoveTak: ,[llocTao cam
noeHTuAnCTa. To je 1o BPJS10 NOEHTUNCTUYKN
nepuop, ceetao. Taga je 3ano4vesna Moja aBaH-
Typa ca ceeTaowhy, AEMOHOM CBETJIOCTH, Ca
OBUM MOEHTUINCTUYKUM C/INKaMma.">8

paHcuc BejKoH 1 yMeTHMUM nonyT
Hera HUCYy Me OCTaBWJIN paBHO-
AywHuM. [...] CmaTpao cam TO
BeoMa fodpuM. laHac Mu ce To
Mare cBuba, Marbe Me 3aHMMa. Y Be3n C TuM
YyMEeTHUKOM, BUAEO CaM HEroBo Aes0 Kaja
caM MMao 4eTpHaecT rogvHa. He, nmao cam
OBaHaecT roguHa. To je duno Ha aynnepuumn
Jlaj¢p mara3smHa nocsekheHoj My3ejy moagepHe
YyMeTHOCTU y bbyjopky, rae je dbuna bejkoHoBa
cnuka Painting. 3Haw, oHO Kao KuwodpaH ca
roeeanHoOM, NIMK Koju Bpuwtn®,’” nosepasa
Hapno Kpuctujany Oepyey 1988. rogunHe.
CHa)kaH yTucak Koju je oBoO 4eno ocTaBu-
Jlo Ha Mnagor [laga BepoBaTHO je NoBe3aH C
HEeroBoM CTpalhy 3a aHaTOMMjOM, KOja faTu-
pa W3 HajpaHujer 0eTuCTBa, Kafa je BaXkHy
yJIOTY Y H€FOBOM XKNBOTY MFPao Heros Aena,
nekap ap JoeaH Kyja4dnh, Koju ra je nogcrtmuao
Ja npeupTaBa aHaTOMCKE NaycTpaLlunje n Koju
je y cBom KabuHeTy umao penponykuujy Pem-
bpaHToBOI Yaca aHaToMuje.>8
~AHAaTOMCKe nnycTpauuje cy HeWwTo Yume
cam ce daBuo jow oa gaBHWHa. [lovyeo cam
[a ce MHTepecyjeM 3a bUX Kaja caM nmao
TpuHaecT roguHa. Moj nena, Koju je dno nekap

*0apo, MNopTpeT y pparmeHTMMa, cTp. 131.

*Nano, MopTpeT y pparmeHTrMa, CTP. 75. Takohke,
3axBasbyjyhn Haconucy Jlaj¢p y ncto Bpeme ponasu
Ao ,cycpeta ca MogepHoM yMeTHowhy"; nopepj
bejkoHa, [lano OTKpMBa yMeTHMKe Kao WTo cy beH
LWaH v NBaH OnbpajT, 4njn nopTpeT LOopujaHa peja
y dounmy AnbepTa JleBnHa Takohe BeoMa uLeHM [B.
,O4 MUHepanHor nepmnoaa A0 KoHdy3unje BnagasuHe”,
rope, cTp. 281.

*0apo, Pasrosop ca Knep Mapra, y: Cavkatu
cTtojefn, cTp. 138. Oko 1950. roavHe Oapno npasu
Konujy cnnke y copmu uptexa: dado.fr/art/dado-le-
con.php

n daBMoO ce Hay4YHMM pafoM, TPaxkKmo je Ada
WIYCTPYjeM HeroBe aHaTOMCKe TpakTaTe. bro
je BpJIo NOHOCaH Ha CBOT YHYKa, a ja caM 4Yak
Hay4Mo NaTMHCKe Ha3uBe 3a MHore muwunke.
Jow Kao Beoma Manu, yxsaheH cam y oucekum-
ju rnaBse jegHor 3eua Kojer je Moj oTal, OHEeOo
13 nosa. Moja Majka je pekna ga hy nocrtatu
Be/IMKN XMpypr. Huje ce y3pyjana. Y3eo cam
KYXUHCKN HOX Aa rnpece4yemMm Meco U BUAUM
WTa nMa yHyTap 3e4eBe rnase.”>

KacHuje, y ®paHuyckoj, 1960. rogunHe,
Oano yecto nocehyje knaHuuy bene, Hepane-
Ko on EpyBana, ca cBojum npujatessem bep-
HapoMm PekuwoomMm, Koju nge Tamo ga Hadasu
nodame 3a cBoje PesimkBujape. Npusop newlesa
XKVBOTUHA - FOBEJA N KOHba - CUTYPHO je Be-
OMa MHCNMpaTuBaH 3a [laja, Koju odjawrbaBa
CBOjy KOHLenuujy nenote peauntesby XKaHy
AHTOaHy 1974. roauHe:

»JlenoTa 3a MeHe Cy CTBapu Koje cam Bu-
hHao, He CBaKOLHEBHO, HAPABHO, ajin Ha MecTuMa
KOja Cy NOTAYHO MapruHanHa u, MUCauM, je-
OVHCTBEHa, NonyT KnaHnua. Ha npumep, jeTpa
XXUBOTUH@ Ha Tepacwu. JeTpa, 3HaTe, jeTpa
bonecHe KpaBe Koja je yrmHyna, To je orpom-
Ha cTBap, po3e, Jbydbn4yacTa, Koja nyacmpa Ha
CTOMaKy, HEKOJIMKO MyTa Ha Toj Tepacu. 3a

Mponudepauunja
Meca.

Un. / lll. 12 Epysan, oko 1967. roguHe. Ca oecHe cTtpaHe: be3 HacsoBa,
kaT. 20 / Hérouval, circa 1967. On the right: Untitled, cat. 20

*Napo, Pasrosop ca XaHom Jlyjem Depunjeom, y:
Cnnkatwm cTojeku, cTp. 121.
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LIoKyLlaBaM fa pasymMmeMm (heHOMeH XunBoTa...”

Kart. / Cat. 19 pabaHcku pat / Civil War, 1967

MeHe, TO je Nieno. 3aTuUM, KaMMOH KOju nponasu
ncnopg Te Tepace, NyH MPTBUX CBUHA, XXEHKU
ca nnaBuM, JbyduyacTuM cucama, Koje cy ymp-
ne 300r Heke enugemunje. NocToju Ta MyTauuja
Doja, ckopo BewTayka, nsaBa, XyTa, 3e/eH-
KacTa. To cy, peunmo, BpJio ferne cTeapw.“®

“Napno, y: XKaH AHTOoaH, Jago, Ctunosu, 1974,
6'31'"-7'28"".
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Y 0BOM CKyny C/iMKa Koje je [lago paguno
TOKOM Le3geceTux rogmnHa, duno ga npuka-
3yjy XXMBOTUHE (Kao WITO CYy YnyHe maydke,
KaT. 73), buno cTBopemwa ca jby4CKUM NULEM
(kao Ha be3 HacsioBa, KaT. 72 nnn JlokoMoTu-
Ba, 1969. nn. 13), Meco je oHO LITO AOMUHMPA,
pacnopeHa, ceumpaHa CTBOpPEHA; OHO WTO je
bnno ckpmBeHO nocTaje BUAJBUBO y MpoLecy
beckoHa4yHOr camoreHepucamwa. Ha npumep,
Ha cnavumn FpabaHcku pat [KaT. 19] kyke no-
CTajy Tena o4 Oro/beHOr mMeca, Hoce BuanLe



AMapaHT 3100H |

1969

’

Ill. 13 JlokomoTumBa / The Locomotive

Un. /
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LIoKyLlaBaM fa pasymMmeMm (heHOMeH XunBoTa...”

KaT. / Cat. 20 6e3 Hacnoa / Untitled, 1967
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AMapaHT 31aoH

WUn. / lll. 14 MNpoTtepusarse y MoHpyx / Expulsion in Montrouge, 1967

W MecHe ocTaTKe; Ha be3 HacsioBa 13 1967.
roguHe [kaT. 20] nopen rnaBHoOr Anka cacTa-
BJbEHOI 0 XWJbay MecHaTux n3doynHa Kao n
MHOLUTBa y3HeMupyjyhux npoay>xeTaka, amny-
TUPaHW YOOBU N OACEYEHE r1aBe NpeKkpuBajy
T/10. KOMMo3uumja CMKe ca OBUM JINKOM KOju
n3rnepna kao fga je nsdadeH ns kyhe, BaxkaH je
MoTuMB y agosoM feny.®! Hberoso pasdujeHo

°’OBaj MoTuB, cBenpucyTaH JanoBoMm peny,
ofpaxkaBa HEroB CTaTyC U3rHaHmka ajv BepoBaTHO
n Tpaymy 36or rybntka mMajke TokoMm nopohaja, y
jaHyapy 1945. rognHe. lago ce Ha To ocBphe 1969.
rognHe oMM peynma: ,la, 3HaTe, ja cam 4O6POBOJSbHM
W3rHaHuK, 3ap He... Kyha, knenu cmo ce, kag cam 6uo
Manu... ¥ LpHoj Nopn ce KyHeTe OBakKo - KAUHLUM TO
Kaxxy: "AKO HUuje NCTMHa, HeKa ce Moja Kyha uckona y

TeNI0 U peajncTUYHN OKBMP BpaTa noaceha-
jy Ha gpyre civke u3 TOr nepmoja Kao LTo
cy lNpoTepuBare y MoHpyxy (1967, nn. 14),
YoBek ca rnasom myse (1967, nn. 46), Xoten
boxujn gom (1967 wn. 48), EpyBasn (1967)

wnu Becanujycos now y4yeHuk Il (1967, nn.

Temesby.' [...] KnuHun, oa 6 noTBpANAN UCTUHMUTOCT
CBOjMX MocTynaka nnm bmnno 4yera, Tako Ce 3aK/uUkby.
Oppacnm Kaxy ,4aCHa pey” Ha CBakKMX NeT MUHyTa u
6onn nx gyne, ann gete, jagHoO, Kafja Ce 3aKyHe Ha
CBOjy Kyhy, roe My je Tonao 3uMu v rae jege, roe My
je majka...” (Oapo, NHTepBjy ca Mapcenom bnnoom un
>XepmeHoMm BujaTowm, infra, cTp. 242)
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Cnuke
pHagpeanncTmikor
KapakTepa“, 1965-

1969.

47), eKCNANLUNTHN OMaXk NO3HAaTOM aHaToOMy
n3 XVI Beka, Kako je KOMEeHTapucao necHukK
AneH bocke:

»BU3nja je BeoMa CHa)xHa, anun Huje Mop-
dbupHa. KapakTepucTtmnyHa nnasa doja ymaryje
HEHY Y>XaCHOCT U Aaje, Heodos/bMBo, ocehaj
obekarba 3a dypgyhHocT. Morno &um ce pehkn
0a je Hekun 31um dor, HaKOH OBe ayToncuje,
OLJTy4MO Aa MPUKYMN OPraHe n Xsesae Kako
dn nx jegHor gaHa NMOHOBO CMNOjMO W BPaATUO
XKUBOT XpTBaMa. Koa [afa, 3axBasbyjyhin Toj
CBET/I0CTU, HULITA HMKa4a Huje HEMOBPATHO Y
nakny, NPpoOKAeTCTBY UK kaTacTpodpu. Pohere
Mopa noku nocne cMpTu, S1Uno MHAMBMAYaNHE
nnun KonekTueHe. Tpeda camo fAa NOMUCAINMO
ha ce KaTaknm3ma Beh gorogmna: oHa je npe-
Ba3nheHa, caBnagaHa, a ia He 3HaMO KO je TO
YYMHNO N Y KOPUCT Kojux dyayhnx duha. s?

Y MobyHu naHkpeaca [kaT. 6913 ounrnenHo
je pe4 o opraHy: eKcnaoanpaHoM, YMHOXEHOM,
Ha noay, KapakTepMCcTUYHOM 3a Taj nepmnon®
M NewYyaHoM Ty, No4 LPCKUM naaBum Hedom,
OKPY>X€H rlaBaMa My4YeHMKa N OPYyruM MOH-
CTPYO3HUM XMBOTUHAMa Kao Aa Cy MPMKOBaHe
3a 3eMJby, OOK Ce U3anxy rnpeteha Bewwana.

epuop ,HagpeajncTndkmnx” cauka,

Koju Tpaje o 1965. no 1970. rogu-

He, NoKJlana ce ca capag+kom [ada

C TProBuemM yMeTHMHamMma AHOpPEOM-
-®paHcoa MeTunjem, Tprosuem Hdanuvja n gpy-
rMx BeNIMKMX UMeHa HaapeannsMa. 3bor ose
capagrbe 1 npucyctBa y ®aHTOMCKOj KOJIEK-
umjm ®nnnna Cynoa, CyoCcHMBa4Ya Hagpeanu-
3Ma, [lafo je noHeKaa drno KBaNMpPUKOBaH Kao
LHagpeanncTa“.s> 3a kaTanor nsnoxdey jyHy
1967. roanHe MNaTpuk Bangdepr, Kputndap Haa-
peanucTUYkKnUX Cnmkapa, Takohe je Hanmcao
3Ha4vajaH TeKkcT, [Jagopama, y KojeM CaBpLUEHO
aHanm3npa ABOCMUCNEHOCT U HeoapeheHoCT
y CpXu OanoBor CIMKAapCKor yHUBep3yMa:

’AneH bocke, ,Pyxu4acTto, 3esieHO M MNJaaBoO
oucamwe”, y: Jago. YHusep3ym 6e3 ogmopa, ctp. 50.

SMpucTanuua cam xmnoTese Aa je y nuTakby Jiowe
HanucaH Hac/o0B Aena, WTO je 4ecTo ciayyaj ko daaa
(neHKpec - naHKpeac).

*“BupeTtn ,lpeokpeHyTa nepcnekTusa”, infra, cTp.
50-55.

*Punmun Cyno, ®aHToMCka Kosekuuja, Manepunja
ne CeH, Napwus, 1973.
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,[MoKyLLaBaM fa padyMeM peHOMEH XU1BOoTa..."

,Peuun, y cBojoj MyTHOhUN, OKpYTHUje Ccy
Hero CJInKe: Nako ca TavyHowwhky onncyjy cagp-
»Kaj 0BUX YyOOBULLHUX KOMMNO3uUWja, Y UCTK
Max peasIMCTUYKNX U haHTa3MaTCKNX, OHE He
Mn3BewWTaBajy 0 ABOCMUCIEHOM YTUCKY KOju ce
0OXXVBJbaBa OOK MX MOCMaTpPaMoO. Jep HEKOM
BPCTOM Maruje Koja My je cBojcTBeHa, Oano
HacC roHn Aa npenasuMo n3 HefonyCcTMBE Xe-
CTWHE Ha u3BaHpeaHy 51arocT, N3 rHyCcHe Ko-
CTypHULE y UBETHY dalliTy, N3 LLPHOI pOMaHa
y Mmoapy npudy. Cakahera, OTBOpeHe paHe,
cBpAJsia 3a dyweme, nanapoTomMumje nlnaxy
cBoje donHe paTamMopraHe, Koje oTKaakajy
nacTesHM TOHOBM upaeanHor xepdapujyma. Y
LBOCMUCY Ofp>KaBaHOM, Tako, ca NesnBaH-
CKOM BELUTUHOM, BULLE Ce He pa3a3Haje wTa
je oBAE yaAMO OHOT LUTO UCMYLLTA KPUKE 1 jedn,
M OHOT LWITO KAn4e 1 rnesa." s

fognHe 1981, y pa3roBopy ca KyCcToCOM
n3noxxde cBojux rpadmnyknx panosa y Llen-
Tpy Momnngy, Jago KpUTUKyje Cnke U3 Tor
nepuoga:

,OHO WITO 3aMepaM MOjUM ClMKaMa u3
nepuopda ctapor lleTuja, TO Cy CIKe HaJpea-
JIMCTMYKOr KapaKTepa, Ca NepcnekTnueama, ca
apxuMTeKTypaMa y pyLleBMHaMa, Cpakba NonyT
TOora, To Cy cupo4unhmn npocTopa, Te canke.”s’

Dapo je ymeo na dyne Beoma CcTpor npema
CBOM pafy, a MoXaa rnocedHo y oBOM ciy4ajy
jep je Ha TMM nNaaTHMMa OTKPMBAaO MpeBuLUe
BMUAJbMBE yTULaje. beroso gnebere Marpu-
Ty - ,MHoro cam Boneo MarpuTta“,®® nsjaesmo
je peanTtey XaHy AHTOoaHy 1974. roguHe,
KopucTehin npoLusio BpemMe fa 03Hayu 3aBpLue-
HY a3y - Hasla3m CBOj HajnpaBeaHUju n3pasy
OBUM CJIKaMa, MaHVUPUCTUYKNM Y CBOjOj N3pa-
OV, Kao WTo noka3syjy Yosek n3 Epysana [KaT.
221w jyauTa [KaT. 23], rae je MOTUB MecevnHe
denruvjckor majctopa (MeceyeBa apXUTEKTY-
pa, 1956) 4ak [OCNOBHO LUMUTUPaH. YTuuUaj ce
4YMHK CBECHO npuxBaheHuM - [ago cnvka In
memoriam MarpuT [un. 15] 1965. roauHe.

Mpo30op Koju ce oTBapa Ha nej3ax, CJinka y
CMLK: MOCTyNaK denrmnjckor cavmkapa KopucTum
Ce OBE MHOrO0 nyTa, MOHeKan 1 Ca OKPYIr/inMm

sMaTpuk Bangbepr, O6utasamwe XunHoca, Edi-
tions de la Différence, Mapus, 1976, cTp. 471; npeHeTo
Ha: dado.me/patrick-waldberg

’Napo, MNopTpeT y hparmeHTnMa, CcTp. 68.

*0apo, y: KaH AHToaH, fago. Ctunosu, 1974,
44’46"".



AMapaHT 31aoH

Kar. / Cat. 21 EpyBas /| Hérouval, 1967

Npo30poM, KOju n3raena Kao na je ANpPeKTHo
WHCNMpPUCaH CTBapHUM Npo3opoM y Epysany, y
npocTopujun Ha3BaHoj ,Hanm"%. Ha Jyanutu [KaT.
23] HCeKT Koju HaaBucyje apyror’® noaceka
Ha Oanwvja, 4nju je Ha3mB jegHoOr o4 Hajrno3Ha-
Tnjux gena [ango npeyseo 3a CBOjy CIVKY U3
ncTor nepuoga: lloctojaHoOCT namkera [KaT.
73]. XaHc benmep, ¢ KojuM [ano noymre fa ce
apy>xu og 1963. roonHe, 3aje4HO Ca HeroBoMm
napTHeEpPKOM YHUKOM LlnpH, caBeToBao My je
0a ce MHCMMpULLE KaTa/lOHCKMM YMETHUKOM:
.benmep je dbno Beoma cTpor Nnpema MeHu u
MOpao cam ga rnepam Nannjese civke Kako dux
OpraHM30Bao0 NPOCTOP CBOjUX C/INKA."“7 MehyTum,

Mo umeHy Mor cTapujer 6paTa, Koju je MPeMUHYo
C Tpu Meceua, Yy jaHyapy 1965.

"lMocToje jow ABa Apyra niaaTHa UCTUX OVMEH3nja
C IMKOM JyauTe, jedHO ca cBpakama [un. 50], a gpyro
ca nayoBuMa [un. 49], yyBaHa y My3ejy moaepHe un
caBpeMeHe ymeTHoCcTK CeHT ETnjeH MeTponon.

7Napo, HTepsjy ca XXaHom-JTyjem Pepujeom, cTp. 120.

OBO OUBJ/bEHE NPEMa HAAPEeaNNCTUYKUM CNN-
KapuMma - Mmehy Koje moxxemo popaTtu MNona
Densoa n BukTtopa bpayHepa - duno je, npe
CBera, AUBJ/bEHE NMpeMa BeJINKUM C/InKapuma
N HbMXOBOM je AMHCTBEHOM YHUBEP3YMY.

Jep, y CyWwTnHK, Ba)XHO je npe cBera Ha-
rnacuTn QUCTaHUY Koja ke ce BpeMeHOM Moja-
BUTU NpeMa HaapeasMCTUYKOM NOKPETY - rpy-
nn Kojoj je [lapo, yocTasioM, MOXXOa nNpuao
ydp30 no pmonacky y Mapus, ann 13 Koje ra je
M30MLWTNO MEeCHUK 1 ApaMCcKu nucay PagosaH
MBecnh. Ha Kpajy, Yak HU Herosa bsinckocT ca
XaHcoM benmepoMm 1 YHnKom LIMpH Huje druna
CacBMM MNCTa, Kao LWITO CBeAO0YU XKUBOMUCHO
npmnjaTtes/bCTBO KOje ce pasBuio U3 npenucke
n3mehy YHuke LInpH, Kyme mMoje cecTpe JaHuue,
M Moje Majke, Xecn.”?

?[1ea nucma YHuke UnpH ynykeHa Xecn peo cy
36upke apxmBa Kojy CMO MOKJIoOHUAN My3ejy MogepHe
ymeTHocTuh y Mapusy 2023. roguHe.
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LIoKyLlaBaM fa pasymMmeMm (heHOMeH XunBoTa...”

Kar. / Cat. 22 YoBek u3 EpyBana /| The Man of Hérouval, 1965
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WUn. / lll. 15 Omaxx Marputy / In memoriam Magritte, 1965
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LIoKyLlaBaM fa pasymMmeMm (heHOMeH XunBoTa...”

Kar. / Cat. 23 JyauT /Judith, 1967
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AMapaHT 31aoH

Kar. / Cat. 24 lMag Vikapa / The Fall of Icarus, 1966




Kar. / Cat. 25 3ug 6os1Huue / Hospital Wall, 1967-1969

Peontemy XaHy AHToaHy Jano objalima-
Ba CBOje cBe c/labuje NHTepecoBak€ 3a NOKpeT
non pykosonctesoMm AHapea bpeToHa:

»MHOro cam Bosie0 HagpeanaucTe, MHOTO.
Ox, TO je MaJI0 Kao Yy XXMBOTY, Ca NnpujaTesbMma
N Tako Jasbe, jbye Koje MHOr0 BOJIMMO, Na nUx
KacHuje BOJIMMO MaJsio Mame. TO je )XMBOT, He
MOXKe ce Ty HuwTa. CBM MU Ce C BpeMEHOM Cpo-
3aBaMo, CTapuMo, Ha Kpajy, MocTajeMo Kao Ha
MOjUM LpTexunma, yonwTeHo peyeHo. [Hagpe-
anM3aM Mu ce CBUAEO] MPUINYHO KacHo, jep...
TaMo rae caMm XXmnBeo, Huje duno guctpudyunje
HagpeanncTnykmx gena. OTKpmMo caM ra seoma
KacHO, HernocpeaHo npe Mor gosacka y MNapwus.
Ha kpajy, Mmucnmm ga cam duo pasodapaH. A
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LIoKyLlaBaM fa pasymMmeMm (heHOMeH XunBoTa...”

oHAa, Kaj caMm n3dbnnsa sBupeo cas Taj CanoH-
CKW acnekT, NoCTanm cy MU MPCKK, 3aUCTa,
Ta WHTeNeKTyasHa, NceynopeBoslyLMOHapHa
CTpaHa."”3

LOano, ,BesMKu MapruHanay y ncropujm
YMETHOCTK",7* KaKo je TO MpeLmn3Ho opmy-
nucana KaTpuH Muje, reHepasiHO je dbrno cym-
HUYaB NpemMa dnno KakBoj hOPMU MHTENEKTY-
asin3Ma 1 ecTeTU4Koj TeEOPUjN Y YMEeTHOCTU. Y
TOM KOHTEKCTY, U3Y3EeTHO My je npujao TEKCT

0apo, y: XaH AHToaH, [Jago. Ctuaosu, 1974,
44°'53''-45'53"",

*CHexaHa Hwuk4yeBnkh n Camwa bneunh, Hdapo:
yKkpwTara /| métissages (2011), comnm PTUI, dado.me/
ukrstanja-rtcg-2011-video



AMapaHT 3100H |

Koju je 1964. roanHe Hanncao HOaHwnjen Kop-
Ounje, Koju je ca ouTpoyMHoLLky pa3zyMeo 0Baj
acnekT y JanosoM nNpuctyny:’>

,Ca [lagom cMO faneko of ecTeTuke, y
LeHTpYy CMO 4YoBeYaHCTBa Koje KpBapwu, bes
nuTtepaTtype 1 de3 camo3anoBosbCTBaA. He-
roBe CJINKe Cy TOJINKO LLUOKaHTHe (y Hajjavyem
cMucny, Takopehn HezabopaBHe) aa heMo unx,
Ayro BpeMeHa HakKOH HUXOBOI MOCMaTpatba,
J0XKMBJ/baBaTW y HaLLMM CpLIMMa Kao Kajame."7®

OBOM CKyMy CJIMKa, KOje MoTu4y ca Kpa-

ja 60-ux nnm novyeTka 70-ux, NCTUYY ce
3ajeHNYKN MOTUBW: MOLOBU, MAPKeTH,
rnewYyaHe NoBpLUMHE, KOjU Ce NOHeKa
rnojaBJsbyjy NOCTaB/bEHW jefaH Nopen Apyror, y
rMnapoBMMa, Kao Ha cinum @aaHgpuja [KaT. 26],
N KOju Cy OCHOBHW KOMMO3ULMOHN €/IeMEHTH
C/INKe, Y HajMaky pYKy, 30ymyjyhn. Hanme,
Kao wTo npmumehkyje ®paHcoas Koe, oBe civke
Cy nsrpaheHe c NpeoKkpeHyToOM NepcrneKkTUBOM:
»dafoB N3yM je jeaHa BPCTa LLUMPOKUX

Wn. / lll. 16 Besunka nnasa nnaxa /Large Blue Beach, 1970

*Napo, MopTpeT y pparmeHTUMa, CTp. 127.

*BupeTtwn ,Oano no OaHujeny Kopanjey”, y: Ocam
roamHa Hemupa, Katanor nsnoxbe, Fanepunja JaHunjen
Kopawje, Mapus, 1964; noHoBo objaBsbeHO Ha: dado.
me/daniel-cordier

KOCWHa Koje NpefcTaB/bajy CPeACTBO NHBEPTU-
paHe nepcnekTuBe (MOCBe jacaH nocMaTpady)
N NPeBaCXOAHO je HaMereH CLIEHN W MOAJI03U
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MpeokpeHyTa
nepcneKkTusa



cnvke. Ta nnaTtdopmMa, Nan NAOHHUK, UK NPo-
na3 (HanpasJbeH 1 ocniabsbeH) cnyXxn OBojaKko:
YyKJ/bydyje ANpeKTHnje Yyntaoua, npetehn my
YKPaTKO, y NOMaKy Koju Npoy3poKyje n ycme-
paBa Ka weMy npeseHTaunjy; He melwajyhn,
Beh HanmpoTuB, jeAHAKO yMeTHUKa u cydje-
TUBHOCT. Byayhku ga My oBa nosopHuua 1 oBa
KOHTpanepcnekTuBa oMorykaBajy Oa 3ay3me
M3BECHY HOBY OMCTaHLY Yy OAHOCY Ha caunky.“”’

7®paHcoas Koe, ,Jano, nssaH Hapatuea“, Cumes,
6poj 102, maj 1971; noHoBo ob6jaB/beHO Ha: dado.me/
francoise-choay.
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MoBpwwnHa, fakne, oBAe uiraena Kao ga
n3dbauyje nydbmHy Hanpen, U3BaH CNUKe, Kao da
je baua y nmue nocMaTpaya. JinHuja Xopn3oH-
Ta, n3Hapg Koje nedae ryctm odbnaum, Takohe
OOMPUHOCK apXUTEKTYpU OBOI ceTa C/nKa, Y
KOjeM Hafla3uMo fBa fena uns cepuje ,Mnaxe”,
LWITO je rnaBHM MOTKMB C Kpaja 60-nx n noyeTka
70-nx [kaT. 27 n KaT. 79]. JepaH on pparyJsba
oBe cepwje, Besvka nnasa naaxa (1970, Ha-
UMOHaHN (POHA 3a CaBPEMEHY YMETHOCT, Y
nenosuTty y Mysejy nenmx ymeTHocTu y loy,
nn. 16), npukasyje ncnyuany 3eMsby U3 Koje
Ce 4YMHW [a Ce /IMKOBU jeBa M3BJaye, ycpen
pacyTux uunena - MOTUB KOju Ce NOHaBJba 04
Kpaja nepecetunx.’® Y cepnju ,Mnaxe" peanun-
CTUYKN MOTUBW - uunene, nocyhe, 3Mposm un
OKBUPW - MOjaBJbyjy C€ KAa0 aHTUMOAN OBOj He-
CTBapHOj aTMocdepn - Tako n MorpeH, nnat-
HO KOje HOCK Ha3mB Mo niaxxu y LipHoj Mopu
(1969, nn. 51).

Ha3uB cepuje ,busbHa nonmumnja“ [KarT.
771, opyrn OMMHAHTaH MOTMB OBOT NMepuoaa,
Koja ke ce HacTaBuUTK cBe A0 90-ux, NoTuye oa
nocMaTpaka CypoBOCTU O4HOCa Mehy XXNBUM
dbukuma y npupoaHoM okpyxewy [anosor
aTesbea y Epysany.

HacnoB ATesbe [KaT. 28] anpeKTHa je pe-
hepeHuUa Ha YMeTHUKOB aTesbe y EpyBany. Ha
HeroBoM MOAY YMHUW Ce Aa je n3pacia Mpexa
BEHa, NpoAy>XeTak CTBOPEeHa, AOK ce wTade-
Naj - jow jegaH peaancTuykm MOTuB Koju ago
BOJIM - PyLIM Npen HaluM 04MMa.

YecTo 30ujeHe, Kao Oa uspamajy 13 Tna,
durype Ha naaTHMMa 13 OBOI CeTa HaJla3e ce
rnopen oAceyvyeHUX rnaea, Koje noacekajy Ha
XKepukoose lTorybsbeHe,’”® ann n Ha xepojcke
npuye U3 oeTNHCTBA O BOjHUM NpeLuMa Koju cy
nodegnnu y patoBuMa NpoOTUB OCMaHJINjCKOr
HenpujaTesba (buTka Kop Mpaxosua, 1858):
Tako Jla 3yn [kaT. 78], y KOjoj cy oBe rnase
3aTBOpEHE Yy HeWTo WTOo Aefyje Kao KoBYer,
a rae ce noHaBJ/ba MOTUB peLleTaka - OHUX U3
KaBe3a - BPJIO orncecrBaH, Kao peMUHNCLEeHLN-
ja Ha [lapoBy TpayMy 13 3aTBOpa y beorpaay,

8y Yapobraky (1959), Ha npumep [un. 7].

7°3HavajHo geno 3a Hdapa, Koju je 1999. n 2000.
rogvHe Harnpasuo Koslaxke kopuctehun doTorpadunje
HATO 6ombappoBarba Jyrocnasuje. OBe penpoaykumje
je ognyymno pa rpynuwie Ha ctpaHuun ,KonaTepanHa
wTeTa" CBOr CajTa, y 3HakK novactu Xepwukoy: dado.
me/kolateralne-stete



AMapaHT 31aoH

Kart. / Cat. 26 ®aaHgpuja / Flanders, 1970




,[MOKyLLaBaM fa pa3dyMeM peHOMEH XXuBoTa...”

Kar. / Cat. 27 be3 HacnoBa / Untitled, 1971

53



AMapaHT 31aoH

Kar. / Cat. 28 Atespe / The Studio, 1971

Maja 1955. rognHe.®° UcTe Te oaceyeHe rnaee
HacTakyjy ®naHOpujy, BeNM4YaHCTBEHN OMaXx
perunju us Koje NnoTn4y aamMmaHCKmn MajcTopu,
Koje je lago ToNnko 0dor)xaBao, a Kojy MaeTaH
NMMKOH P1HO KOMeHTapuLle:

»,3anpaBo, peyn HMKaga HUcy dune mawe
ynoTpedsbmee: 1 0Ba C/ZIMKA, KOja JINYKM Ha CTBa-
p1 KOje MOXXeMO MMeHOoBaTW, BpJsio dp30 no-
CTaje BP0 TEWKO MMeHoBaHa. [...] CMemwyjy
ce uapcTBa, odnnun nNpenase jegHn y apyre:
Tek oTBOpeHa nodarka Koja jow KpBapu dusa
CTeHa, aHTMYKO Norpcje y3anmxe ce Ha CBO-

*Bupetn ,beorpancke rogune, 1953-1956“, supra,
cTp. 7-15.

jUM cakaTuUM MaTp/bUNMA, jeflaH XXNBU Yepek
ce MUHepanuniyje, rpyaHn Kol ce npekpusa
MoBMjyLLIaMa NapasnuTCKoOr pacTura, Ha HEKOM
MecCTy 3a KOje He 3HaMoO je I KOCTYpHuUa,
MpTBayYHMLUA, KnaHuua, nekhnHa c MmeceyeBnM
yKpacuMma, uam nyctapa 3a oTnaTKe U3 Heke
orpoMHe Kopne. [lonasn an CBeTJOCT C Tor
nnasor Heda LWITO TECHO YOKBMpPYje 3ua win
cnnaBy vacy Kag ke ce 3adutn y cpue 3emsbe,
WM LWITO 3ay3UMa BULLE Of MOJSIOBUHE NSaTHA?
OHa ocTaje NcTa 1 Kag HeMa Heda: moxaa 13
aKBapujyma y Kome je nw4vesna BoAa ocTaBu-
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CepamMmpeceTte
roguHe: og
MNMpetka go
TpunTuxa

Na Taj oTucak ceeTnocTu. LUTo ce noda Tuye,
BpUjeMe je nsaBM4acTor Npacko3opja, py>xu-
YacTora cympaka?s”

eflampeceTe Cy HECYMHMBO rogu-
He Kapa [JafoBo CTBapasallTBO
0OXXNBJbaBa CBOj HAjYNCTUjUN U Haj-
CHa)XHWju npouBaT. Bennke ognyke
[OHeTe CYy Y HeroBoj HyTPUHU. AKO Cy reo-
norvja, MeTadm3nka U cTarbe MaTepuja LO-
dunu 3anamyjyhe cinke Koje nMm je xxeneo
nofapuTu, cafia Mopa y AeTasbe UCTParKUTu
CBOj HeoTyhMBM OOMEH U, Y CYLUTUHW, CBa-

Wn. / lll. 17 feuynja coba / The Children’s Room, 1971

81TaeTaH NukoH, Jago, kaTtan. nsnoxbe, Fanepuja
XKaH buwe, Mapus, 1971; npeyseTto ca dado.me/gae-
tan-picon
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| LIoKyLlaBaM fa pasymeMm (peHOMEH XMBOTa..."

KOAHEBHO maycTposaTn onadbpaHe Teme",®
aHanusupa AneH bocke y MmoHorpadunju 13
1991. OBaj nepuop npe ceera oarosapa ro-
OnHama capagre ¢ Nanepujom XaH buwe,
Kojy je Boano XaH-PpaHcoa Xexep [nn. 19]
(1971-1975), n ceepgo4n 0 MHTEH3UBHOj Cn-
KapCKOj aKTUBHOCTU, Koja je 3a Hagpa duna
MpUANYHO ucuprsbyjyha,® ook je napanenHo
rnoceeheHo paano dakponuc, anu n upTexe n
konaxe. bepHap Hoen je 2002. onncao wok
KOju je LOXKMBEO NPUSIMKOM CBOje MoceTe MpBoj
n3noxodwu ,Jano”y Nanepujn Xax bnwe, 1971.

82AneH bocke, ,,Bpeme napabona”, y: Jago. YHuBep3ym
6e3 ogmopa, cTp. 57.
$0ano, MopTpeT y pparmeHTuma, cTp. 136-140.



AMapaHT 31aoH

Wn. / lll. 18 Tpuntux o Manu Kao / Pali-Kao Triptych, 1972




LIoKyLlaBaM fa pasymMmeMm (heHOMeH XunBoTa...”




AMapaHT 3naoH

WUn. / Ill. 19 OJapno n XaH-OpaHcoa XKexep / Dado and Jean-Francois Jaeger, 1974

rogunHe,’* roe cy npukasaHu pagoBu Koje je
Dapno cMmaTpao Kiby4yHUM: baseH, [lJoyek Hose
roavHe, le4ynja coba [1971, nn. 54,53 n 171%:

~HnjegHa opyra n3snoxda, no MoOM Mu-
Wwbeky, HNje uMmana nctu edekaT: BU3Nja,
MakKo je HacUHO 3anoceaHyTa, noBpakana ce
W3HEeHaha Noj NPUTUCKOM YHYTpallthe NHBa-
3Mje CZINYHe HeKOoj BpTornasumumn. Fanepujckn
MpocTop je drno 3apa>keH MNJaBoOM eHeprmjom
KOja ce wupunia n3 camka. To je duna nnaea
Doja nomewaHa c dbenoM NpawmnHOM TaKo ja-
KOM, KOja je npoampanay YHYTpawWHOCT Tena
N yHOCWMa y Hhera TeaTap OC/IMKaHEe CLeHe.
Obun4HO 3acTaHeMO Npes HEKOM CJZIMKOM U MOo-
CcMaTpaMo je 3aBUCHO Of, Tora KOJINKY Apax
OHa OCTaBJba Ha Hac."88

8 Oapno”, Fanepwnja XKaH buwe, Mapus, 30. mapT
- 8. mMaj 1971.

sHapo, NMoptpet y pparmeHTUMa, CTp. 141-142.

8%bepHap Hoen, ,Oano”, y: Jago, kanena Ceetor

TOKOM TUX rogMHa yrne4aT/bUBO je U TO KO-
nvko HOapo sapupa dopmaTe: og cepuje ,lNa-
nepuja npepaka“, kBagpaTHor dopmaTa (60 X
60 uM), Koja je npowwmpeHa cepujom ,lMpeun”
(162 x 130 umMm), oo BenUKMX TpunTtmxa, mehy
KojuMa je n BennyaHcTeeHu Tpuntux MNaav-Kao
(1972, nn. 18 konekuwnja Manepumje XKaH buwe
XKexxep). Tpuntux Hocopor [kaT. 80] godwo je
Ha3MB MO HaAUMKY Koju je Jano nao Hemnum
KOjy je yno3Hao y neTweM Kamny Ha Kop3uuu;
OHa je Takohe uHcnMpucana cepujy dakponuca
13 1974. roauHe. Y no3anHn ce Ha OBUM MnnaT-
HVYMa Mpeno3Hajy NCTU CTPYKTypasiHU MOTUBU
MopTUKa, OOK MOHCTPYO3He durype 3aysnmajy
MpBU NiaH, a Mae4yHodenn Beo NoKpmea LLesinHy.

Jlyke, kaTanor nsnoxbe, Nanepnja AneH MaprapoH,
Mapwn3, 2002, cTtp. 7; npey3eTo ca: dado.me/ber-
nard-noel
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Konaxu,
1974-1975.

Auntux n3z MoHxaByna [KaT. 81], Koju je
ywao y konekumujy ConomoHa P. lN'yreHxajma
y byjopky 1977. roauHe, 3axsasbyjyhn senu-
KOAYLWHOCTU Tagalwmer Tprosua Llynnjana
Abepdaxa,®” eBounpa ceso y KojeM ce Hanasu
EpyBan. durype cy Ty BULLE CTOMJbEHE, Haro-
BewTaBajyhn eBoNyLnjy CIMKapCKOr nlpasay
amMepunykoMm nepuony. bberos naHgaH, Auntmnx
n3 Epysana (1975-1976, un. 52), Hana3sn cey
Konekuunjn Lentpa MNMomnnay.

,[MoKyLLaBaM fa padyMeM peHOMEH XU1BOoTa..."

epuog Konax<a ogrosapa Aybokoj kpe-
aTMBHOj KpM3K Ko Nafa, He3a40BOJb-
HOI CBOjUM C/IMKaMa N3N0XKeHUM y Ia-
nepwnjn XKaH brwe 1973. rogmHe, Koje
je cMaTpao He[LOoBOJ/BLHO AOBpLIEHMM.®8 [lano
rnonasm of NocTojehnx upTexa Koje cevye un
cacTaBJba, a 3aTUM UX gopahyje TyLLem u rea-
LIeM, 4YeCcTOo NMOHOBO LpTajyku npeko kbnx. OBaj
npouec yHULITaBara/CTBaparba NOACTULAO je
HeroB Tprosay, yMeTHMHaMa XXaH-PpaHcoa

Un. / lll. 20 OpuruHanHu upTtexx KacanuH Ceetor Hukose / Original drawing of The Butcher of Saint Nicholas

¥BupeTtn ,Amepuka, 1976-1983“, infra, cTp. 63.
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8 NpBo, n3noxba Mojux cnuka us 1973... Hucam 6ro
3a[10BOJbaH CBOjOM M310>x6oM, 6110 je NpeBuLLe CvKa.
Buno je neTHaecT Be/IMKMX C/INKa KOje CaM Hac/IMKao
3a roguHy n no, MmaTepujaaHo Huje buno moryke na cee
6yay nsnoxeHe" (Jano, o CBojoj M310>X6u y Fanepnjn
>KaH buwe, Napwus, 18. centembap - 27. okTobap 1973,
u lMopTpeT y pparmeHTUMa, CTP. 156).



AmMapaHT 3ugoH

Kar. / Cat. 29 KacanvH CeeTor Hukone, 1974 / The Butcher of Saint Nicholas, 1973-1974

XKexxep, ann ce nnak YnNHW da ra y BesnKoj
Mepu HUCY pasyMmesin CaBpeMeHULUN, Ha LWTa
ce YMEeTHUK >Kasnno.s°
M3bop upTexka nNpencTass/ba Kiby4HY a3sy:
,Konaxu ca »KpTBOBaHUM LpTexXnma, fBa
BeJINKa Koja cMaTpaM HajnenwmMma, 4ynHo,
XXPTBOBAO CaM Hajnenwe ypTexe® aa ux Ha-

8Napo, MNMopTpeT y pparmeHTuMa, cTp. 50.
*Pey je o KacanuHy CBetor Hukosne n Kyha y
Mejpepy, cadyBaHuM y onatuju Obepus (1975, nn. 56).

npasuM. Huje duno upTexa Koju cy dunnm 3a
bauame, NMa ga cam ux CTaBMO Yy KoNlaxk. Tu
LPTEeXM Koje caM yHUWTno cy Beh camm no
cedu dunn nodpun Ha BEMKOM NNCTY. %t
KacanuH CeeTor Hukose [KaT. 29] onHOCHK
ce Ha nereHay Kojy je [lago oTKpuMo y geny
hepke BaTpe Xepapa e Hepeana,®? jeaHor o4

*'Napo, lMopTpeT y pparmeHTUMa, CTp. 47.
“XKepap ne Hepsan, ,lNecme n nereHge us Banoaa“,
hepke BaTpe, Librairie des bibliophiles, Mapws, 1818, cTp. 96-97.

60



,[MoKyLLaBaM fa pa3zyMeM (peHOMeH XXusoTa..."”

Un. / 1ll. 21 Oapo y bykoky, LleHTpanHoadpuyka Penybnuka / Dado in Boukoko,
Central African Republic, 1974

/

Un. / lll. 22 LpTex Koju npenctassba Murmeja, Hanpae/beH TOKOM MyTOBakba Mo
LleHTpanHoadpuykoj Penybnuum ca op Xopxem XKexkepom. / Drawing representing a
Pygmy, made during the trip in Central African Republic with Dr Georges Jaeger, 1974
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AmMapaHT 3ugoH

Wn. / lll. 23 AHaTtomuja / Anatomy, 1990

HEeroBMX OMUJbEHUX ayTopa: TpU AeTeTa, Koja
je caancTuYKM KacanuH ncekao Ha KoMaze na
dn HanpaBKo CyBO MeCo, Yy 0M je OXXNBEO CBe-
Tau. OpurnHanHu upTex je oTorpaducan,
Kao 1 cpefma pa3a, BepTukanHo [un. 20 n 591].

Ha3uB Konaxa bykoko [kaT. 84] ogHoCK
ce Ha ceno y UeHTpanHoadpurykoj Penydnuun
Koje je Oapo noceTtmo 1974. roanHe y OKBU-
py MegunuuHCcKe Mucuje ap Xopxa Xexepa,
bdpaTa rerosor Tproeua yMeTHMHaMa, y 3a-
jenHuum Nurmeja - rae je ypagno HeEKOJINKO

62



AmMepuKa,
1976-1983.

nopTpeTa BPJ10 peaMCTUYHOr ctuna [nn. 22].
OBo npBoO (M jeanHO) NyToBake Y AQPUKY, Koje
je Ha Oapa ocTtaBunao aydokK yTucak, nHcnmpm-
cano je u TpunTKux U3 1975. roguHe [nn. 56].

Ennsona Konaxka U3 cegampgeceTux Kyn-
MUHMpPana je Heycneamm npojekToMm Krsure o
JoBy. U3mehy 1976. n 1978. rognHe Jago je
Ko4 cBor wramnapa AneHa KoHTpya m3rpa-
BMpPao NeTHaecT rpasmpa 3a npojekaT Krbure
KOjun HNKada Huje peanunsoBaH. lNpu3Hao je aa
je xeneo ,Aa pa3Banan Kwury o Josy“, nopahy-
jyhun Te rpaBupe reallem, Koje je 3aTuUM cekao
Kako dun Hanpasno konaxe [unn. 60].

Oano ke HacTaBMTU MapsbMBO Aa ce basun
KONa>KoM ToKoM 90-ux, Na 3aTUM U Ha NOYETKY
HOBOr BeKka [un. 23 n 58].

ek npun cBom npeBoM dopaBky y hby-
jOpKyY, y 3umy 1962. rognHe, TOKOM
n3noxxode Kojy je opraHmnsosana Nanepuja
Kopawje-BopeH, Oapnos ocehkhaj npema
CjeavnrbeHnM AMepunyknM [ip>kaBaMa Kapak-
Tepuwe amdumBaneHTHOCT, namehy acumnHa-
unje n oadojHoCcTK. YnpaBo y Hbyjopky, npe-
KO 3ajeAHUNYKUX jyrOCNIOBEHCKUX MNpujaTessba,
Hapno yno3Haje Xecu, Koja je XXuBena y 4eTBp-
Tn Jloyep UcT Caja, Hepaneko of bosepuja.

e 5 4

L= il il

WUn. / lll. 24 LlynnjaH Abepbax n Jano y BectxemnToH budy / Julian

Aberbach and Dado in Westhampton, 1978
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| ,MoKylaBam fa pasymem heHOMEH XKMBOTA...

Mpu3op 6eckykhHWKa , KUBUX NOYCMP3HYTMX" 93
Ha aBeHNju NOCcedHo je MNPEeCMoHNPao yMeTHN-
Ka.%* Kao 3HaK n3pa3nTo yneyaT/bMBOr Kapak-
Tepa oBe , JaHTEOBCKe" BU3Wje, Y ,HajHenpa-
BeOHWjeM, HajHeEXyMaHWjeM rpay Ha CBeTYy,
roe ceu xene ga oay“,*”> bosepun aBeHunja uH-
cnmpuncahe werose UpTeXXe U 3HavYajHe CMKe
[kaT.15 nwnn. 61], on 1962. roanHe na cee 8o
cpenunHe 70-ux, TOKOM HEroBMx rogmHa ca-
pagre ca aMepuykuMm TProBueM yMeTHNUHaMa
aycTpujckor nopekna LlynnjaHom Abepbdaxo-
M,%% 4ynja je ranepuja, Kojy je Boamo 3ajeiHO
ca cBoOjuM dpaTom XKoaKMMOM, MO3HATUM Kao
KaH, dbuna cmewTeHa Ha V aBeHUju y HbyjopKy.

Cse pno 1981. rognHe ano penoBHO U3-
naxe kop dpahkhe Abepbdax n yecto dbopasu y
CjeanrseHnm AMepunykmm [ip>xaBama. MoHekan
bopasun y BukeHauum LlynnjaHa Adbepbdaxa Ha
NoHr Ajnanpy, y BectxemnToHy [un. 62], roe
rMocMaTpa pakoBe Ha nnaxku [XoTen boxuja
Kyha, Kpabe BectxemnToHa, KaT. 83 u nn. 25].
Takohe, XoTen AgaMmc Ha MeHXeTHy, CMeLUTeH
bnunsy LleHTpan napka Ha V aBeHwujun, rae dopa-
B Yy APYrUM NpUIMKaMa, UHCAnpULLE 3HaYajHy
cepujy cnmka [kaT. 30 n nn. 63].

CTnn civka 13 Tor nepuoga ce Mewba, Jn-
KOBU Jenyjy Kao fa ce cTanajy y nnaBy aT-
Mocepy, AOMUHAHTHWjY HEro nkag - nogce-
fa poHekne Ha cneundgunyHy CBETNOCT paHMX
LTpn3ajnn“ n3 deorpapckor nepnopa.’’ frognHe
1976. Japno cTBapa y UICTOM AyXy npekpacaH
Omaxx ®ancTtpomy [KaT. 85], nocBeheH npuja-
Tesby KOr je yno3Hao y Bpeme Nanepuje Kop-

*Napo, MopTpeT y pparmeHTUMa, CTp. 162.

¢ ,Buo je BPSIO CMMMaTuyaH rpag y To Bpeme, BpJio
unB. buna je To enoxa boeepun aBeHuje, Koja je buna
npekpuBeHa beckyhHuUMMa Koju Cy ymMmpanu Tamo y
CTOTMHaMa, He 3HaM, y Xxubagama [...]. Peummo ga cam
oTuwao y AMepuky aa suaum bosepu aBeHujy, To Me
nHTepecosano” (ibid.).

*Ibid.

*lynnjaH Abepbax (1909-2004) noberao je n 6opuo
Ce NpOTMB Hauu3Ma NPUAPYXXUBLLN CE aMepUHKOoj BOjCLN.
HakoH 6pu/baHTHe Kapujepe My3nyKor npogyueHTa
(capabuBao je, nsmehy octanor, ca Ensmucom Mpucnnjem),
noyeTkom 70-1x OTBOPUO je ranepujy y Hbyjopky ca cBOjuM
6paTomM XoakmmoM, No3HaTUM Kao XaH. smeby octannx,
y TOj ranepwuju je nsnarao n Konymbunjay ®epHaHoo
BoTepo.

BupeTtwn ,beorpaacke rogune, 1953-1956“, supra,
p. 7-15.



AMapaHT 31aoH

Kart. / Cat. 30 Agamc /Adams, 1977-1978




LIoKyLlaBaM fa pasymMmeMm (heHOMeH XunBoTa...”

Wn. / 1ll. 25 BectxemnToH kpabe / Westhampton Crab, 1978-1979




AMapaHT 31aoH

Kar. / Cat. 31 bosHuya / Hospital, circa 1980

avje, Koju je druo weros KoMwwuja y Epysany
noyeTkoM 60-nx% n Koju je yrnpaso N3BpLUNO
caMmoyducTso.

MNocnenmwa cnnka U3 osor ceta, beba bu-
¢oH [KaT. 86], HajaBsbyje Benkn budoH nepu-
of, Koju ke okynupaTn [laga TOKOM HEKOJINKO
roavHa y HapenHoj geueHwuju. MNMecHnk AneH
Bocke 0BaKo onucyje oBy KJby4YHY CJ/INKY:

.Y bebu bugoHy, n3 1976. roanHe - nnatT-
HO OMMeH3uja ABa Ca ABa MeTpa - Npeimn 4eo
C/IMKe npuKa3syje MopTpeT, CKOPO peannctu-
YaH, jegHOr rocnoguHa Koju dm morao dutm
MO3HATU Hay4YHUK, CINYHO BaH Ajky unam BaH

%,,Pagno cam Ha Besamkoj papmu Kafa je PancTpom
[oWao Ko MeHe. Pekao Mu je fla ra To HTepecyje, YHN
MU Ce, NICKPEHO. A MEHe je 3aHUMao HEeros pag, MHOro"
(Oapo, MopTpeT y pparmeHTUMa, CTp. 81).

nep BejoeHny, nocTaBswajyhn y camo cpegmite
cBor onTtapa nnemuha nnm doraTtalwa Koju je
dno 'moHaTop’: WTO je NpeMa peyHukKy Tor
BPEMEHA 3HAYMIO0 3alUTUTHUK CAnKapa Uan
Hapy4unay. MehyTum, Moryhe je n ga ce oBaj
YoBeK Ty Hajla3n ga dbm 03Ha4YMo pasnmky uns-
mMebhy peanusma n gpyror gena nnaaTHa, Koju
je MHoro cymaHyTunju. busapHe aHaToMmuje -
nauoBu, MajMyHU nnn geua - gopmmpajy npu-
JINYHO hpeHeTNYHY NOBOPKY, AO0K, HACynpoT
TOMe, [EeBOj4YNLa KOja NIeXxn nirnena Kao aa
ce ynywTa y AyboKo carbapere 1, y CBakoMm
Cyyajy, urHopuiie cey y3dyheHocT oko cebe.
Y cpegnuwiTy cnnke, jefaH XOMUHWH, TEK U3a-
wao n3 Kpo-Maw0oOHa, HOCM Ha BpXYy KoJua,
HELITO Ha/IMK Ha MaJsior Ae4Yyaka, UCTOBPEMEHO
HabunjeHor u pawyepeyeHor, anu, pekno du ce,
CaBpLLUEHO yA0dHO CMeLlTeHOor Y Toj No3uuunju.
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LIoKyLlaBaM fa pasymMmeMm (heHOMeH XunBoTa...”

KarT. / Cat. 32 be3 HacsioBa / Untitled, circa 1979
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AMapaHT 3100H |

Apyru y4ecHMumM nocmMaTpajy, HEKU MaXk/buso, Oja HajuHTWUMHMja, Hajaybsba dpu- Budon,
a HeKM paBHOOYLIHO, OHO WTO dn Morso dutn raje na nogam HewWwTo npupoau, 1981-1987.
naraHcko pacnehe.“%® [a HanpasuM gopaTak npupo-

Oun, fa je He Hanagam“,1 nose-
paBa Hdano Xopxey AMaTy y HerosoMm UMy
Hano bugorH (1987). Nano, Koju je onyBek dmo

Kar. / Cat. 33 Jle bambna / Le Bambla [The Wing-banded Wren], 1987

19Xopxe AmaT, ,Hdapo BudoH, benewke o
MNMpupoaHoj nctopuju bugoHa", npoaykumvja: aaa ys3
“AneH bocke, ,Bpeme napabona“, y: Jago. y4yewhe HaumoHanHor ueHTpa 3a N1acTu4He yMeTHOCTH,
YHuBep3ym 6e3 ogmopa, cTp. 59. [ocTynHo Ha: dado.fr/dado-buffon-jorge-amat, 4'30"".
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LIoKyLlaBaM fa pasymMmeMm (heHOMeH XunBoTa...”

Kart. / Cat. 34 Le Proyer (Emberiza Calandra) / Le Proyer [Corn Bunting], 1984.
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AMapaHT 3100H |

Un. / lll. 26 KosayHuua bugoHa / Les Forges de Buffon, 1984-1985




LIoKyLlaBaM fa pasymMmeMm (heHOMeH XunBoTa...”

Kart. / Cat. 35 Erythrogaster, 1986

aCUMHNPaH XXVBMM CBETOM,! Kpo3 OBY MU-
cao, HacTany 80-ux roanHa, ogpa>kaBa CBOjy
CTpacT npema rno3HaToM (hpaHLyCKOM npu-
poaraky n3 XVIll seka, Xopxy-Jlyjy Jieknepy
ne budoHy, wto necHnK AneH bocke Beoma
npeLnsHo aHanmsunpa:

,bnonornja, aHTponosormnja, 300s0runja
W NaseoHToNI0rnja NPUANYHO A0dPO Koersu-
cTupajy Koa Xopxxa-Jlyja Jleknepa rpoca ae
BudoHa. Y Mmepu y Kojoj ce MHTYUTUBHO CynpoT-
CTaBJsba CTPOroCTU U PUFMAHOCTUN Kiacuduka-
Umja BpCTa, Koje je C repMaHCKOM CcTporowhy

'Byan ,Majka npupona“, supra, ctp. 30-34

71

rnoctaBmo Kapn ¢oH JinHe - LLIBehaHNH 1 OH
poheHu cy ncte, 1707. rognHe - oH Hacayhyje
YKpLTaka, npenasHe onuunje n MmoryhHoCcTu
y CBUM (peHOMeHMMa cTBapama. [lo3HaTo je
[a je cMaTpao Aa OpPraHCKM MOJIeKyan Mory
npeTpneTu, de3 HarAnx NpoMeHa, HeEKY BPCTY
cnopux TpaHcdopMaumja, ycnen xumwany e-
HOMeHa u urpe ciy4aja. OBaj Ha4yMH pa3Mu-
LW/bakba HEe MOXXe a Aa He npusyye daga, Koju
roanHama y>xXvBay ApYyLUTBY HEroBuUX Krbura,
Koje ybp30 3a wera nocTajy dpeBujapu. 102

?2AneH bocke, ,YecTe nocete budoHy”, y: azo,
yHuBep3ym 6e3 oamopa, cTp. 61.



AMapaHT 3naoH

Un. / lll. 27 KabunHeT ncropuje npupoae, Epysan / Natural History Cabinet, Hérouval, circa 1986

YuTamwe UcTopumje npupose (1749-1804),
KJbyYHOI Aefla NpupoAHaka, MoKa3aJso ce Kao
rnocedHo nHcnupaTumBHO 3a Hapna: ,Kaga [bu-
(hoH] roBopu 0 Npupoam, To Cy Npasa sbydbaBHa
nncma Koja nuiwe. Mmao je nocedHy HakKNOHOCT
npema npmpoau... FOBOpUO je 0 CBEMY, rOBO-
pvo je o becTmjanHoCTM Npupone, roBopuo je
0 Hacusby, 0 TOM Or0J/bEHOM acneKTy npupoae
Koju Me hacumMHMpa, O TOM 3/10M acrekTy npu-
poae“,t% nsjasmo je 1988. roguHe.

Tako YMETHUMK KOPUCTU MMEeHa NTULa Koje
je npoy4aBao budgoH na d1m HacnoBmo cBoje
cnuke: Le Bambla [kaT. 33], Le Proyer [KaT.
341, dununuHcku kasaao [wn. 641, L’Averano
[nn. 28], L’Azurin [wn. 651, bayHa [un. 66], wTo
Cy CBe HaCJI0BM KOju CBef0YEe 0 CTpacTu npe-
Ma OPHUTOMIOMMjUN KOja je Kog Lada NpucyTHa
jow og AeTubCTBa U Koja ke ce HacTaBUTU 1
Yy HapeaHoj aeueHunjn, c npojektom ,,Opnenun-

% Nano, ,YMeTHOCTU 1 sbyan”, ®paHc Kuntup, 2.
Maj 1988; npey3eTo n3: CamkaTtu cTojekrun, cTp. 180.

u“

jepn“.1%* Nako je TewKo Npeno3HaTu NTULE Ha
OBUM C/IKaMa, MHCAnpaLuja 1 OMak BEJINKOM
npUpPoAHaKy y NOTAYHOCTU CY MPUCYTHW:

,OL/y4no cam npe HeKOJINKO rogunHa na
ce NoCBeTUM UCKJbYYUBO VIcTopujn npupose.
Kaga me nuTajy: 'WTa pagnw, Jano?’, na, ja
cnunkam Victopujy npupoae. Pagnm ciinke Koje
CYy Xndpuaun XXnBoTuUrba U Npmyam UCTopujy
npMpoae Ha CBOj Ha4nH."19°

»,He BonuM pey 'neno’, He BONIUM ped 'unsb’,
He BOJIUM ped ‘'naeja’, He BosiM pey ‘cpeha’,
He BOJZIUM pey 'ceKkc’, asin BOSIMM peYy 'cBe-
TNOCT', BONMM ped 'BoAa’, BOSIMM pey 'dusbke’,
"MuHepanun’, n 30or Tora cam ce rnoBse3ao ca
BbudoHom",1% Ka>ke [ano 1987. roanHe pe-
ouTtesy Xopxey AMaTy. 3aucTa, ,NJeMeHu-
TOCT, BPJIO jeAHOCTaBHO dusbHa 1 opraHcka““?’
CNIMKApPCTBa, KOjy YMEeTHULN TONMKO Tpaxe,
MO>X[la Y OBOj CEPUjU CSIMKA MNOCTMXKE CBOj Haj-

“Bupetn ,HoBa nctpaxmnsara“, infra, ctp. 76-80
1 Napo, MopTpeT y phparmeHTuMa, cTp. 90.
%*dado.fr/dado-buffon-jorge-amat, 22’

7 Nano, MNopTpeT y hparmeHTUMa, CTp. 64.
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Wn. / lll. 28 L'Averano / '’Averano [Bearded Bellbird], 1987
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nenwwu nipas. Ctpact npema budoHy Ty ce He
3aycTaBJsba: Nopen BaXkHe cepuje rpasupa u
jeoHe dudnnoduncke krwure,°® lago cacta-
BJ/ba, KopucTtehun cTape poTesbe Ha Kojuma
cnuka, KabuHeTt npuponHe nctopuje y CBOM
aTesbey y Epysany [un. 27]. HaxxanocT, BehuHa
0BMX OC/IMKaHUX hoTesba n3ropeke y noxkapy
y EpyBany y jeceH 1988. roguHe.

Kpyria deapa, okpyram Topso,

oKpyrna rnasa. Anu Te o4n? Koce,

cnywTeHe, yaoybiweHe. A Taj npo-
1] cTop n3Mehy o4njy? Tako BeUK,
TakKo BesiMK, Tako npasaH. LLTa dmn morao aa
nporyTta ca TOM Npa3sHUHOM?

TBpAornasu rywitep, TBpA Kao ocMaTpan,
yeka, Taj Menposem. bes TpenTaja, y Hagu oa
ke ce HanyHUTK, Yyeka... 1%

MpujaTess bepHap PeKnWOo OTKPKUO je OKO
1960. rognHe mnagom [aay noesunjy AHpuja
Mwuwoa: ,Mpnyanm cMO yriaBHOM O KHMKEB-
HOCTU, O CTBapMMa O KojuMa Maaau sbyam oa-
yBeK npuyajy. OH Mu je, Ha npumep, CTanaHo
rosopno o AHpujy Muwioy, o FrocrioauHy epyy
(Monsieur Plume), Peknwo je 6no nypn 3a Mu-
LWOOM. Pekuno Me je y3eo 3a pyKy U oA4BeEO
Kon Mwuwoa.“!1® Nakne, Jano je BepoBaTHO
YNO3Hao HEroBO KHMXXEBHO OEN0 Mpe HEero
LWITO je yNnO3Hao CaMor YOBEKaA, KOju je Takohe
dno ayTtop rpacumnykor gena, Koje je dpaHuno
DaHnjen Kopawvje.

Hdanosa hacumHaumja MnWooBOM Noesunjom
dunna je TpeHyTHa 1 TpajHa, Kako je n Npu3Hao
KpuctmnjaHy Oepyey 1981. roguHe:

,HbEroBmn TEKCTOBU, HeroBe necme 13 Tpu-
JeceTux roanHa, 3a MeHe, CaH je Aa npasuMm
LpTexXe NonyT TUX, LpTexXe KOju CY Tako XXUBH,
MOXAa U KOH(Y3HU, aJn NCTO TaKo N3paxkaj-
HU N UHCMNMPUCAHWU. Jep TN TEKCTOBU UMajy
HEeBEpPOBATHY TPAHCMAPEHTHOCT M XXUBOCT!“11!

3aHNMJ/BUBO je OTKPUTU TajHe Be3e Koje
Cce ycnocTaBJbajy namehy oBa asa gena; Muwwo
je narnepa ueHno JagoB pafj, Kako MoKasy-

1%BuchoH (rpod pe), O 1acTama v HeKumM NTyuyama,
ro3HaTuM, Herno3HaTuM uan HeoTkpuseHum [Fonfroad],
®daTa MopraHa, 1988, nnyctposaHo ca 24 6akpopesa.

Anpu Muwo, ,MopTpeT Menposema”, y: XXusoTt
y Habopuma, Fanumap, MNapus, 1972, cTp. 146.

°Napo, MopTpeT y pparmeHTUMa, CTp. 86.

" Napo, MNopTpeT y hparmeHTnma, cTp. 109.

je y4ecTanocT wherosmx noceta usnoxxbama
y Fanepwujn XXaH buwe, Koje cy 3a Mor oua
dbune MHoro Ba>kHuje og dnno KOr HOBUHCKOT
4YynaHka.'? FrogmnHe 2004. Napo je Takohe uns-
pa3no cBoje AyDOoKO AnBI/bEHE NPEMa NECHUKY
y uHTepsjyy ¢ Kpucten Jloke: ,Jena nonyTt
Ko cam 6uo*'3 Bucoko cy cydesep3nsHa 1 3dor
Tora de3BpemMeHCKa, BeOMa CHa)KHa. To je Ta
CHara.”114

Hacnos oBux cnvka, Mengosem, nme nma-
rMHapHKX CTBOpera Muwwoa, faT je ydp3o HakoH
necHukose cMpTKn, 1984. roguHe. OHe cy Mehy
peTkum [agoBuMm CanMKama Koje pedepuly
Ha noeswnjy, 3aje4Ho ca CIMKoM Kpaj ceujeTa
(1955-1956, nn. 35), HacCNOBOM JATUM Yy HacT
LpHOropckor necHunka AnekcaHpa Jleca Vea-
HoBuha (,CBaKa CMpT je NponacT je4HOr CBUje-
Ta"), anu, npe ceBera, UCTNYy BaXXHOCT CycpeTa
C AeNIoM 1 HOBEKOM Koju cy Aydoko odenexunnmn
Dapa. NNoKNoOH necHMKoBe sieratapke Muwe-
NMH ®aMKH MOM ouy, HeobjaB/beHa MuLLoo-
Ba necma ,Cnunke”, Kojy je nzadpao ga ome
oTBOpU KaTanor Tpeher yueturckor dmjeHana
1996. rogmHe, Takohe je )X1MBO CBEA04YaAHCTBO.

,CTojekn, NOTNyHO OorosbeH of rnase Ao
KosieHa, ofiepaH, NOAUrHYT, FOK, pacrnopeHu,
KpBaBM YOBEK, YNHW Ce joL He MOTMYHO roToB,
HUTW Yak MHOro 3adpuHyT, 3a4p>XaBa uspas
CMUNPEHOCTWN.

CTpallHo 3a BUAETH, YaK U 4oamp ntuyjer
rnanepja dm ra n3desymmo, weroese ckapsieTHe
yCHe 3ace4yeHe A0 cpxu, dbecnomokHe, casp-
LWeHOo yjeAHa4YeHe N KPy>XXHe, MonyT 3pHacTe
MBMLE KepaMMN4yKe Ba3e, YNHE MyJpa, YBpCTa
yCTa Yy KOjuMa HeMa HUW Tpara >anodwu.

12 1...] kKapa caM uMao cBojy usnoxby uprexa,
TaMo, 0 PpaHLYyCKOj peBonyumju, Muwo je powao aBa
WAV TpY NyTa Ha n3nox0y, n peknum cy Mn y ranepujm...
- HUCY MHOro Tora npogdanu, 6unu cy Bpsio TY>XXHU. Ann
Cy My peknn: 'Muwo je gowao Tpehun nyT.” N 61o cam
cpehaH. 3a MeHe je To 6uo Bennkn ycnex. Hucam bmo Ha
HaCJIOBHOj CTPaHW HOBMHA, aJin caM UMao Tpu noceTe
AHpunja Muwoa Ha Mojoj n3noxbu, Bpakao ce fa NOHOBO
nornepa uptexe” (Japo, MopTpeT y ¢hparmeHTUMa,
cTp. 110).

BAHpu Muwo, Ko cam 6uo, Hysen PeBu chpaHces,
Mapwus, 1927.

4Napo, Pasrosop ca Kpucten Jloke, 2004,
naTt nosogoMm msnoxbe ,CepamHaecT yMeTHMKA ca
ceflaMHaecT roanHa“, Kojy cy opraHusosanu XXaH-JInk
MapaH n Kpucten Jloke y My3ejy Pembo y LLlapnesun-
Meswjep, y: CavkaTu cTojehn, cTp. 196.
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AHpuU
Mwuwio,
Meuposem,
1987.



Y>xacHa depna werosor ocakakeHor, n3sp-
HYyTOr TKMBa, Ca KPBaBUM LIPBEHUM y34aMma;
npodyLueH, n3doaeH rnoTuc, N 4UB/baYKN pa-
WMPEHN MULWINKN KOjuU NOANXKY Kamnke, U3BY-
YeHn HanoJsbe, HUCY MPOMEHWIN MUPaH, oaMe-
PEH, NPUCTOjaH, Noraen OHora Koju 3aap>xaBa

,[MoKyLLaBaM fa padyMeM peHOMEH XU1BOoTa..."

AHpu Muuwo, ,,Cnuke, 1

Hapno je 4yecto noMurao ceharbe Ha pas-
roBop ca MuwoomM, Koju My je nosepuno ga du
>Keneo Aa NOHOBO Hanwulle Leslo CBoje Aesno

Un. / lll. 29 lMucuym n3 6yHkepa. 3a AHpuja Muwwoa |/ The Scribes of the Blockhouse. For Henri Michaux, 2008

Bepy Yy YoBeYaHCTBO, y NpaBay, Yy jeaHaKocT.

Mocne Hanopa CTPYYHOr My4uTesba, HemMa
OYajarba; HEMa deca, HNTK Orop4YeHoCTH.

N3a khenaBse, obpunjaHe, 3janeke nodame,
KOjy CaZia BULLE HULUTA He LUTUTKU, Ha MUJIOCTHU
N HEMWJIOCTU HEKOI KameH4nha, nucTta, ony-
WwKa, komaguha mantepa Koju &1 Morao nactu
Ha kY, YoBEK MUpaH, be3 boja3sHu pasmMunba,
yrnpKoc cBeMy Bepyje y [pylITBO U, He rope
TpeTupaH Hero d1Mno Ko Opyru, y CywTUHN
yBek ‘cayra’!”
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- pevyeHuua Koja dm morna dSuTn n werosa.
FognHe 2008. HanpaBuo je Mocneamwn oMaxk
necHuKy, y odbnmky dpoH3aHe ckynnType y
KOjoj je MHTerpmucao MoTuB Nnucakhe MalinHe u,
Kojy je Ha3Bao lMucum n3 byHkepa. 3a AHpuja
Muwoa. Oeno je npukasaHo Ha bujeHany y
BeHeumnjn 2009. rognHe, nopep dpoH3n y 4acT
HEeroBux Apyrux npnjatesba yMeTHUKa Koju cy
npeMmuHynn - bepHapa Pekuwioa, EjpuHa ®an-
cTpeMa, Pobepa ManaBana, XaHca benmepa,
YHuke UupH, MaTujaca Cnewa...



AmMapaHT 3ugoH

ocnefme rogmHe cTeapanawiTea dazaa,
Koju je npeMnHyo 2010. roavHe, nepu-
0l Cy HeroBOr BeJINKOI KpeaTUBHOM
obHaBs/barba. BepoBaTHO NOACTaKHYT
No>XapoMm Koju je 3agecno MavH y Epysany, y
jeceH 1988. roguHe,'*> Nano cee 4Yewhe Ha-
MywTa CBOj aTesbe fa du ucTpaxxmo gpyre
XOPU30HTE, AOK Ce NnctoBpemMeHo ocnodaha
TPXXULIHNX OKBUpa, Aajykhn npenoHocT nojan-
HOCTW YCKOI Kpyra danckmnx KosekumoHapa.
MpBK n3nasak U3 aTtesbea gecmo ce 1992.
roauHe, Kaga je lago Kynmo nopoanyHy kKyhy
y be3-ne-Hocaky (ABupoH) oa op MoHuk Ap-
Han, KONekKuMoHapKe Kojy je yno3Hao npeko
npmnjatessnue BaHnHe Boren XXopx, yaosuue
cnukapa Knoga Xopxa [nn. 68]. Jano je npe-

y3e0 Kyhy Koja je oCTana y CTawy Yy KojeM jy
je ocTaBuia TeTKa BnacHuue, Mapuja Jlope,
KOPUCTWUO je keHe NINYHe NpegMeTe fa cacTa-
BU pesinkBUjape, a Ha NOCTEJ/bMHMN Ca HbEHUM
n3Be3eHnM uHuynjanuma (MJ1) cnmkao je gn-
pPeKTHO [KaT. 41]. Krou>xeBHUK XKak AHpKK duro
je nocedHo 3aaMB/LEH OBOM ,[afdoun3aLmjom”
nocTesbnHE NpeMuHyne:

»I1NaTHo, Ha eMy ce paha, ymumpe, y>xu-
Ba, MpeHocu XMBOT. Ha temy ce Takohe un
cnvka. Mucnum pa je Jano, 0BUM NpeKpacHUM
CTapuM TKaHMHaMa Kojuma je xadbare gano
AparoujeHy Npo3paYvyHoCT, ca HajsehuM XXapom
M caBpweHumM ymujehem [...] BpaTno XUBOT Y
CBOM HEr0BOM Tpajakby, XXUBOT KOjU je yBujek
kKoMbunHaumja nakna n paja.“1e

Un. / lll. 30 Oapo cnvka cepujy 3104ecTe aesojynue, Epysan / Dado painting the Mean Little

Girls series, Hérouval, 1996

*BupeTtn Mmoj TekcT ,Cnanutn mptee”, 2004, dado.
me/amarante-szidon-spaljivanje-mrtvih

16Kak AHpuK, ,,06peau npenacka®, y: Oapo. Ogopa
Mapuje J1., kaT. usnoxbe, Mapus, Nanepnja PakneH-
JNemapuje, 2000, dado.me/jacques-henric
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HoBa
UCTpPa>KuBama,
1990-2000.
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Kar. / Cat. 36 Enoau, cepuja 3n04ecte aesojunie | Elodie (MPF) (Mean
Little Girls series), 1996
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Wn. / lll. 31 Mazarinade, 1992-1993

[Be roanHe KacHuje, 1994. rognHe, TOKOM
cykobda y Jyrocnasunju, Jano pagu y cTapom
BWUHCKOM MoApyMy Ha jyry ®paHuycke, y Ce-
pukaHy, Ha uMmary Opnenunjepun,tl’ ynju cy
3nposu dunn npekpmeenn rpadmtnMa. Tamo
CTBapa CBOje Hajsehe in situ peno, npekpu-
BEHO TaroBuMa [un. 69], Koje je AneH Xy-
hpoa'® onmcao kao ,[epHMKa y dojun“. Y uctom
nepuoay, 3ajegHo ca MaaguM rpauTepom
CtethaHoM bowom, no3HaTUM Kao Anco, ago
noYymme fa cJinKa Ha 3uposmma Kyhe y MoH-
)KaByJly, Y BJIQCHULITBY TPOLKUCTUYKUX aK-
TUBWUCTA, MECTO Koje je Ha3Bao ,amdacapa IV
WHTepHaumnoHane“.1°* FrogmnHe 1999. cnvka Ha
3npoBuMa kanene Ceetu Jlyka y XKusopy,t?°
a 2002. rognHe u Ha 3ngoBuMa dyHkepa y
®dekamy,'?! rge Takohe noctass/ba dpoH3aHe
cKynnTtype, nspakeHe y nusHmum boken. O
pany y Opnenuvjepuma n kanenm CeeTun Jlyka
Mo4YeTKOM BeKa pekao je: ,CnnkapcTso, ca

dado.me/orpellieres

8AneH XXydpoa, ,Jano, 13. jaHyap 1943, noBpaTak
yHanpen“, Aptrnpec, 6p. 248, jyn-aBryct 1999.

?dado.frlambassade

2°dado.me/kapela-svetog-luke

2'dado.fr/blockhaus-fecamp

CBOj/M OKBMPMMa M 'HaMeLTajcKMM' acnek-
TOM, NpeAcTaBs/ba DypP>KOACKY YMETHOCT nap
eKcCenaHc, WTOo Huje c/y4vaj ca nenpo3epunjom
WA HanywTeHUM BUHCKUM nogpyMmomMm. To je
MeCcTO rae cam ce Hajbosbe nspasmo. 122

OBW n3neTn BaH aTesbea HUCY Cnpeynnmn
[apa na napanenHo HaCTaBW MHTEH3UBAH C/n-
KapCKK 1 LpTayku paa. Kao cTpacTBeHU YnTa-
nau v sbydbutess Mysuke, lago ce uHCNMpucao
KakKo orepama un opaTtopujymnuma eopra ®pu-
opuxa Xengna [un. 33], Tako u Memoapuma
KapAuHana Peua, kopuctehn nx Kkao HacnoBe
3a cepujy canka Benukor gopmaTa [kaT 39].
Takohe ce MHCNMpMcao Kr>XeBHULOM Wpe-
HOM HeMMpPOBCKN, 4ENOPTOBAHOM Yy AyLUBUL,
N HkeHUM poMaHoM ®PpaHuycKa cBuTa, Koja
My je nocny>xuna Kao nHcnupauuja 3a cepujy
KepaMuke rnod Hasmsom ,MTuue ns Aywsumua“
- HaCJIOB KOju je Tproeay, yMeTHMHaMa npeu-
MeHOoBao Y ,ipeHnHe nTnue”, jep je cMaTpao
[a je opyruHasaHu npesuLle ,CypoB” - Kao 1 3a
BeNINKY CNnKy @paHuycka ceuta (2006), Kojy

»2[lapo, y: Horhe Amat, Dado tager (2004), 25’39"'-
26'29".
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WUn. / lll. 32 Kanena CeeTor Jlazapa / Chapel of St. Lazarus, 1998-1999

je oTkynno HaumoHanHu hoHA 3a CaBpeEMeEHY
yMeTHOCT. CaBpeMeHa UCTopuja 1 Aasbe oCTaje
Ba)KaH U3BOp MHCNMpaumnje 3a [laga, nocedHo
TpayMma [lpyror CBeTCKOr paTa, Koja je MoOHOBO
0)K1BeJla TOKOM pacnaja Jyrocnasuje: Tako cy
HacTanun AytorniopTtpeTt y Hypembepry (1997,
un. 70) n PaTtHa cuyeHa (1997-1999). berosa
nocneimwa NyToBakba Takohe cy My nociyxuna
Kao MHCNupaunja 3a HOBE CJINKe: MOHYMeHTaJl-
HWN Tukan (1996-1997, un. 71), koju ce 4yBa y
LlenTpy Momnnay, eBounpa 3HavajaH dopasak
y N'BaTeMann ca cMuHOM MankosiMOM.

Cepwuja ,,3n04ecTe geBoj4yuue”, y/ba Ha
npBeTy, 3anoyeTa 1995. rognHe, nocedHo je
HarnpaBJ/beHa 3a LleTnrcko dnjeHane 1996. [kaT.
95 1 96], Ha no3mB NpuHua Hukone MeTpoBuha
Herowa.

MoTus wkone, ,kanyn Xwuna ®epnja“,i?3
Kako ra je lapo Ha3mBao, Takohe je npucyTaH
y HberoBoM pafy: nopeg lpecuanjuHe wkosae

»Napo, Pasroeop ca LLlapnotom Banurypa, 2009, y
CnukaTtun ctojekn (Peindre debout), cTp. 212. MuHucTap
jaBHe HacTase, XKun ®epm (1832-1893), ayTop je 3akoHa 0
OCHOBHOM 06pa3oBamby y ®paHLyCKoj, AoHeTMx 1881-1882.
roauHe 3a speme Tpehe Penybavke, Koju Cy yHUHUAN LLKOSY
6ecnnaTHOM, 0CHOBHO 06pa3oBaH-e 06aBE3HVIM 1 AONPUHENN
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,[MOKyLLaBaM fa pa3dyMeM peHOMEH XXuBoTa...”

(2001-2002), mHorodpojHe Likone Uea [wn.
67], Ha3BaHe MO HEroBoM YHyYKy, Takohe cy
HacTajie TOKOM OBOI Mepuoja.

Cse oBe TeMme npoxuma JagoBa dacuu-
HauMja XMBUM CBETOM, KOja je MpUMeETHa Yy
HEeroBoM pafy o4 camor no4veTtka. Y jedHOM
UHTepBjyy n3 2002. roamHe [ano je pekao:
,OBO HUje CNIMKapCTBO NPUSINKA, HATHU je enun-
CTOJIapHO CIMKapCTBO, TO je jeAHOCTaBHO C/u-
KapcCTBO, Koje je BpJ10 H/1MCKO OHOME LITO CaM
roBOpKO, jefHOCTAaBHO O CBeTY Xueor duha,
cBeTy xuBux duha on A po 3, pakne, To jecT
0 TpaBaMa, ceMeHkaMa, henunjama. [...] MeHe
He 3aHUMa MUHepaJsIHO, MeHe 3aHMa XXUBOo. To
o1 B1o Ha4mMH n3parkaBatba KOjy MU C MPaBOM
npunaga, Aa roBOpuM O XNBOM.“124

»~daHac Me yMeTHOCT, OCUM Tarepa, He
3aHMMa. Kaja MU KaXy fa ofoem fa norne-
JaM HOBY MNOCTaBKYy Yy My3ejy, He naem, jep
MW je OOBOJ/bHO [a MOCMaTpaM Tarepe Ayx
ayTo-nyTa Al5“,?5 nsjasuno je ano AmaTty y

ceKyJlapv3aumjn jasHor obpasoBatba.
?[ano, y: Horhe Amat, Dado tager (2004), 25'39"-26'29"".
»5Nlapo, y: Horhe Amat, Dado tager (2004), 53'40".
Al5 je ayTo-nyT Kojum ce apo Bo3n na 6u cturao oo
Mapwu3za.
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dunmy lago Tarep.Y cTtBapu, rpadmuTtu, Kao n
Jeudjn upTexun nnm LWKoscke ceecke [un. 72],
npencTass/bajy jeAHaKo CTUMYIaTUBHE je3nke
3a [aja: weros LpTexX nocTaje HePBO3HUjN,
a Hberos noTes jow cnodofHwujn, Kao y NoHa-
B/bakby J/Iumba, pemek-gena n3s 1958. rogmHe
[kaT. 37].12° Hekonuko rognHa npe cMpTw,
napaJiesIHO C UHTEH3UBHOM BajapCKMUM pagoM,
y3 NOAPLUKY INBHULE BoKkesl, 3anHTepecoBao
ce 3a MOryhHOCTW AnrutasHe ymeTHOCTHW, NPBO
KpO3 AUrnTasiHe KoNaxke HanpasB/beHe y LWTaM-
napujn werose cectpe Mapunje u 3eta [eja
bajaunha [un. 73], a noToM cTBapareM Beb-
-cajTa, ,BUpTyenHor aHTuMyseja“ CUHOPOM
HOapo, 2008. rognHe, y3 capagky MOr MyXa
Mackana 3naoHa, cTBapajyhu eheMmepHa gena

Kar. / Cat. 37 Jlumbo / Limbo, 1992-1993

2¢J/lumbo, 1958-1959, ysbe Ha nnaTHyY, 194 x 259,5
cm, UenTap Momnuay, HauvoHanHn mysej MogepHe
yMmeTHoCTK, Mapus, noknoH Canep doHpaumje, 1979,
AM 1978-744, B. nn. 5.

crneumnjanHo 3a cajT, Koja je doTorpaducao
Moj dpaT JoMuHro. Hekm o Tux NpuHTOBa
Ha NJaTHY duanm cy usnoxxeHn Ha bunjeHany y
BeHeuwujn 2009. roguHe, raoe je Jago npea-
cTassbao LpHy lopy, Koja je HepgaBHO npe Tora
nocTasia cCamoCTajsiHa Ap>KaBa.
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Kar. / Cat. 38 Atma, 1988
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Kart. / Cat. 39 Cekara kapanHasa Peua /| Memoirs of Cardinal de Retz, 1992
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Kar. / Cat. 40 be3 Ha3uBa / Untitled, 1997

LIoKyLlaBaM fa pasymMmeMm (heHOMeH XunBoTa...”




AmMapaHT 3ugoH

Wn. / lll. 33 Tamerlano, circa 1992




,[MoKyLLaBaM fa pa3zyMeM (peHOMeH XXusoTa..."”




AMapaHT 3100H |

Kar. / Cat. 41 be3 Ha3uBa (J/IuctoBu Mapuje Jlope) | Untitled (Maria Lauret’s Sheets
series), circa 2000
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LIoKyLlaBaM fa pasymMmeMm (heHOMeH XunBoTa...”

Kar. / Cat. 42 Hoc XKobypa / Le Nez de Jobourg, 1998
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The Belgrade
years, 1953-1956

Les années
belgradoises,
1953-1956

“I'm trying to understand the
phenomenon of life through painting”

« J'essaie de comprendre le
phénomene de la vie a travers la

peinture »

The Belgrade years, 1953-1956

The first years in France (Paris),
1956-1958

From the mineral period to the confu-
sion of kingdoms, 1958-1962

Mother nature

Pointillism, 1961-1962

Proliferation of the flesh

“Surrealising” paintings, 1965-1969

Reversed perspective

The 1970s: from the Ancestors series to
the triptychs

Collages, 1974-1975

America, 1976-1983

Buffon, 1981-1987

Henri Michaux, Meidosem, 1987

New explorations, 1990-2000

hen the young Miodrag Duri¢ aka
Dado! settled, around 1952, in the
garret of the house of his mater-
nal aunt Vukica Milosavljevi¢, aka
Vule, in Strahinji¢a Bana Street in Belgrade, he
had already rebelled, breaking from the so-
cialist realism imposed on him at the Fine Arts
School of Herceg-Novi (1948-1952), where his
maternal uncle, Mirko Kujaci¢, who had taken
him in at the death of his mother in January
1945, taught (“My uncle slapped me in front
of the other pupils because he thought | was

'Dado was the affectionate nickname given to him
by his mother, who died in childbirth in 1945.
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Les années belgradoises, 1953-1956

Les premiéres années en France (Paris),
1956-1958

De la période minérale a la confusion
des régnes, 1958-1962

Mere nature

Pointillisme, 1961-1962

Prolifération de la chair

Tableaux « surréalisants », 1965-1969

Perspective inversée

Les années 1970 : de I’Ancétre au
triptyque

Collages, 1974-1975

America, 1976-1983

Buffon, 1981-1987

Henri Michaux, Meidosem, 1987

Nouvelles explorations, 1990-2000

orsque le jeune Miodrag buri¢ dit Dado?
s'installe, vers 1952, dans la soupente de
sa tante maternelle Vukica Milosavljevi¢,
dite Vule, dans la Strahinji¢a Bana a Bel-
grade, il s'est déja opposé. Rupture avec le
réalisme socialisme qu’on a voulu lui impo-
ser a I'Ecole des beaux arts de Herceg-Novi
(1948-1952), ou son oncle maternel, Mirko
Kujaci¢, qui I'avait recueilli peu aprés la mort de
sa mere survenue en janvier 1945, enseignait
(« Mon oncle m’a foutu une baffe devant les
éléves, parce qu'il trouvait que je faisais des

'Dado était le surnom affectueux que lui avait
donné sa mere, décédée en couches en 1945,
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making decadent works”?). Fascinated by the
German expressionists, first of all Emil Nolde,
Dado and his pal Uros ToSkovi¢, who also lived
in Belgrade at the time, were already consid-
ered non-conformists in the Montenegrin Fine
Arts school’.

His adventure in the Yugoslav capital only
heightened a process already at work: to be-
come an original artist, to develop his own
vocabulary, his own style, encouraged by his
professor at the Fine Arts school, the painter
Marko Celebonovi¢, a titular figure for Dado if
there ever was one, who pushed his students
to free themselves from all influences and even
pressured them to become original artists. Dado
made his portrait with the owl in 1953, a token
of the deep affection and consideration he
felt for his professor [cat. 1] who facilitated
his departure for Paris in summer 1956. In
spring 1955, Henry Moore had also noticed and
encouraged him, but the bursary to study in
London proposed by the latter was not awarded
to Dado, the members of the communist party
having intervened and told Moore that he was
“a bad apple”4. Were Moore’s drawings, made
in 1940 and 1941, familiar to Dado? We don’t
know. But the correspondence between those
figures and the ones from the paintings from
that period is extremely puzzling.

It was a period of terrible deprivations:
it’'s not only hunger Dado mentioned many
times as he confided he hated that city. With
no material means, he opted (already!) for
makeshift supports, with salvaged bits of ma-
terials, even sometimes repurposing existing

*Dado, Portrait en fragments. Propos recueillis par
Christian Derouet, edition established and presented by
Amarante Szidon, Strasbourg, L'Atelier contemporain,
2023, p. 15.

*1didn’t have the feeling of doing the same thing
as the others. But to be honest, there was ToSo [ToSkov-
i¢] and myself and we were making crazy drawings for
those times. The others found out. [...] [The teachers]
told us: ‘It’s a shame, they have a good technique but
they are drawing stupid things!” That's the teachers’
tragedy. We had it tough though! It was the period
immediately after Stalin... Difficult, eh.” (Dado, Con-
versation with Marcel Billot and Germain Viatte, 1969,
infra, p. 250).

*Dado, Conversation with Jonathan Hoenig, Master
dissertation directed by Thierry Dufréne and Fabrice
Flahutez, vol.2, 2010, p. 32.

KarT. / Cat. 43 be3 Ha3uBa / Untitled, 1953

choses décadentes? »). Fascination pour les ex-
pressionnistes allemands, au premier chef Emil
Nolde. Avec son complice Uros Toskovi¢, qui lui
aussi séjourne a Belgrade a cette période, ils
étaient déja considérés comme les marginaux
de I’'Ecole des beaux-arts monténégrines,

*Dado, Portrait en fragments. Propos recueillis
par Christian Derouet, édition établie et présentée par
Amarante Szidon, Strasbourg, L'Atelier contemporain,
2023, p. 15.

*« Moi je n’avais pas I'impression de faire la méme chose
que les autres. Mais a vrai dire, il y avait ToSo [Toskovic] et
moi qui faisions des dessins saugrenus pour les circonstances
de I'époque. [...] [Les professeurs] nous disaient : “C’est
malheureus, ils ont une bonne technique et puis ils dessinent
des conneries !” C'est le drame des profs. Ah ¢a, on avait du
mal ! C'était la période tout de suite apres le stalinisme...
Pénible, hein » (Dado, Entretien avec Marcel Billot et Germain
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Kart. / Cat. 44 be3 Ha3uBa / Untitled, 1954

works... He drew on the back of architecture
drawings brought from school by his closest
cousin, Tupa (Vukota) Vukoti¢, with whom he
shared his adventures as a young fringe art-
ist; he painted over the canvases of his uncle
Mirko Kujaci¢, who had also used the garret as
a studio in previous years [The Scream, cat. 3];
and his father, Ranko Buri¢, sent him canvases
from mattresses recovered from the hospital in
Cetinje, where he worked as a nurse manager,
on which two masterpieces were eventually
painted, The Cyclist and The Holy Virgin (1955,
ill. 2 and 3).

Bora Cosi¢ described the cramped garret in
which Dado stayed during those pivotal years:
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L'aventure dans la capitale yougoslave
ne va faire qu’amplifier le processus déja a
I’ceuvre : devenir un artiste singulier, dévelop-
per sa propre écriture, son propre style, encou-
ragé en cela par son professeur a I'’Académie des
beaux-arts, le peintre Marko Celebonovi¢, figure
tutélaire pour Dado s'il en est, qui pousse préci-
sément ses éléves a se libérer des influences,
les force méme a devenir eux-mémes. Dado
réalisera son portrait au hibou dés 1953, signe
de sa profonde affection et considération pour
son professeur [cat. 1], qui facilitera son départ
pour Paris, a I'été 1956. Au printemps 1955,
Henry Moore I'avait aussi remarqué et encou-
ragé, mais la bourse d’'études pour Londres
qu’il lui propose n’aboutit pas, les membres du
parti communiste étant intervenus aupres de
Moore au motif que Dado n’était pas un « bon
élément* ». Les dessins de Moore réalisés en
1940 et 1941 étaient-ils connus de Dado ?
Mystere. Mais la correspondance entre ces
figures et celles des tableaux de ces années-la
est extrémement troublante.

Epoque de privations terribles : ce n’est
pas seulement la faim que Dado évoquera
a de nombreuses reprises, confiant détester
cette ville. Sans aucuns moyens matériels, il
privilégie (déja !) les supports de fortune, de
récupération, voire la réutilisation d’'ceuvres
existantes... Il dessine au verso des dessins
d’architecture que lui ramene de son école
son plus proche cousin, Tupa (Vukota) Vukoti¢,
avec lequel il partage ses aventures de jeune
marginal ; il repeint les toiles de son oncle
Mirko Kujaci¢, qui avait aussi utilisé la man-
sarde comme atelier dans les années précé-
dentes [Le Cri, cat. 3] ; ou encore, son peére,
Ranko Duri¢, lui envoie des toiles de matelas
récupérées a I’hopital de Cetinje ou il travaille
comme cadre infirmier, sur lesquelles seront
peints deux chefs-d’'ceuvre, Le Cycliste et La
Sainte Vierge (1955, ill. 2 et 3).

Viatte, 1969, dans Peindre debout, édition établie et annotée
par Amarante Szidon, Strasbourg, L'Atelier contemporain,
2016, p. 53).

‘Dado, Entretien avec Jonathan Hoenig, Mémoire
de master sous la direction de Thierry Dufréne et Fabrice
Flahutez, vol. 2, 2010, p. 32.
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“The room in which we spoke that Sun-
day morning contained the skeleton of a bed
(completely bare apart from its wire frame),
several paintings in a pile facing the wall and
a table from which all the varnish had flaked
off. On the table there was a bird cage without
birds, two small skulls which seemed to be
of rodent origin and an antique Austro-Hun-
garian postcard featuring a pinkish hued,
bearded Doctor Faustus. [...] In this utterly
empty space, Dado must have dreamt of the
cluttered, overcrowded world that would soon
begin to feature in his works. The image of
Doctor Faustus staring out from the old faded

KarT. / Cat. 45 be3 Ha3uBa / Untitled, 1954

Bora Cosi¢ a décrit la soupente étriquée ol
logeait Dado pendant ces années décisives :

« [...] dans la piece ou nous échangions
en ce dimanche matin se trouvait I'ossature
d'un lit (il n’y avait rien dessus sauf le maillage
des fils de fer), quelques tableaux entassés
retournés face au mur, une table qui avait
depuis longtemps perdu son verni. Sur cette
table reposait une cage sans oiseaux, deux
petits cranes, probablement de rongeurs, et
une carte postale tres ancienne représentant
un Faust barbu rosatre, dont la typographie
datait des débuts de I'empire austro-hongrois.
[...]1 Dans cet espace complétement vide, Dado
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Wn. / lll. 34 Pacneke / The Crucifixion, 1955

postcard was, in a way, Dado’s identity card,
an image prefiguring the philosophical and
aesthetic transformations that awaited him.
The rodent skulls were not only symbolic of
death, which Dado was mocking in the most
literal sense, they also represented the central
theme of his paintings: the stripping down of
his subjects. [...] And then there was the cage,
another symbolic object not serving its intend-
ed purpose; rather it served as a warning, its
very presence confirming the need for freedom
cherished by Dado.”>

Fundamentally independent, Dado never
belonged to any movement or any school, not
even that of Mediala in Belgrade, whose leader
was none other than one of his closest friends

*dado.virtual.anti.museum/bora-cosic
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devait réver d’'un monde encombré d’objets
et de figures, tel qu’il a commencé bientot
a surgir sur ses toiles. Le Faust de sa carte
postale austro-hongroise aux couleurs pas-
sées était en quelque sorte sa carte d’iden-
tité, son programme, une préfiguration des
métamorphoses philosophiques et esthétiques
qui I'attendaient. Les petits cranes de rongeur
désignaient non seulement un symbole de la
mort que Dado tournait en dérision, mais aussi
le theme majeur de sa peinture, a savoir la
mise a nu de ses sujets. [...] Et la cage, objet
symbolique s’il en est, détourné de sa fonction
premiére, opérait comme un signal, un objet,
qui, par sa simple présence, affirmait la néces-
sité de la liberté. Tellement chere a Dado>. »
Foncierement indépendant, Dado n'a ja-
mais fait partie d’aucun mouvement ni d’'au-
cune école, pas méme de Mediala a Belgrade,
dont I'un de ses plus proches amis de I'époque,
Leonid Sejka, était le chef de file®. « Je tiens la
peinture pour une aventure, mais une aven-
ture personnelle », déclare-t-il a Rajko Cerovic
en 1971, alors que ce dernier I'interroge sur
son rapport au mouvement’. De fait, son style
est déja a part, dés ces premiers tableaux qui
donnent a voir un espace pictural nocturne a
dominante bleue (réminiscences de Picasso ?).
Ces « grisailles® », ou « peintures nocturnes® »,
comme il qualifiera plus tard ses premieres
toiles « monochromes!® », sont peuplées de

*dado.fr/bora-cosic

°Ce mouvement, né vers le milieu des années 1950,
qui comptait des peintres, des sculpteurs et des archi-
tectes parmi ses membres, s’opposait au réalisme so-
cialiste pour proner un art plus fantastique, inspiré par le
surréalisme.

7« Ce n’est pas moi, mais eux qui ont fait ¢a alors
gue moi, j'avais quitté Belgrade, et depuis longtemps
encore. [...])Je tiens la peinture pour une aventure, mais
une aventure personnelle. Et puisqu’on parle de certains
groupes, de certaines... passe-moi I'expression... merdes
en couleurs, elles me sont automatiquement... disons...
antipathiques » (Dado, Entretien avec Rajko Cerovi¢,
1971, dans Peindre debout, op. cit., p. 165).

8« C'est trés reposant, c’est une technique qui re-
monte a la Renaissance[...]. Je ne suis pas un fan de la cou-
leur. Dans la peinture, ce qui m’intéresse toujours le plus,
c’est I'architecture du tableau et la forme » (Entretien avec
I'auteure, 2001, dado.fr/visite-virtuelle-chapelle-saint-luc).

°Dado, Entretien avec Marcel Billot et Germain Viatte,
1969, art. cité, p. 45.

°Entretien avec I'auteure, 2001, dado.fr/visite-virtuelle-
chapelle-saint-luc
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at the time, Leonid Sejka®. “I think of painting
as an adventure, but a personal adventure”,
he declared to Rajko Cerovi¢ in 1971, when the
latter questioned him on his relationship with
the movement’. Indeed, his style was already
different, his first paintings showing a nocturnal
pictorial space mainly blue (reminiscences of
Picasso?).

Those “grisailles”® or “nocturnal paintings”?,
as he later called his first “monochrome”?°
paintings, are populated by half-human half-an-
imal figures, at times simplified, most of the
time naked, often with a visible skull. One of
those works, The Crucifixion [ill. 34], dazzled
the philosopher Gilles Deleuze, who wrote in
December 1994 to Dado: “With great painters
it sometimes happens that a picture that is
not necessarily among the most perfect pulls
the viewer into a personal, secret relationship
that paves the way for the entire work: for me
it was The Crucifixion of 1955."11

Facades of buildings, columns, archways,
most often with visible stones: Dado filled his
paintings with all sorts of architectural ele-
ments, favouring the motif of the wall. Exam-
ined for hours in the courtyard of the family
home in Cetinje, the wall had been for Dado
an object of fascination since childhood: “My
childhood took place in a courtyard. [...] The

‘That movement, born towards the middle of the
1950s, which counted painters, sculptors and architects
among its members, conflicted with socialist realism to
promote a more fantastic art, inspired by surrealism.

’“It is not me but them who did that while | had left
Belgrade, and a long time before. [...] | think of painting
as an adventure, but a personal adventure. And since
we are talking about certain groups, certain... excuse
my French... colourful rubbish, they are automatically, to
me, let’s say... unappealing” (Dado, Conversation with
Rajko Cerovi¢, 1971, in Peindre debout, edition estab-
lished and presented by Amarante Szidon, Strasbourg,
L’Atelier contemporain, 2016, p. 165).

8“1t is very relaxing, it's a technique that dates
back to the Renaissance [...]. | am not a fan of colour.
In painting, what always interests me the most is the
architecture of the painting and the form” (Conversa-
tion with the author, 2001, dado.virtual.anti.museum/
chapel-of-st-luke-virtual-tour).

°Dado, Conversation with Marcel Billot and Germain
Viatte, infra, p. 241.

®Conversation with the author, 2001, dado.virtual.
anti.museum/chapel-of-st-luke-virtual-tour

dado.virtual.anti.museum/gilles-deleuze-letter-
to-dado

Kart. / Cat. 46 lNopoanua majMmyHa (kpneTtka) / Family of Monkeys
(Cage), 1954

figures mi-humaines mi-animales, parfois sim-
plifiées, la plupart du temps nues, au crane
souvent apparent. L'une de ces ceuvres, La
Crucifixion [ill. 34], éblouira d’ailleurs parti-
culierement le philosophe Gilles Deleuze, qui
écrit en décembre 1994 a Dado : « Il arrive que
chez un grand peintre, un tableau qui n’est pas
nécessairement le plus parfait induise pour tel
ou tel spectateur un rapport personnel et secret
qui s’ouvre sur I’ensemble de I'ceuvre : ainsi
pour moi, la Crucifixion de 1955, »

"dado.fr/lettre-gilles-deleuze
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Kar. / Cat. 47 bukunu / Bikini, 1954
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Kar. / Cat. 48 Ayanuuja / Audition, 1954
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Kar. / Cat. 49 be3 Ha3uBa / Untitled, 1954

walls were made of big square stones, not
cemented. They were bathed in the sun, the
wall on the right in the morning, the one on the
left in the afternoon. On the wall on the right,
some plants grew, lichen, moss, | remember
it perfectly; the one on the left, which often
collapsed and that we reconstructed [...] was
bare, with no cement. [...] Those walls certainly
remained for me a barrier that separated my
world from the rest of the world.”*?

In those foundation years, the walls in Bel-
grade also became a major source of inspira-
tion for Dado, who transcribed on his canvases,
the advertisements and other inscriptions that
he noticed probably in the football stadiums of
the city. In that visual urban universe, dehu-
manised, full of strange machines and vehicles
with prominent wheels, in which the vegetation
was rare and barren, the animal occupied an
important place: birds and in particular the
owl, which appears several times [cat. 1, 43].

2Conversation with Michel Braticevi¢, 1970, retaken
in Peindre debout, op. cit., p. 156.
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Facades d'immeubles, colonnes, voltes,
le plus souvent aux pierres apparentes : Dado
remplit alors ses toiles de toutes sortes d'élé-
ments architecturaux, privilégiant le motif du
mur. Observé des heures durant dans la cour
de la maison familiale de Cetinje, le mur est
pour Dado un objet de fascination depuis I'en-
fance : « Mon enfance s’est déroulée dans une
cour. [...] Les murs étaient faits de grosses
pierres carrées, pas cimentées. lls recevaient
le soleil, le mur de droite le matin, celui de
gauche I'apres-midi. Sur celui de droite, je m’en
souviens parfaitement, poussaient des plantes,
du lichen, de la mousse ; celui de gauche, qui
s’écroulait souvent et que remontions [...] était
nu, pas cimenté. [...] Ces murs sont restés
srement pour moi comme une barriere qui
séparait mon monde du reste du monde?!?. »

Le mur belgradois est lui aussi devenu, au
cours de ces années fondatrices, une source
majeure d’'inspiration pour Dado, qui retranscrit
dans ses toiles les publicités et autres inscrip-
tions qu'il repére notamment dans les stades
de football de la ville. Dans cet univers pictural
urbain, déshumanisé, peuplé d’'étranges ma-
chines ou véhicules aux roues proéminentes, ol
la végétation est rare et déliquescente, I'animal
occupe une place importante : les oiseaux, en
particulier la chouette, qui apparait a plusieurs
reprises [cat. 1, 43], mais aussi la tortue ou le
lézard, ou méme un chien [cat. 45]. A ce motif
s’ajoutent des motifs religieux tels que des croix,
mais aussi des canons et autres objets évo-
quant la guerre, encore récente [Le Cri, cat. 3],
et surtout des outils d’artisan, réminiscences des
longues séances de rangement dans |'atelier de
serrurier du pére de son ami d’enfance, Cugo!?
[ill. 771, tué accidentellement par son frére sur
le lac de Skadar lors d'une partie de chasse.
Le motif de la cage, rappelant celle installée
dans I'atelier de fortune décrit par Cosi¢, est
également particulierement présent.

2Entretien avec Michel Braticevi¢, 1970, repris
dans Peindre debout, op. cit., p. 156.

*Dado, Entretien avec Marcel Billot et Germain
Viatte, 1969, art. cité, p. 66.

“Entretien avec Marcel Billot et Germain Viatte,
art. cité, p. 65-66.
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but also the tortoise and the lizard, and even
a dog [cat. 45]. To that motif are added reli-
gious elements like crosses but also canons
and other objects evoking the war, still recent
[The Scream, cat. 3], and especially artisan
tools, memories of the long hours spent tidy-
ing the workshop of the locksmith father of his
childhood friend Cugo?? [ill. 77], killed by his
brother on Lake Skadar in a hunting accident.
The motif of the cage, recalling the one placed
in the makeshift studio described by Cosi¢, is
also particularly present.

Over the years, his palette gradually wid-
ened, including brown, green and especially
red tones, as in Merry-go-round (1955-1956)
[cat. 4], and later The Cyclist and The Holy Virgin,
made the same year, when Dado had just come
out of jail, where he had been imprisoned for
a few weeks in May 1955 with his cousin Tupa
Vukoti¢t>:

“There’s one event | must mention because
as a result | broke free of northern Expressionist
influences like Nolde and started doing Dado,
particularly in paintings like The Cyclist and The
Holy Virgin. In 1955, when Khrushchev visited
Yugoslavia, Tito had a clean-up, arresting all
the people living on the margins of society.
| found myself in jail, accused of expressing
anti-socialist views in front of more than five
people!®. What with the traumatic atmosphere
of prison, and the fact that | couldn’t see the
sky anymore, | did a lot of drawing on the brown
paper that some of the convicts gave me after
they'd eaten the food that was served on it,
and | drew insatiably when | got out.”'’

*Dado, Conversation with Marcel Billot and Germain
Viatte, infra, p. 227.

“Ibid.

*According to the testimony, sent to the author in
2019, of Predrag Risti¢, architect and member of Medi-
ala, who was imprisoned at the same time.

"*As he told me when | was still a child, Dado’s
arrest was probably also caused by his illicit reading of
certain books, like Jean-Paul Sartre’s Nausea, forbidden
during Tito’s regime.

7“Dado the heretic, conversation with Catherine Millet
and Jacques Henric”, Artpress, n° 357, June 2009; retaken
in infra, pp. 280-281

Au fur et a mesure des années, la palette
s’élargit, laissant place a des tons bruns, verts,
et surtout rouges ; comme dans Ringspiel
(1955-1956) [cat. 4], ou plus tard Le Cycliste
et La Sainte Vierge, réalisés la méme année,
alors que Dado vient de sortir de prison, ou il a
été incarcéré quelques semaines, en mai 1955,
avec son cousin Tupa Vukoti¢!> :

«Je dois évoquer un événement qui a fait que
je me suis libéré de I'influence des expression-
nistes du nord a la Nolde et que j'ai commen-
cé a faire du Dado, notamment des tableaux
comme Le Cycliste ou la Sainte Vierge. En
1955, a I'occasion de la visite de Khrouchtchev
en Yougoslavie, Tito a lancé une opération de
toilettage, il a fait arréter tous les marginaux.
Je me suis retrouvé en tdéle sous ce chef d’in-
culpation : avoir tenu des propos antisocialistes
devant plus de cing personnes?®. L'expérience
traumatisante de la prison, son atmospheére
répressive, le fait pour moi de ne plus voir le
ciel, fait que j'ai beaucoup dessiné sur du pa-
pier kraft que me fournissaient certains tolards
apres avoir mangé les nourritures servies dans
ce papier, et qu’en sortant de prison je me suis
mis a travailler avec un appétit d’ogre?’. »

Ainsi nait la série des « toiles mécaniques »,
inspirées « de De Chirico, de Carra, des pre-
miers surréalistes » 8, selon les propres termes
de Dado, qui a déja trouvé son style - il n'a que
vingt et un ans. Car c’est a Belgrade, en effet,
gue tout a commencé.

*Selon le témoignage envoyé a I’auteure en 2019
par Predrag Risti¢, architecte et membre de Mediala,
qui était également emprisonné.

*Comme il me I'avait raconté alors que j'étais en-
core enfant, I'arrestation de Dado aurait été également
provoquée par ses lectures d’ouvrages passés sous le
manteau, notamment La Nausée, de Jean-Paul Sartre,
interdit sous le régime de Tito.

7« Dado I’hérétique, entretien avec Catherine Millet
et Jacques Henric », Artpress, n° 357, juin 2009 ; repris
dans Peindre debout, op. cit., p. 202.

*Dado, Entretien avec Francois Le Targat, Jacques
Floran et Marcel Billot, émission Panorama, France
Culture, février 1970 ; repris dans Peindre debout, op.
cit., p. 79.
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So the series of “mechanical paintings”
inspired “by De Chirico, Carra, the first surre-
alists”18 was born, according to the comments
made by Dado who had already found his own
style - at only twenty-one. It was indeed in
Belgrade that everything began.

he purchase, by the Montenegrin au-

thorities at the time of The End of the

World (1955-1956) [ill. 35] helped Dado

to finance his trip to Paris?®, where he
arrived by train on 15 August 1956, after a
short stop in Milan, where he admired Man-
tegna’s Lamentation over the Dead Christ in
the collections of the Pinacoteca di Brera, a
masterpiece he often mentioned and which
undoubtedly inspired his Crucifixion in 1955
[ill. 34 1.

KarT. / Cat. 50 Lux, 1957

*Dado, Conversation with Francois Le Targat, Jacques
Floran and Marcel Billot, Panorama, France Culture, Febru-
ary 1970; retaken in Peindre debout, op. cit., p. 79.

“Dado, “Entretien avec Frédéric Lavignette”, France
Culture, 1996, in Peindre debout, op. cit., p. 176.
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‘achat, par les autorités monténégrines

de I'’époque de La Fin du monde (1955-

1956) [ill. 35], permet a Dado de financer

son voyage a Paris?®, ou il arrive par le
train le 15 aolt 1956, apres une breve halte
a Milan, ou il admire La Lamentation sur le
Christ mort de Mantegna, dans les collections
de la pinacotheque - un chef-d’ceuvre qu’il
évoqguera souvent et qui a sans doute inspiré
sa Crucifixion de 1955 [ill. 34].

Peu apres son arrivée, la vision, au petit
matin, d’un groupe de clochards allongés au-
tour de la statue de Voltaire, dans un square
de la rue de Seine, est trés marquante pour le
jeune arrivant, qui voit en eux Job, personnage
biblique qui le fascine depuis sa lecture du texte
de I’Ancien Testament quelques années plus
tot a Belgrade, qui lui avait fait comprendre
« ce qu'est la littérature® », et qui deviendra
un théme majeur dans son ceuvre?!,

Dado se rend aussi pour la premiere fois
au Musée du Louvre, visite qu’il attendait de-
puis « dix ans??> », comme il le confiera en
1969 a Marcel Billot et a Germain Viatte, com-
missaires de sa premiere rétrospective au
Centre national d’art contemporain en 1970.
Au contact des chefs-d’ceuvre de son nouveau
pays d’adoption, qu’il ne connaissait jusque-la
que par reproduction, la facture de ses toiles
change : nouvelle lumiere, composition clas-
sique, qui n’est pas sans rappeler celles de
Poussin, qui I'émerveillera toute sa vie [cat. 6,
36, ill. 38] - une caractéristique qui n'échap-
pera pas a Germain Viatte ni a Marcel Billot?3.
La passion de Dado pour la peinture francaise
s'est certainement révélée a cette période :
« Les véritables peintres que j'aime le plus

Dado, « Entretien avec Frédéric Lavignette »,
France Culture, 1996, dans Peindre debout, op. cit.,
p. 176.

**Dado, Portrait en fragments, op. cit., p. 116.

2\oir « Mére nature » p. 123-131 et « Collages,
1973-1975 » p. 164-172.

22« Marcel Billot : Mais quand tu es arrivé a Paris,
tu es allé au Louvre ?

Dado : Ah ! Evidemment, évidemment. J'avais
attendu dix ans pour aller au Louvre » (Dado, Entretien
avec Marcel Billot et Germain Viatte, art. cité, p. 62).

2« Tes tableaux en général sont [...] foutrement
construits » (Marcel Billot a Dado, Entretien avec Marcel
Billot et Germain Viatte, art. cité, p. 39).
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Wn. / Ill. 35 Kpaj ceeTa / The End of the World, 1955-1956

Shortly after his arrival, the vision, in the
early morning, of a group of vagrants lying on
the ground around the statue of Voltaire in a
square on rue de Seine had a lasting influence
on the newly arrived young man, who saw in
them Job, the biblical figure who captivated him
when he read the text in the Old Testament a few
years earlier in Belgrade, a text that had made
him understand “what literature is”2°, and which
became a major theme in his work?!,

**Dado, Portrait en fragments, op. cit., p. 116.
*!See “Mother nature” and “Collages, 1973-1975",
pp. 123-131 and pp. 164-172.

profondément - fibre de moi-méme...- ce sont
les peintres francais [...] En fait, je ne connais
gue la peinture frangaise. Pourquoi ? Parce que
je ne connais que la lumiére dans ce pays?. »

Dado vit d’abord de menus travaux, dans
le batiment, aidé notamment par I'un de ses
plus proches amis, Vuko Asanovi¢, rencontré
a I'Ecole des beaux-arts de Herceg-Novi vers
1949. A sa compagne de I'époque, la sculp-
trice serbe Xenia (Ksenija Ljubibrati¢, dite),
gui vit encore a Belgrade, il exprime « sa joie
inexplicable d’étre ici » dans une lettre datée
de décembre. Car en réalité, ses conditions
de vie matérielles sont tres difficiles. « J'ai du

**Dado, Portrait en fragments, op. cit., p. 20.
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Wn. / IIl. 36 be3 Ha3uBa / Untitled, 1957
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KarT. / Cat. 51 be3 Ha3uBa / Untitled, 1957

Dado also went for the first time to the Lou-
vre, a visit he had been anticipating for “ten
years”??, as he told Marcel Billot and Germain
Viatte in 1969, the curators of his first retrospec-
tive at Centre national d’art contemporain in
1970. Seeing the masterpieces of his new country

“Marcel Billot: When you arrived in Paris, did you
go to the Louvre?

Dado: Of course, yes, of course. | had been waiting
for ten years to go to the Louvre.” (Dado, Conversation
with Marcel Billot and Germain Viatte, infra, p. 259).

mal a gagner de I'argent ici », lui confie-t-il
encore. Les formats de ses tableaux réalisés
a cette période témoignent de I'étroitesse de
son logement, a Courbevoie, place Charras,
ou il travaille probablement, car il rapporte
avoir les plus grandes difficultés a trouver un
atelier. Dado peut néanmoins compter sur le
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WUn. / lll. 37 beba / Baby, 1957

of adoption, which he only knew up to then in
reproductions, had an effect on his painting tech-
nique: new light, classic composition reminiscent
of Poussin, a painter he remained passionate
about throughout his life [cat. 6, 36, ill. 38], a
characteristic that didn’t escape the attention of
Germain Viatte and Marcel Billot>*. Dado’s pas-
sion for French painting certainly showed itself

»“Your paintings in general are bloody structured”
(Marcel Billot to Dado, Conversation with Marcel Billot
and Germain Viatte, infra, p. 234).
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soutien de son mentor, Marko Celebonovi¢,
qui facilite ses démarches pour prolonger son
séjour en France?.

Quelques mois plus tard, en 1957, Dado
arrive a décrocher un emploi d’ouvrier litho-
graphe dans I'atelier de Gérard Patris, gendre
du compositeur Pierre Schaeffer, rue Boulard,

5« Marko a parlé de moi & Segedin (attaché cultu-
rel) et lui a dit que tout était en regle chez moi et que
c’était lui qui m’avait recommandé pour venir a Paris »
(Dado, Lettre a Xenia, décembre 1956).



WUn. / lll. 38 Anoteka / Pharmacy, 1958
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in that period: “The real painters | like the most
profoundly - fibre of myself... - are the French
painters [...] In fact, | only know French painting.
Why? Because | am only familiar with the light
of that country.”?

Dado made a living first from small jobs in
the building trade, helped by one of his closest
friends, Vuko Asanovi¢, met at the Fine Arts school
in Herceg-Novi around 1949. To his partner at
the time, the Serbian sculptor Xenia (Ksenija Lju-
bibrati¢), who still lived in Belgrade, he expressed
“his bewildering joy at being here” in a letter
dated from December. In reality, his life conditions
were dire. “It’s difficult for me to earn money
here”, he told her. The formats of his paintings
made in that period show the narrowness of his
lodgings in Courbevoie, Place Charras, where
he probably worked, for he declared having the
greatest difficulties finding a studio. Dado could
nevertheless count on the support of his mentor
Marko Celebonovi¢, who helped him with all the
procedure to prolong his stay in France?>.

A few months later, in 1957, Dado managed
to get a job as a lithograph technician in the
studio of Gérard Patris, the son-in-law of the com-
poser Pierre Schaeffer, on rue Boulard, in the 14th
arrondissement in Paris, a studio frequented by
Horst Egon Kalinowski, Matta and Jean Dubuffet
- an artist whom Dado admired greatly and to
whom he planned to show his drawings?® - but
also by the painters of the Ecole de Paris. Dado
slept and worked now on location. Though he
managed, for the sum of 3,000 francs, to sell a
first painting representing a “character-pencil”
[cat. 7] to James Speyer, who eventually became
a curator at the Art Institute in Chicago, it was
above all the intervention of a Slovenian compa-
triot, who also came to Patris’ studio, that proved
to be decisive:

**Dado, Portrait en fragments, op. cit., p. 20.

»“Marko mentioned me to Segedin (cultural attaché)
and told him that all my papers were in order and that
he was the one who had recommended me to come to
Paris” (Dado, Letter to Xenia, December 1956).

*“He was the only painter who counted for me at
that time, there was nothing else on the Paris scene”
(Conversation with Marcel Billot and Germain Viatte,
infra p. 253). See also Dado, Portrait en fragments,
op. cit., p. 74.

105

dans le 14¢ arrondissement de Paris, atelier
fréquenté par Horst Egon Kalinowski, Matta
et Jean Dubuffet - artiste auquel Dado voue
déja une grande admiration et a qui il projette
de montrer ses dessins?® - mais aussi par des
peintres de I’'Ecole de Paris. Dado dort et tra-
vaille désormais sur place. S'il parvient, pourla
somme de 3 000 francs, a vendre un premier ta-
bleau représentant un « personnage-crayon »
[cat. 7] a James Speyer, qui deviendra conser-
vateur a I’Art Institute de Chicago, c’est surtout
I'intervention d'un compatriote slovéne, qui
fréguentait également |'atelier de Patris, qui
se révelera décisive :

« Ma premiere fresque : un jour, je prends
du noir de litho, de I'essence de bagnole, et
je décore les chiottes. La cuvette devient une
guillotine et j'écris sur le mur quelque chose
comme “mon amour”. Quand Dubuffet, qui
travaille la, va pisser, il voit ¢a, et du coup,
plus tard, s’intéressera a mes dessins que lui
montrera un vieux peintre “montparno” des
années 1950, d’origine slovene, Veno Pilon.
[...] C'est également par ce Pilon que j'ai fait
la connaissance du galeriste Daniel Cordier?’. »

Trés proche de Jean Dubuffet, le résistant
Daniel Cordier, ancien secrétaire de Jean Moulin
pendant la Seconde Guerre mondiale??, avait
démarré une nouvelle vie aprés-guerre en ou-
vrant une galerie d’art rue Duras a Paris. En
2011, il se souvient de cette rencontre avec
I’ceuvre du jeune Dado :

« J'ai eu un choc. Ah, ca m’a beaucoup
plu. [...] Il y avait des visages de poupées,
mais des poupées tres, tres curieuses. Il y avait
une poupée jaune qui était sur une bicyclette,
enfin quelque chose comme c¢a, enfin, I'en-
semble était tres étonnant. Et puis, il y avait
des choses un peu plus libres comme formes,

26« C'était le seul peintre qui comptait pour moi. A
ce moment-la, il n'y avait rien d’autre sur la place de
Paris » (Entretien avec Marcel Billot et Germain Viatte,
art. cité, p. 56). Voir aussi Dado, Portrait en fragments,
op. cit., p. 74.

*’Dado, Entretien avec Catherine Millet et Jacques
Henric, art. cité, p. 201-202.

*Fondateur du Conseil national de la Résistance,
arrété et torturé a mort par I'occupant nazi, Jean Moulin
est considéré comme I'un des principaux héros de la
Résistance francaise.



Amarante Szidon

“My first fresco: one day, | got some lithog-
rapher’s black, actually petrol for cars, and |
decorated the toilet. The toilet bowl became a
guillotine and | wrote something like ‘my love’ on
the wall. When Dubuffet, who was working there,
went to take a leak, he saw it and as a result, later
on, he took an interest in my drawings shown to
him by an old Montparnasse painter from the
1950s, a man from Slovenia, Veno. [...] It was also
thanks to Pilon that | got to know Daniel Cordier.”?’

Very close to Jean Dubuffet, Daniel Cordier,
who was in the resistance and Jean Moulin’s sec-
retary during the Second World War?8, had begun
a new life after the war by opening an art gallery
in rue Duras, in Paris. In 2011, he remembered
seeing for the first time the work of the young
Dado:

“l had a shock. Oh, | liked it a lot. [...] There
were dolls’ faces, but very, very curious dolls.
There was a yellow doll on a bicycle, well some-
thing like that, anyway, the whole was very sur-
prising. And then there were things a little freer as
forms, [...], there were babies, with the bodies of
small babies, things like that, but it was admirably
well painted.”??

Daniel Cordier purchased three paintings
from Dado for the sum of 60,000 francs, which
Dado celebrated that same night with Sam Sza-
fran and other friends at the brasserie La Coupole
by getting completely “sloshed”*°. Cordier quickly
showed his new acquisitions to some great col-
lectors, among them René Tassin de Montaigu,
who, very enthusiastic, bought a Composition
(1958)3L. In October 1958, Cordier organised the
first exhibition of Dado in his Parisian gallery. The
visitors discovered the paintings from the series

*’Dado, Conversation with Catherine Millet and
Jacques Henric, infra, p. 280.

*Founder of the Conseil national de la Résistance,
arrested and tortured to death by the Nazi occupying
forces, Jean Moulin is considered one of the main heroes
of the French Resistance.

*Conversation with Daniel Cordier, 28 May 2011,
dado.fr/métissages#itw; in part retaken in SnezZana
Nikcevi¢ and Sanja Bleci¢, Dado: ukrstanja/métissages
(2011), film of RTCG, 3'33” - 4’12", visible at the top of
the same page on the dado.fr. site.

*Dado, Conversation with Marcel Billot and Germain
Viatte, infra, p. 256.

*The work is reproduced on page 5 of the catalogue
of the exhibition at the Konsthall in Lund in 1979.

[...] c’étaient des bébés, avec des petits corps
de bébés, des choses comme c¢a, mais c’était
admirablement peint?°. »

Daniel Cordier achete a Dado sur-le-champ
trois tableaux, pour la somme de 60 000 francs,
ce que célebrera Dado le soir méme avec son
ami Sam Szafran et d’autres amis a la brasse-
rie La Coupole par une « cuite » mémorable3©°,
Cordier montre trés vite ses nouvelles acquisi-
tions a de grands collectionneurs, notamment
René Tassin de Montaigu, trés enthousiaste, qui
acquiert une Composition (1958)3. En octobre
1958, Cordier organise la premiére exposition
de Dado dans sa galerie parisienne. Les visi-
teurs peuvent y découvrir des tableaux de la
série des Bébés [ill. 371, pour certains inspirés
de Rubens3?, mais aussi des ceuvres apportées
de Belgrade, comme Le Cycliste [ill. 3] qui fas-
cine un certain Bernard Réquichot, artiste de la
Galerie Cordier qui deviendra son proche ami.

ans |I'espéce de chaos qu’est une
<< grande ville, personnellement,
je me suis trouvé completement

éclaté, déchiré. Je ne voyais plus
rien, vraiment, je marchais dans la rue, mais
j'étais en pieces détachées, carrément? » : ain-
si Dado s'exprime-t-il sur sa vie dans la capitale
francaise, qui I'oppresse tant et dans laquelle
il peine a trouver un atelier digne de ce nom.
C’est grace a Daniel Cordier qu'il découvre, un
soir d'été de I'année 1958, a une soixantaine

*»Entretien avec Daniel Cordier, 28 mai 2011, dado.
fr/metissages#itw ; partiellement repris dans SneZana
Nikc¢evi¢ et Sanja Bleci¢, Dado : ukrstanja / métissages
(2011), film de la RTCG, 3'33"'-4'12", visible en haut
de la méme page du site dado.fr.

**Dado, Entretien avec Marcel Billot et Germain
Viatte, art. cité, p. 59.

*L’ceuvre est reproduite en page 5 du catalogue
de I'exposition de la Konsthalle de Lund, 1979.

*« C'est la plus belle toile de Rubens ! mille fois ! [...].
Effectivement je me suis inspiré de cette toile, si tu veux.
Tu sais, ce n'est pas étranger a mon inspiration, ceci dit,
les bébés existaient déja avant. Mais I'accumulation de
bébés, c'est cette toile de Rubens qui m’avait inspiré »,
déclare Dado a Marcel Billot a propos de La Vierge a
I’Enfant entourée de saints Innocents, dit autrefois La
Vierge aux anges, 1618, de Rubens, conservée au Mu-
sée du Louvre (Entretien avec Marcel Billot et Germain
Viatte, art. cité, p. 61-62).

**Dado, Entretien avec Marcel Billot et Germain
Viatte, 1969, art. cité, p. 62.
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Babies [ill. 37], for some inspired by Rubens3?,
but also works brought from Belgrade, like The
Cyclistill. 3] which captivated Bernard Réquichot,
an artist from Galerie Cordier who soon became
his close friend.

ll n the kind of chaos that a big city is, |
personally ended up completely scat-
tered, torn. I no longer saw anything, |
walked in the street, but | was in bits,

2¢|t's the most beautiful painting by Rubens. A thou-
sand times! [...] In reality, | was inspired by that painting,

Kar. / Cat. 52 be3 Ha3uBa / Untitled, 1960

if you wish. You see, it is not alien to my own inspiration,
babies existed already before that anyway. But for the ac-
cumulation of babies, | was inspired by Rubens’ painting,”
Dado declared to Marcel Billot and Germain Viatte about
his Virgin with Child surrounded by the Holy Innocents,
called before Virgin with Angels, 1618, by Rubens, kept
at Musée du Louvre (Conversation with Marcel Billot and
Germain Viatte, infra, p. 259).
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de kilometres de Paris, le Vexin frangais. Son
marchand possédait une maison de campagne
a Vaudancourt, et c’est a Courcelles-lés-Gisors,
a quelques kilometres de la, dans un ancien ci-
néma-salle de bal, qu'il établit son jeune proté-
gé : «Je l'installai pres de Gisors ou j'avais une
maison. Je lui fournissais toiles et couleurs et
une mensualité qui lui permettait de vivre3*. »

Pour Dado, la rencontre avec cette région
du Vexin francais est « un véritable coup de
foudre3® ». Dans un atelier a la mesure de ses
ambitions, les formats de ses tableaux de-
viennent bien plus imposants. Fasciné par la
France rurale de la fin des années 1950, il se lie
avec des figures marginales du village, telles
la Mére Gérard et le Pere Lévéque, qui posera
pour I'un de ses chefs-d’ceuvre, Thomas More
(1958-1959, ill. 40)%¢. Les ocsuvres du début
de cette période, dites « minérales », dans
lesquelles « le fendillement des surfaces, non
produit par une dessiccation naturelle et ma-
térielle de la pate, mais feinte par un pinceau
dont I'habile perversité se plait a [ézarder toute
surface proposée, chair des vivants ou matiére
des choses?” », ainsi que I'écrit le critique d’art
Georges Limbour, font sans doute écho aux
Texturologies de Jean Dubuffet, que Dado dé-
couvre alors a la Galerie Cordier. Mais surtout,
elles évoquent les paysages du Monténégro,
dont Dado confie en 1969 a Marcel Billot et
Germain Viatte réver régulierement et dont il
souhaite retoucher I'image « transformée » a
« coups de pinceau »3. Ainsi subsiste parfois
la noirceur caractéristique de la roche monté-
négrine, par exemple dans La Ruine [cat. 10],
Courcelles-lés-Gisors [cat. 53], Les Polonais

**Daniel Cordier, Amateur d’art. Alias Caracalla,
1946-1977, édition établie et annotée par Bénédicte
Vergez-Chaignon, Paris, Gallimard, 2024, p. 113.

*Dado, Portrait en fragments, op. cit., p. 20.

3« Tous ces dessins, quand je les vois, je les vois
avec une espece de mélange de géne et de tendresse
car ce sont des personnages qui ont leur état-civil, qui
ont existé. )'ai fait une espéce de petite chronique d’un
village qui n’avait pas encore I'eau de ville » (Dado,
Portrait en fragments, op. cit., p. 21).

*¥Georges Limbour, Dado, cat. expo., Francfort, Ga-
lerie Daniel Cordier, 1960 ; repris sur dado.fr/georges-lim-
bour

*Dado, Entretien avec Marcel Billot et Germain
Viatte, 1969, art. cité, p. 28.
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Kar. / Cat. 54 KatapuHa Besvka / Catherine the Great, 1958-1959
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truly”33: that’s how Dado talked about his life
in the French capital, which oppressed him so
much and in which he struggled to find a stu-
dio worthy of the name. But thanks to Daniel
Cordier, he discovered, one summer night in
1958, the region of Vexin, 60 kilometres or so
from Paris. His dealer owned a country house
in Vaudancourt, and it was in Courcelles-lés-
Gisors, a few kilometres from there, in an old
cinema/dance hall that he put up his young
protégé: “l put him up near Gisors, where |
had a house. | provided him with canvases
and paints, and a monthly allowance for him
to live on.”3*

Kar. / Cat. 55 be3 Ha3uBa / Untitled, 1958-1959

**Dado, Conversation with Marcel Billot and Ger-
main Viatte, 1969, infra, p. 260.
**Daniel Cordier, Amateur d’art. Alias Caracalla,

1946-1977, edition established and annotated by Béné-
dicte Vergez-Chaignon, Paris, Gallimard, 2024, p. 113.

(1959, ill. 39) ou Les Limbes (1958-1959), I'un
des joyaux du fonds Dado dans les collections
du Centre Pompidou [ill. 5].

Sur La Grande Catherine [cat. 541, autre
chef-d'ceuvre de cette période de la méme
veine, le poete Alain Bosquet livre cette tres
fine analyse :

« La Grande Catherine est pétrie - ou pul-
vérisée - dans la méme matiére spongieuse.
Son corps s’est fondu dans les objets qui I'en-
tourent : une jambe inachevée suggere qu’elle
est a la fois sa momie et son propre tombeau :
a la vérité une statue en bien pietre état. Est-
ce le reste d'un spectre qu’on apercoit a ses

pieds ? La couronne méme a pris des propor-
tions monstrueuses, et le visage, comme pour
Thomas More, hésite entre le calcaire et la
cendre. Cependant, ce n’'est pas I’horreur qu’on
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. 39 Moswaum / The Polish People, 1959

For Dado, discovering that region of the
French Vexin was really “love at first sight”.35
In a studio worthy of his ambition, the formats
of his paintings became much more imposing.
Fascinated by the rural France of the end of
the 1950s, he made friends with the eccentric
figures of the village like Mere Gérard and Pere
Lévéque, who sat for one of his masterpieces,
Thomas More (1958-1959, ill. 40)3%. The works

**Dado, Portrait en fragments, op. cit., p. 20.

*“All those drawings, when | see them, | see them with
a mixture of shame and tenderness for they are characters
who have a civil status, who really existed. | made a kind of
small chronicle of a village which didn’t have running water
yet” (Dado, Portrait en fragments, op. cit., p. 21).
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lit sur les traits qu'il faut deviner : une étrange
sérénité semble nous dire que le retour a la
pierre ou a la poussiere est bien dans I'ordre
des choses [...]. En poete, [Dado] nous livre un
monde dont la consistance moléculaire évolue.
L'univers ne saurait se désintégrer aprées la
catastrophe : il survit, sous des formes et des
alliages imprévus. Il va encore évoluer, selon
des lois qui ne sont pas les notres?°. »

*Alain Bosquet, « Les caprices de I'atome », dans
Dado, un univers sans repos, Paris, Editions de la Diffé-
rence, 1991, p. 29-30.
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Kart. / Cat. 57 b6e3 Ha3uBa / Untitled, 1960
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WUn. / lll. 40 Tomac Mop / Thomas More, 1958-1959
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Kar. / Cat. 58 6e3 Ha3uBa / Untitled, 1961
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Kar. / Cat. 59 be3 Ha3uBa / Untitled, 1960

of the beginning of that period, called “miner-
al”, in which “the cracking of the surfaces, not
produced by a natural and material desiccation
of the paste, but simulated with a paintbrush
whose skilful perversity enjoys leaving cracks
on any surface on offer, flesh of the livings or
matter of things”?’, as the art critic Georges
Limbour wrote, undoubtedly echo Jean Dubuf-
fet’'s Texturologies, that Dado discovered at
the time at Galerie Cordier. But above all they
evoke the landscapes of Montenegro, which
Dado confessed in 1969 to Marcel Billot and
Germain Viatte, he dreamed about regularly,
and of which he wished to retouch the image,

*’Georges Limbour, Dado, exhibition catalogue,
Frankfurt, Galerie Daniel Cordier, 1960; retaken in dado.
virtual.anti.museum/georges-limbour-1960

Peu a peu, la palette se fait plus lumineuse
au contact de la lumiére du Vexin, si chére a
Dado, et les murs de la région deviennent a
leur tour une source d’'inspiration manifeste,
témoignage du caractere central de ce motif
dans I'ceuvre de I'artiste, comme déja évoqué*®
- particulierement visible dans Le Sorcier ou
L’Architecte (1959, ill. 7 et ill. 6).

On ne saurait également passer sous si-
lence I'importance et I'influence d’'lvan Albright
et de son réalisme magique dans la genése des
peintures « minérales ». En 1997, Dado racon-
tera avoir découvert, trés jeune, au Monténégro,
probablement vers 1946, le peintre Ivan Albright
par le biais du film d’Albert Lewin, Le Portrait

“« Certainement, ces fameux murs du Vexin m’ont
inspiré » (Dado, Entretien avec Marcel Billot et Germain
Viatte, art. cité, p. 65).
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Kar. / Cat. 60 be3 Ha3uBa / Untitled, 1960

“transformed” with “a lick of paint”3®. So the
characteristic blackness of the Montenegrin
rock sometimes remains as in The Ruin [cat.
10] for example, Courcelles-les-Gisors [cat.
53], The Polish People (1959, ill. 39) and Limbo
(1958-1959), one of the gems in the Dado funds
kept in the collections of the Centre Pompidou
[ill. 51.

On Catherine the Great [cat. 54], another
masterpiece in the same vein dating from that
period, the poet Alain Bosquet delivered this
very perceptive analysis:

“Catherine the Great is moulded - or pul-
verised - in the same spongy material. Its body
has melted in the objects that surrounded it:
a leg left unfinished suggests it is at the same

*Dado, Conversation with Marcel Billot and Germain
Viatte, infra, p. 222.
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de Dorian Gray : « J'ai vu le film de Dorian
Gray, j'étais grand comme ca. [...] Ivan Albright,
c’était vraiment le peintre qui me fascinait le
plus*t », confirme-t-il au créateur des décors
d’Alien, I'artiste suisse H. R. Giger, I'un de ses
grands admirateurs, qui citait Albright comme
une possible influence*?. Et en effet, la touche
pierreuse du portrait de Dorian Gray réalisé
par Albright qui apparaft a la fin du film [ill. 41]
n’est pas sans annoncer celle de Dado.

En 1960, Daniel Cordier lui achéte le mou-
lin d’"Hérouval, situé a quelques kilometres de
Courcelles - grande propriété isolée en ruines,
bordée de deux prés et d’'un étang, en lisiere
d'une forét. Dado peut y aménager un premier

“Dado, archive filmée inédite de Pascal Szidon,
Hérouval, 1997.
“2www.HRGiger.com, Cologne, Taschen, 1997, p. 102.
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KarT. / Cat. 62 be3 Ha3uBa / Untitled, 1962
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time its mummy and its own grave: to
tell the truth, a statue in quite poor con-
dition. Is it the remains of a ghost we
see at its feet? The crown itself has taken
on monstrous proportions, and the face,
as in Thomas More, hesitates between
limestone and ash. However, it is not
horror we read on the features one has
to guess: a strange serenity seems to
tell us that the return to rock or dust is
in the nature of things [...]. As a poet,
[Dado] gives us a world whose molec-
ular consistency evolves. The universe
couldn’t possibly disintegrate after the
catastrophe: it survives in unpredict-
able shapes and combinations. It will
continue evolving following laws that
are not ours.”3°

Gradually the palette became more
luminous in contact with the light of
the Vexin, so dear to Dado, and the
walls of the region now turned into a
source of tangible inspiration, showing
the central character of that element
in the artist’s oeuvre, as we’ve already
mentioned?*® - particularly obvious in
The Sorcerer and The Architect (1959,
ill. 7 and ill. 6).

We cannot ignore the importance
and influence of Ivan Albright and his
magic realism in the genesis of the “min-
eral” paintings. In 1997, Dado recount-
ed having discovered, when he was
very young, in Montenegro, probably
towards 1946, the painter lvan Albright
thanks to Albert Lewin’s film The Por-
trait of Dorian Gray: “l saw the film of
Dorian Gray, | was big like that. [...]
Ivan Albright was really the painter who
fascinated me the most”4, he declared
to the creator of the decors for Alien,

WUn. / lll. 41 VNBaH OnbpajT, C/imka JopujaHa Mpeja / lvan Albright,

*Alain Bosquet, “Les caprices de I'atome”, in Dado,
un univers sans repos, Paris, Editions de la Différence,
1991, p. 29-30.

*““Exactly, those famous walls of Vexin inspired
me” (Dado, Conversation with Marcel Billot and Germain
Viatte, infra, p. 263).

“'Dado, never shown film archive of Pascal Szidon,
Hérouval, 1997.
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Picture of Dorian Gray, 1943-1944

atelier, au premier étage du batiment principal.
Est-ce ce nouvel environnement qui précipite
|’évolution de la période minérale ? Dans ce
nouveau cadre baigné dans la nature, Dado se
délecte du spectacle qui lui est offert : « C'est
comme des piéces de théatre ol il y a trois
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WUn. / lll. 42 Japo, Epysan / Dado, Hérouval, 1960

the Swiss artist H. R. Giger, one of his great
admirers, who cited Albright as a possible influ-
ence?. In fact, the stony touch of Dorian Gray’s
portrait made by Albright and appearing at the
end of the film [ill. 41] definitely announced
that of Dado.

In 1960, Daniel Cordier bought him the
mill of Hérouval, located a few kilometres from
Courcelles - a large isolated property in ruins,
bordered by two meadows and a pond, on the
edge of a forest. Dado was able to set up a
studio on the first floor of the main building.
Was it that new environment that hastened the
progression to the mineral period? In these new
surroundings steeped in nature, Dado savoured

“www.HRGiger.com, Cologne, Taschen, 1997, p. 102.

actes, et a chaque fois, ce ne sont jamais les
mémes acteurs, c’est toujours le méme décor,
mais il parait terriblement différent. Et ¢a, je
pense que pour moi, c'est ¢a la seule richesse
a la campagne*. »

La confusion des regnes, déja visible des
les premiéres toiles de la période, devient
alors encore plus manifeste - par exemple dans
I'extraordinaire Autoportrait noir et blanc de
1959 [cat. 14]. Dans les tableaux de la pé-
riode 1960-1962, a la palette tres colorée, si
la forme minérale subsiste, elle gagne encore
en complexité alors que les formes animale,
végétale et humaine s’imbriquent encore da-
vantage les unes dans les autres, générant

*“Dado, Portrait en fragments, op. cit., p. 26.

122



Mere nature

Mother nature

“I'm trying to understand the phenomenon...” | « J'essaie de comprendre le phénomene...»

the spectacle in front of him: “It’s like a theatre
play in three acts, and each time it's never the
same actors, it's always the same decor, but
it seems terribly different. And in my opinion
that solely is the riches of the countryside.”*3

The confusion between the kingdoms, al-
ready visible in the first paintings of the pe-
riod, became much more obvious still - for
example in the extraordinary Self-portrait in
black and white dating from 1959 [cat. 14]. In
the paintings of the period 1960-1962, whose
palette is very colourful, though the mineral
form remains, it becomes more complex still
while the animal, vegetable and human forms
are even more intertwined, generating endless
transformations and merging with the walls
and buildings inspired by those of the Vexin
[Untitled, 1962, cat. 62].

ll [timately, | think that nature fas-
Cinates me because it is given to
us to see in our lifetime. We expe-
rience our own death | think each

time we see something beautiful in nature.

There is that extraordinary dimension there.”4*

The question of the living has been a sub-
ject of fascination for Dado since childhood.
His mother, a teacher of natural sciences at
the senior school in Cetinje, whom he called
“Female* Buffon”4%, a woman exceptionally
educated for her time, but also her father,
Doctor Jovan Kujaci¢, were, he said later, the
two figures who “pushed him in the work [he]
does” and who were “at the origin of the Dado
phenomenon, a very small phenomenon, but
a phenomenon nevertheless”4’ .

During his walks in KoSCele, where he even-
tually decided to be buried, a few kilometres
from Cetinje, his native town, Dado as a child
and then a teenager marvelled at the sight of

*“Dado, Portrait en fragments, op. cit., p. 26.

“Dado, Conversation with Marcel Billot and Germain
Viatte, infra, pp. 226-227.

*Dado, Portrait en fragments, op. cit., p. 90.

*°0n the passion of Dado for the naturalist Buffon,
see “Buffon”, infra, pp. 180-189.

“’Dado, message (in French) of 19 June 2008, left
for Pascal Szidon, webmaster of his website, dado.vir-
tual.anti.museum/audio-documents-messages
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des transformations a I'infini, et se confondant
avec les murs et habitations inspirés de ceux
du Vexin [Sans titre, 1962, cat. 62].

e crois finalement que la nature me fas-
<< cine parce que ca nous est donné du-
rant notre vie de la voir. On ressent sa
propre mort a chaque fois, je crois, en
voyant une belle chose dans la nature... C'est
la ol il y a cette dimension extraordinaire**. »
La question du vivant obseéde Dado depuis
I'enfance. Sa mére, professeure de sciences
naturelles au lycée de Cetinje, qu'il qualifiera
de « Buffon* femelle* », femme exception-
nellement éduquée pour I’époque, mais aussi
le pere de celle-ci, le Dr Jovan Kujaci¢, sont,
dira-t-il plus tard, les deux figures qui « I'ont
propulsé dans le travail qu’[il] fai[t] », et qui
ont été « a I'origine du phénomene Dado, un
tout petit phénomene, mais un phénomene
guand méme »*7.

Lors de ses promenades a Koscele, ou il
choisira d'étre enterré, a quelques kilomeétres
de Cetinje, sa ville natale, Dado enfant et ado-
lescent s’émerveille de la vue sur la riviere
Rijeka Crnojevica, qui mene au lac de Skadar
(Scutari en monténégrin), le plus grand lac
des Balkans. Devant Marcel Billot et Germain
Viatte, il évoque le lac dans un contexte ma-
cabre, celui de la vision de trois chevaux morts
sur une route monténégrine : « Derriere les
trois chevaux, il y avait le lac de Scutari, le
panorama le plus lyrique, le plus beau, qu’on
puisse imaginer 148, »

A partir des années 1960, dans le cadre
exceptionnel que lui offre Hérouval et la ré-
gion du Vexin, sa passion et son amour pour la
nature s'expriment davantage encore. « Ima-
ginez que je n’avais jamais vu un champ de

*““Dado, Entretien avec Marcel Billot et Germain
Viatte, art. cité, p. 32.

*Sur la passion de Dado pour le naturaliste Buffon,
voir « Buffon », infra, p. 180-189.

“Dado, Portrait en fragments, op. cit., p. 90.

“’Dado, message du 19 juin 2008 laissé a Pascal
Szidon, webmaster de son site web, dado.fr/documents-au-
dio-messages

“Dado, Entretien avec Marcel Billot et Germain
Viatte, art. cité, p. 27.
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Kart. / Cat. 65 lposaeke / Spring, 1960
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the River Rijeka Crnojevic¢a that leads to Lake
Scutari, the biggest lake in the Balkans. In the
company of Marcel Billot and Germain Viatte,
he evoked the lake in a gruesome context, that
of the vision of three dead horses on a road:
“Behind the three horses, there was Lake Scu-
tari, the most lyrical, the most beautiful view
you can imaginel...”48

From the 1960s, in the exceptional setting
offered by Hérouval and the region of the Vexin,
his passion and love for nature found a new
expression: “Think of it, in all my life I'd never
seen a field of wheat before. There weren’t any
in Montenegro. That golden wheat with the
crows flying over it, for me that was incredibly
beautiful. In France | rediscovered Mother Na-
ture.”*® Those words are Dado’s when he de-
scribed to Catherine Millet and Jacques Henric
his wonderment in front of those landscapes of
his new region of adoption in 1958.

In fact, the first paintings made in Hérou-
val, during the years 1961-1962, show many
themes directly drawn from the spectacle of
the surrounding countryside, including Bowery
[cat. 15], whose title is a direct reference to the
New York neighbourhood visited in 1962, and
its street “strewed with tramps”, “a Dantesque
vision”%%, in a kind of ironic counterpoint to
the urban hell - other Bowery paintings, very
different, appeared later in the following dec-
ades’!. Dado worked in the same way for Job
[cat. 16], a major theme since his discovery of
the text in the Old Testament, during his years
in Belgrade®?: in this painting, populated with
all sorts of curious characters, fruits and vege-
tables proliferate, each more original than the
other - and it is the same for The Grave of Pop-
eye (1960-1965, ill. 45). In all those paintings,
vegetables of all kinds, fields and agricultural
tools abound, reminiscent of Arcimboldo (as
in the small Untitled of 1960 [cat. 17]), but
especially Mird, whose The Farm, that “fetish

*Dado, Conversation with Marcel Billot and Ger-
main Viatte, infra, p. 221.

*“Dado, Conversation with Catherine Millet and
Jacques Henric, infra, p. 282.

**Dado, Portrait en fragments, op. cit., p. 162.

*'See “America, 1976-1983", infra, pp. 172-180.

*’Dado, Portrait en fragments, op. cit., pp. 114-115.
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blé de ma vie. Au Monténégro, il n'y en avait
pas. Ces blés blonds, avec les corbeaux volant
au-dessus, j'ai trouvé ca vachement beau. J'ai
redécouvert, en France, la mére Nature*® » :
ainsi Dado décrit-il a Catherine Millet et Jacques
Henric son éblouissement face a ces paysages
de sa nouvelle région d’adoption, en 1958.
De fait, les premiers tableaux exécutés a
Hérouval, lors des années 1961-1962, com-
portent nombre de motifs directement puisés
dans le spectacle de la campagne environnante,
y compris Bowery [cat. 15], dont le titre est
une référence directe au quartier new-yorkais
visité en 1962 et a son avenue « jonchée de
clochards », « vision dantesque »>°, dans une
sorte de contrepoint ironique a I’enfer urbain -
d'autres Bowery, bien différents, verront le jour
dans les décennies suivantes®!. Dado opéere de
la méme maniere pour Job [cat. 16], theme ma-
jeur depuis la découverte du texte de I’Ancien
Testament pendant les années belgradoises®? :
dans ce tableau, peuplé de toutes sortes
d’étranges personnages, fruits et légumes colo-
rés abondent, tous plus singuliers les uns que les
autres - et il en va de méme pour Le Tombeau
de Popeye (1960-1965, ill. 45). Dans tous ces
tableaux, végétaux de toutes sortes, champs
et outils agricoles sont Iégion, évoquant Arcim-
boldo (comme dans le petit Sans titre de 1960
[cat. 171), mais surtout Mir6, dont La Ferme, ce
« tableau fétiche, prémonitoire de [son] propre
destin®? », que Dado découvre lors de son pre-
mier séjour américain en mars 1962 au Museum
of Modern Art, inspirera ’'hnommage a son cher

*“Dado, Entretien avec Jacques Henric et Catherine
Millet, art. cité, p. 204.

*Dado, Portrait en fragments, op. cit., p. 162.

*'Voir « America, 1976-1983 », infra, p. 172-180.

*2Dado, Portrait en fragments, op. cit., p. 114-115.

3« J’aimais beaucoup a New York aussi, a propos
du Douanier-Rousseau et de |'art brut, un petit tableau
qui appartenait a Hemingway, et qui est une ceuvre
de jeunesse de Mird, qui s'appelait La Ferme, c’est un
tableau superbe. Et je crois que ce tableau était pour
moi un tableau fétiche, un tableau prémonitoire de
mon propre destin. Il y avait la vision de cette ferme,
et aprés je me suis dit, je me suis retrouvé dans la
ferme. Le moulin d’Hérouval, c’était un peu la ferme
de Mird, avec les pigeons sur le toit, les colombes... Il
y a la lune, il y a le petit potager, les outils agricoles...
Il'y a un personnage qui vide la quelque chose dans le
tableau » (Dado, Portrait en fragments, op. cit., p. 163).
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Wn. / lll. 45 NpobHuua | The Tomb of Popeye, 1960-1965

painting, premonitory of [his] own destiny”>3,
that Dado discovered during his first trip to
America in March 1962 in the Museum of Mod-
ern Art, inspired a tribute to his dear friend who
passed away, The Large Farm. A Homage to
Bernard Réquichot (1962-1963), today in the
collections of the Centre Pompidou [ill. 44].

>*“In New York, | liked a lot, talking about Douani-
er-Rousseau and art brut, a small painting belonging to
Hemingway, which was an early work by Miré, called The
Farm, it's a superb painting. And | think that that painting
was for me a fetish painting, a painting premonitory of
my own destiny. Here was the vision of that farm and
after | said to myself, | found myself in the farm. The
mill in Hérouval, it was a little bit Mird’s farm, with the
pigeons on the roof, the doves... There’s the moon,
there’s the small vegetable patch, the agricultural tools...
There’s a character that empties something there in the
painting” (Dado, Portrait en fragments, op. cit., p. 163).

ami disparu, La Grande Ferme. Hommage a
Bernard Réquichot (1962-1963), aujourd’hui
dans les collections du Centre Pompidou [ill. 44].
Cette période d’émerveillement face a la
nature environnante, dont témoigne aussi L'Arbre
du bonheur[1961, ill. 43], est probablement éga-
lement liée a I'arrivée de ma mére, Hessie, le 14
juillet 1962, avec mes deux freres ainés, Yasfaro
et Domingo. Dans |I'une des lettres qu'il lui avait
adressée d'Hérouval quelques mois plus tét,
Dado dessine « une fleur male et une fleur fe-
melle » [ill. 9] : « Le monde végétal n’est rien
d’autre que [ce que] nos visages laissent bien
refléter>* », lui écrit-il sous ses dessins.

**Fonds Hessie, Archives du Musée d’'art moderne
de Paris.
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That period of marvelling in front of the sur-
rounding nature, also clearly conveyed in The
Happiness Tree [1961, ill. 43] was probably also
connected to the arrival of my mother, Hessie,
on 14 July 1962, with my two elder brothers
Yasfaro and Domingo. In one of the letters writ-
ten to her from Hérouval a few months earlier,
Dado had drawn “a male flower and a female
flower” [ill. 9]: “The vegetable world is nothing
but [what] our faces consent to reflect”>, he
wrote underneath his drawings.

his very special period in the first years
of Dado’s life in France is somehow
reminiscent of his profound admiration
for Georges Seurat. Questioned by his

KaT. / Cat. 66 Agam v EBa /| Adam and Eve, 1961-1962

**Fonds Hessie, Archives du Musée d’art moderne
de Paris.
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ette période trés particuliére dans les

premiéres années de Dado en France

n’est pas sans rappeler sa profonde

admiration pour Georges Seurat. In-
terrogé par son ami le critique Michel Faucher,
Dado commentera en 1981 La Baignade a
Asniéres (1884) [ill. 10], qui I'a émerveillé a
Londres :

« En fait, l'unique chef-d’ceuvre c’'est la
lumiere. J'essaie dans un atelier de retrouver
la lumiere afin que le tableau sur lequel je
travaille puisse vivre. Seurat est un peintre
de la lumiere. La Baignade a Asniéres, c'est
une aventure. La lumiere est un phénomeéne
a double tranchant, c’est un poids, une lame,
quelque chose qui tue. Elle est changeante,
instable, vertigineuse. Vivre en complicité totale
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Kar. / Cat. 67 be3 Ha3uBa / Untitled, 1961

friend, the critic Michel Faucher, Dado com-
mented in 1981 on Bathers at Asniéres (1884)
[ill. 101, which had dazzled him in London:
“In reality, the unique masterpiece is light.
| try in the studio to find the light so that the
painting I'm working on can live. Seurat is a
painter of light. Bathers at Asniéeres is an ad-
venture. Light is a double-edged phenomenon,
it's a weight, a blade, something that kills. It’s
shifting, unpredictable, vertiginous. To live in
complete complicity with it is an abyss, it's
worse than darkness. It is a judge and a lover.
It opens one’s eyes but not necessarily to see.
Its beauty is contingent on the strength of its
fragility. It breathes, gives off a permanent

avec elle c’est un gouffre, c’est pire que les
ténébres. Elle est juge et amante. Elle ouvre les
yeux mais pas forcément pour voir. Sa beau-
té tient a la force de sa fragilité. Elle respire,
donne une vulnérabilité permanente. Il faut
qu’un tableau tienne face a son perpétuel chan-
gement. C’est elle qui fait le chef-d'ceuvre et
non l'artistes. »

En effet, c’est bien la lumiere qui est au
coeur de cette touche pointilliste, cette lumiere
du Vexin qui fascinera Dado toute sa vie et

*Dado, Propos recueillis par Michel Faucher, « Les
chefs-d’ceuvre sont modernes », Arts, n° 32, 11 septembre
1981 ; repris sur dado.fr/matisse-seurat-grandville
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Kar. / Cat. 68 be3 Ha3uBa / Untitled, 1961

vulnerability. A painting has to stand up under
its constant transformation. It’s the light that
makes the masterpiece, not the artist.”>>
Indeed, it is light at the heart of that poin-
tillist touch, the light of the Vexin that has been
fascinating Dado throughout his life and influ-
enced his art technique. The choice of a subject
so directly connected to the Genesis is not
accidental: Adam and Eve grinning and fragile
[cat. 66] posing near the tree of knowledge
on which there doesn’t seem to be any apple,

**Dado interviewed by Michel Faucher, “Les
chefs-d’ceuvre sont modernes”, Arts, n°® 32, 11 Septem-
ber 1981; available at dado.fr/matisse-seurat-grandville
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qui guide désormais sa démarche picturale.
Le choix d'un theme si directement relié a la
Genése n’a rien de fortuit : I’Adam et I'Eve gri-
macants et fragiles [cat. 66] posant prés d’un
arbre de la connaissance ou aucune pomme
n’est visible, auxquels le personnage de droite
semble présenter quatre fruits différents dres-
sés sur une table, symbolisent véritablement
un commencement : « Je suis devenu poin-
tilliste. C’'était une période tres pointilliste,
comme ¢a, lumineuse. C'est la ol j'ai commen-
cé mon aventure avec la lumiére, le démon de
la lumiere, avec ces peintures pointillistes®®. »

*Dado, Portrait en fragments, op. cit., p. 131.
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to whom the character of the right seems to
present four different fruits placed on a table,
truly symbolise a beginning: “l became a poin-
tillist. It was a very pointillist period, like that,
luminous. It’s there that | began my adventure
with light, the demon of light, with those poin-
tillist paintings.”>¢

ll rancis Bacon and people like that
didn’t leave me cold at all. [...] |
thought it was very good. | like it
less now, I'm less interested in it.

Talking of the latter, | saw his painting when |

was fourteen years old. No, | was twelve. It was

in Life magazine, there was a double page on

MoMA in New York, in which there was Bacon’s

Painting. You know, that umbrella with the ox,

and the screaming figure”>’, Dado told Chris-

tian Derouet in 1988.

The strong impression that work made on the
young Dado undoubtedly echoed his passion
for anatomy, which goes back to his early child-
hood, with the tutelar figure of his grand-father,
Dr Jovan Kujaci¢, who made him copy anatomy
plates and kept a reproduction of Rembrandt’s
The Anatomy Lesson of Dr Nicolas Tulp in his
office?®.

“Anatomy plates are very old company to
me. | started to have an interest in them at
the age of thirteen. My grandfather, who was
a doctor and did scientific research, had asked
me to illustrate his anatomy treatises. He was
very proud of his grandson, and | even learned
the Latin name of many muscles. When | was
very young, | was caught dissecting the head
of a hare that my father had brought back
from hunting. My mother said that one day, |

*Dado, Portrait en fragments, op. cit., p. 131.

*’Dado, Portrait en fragments, op. cit., p. 75. It was
also in the magazine Life that “the discovery of modern
art” took place at the same time; in addition to Bacon,
Dado came across artists like Ben Shahn and Ivan Albright,
whose Portrait of Dorian Gray in Albert Lewin’s film he
admired [see “From the mineral period to the confusion
of kingdoms”, supra, pp. 107-123.]

*Dado, Conversation with Claire Margat, in Peindre
debout, op. cit., p. 138. Around 1950, Dado made a
drawing from the painting: dado.fr/art/dado-lecon.php

rancis Bacon ou des gens comme
<< G¢a ne m’ont pas laissé indifférent

du tout. [...] Je trouvais ca tres bien.

J'aime moins maintenant, ca m’in-
téresse moins. A propos de celui-13, j’ai vu son
tableau quand j'avais quatorze ans. Non, j'avais
douze ans. C’est un magazine de Life Magazine
et il y avait une double page sur le Musée d’art
moderne de New York, ou il y avait la Painting
de Bacon. Tu sais, I'espéce de parapluie avec
le beoeuf, un personnage qui hurle®” », confie
Dado a Christian Derouet en 1988.

L'impression forte de cette ceuvre sur le
jeune Dado fait sans doute écho a sa passion
pour I'anatomie qui remonte a sa plus tendre
enfance, avec la figure tutélaire de son grand-
pere médecin, le Dr Jovan Kujaci¢, qui lui fai-
sait recopier des planches et qui conservait
une reproduction de La Le¢con d’anatomie de
Rembrandt dans son bureau3s.

« Les planches anatomiques, c’'est une
fréquentation trés ancienne. J'ai commencé
a m'’y intéresser a I'age de treize ans. Mon
grand-pére, qui était médecin et poursuivait
des travaux scientifiques, m’avait demandé de
lui illustrer ses traités d’anatomie. Il a été tres
fier de son petit-fils et j"avais méme appris le
nom latin de pas mal de muscles. Tres jeune,
j'ai été surpris a disséquer la téte d'un lievre
gue mon peéere avait ramené de la chasse. Ma
mere a dit que je serais un grand chirurgien.
Elle n'a pas été affolée. J'avais pris un couteau
de cuisine pour couper les chairs et voir ce
gu’il y avait a I'intérieur de la téte du lievre>. »

Plus tard, en France, en 1960, Dado fré-
guente régulierement I’équarrissage de la Bellée,
a quelques kilometres d’Hérouval, avec son ami
Bernard Réquichot, venu y chercher ses cranes

*’Dado, Portrait en fragments, op. cit., p. 75. C'est
aussi grace au magazine Life que la « rencontre avec
I’art moderne » s’effectue a la méme époque ; outre
Bacon, Dado y découvre des artistes comme Ben Shahn
et lvan Albright, dont il admire aussi le Portrait de Dorian
Gray dans le film d’Albert Lewin [voir « De la période
minérale a la confusion des regnes », supra, p. 106-123].

*Dado, Entretien avec Claire Margat, dans Peindre
debout, op. cit., p. 138. Vers 1950, Dado réalise une
copie du tableau sous la forme d’un dessin : dado.fr/
art/dado-lecon.php

*Dado, Entretien avec Jean-Louis Ferrier, dans Peindre
debout, op. cit., p. 121.
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WUn. / lll. 46 Yosek ca rnasom myBe / Fly-Headed Man, 1967
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Un. / lll. 48 XoTen boxju gom | Hotel-Dieu, 1967
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Kar. / Cat. 69 lobyHa naHkpeaca / The Pancreas Rebellion, 1968

would be a great surgeon. She didn’t panic. |
had taken a kitchen knife to cut open the flesh
and see what was inside the hare’s head.”>®

Later in 1960 in France, Dado regularly
went to the chopping up and quartering at La
Bellée, a few kilometres from Hérouval with
his friend Bernard Réquichot, who came to get
his skulls to create his Reliquaries. The vision
of the animal corpses - bovine and equine -
was certainly very inspiring for the artist, who
explained his conception of beauty to the film-
maker Jean Antoine in 1974:

“For me, beauty are things that | saw, not
every day of course, but at places like that,
completely unconventional, and | think unique,

**Dado, Conversation with Jean-Louis Ferrier, in
Peindre debout, op. cit., p. 121.

pour composer ses Reliquaires. La vision des
cadavres des animaux - bovins et chevaux -
est certainement trés inspirante pour Dado, qui
explique sa conception du beau au réalisateur
Jean Antoine en 1974 :

« La beauté pour moi, ce sont des choses
que j'aurais vues, pas tous les jours naturel-
lement, mais a des endroits comme ¢a com-
pletement marginaux, et je crois uniques, genre
équarrissage, par exemple des foies des ani-
Mmaux comme ¢a sur une terrasse par exemple.
Les foies, vous savez, un foie d’'une vache ma-
lade crevée, c'est un énorme truc, rose, mauve,
qui vibre comme ca sur le ventre, plusieurs fois
comme ¢a sur une terrasse. Pour moi, c'est
beau. Ensuite un camion qui va en bas de cette
terrasse, qui est rempli de truies mortes, des fe-
melles cochons avec leurs seins bleus violacés
comme ca... par une épidémie qui est passée
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Kart. / Cat. 71 be3 Ha3uBa / Untitled, 1964
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like the chopping up and quartering, for ex-
ample the livers of animals like that on a ter-
race. The livers, you know, the liver of a dead
sick cow, is an enormous thing, pink, purple,
that vibrates like that on the belly, several like
that on a terrace. For me, that’s beauty. Then
there’s a lorry that goes to the bottom of that
terrace, which is filled with dead sows, female
pigs with their purplish-blue tits like that...from
an epidemic that decimated the whole lot and
then there’s some coloured mutation, almost
artificial, it was blue, yellow, greenish. These
things are very beautiful.”®°

In that series of paintings made in the 1960s,
whether they show animals (like Alley Cats, cat.
72) or creatures with human faces (Untitled,
cat. 71 or Locomotive, 1969, ill. 13), the flesh
triumphs, that of gutted and dissected beings;
the hidden becomes visible in a process of end-
less self-generation, as in Civil War [cat. 19] in
which the houses are flayed and display jaws
and carcasses from the butcher; in Untitled,
dating from 1967 [cat. 20], in addition to the
main character, made of a thousand distended
body parts, like many strange extensions, am-
putated limbs and severed heads are strewn
on the ground. The composition of the paint-
ing with that character looking like he’s been
evicted from his home, an all-important motif
in Dado’s oeuvre®!, with his bits of flesh and the
realist motif of the doorway is reminiscent of
other paintings of the same period, like Eviction
to Montrouge (1967, ill. 14), Fly-headed Man
(1967, ill. 46), Hotel Dieu (1967, ill. 48), Hérouval
(1967) and Vesalius’ Bad Pupil Il (1967, ill. 47),

*Dado, in Jean Antoine, Dado, Styles, 1974, 6'31"-
7'28".

®'This ubiquitous motif in Dado’s oeuvre echoes
his status of exile but undoubtedly also the trauma of
his mother’s death in childbirth in January 1945. Dado
mentioned it in those terms in 1969: “Yes, you know,
| am a voluntary exile... The house, when | was little,
people used to swear... In Montenegro, people swear
- that’s kids saying that, by the way: ‘Yes, | promise
you, if it’s not true, may my house become hollow in its
foundations.’ [...] The kids, to swear on the veracity of
their action and other stuff, they swear just like that. The
adults say every five minutes ‘on my honour’ and they
don’t give a shit, but the kid, poor mite, when he swears
on his house, where he is warm in the winter and where
he has food, where his mother lives...” (Conversation
with Marcel Billot and Germain Viatte, infra, p. 242).
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par la et puis il y a cette espéce de mutation
coloriée presque artificiellement, c’était bleu,
jaune, verdatre. Ca, disons, ce sont choses
tres belles®. »

Dans cet ensemble de tableaux réalisés au
cours des années 1960, qu’ils donnent a voir
des animaux (comme Les Chats de gouttiére, cat.
72) ou des créatures a visage plus humain (Sans
titre, cat. 71 ou La Locomotive, 1969, ill. 13), ce
sont les chairs qui triomphent, d'étres étripés,
disséqués ; le caché devient visible, dans un
processus d’auto-génération a I'infini, comme
dans La Guerre civile [cat. 19], olU les maisons
se font écorchés et supportent machoires et
carcasses de boucherie ; dans le Sans titre de
1967 [cat. 20], outre le personnage principal,
constitué de mille chairs protubérantes, comme
autant d’inquiétantes extensions, des membres
amputés et des tétes coupées jonchent le sol.
La composition du tableau avec ce personnage
comme expulsé de la maison, motif important
s'il en est dans I'ceuvre de Dado®!, avec ses
chairs morcelées et le motif réaliste de I'em-
brasure de la porte fait songer a d'autres ta-
bleaux de la méme période, comme L’Expulsion
a Montrouge (1967, ill. 14) 'Homme a téte de
mouche (1967, ill. 46), Hotel Dieu (1967, ill.
48), Hérouval (1967) ou Le Mauvais Eléve de
Vésale Il (1967, ill. 47), hommage explicite au
célebre anatomiste italien du xvi¢ siecle, ainsi
commenté par le poete Alain Bosquet :

« La vision est on ne peut plus forte, mais
elle n’est pas macabre. Le bleu caractéristique
enleve de son horreur, et donne, irrésistible,
comme une promesse d'avenir. On oserait pro-
poser qu’un dieu malin, apres cette autopsie,

*“Dado, dans Jean Antoine, Dado, Styles, 1974, 6'31"'-
7'28".

¢'Ce motif, omniprésent dans I'ceuvre de Dado, fait écho
a son statut d’exilé mais sans doute également au trauma-
tisme de la disparition de sa mére en couches, en janvier
1945. Dado I'évoque en ces termes en 1969 : « Oui, vous
savez, moi je suis un exilé volontaire, hein... La maison, on
jurait quand j'étais petit... Au Monténégro, on vous jure que -
c'est les gosses qui disent ca : “Si, je t'assure, si ce n'est pas
vrai, que ma maison se creuse dans ses fondations.” [...] Les
gosses, pour jurer la véracité de leur action ou n'importe, c’est
comme ca qu'ils jurent. Les adultes, ils disent toutes les cinq
minutes “ma parole d’honneur” et ils s’en foutent pas mal,
mais le gosse, le pauvre, quand il jure sur sa maison, ou il a
chaud I'hiver et ou il bouffe, ol sa mére est la... » (Entretien
avec Marcel Billot et Germain Viatte, art. cité, p. 45).
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Kar. / Cat. 72 YandHe mauke | Alley Cats, 1964

an explicit homage to the famous Italian anat-
omist of the 16th century, commented on by
the poet Alain Bosquet:

“The vision is extremely strong, but it's
not gruesome. The characteristic blue takes
away some of its hideousness and gives, ir-
resistible, the promise of a future. One would
dare to propose that a clever god, after that
autopsy, had decided to gather the organs and
the glands so as to glue them back together
again one day and breathe life into the vic-
tims again. In Dado’s art, thanks to that light,
nothing is irremediably in hell or accursed or
a catastrophe. Birth must come from death,
individual or collective. It's enough to say that
the cataclysm has already happened: there it

aurait décidé de ramasser les organes et les
glandes, comme pour un jour les recoller et
redonner vie aux victimes. Chez Dado, grace
a cette lumiére, rien n’est jamais irrémédiable
dans I'enfer ou la malédiction ou la catastrophe.
La naissance doit venir apres la mort, ou indi-
viduelle ou collective. Il suffit de se dire que
le cataclysme a déja eu lieu : le voila dépassé,
maitrisé, sans que nous sachions par qui ni au
profit de quels étres futurs®?. »

Dans La Rébellion de Paincraisse [du
pancréas®] [cat. 69], c’est bien aussi d'un or-
gane qu'’il s'agit ici : explosé, multiplié, sur un

S?Alain Bosquet, « Une respiration rose, verte et
bleue », dans Dado. Un univers sans repos, op. cit.,
p. 50.

“Je soutiens cette hypothese d’un titre mal ortho-
graphié, comme souvent chez Dado.
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is, already surpassed, mastered, without us
knowing by whom or at the benefit of which
future beings.”®?

In The Rebellion of Paincraisse [The Pan-
creas Rebellion]® [cat. 69], it is also an organ
that is centre stage: exploded, multiplied, on
floorboards characteristic of that period® and
sandy ground, under a bright blue sky, amidst
the heads of tortured people and other mon-
strous animals seemingly stuck to the ground,
while a threatening gallows has been erected
on the right.

he period of “surrealising” paintings,

which stretched from 1965 to 1970,

corresponded to the collaboration be-

tween Dado and André-Francois Petit,
the dealer of Dali and other big names in sur-
realism. Because of that collaboration and his
presence in Collection fantéme by Philippe
Soupault, co-founder of surrealism, Dado was
sometimes called “surrealist”®. For the cat-
alogue of the June 1967 exhibition, Patrick
Waldberg, the accredited critic of the surre-
alist painters, also wrote an important text,
“Dadorama”, in which he perfectly analysed
the ambiguity and equivocation within Dado’s
pictorial universe:

“Words, in their opacity, are crueller than
images: if they depict the contents of these
monstrous, at once realistic and phantasmatic
compositions, with exactitude, they cannot
render the ambivalent impression one expe-
riences looking at them. For, through a sort
of magic spell peculiar to Dado, he leads us
from intolerable violence to exquisite gentle-
ness, from an unspeakable mass-grave to a
blooming garden, from Gothic novel to fairy
tale. Conjured up in the pastel shades of an
ideal herbarium, mutilations, gaping wounds,
trepans, laparotomies display the mirage of

®Alain Bosquet, “Une respiration rose, verte et
bleue”, in Dado. Un univers sans repos, op. cit., p. 50.

| maintain that hypothesis of a wrongly spelt title,
as that’s often the case with Dado.

*See “Reversed perspective”, infra, pp. 150-157.

**Philippe Soupault, Collection fantéme, Paris, Galerie
de Seine, 1973.
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plancher caractéristique de cette période®
et un sol sableux, sous un ciel bleu insolent,
au milieu de tétes de suppliciés et autres ani-
maux monstrueux comme fixés au sol, alors
gue s’'éléve une potence menacante.

a période des peintures « surréalisantes »,

qui s'étend de 1965 a 1970, correspond

a la collaboration de Dado avec le mar-

chand André-Francois Petit, marchand de
Dali et d’autres grands noms du surréalisme.
Du fait de cette collaboration et de sa pré-
sence dans la Collection fantéme, de Philippe
Soupault, cofondateur du surréalisme, Dado
a pu étre parfois qualifié de « surréaliste »%,
Pour le catalogue de I'exposition de juin 1967,
Patrick Waldberg, critique attitré des peintres
surréalistes, écrira aussi un texte important,
« Dadorama », ou il analyse parfaitement I'am-
biglité et I’équivoque au cceur de |'univers
pictural de Dado :

« Les mots, dans leur opacité, sont plus
cruels que les images : tout en dépeignant
avec exactitude le contenu de ces composi-
tions monstrueuses, a la fois réalistes et fan-
tasmatiques, ils ne rendent pas compte de
I'impression ambigué que I'on ressent a les
contempler. Car, par une sorte de magie qui
lui est personnelle, Dado nous fait passer de la
violence intolérable a la douceur exquise, du
charnier immonde au jardin fleuri, du roman
noir au conte bleu. Mutilations, plaies ouvertes,
trépans, laparatomies étalent leurs douloureux
mirages, que conjurent les tons pastel d'un
herbier idéal. Dans I'’équivoque ainsi maintenue
avec un art funambulesque, on ne discerne plus
guelle est la part, ici, de ce qui crie et gémit,
et de ce qui exulte et chante®®. »

*\oir « Perspective inversée », infra, p. 150-157.
“Philippe Soupault, Collection fantéme, Paris, Galerie
de Seine, 1973.
] **Patrick Waldberg, Les Demeures d’Hypnos, Paris,
Editions de |la Différence, 1976, p. 471 ; repris sur dado.
fr/patrick-waldberg
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145




Amarante Szidon

Kart. / Cat. 74 be3 Ha3uBa / Untitled, 1965

their pain. In the equivocation maintained by
this balancing act of an art, one can no longer
discern what is screaming and groaning from
what is exulting and singing.”®®

In 1981, in his conversations with the cu-
rator of his graphic works exhibition at Centre
Pompidou, Dado was critical of his paintings
of that period:

“What | am critical about in my paintings of
the ‘Old Petit’ period, are the surrealising paint-
ings, with the perspectives, the architectures
in ruin, silly things like that, those paintings
are the orphans of space.”®’

Dado could be ruthless with his own work,
and perhaps it's the case here, because he saw
those too obvious influences in his works. His
unmitigated admiration for Magritte - “I liked
Magritte a lot”®8, he declared to the filmmaker
Jean Antoine in 1974, the use of the past tense
indicating a period that’s over - found its most
authentic expression in those paintings, man-

*Patrick Waldberg, Les Demeures d’Hypnos, Paris,
Editions de la Différence, 1976, p. 471; retaken on dado.
virtual.anti.museum/patrick-waldberg-1967

*’Dado, Portrait en fragments, op. cit., p. 68.
%Dado, in Jean Antoine, Dado. Styles, 1974, 44’46".

En 1981, dans ses conversations avec le
commissaire de son exposition de travaux gra-
phigues au Centre Pompidou, Dado se révele
critique sur les tableaux de cette période :

« Ce que je reproche a mes tableaux de
I’époque de “Pere Petit ”, c’est des tableaux
surréalisants, avec des perspectives, avec des
architectures en ruines, des conneries comme
¢a, ce sont des orphelins des espaces, ces
tableaux-la®’. »

Sévere, Dado pouvait I'étre avec son propre
travail, et peut-étre dans ce cas précis parce
gu’il décelait dans ces toiles de trop visibles in-
fluences. Car son admiration sans mélange pour
Magritte - « J’ai beaucoup aimé Magritte® »,
déclare-t-il au réalisateur Jean Antoine en 1974,
I’'emploi du passé indiquant une période révo-
lue - trouve sa plus juste expression dans ces
toiles, maniéristes dans leur facture, comme
en témoignent 'Homme d’Hérouval [cat. 45]
et Judith [cat. 23], ou le motif du clair de lune
du maitre belge (Architecture au clair de lune,

*’Dado, Portrait en fragments, op. cit., p. 68.
**Dado, dans Jean Antoine, Dado. Styles, 1974,
44'46".
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Kar. / Cat. 75 EpyBasn /| Hérouval, 1966-1967

nerist in their technique, manifest in The Man
of Hérouval [cat. 22] and Judith [cat. 23], in
which the motif of the moonlight by the Belgian
master (Architecture with moonlight, 1956) is
even properly cited. The influence even seems
to be assumed: Dado painted In memoriam
Magritte [ill. 15] in 1965.

A window opening on a landscape, a paint-
ing in a painting: the Belgian painter’s tech-
nique of the metatheatre is used here several
times, at times also with the bull’'s eye window
that seems directly inspired by a real window in
Hérouval, in the room of “Nahoum”®. In Judith
[cat. 23], the insect that is on top of the other
one’® is reminiscent of Dali, from whom Dado,
for a painting made in the same period, had
taken the title of one of his most famous works:
Persistence of Memory [cat. 73]. Hans Bellmer,
whom Dado started to keep company with in
1963 as well as with his companion Unica Zurn,
advised him to take his inspiration from the

*“From the name of my eldest brother who died at
the age of three months, in January 1965.

"*There are two other paintings of the same dimen-
sions with the character of Judith, one with the magpies
[ill. 50], the other with the rats [ill. 49], kept at Musée d’art
moderne et contemporain in Saint-Etienne Métropole.
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1956) est méme littéralement cité. L'influence
semble méme assumée : Dado peint un In
memoriam Magritte [ill. 15] en 1965.

Fenétre ouvrant sur un paysage, tableau
dans le tableau : le procédé de mise en abyme
du peintre belge est repris ici maintes fois,
parfois aussi avec la fenétre en ceil-de-boeuf
gui semble directement inspirée d’une fenétre
réelle a Hérouval, dans la piéce dite de « Na-
houm®® ». Dans Judith [cat. 23], I'insecte qui en
surplombe un autre’ n’'est pas sans évoquer
Dali, dont Dado aurait aussi, pour un tableau
de la méme époque, repris le titre d’'une de
ses ceuvres les plus célebres : Persistance de
la mémoire [cat. 73]. Hans Bellmer, que Dado
commence a fréquenter a partir de 1963 ain-
si que sa compagne Unica Zurn, lui conseille
d’ailleurs de s’inspirer de I'artiste catalan :
« Bellmer était trés dur avec moi et il fallait
gue je regarde les toiles de Dali pour organiser

Du prénom de mon frere afiné, décédé a I'age de
trois mois, en janvier 1965.

|| existe deux autres tableaux de mémes dimensions
avec le personnage de Judith, I'un avec des pies [ill. 501,
I’autre avec des rats [ill. 49], conservé au Musée d’art
moderne et contemporain de Saint-Etienne Métropole.
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Catalan artist: “Bellmer was very harsh with
me, and | had to look at the paintings of Dali
to organise the space of my paintings.”’t But
that admiration for the surrealist painters - to
whom we can add Paul Delvaux and Victor
Brauner - was before all else, an admiration
for great painters and their personal universe.

For in reality, what needs to be underlined is
the distance he kept from the surrealist move-
ment throughout the years - a group Dado had
approached shortly after his arrival in Paris, but
from which he allegedly had been excluded
by the poet and playwright Radovan IvSi¢. In
the end, even his closeness with Hans Bellmer
and Unica Zarn was of a different nature, as is
shown by the meaningful friendship that sur-
faces from the correspondence between Unica
Zurn, godmother to my sister Yanitza, and my
mother Hessie’?.

To the filmmaker Jean Antoine, Dado ex-
plained his gradual falling out of love with the
movement directed by André Breton:

“l liked the surrealists a lot. Ah, it's a little
like in life, with friends and all that, people, well
we like them very much, and then we like them
a little less after. It's life, there’s nothing we
can do about it. All of us become fossilised, we
age, in the end, we become like in my drawings,
broadly. [I liked surrealism] rather late, because
[...] there where | lived, the surrealist works
were not really shown. | discovered them very
late, just before coming to Paris. In the end,
| think | was disappointed. And then when |
saw from close up all that salon side, it made
them appalling to me, really, that intellectual,
pseudo-revolutionary side.””3

Distance also for Dado, “the great non-con-
formist in the history of art”’4, to take up the
very valid terms used by Catherine Millet, was
in general weary of all forms of intellectualism

'Dado, Conversation with Jean-Louis Ferrier, art.
cit., p. 120.

?Two letters from Unica ZUrn to Hessie are part
of the whole archive we donated to the Musée d’art
moderne de Paris in 2023.

7?’Dado in Jean Antoine, Dado. Styles, 1974, 44’
53" - 45" 53",

74Catherine Millet in Snezana Nik¢evi¢ and Sanja
Bleci¢, Dado: ukrstanja/métissages, RTCG, 2011, dado.
virtual.anti.museum/metissages-rtcg-documentary.
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I’espace de mes tableaux’. » Mais cette ad-
miration pour les peintres surréalistes - parmi
lesquels on peut ajouter Paul Delvaux et Victor
Brauner - était avant tout une admiration pour
des grands peintres et pour leur univers sin-
gulier.

Car, en réalité, ce gqu'il faut souligner avant
tout, c’est la distance qui va s’installer avec
le mouvement surréaliste au fil des années
- groupe que Dado aurait d’ailleurs approché
peu apres son arrivée a Paris, mais dont il avait
été écarté par le poete et auteur dramatique
Radovan lvsi¢. Finalement, méme sa proximité
avec Hans Bellmer et Unica ZUrn relevait d’un
rapport différent, comme en témoigne I'amitié
vive qui se dégage de la correspondance entre
Unica Zirn, marraine de ma sceur Yanitza, et
ma mere, Hessie’?,

Au réalisateur Jean Antoine, Dado explique
son progressif désamour pour le mouvement
dirigé par André Breton :

«J'ai beaucoup aimé les surréalistes, beau-
coup. Oh, c’est un peu comme dans la vie, avec
des amis et tout ¢a, les gens, bon on les aime
beaucoup et puis on les aime un peu moins
apres. C'est la vie, il n’y a rien a faire. On se
sclérose tous, on vieillit, finalement, on devient
comme dans mes dessins quoi, en gros. [J'ai
aimé le surréalisme] assez tard, parce que
[...]1a ou je vivais, il n'y avait pas de diffusion
d’ceuvres surréalistes. Je I'ai découvert trés
tardivement, juste avant de venir a Paris. Et
puis, finalement, je pense avoir été décu. Et
puis apres, alors quand j'ai vu de pres tout ce
cOté salon, cela me les a rendus détestables,
vraiment, ce c6té intellectuel, pseudo révolu-
tionnaire”. »

Distance aussi car Dado, « grand marginal
de I'histoire de I'art’* », pour reprendre les
termes tres justes de Catherine Millet, se méfiait
en général de toute forme d’intellectualisme et

"Dado, Entretien avec Jean-Louis Ferrier, art. cité,
p. 120.

2Deux lettres d’Unica Zirn a Hessie font partie de
I’ensemble des archives que nous avons données au
Musée d’art moderne de Paris en 2023.

?Dado, dans Jean Antoine, Dado. Styles, 1974,
44'53""-45'53"".

7*Snezana Nikcevic et Sanja Bleci¢, Dado: ukrstanja
/ métissages, RTCG, 2011, dado.fr/metissages.
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and aesthetic theory of art. In this respect, he
much appreciated the text written on him in
1964 by Daniel Cordier, who perceived with
acuteness that dimension in his approach’:

“With Dado, we are far from aesthetics;
we are in the centre of a humanity that bleeds,
without verbiage, uncompromising. His images
are so upsetting (in the strongest sense - that
is, they lodge in the memory), that, long after
having gazed on them, we carry them in our
hearts, like something remorseful.”’¢

n that series of paintings from the end of the

1960s and beginning of the 1970s, a com-

mon theme appears: grounds, floorboards,

expanses of sand, which at times appear
side by side, as in Flanders [cat. 26], and are
the elements forming the composition of the
painting, for the least puzzling. As Francoise
Choay noticed, those works are constructed
with a reversed perspective:

“Dado’s invention is a sort of vast sloping
plane which constitutes a means of reversed
perspective (breaking out toward the specta-
tor) and henceforth serves as a stage or a floor
for the painting. This platform, or tiled surface,
or passageway (constructed and graduated)
seems to serve a double purpose: that of in-
volving the viewer more directly, in short of
threatening him, in a sliding movement which
carries along and directs the presentation to-
ward him, and, on the contrary, by disinvolving
the painter more completely as far as subjec-
tivity is concerned. For this scene-setting and
this counter-perspective permit him to take
a new distance with respect to his picture.”””

Here, the surface seems to eject the depth
towards the front of the painting, as thrown in
the face of the viewer. The vanishing point,
overhung with dense skies, also contributes
to construct that set of paintings, in which we

7*Dado, Portrait en fragments, op. cit., p. 127.

*See “Dado par Daniel Cordier”, in Huit ans d’agita-
tion, exhibition plate, Paris, Galerie Daniel Cordier, 1964;
retaken on dado.virtual.anti.museum/daniel-cordier

”’Francoise Choay, “Dado, au-dela du récit”, Cimaise,
n°® 102, May 1971, retaken on dado.virtual.anti.museum/
francoise-choay-dado-beyond-narration

de théorie esthétique en art. A ce titre, il appré-
ciait beaucoup le texte que lui avait consacré
en 1964 Daniel Cordier, qui saisissait avec
acuité cette dimension dans sa démarche’ :

« Avec Dado, nous sommes loin de I'es-
thétique, nous sommes au centre de I’humanité
qui saigne, sans littérature et sans complai-
sance. Ses images sont tellement bouleversantes
(au sens le plus fort, c’est-a-dire inoubliables)
gue, longtemps apres les avoir contemplées,
nous les revivons dans nos coeurs comme un
remords’®. »

ans cet ensemble de tableaux datés

de la fin des années 1960 ou du début

des années 1970, se dégage un motif

commun : sols, planchers, étendues
de sable, qui apparaissent parfois juxtaposés,
par paires, comme dans Les Flandres [cat. 26],
et qui sont autant d’éléments constitutifs de
la composition du tableau, pour le moins déro-
utante. En effet, comme I'observe Francoise
Choay, ces ceuvres sont construites avec une
perspective inversée :

« L'invention de Dado, c’est une sorte de
vaste plan incliné qui constitue comme le moyen
d’'une perspective inversée (éclatant vers le
spectateur) et sert désormais de scene et de
sol au tableau. Cette plate-forme, ou dallage,
ou voie de passage (construite et dégradée)
semble servir un double propos : impliquer
plus directement le lecteur, le menacer en
somme, dans un glissement qui entraine et
oriente vers lui la présentation; en désimpli-
guer au contraire plus completement le peintre
en tant que subjectivité. Car cette mise en
scéne et cette contre-perspective lui permettent
de prendre une distance nouvelle par rapport
a son tableau”. »

7*Dado, Portrait en fragments, op. cit., p. 127.

’*Voir « Dado par Daniel Cordier », dans Huit ans
d’agitation, plaquette d’exposition, Paris, Galerie Daniel
Cordier, 1964 ; repris sur dado.fr/daniel-cordier

’Francoise Choay, « Dado, au-dela du récit »,
Cimaise, n° 102, mai 1971 ; repris sur dado.fr/fran-
coise-choay
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Kar. / Cat. 76 lpemuHyan obykap / The Late Shoemaker, 1969

find two works from the series Beach, a ma-
jor theme from the end of the 1960s and the
beginning of the 1970s [cat. 79]. One of the
gems of that series, Large Blue Beach (1970,
Fonds national d’art contemporain, on loan at
Musée des beaux-arts in Pau, ill. 16) shows
a cracked ground, out of which figures seem
to pull themselves with much effort amidst
the scattered shoes - a recurrent motif since
the end of the 1950s78. In that Beach series,
the realist motifs - shoes, numerous in The
Late Shoemaker [cat. 76], crockery, low walls

’8In The Sorcerer (1959), for example [ill. 7].
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La surface, ici, donc, semble expulser vers
I'avant du tableau la profondeur, comme jetée
a la figure du spectateur. La ligne de fuite, que
surplombent des ciels denses, contribue elle aussi
a architecturer cet ensemble de tableaux, ou I'on
trouve deux ceuvres de la série des Plages, theme
majeur de la fin des années 1960 et du début des
années 1970 [cat. 79]. L'un des joyaux de cette
série, la Grande Plage bleue (1970, Fonds natio-
nal d’art contemporain, en dép6t au Musée des
beaux-arts de Pau, ill. 16), montre un sol fendillé,
desquels les personnages semblent s’extraire
non sans peine au milieu de chaussures éparpil-
|ées - motif récurrent depuis la fin des années
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Kar. / Cat. 77 buwHa nonnuwmja Il / Plant Police 111, 1969

and frames - appear as counterpoints to that
surreal atmosphere - like Mogren, whose title
refers to a beach in Montenegro (1969, ill. 51).

The series of Plant Police [cat. 77], another
prevailing theme of that period, which was to
continue till the 1990s, owes its title to the
observation of the ferocity of the relationships
between living beings in the nature surrounding
the studio in Hérouval. The title The Studio [cat.
28] is a direct reference to the artist’s creative
space in Hérouval. On its floorboards, a net-
work of veins seems to have grafted itself as
an extension of the creatures, while an easel
- another realist motif Dado was particularly
fond of - collapses under our eyes.

Often clustered together, as if emerging
from the ground, the figures of the canvases
of this series are often placed next to severed
heads, which are reminiscent of Géricault’'s
Severed Heads’ but also of the heroic tales

A work that deeply influenced Dado, who in 1999

and 2000 made collages from photos of the bombings
of Yugoslavia by NATO, whose reproductions he decid-

195078, Dans cette série des Plages, les motifs
réalistes - souliers, prédominants dans Le Feu
Cordonnier [cat. 76], vaisselle, murets et chassis
- apparaissent comme autant de contrepoints
a cette atmosphére irréelle - ainsi Mogren, qui
tient son titre du nom d’une plage monténégrine
(1969, ill. 51).

La série des Polices végétales [cat. 77],
autre theme dominant de cette période et qui
se poursuivra jusque dans les années 1990,
tient son titre de I'observation de la férocité
des rapports entre les étres vivants dans la
nature environnante de |'atelier d’'Hérouval.

Le titre de L'Atelier [cat. 28] est une réfé-
rence directe au lieu de création de I'artiste
a Hérouval. Sur son plancher semble s'étre
greffé un réseau veineux, prolongement des
créatures, tandis qu’un chevalet - encore un
motif réaliste qu’'affectionne Dado - s'effondre
SOUS NOS yeux.

7*Dans Le Sorcier (1959), par exemple [ill. 71.
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Wn. / lll. 51 MorpeH / Mogren, 1969

heard in his childhood, of the military ances-
tors victorious in the wars against the Ottoman
enemy (Battle of Grahovac, 1858): in La Zup
[cat. 78], in which those heads are placed in
what seems to be a makeshift coffin, and in
which we find the motif of the bars - those of
a cage - very obsessive, reminiscence of the
trauma of Dado’s incarceration in May 1955
in Belgrade®®. Those same severed heads fill
Flanders [cat. 26], a splendid tribute to the na-
tive region of the Flemish masters, whom Dado
admired so much, here cleverly commented
upon by Gaétan Picon:

“Unable to take it all in at once, we fall
back on words in order to fix what we have
already seen before we continue to look. [...]
The kingdoms are not fixed; forms slip from
one to the other: the still blood-soaked skull of
a trepanned patient is also a rock; an ancient

ed to gather on the page “Collateral Damages” of his
website, in a homage to Géricault: dado.virtual.anti.
museum/collateral-damage-collages

8See “The Belgrade years, 1953-1956", supra,
pp.89-99.
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Souvent agglutinées, comme émergeant
du sol, les figures des toiles de cet ensemble
jouxtent des tétes décapitées, qui ne sont pas
sans rappeler les Suppliciés de Géricault’® mais
aussi les récits héroiques entendus dans I'en-
fance des ancétres militaires victorieux dans
les guerres contre I’ennemi ottoman (bataille
de Grahovac, 1858) : ainsi La Zup [cat. 78],
dans laquelle ces tétes sont enfermées dans
ce qui semble tenir lieu de cercueil, et ot I'on
retrouve le motif des barreaux - ceux d’une
cage - trés obsessionnel, réminiscence du trau-
matisme de l'incarcération de Dado en mai
1955 a Belgrade®®. Ces mémes tétes coupées
peuplent Les Flandres [cat. 26], magnifique

7CEuvre marquante pour Dado, qui réalise en 1999
et en 2000 des collages a partir de photos des bombar-
dements de I'OTAN en Yougoslavie, dont il décidera de
regrouper les reproductions sur la page « Dommages
collatéraux » de son site web, en hommage a Géricault :
dado.fr/dommages-collateraux

8Voir « Les années belgradoises, 1953-1956 »,
supra, p. 89-98.
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Kart. / Cat. 78 3oHa 3a ypbaHuzauwjy / La Zup [Priority area for urbanization], 1972
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Kar. / Cat. 79 lnaxa / Beach, 1971

bust struggles to get up on maimed limbs; the
flayed turn to mineral; a rib cage is covered
with parasitic creepers - and all in a place which
might be a mass-grave, a mortuary, a chop-
ping-up meat hall, a cellar crammed with lunar
sculptures, or a waste-ground for the detritus
of some huge crate. Does the light come from
this blue sky that narrowly borders the wall or
the raft at the very instant it plunges into the
heart of the earth, which - as here, in Flanders,
in a splendid piece of painterly bravado - takes
up more than half the canvas? In the absence

hommage a la région d’origine des malftres
flamands, que Dado admirait tant, et que com-
mente ainsi finement Gaétan Picon :

« En fait, jamais les mots ne furent moins
utilisables : et cette peinture qui ressemble
aux choses que nous savons nommer appa-
rait vite fort peu nommable. [...] Les régnes
s'échangent, les formes passent les unes dans
les autres : le crane encore sanguinolent du
trépané est un rocher, un buste antique se
reléve sur ses moignons d’estropié, I’écorché
vif se minéralise, la cage thoracique se couvre
des lianes d’une végétation parasite, en un lieu
dont on ne sait s’il est charnier, morgue, salle
d'équarrissage, cave de sculptures lunaires, ou
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of the sky, it remains the same: the light from
an aquarium, perhaps, where water, long-van-
ished, has left traces of clarity.”8!

ll he 1970s are undoubtedly the
years Dado’s art blossomed in
the purest and most formidable
manner. The big decisions have

been taken, deep inside him. Though geology,

metaphysics and the state of the matter have
been expressed in the confounding images he
intended to give them, he needs now to explore
in details his inalienable domain and, all in all,
illustrate from day to day, the themes he has

chosen”®, Alain Bosquet analysed in the 1991

monograph. That period corresponds firstly to

the years of collaboration with Galerie Jeanne

Bucher, directed by Jean-Francois Jaeger [ill. 19]

(1971-1975), and shows an intense productive

activity which proved to be quite exhausting

Kart. / Cat. 80 Hocopor / Rhinoceros, 1971

SlGaétan Picon, Dado, ex. cat., Paris, Galerie Jeanne
Bucher 1971; retaken on dado.virtual.anti.museum/
gaetan-picon-1971

#Alain Bosquet, “Le temps des paraboles”, in Dado.
Un univers sans repos, op. cit., p. 57.
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terrain-vague pour les déchets d’'un immense
cageot. La lumiére vient-elle de ce ciel bleu
qui borde étroitement le mur ou le radeau au
moment ou il va s’enfoncer au cceur de la terre,
ou qui - ici, dans Les Flandres, en un beau défi
de peintre - tient plus de la moitié de la toile ?
En I'absence du ciel, elle demeure la méme :
celle d’'un aquarium, peut-étre, ou I’eau dispa-
rue aurait laissé cette empreinte de clartés?. »

es années 1970 sont sans doute
<< celles ou I'art de Dado connalft son

plus pur et son plus redoutable épa-

nouissement. Les grandes décisions
sont prises, au fond de lui-méme. Si la géologie,
la métaphysique et I'état de la matiére ont regu
les images confondantes qu’il entendait leur
donner, il lui faut désormais explorer dans le
détail son domaine inaliénable et, en somme, il-
lustrer au jour le jour les themes qu’il a choisis® »,
analyse Alain Bosquet dans la monographie de

81Gaétan Picon, Dado, cat. expo., Paris, Galerie Jeanne
Bucher, 1971 ; repris sur dado.fr/gaetan-picon

#Alain Bosquet, « Le temps des paraboles », dans
Dado. Un univers sans repos, op. cit., p. 57.
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Kar. / Cat. 81 Mornxasyn auntux / Montjavoult Diptych, 1976-1977

for Dado?®3, who in parallel was also assiduously
making etchings in intaglio, but also drawings
and collage®. Bernard Noél described, in 2002,
the shock of his visit to the first “Dado” exhi-
bition at Galerie Jeanne Bucher, in 1971%, in
which were shown paintings Dado considered
as significant: The Pool, The Midnight Supper,
The Children’s Room [1971, ill. 54, 53 and 17]%¢:

“No other exhibition has ever had such
an effect on me: my vision, though violently
occupied, suddenly receded, repelled by an
internal invasion analogous to vertigo. The

#Dado, Portrait en fragments, op. cit., pp. 136-140.

%See “Collages, 1973-1975", infra, p. 164-172.

#“Dado”, Galerie Jeanne Bucher, Paris, 30 March-
8 May 1971.

*Dado, Portrait en fragments, op. cit., pp. 141-142.

1991. Cette période correspond d’'abord aux
années de collaboration avec la Galerie Jeanne
Bucher, dirigée par Jean-Francois Jaeger [ill.
19] (1971-1975), et témoigne d'une activité
picturale intense, qui se révéele assez épuisante
pour Dado?®3, lequel mene parallélement une
pratique assidue de la gravure en taille douce,
mais aussi du dessin et du collage®. Bernard
Noél a décrit, en 2002, le choc de sa visite a
la premiere exposition « Dado » a la Galerie
Jeanne Bucher, en 197183, olU étaient montrés
des tableaux que Dado considérait comme

8Dado, Portrait en fragments, op. cit., p. 136-140.

#Voir « Collages, 1973-1975 », infra, p. 164-172.

%« Dado », Galerie Jeanne Bucher, Paris, 30 mars-
8 mai 1971.
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gallery space was contaminated by the energy
radiated by the pictures, and it was all blue. A
blue intermixed with a white dust so penetrat-
ing that it powdered inside the body, bringing
in its wake the theatre in the painted scene.
Usually, one takes up one’s stance before a
canvas and this face-to-face encounter unfolds
in accordance with the attraction exerted by
the thing painted. The respective places are
fixed once and for all whether the beholder
paints or not. This time, things went off very
differently because the painting overflowed.”?’

¥Bernard Noél, “Dado”, in Dado. La chapelle Saint-

Luc, exhibition catalogue, Paris, Galerie Alain Marga-
ron, 2002, p. 7; retaken on dado.virtual.anti.museum/
bernard-noel
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majeurs : La Piscine, Le Réveillon, La Chambre
des enfants [1971, ill. 54, 53 et 17]%% :

« Aucune autre exposition n'a eu, sur moi,
pareil effet : la vision, bien que violemment oc-
cupée, a soudain reflué sous la poussée d'une
invasion interne analogue a un vertige.

L'espace de la galerie était contaminé par
I’énergie émanant des toiles et il était bleu.
D’un bleu mélé d’'une poussiere blanche si
pénétrante qu’elle poudroyait a I'intérieur du
corps et y transportait le théatre de la scene
peinte. D’ordinaire, on se campe devant une
toile et le face-a-face va son chemin selon
|’attrait exercé par la chose peinte. Les places
respectives sont fixées une fois pour toutes

8Dado, Portrait en fragments, op. cit., p. 141-142.
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Wn. / lll. 52 Auntux Epysan | Hérouval Diptych, 1975-1976

It is also significant to point out how much
Dado varied the formats in those years: from
the series Gallery of the Ancestors, in a square
format (60 x 60 cm), extended to that of An-
cestors (162 x 130 cm) to the large triptychs,
amongst them the masterful Pali-Kao Triptych
(1972, ill. 18, coll. Galerie Jeanne Bucher Jaeger).
That “of Rhinoceros” [cat. 80] takes its title from
the nickname Dado had given a German wom-
an metin a holiday camp in Corsica; it was also
the inspiration for a series of prints in 1974. In
the background of both paintings, we see those
same structuring motifs of porticos, while the
monstrous figures occupy the foreground and
a milk-white veil covers the whole ensemble.
The Montjavoult Diptych [cat. 81], part of the
collections of Solomon R. Guggenheim in New
York since 1977 thanks to the generosity of his

que le spectateur fasse ou non la peinture.
Cette fois-la, il en allait autrement parce que
la peinture débordait?’. »

Au cours de ces années, il est aussi frap-
pant de constater a quel point Dado varie les
formats : de la série de la Galerie des ancétres,
de format carré (60 x 60 cm), prolongée par
celle des Ancétres (162 x 130 cm) jusqu’aux
grands triptyques, dont le magistral Triptyque
de Pali-Kao (1972, ill. 18, coll. Galerie Jeanne
Bucher Jaeger). Celui « de Rhinocéros » [cat.
80] tire son titre du surnom que Dado avait
donné a une Allemande rencontrée dans un
camp de vacances en Corse ; elle inspirera
aussi une série de gravures en 1974. A I'arriére

8’Bernard Noél, « Dado », dans Dado. La chapelle
Saint-Luc, cat. expo., Paris, Galerie Alain Margaron,
2002, p. 7 ; repris sur dado.fr/bernard-noel
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Wn. / lll. 53 NoHokHa Beyepa / The Midnight Supper, 1971
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Wn. / lll. 54 baser / The Swimming Pool, 1971
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dealer at that time, Julian Aberbach®, evokes
the village in which Hérouval is situated. The
figures appear more blurred, inaugurating the
development of his pictorial technique during
his American period. Its paired painting, Dip-
tych of Hérouval (1975-1976, ill. 52) is in the
collections of Centre Pompidou.

his period of collages corresponds to
an intense creative crisis for Dado,
dissatisfied with the paintings he ex-
hibited at Galerie Jeanne Bucher in
1973, which he deemed not completely suc-
cessful®. Dado started with existing drawings
which he cut up and combined, enhancing with
ink and gouache the whole piece on which he
often drew again. That practice of destruction/
creation was encouraged by his dealer Jean-
Francois Jaeger, and seemed to have been
largely misunderstood by the other interlocu-
tors at the time, as bemoaned by the artist®°.

plan des deux toiles, on repere ces mémes
motifs structurants de portiques, alors que
les figures monstrueuses occupent le premier
plan et qu’un voile laiteux recouvre I'ensemble.

Le Diptyque de Montjavoult [cat. 81], entré
dans les collections du Solomon R. Guggen-
heim a New York en 1977 grace la générosité
du marchand de I'époque, Julian Aberbach?,
évoque le village dans lequel est situé Hérouval.
Les figures y apparaissent davantage fondues,
amorcant I’évolution de la facture picturale de la
période américaine. Son pendant, Le Diptyque
d’Hérouval (1975-1976, ill. 52), figure dans les
collections du Centre Pompidou.

a période des collages correspond a une
crise créative profonde chez Dado, insa-
tisfait de ses tableaux exposés a la Gale-
rie Jeanne Bucher en 1973, qu’il estime
insuffisamment aboutis®. Dado part de dessins
existants, qu'il découpe et assemble, rehaus-
sant a I'acrylique, a I'encre et a la gouache

Collages,
1973-1975

Collages,
1973-1975

Wn. / lll. 55 Atnac gepmaTtonoruje | Atlas of Dermatology, 1975

#See “America, 1976-1983", infra, pp. 172-180.

#“Firstly, the exhibition of my paintings in 1973... |
was not happy with my exhibition, there were too many
paintings. There were fifteen large paintings that | had
made in a year and a half, materially, it was not possible
for all of them to hold up” (Dado about his exhibition at
Galerie Jeanne Bucher, Paris, 18 September-27 October
1973, in Portrait en fragments, op. cit., p. 156).

**Dado, Portrait en fragments, op. cit., p. 50.

#\Voir « America, 1976-1983 », infra, p. 172-180.

89« D'abord, I'exposition de mes peintures de 1973... Je
n’étais pas content de mon exposition, il y avait beau-
coup trop de tableaux. Il y avait quinze grands tableaux
que j'avais faits en une année et demi, matériellement,
ce n'était pas possible qu'ils tiennent tous » (Dado, a
propos de son exposition a la Galerie Jeanne Bucher,
Paris, 18 septembre-27 octobre 1973, dans Portrait en
fragments, op. cit., p. 156).
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WUn. / lll. 56 Kyka y Mejpepy | Mayfair House, 1975
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Wn. / lll. 57 Tpuntux bykoko / Boukoko Triptych, 1975

The choice of drawings appeared to be a de-
termining stage in the process:

“The collages with the sacrificed drawings,
the two large ones which | find the most beau-
tiful®!, strangely | sacrificed the most beautiful
drawings in order to make them. There are no
drawings that would have been fit for the bin

*!It is The Butcher of Saint Nicolas (1974, cat. 29)
and Mayfair House, kept at Auberive Abbey (1975,
il.56).

I’ensemble ainsi constitué, sur lequel il redes-
sine souvent également. Cette entreprise de
destruction/création est encouragée par son
marchand Jean-Francois Jaeger, et semble large-
ment incomprise par les autres interlocuteurs
de I'époque, comme le déplore I'artiste®. Le
choix des dessins apparait comme une étape
déterminante :

**Dado, Portrait en fragments, op. cit., p. 50.
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and that | putin a collage. There were drawings
that already hold up on a raisin format (50 x 65
cm) paper by themselves, which | destroyed.”??

The Butcher of Saint Nicolas [cat. 29] re-
fers to a legend discovered by Dado in Gérard
de Nerval’'s The Daughters of Fire®3, one of
his favourite authors: three children, cut into
pieces by a sadistic butcher to make salt pork,

*’Dado, Portrait en fragments, op. cit., p. 47.

**Gérard de Nerval, “Chansons et légendes du
Valois”, Les Filles du feu, Paris, Librairie des bibliophiles,
1818, pp. 96-97.
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« Les collages avec les dessins sacrifiés,
les deux grands que je trouve les plus beaux®,
curieusement, j'ai sacrifié les plus beaux des-
sins pour les faire. Il n'y a pas de dessins qui
auraient été bons pour la poubelle et que j'ai
mis dans le collage. C'étaient des dessins qui
se tenaient déja sur une feuille raisin trés bien
tout seuls, que j'ai détruits®?. »

1l s'agit du Boucher de saint Nicolas (1974, cat.
29) et de Mayfair House, conservé a I'abbaye d’'Auberive
(1975, ill. 56).

*Dado, Portrait en fragments, op. cit., p. 47.
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WUn. / lll. 58 Besmku nekoBu 3a Besmku 6o | Les grands maux les grands remedes, 1994
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Wn. / lll. 59 KacanuH CeeTtor Hukone Bep3unja 2 / 2nd state of The Butcher of Saint Nicholas

are miraculously resuscitated by the saint. The
original drawing was photographed, as well as
the vertical intermediary stage [ill. 20 and 59].

The title of the collage Boukoko [cat. 84]
refers to a village in the Central African Republic
that Dado visited in 1974 as part of a medical
mission led by Dr Georges Jaeger, his dealer’s
brother, to a community of pygmies - of whom
he made several very realistic portraits [ill.
22]. This first (and unique) trip to Africa, very
memorable for the artist, also inspired him in
the making of a triptych in 1975 [ill. 56].

The episode of collages in the 1970s culmi-
nated with the aborted adventure of the Book
of Job. Between 1976 and 1978, Dado printed,
in the studio of his printer Alain Controu, fifteen

169

Le Boucher de saint Nicolas [cat. 29] fait
référence a une légende découverte par Dado
dans Les Filles du feu de Gérard de Nerval®,
I'un de ses auteurs de prédilection : trois en-
fants, découpés en morceaux par un boucher
sadique pour faire du petit salé, sont miracu-
leusement ressuscités par le saint. Le dessin
originel a été photographié, ainsi que I'état
intermédiaire, vertical [ill. 20 et 59].

Le titre du collage Boukoko [cat. 84] se
réfere au village centrafricain que visite Dado
en 1974, dans le cadre de la mission médicale

*Gérard de Nerval, « Chansons et |égendes du
Valois », Les Filles du feu, Paris, Librairie des bibliophiles,
1818, p. 96-97.
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WUn. / lll. 60 Krbura o Josy / Book of Job, 1979
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Kart. / Cat. 82 bykoko | / Boukoko I, 1975
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engravings for a book project that never saw
the light of the day. Confiding in having wished
“to make the Book of Job implode”, he en-
hanced with gouache those prints that he had
cut to make collages [ill. 60]. Dado continued
to assiduously make collages in the 1990s [ill.
23 and 58] then in the 2000s.

rom his very first stay in winter 1962, for

his exhibition organised by Galerie Cord-

ier-Warren in New York, Dado’s feeling

regarding the United States was charac-
terised by an ambivalence, between fascination
and repulsion. It was in New York though that
Dado met, through shared Yugoslav friends,
Hessie, who was living in the Lower East side,
not far from the Bowery. It was in particular the
vision of the homeless men and women “half
frozen to death”®* on the street that shocked
the artist®. The symbol of the particularly mem-
orable character of that “Dantesque” vision, in
the “most unjust, the most inhuman city on the
planet, there where everyone wants to go”°s,
the Bowery inspired him to do some drawings
and some important paintings [cat. 15 and ill.
61] as early as 1962 and until the middle of
the 1970s, during his years of working with
the American dealer of Austrian origin, Julian
Aberbach®’, whose gallery, co-directed with his
brother Joaquim alias “Jean”, was located on
5th avenue in New York.

Until 1981, Dado regularly exhibited at the
gallery of the brothers Aberbach and made fre-
guent visits to the United States. He sometimes
stayed in the country house of Julian Aberbach
on Long Island, in Westhampton [ill. 62], where

**Dado, Portrait en fragments, op. cit., p. 162.

*“It was a very pleasant city at the time, very much
alive. It was the period of the Bowery, which was full
of homeless people agonising by the hundreds, | don’t
know, by the thousand [...]. Let's say | went to America
to see the Bowery, that’s what interested me” (ibid.).

*sIbid.

“Julian Aberbach (1909-2004) had escaped and
fought Nazism by enrolling in the American army. After a
brilliant career as music producer (he worked with Elvis
Presley, among others), he opened, at the beginning
of the 1970s, a gallery in New York with his brother
Joaquim, alias “Jean”. Among the artists the gallery
represented was the Colombian artist, Fernando Botero.

du Dr Georges Jaeger, frére de son marchand,
aupres d’'une communauté de Pygmées - dont
il réalise plusieurs portraits a la facture trés
réaliste [ill. 22]. Ce premier (et unique) voyage
en Afrique, trés marquant pour Dado, inspirera
également un triptyque en 1975 [ill. 57]

L'épisode des collages des années 1970
culminera avec l'aventure avortée du Livre
de Job. Entre 1976 et 1978, Dado grave chez
son imprimeur Alain Controu quinze gravures
pour un projet de livre qui ne verra pas le jour.
Confiant avoir voulu « faire exploser le Livre de
Job », il rehausse a la gouache ces gravures,
qu'il découpe pour réaliser des collages [ill. 60].

Dado continuera a pratiquer assidiment
le collage dans les années 1990 [ill. 23 et 58]
puis dans les années 2000.

es son premier séjour a New York a

I’hiver 1962 a I'occasion de son ex-

position organisée par la Galerie

Cordier-Warren, le sentiment de Dado
par rapport aux Etats-Unis se caractérise par
son ambivalence, entre fascination et répul-
sion. C’est justement a New York que Dado
rencontre, par des amis communs yougoslaves,
Hessie, qui vivait dans le quartier du Lower East
Side, non loin de Bowery. Le spectacle des clo-
chards « a moitié congelés vivants® » sur I'ave-
nue impressionne particulierement |'artiste®.
Signe du caractere particulierement marquant
de cette vision « dantesque », dans la « ville la
plus injuste, la plus inhumaine du globe, ou tout
le monde veut aller »%, I'avenue Bowery lui
inspirera des dessins et d’'importants tableaux
[cat. 15 etiill. 61], dés 1962 et jusqu’au milieu
des années 1970, pendant ses années de colla-
boration avec le marchand américain d’origine

**Dado, Portrait en fragments, op. cit., p. 162.

%« C'était une ville trés sympathique a ce moment-la,
trés vivante. C’était le moment de I’'avenue Bowery qui
était jonchée de clochards agonisant la par centaines,
je ne sais pas, par milliers [...]. Disons que je suis allé
en Amérique pour voir I'avenue Bowery, c’est ¢a qui
m’'intéressait » (ibid.).

*Ibid.
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Kart. / Cat. 83 The Hétel-Dieu, Westhampton Crabs, 1979
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Kar. / Cat. 84 be3 Ha3uBa / Untitled, 1983
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Kart. / Cat. 85 Omaxx ®asctpomy / Homage to Fahlstrom, 1976
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Kar. / Cat. 86 beba bugoH / Baby Buffon, 1976
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WUn. / lll. 61 bosepu 6eba | / Bowery Baby I, 1977
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WUn. / lll. 62 BectxemntoH auntux | Westhampton Diptych, 1978-1979

he observed the crabs on the beach [The H6-
tel-Dieu, Westhampton Crabs, cat. 83, and
ill. 25]. The Hotel Adams, in Manhattan, near
Central Park on Fifth Avenue, where he stayed
at other times, also inspired him with a signif-
icant series of paintings [cat. 30 and ill. 63].
His painting technique of the time changed,
the characters appearing to melt into a blue
atmosphere more predominant than ever, a
little reminiscent of the very particular light of
the first “grisailles” of the Belgrade period®. In
1976, Dado made in the same vein, a splendid
Homage to Fahlstrom [cat. 85], at the very time

*See “The Belgrade years, 1953-1956", supra, pp.
89-99.

autrichienne Julian Aberbach?’, dont la galerie,
codirigée avec son frere Joachim dit « Jean »,
était située sur la 5¢ avenue a New York.
Jusqu’en 1981, Dado expose régulierement
chez les freres Aberbach et effectue de fré-
quents séjours aux Etats-Unis. Il réside parfois
dans la maison de campagne de Julian Aber-
bach sur Long Island, a Westhampton [ill. 62],
ou il observe les crabes sur la plage [The H6-
tel-Dieu, Westhampton Crabs, cat. 83, et ill.

“Julian Aberbach (1909-2004) avait fui et combattu
le nazisme en s’engageant dans I'armée américaine.
Aprés une brillante carriére de producteur de musique
(il collabora notamment avec Elvis Presley), il ouvrit, au
début des années 1970, une galerie a New York avec
son frere Joachim dit « Jean ». La galerie comptait parmi
ses artistes le Colombien Fernando Botero.

178



“I'm trying to understand the phenomenon...” | « J'essaie de comprendre le phénomene...»

Wn. / lll. 63 untnx Agamc xoten / Hotel Adams Diptych, 1977-1979

his friend, met during the Cordier years and his
neighbour at Hérouval at the beginning of the
1960s°°, had just committed suicide.

The last painting in that series, Baby Buf-
fon [cat. 86], announced the big Buffon period,
which kept Dado busy for a few years in the
decade that followed. The poet Alain Bosquet
talked about that major painting in these terms:

“In Baby Buffon, in 1976 - a canvas meas-
uring two metres on two - the front of the work
offers the portrait, almost realist, of a man who
could well be the famous scientist, similar to

*“l was working on The Big Farm when Fahlstrom
came to our house. He told me he was interested, |
think, genuinely. And | was interested in his work, a lot”
(Dado, Portrait en fragments, op. cit., p. 81).
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25]. De méme, I'Hotel Adams a Manhattan,
situé pres de Central Park sur la 5¢ avenue, ou
il séjourne a d'autres occasions, lui inspire une
série importante de tableaux [cat. 30 etill. 63].

La facture des toiles de cette époque change,
les personnages paraissant se fondre dans une
atmosphere bleue plus que jamais dominante
- rappelant un peu la lumiére si particuliére
des premiéres « grisailles » de I'époque belgra-
doise®. En 1976, Dado réalise dans la méme
veine un magnifigue Homage to Fahlstrém

*\oir « Les années belgradoises, 1953-1956 »,
supra, p. 89-98.



Amarante Szidon

a painting by Van Eyck or Van der Weyden,
placing, in the middle of their altarpiece, the
gentleman or the bourgeois who, according to
the vocabulary of the time, was the ‘donor’,
which means the patron or the person commis-
sioning the work from the painter. It could be
however that that man is there to emphasise
the difference between realism and the rest
of the painting, much more feverish. Strange
anatomies - rats, monkeys and children - form
a frantic parade while in contrast, a little girl
lying appears to be deep in her daydream, un-
aware of the whole perturbation around her. In
the centre of the painting, a hominoid, coming
from Cro-Magnon, carries, at the end of a stake,
a little boy, both impaled and spread apart,
but, it would seem, perfectly at ease in that
position. A cohort attends, some attentive and
some indifferent, what could well be a pagan
crucifixion.”100

ll y deepest concemn is to add some-
thing to nature, to make an ap-
pendix to nature, not to assault
it”1%1, Dado told Jorge Amat in

the latter’s film, Dado Buffon (1987). That re-

flection of Dado, fascinated from the beginning
by the living??, echoes his passion for the fa-
mous French naturalist of the 18th century

Georges-Louis Leclerc de Buffon, starting in the

1980s, whose reasons the poet Alain Bosquet

analysed very accurately:

“Biology, anthropology, zoology and pal-
aeontology get along well in Georges Louis
Leclerc, count of Buffon. Insofar as he oppos-
es, through intuition, the rigour and rigidity
of the classifications of species, established
with a very German stiffness by Carl von Lin-
né - the Swede and he were born in the same
year, 1707 - he anticipates crossbreeding,
intermediary possibilities and passages, in all

'Alain Bosquet, “Le temps des paraboles”, in
Dado. Un univers sans repos, op. cit., p. 59.

Jorge Amat, Dado Buffon, Notes sur I’Histoire na-
turelle de Buffon, production: aaa with the participation of
CNAP, visible on dado.fr/dado-buffon-jorge-amat, 4'30".

12See “Mother nature”, supra, pp. 123-131.

[cat. 85], alors que son ami, rencontré lors des
années Cordier et voisin d’Hérouval au début
des années 1960%, vient de se donner la mort.

Le dernier tableau de cet ensemble, Baby
Buffon [cat. 86], annonce la grande période
Buffon, qui occupera Dado pendant quelques
années lors de la décennie suivante. Le poéte
Alain Bosquet évoque en ces termes ce tableau
majeur :

« Dans Baby Buffon, en 1976 - toile de deux
metres sur deux - le devant de I'ceuvre offre
le portrait, presque réaliste, d’'un monsieur qui
pourrait étre le célebre savant, a I'exemple d’un
Van Eyck ou d’un Van der Weyden, placant, au
sein méme de leur retable, le gentilhomme
ou le bourgeois qui, selon le vocabulaire de
I’époque, était le “donateur” : qu'on entende
par la le protecteur ou le commanditaire du
peintre. Il se peut toutefois que cet homme soit
la pour marquer la différence entre le réalisme
et le reste de la toile, beaucoup plus affolé. Des
anatomies bizarres - rats ou singes ou enfants -
forment un cortége assez frénétique, alors que,
par contraste, une fillette couchée semble se
complaire dans une réverie profonde et, en tout
cas, ignore toute I'agitation autour d’elle. Au
centre du tableau, un hominien, sorti de Cro
Magnon, porte, au bout d’un pieu, une sorte
de garcon en bas age, a la fois empalé et écar-
té mais, dirait-on, parfaitement a I'aise dans
cette position. D’autres comparses assistent,
certains attentifs et certains indifférents, a ce
qui pourrait étre une crucifixion paienne®. »

on souci le plus intime, le plus
<< profond, c’est de rajouter quelque
chose a la nature, faire un ap-
pendice a la nature, de ne pas
I’agresseri®! », confie Dado a Jorge Amat dans

“« Je travaillais sur La Grande Ferme quand Fahlstréom
est venu chez moi. Il m’avait dit que ca l'intéressait, je
pense, authentiguement. Et moi, ca m’intéressait son
travail, beaucoup » (Dado, Portrait en fragments, op.
cit., p. 81).

1%Alain Bosquet, « Le temps des paraboles », dans
Dado. Un univers sans repos, op. cit., p. 59.

Jorge Amat, Dado Buffon, Notes sur L'Histoire na-
turelle de Buffon, production : aaa avec la participation du
CNAP, visible sur dado.fr/dado-buffon-jorge-amat, 4'30"".
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KaT. / Cat. 87 H.N. Buffon, 1986
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Kar. / Cat. 88 lManyaHcku kaHenogar | Caneliphage Papou, 1985
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KaT. / Cat. 89 Jloc / Moose, 1985

the phenomena of creation. We know that for
him, the organic molecules can be subject-
ed, without sudden changes, to a kind of slow
transformation, due to a thousand phenomena
and the vagaries of randomness. That way of
thinking can only be pleasing to Dado who,
for years, will benefit from the company of his
books, soon transformed into breviaries.”3
The reading of Histoire naturelle (1749-
1804), the major work of the naturalist, was
particularly inspiring for Dado: “When [Buffon]
speaks about nature, it is truly love letters he
wrote. He was affectionate towards nature...

1 Alain Bosquet, “Visites fréquentes a Buffon”, in
Dado, un univers sans repos, op. cit., p. 61.
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le film de ce dernier, Dado Buffon (1987). Cette
réflexion de Dado, fasciné depuis toujours par le
vivant!??, fait écho a sa passion pour le célébre
naturaliste francais du xvime siecle Georges-
Louis Leclerc de Buffon, a partir des années
1980, dont le poete Alain Bosquet analyse tres
finement les raisons :

« Biologie, anthropologie, zoologie et paléon-
tologie font assez bon ménage chez Georges
Louis Leclerc, comte de Buffon. Dans la mesure
ou il s'oppose, par intuition, a la rigueur et a la
rigidité des classifications des espéces, établie
avec une raideur toute germanique, par Carl
von Linné - le Suédois et lui sont nés la méme
année, 1707 - il entrevoit des croisements, des
possibilités intermédiaires et des passages,
dans tous les phénomenes de la création. On sait
que pour lui les molécules organiques peuvent
subir, sans changements brusques, une sorte
de transformation lente, due a mille phéno-
menes et aux caprices du hasard. Cette men-
talité ne peut que plaire a Dado, qui va, des
années durant, bénéficier de la compagnie de
ses livres, devenus bient6ot des bréviaireso, »

La lecture de I'Histoire naturelle (1749-
1804), ceuvre majeure du naturaliste, se révele
en effet particulierement inspirante pour Dado :
« Quand [Buffon] parle de la nature, ce sont
de véritables lettres d’amour qu'il écrivait. Il
avait une affection de la nature... Il parlait de
tout, il parlait de la bestialité de la nature, il
parlait de la violence, de ce c6té écorché dans
la nature qui me fascine, ce c6té méchant de
la nature!® », déclare-t-il en 1988.

L'artiste emprunte ainsi des noms d’oiseaux
étudiés par Buffon pour titrer ses tableaux :
ainsi Le Bambla [cat. 33], Le Proyer [cat. 34],
Calao des Philippines [ill. 641, LAverano [ill.
28], L'Azurin [ill. 65], Fou de Bassan [ill. 66],
autant de titres témoignant d'une passion pour
I’ornithologie née deés I’'enfance et qui se pour-
suivra dans les années 1990, avec I'aventure des

12\/oir « Mére nature », supra, p. 123-131.

1Alain Bosquet, « Visites fréquentes a Buffon »,
dans Dado, un univers sans repos, op. cit., p. 61.

“Dado, Les Arts et les Gens, France Culture, 2 mai
1988 ; repris dans Peindre debout, op. cit., p. 180.
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Kar. / Cat. 90 Crenu muwi / Bat, 1988
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Kar. / Cat. 91 Yurpa ViHka / Sterne Inca, 1986
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Wn. / lll. 64 ounnnuHckn Kanao |/ Calao des Philippines
[Great Hornbill], 1987

He spoke about everything, he spoke about the
bestiality of nature, he spoke of violence, that
hypersensitive side of nature that captivates
me, that nasty side of nature”!%, he declared
in 1988.

The artist borrowed the names of birds
studied by Buffon to give titles to his paintings:
Wing-banded Wren [cat. 33], Corn Bunting [cat.
34], Great Hornbill Till. 64], Bearded Bellbird [ill. 28],
Turdus Cyanurus [ill. 65], Northern Gannet ill. 66],
all those titles show a passion for ornithology born
in childhood, and which continued in the following
decade, with the adventure of the Orpellieres.*%

*Dado, Les Arts et les Gens, on France Culture, 2 May
1988; retaken in Peindre debout, op. cit., p. 180.
1°See “New explorations”, infra, pp. 193-209.

Kart. / Cat. 92 Buffon, 1986

Orpellieres!®, Si I’'on peine a identifier des oi-
seaux dans ces toiles, I'inspiration et I'hommage
au grand naturaliste sont pleinement assumés :

« J'ai décidé depuis quelgues années de
me consacrer uniquement a |'Histoire naturelle.
Quand on me demande : “Qu’est-ce que tu fais
Dado ?". Eh bien, je peins I'Histoire naturelle.
Je fais des tableaux qui sont des hybrides des
animaux et je raconte une Histoire naturelle
d’'une maniére qui est la mienne'%. »

«Je n'aime pas le mot “I’'ceuvre”, je n'aime
pas le mot “but”, je n’aime pas le mot “idée”,
je n'aime pas le mot “bonheur”, je n’aime pas
le mot “sexe”, mais j'aime le mot “lumiere”,

1%Voir « Nouvelles explorations », infra, p. 193-209.
%Dado, Portrait en fragments, op. cit., p. 90.
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WUn. / lll. 65 L'Azurin [Turdus Cyanurus], 1987
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Wn. / lll. 66 bayHa / Northen Gannet, 1988
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Though it’s hard to identify the birds in those
paintings, the inspiration and homage to the great
naturalist are fully assumed:

“l decided a few years ago to devote myself
solely to Histoire naturelle. When I'm asked:
“What are you up to, Dado?” Well, I'm paint-
ing Histoire naturelle. | make paintings that
are hybrids of the animals and | tell a Histoire
naturelle in a way that is mine.”06

“l don’t like the word ‘the work’, | don’t
like the word ‘purpose’, | don't like the word
‘idea’, | don't like the word ‘happiness’, | don’t
like the word ‘sex’, but | like the word ‘light’, |
like the word ‘water’, | like the words ‘vegeta-
bles’ and ‘minerals’, and that’'s why | became
pally with Buffon”1%’, Dado said in 1987 to the
filmmaker Jorge Amat. Indeed the “very sim-
ply vegetable and organic nobility”!% of the
work sought by the artist finds in that series of
paintings, its most beautiful completion. The
passion for Buffon didn’t stop there: in addition
to the important series of prints and a book of
bibliophilism°, Dado created, from salvaged
armchairs on which he painted, a Cabinet of
Natural History in his studio in Hérouval [ill. 271].
Unfortunately, most of those painted armchairs
burnt in the fire that broke out in Hérouval in
the autumn 1988.

ll ound thighs, round bust, round
head. But those eyes? Slanting,
slumped, pierced. But that in-be-
tween-eyes? So big, so big, so emp-

ty. To swallow what, with that emptiness? That

Meidosem, tenacious and hard as a watcher,

he waits, as a lizard. Without blinking, hoping

to have his fill, he waits...”11°

Around 1960, Bernard Réquichot, the friend
of Dado, made him discover, when he was
still young, the poetry of Henri Michaux: “We

Dado, Portrait en fragments, op. cit., p. 90.
"dado.fr/dado-buffon-jorge-amat, 22’

Dado, Portrait en fragments, op. cit., p. 64.
1Buffon (comte de), Des hirondelles et de quelques

oiseaux, connus, méconnus ou inconnus [Fontfroide],
Fata Morgana, 1988, illustrated with 24 intaglios.

"°Henri Michaux, “Portrait des Meidosems”, in La Vie
dans les plis, Paris, Gallimard, 1972, p. 146.

189

j’aime le mot “I'eau”, j'aime le mot “végétaux”,
“minéraux”, et c’'est pour cela que je me suis
accoquiné avec Buffon!?’ », dit encore Dado
en 1987 au réalisateur Jorge Amat. De fait, la
« noblesse, tres simplement végétale et orga-
nique® » de la peinture tant recherchée par
I’artiste trouve peut-étre dans cette série de
tableaux son plus bel achévement. La passion
pour Buffon ne va pas s'arréter la : outre une
importante série de gravures et un livre de bi-
bliophilie'®®, Dado compose, a partir de fauteuil
de récupération sur lesquels il peint, un Cabinet
d’Histoire naturelle dans son atelier d’Hérouval
[ill. 27]. Malheureusement, la plupart de ces
fauteuils peints brlleront dans I'incendie sur-
venu a Hérouval a I'automne 1988.

uisses rondes, buste rond, téte
<< ronde. Mais ces yeux ? Obliques,

dégringolés, percés. Mais cet entre-

deux yeux ? Si grand, si grand, si
vide. Pour avaler quoi, avec ce vide ?

Lézard tenace et dur comme le guet, il
attend, ce Meidosem. Sans ciller, dans I'espoir
de se remplir, il attend!?°... »

C’est I'ami Bernard Réquichot qui fait dé-
couvrir au jeune Dado la poésie d’Henri Michaux
vers 1960 : « On parlait surtout de littérature,
de choses dont les jeunes gens se parlent de
tous temps. C'est lui qui m’a parlé d’Henri
Michaux, par exemple, tout le temps. Mon-
sieur Plume, Réquichot était fou de Michaux.
C’est Réquichot qui m'a pris par la main et
qui m'a amené chez Michaux!!'. » Dado ren-
contre donc probablement son ceuvre littéraire
avant de rencontrer I’'hnomme, également au-
teur d’'une ceuvre graphique, défendue par
Daniel Cordier.

”dado.fr/dado-buffon-jorge-amat, 22’

8Dado, Portrait en fragments, op. cit., p. 64.

1Buffon (comte de), Des hirondelles et de quelques
oiseaux, connus, méconnus ou inconnus [Fontfroide],
Fata Morgana, 1988, illustré de 24 gravures en taille-
douce.

"Henri Michaux, « Portrait des Meidosems », dans
La Vie dans les plis, Paris, Gallimard, 1972, p. 146.

"Dado, Portrait en fragments, op. cit., p. 86.
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mainly talked about literature, about the things
young people talk about, always. It was him
who mentioned Henri Michaux, for example,
all the time. Monsieur Plume, Réquichot was
passionate about Michaux. It was Réquichot
who took me by the hand to Michaux.”!'! Dado
probably knew his literary work before meeting
the man, also author of a graphic oeuvre pro-
moted by Daniel Cordier. Dado’s fascination for
Michaux’ poetry was immediate and enduring,
as he told Christian Derouet in 1981:

“His texts, his poetry of the 1930s, my
dream is to make drawings like that, drawings
so alive, so chaotic maybe, and so expressive,
and also inspired. Because those texts are ex-
traordinary clear and alive!”12

And it’s troubling to work out the secret
correspondences established between those
two bodies of work; Michaux seemed to appre-
ciate Dado’s work, as is shown by the frequency
of his visits to the exhibitions at the Galerie
Jeanne Bucher, visits which, for my father were
much more important that any article in the
press!!3. In 2004, Dado also shared his profound
admiration for the poet with Kristell Loquet:
“Writings like Qui je fus''* are highly subversive,
therefore timeless, very strong. That's what
dynamism is.”t%5

The title of those two paintings, Meido-
sem, from the name of the imaginary creatures
created by Michaux, was given shortly after
the poet’s death, in 1984. They are among
the rare paintings of Dado referring to poetry,

""Dado, Portrait en fragments, op. cit., p. 86.

"?Dado, Portrait en fragments, op. cit., p. 109.

13411 when | had my exhibition of drawings on
the French Revolution, Michaux came two or three times
to the exhibition, and | was told, at the gallery... - they
hadn’t sold much and they were very sad about it. But
they told me: ‘Michaux came for the third time.” And |
was happy. For me, it was a great success. | didn’t have
the front page in the papers, but | had three visits of
Henri Michaux to my exhibition, he came back to see
my drawings again” (Dado, Portrait en fragments, op.
cit., p. 110).

Henri Michaux, Qui je fus, Paris, Nouvelle Revue
francaise, 1927.

"*Dado, Conversation with Kristell Loquet, 2004,
on the occasion of the exhibition “Dix-sept artistes a
dix-sept ans”, organised by Jean-Luc Parant and Kristell
Loquet at Musée Rimbaud in Charleville-Méziéres, in
Peindre debout, op. cit., p. 196.

La fascination de Dado pour la poésie de
Michaux est immédiate et durable, ainsi qu’il
le confie a Christian Derouet en 1981 :

« Ses textes, ses poésies des années 1930,
pour moi, mon réve, c’est de faire des dessins
comme c¢a, des dessins aussi vivants, aussi
confus peut-étre, et aussi expressifs, et aussi
inspirés. Parce que c'est d’'une transparence
et d’un vivant extraordinaires, ces textes!?? | »

Et il est troublant de deviner les corres-
pondances secrétes qui s'établissent entre ces
deux ceuvres ; Michaux semblait apprécier le
travail de Dado, comme en témoigne la fré-
guence de ses visites aux expositions de la
Galerie Jeanne Bucher, visites qui pour mon
pere étaient bien plus importantes que n’'im-
porte quel article de presse!!3. En 2004, Dado
fait aussi part de sa profonde admiration pour
le poete a Kristell Loquet : « Des écrits comme
Qui je fus'** sont hautement subversifs et donc
intemporels, tres forts. C'est ca la force!*s. »

Le titre de ce tableau, Meidosem, du nom
des créatures imaginaires de Michaux, a été
donné peu apres le déces du poéte, surve-
nu en 1984. Il figure parmi les rares tableaux
de Dado se référant a la poésie, avec La Fin
du monde (1955-1956, ill. 35), titre donné en
hommage au poete monténégrin Aleksandar
Leso lvanovi¢ (« Chaque mort est une fin du
monde »). Mais, surtout, ils soulignent I'impor-
tance d'une rencontre avec une ceuvre et un
homme qui ont profondément marqué Dado.
Le cadeau de la Iégataire du poéte, Micheline
Phamkin, a mon pére, un poeme inédit de

2Dado, Portrait en fragments, op. cit., p. 109.

"« [...]lorsque j'ai fait mon exposition de dessins,
la, sur la Révolution francaise, Michaux est venu deux
ou trois fois a I'exposition, et on me disait a la galerie...
- ils n"avaient pas vendu grand-chose, ils étaient trés
tristes. Mais on m’a dit : “Michaux est venu pour la
troisieme fois.” Et j'étais heureux. Pour moi, c’était un
grand succes. Je n’avais pas la une des journaux, mais
j'avais trois visites d’"Henri Michaux a mon exposition, il
revenait revoir les dessins » (Dado, Portrait en fragments,
op. cit., p. 110).

""Henri Michaux, Qui je fus, Paris, Nouvelle Revue
francaise, 1927.

sDado, Entretien avec Kristell Loquet, 2004, donné
a lI'occasion de I'exposition « Dix-sept artistes a dix-sept
ans », organisée par Jean-Luc Parant et Kristell Loquet
au Musée Rimbaud a Charleville-Mézieres, dans Peindre
debout, op. cit., p. 196.

190



“I'm trying to understand the phenomenon...” | « J'essaie de comprendre le phénomene...»

Kar. / Cat. 93 Meidosem, 1987

191



Amarante Szidon

with The End of the World (1955-1956, ill. 35),
a title given as a homage to the Montenegrin
poet Aleksandar Leso Ivanovi¢ (“Each death
is an end of the world”). More than anything
though, they highlight the importance of a
meeting with an oeuvre and a man that deeply
influenced Dado. The gift of the poet’s legatee,
Micheline Phamkin, to my father, a previous-
ly unpublished poem by Michaux, Tableaux,
which he chose to open the catalogue of the
third Biennial in Cetinje in 1996, is a vibrant
tribute to that.

“Standing there, totally stripped of his skin,
from head to knees, slashed, raised, flayed
naked, gaping, and bloodied, apparently not
quite finished, not really perturbed, preserving
a look of serenity.

Unbearable to see, if stroked with a wisp
of bird down he would be cast into panic, his
scarlet lips cut to the quick, helpless, perfect-
ly even and orbicular, as the grainy rim of a
stoneware vase, form a firm and wise mouth,
that presents no complaint.

The ghastly wretchedness of his savaged tis-
sue, turned inside out, with his blood-soaked red
straps, and his glottis, cut across and pierced,
and the levator muscles savaged apart, ripped
aside, do not affect the calm look, measured
and sociable, the look of one who maintains
his faith in humanity, justice, equity.

After the passage of the skilful torturer,
there’s no despair; no anger, no resentment.

Behind the shaven, bared and gaping skull,
that nothing defends, at the mercy of a pebble,
a leaf, a fag-end, a bit of plaster that might fall
in there, this tranquil man, without apprehen-
sion, reflects, confident despite everything in
Society and, all in all, no more mistreated than
any other, and still ‘your servant’!”

Henri Michaux, Tableaux I [Paintings].

Dado often evoked the memory of a con-
versation with Michaux, who told him that
he would have liked to rewrite all his work -
words he could have internalised. In 2008, he
made a last homage to the poet, an enhanced
bronze in which he integrated the motif of a
typewriter, which he called The Scribes of the
Blockhouse. For Henri Michaux [ill. 29]. The
work was presented at the Venice Biennial in

Michaux, Tableaux I, qu’il choisit pour ouvrir
le catalogue de la troisieme biennale de Cetinje
en 1996, en est aussi un vibrant témoignage.

« Debout, dépouillé totalement de sa peau,
de la téte aux genoux, arrachée, soulevée,
I’écorché nu, ouvert, en sang, apparemment
pas abattu, pas vraiment inquiet, garde encore
un air de sérénité.

Atroces a voir, et que le toucher d’un simple
duvet d’'oiseau affolerait, ses écarlates levres
a vif, maintenant sans protection, strictement
égales et orbiculaires comme les lévres gre-
nues d’'un vase de gres, font une bouche sage
et ferme, qui n'esquisse pas une plainte.

L'horrible misére de ses tissus martyrisés,
retournés, aux sanguinolentes brides rouges,
et sa glotte traversée, percée, et les muscles
releveurs des paupieres sauvagement écartés,
tirés au dehors, n’ont pas changé le regard
calme, mesuré, de bonne compagnie, de celui
qui garde sa foi dans I'humanité, dans la jus-
tice, dans I'équité.

Le désespoir aprés le passage du savant
tortionnaire n’est pas venu, ni la colere, ni le
ressentiment.

Derriére le crane dénudé, rasé, ouvert, que
rien ne défend plus, a la merci d’un caillou,
d’une feuille, d’'un mégot, d’un morceau de
platre qui y tomberait, 'homme tranquille, sans
appréhension, réfléchit, faisant confiance mal-
gré tout a la Société, pas plus maltraité qu’un
autre, en somme, et toujours “serviteur” ! »

Henri Michaux, Tableaux |

Dado évoquait aussi souvent le souve-
nir d'une conversation avec Michaux, qui lui
confiait qu’il aurait voulu réécrire toute son
ceuvre - des propos qu’il aurait pu faire siens.
En 2008, il réalise un ultime hommage au poéte,
sous la forme d’un bronze rehaussé dans la-
guelle il intégre le motif d’'une machine a écrire,
qu’il intitule Les Scribes du blockhaus. Pour
Henri Michaux [ill. 29]. L’ceuvre sera présentée
a la Biennale de Venise en 2009, aux cOtés
des bronzes en hommage a ses autres amis
artistes disparus - Bernard Réquichot, Oyvind
Fahlstrém, Robert Malaval, Hans Bellmer, Unica
Zurn, Matias Specha...
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2009, alongside the bronze tributes to other
artist friends who had passed away - Bernard
Réquichot, Oyvind Fahlstrédm, Robert Malaval,
Hans Bellmer, Unica Zurn, Matias Specha...

he last years of the production of Dado,

who passed away in 2010, were a peri-

od of great creative revitalisation in the

career of the artist who, undoubtedly
stimulated by the fire that broke out in the mill
of Hérouval in the autumn 1988'1¢, regularly
left his studio to explore other horizons, at the
same time that he freed himself from the art
market system, choosing instead the loyalty
of a circle of collector friends.

The first foray outside the studio took place
in 1992, with the purchase, in Bez-de-Naussac
(Aveyron) of a family home belonging to Dr
Monique Arnal, a collector, whom Dado met
through the intermediary of his friend Vanina
Vogel Georges, the widow of the painter Clau-
de Georges [ill. 68]. Dado took over the house
left as it was by the aunt of the owner, Maria
Lauret, salvaging her personal objects to create
reliquaries, and the sheets embroidered with
her initials (ML) on which he directly painted
[cat. 41]. The writer Jacques Henric was parti-
cularly enthralled by that “dadoisation” of the
deceased’s sheets:

“One is born on a sheet, one dies on it,
one has orgasms on it, one transmits life on it.
And it can be painted on too. | mean that, on
these magnificent expanses of old cloth worn
to a precious transparence, Dado, combining
ardour and perfect mastery [...], recreated,
in its very weft and weave, a life - something
that is always a mixture of heaven and hell.”!’

Two years later, in 1994, in the middle of
the Yugoslav conflict, Dado took over an old
wine cellar in the south of France, in Sérignan,
in the domaine des Orpellieres!®, whose walls

1sSee my text “Brller les morts”, 2004, dado.
virtual.anti.museum/amarante-szidon-burning-the-dead
Jacques Henric, “Rites de passages”, in Dado. Le
trousseau de Maria L., exhibition catalogue, Paris, Galerie
Rachlin-Lemarié, 2000; retaken on dado.virtual.anti.mu-
seum/jacques-henric-rites-of-passage
*dado.fr/orpellieres
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es derniéres années de la production

de Dado, qui s’éteint en 2010, sont une

période de grand renouvellement créatif

dans la carriere de l'artiste, qui, sans
doute aussi stimulé par I'incendie qui frappe le
moulin d’Hérouval a I'automne 1988116, quitte ré-
gulierement son atelier pour explorer d’autres
horizons, en méme temps qu'’il s’affranchit du
systéme marchand, préférant la fidélité d'un
cercle de collectionneurs proches.

La premiére incursion hors atelier s’effec-
tue en 1992, avec l'achat, a Bez-de-Naussac
(Aveyron), d’'une maison de famille au Dr Monique
Arnal, collectionneuse, que Dado rencontre
par son amie Vanina Vogel Georges, veuve du
peintre Claude Georges [ill. 68]. Dado investit
la maison laissée en |'état par la tante de la
propriétaire, Maria Lauret, récupérant ses objets
personnels pour composer des reliquaires, et
les draps brodés a ses initiales (ML) sur lesquels
il peint directement [cat. 41]. L'écrivain Jacques
Henric a été particulierement émerveillé par
cette « dadoisation » des draps de la défunte :

« Un drap, on y nait, on y meurt, on y
jouit, on y transmet la vie. Et on y peint aussi.
Je veux dire que sur ces beaux anciens tis-
sus auxquels l'usure a donné une précieuse
transparence, Dado, avec une belle fougue et
une maitrise parfaite [...] y a recréé, dans sa
trame méme, une vie, qui est toujours enfer
et paradis mélés''’. »

Deux ans plus tard, en 1994, en plein
conflit yougoslave, Dado intervient dans une an-
cienne cave vinicole, dans le sud de la France, a
Sérignan, dans le domaine des Orpellieres!®¢, dont
les murs sont recouverts de tags [ill. 69]. Il y
réalise sa plus grande ceuvre in situ, qualifiée
de « Guernica en couleur » par Alain Jouffroy!1°.
Vers la méme période, avec un jeune tagueur,
Stéphane Bausch, dit Also, Dado commence a
peindre a Montjavoult sur les murs d’'une mai-
son appartenant a des militants trotskystes,

\oir mon texte « Brller les morts », 2004, dado.
fr/amarante-szidon-bruler-morts

"Jacques Henric, « Rites de passages », dans
Dado. Le trousseau de Maria L., cat. expo., Paris, Galerie
Rachlin-Lemarié, 2000 ; repris sur dado.fr/jacques-henric

8dado.fr/orpellieres

"*Alain Jouffroy, « Dado, le 13 janvier 1943, retour
en avant », Artpress, n° 248, juillet-ao(it 1999.
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were covered in graffiti [ill. 69]. There he made
his biggest work in situ, called “Guernica in
colour” by Alain Jouffroy!!®. At around the same
time, with a young graffiti artist, Stéphane
Bausch, alias Also, Dado began painting in
Montjavoult, on the walls of a house belonging
to Trotskyite militants, a place he named “Em-
bassy of the 4th International”!?°. In 1999, Dado
painted on the walls of the Chapelle Saint-Luc
in Gisors!?:, then in 2002, on those of a block-
house in Fécamp'??, where he also installed
bronzes made at the Bocquel foundry. On his
intervention in Orpellieres and the Chapelle
Saint-Luc, Dado declared at the beginning of
the years 2000: “Painting, with frames and
[that] ‘fixtures’ side, is the ultimate bourgeois
art, which is not the case of a leper hospital
or an abandoned wine cellar. That’s where |
expressed myself in the best way.”123

All those forays outside the studio didn’t
prevent Dado from pursuing in parallel, an in-
tense activity in paintings and drawings.

A compulsive reader and an enlightened
music lover, Dado was inspired as much by
Handel’s operas and oratorios [ill. 33] as by
the Memoirs of the Cardinal de Retz to draw
a series of large paintings [cat. 39] but also
by the author Irene Némirovsky, interned in
a concentration camp in Auschwitz, and her
novel Suite francaise, which was the inspiration
for a series of ceramics, Les Oiseaux d’Ausc-
hwitz - that a dealer chose to call Les Oiseaux
d’Iréne because he deemed the title too “grim”
- as well as a large painting, Suite francaise
(2006), purchased by the Fonds national d’art
contemporain. Contemporary history remained
an important source of inspiration, in particular
the trauma of the Second World War, whose
memories were reawakened by the breakup of
Yugoslavia: Self-portrait in Nuremberg (1997,
ill. 70) and War Scene (1997-1999), for exam-

"YAlain Jouffroy, “Dado, le 13 janvier 1943, retour
en avant”, Artpress, n° 248, July-August 1999.

?dado.frlambassade

»!dado.fr/visite-virtuelle-chapelle-saint-luc

22 dado.fr/blockhaus-fecamp

»*Dado, in Jorge Amat, Dado tagueur (2004), 1h03’
24" - 1h03' 40"

lieu qu'il baptisera « Ambassade de la IVe In-
ternationale!?® », En 1999, Dado peint sur les
murs de la chapelle Saint-Luc a Gisors'?!, puis
en 2002 sur ceux d’'un blockhaus a Fécamp???,
ou il installe également des bronzes, réalisés a
la fonderie Bocquel. Sur son intervention aux
Orpellieres et a la chapelle Saint-Luc, Dado
déclarera au début des années 2000 : « La
peinture, avec les cadres et [ce] cO6té “mobi-
lier”, est un art bourgeois par excellence, ce
gui n’est pas le cas d'une Iéproserie ou d'une
cave vinicole abandonnée. C’est la ol je me
suis exprimé le mieux'?3, »

Toutes ces incursions hors atelier n'em-
péchent pas Dado de poursuivre parallélement
une intense activité picturale et dessinée.

Lecteur compulsif et mélomane éclairé,
Dado s’inspire tant des opéras et oratorios de
Haendel [ill. 33] que des Mémoires du cardinal
de Retz pour titrer une série de tableaux de
grand format [cat. 39] mais aussi de I'écrivain
Irene Némirovsky, déportée a Auschwitz, et de
son roman Suite francaise, qui lui inspire une série
de céramiques, Les Oiseaux d’Auschwitz - qu’un
marchand avait préféré intituler Les Oiseaux d'Iréne
parce qu'il jugeait ce titre trop « dur » - ainsi
qu’une grande peinture, Suite francaise (2006),
acquise par le Fonds national d’art contempo-
rain. L'histoire contemporaine reste en effet
toujours une source d’inspiration importante,
tout particulierement le traumatisme de la
Seconde Guerre mondiale, ravivé avec I'écla-
tement de la Yougoslavie : ainsi I’Autoportrait
a Nuremberg (1997, ill. 70) et Scéne de guerre
(1997-1999). Ses derniers voyages lui inspirent
également de nouveaux tableaux : le magistral
Tikal (1996-1997, ill. 71), conservé au Centre
Pompidou, évoque un séjour marquant au
Guatemala avec mon frere Malcolm.

La série des Méchantes Petites Filles, huiles
sur bois, débutée en 1995, fut spécialement
réalisée pour la Biennale de Cetinje en 1996
[cat. 95 and 96] a I'invitation du prince Nikola
Petrovi¢-Njegos.

**dado.fr/fambassade

?'dado.fr/visite-virtuelle-chapelle-saint-luc

22dado.fr/blockhaus-fecamp

>*Dado, dans Jorge Amat, Dado tagueur (2004),
1h03'24"’-1h03'40"".
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Kart. / Cat. 94 Ceharna kapanHana ae Peua / Memoirs of Cardinal de Retz, 1992
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Kart. / Cat. 95 lMopTpeT rocnoke C.P. (Cora Pukuje) / Portrait of Madame
S.R. (Sonia Rykiel), 1994
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Kart. / Cat. 96 Mapjoy / Marjou (MPF) (Mean Little Girls series), 1996
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KaT. / Cat. 97 be3 Ha3uBa / Untitled,
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Wn. / lll. 67 VBuHa wkona / Ivo’s School, 2006

ple. His last trips also inspired new works: the
masterly Tikal (1996-1997, ill. 71), kept at the
Centre Pompidou, evokes a memorable stay in
Guatemala, with my brother Malcolm.

The series of Naughty Little Girls, oil on
wood, started in 1995, was completed for the
Biennial in Cetinje in 1996 [cat. 95 and 96] at
the invitation of Prince Nikola Petrovi¢-Njegos.

Finally, the theme of the school, the “Jules
Ferry mould”?4, as Dado called it, is also pre-
valent: in addition to The School of Prescillia
(2001-2002), countless Schools of Ivo, from the
name of his grandson [ill. 67] appeared.

>*Dado, Conversation with Charlotte Waligora, 2009,
in Peindre debout, op. cit., p. 212. Minister of education,
Jules Ferry (1832-1893) wrote the laws to regulate primary
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Enfin, la thématique de I'école, le « moule
de Jules Ferry*?* », comme la qualifiait Dado,
est également omniprésente : outre L’Ecole de
Prescillia (2001-2002), de nombreuses Ecoles
d’lvo, du nom de son petit-fils [ill. 67], voient
le jour.

A travers tous ces thémes transparait tou-
jours la fascination de Dado pour le vivant,
qui s’inscrit au coeur de son ceuvre depuis les
débuts. En 2002, interrogé par le réalisateur

2*Dado, Entretien avec Charlotte Waligora, 2009,
dans Peindre debout, op. cit., p. 212. Ministre de I'Ins-
truction publique, Jules Ferry (1832-1893) est I'auteur
des lois sur I'école primaire en France votées en 1881-
1882 sous la Troisieme République, qui rendent I’école
gratuite, I'instruction primaire obligatoire et participent
a laiciser I'enseignement public.
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Un. / lll. 68 buBa kyha Mapuje JlopeT
/ The former house of Maria Lauret in
Bez-de-Naussac, Aveyron

Through all those themes, Dado’s fascinati-
on for the living surfaces, which has been at the
heart of his work since the very beginnings. In
2002, questioned by the filmmaker Jorge Amat,
he talked about his painting in these terms: “It
is not a painting of circumstances, it is not an
epistolary painting either, it’s painting full stop,
which would be very close to what | said about
the living world, simply, the living world from A
to Z, that is the grasses, the seeds, the cells.
[...]11t's not the mineral, it’s the living that I'm
interested in. Talking about the living would be
a form of expression that I'm entitled to."”??>

“The art scene today, apart from the graf-
fiti artists, doesn’t interest me. When I'm told
to go and see a new exhibition in a museum,
| don’'t go because it’s enough for me to look
at the graffiti artists along the A15"71%¢, he said
to Amat in his film Dado tagueur. In fact, the
graffiti, like the children drawing or the school
exercise book [ill. 72] proved to be stimulating

education in France in 1881-1882, under the Third Repub-
lic, which made school free, primary education compulsory
and paved the way for the secularisation of state school.

»Dado, in Jorge Amat, Dado tagueur (2004), 25'29" -
26'29".

**Dado, in Jorge Amat, Dado tagueur (2004), 53'40”
(The A15 is the motorway Dado used to take to go to
Paris).

Jorge Amat, il évoquera en ces termes sa pein-
ture : « Ce n’est pas une peinture de circons-
tance, ce n’est pas une peinture épistolaire
non plus, c'est la peinture tout court, qui serait
tres proche de ce que je disais, du monde vi-
vant tout bétement, du monde vivant de A a
Z, c'est-a-dire le cOté graminées, des graines,
des cellules. [...] Ce n’est pas le minéral, c’est
le vivant qui m’intéresse moi. Ce serait une
forme d’expression qui me revient de droit, de
parler du vivant?, »

« La chose artistique aujourd’hui, a part
les tagueurs, ne m’intéresse pas. Quand on
me dit d’aller voir un nouvel accrochage dans
un musée, je n'y vais pas parce qu'il me suffit
de regarder les tagueurs le long de I'’A15%26 »,
déclare-t-il encore a Amat dans son film Dado
tagueur. De fait, le tag, comme le dessin d’en-
fant ou le cahier d’écolier [ill. 72] se révelent
autant de langages stimulants pour Dado : son
graphisme se fait plus nerveux et son geste en-
core plus libre, comme dans cette re-visitation
des Limbes, chef-d’ceuvre de 1958 [cat. 37]*%7.
Quelques années avant sa mort, parallélement
a une activité importante de sculpteur avec
la complicité de la fonderie Bocquel, il s’inté-
resse aux possibilités du numérique, d'abord
a travers des collages numériques réalisés
dans I'imprimerie de sa sceur Marija et de son
beau-frere Dejo Bajaci¢ [ill. 73], puis a travers
la création, en 2008, d'un site internet, d’un
« anti-musée virtuel », Syndrome Dado, avec la
complicité de mon mari, Pascal Szidon, créant
des ceuvres éphémeres spécialement pour le
site, photographiées par mon fréere Domingo,
dont quelques tirages sur bache furent exposés
lors de la biennale de Venise en 2009, ou Dado
représentait le Monténégro, nouvellement in-
dépendant.

»*Dado, dans Jorge Amat, Dado tagueur (2004),
25'39"'-26'29"".

?Dado, dans Jorge Amat, Dado tagueur (2004),
53'40"". L'A15 est une autoroute empruntée par Dado
pour se rendre a Paris.

YL es Limbes, 1958-1959, huile surtoile, 194 x 259,5 cm,
Centre Pompidou, Musée national d’art modeme, Paris, Don de
la Scaler Foundation, 1979, AM 1978-744, voir ill. 5.
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WUn. / 1ll. 69 Japo pagu y Opnenujepy, CepumbaH, oko 1996. roauHe / Dado working at the Orpellieres,
Sérignan, circa 1996
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expressions for Dado: his graphics became
more vigorous and his gesture even freer, as
in that re-making of Limbs, a masterpiece from
1958 [cat. 37]*%’. A few years before his death,
in parallel to working as a sculptor with the help
of the Bocquel foundry, he became interested
in the possibilities of the digital, first with digital
collages made in the printing press of his sister
Marija and his brother-in-law Dejo Bajacic [ill.
731, then in the creation of an internet site,
a “virtual anti-museum”, Syndrome Dado, in
2008, with the help of my husband, Pascal
Szidon, creating ephemeral pieces specially
for the site, photographed by my brother Do-
mingo, of which a few prints on canvas sheets
were exhibited in the Venice Biennial in 2009,
in which Dado represented Montenegro, newly
independent.

27 imbs, 1958-1959, oil on canvas, 194 x 259.5
cm, Centre Pompidou, Musée national d’art moderne,
Paris. Gift of the Scaler Foundation, 1979, AM 1978-
744, see ill. 5.
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Un. / lll. 70 AyTtonopTpeT y Hupembepry | Self-portrait in Nuremberg, 1997
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Wn. / lll. 71 Tukan / Tikal, 1996-1997
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WUn. / lll. 72 Y capaaru ca lMpecunuvjom [ In Collaboration with Prescillia, 1992
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Wn. / Ill. 73 be3 Ha3uBa [aurntanHun konaxku] / Untitled [digital collages], 1999
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WUn. / lll. 74 Napo, LleTurcko bujeHane, 1991,
MHCTanaumja y 4act JaHuna Kuwa
/ Dado, Cetinje Biennale, 1991, installation
in tribute to Danilo Ki$







Kar. / Cat. 98 be3 Ha3uBa / Untitled, 1961



Pa3rosop ¢ Mapcenom busioom un
XepmeHoM Bujatom

Conversation with Marcel Billot and
Germain Viatte

his interview is the first known big in-

terview with Dado, led by Marcel Billot,

a distinguished gallery owner, and Ger-

main Viatte, at the time a young cu-
rator, on the occasion of Dado’s retrospective
at Centre national d’art contemporain (CNAC)
in January 1970, curated by both of them. In a
rather loose conversation, this interview gave
Dado, then thirty-six years old, the opportunity
to go back over his career to date, from his
native Montenegro to his arrival in France in
1956. Large extracts were reproduced in the
catalogue of the exhibition at CNAC. We decid-
ed to publish it here in its quasi entirety, com-
plementing it with a substantial set of notes in
order to facilitate its reading and keep its oral
style, the best way to render the richness of
the exchange between the three men. Beyond
the anecdote, always juicy, the whole project of
an oeuvre appears through these lines, as well
as all the recurrent themes issuing from it: the
influence of the native Montenegrin landscape
on the oeuvre, nature seen through the prism
of death, anatomy and medicine, the opposi-
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» 10 BPBU...”
“It’s swarming...”

Baj UHTEPBjy je NPBU MO3HaTK BENU-

kn Janos MHTeEpPBjY, KOju Cy BOAUIN

Mapcen buno, uctakHyTun ranepu-

cTa, n XXepMeH BujaTt, Taga mnaaun
KycToC, noBogoM [lafnoBe peTpocrnekTuee y
HaunoHanHOM LEeHTPY 3a CaBpeMeHy yMmeT-
HocT (Centre national d’art contemporain -
CNAC) y jaHyapy 1970. roguHe, 4ujn cy dunn
opraHmsaTopu. Y dopmu npmuamyHo cnodoa-
HOr pa3rosopa, oH omoryhkaBa Hany, Tada
TPUAECETWECTOroANLLHaKY, Aa Ce OCBPHE Ha
nyT Koju je npewao, oa poaHe LipHe MNope go
fonackay ®paHuycky 1956. roguHe. Bennkun
04JIOMUW Cy Mpey3eTun y KaTanory nsnoxbde
CNAC-a. Ogny4mnnm cmo fa ra osae odjaBumo
roToOBO Yy LenunHu, odorakyjykun ra sHavyajHUM
cucteMmom denexkaka ga ducmMo onakLwasnam Yu-
Takbe U 3a4pXKanum YCMEHU CTUA, Koju Hajbosbe
MOXKe NpeHeTn doraTcTBO KOHBep3auuje Tpu
yoBeka. OcMM aHergoTe, Koja je yBeK COYHa,
Lenun nNpojekaT jeaHOr Aefa oupTasBa ce Kpo3
OBe pefoBe, Kao N CBe perneTuTUBHE TeMe
KOje N3 Tora NponMcTuYy: yTmuaj LLpHOropcKor
pPOAHOr Kpajonvka Ha paf, npupona BuheHa



Conversation with Marcel Billot and Germain Viatte

tion nature/culture, the East and the West, the
war(s), the issue of races, the motif of the wall,
among others.

A knowledgeable editor, collector and art
lover, Marcel Billot (1923-1999) organised exhibi-
tions at the Centre national d’art contemporain
(CNAC), among them Dado’s, with Germain
Viatte. He is one of the authors of the mon-
ograph on Bernard Réquichot (Bruxelles: La
Connaissance, 1973). He had a gallery in Paris,
Galerie B., in the 6th arrondissement, where he
exhibited among others, the works of Hessie,
Dado’s wife, in 1976.

Chief inspector of fine arts from 1966 to
1969, Germain Viatte (1939-2024 ) became
secretary general of Centre national d’art con-
temporain (CNAC) in 1970. Taking part, from
1973, in the programming at Centre Beaubourg
(Georges Pompidou), he directed the Musée
national d'art moderne from 1992 to 1997.
He then became director of Musée national
des arts d’'Afriqgue et d’Océanie and director
of the museology project at Musée du quai
Branly until its opening in 2005. He was an art
historian and curated many exhibitions, among
them Paris-Paris at Centre Pompidou in 1981,
La planéte affolée and Peinture Cinéma Pein-
ture at Centre de la vieille Charité in Marseille
in 1986 and 1989.

M.B.: So what the hell did your grandmoth-
er do, your great-grandmother?

D.: It's at this point, right, that | heard this
story... Come to think of it, | can’t vouch for it
because it was told by my uncle, who's a bit
of an eccentric.

M.B.: Your uncle the shoemaker?

D.: No, the painter?.

'Dado’s maternal uncle, Mirko Kujaci¢ (1901-1987),
who also taught at the Fine Arts school in Herceg-Novi
in Montenegro, where Dado studied, as he recounts
later to his two interviewers.

Pa3rosop ¢ Mapcenom bunoom n XXepmeHoMm Bujatom

KpO3 NpM3My CMPTK, aHaTOMUja U MeguunHa,
onosuumnja npupopda - Kyntypa, ictok n 3a-
napg, paTt(oBn), pacHO NUTare, MOTUB 3Maa
Hapo4uTo.

N3paBay, KOTIEKLMOHAP N UCTaKHYTU Jby-
dbutess ymeTHOCTN Mapcen buno (1923-1999)
OpraHn30Bao je n3noxde y HaunoHanHOM LeH-
TPY 3@ CaBpeMeHYy YMeTHOCT, YKJby4yjyhu n
Daposy, 3ajeaHo ca XXepMeHoMm Bnjatom. OH je
jedaH o ayTopa MOHorpaguje o bepHapy Pe-
kuwoy (Brisel, La Connaissance, 1973). Op>xao
je ranepwjy y Napwusy, lNanepwjy b. y VI apon-
ONCMaHy, rae je, usmehy octanor, npmkasao
papose [Jagose cynpyre Xecu, 1976. rogunHe.

CNaBHM NHCNEKTOp 3a fiene yMeTHOCTN 04
1966. 0o 1969. rognHe, XXepMeH BujaT noctao
je reHepanHn cekpeTap HaunoHanHor ueHTpa
3a caBpemMeHy ymeTHocT 1970. rognHe. Oa
1973. y4yecTBOBaoO je y nporpaMmupamy LleHTpa
Bodyp (XKopx Momnunay), roe je duo gupek-
Top HauunoHanHor Myseja MoAepHe YMETHOCTH
on 1992. po 1997. rognHe. 3aTuM je nNocTao
nonpekTop HaumoHasnHOr Myseja yMeTHOCTHU
Acdpurke n OkeaHuje n AUPEKTOP MYy3e0J10-
wkor npojekta My3eja Ke bpaHan o wero-
Bor oTBapama 2005. rognHe. Kao ncrtopuyap
YMETHOCTHN, DMO je KYyCTOC MHOIMmMx n3noxom,
ykibydyjyhn ,Mapus-MNapus” (Paris, Paris) y
LeHTpy MNomnuay 1981. roamHe, ,La planete
affolée” (,YcnaHuyeHa nnaHeTa") n ,Peinture
Cinéma Peinture” (,,CnnkapcTBo - ®uam - Cnu-
KapcTBo“) y LleHTpy Bjej Lapute y Mapcesy
1986. 1 1989. roguHe.

M. b.: Na wTa je ypaanna TBoja baka, TBoja
npabaka?

O.: Inak, 3a Ty npu4y caMm ca3Hao oBfe...
WmajTe Ha yMy, He rapaHTyjeM fa je UCTUHMUTA,
jep Mu jy je ucnpm4ao Moj yjak, Koju je maso
JNyuKacT.

M. b.: Yjak, To je oHaj obykap?

O.: He, To je cnukap.
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[MpBa Tpakal



G.V.: There’s an uncle who’s a painter, is
it an artists’ family?

M.B.: It's swarming...
D.: It's incredible.

M.B.: But you have a painting by your broth-
er?, there...

D.: Oh! My brother, he's a good painter,
right!

G.V.: He still lives in Yugoslavia?

D.: A good painter, eh, very, very pretty,
but completely washed-out...

G.V.: That’s amusing...

D.: My brother is strange, you know, he’s a
liar! That need to lie he has, it's unbelievable,
to tell high tales... He tells a story, for example:
my auntie Julie3, she had two sons, the elder of
whom was a lovely guy. He was in the resist-
ance, he was arrested, he died in Auschwitz,
that we know, for certain... But my brother,
he finds a way to spin yarns, like there’s a guy
from Montenegro who went to Antwerp, and he
saw the son of auntie Julie, then a one-armed
man, selling matches in the street... [Laughs.]
That gave me the creeps because | saw that
auntie for ten years, she had taken the place
of my mother. When my mother died*, Aunt
Julie came to our house with the ghost of her
son. And every day, the cards: is he alive or
not? Every day, the result was: he lives, so she
refuses to take the war pension, and her son,
he’s alive.

Eldest among the siblings, Bozidar Buri¢ practised
as a painter till his death in 2012 in Zadar (Croatia)
where he had settled.

*Julia - Dado gave her name in French here - Bas-
ta¢ was a paternal aunt, who took care of the family at
the death of Dado’s mother when she was giving birth,
at the beginning of 1945. Dado’s mother left behind
five orphans, among them the baby who died a few
months later.

“The daughter of the first hygienist doctor in Monte-
negro, Vjera Duri¢ (1902-1945), born Kujaci¢, taught
natural sciences at Cetinje’s senior school. A pioneer
in women’s education, Montenegro was one of the first
countries in the Balkans to open the doors of senior
school to girls in 1869, with the financial help of Russia
(see Elizabeth Roberts, Realm of the Black Mountain.
A History of Montenegro, London: Hurst & Company,
2007, ill. following page 240).
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XK. B.: [ocToju yjak caumkap?, je im 1o no-
poauvLa ymeTHuka?

M. b.: To BpBu 04 yYMETHUKA...
[.: HesepoBaTHoO.

M. b.: Anv nmall HeKo riaTHoO TBor 6paTa?
oBJe...

O.: Ax! Moj dpaT, pa oH godpo camka!
XK. B.: Jow xuBu y Jyrocnasujun?

O.: Ann nobap cnmkap, Beoma, BeoMa [0-
bdap, anm NoTNyHO ncnpaH...

X. B.: Ax ga, To je cMeLLUHoO...

[O.: Moj dpaT je YynaH, 3Hal, OH je Na>koBs!
Wma Ty noTpedy pa naxe, To je HeBepoBaTHO,
0a naMuwsba npuye... Ha npumep, ncnpuya
npuyy: Moja TeTKa Jynuja3, nmana je oBa CMHa,
o4 Kojux je ctapujn dno gmnesaH 4osek. buo
je y NokpeTy oTnopa, yxanweH je, ympo je y
AywiBuLy, TO 3HAMO, TO je CUTYPHO... Al MOj
OdpaT Hakhe HayuH ga MM Ucrnpuya HeKy U3mMu-
W/bOTUHY, Kao HeKn Tun u3 LipHe Nope oTuwao
je y AHTBepneH 1 BUAeo TEeTKa JYJINjUHOT CUHA,
be3 pyke, Kako npodaje wmndurue Ha yanumn...
[Cmex.] MeHu je TO NeAnso KpB Y Xunama jep
caMm peceT roguHa rnepao Ty TeTKy, Koja Mu
je 3aMeHuna Majky.* Kag je Mmoja majka ympna,
TeTKa Jynvja je gowna y Kyhy ¢ Ayxom csor
CuHa. Wl cBakmn JaH, KapTe: Aa /i je XXNB Uin
Hnje? CBakun faH, oarosop je d1o: XXuB je, OHa
oAdbuja NneH3njy n reH CNH XNBN.

'Pey je o lagoBom yjaky Mupky Kyjaunhy (1901-
1987), koju je Takohe NpenaBao y YMETHNYKOj LLUKOMMN
y Xepuer Hoeom y LipHoj MNopun kojy je Napo noxahao,
Kao LITO ke KacHuWje ncnpuyaTi CBOjUM CaroBOpHULMMA.

*HajcTapuju on 6pake n cectapa boxxunap hypuhk
6aBnoO ce CIMKapCTBOM CBe A0 CBOje CMPTW y 3aapy
(XpBaTcka) 2012. roguHe, rae ce npeTxo4HO HAaCTaHWO.

}Jynnja bacTta My je buna TeTKa ca o4eBe CcTpaHe
Koja ce BpuHyna o NopoauLN HaKoH cMpTu fapose
Majke TOKOM nopohaja, novyeTkom 1944, rognHe. N3a
H€e je 0CTasI0 NeTopo cupoYaaun, ykbydyjyku 6eby, koja
je npeMuHyna HEKOJIMKO Meceumn KacHuje.

*Kkhu npBor MeauUMHCKOr pedepeHTa 3a 34PaBCTBO
LipHe lNope Bjepa hypuh (1902-1944), poheHa Kyjaunh,
npenasana je 6uonorunjy y ruMHasnjm Ha LleTumy. LpHa
lopa, kao NnoHup y obpasoBamy XeHa, bnna je jenHa og,
npBKX 3emMasba Ha basikaHy Koja je oTBOpw/ia rMMHasnjy 3a
neBojke 1869. rognHe, y3 pmHaHcujcky nomoh Pycuje
(B. Elizabet Rober, Kraljevstvo crne planine. Istorija
Crne Gore, Hurst & Company, London, 2007, nn. HakoH
cTp. 240).



Conversation with Marcel Billot and Germain Viatte

M.B.: She says no to the war pension?

D.: Yes, she refused it because he was
alive. She died of cancer two years ago, but
he was still alive...

M.B.: Cards...

D.: Yes, every day! The cards, and black
[Turkish>] coffee... She didn’t take care of us,
as you can imagine! She lived in the mythology
of her elder son...

G.V.: But he was never found, right?

D.: No, of course not! The guy was killed,
for sure... | even wonder if his name doesn’t
appear in Resnais’ Night and Fog, because
there are Yugoslav names there.

G.V.: Butis it certain he was in Auschwitz?

D.: Certain, because the two brothers were
in the train. And one managed to escape, be-
cause the English, | think, were shooting at
the train, and that one, the eldest, he was a
womaniser, apparently he stayed with a ‘bird’
in a carriage behind the train. He went to do
an elaborate war. That’s how he was taken in...

G.V.: He did well then...

D.: Yes. And it’s all those things that count,
I think, in a child’s mind. You happen to live
in wartime, the stories that are told about a
previous war that was even more spectacular,
and in the end...

M.B.: From what you say, it seems that
in Montenegro, people are quite familiar with
the war?

D.: In short, there was only that: famines,
wars, with those few words one summed up
everyone’'s life. What I'm saying is true, it's
accurate.

D.: Oh, | don’t know... The Turkish occu-
pation? Careful though, on that there’'s some
historical ambiguity. Montenegro has almost
never been... has never been occupied by the
Turks.

°’In Montenegro, it was very common to read the
coffee grounds to predict the future.

Pa3rosop ¢ Mapcenom bunoom n XXepmeHoMm Bujatom

M. b.: Onbuja neH3unjy?

O.: Ax ga, ogdunja je, n oH je dmo xus..
YMpna je o4 paka npe ABe roguHe, anuv HbeH

CUH je XKUNBEO...

M. b.: KapTe...

O.: Ax, ceakor gaHa! KapTe 1 upHa Kaa
[Typcka®]... Hnje ce dbaBuna Hama, 3amucau!
Bbuna je y CBOjoj MUTONOrNj O CBOM HajCTa-

pujeM CUHY...

XK. B.: Ainy CTBapHOCTU, HUKaAa ra Hucy

npoHawan?

[.: HapaBHo ga Hucy! Tun je ydumjeH, 3Hal...
MuTaMm ce Yak fa im My UMe cToju y PeHeoBoM
dunmy Hok v marna, jep ce Tamo BuUAE jyro-

CJIoBEeHCKa NMeHa.

X. B.: Ann curypHmn cmo ga je émo y Ay-

wsunyy?

O.: CurypHn, jep cy oda dbpata dbmna y Bo3y.
JepaH je ycneo pa noderHe jep cy, Mmucnumm,
EHrnesm mutpasbmpanu Bo3, a OBaj CTapuju,
b1ro je >xeHckapoll, 0CTao je nsrnena ca HEKoOM
,JKEHCKOM" y BaroHy 13a Bo3a. OTmwao je us-
rnefa na Bogu Heky cocductnumpaHy dopdy.

Tako cy ra ykpuanaum y...

XK. B.: 3Ha4u buo je nobpo MHCIIUPUCAH. ..

O.: Oa. Anv cBe Te CTBapu UMajy, MUC/INM,
BE/INKN YTULAj Ha MEHTaIHU CKNoMn AeTeTa.
Haubew Ha paT, Ha Npuye Koje ce npuyajy
O HEKOM MpPeTXonHOM paTy, Koju je drno jowl

CneKTaKynapHuju n oHAa, Ha Kpajy...

M. b.: Mucnum na cte, cyaeku rio oHome
WTO npunyaw, y LpHoj Mopu édunan npunanyHo

Yyrno3HaTu ¢ patom?

O.: Y cywTuHM camo je Tora v duno: rnag,
paToOBW, Y HEKOJINKO peyun Morao du ce cakeTtu
KNBOT CBAKOr nojeauvHua. To je nCTuHa, To je

ayTEHTUYHO.

M. b: A Typcka [ocmaHCKa] oKyrnauwuja,
Kafa ce oHa 3asplunna? [lpema oHome LUTO
npuvyaLl, gesyje Kao Aa je duia nly3eTHo KpaT-

Ka...

*Y LipHoj Fopw je 6uno Bpno yobuyajeHo ,4ntatn”

13 Tasnora kade na 6w ce npepgsuaena 6yayhHocT.
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G.V.: But it has remained an obsession of
sort...

D.: ...of an islet... Well, you just have to
look at the middle of the last century, when
Gérard de Nerval staged an opera, The Monte-
negrins®, which was a flop. It was the symbol...
In a way, | think, | can compare it to 1850,
Montenegro and Greece, with Lord Byron, it
was today’s Vietham. No more no less. All the
liberal people... At that time, there was a big
part... What is today Marxism, the aspect that
Christianity had, had that role in 1850, | think. |
must say that the Montenegrins were really the
extreme right section of the Christian Orthodox
church, you know. To be honest the Muslims,
they took a beating when the Montenegrins
charged at them, and the other way around
too. A religious war, really. So it flattered the
Western societies a lot because there were
Christians. Oh, the poor Christians grabbed by
the throat by the Turks, then finally, when the
Italians... [Pause.] Shall | continue?

G.V.: [Laughs.] So the grandmother?
M.B.: Shall we move on?

G.V.: No one will hear the story of the grand-
mother. [Laughs.]

D.: That autobiographical side pisses me
off a little. I'd like it to remain something that’s
destined to others. | don’t see why the details
that are personal to me have to figure...

G.V.: No, but anyway, we’ll talk about this
and that, and then we can see what today’s
conversation will have brought...

M.B.: Definitely.

G.V.: Because from that autobiographical
mess, we can retrieve impressions, which then
don’t take on any autobiographical aspect...
Well, that’s how | see things anyway. And if it
doesn’t work, we’ll drop it.

°A comic opera in three acts co-written in 1849 with
Jules-Edouard Alboize de Pujol. Dado was fascinated
by de Nerval (see Dado, Portrait en fragments. Propos
recueillis par Christian Derouet, 1981-1988, Strasbourg:
L’Atelier contemporain, 2023, p. 90); during a trip to
Istanbul in 1984, he insisted on visiting the cemetery
mentioned in Voyage en Orient.
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O.: AX, He 3HaM... TypcKa okynauwnja? Maswu,
y B€31 C TUM MNOCTOjU HeKa BPCTa UCTOPWUj-
cke muctepuje. LpHy Mopy npakTU4YHO HMKada
HUCY... HAKaa HUCY okynupanu Typuu.

XK. B: Anv yinak je octasia Heka BpcTa orl-
cecuje...

[.:...kao ocTpBue... [Ma, camo nornepajte
cpenuHy npowior Beka, Xepap ae Hepsan je
nocTtaswmo onepy LipHoropLun® Koja je foxuneena
Heycnex. To je buo cumbon... AKo xennTe, ja To
Buaum un ynopehyjem ¢ 1850. rogmHom, LipHa
Mopa n Npyka, c Jlopgom bajpoHoM, To je drno
JaHawmn BujeTHam. Hu Buwe HU Mame. CBu
nndepanHun mwyan... Tpeda pekhun na je Taga
Mnak rocTojaja BesinKa... OHO WWTO je JaHac
MapKcu3aMm, MUCAUM [a je Taga XpuwhaHcTeo
umano Ty ynory, 1850. roguHe. Tpeba pehku
ha cy LpHoropun dunm 3ancta eKCTpemHa
hecHuua lMpasocnaBHe xpuwhaHcKe LpKBe,
pasymew. [la T Ka>kem, MyC/JMMaHu cy Ty
CTBapHO ncnawTanu Kag dom UpHoropum jypu-
Lwanun Ha kbux, n odpHyTO. Bepckn paT, pakne.
To je jako Mpwjano 3anagHUM opyLITBUMaA, jep
cy duna xpuwhaHcka. lNa, jagHu xpuwhaHun
Koje npoxxaupy Typuu, 1 Ha Kpajy Kapa cy
WTanujanu... [May3a.] la HacTaBumo?

XK. B.: [Cmex.] A baka?
M. b.: 3aTBOpMkeMo BpaTa.

X. B.: Huko Hehe 4yTu BakuHy rpu4y.
[Cmex.]

L.: Jakne, 3ancta Me Masio cMapa oBa
ayTobumorpadcka cTpaHa. Keneo dux ga 1o
OCTaHe HewWTo WTO je HaMereHo Apyruma.
He Bnaum 3awto dm nnyHM pgetasby O MEHU
Tpedbano fa dyny yKibyyeHU...

XK. B.: He, anun y cBakoM C/lyyajy, ako pas-
roeapamo oBako cs10604HO, oHAa nocsae Mo-
J)KEeMOo fa BUANMO LUTa je AaHallrba ANCKYChja
JoHena...

*KomnyHa onepa y Tpu YvHa, HanucaHa 1849. rogmHe
y capafrk ca Xunom Egyapom Anboas ge Muxxkonom.
[apno je rajuo Benuky acumHaumjy Hepsanom (B. UHTEpPBjY
ca KpuctnjaHom [epyeom, infra, cTp. 97-107); TOKOM
nytoeara y ctanbyn 1984. rogmHe MHCMCTMPAO je aa
nocetn rpobsbe Koje ce nomurbe y aeny llyToBare Ha
WcTok.



Conversation with Marcel Billot and Germain Viatte

M.B.: Definitely!

D.: When | entered the office [of CNAC],
| remembered immediately the paintings...
What was missing were the flags pierced with
bullets that they had there, what was especially
missing was the object that fascinated me the
most, like all children would be fascinated: the
death mask of a pacha’...

G.V.: The what?

D.: The death mask of a pacha assassinat-
ed by the Montenegrins. It had been placed
under a glass dome - a head of extraordinary
beauty, an aquiline nose like that, his eyes
closed and a kind of sleep... of plaster, you
knows.

M.B.: And why were you fascinated? You
say all children are fascinated by it. It’s still...
I don’t know, you can find yourself in front of
Pascal’s death mask, God knows if the children
are able to see it like that in a photo...

D.: Oh no, not in a photo, mind, it was
completely different.

M.B.: No, not even in a photo...
G.V.: The general atmosphere...
D.: ...led to a kind of impression in depth.

G.V.: But how were you able to go into that
castle? People could enter?

’It is the death mask of the pacha Kara Mahmud
Bushati (1749-1796), made from his head triumphantly
carried in Cetinje after his defeat at the battle of Krusi¢
on 4 October 1796. It is kept in the Historical Museum in
Cetinje, specifically the ‘castle’ Germain Viatte alludes
to, which was the palace of Prince Nikola Petrovi¢-Njegos
at the time of the short period of the total independence
of Montenegro in the 20th century, from 1910 to 1918.
This mask, all by itself, is the symbol of the resistance
of the Montenegrin people facing the Ottoman Empire;
the historian Elizabeth Roberts showed to what degree
this victory of the Montenegrins, in spite of the evident
military superiority of the pacha’s troops, had left its mark
on people’s minds, with a Turkish decree, promulgated in
1799, establishing that Montenegro had actually never
been a vassal of Turkey (Realm of the Black Mountain.
History of Montenegro, op. cit., p. 167).

*Dado’s memory may have failed him: the mask
presented today at the Historical Museum is in bronze,
just like the sculptures Dado made at the end of his life,
for example the series Angels of Montenegro (2007).

Pa3rosop ¢ Mapcenom bunoom n XXepmeHoMm Bujatom

M. B.: AnconyTHo.

XK. B.: Jep n3 oBe aytobunorpagcke 36pke
MO>XXeMO n3ByhU YTUCKE KOjU BULLE YOrLUTE
He apenyjy aytobuorpagcku... la, ja To Tako
BUAVM. A aKo He ycre, jeJHOCTaBHO heMo oay-
cTaTm.

M. b.: AncosnyTHo!

[.: CurypHo je oa, Kap caM yLiao y KaHue-
napunjy [HaumoHanHor ueHTpa 3a CaBpeMeHy
YMETHOCT], 0fMax caM Cce CeTuo cauka... Hepo-
CTajasie cy caMo 3acTaBe rnpodylieHe meumma
Koje cy TamMo dune; nocedHo je HepocTajao
npeaMeT Koju Me je HajuLle haCLMHMpPAOo, Kao
wTo d1 hacuMHMpPao CBaKO AeTe: MoCMpTHa
nawmHa Macka’...

XK. B.: lTta?

[O.: NMocMpTHa Macka nawle Kor cy ydunm
LipHoropuw. buna je nsno>xeHa ncnog cTake-
HOr 3BOHa - rflaBa U3y3eTHe fienoTe, OPJI0BCKMU
Hoc, bal Tako, 3aTBOpeHe 04K, Y HEKOj BpCTa
CHa... og runcas, jen’.

M. b.: A 3aluTO Te je To pacunHmnpaao?
Kaxelu ga ¢pacumHupa csy aeuly. inak, 1o cy...
He 3Ham, MoxeLu ce Haku npen MOCMPTHOM
mackoM lNackana, a bor 3Ha aa M ke cBa geua
vKaga nmatu rnpuanKy aa je Buge Ha cimuu...

O.: AX, He, He, He Ha cauuwn, nasu, To je
buno noTnyHo gpyravnje.

M. B.: He, Mucamm, 4ak HU Ha C/AnNLMN...

’Ped je 0 NOCMPTHOj Macum Maxmyg-nawe bywatnvje
(1749-1796), koja je HanpaBJ/beHa O HEroBe rjase,
TpujymdanHo goHeceHe Ha LleTurbe HakKoOH Herosor
nopasa y 6uum kon Kpyca, 4. oktobpa 1796. rognHe.
OBa Macka ce 4yBa Yy VicTopujckom My3ejy Ha LleTumby,
TayHuvje y ,ABopuy” Ha Koju XXepmeH Bujat anyampa
Koju je 6uo nanaTa npmnHua Hukone MNeTtposuka Herowa
y Bpeme KpaTKor neproga noTrnyHe He3aBncHocTn LipHe
lope y 20. Beky, o 1910. no 1918. roguHe. OBa MacKka
caMa no cebu npeacTassba CMMB01 OTNOPA LPHOMOPCKOr
Hapoga npoTms OCMaHMjCKOr LapcTBa; ncTopmnyapka
Ennsabet PobepTc nokasana je KoAMko je Ta nobepna
LipHoropaLa, ynpKocC o41rienHoj BOjHOj CyrnepmopHoOCTH
nawmHMX Tpyna, ocTaBunaa oybok yTucak, a Typcku
OeKpeT, ooHeceH 1799. roanHe, yTBpAMO je Yak aa LipHa
opa HMKafaa Huje 6una Ba3an Typcke (Kpa/beBCTBO LpHe
nnaHnHe. Victopmja LipHe MNope, cTp. 167).

8Nlana cekharbe Bapa: Macka je og 6poH3e, 6awl kao
1 CKynnType Koje ke [lago nspanuTu npeq Kpaj ceor
»XMBoTa, nonyT cepunje AHkeaun LipHe MNope n3 2007.
roavHe (B. naycTpaumnjy y nHTepsjyy ca Knep Mapra,
infra, cTp. 135).
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WUn. / lll. 75 NocmpTHa Mmacka Kapa Maxmya-nawe bywatnuvje / The
mortuary mask of the death Pacha Kara Mahmud Bushati

D.: I could go in with the son of the keeper
whenever | wanted. | used to go in without
paying. And it was very close to our house. |
slept 50 metres from the head of the pacha,
really. Perhaps in my mind, the impression |
had of that day has surely thrived, | think. A
coordination like that of the phenomena of hor-
ror that repeat and finally enclose the figure, a
kid, and then he’s done for, right... The pacha,
after the postman’s son with pus coming out
of his ear, things like that...

G.V.: Those are real facts?

D.: Those are real facts, nothing’s invent-
ed.

G.V.: But you stayed in Cetinje until you
were what age?
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XK. B.: Onwrta atmocgepa...

L.: ...nonpuHena je HEKOj BpCTU aydokor
yTUCKa.

XK. B.: Anv Kako cu ynasuno y Taj asopad?
Tamo ce morso yhun?

O.: Morao cam ga yhem ca CMHOM 4yBapa
Kag rof cam »kesneo. Ynasumo cam des nnaha-
ta. HapaBHO, TO je 1o Ha OBa Kopaka of
Moje kKyhe. CnaBao cam de3masio Ha negeceT
MeTapa Of MalluHe rnaBe. BepoBaTHO ce y
MOM yMYy YTUCaK KOju CaM CTeKao Tor AaHa
pacniamMcao, npeTnocTas/baM. TakBa Koopau-
HauMja peHOMeHa y)xaca Koju ce rnoHaBsbajy
M Ha Kpajy 3aoKyne JIMYHOCT, AeTe, N oHAa
je roToBo... Mawa, Nna oHAa CMH NowTapa C
rHOjeM Koju My Lypu 13 yBa, TakBe CTBapWu...

X. B.: [a nn cy To cTBapHu gorakajun?

L.: To cy cTBapHe CTBapu, HULWITa HUje
M3MULLJBEHO.

X. B.: Ann fo koje roanHe cv oCTao Ha
Uetnrwy?

O.: No novyeTka nydepTteTa, besmano [no-
cne Tora] duno je rotoso... eTUHCTBO, TO je
dunna UpHa Nopa 1 3anpaBo ce 3aTo BULLE HU-
caM BpaTuMo TaMo® jep BepyjeM fa je To jenaH
MOTMNyHO 3aTBOPEH CBET, 3aTBOPEHO MOrjlaB/be
M MHOro dm me cMopuo Aa NOHOBO BUOUM Te
cTtBapu, Mnmcnmm, ga mx 3anCta NOHOBO BU-
OVM...

M. b.: Anu, To je... Ty TO BUANWLL KaO HELLUTO
MOTMYHO 3aBPLUEHO...

O.: Ma, o4nrnenHo, jep HUCaM ja o4nNy4mo
ha Mun Majka ympe [Kag cam nmao] jegaHaecTt
rogunHa. OHa je ymMpna, Tako ga caMm 0CTao Ccu-
po4ye n nMao CcaM yjaka Koju Me je NnpuxesaTuno
na du me oggeo...

XK. B.: A TBOj oTau, HUCmM nmao oua?

O.: Moj oTay, je dbuo Heka BpCTa xunep-
ceH3mdunHor 4YoBeka, HecnocodbaH fga cKyBa
NnTap MJeKa 3a CBOjy AeLy.

°[lapo ce BpaTWO Y Jyrocnasunjy TEK MHOMO FoAnHa
KacHuje, TokoM neTta 1971. rognHe. TOM NpUINKOM
je pnao mHTepBjy Muweny bpaTtunkesuhy (B. CavkaTu
cTojehn / Peindre debout, cTp. 153-159).



Conversation with Marcel Billot and Germain Viatte

D.: Until | entered puberty if you want,
[after] it was finished... Childhood was Mon-
tenegro, and that’s the reason why | didn't go
back® because | think that it is a self-contained
universe, a closed chapter, and it'd upset me a
lot to revisit those things, | mean to see them
again really...

M.B.: Butitis... You see that as a very, very
self-contained thing...

D.: Obviously, because | didn’t decide for
my mother to die [when | was] eleven years
old. She died, so | ended up an orphan, and
| had an uncle who came to take me away...

G.V.: What about your father, you didn’t
have a father?

D.: My father was a hypersensitive man,
incapable of boiling a litre of milk for his kids.

G.V.: He was a doctor your father, right?

D.: No, are you crazy! My grandfather!® was
a doctor, very well-known by the way.

M.D.: And your self-contained universe... |
don’t know... You always have... Well, | under-
stand Montenegro through what you have to
say, through you... | represent it as something
very closed.

D.: But it was closed because of the...

G.V.: But that’s the little troubles of child-
hood in general, when one finds...

D.: Itis still like that, butit’s strange that in
my personal case, childhood, the place where
it finished, | left it.

°Dado only returned to Yugoslavia much later,
during summer 1971, when he gave an interview to
Michel Braticevi¢ (see Peindre debout. Entretiens,
1969-2009, Strasbourg: L'Atelier contemporain, 2016,
pp. 153-159).

*Dado’s maternal grandfather, Doctor Jovan Kujacic¢
(1869-1958), educated at Moscow’s university, had
a determining influence on his grandson, whom he
made copy anatomical plates. First hygienist doctor in
Montenegro, he wrote books on the scourge of alcohol
while pursuing a career as a translator of classical texts
(among them Homer), but also of Russian authors like
Tolstoy, whom he had met during his regular stays in
Russia.

Pa3rosop ¢ Mapcenom bunoom n XXepmeHoMm Bujatom

XK. B.: OH je 6mno nekap, TBoj oTau, 3ap He?

O.: He, jecn nn nyn! Moj nepna® je dmno
Jlekap, BpJ1o Mo3HaT, 3anpago.

M. b.: A TBOj 3aTBOPEHU CBET... He 3HaM...
YBek cun... Na, ja pazymem LipHy 'opy Kpo3 OHO
LITO TU O H0Oj roBopuLl, Kpo3 Tebe... JoxuB/ba-
BaM je Kao HeLuTO BeoMa 3aTBOPEHO.

Un. / lll. 76 Op JosaH Kyjaunh n werosa kepka
Bjepa, anosu nena v Majka, oko 1910.
roguHe. / Dr Jovan Kujaci¢ and his daughter
Vjera, Dado’s grandfather and mother,
circa 1910

lanoB gefda No Majuun, [okTop JoBaH Kyjaunh
(1869-1958), WwKoNOBaH Ha yHMUBEP3NTETY y MOCKBM,
npecynHo je yTuuao Ha CBOI YHYKa, KOr je MoACTMLao aa
npeupTasa aHaToMcKe Tabne. [pBK Nekap xurnjeHmnyap
y LipHoj F'opun Hanucao je Kkbure o NowacTu askoxona,
OOK je NCTOBPEMEeHO rpaino Kapujepy npesoguoua
KNaCUYHUX TEKCTOBa (nocebHo XoMepa), anu n pycknx
ayTopa, nonyT ToJICTOja, KOr je yno3Hao TOKOM CBOjunX
penoBHux 6bopaBaka y Pycuju.
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G.V.: You left that place and you never
went back...

D.: | went back later, when | was around
twenty... But then for holidays and all that, it
was with other obsessions and other abilities
to capture things...

M.B.: But then...
D.: There was the war!
M.B.: Where did you go after that?

D.: Oh, | went here and there, then to the
Fine Arts school. At fourteen, | left for the Fine
Arts school, for example, and that was it'!.

M.B.: But geographically, is all that com-
pletely different?

D.: Yes, it was completely different... | am
immersed in a world, that of Yugoslavia. You
have three civilisations that live alongside each
other. When you go to the seaside, you are in
Italy, | insist. Dubrovnik is Venice, more beau-
tiful in my opinion. You go to the west, you are
in the Ottoman Empire, absolutely, with eastern
architecture - Turkey. And Montenegro is a hy-
brid thing, no, not hybrid, but if you like... it's
nothing! It’s impossible to define... There is not
one style of architecture that would have struck
me, that would have dominated that universe.

G.V.: There is no Muslim influence, for ex-
ample?

D.: None at all where | grew up. There was
a Muslim baker, that was it.

M.B.: But there’s no mosque with little bell
towers?

D.: Zero!

G.V.: Montenegro, that’s where there are
Byzantine churches, right? Saint-Sophie...

D.: Not even that, no, that’s in Macedo-
nia. Saint-Sophie is in Macedonia, in Ohrid*2.
No, my dear Montenegro was a kind of islet, a

"In Herceg-Novi, a Montenegrin town on the Adriatic
Sea.

?Saint-Sophie Cathedral, seat of the Macedonian
Orthodox Church, was built in the 11th century.
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O.: Ann duno je 3aTBOpeHo 3b0r...

XK. B.: To cy, reHepasiHO, Te naTtke 13
AeTUCTBa, kaga Ux rnoHoBO...

O.: W jow yBek je 3aTBOpeHO, anu je 3a-
HUMJ/bMBO Oa je y MOM CJlyYajy OeTUHCTBO 3a-
BPLUEHO Taja Kaja caM HanycTuo TO MecTo.

X. B.: Hanyctuno cn 10 MecTto v HUKaaa
ce HUCKY BpaTuo...

[.: BpaTuo cam ce KacHuje, Herge npe
ABajeceTe roauHe, Ha npumep... Mehytum,
TOr NyTa Ha 0AMOpP W TakKo TO, AOLIA0 CaM C
Apyrum orncecmjama u 4pyrum cnocodbHoctuma
0a cKanupam cTBapu...

M. B6.: Ay oHAa...
O.: Decno ce paT!
M. b.: 'me cu oTuiuao rocae?

O.: O na, mano cam nyTtao, oTMLWAo caM
y YMeTHU4KYy wkony. Ca 4yeTpHaecT rogmHa
CaM OTULIao y YMeTHNYKY LWKOJY, Ha npumMep,
M TO je cee.l?

M. B.: Anv reorpaghcku, na v je cese 1o
noTnyHo apyrayvje?

O.: Ax, dbuno je noTnyHo gpyra4wmje... buo
CaM ypomeH Yy jeflaH CBET, OHaj y Jyrocnasuju.
Tamo nmaTe Tpu umBUIn3aLmje Koje ce cycpe-
fhy. Kaga oneTe Ha obany mopa, Bu ctey Uta-
nunju, mopam To pehin. ydbpoBHUK je BeHeuwja,
asn joL nenwmn, MUCIMM. AKo ngeTe Ha 3anag,
noTnyHo cTe y OCMaH/INjCKOM LapCcTBy, Ca Opu-
jeHTanHoM apxutekTypoM - Typcka. A LpHa
lopa je - To je HeKa xmMdpuaHa cTBap, He, Huje
xndpunpgHa, anm, ako xokeTe... To je HMWTa! He
MOXe ce To geduHucaTu... He noctoju apxu-
TEKTOHCKW CTUN KOoju B Me NMNpPecnoHnpao
nnn Koju &1 4OMMHUPAO TUM CBETOM.

XK. B.: Hema, Ha ripymep, HUKaKBor My CJi-
MaHcKor yTuuaja?

[.: HnkakBor, HUKaKBOI, TaMO Fae caM ja
oapacTtao. bno je jegaH MycimMaHCKu nocna-
CTu4ap, TO je cBe.

'y Xepuer Hosom.



Conversation with Marcel Billot and Germain Viatte

very curious thing because the houses in Ce-
tinje, well they were like... In France, they have
similar houses, with red roofs, with windows.
They have double glazing simply because it
is too cold.

M.B.: And the landscape, how is it?

D.: The landscape... At that time, there
were always goats, the staple food of the pop-
ulation.

M.B.: Yes, but is it mountainous? Is it rock?

D.: Well, yes, it’s precisely because of these
goats that there was no vegetation. There was
rosemary, and that’s about it! The goats didn’t
eat rosemary, | think, so it was growing like
crazy. Everything that was a shrub of 20 or 30
centimetres high was immediately gobbled
up. After the war, where | started to grow up, |
could see more things, there was the massacre
of the goats, all the goats were slaughtered...
And that's the truth! All the goats...

M.B.: But why, to eat them?

D.: No, they were sort of exported, | don't
know where. [Laughs.] Malicious gossip had it
that they went to the Soviet Union, but | don’t
believe that. We didn’t eat many goats in those
days, but we killed trillions, | don’t know how
really, or where? But the massacre took place,
without me seeing it. The war also took place
without me seeing it. It was at the edge of the
city, and | didn’t see anything, | feltit... That’s
why there was a thirst for digging... Well, it’s
frightening! The first horror shows... It was
quite straightforward... | was on my usual walk
with my friends to see Lake Scutari [Skadar],
10 kilometres from there!3, and then, round a
bend, puff... We were... overcome by a stench...

It is difficult to know with any precision where
Dado was walking, even though we can guess he took
the road towards Rijeka Crnojevica, a village from where
a river of the same name starts that leads to Lake Ska-
dar (Dado used the Italian name, Scutari), situated 15
kilometres from Cetinje, the artist’s native town. Maybe
he went through Koscele, where he chose to have a rest,
and from where one can admire the river and the lake
in the distance. Lake Skadar is the biggest lake in the
Balkans, and is partly in Montenegro, partly in Albania.
That lake has had a very important place in Dado’s
imaginary, and that from his early works.

Pa3rosop ¢ Mapcenom bunoom n XXepmeHoMm Bujatom

M. b.: Anv Hema amuja ca MaiuM MUHa-
petuma?

.. Ma kakswu!

X. B.: pHa lNopa, To je MmecTo rae cy Bu-
3aHTUjCcKe upkKBe, 3ap He? CeeTa Coguja...

O.: Hn 1o, He, TO je y MakepoHunju. CeeTa
Codhmja je y MakepnoHmju, Ha Oxpupay.'? He, moja
Apara LlpHa lopa, To je Kao jedHO OoCTpBLE,
BeOMa Yy[Ha cTBap, jep Kyhe Ha LleTumy, oHe
nsrnenajy, Ha npumep... Y ®paHuyckoj kyhe
Mory fda dyny C/M4YHe, ca LUpBEHUM KPOBOBW-
Ma, C Npo3opumMa. To Cy ABOCTPYKU MPO30pH,
jenHOCTaBHO 3aTO LWITO je NpeBuLUe XJagHo.

M. b.: A Kako n3rnega npupoaa?

O.: Ma, npupoAa... Y To BpeMe, yBeK je
dbuno kKo3a, Koje cy dune ocHoBHa xpaHa 3a
CTaHOBHULLUTBO.

M. b.: la, ann ga nv je bpaosuTto? fla n
je cteHoBUTO?

O.: Oa, daw! Y cTBapu, 300r TUX Ko3a Huje
dbuno Hukakse BereTauuje. buno je camo py-
3MapuHa, To je cee! Py3MapuH Ko3e Hucy jene,
MWUCJIMM, U OH je pacTao Kao nyn. Cee wWTo je
dnno Heko rpmsbe, BUcnHe 20 nan 30 yeHTK-
MeTapa, oaMax dbu Ko3e nojene. OHAa, nocne
paTa, Kaf caMm No4eo Aa ogpacTaM M Kafa caM
yo4aBao BULLE CTBapu, AeCMo Ce Macakp Ko3a,
CBe Ko3e cy dbune yknomweHe... I To je nctmHa!
bym! Cse Ko3e...

M. B.: A 3awiTto, ga éu knonanam?

O.: He, Bnwe-matbe CMO X U3BE3JIN, He
3HaM rge. [Cmex.] 3au je3nun Kaxky ga cy no-
cnate y CosjeTckn CaBes, aqn He BepyjeM y
TO. HNCMO MHOro jenn Ko3e y TO Bpeme, aau
CMO Mx nodmnun Ha Mununjapne, He 3HaM HU
KakKo Hu rge. Ann Macakp ce goroamo a ga
HMcam Bumaeo. PaT ce Takohe poroamo a Aa
ra Hucam Bmpaeo. buo je Ha npary rpaga, a ja
HMCaM BUAEO HULWITa, CaMo caM HacnyhumBeao...
3aTo je duno Heke YyaHe Xyahe 3a NCTPaXKu-
BarbeM ocehaja fa ce MOpa HeLWTO YNHUTMN...
Y cBakOM cnyd4ajy, cTpaluHo je! MNMpeu npusopwu

?Pey je 0 CabopHoj upkBu CeeTe Cochumje, cegmuTy
Oxpupacke apxmenuckonuje y Xl Beky.
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but incredibly violent, of putrefaction, you see.
What was there? There were three horses that
had been dumped like that on the side of the
road, in the sun, and behind the three horses,
there was Lake Scutari, the most lyrical, the
most beautiful view you can imagine! Because
the lake, one can see it from a bird’s eye view,
15 kilometres from there. It is no longer the
blue one sees, with little waves and fish that
are in there... One doesn’t see anything, it's a
thing, an extraordinary backdrop. So surely it’'s
elements like that which built the mind of a kid.
Among other things, there is that, and then,
| don’'t know, to reminisce all those things...
| often dream of Montenegro, but in my own
way. | even dreamed about it the other day. But
then... impossible to explain, impossible! It was
first... we landed on a plane (Montenegro was
no longer on the continent, it was an island)...
What do | see? | recognise my poor monastery!4
of Montenegro, but all cracked, and built with
bricks, but not the industrial bricks you see
everywhere, big bricks. And they were bricks
and not stones, and without jointing, they were
simply laid. All the houses were made without
cement, and next to the beautiful monastery.

M.B.: Like the walls made of dry stones, the
stones placed one next to the other...

D.: No, not at all!
M.B.: But they were bricks, yes?

D.: Stones are inserted between one anoth-
er, and then it gives an impression of incredible
solidity, even though there is no binding ele-
ment there. But there, it was placed like boxes
of matches, perhaps a little bit you know, it was
light, but then there were many houses above
the monastery... Oh blimey! Toc, toc, toc, toc...
And | was going there, there were a few resi-
dents, there were slightly dirty stairs, like that.
A strange dream, but a real dream! | almost
counted all the bricks, it was so real... And
there were birds at the bottom of the town...

*Dado mentions the monastery of Cetinje, old
historical capital of Montenegro. It was reconstructed
at the beginning of the 18th century by Prince-Bishop
Danilo, after having been destroyed by the Venetians
in the Morean war in 1692.
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y>kaca... Huje duno komnnmkosaHo... Mwao cam
y CBOjy yobu4ajeHy weTwy C gpyrapmma Ha
Ckapapcko jesepo, yaabeHo 10 knnomeTapa
opatnel3 noHaa, n3a jegHor ckpeTama, dym...
Kao pga Hac... je yoapno HeKn cMmpag... anu
HEBEepOBaTHO CHaXaH, CMpaL TPYJIeXH, 3HaLL.
Ma wTa je dBno? buna cy To Tpu KOkba, Koje Cy
jeoHocTaBHO daumnm nopepn nNyTa, Ha CyHUeE, a
M3a Ta Tpu Kokba, dbnno je Ckapgapcko jesepo,
HajNMPCKNjK, Hajnernwun npeneo Koju Moxxelw
3aMmucanTu! Jep jesepo ce BUAW U3 NTUYje nep-
CnekTmBe, Ha 15 kmunomeTapa. To BULLE HUje
nJjaBeTHWJIO Koje T je npej HOCOM, C MaauMm
Tanacuma n pudama Koje cy Tamo... Huwta ce
He BUAMN, TO je HELUTO Kao Heka HeBepoBaTHa
nosaguHa. [lakne, TakBU eNlEMEHTU Cy CUTYp-
HO rpafuIn MeHTasIHW CKJIOMN jeAHOTr KAMHLA.
N3mehy ocTanor, To je To, U WTa 3HaM, Aa dux
Cce CeTno CBUX TUX CTBapu... YecTo carbaM o
LipHoj F'opwn, ann Ha CBOj Ha4uH. Yak caMm je
Carbao M Npe HeKn gaH. Ann He MoXe ce UC-
npuyaTn, Hencnpu4ymeo je! MpBo... cneTann
CMO aBUOHOM (LlpHa opa Buwe Huje duna Ha
KOHTUHEHTY, duna je ocTpeo)... LUTa Bnomm?
Mpeno3HajeM CBOj jagHKU MaHacTup* y LIpHOj
Fopu, Ha)KaNocCT, caB NUCMyL a0, a HanpaB/beH
o4 uurne, aam He UHAYCTPUjCKE LuuUrne Kojy
BMANW cByda, Bekh ofg Benuke yurne. U 1o
cy dbune uurne, a He KaMeH, 1 de3 ManTepa,
caMmo cy dune nocnaraHe. CBe Kyhke cy dune
HanpaB/beHe be3 ManTepa, pasymell, a nopen
rnpenenor MaHacTupa.

M. B.: Kao 3u0BuY 01 CyBOIr KAMeH-a, Ka-
Mer€ caMo rnopekaHo jeqHo rnopes Apyror...

O.: Ann To yonwTe Huje To!

*Telwko je Ta4yHO oapennTn Kyaa ce [lafo TayHo
LeTao Mako ce MOXXe MNpeTnocTaBUTW da je uwao
nyTem ka Pujeun LipHojeBuha, ceny opakne nisupe
ncTomMmeHa peka, Koja Bogn Ao Ckapgapckor jesepa
(dapo je KOpUCTNO UTannjaHCKM Hasue - CKyTapu),
yhasbeHor oko 15 kunomeTtapa on LleTumwa, pogHor
rpaga ymetTHuka. Moxaa je nponasmo kpo3 Kowhene,
rae je nzabpao na byne caxpareH, a ogakie ce npyxa
nornepn Ha peky v jesepo y AasbnHu. Ckagapcko jesepo
je HajBehe je3epo Ha bankaHy n Hanaswu ce nsmehy LipHe
Fope n AnbaHunje. OBO je3epo 3ay3uMa BpPJIO Ba)KHO
MecTo y [lafoBOj MaLLTK joLL Of, HeroBMX NPBMX pafoBa.

“Nafno npuyda o MaHacTupy Ha LeTtury, 6mBLIOj
NCTOpUjcKoj NpecTtoHuumn LpHe Mope. MaHacTup je
obHoBMoO Bnagnka daHuno nodyetkom XVIII Beka, HakoH
WTO cy ra BeHeunjaHUM yHULWITWUAM TOKOM Mopejckor
paTa 1692. rognHe.



Conversation with Marcel Billot and Germain Viatte

G.V.: And where was it? Was it Montene-
gro?

D.: Yeah! Not anything else! It was Monte-
negro, | recognised it but it was changed... It
was not the one that exists... | wanted to give
it a lick of paint with my paintbrushes, just
like that. [Laughs.] | remember, there was at
the foot of those kinds of bricks, that were red
ochre in colour, not bricks but some sandstone,
there were a few curious residents, they had
hens with extraordinary plumage and not long
feathers, but pretty short feathers... small hens
in shades of black, red, white... There you are,
that was the dream on Montenegro. Anoth-
er time, my dream was different, it was hills,
but instead of being covered in rosemary and
scrawny vegetation, it was covered in forget-
me-nots, and all the hills were like that, blue,
and low-covering. That was beautiful! But | had
that dream when | was very ill, in hospital, |
dreamed that in our dear old Paris. But that
dream was triggered because the day before,
I'd had the visit of a friend, a fellow country-
man, who had told me about Montenegro, be-
cause he was about to go back there...

G.V.: And he had mentioned the landscape
a little...

D.: He had talked about it in his own way, but
| was not listening. At that moment, Réquichot®®
was there, he had come and | was very fond of
my friend Réquichot, and so my Yugoslav friend
had interrupted me a little. With Réquichot, we
had things to share, [the friend] had arrived
unexpectedly, and he told me that... but never-
theless, it triggered that dream. Réquichot, he
used to come and see me every week, he was
the only cousin | had, he used to bring me art

*A French painter and writer, Bernard Réquichot
(1929-1961) is the author of an original and sombre
work. Shortly after his arrival in France, Dado became
friends with him, they were almost like brothers. The two
men met through the intermediary of Daniel Cordier, who
was also Réquichot’s dealer. Dado was very affected by
the suicide of his friend, which took place in December
1961, and he made a painting as a tribute, The Large
Farm. Homage to Bernard Réquichot (1962-1963, ill.
44) which combines motifs from Montenegro and French
Vexin. See also the interview with Blandine Masson, 1994,
in Peindre debout, op. cit., pp. 191-192.

Pa3rosop ¢ Mapcenom bunoom n XXepmeHoMm Bujatom

M. b.: Anu 1o cy bune uurne, 3ap He?

[.: Kameme ce yknana jegHo C ApyruMm u,
yNpKoOC TOMe LITO HEMA Jiernka, OCTaB/ba yTu-
cak conumpHocTn. A oBae, cBe je dbuno nopeha-
HO Kao KyTuje wndurua, Moxxga Mano, BUAMLL,
buno je naraHo, anu nnak, U3Hag MaHacTumpa je
duno Tonnko kyha... O, majko muna! Kyu, Kyu,
Kyu, KyLU... N oTuwao cam Tamo, duso je Heko-
JINKO CTAHOBHMKaA, CTeNeHULWTE je d1s1o Mano
npsbaBo, Tako. YyoaH caH, asin npasun caH!
FoToBo ga cam m3dpojao cee yurnae, dusno je
Tako peanHo... A goney rpagy duno je ntuua...

X. B.: rpe ce To Hanasuno? fa nu je 1o
béuo LipHa Nopa?

O.: A! He gpyro! To je duna LipHa lopa,
npenosHao caM je, aanm TpaHchopMUcaHa...
Huje To brna oHa Koja CTBapHO MOCTOjU... XTeo
caM fda joj - Kyu! - ygapum HEKONIMKO noTesa
yeTkuuoM. [Cmex.] Ceham ce, ncnop Tux He-
KUX LUrnam, koje cy dune okepupseHe, He doje
uurne Hero npe doje newyapa, duno je Heko-
JINKO paflo3HaNMX CTaHOBHMKA TaMo, UMaau cy
KOKOLLKE Ca HeBepoBaTHUM MepjeM, anu He C
Oyrvum nepjem, Beh C 1enum, KpaTKuUM repjem...
MaJie KOKOLLKe, anu LpHe, LpBeHe, dbene doje...
ETo, TO je duo caH o LipHoj Nopu. JegHoM cam
cakbao apyrayuvje, duna cy To dpaa, ymecTo aa
dyny npekpvBeHa py3MapuHOM U OCKYLHOM
BereTtaumjom, dbuna cy npekpmeeHa He3abopas-
KoM, 1 cBa dppaa cy dbmna TakBa, NiaBa, Ha CBe
CTpaHe... To je npeneno! Ann carbao cam TO
kag cam duo jako bonectaH, y donHuum, carbao
caM TO y HaweM gparom Mapunsy. Anu Taj caH
je dBuo ncnposouunpaH, jep Me je npeTxogHor
JaHa rnoceTuno npujaTesb, 3eMjbak, Koju Mu je
npuyao o LipHoj Mopwn jep ce cnpemao fa ce
BpaTu TaMo...

XK. B.: I oH je nomeHyo ripupoay...

[.: NMomeHyo jy je Ha CBOj Ha4uH, anu ra
HMcam cnywao. Taga je Ty duo Pekunwio!®, n oH

*PpaHuyckn cnankap v nucay bepHap Peknwo
(1929-1961) cTBapao je jeamMHCTBEHa U MpaYvHa Aena.
Henyro HakoH ponacka y ®paHuycky, Jano je ¢ hum
CKJIOMMO roToBo 6paTCKo NpujaTesbCTBO. Hbrx ABOjMLA
cy ce yno3sHanu npeko OaHujena Kopauvjea, Koju je
Takohe 610 PekunLwooB Tproeay ymeTHHaMa. dago je
6rno Beoma norokheH camoybucTBoM CBOI MnpujaTesba,
Koje ce goroaunoy aeuembpy 1961. roonHe, n HacIMKao
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material and all that, biscuits... Poor old friend!
Ah! | was hungry in those days! You know, I
was completely washed-out. They had given
me an enema and | had nothing left to eat...
They didn’t want to give me anything [to eat].
| was under observation, | don’t really recall,
and when they told me that | could eat... It’s
incredible what one can gobble up, you know,
the large intestine was empty, after that you
eat newspapers, anything, to fill it, it's scary!
Réquichot was bringing me plain biscuits, or-
anges; | gobbled them up like a dog!

G.V.: Did you like food then?

D.: Oh, it's a pain really... That's my reac-
tionary side.

G.V.: What about cakes, cream? [Laughs.]

D.: And everything that’s pig... horrible,
sheer horror, | loathe that.

M.B.: That’s your Muslim side, right?

D.: | was never able to think, when | eat
pork, that | am not eating my neighbour’s thigh.
| still have a human side with a big H. Chickens,
hens, all that... rabbit!

M.B.: Listen, veal is the same thing...

D.: How horrible!

M.B.: Listen, last week...

D.: You didn’t see the face | pulled? Right...
M.B.: You said yesterday how good it was...

D.: Listen, | didn't want to upset Hessie?®,
| am a hypocrite like everyone else. | ate be-
cause | had to work that afternoon. Telling Hes-
sie... Firstly, the butcher, he delivers to our
house and often he screws us, he brings us liver
instead of steak, so after the organ transplant |
asked him and he said: “Impossible to sell offal
nowadays, finished!”

G.V.: But why?

*Dado’s spouse, Hessie (1933-2017) was also an
artist. Dado and Hessie met in 1962 in New York, where
Dado had exhibited at Galerie Cordier-Warren, in March.
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je Takohe gowao, a ja cam dbmo BpsIO BE3aH 3a
CBOr NpujaTesba Peknwoa y Ty Bpeme, Na Mu je
MOj jyroC/IOBEHCKM NpujaTesb MaJio cMeTao. Pe-
KWULLIO 1 ja CMO MMaiu MHOIo TeMa 3a pa3roBop,
a OH [MpunjaTesb] ce NojaBMo 1 NOYEO TO Aa MU
rnpuya... a unak, To je NCNPOBOLMpPasIO Taj CaH.
Pekuwo Me je nocekunBao cBake Hepesbe, d1Mo
je jeavHW pohak Kor caM MMao, OHOCUO MU je
Ja upTam n cee TO, KoJlaye... JagaH matopwu!
Ax! Kako cam camo duo rnagaH y To Bpeme!
3Haw, d1o caM NoTNyHO Ucuprn/beH. Janu cy
MW KJINCTUP 1 BULLE HACaAM MMao HMUWTa Ja je-
aeM... Hucy xTenu ga mu gajy [xpany]. bno cam
Ha nocMmaTpamy, He cekhaM ce BuULIE, @ OHAa CY
MW peKkan ga Mory na jepem... HesepoBaTHO
je KOIMKO MOXKeLl Aa NpoXXAepeLl, 3Hall, Kajg
je nedeno upeBo ncnpakkeHo, Nocne jeneLl
HOBWHe, Do wTa, camMo Aa NonyHuu, TO je
3acTpawyjyhe! Pekmwo Mu je 4oHOCMO CyBe
KoJslaye, MoMopaHLie; NPoOXXANpPao cam To Kao
nac!

XK. B.: Anv Boauw v Kaorny?

O.: OX, NpuanyHo mMe cmapa... To je Moj
peakunoHapHW Aeo.

X. B.: A konayu, kpemosu? [Cmex]

O.: Nakne, cBe WITO je CBUHETUHA... YKac,
O4BPaTHO, TO HE NOAHOCUM.

M. Bb.: To je TBOja MyC/IMMaHCKa CTpaHa,
3ap He?

[O.: Hnkapa HMCaM Morao fa jefem CBukbe-
TUHY a Oa He MOMUC/IUM Aa jeeM KOMLUNjUHY
dyTuHy. YBek nmam Taj ;byacku ocekaj, ca se-
NMKuM Jb. Kokowka, nuaeTmnHa, cee To... 3eL!

M. b.: Cnywaj, TenetmHa, To je ucta cTaap...
[.: KakaB y»xac!
M. b.: Cnyluaj, rnpoLuae Hegeswe...

O.: 3ap HUCKM BMOeo KakBy caMm hauy Ha-
npasuno? fakne...

M. B.: Pekao cn ga je jydye busio Beoma
YKYCHO...

je nnaTHo y HeroBy YacT, Beswmka ¢papma. Omax bepHapy
Pekuniuoy (1962-1963, un. 44), roe KombuHyje moTuee
n3 LpHe Fope n hpaHuyckor BekceHa. Buoetun Takohe
MHTepBjy ca bnaHanH MacoH, infra, Ha cTp. 191-192.



Conversation with Marcel Billot and Germain Viatte

D.: Ah, you know, there’s Blaiberg!’ on tel-
evision, eating a slice of heart... That’s not on
[general laughter], you see, but that’s how it is.
Nobody thought about it except me, because
I am a monster... So | asked the question to
the butcher boy, who was charming, | asked
him: “Tell me, you manage to sell your organs,
I mean the organs, all the offal and the rest?”
“No,” he said, “kidneys, liver, spleen, all that is
zero now!” It’s a curious phenomenon... | could
see it coming, that phenomenon.

M.B.: How’s that? Because of the trans-
plants?

D.: You see, that yarn that was spun about
the heart, all those transplants... The guy, he
kills himself on his moped and immediately,
they remove his heart. All that is frightening,
it's a show, you know...

M.B.: That, | must say, Blaiberg helping
himself to a slice of heart...

D.: I hit the roof, you understand, because
it's crazy the way we talk about horror, horror
has taken on an extraordinary presence.

G.V.: Yes, but cold, still, no?

D.: Ah! Certainly not, with for example the
surgical performances, not cold at all, on the
opposite!

G.V.: Yes, people on the opposite, are pas-
sionate... That kind of curiosity...

D.: No more no less, they are gawkers look-
ing at an accident on the road!

M.B.: Yes, but you see, it’s funny all the
same, there are lots of people...

D.: Anyway, | think that horror story is a
very old story, everybody knows it, but we
have found nothing, apart from mysticism,
that could take its place, that could blow it
up... It was Céline'® who said: “For sixty years,

Philip Blaiberg (1909-1969), a South-African, was
the third man to have a heart transplant.

|t is not surprising that Dado quotes Céline here.
The medical metaphor that runs through Journey to the
End of the Night undoubtedly made him think about his
work. Dado often said how, shortly after he arrived in

Pa3rosop ¢ Mapcenom bunoom n XXepmeHoMm Bujatom

O.: Hucam xeneo ga HepBupam Xeculs,
3Haw. JInuemepaH caM Kao 1 CBW Opyru. Jeo
CaM 3aTOo WTO CaM MOpao Aa paAuM NornogHe.
Pekn Xecu... MNpBo, Taj Mecap je mecap Koju
pocTassba Kykhu 1 4yecTo Hac cjebe, poHece
HaM yMecTo dudteka yurepuuy. akne, og
Kaja cy noyesie TpaHcnJaHTauuje opraHa,
MocTaBMoO CaM My NMUTaHE, a OH MU je peKao:
~HeMoryke je npogaTtn nsHytpuue, rotoso!“

XK. B.: 3awuto?

O.: Ax, cnywaj, Ty je bnajbdepr,'” koju je
Ha Tenesusujn n jeae napye cpua... Hnje OK
[onwTn cmex], BuanLW, anm Tako To nuge. Huko
0 TOMe Huje pasMuLL/bao, OCUM MeHe, NoLTO
CaM ja 4yy[ooBULLITE... Na CaM NMOCTaBUO NUTamwe
Mecapy, Koju je druo wapmaHTaH. Mntao cam ra:
,Peunte Mn, ycnesaTte v Aa npopaTe CBoje
opraHe, MUCAUM, N3HYTpULIE N Tako To?“ ,He",
Kasao je, ,,0ybpesu, purepuua, cnesmHa, Hu-
wTa o Tora!” 3aHMM/bMB (heHOMeH... Buageo
caMm [la nonasu Taj heHoMeH.

M. b.: Kako To mucanwi? 36or TpaHcniaH-
Tayuja?

[.: PasyMeLu, Ta npuya Kojy Cy ucnpuyanm
0 Cpuy, CBe Te TpaHcnnaHTaumje... HoBek no-
rMHEe Ha MOTOUMKIY, 0AMax My U3Bage cpLe.
Cse TO je 3acTpawyjyhke, To je cnekTak/, 3a-
MUCAWN...

M. b6: Mopam peku, bnajbepr koju jege
napye cpua...

O.: Ty caM cKouuno, pasyMmell, jep je He-
BEpPOBaTHO KaKo Ce Mpu4a 0 yxXKacy, yxac je
NOCTao HELITO U3BaHPELHO NPUCYTHO.

X. B.: lla, ann yBek xsanaH, 3ap He?

*[lafoBa cynpyra Xecu Takohe je ymeTHUUa. JeaHOo
o4 HEeHNX Aena, Koje je oeo foHaunja Kopauje, buno je
M3/10)KEHO Y MoCTaBUM Konekuunja y LeHTpy MNMomnnay
nocsekeHoj ymMeTHULaMa, No4 Ha3neoM elles@centrepom-
pidou 2009. rogunHe. Jleny peTpoCrneKTUBY HeHOr paja
opraHu3oBana je ranepuja ApHo Jlechebsp y Mapusy, y
okTOobpy 2015. roaunHe, y3 Kojy je objaBsbeHa n obuMHa
MoHorpaduja. Jano n Xecu cy ce ynosHanu 1962.
roguHe y tbyjopky, rge je lago vsnarao y ranepwujn
Kopawnje-BapeH, y mapTy.

Pey je o dununy bnajbepry (1909-1969),
Jy>KHoahpukaHuy, Koju je 6uo Tpekhn 4YoBeKk KojeM je
TpaHCNNaHTUPaHO cpLe.
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we’ve had time to think.” There’s a rupture that
takes place, appalling, but we don’t see it...
Everything is stretched towards the covered
side that one doesn’t see. Do you realise what
death is, and all the stuff in store for us? It is
dreadful, it's really shitty. It's even overtaken
by stupidity, by horror... Because fabricating
horror deliberately is much more serious than...
Beasts die, there’s lightning killing cows, that’s
the spectacle of death, which is familiar to me
because the slaughterhouse is just next door?°.
| don't feel...

G.V.: And you go there?
D.: Quite often...
M.B.: That’s where he goes to get his bones...

D.: That's right. | know the people at the
slaughterhouse very well. Unfortunately, they
drink. They are people in full alcoholic euphoria,
and they don’t bring me much, but they are
courageous. That said, when you see those
guys, you think of wars and things like that, and
even violence on a smaller scale... There is a
heron that walks on the pond... The neighbour
kills it. | pick up the heron. It's so stupid to kill
a heron, dammit.

G.V.: And why does he kill it?

D.: Supposedly it eats the trout. You're
kidding! In a pond, ask Jean Rostand, he will
say... Well, in any book of natural sciences, in
a pond, you have an extraordinary fauna that
feeds all those birdies. The heron jumping on
a trout, really? It's super speedy, a trout, you
cannot catch it, that would be a surprise.

France, he had met a man shabbily dressed, looking like
a homeless person, with an incredible presence, not far
from La Coupole, in the Montparnasse neighbourhood.
The next day, in France Observateur, he had seen the
photo of that man, who was none other than Louis-Fer-
dinand Céline (see the interview with Kristell Loquet,
2004, in Peindre debout, op. cit., pp. 193-196).

“La Bellée, a hamlet located a few kilometres from
Hérouval, not far from Vaudancourt, where Dado went
regularly with his friend Réquichot. According to Dado,
Gérard Patris, who directed the studio of lithograph
where Dado started to work shortly after he arrived
in Paris, had made a film on Dado in La Bellée, which
unfortunately we were never able to trace.
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O.: Ax! Hukako, Ha npumep C TUM XUpyp-
WKKM nepdopMaHcama, yonwTe Huje XiagHo,
HanpoTwuB!

X. B.: [a, yan cy wtaBuiie ocTpalke-
HU... Ta pago3HasocCT...

O.: Hu BuLwwe H1 Mame, TO Cy pafo3Haauun
Koju rnepajy caodbpahajHy Hecpehy!

M. b.: la, anu BuaunLl, urak je 1o 3aHu-
M/bVWBO, M@ MHOIO JbYAMN...

O.: Mucnum pa je, y CBakOM CJlyyajy, Ta
rnpu4a o0 y>acy BeoMa cTapa npuda, cBu TO
3Hajy, CaMO LUITO HAUCMO HaLUAW HULITA, OCUM
MO>XXOa MUCTKKeE, LWITO dum je MOrno 3amMmeHu-
TN, WTOo dm je morno pa3dutu... Cenun?é je
pekao: ,3a wesgeceT rognHa MMamo A0BOJb-
HO BpeMeHa 3a pasMulbame.” [ewasBa ce
HeKa ekcnJjiosuja, pasyMeLl, y>KacHa, anu je
He BugunMmo... CBe je yCMepeHOo Ka OHOM CKpu-
BEHOM Aefly Koju He Buammo. Moxew nn ga
3aMUC/IMLL WTa Cy CMPT 1 CBe Te CTBapwu Koje
Hac 4yekajy? To je y>xacHoO, 3aucTa cpame. Hak
je » yoBOCTpYyYeHOo raynowhy, y>Kacom... Jep
CBECHO CTBapaTu y>Xac MHOro je o03dusbHuje
Hero... KnusoTumwe ymupy, Mmyra yduja kpase,
TO je CcneKTak/l CMPTU, KOjU MU je Hajno3HaTuju
jep ce knaHuua Hanasu ogmax nopen!. He
oceham ce...

X. B.: W ngew Tamo?
L.: MpnnnyHo yecTo...

M. B.: Tamo nae rio cBoje KocTu...

Huje HMMano n3HeHahyjyke wto Jano osae umtmnpa
CenuHa. MegunumHcka MeTadopa Koja ce nposiayun
KpO3 LLesIoKYnHO aeno [lyToBake Ha Kpaj HOhv CUTYpPHO
ra je npmvByksna 360r Bese ca HeroBMM COMCTBEHUM
pagom. [lafo je 4ecTo Npu4ao Aa je, HeKo BpeMe HaKoH
ponackay ®paHLyCKy, HauLwao Ha jegHor 3anyLTeHor
NnKa, Hannk 6eckyhHUKY, C HEBEpPOBaTHUM CTaBOM,
Hepaneko og Kynone y 4yeTBpTu MoHnapHac. CyTpadaH
jey ®paHc obcepBaTep Bnaeo poTorpadujy Tor HoBeka,
Koju Huje 6o HuKo apyru po Jlyj ®epavnHang Cenuvu
(B. uHTepBjy ca Kpucten Jloke, 2004, Cankatu cTojehu/
Peindre debout, cTp. 193-196).

*Jla bene, MecTo Koje ce Hasla3n HEKOJIMKO
kunomeTapa on EpyBana, Hepaneko on BopaHkypa,
rae je lapo penoBHO 041a3M0 Ca CBOjUM MpujaTesbeM
Pekuwoom. MNpema Oapnosum pednma, XKepap MNaTpwu,
Koju je Boano nutorpadckm aTesbe y KojeM je ano
no4yeo fa paaun ybp3o HakKoH fonacka y ®PpaHLyCKy,
CHUMKO je hmunm o Hapy y Jla Beney, ann HaxkxanocTt
HMKaZa HUCMO ycnenu aa npoHakemo weros Tpar.



Conversation with Marcel Billot and Germain Viatte

M.D.: But you talk about death then, and
you say: “Do you realise what is in store for
us?” You seem to find that...

D: Oh, it crushes my spirits a lot! And | find
it exhausting. Yes, it's something, it's perhaps
the only thing that... that prevails...

M.D.: But on what level?

D.: On the physical level, naturally. | am a
painter, | live in the world of forms, so it’s on
that plane that death appears as some kind of
volcanic eruption, of horror...

M.B.: Yes, horror, but in so far as, as a paint-
er, you live in a world of forms, death could on
the contrary seduce you...

D.: Ah no! Absolutely not!

M.B.: But you see what | mean, with the
forms it can generate, the decomposition. There's
something alive about death...

G.V.: That’s where it connects with the
horror, if death was an interruption...

D.: Precisely, for example | am convinced
that some form of consciousness exists in a
guy who's just died, including in his skeletal
state. | can perfectly imagine that when | am
dead, I'll see my own decomposition. You see,
it’'s a mystical form of damnation. But dam-
nation is life, to be alive is a form of terrible
damnation, the most extraordinary. That's the
problem, the crux of everything, in my opinion,
to believe that it is not damnation, you know,
of two things, one... For me it is one.

M.B.: What, of what, of living, of existing?

D.: Obviously, with all the spectacles that
are in store afterwards! Personally it perturbs
me a lot, and then in nature, | see much more
death than life. In various forms...

G.V.: Even in nature like this one?
D.: Yes, of course, especially.

M.B.: But it’s very strange the way you talk
about nature, and you perceive the things of
nature...

D.: Ultimately, I think that nature fasci-
nates me because it is given to us to see in

Pa3rosop ¢ Mapcenom bunoom n XepmeHom Bujatom

O.: MNa poa. Beoma nodpo no3sHajeM /wbyae y
KnaoHUuUn. Ha>kanocT, oHW Nujy. To Ccy jbyamn 'y
MyHOM @JIKOXOJIHOM 3aHOCY M He MpyXkajy Mu
MHOro, ann cy nodpu. inak, Kaja snauwl Te
JIMKoBe, MOMUC/INLL Ha paTOBE U C/INYHE CTBa-
pwn, Na Y4ak N Ha HacuJbe y HajMarbeM 0dSInKY...
Heka 4ansba Koja weTa no pudraky... KoMmiunja
je ydounje. Ja nokynum vansey. CTBapHO je Tako
cynyno youtmn yansmy, jedura.

XK. B.: A 3awTo je ybuja?

[.: HaBooHO 3aTO WTO jeae NacTpMKe,
Ma gaj! Y cesakoj bapu, nutaj XKaHa PocTaHa,
OH On pekao... Y duno Kojoj Kwbunsum ns duono-
rvje, y dapu nmaw HeBepoBaTaH €KO-CUCTEM
KOju XpaHu cBe Te NTuue. Yansba ke ckounTun
Ha NacTpMKy, Ma aaj! NacTpMKa je cTpalwHo
bp3a, Tewko fa dum je yxsaTtuna, MHoro dm me
TO 4yAwuso.

M. b.: Anv ripyyall 0 CMpTU u KaxxeLl: ,,CxBa-
Tall Jin LITa Hac Yeka?"“ Visarnepa aga 1o AOXU-
BJ/baBall...

O.: Ax, To me MHoro noraha! 1 cmaTpam
TO BeoMa TewkuM. [la, To je MoXXAa jeamnHa
CTBap Koja... Koja AOMUHMPA...

M. B.: Ann 'y koM cMucsay?

[O.: Ax! MNa HapaBHO Yy (PU3NYKOM CMUCITY. Ja
caM C/IMKap, XUBUM Yy CBeTY hopMn 1 yrpaBo
Yy TOM KOHTEKCTY CMPT [,0J1a31 Kao HeKa BpCTa
BYJIKaHCKe eKkcnnosuje, yxaca...

M. b.: lla, y>xaca, aiu ¢ 063upoM Ha To Aa
Kao C/mKap XXUBULL y CBETY ¢hopmu, cMpPT bu
Morsa, HaripoTus, fia Te rNpuByYe...

O.: Ax, He! Hnkako!

M. B.: Ay pa3yMmeLl LTa XOky a KaXKeM,
360r (hopme Kojy MOXKe Aa CTBOpU pacriagame.
CMPT UMa HeLITO XUBO y cebu...

XK. B.: Ty ce cnaja ca yxacom, ako bu cMpT
buna npekng...

[O.: Ta4yHo, Ha NpuMep, yBepeH caM fa MoXxe
MOCTOjaTn HeKa BPCTa CBeCTU Koa ocode Koja
je ynpaBo yMpna, cBe A0 MOTMYHOr ckeneT-
Hor cTara. CaBpLIeHO MOry Aia 3aMUC/IMM Aa,
KaZa yMpeM, BUAUM COMCTBEHO pacnajakse.
Pasymell, TO je MUCTUYHa hopMa NPOKeT-
CTBa. AN NMPOKJIETCTBO j& XXMUBOT, dTn xKuns
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our lifetime. We experience our own death |
think each time we see something beautiful in
nature. There is that extraordinary dimension
there.

G.V.: Because we experience a sensation
of eternity in front of nature?

D.: Exactly! We are shit, really. It's some-
thing I'm going [to paint?] one day... Perhaps
that’s this kind of bitterness one has when
seeing, for example, the view of Lake Scutari.
For me, it is a door open beyond, yes... It was
so closed.

G.V.: Which was closed by the three hors-
es?

D.: Well, yes, for example, and it was closed
in a rather terrifying way because the scene |
saw with my friend Cugo [on Lake Skadar]... He
was killed in a hunting accident, that friend - |
heard about it when | was already in France.
Twenty years ago, he was killed by his broth-
er while hunting on Lake Scutari in a rowing
boat. He no longer had a head, gone! The gun
just went off... People say that he murdered
his brother. Can you imagine, my mate, well
his brother, who brings back the boat with his
brother who no longer has a head... He must
have been left with his jaw or something like
that, because with a hunting rifle, at close-
range, there’s no longer any head! | heard
about it in Courcelles?® when | had just arrived,
my father wrote to me to tell me that my friend
Cugo was dead. Well, it was with him that | was
going on those escapades. It’s strange that he
had landed there, it was not a similar scene,
because he was shooting ducks in the winter,
or something like that. His death really upset
me. You see, perhaps it’s today. You see, | have
never really thought about that view, | have
never made a comparison, but now, talking
about it...

M.B.: You are talking about nature which
gives you a kind of feeling of eternity?

2Courcelles-les-Gisors (Eure), where Dado took
over, at the end of the 1950s, an old derelict cinema
with the help of Daniel Cordier, his dealer, before he
settled in Hérouval in 1960.

227

“It's swarming...” | ,To BpBU...”

je HajcTpallHuja, HajHeBepoBaTHMja hopma
npokneTcTea. To je, MncanuMm, npodnem, cpx
CcBera, fa BepyjeMo Aa TO Huje NPOKIETCTBO,
3HaTe, ABe CTBapu... 3a MeHe, jedHa 04 HUX
TO jecTe.

M. b.: WTa, wra je, xusetu, nocrojatn?

[.: HapaBHO, Ca CBMM CNeKTak/MMa Kojun
nona3e KacHuje! MeHe NMYHO TO MHOIO My4Mu,
My Npupoav BUAMM MHOIO BULLE CMPT Hero
XKNBOT. Y pasHuM odbnuumma...

XK. B.: Yak n y npupoau Kao WTo je oBa?
O.: Ax, [a, HapaBHO, HAPO4nUTO TYy.

M. b.: Ay unak, BpJio je 4y 4HO Kako roBo-
PUILL O NPUPOAN N KaKO LOXNB/baBalll CTBapu
U3 npupose...

O.: Mnucnum fa me npupona Ha Kpajy Kpa-
jeBa hacumHMpa jep HaM je TOKOM Haluer Xu-
BOTa AaTo Aa je suanmo. CBaku nyT, MUCIUM,
Kaja BUAMMO HewTo seno y npupoaun, oce-
TUMO COMNCTBEHY CMpPT. To je Ta n3BaHpenHa
OVMeH3uja.

XK. B.: 3aTo wTo npen rnpupoaomM mMMamo
ocekaj BEYHOCTU?

O.: TayHo! M cmo cpame. To je HeWTo
wTo hy jegHor gaHa [HachukaTu?]... Moxnaa
je To Ta BpCTa rop4yunHe Kojy ocehamo, Ha npu-
Mep, Kada rnegamo naHopamy Ckagapckor
jesepa. 3a MeHe, TO je 3aUCTa OTBOpEHa Ka-
NMuja Ka OHOCTpaHOM, 3ap He. buno je Tako
3aTBOpPEHO...

X. B.: Koja je buna 3aTBopeHa 360r Tpu
Koma?

O.: Ma ga, Ha npumep, n dbmuna je 3aTBOpPEHa
Ha NPUINYHO 3acTpallyjykn Ha4vuH, jep npmusop
KOju caM BMUAEO Ca CBOjUM NpujaTtesbem Llyrom
[Ha CkapapckoM je3epyl... Taj npnjaTtesn je you-
jeH y noBy - ca3Hao caM To Kafa cam Beh duo y
dpaHuyckoj. Npe aBageceT rognHa yduora je
OpaT y nosy Ha CKagapCKoM jesepy, Yy 4amuy.
Buwe Hnje nmao rnasy, dbym! NpeTnocTas/bam
0a je nylwkKa cny4vajHo onanaunna... Jbyam Kaxy
ba je dbpat ydbuo ceor dbpaTa. Moxew nn ga 3a-
MUCSINLW, MOj NpujaTesb, 3anpaBo Heros dpar,
Koju Bpaka 4Yamal Cc dpaToM Koju BMLIE HEMA
rna.y... BepoBaTHO My je ocTana camo BUAULa
VSN TaKo HEeLWTo, jep cayMapuua 13 damsuHe,



Conversation with Marcel Billot and Germain Viatte

D.: Yes, anyway... You know, let’s stop. |
want to point it straightaway, the stories, na-
ture, death and all that, it seems too huge...

G.V.: What do you mean by “too huge”?

D.: Too frightening, it doesn’t have any
computable dimension, and, because of that,
it's a...

G.V.: For example, you observe a pond,
is it one of the most living things that exists,
a pond?

M.B.: Yes, with a microscope...

G.V.: Yes, that’s right, last time you showed
us that...

D.: Yes... butin the end, even in the pond,
the ultraviolet kills all the micro-organisms,
and one has to look in the sludge, hidden in the
shadow where there’s no movement of water...

M.B.: You talk about nature... | always felt
the way you apprehend everything that hap-
pens in nature, and there is a very strange
thing that delights me because | think it is an
extraordinary encounter, it’'s the same with
Hessie...

D.: Yes, because there’s no need to demon-
strate it any more, Hessie used to live in big
cities before, you see? The presence of death
in the countryside is much more violent, cer-
tainly, than in the city.

G.V.: In the city, it is made to disappear...

D.: In the city there are the dustmen, that
artificial side, that side that starts again every
morning at dawn, it functions, that’s it. But in
the countryside, no. Mud catches your legs, it’'s
just not the same... This winter for example, |
was almost buried alive, a real shit! | was walk-
ing, and I had mud up to here... That’s it, it was
already starting. [Laughs.] There was really a
kind of slimy mouth, there, taking hold of you...

M.B.: But is it a sensation against which
you feel you can react, or is it too pervasive?

D.: It all depends on the state of mind and
the life that are inflicted on you at that moment.
For example, the spring and stuff like that, it's
quite scary, that extraordinary energy...

Pa3rosop ¢ Mapcenom bunoom n XXepmeHoMm Bujatom

rnasa jefgHocTaBHO HecTaHe! Ca3Hao caM To y
Kypceny?°, Kag caM TeK CTUrao Tamo, oTaL, Mu
je Hanucao fa je Moj npnjaTtess Llyro mpTas. E
na, C kUM CaM NLWAo Ha Te usnete. YyaHo je
0a je 3aBPLUNO TaMoO, jep TO HMje drno camnyaH
npu3op, NMOLWTO je JIOBNO NaTKe 3UMU NN He-
WTO CAnYHO. HberoBa CMpT Me je noTpecna.
3Halw, MoXX4a AaHac... 3Hall, HMKaaa Hucam
pasMuLL/bao O TOM MPU30pPYy, HUKada HMCaM
noBe3nBao Te CTBapw, aJin caga, 40K BaM OBO
npuyam...

M. b.: F'oBopuL O NpupoAu Koja Tu Aaje
HEKY BPCTYy ocekaja BEYHOCTU?

.. la, y cBakOM Cryyajy... 3Hal, Xajae ga
NpeKnHeMo. Xennmm ogmMax ga HaroMeHeM, Te
npuye o NpUpoan, CMpTU 1 CBEMY TOMe, enyjy
MW NpeBuLle OrPOMHO Kao TEME...

XK. B.: LTa xenvw aa Kkaxxewl tTume ,ripe-
BuLLE OrpOMHO“?

O.: To je 3acTpawyjyhe, y cTBapu, To HEMa
MepsbMBe AuMeH3unje n 3dor Tora je To...

X. B.: Ha npumep, kaga nocmartpaLl pnbd-
HaK, TO je jeaHa 04 HajXMNBJ/bUX CTBapU Koje
nocroje, pudbrbak?

M. b6.: [la, no4 MUKPOCKOIOM...

XK. B.: AX, Ta4yHo, npoLusivi nyT Cu Ham r1o-
Kas3ao...

O.: Oa... anu Ha Kpajy KpajeBa, 4ak ny
bapwu, yntpasmydnyactu 3paum ydunjajy cee mu-
KpoOpraHn3Me n Mopall Aa TPaXkuLl y MyJby,
CKPVBEHO Y CEHLN raAe HEMa HUKaKBOT Mokpe-
Ta BOZe...

M. b.: l'osBopuL o nipupoaun... YBek cam
ocekhao HaYnH Ha Koju 3arnpaBo 4OXKUB/baBalll
CBE LUTO Ce AeLasa y npupoamn v rioCtoju jeaHa
BpJ10 YyLAHa CTBap Koja Me o4yapasna, jep cMa-
TpaM Aa je To n3BaHpenaH CyCpeT, a To je ga
je kog Xecu ucTto...

O.: Oa, jep To BuLWe HWMje NnoTpedHo no-
Ka3neaTun, Xecu je paHunje Xxuesena y BeIMKnM
rpagosuma, pasymew? MNpuUCcycTBo CMPTU Ha

*Kypcen-ne->Xucop (er.), roe je Hano kpajem
nepeceTnx npeyseo HanywTeHn 6msm Brockon y3
nomoh ceor Tprosua [laHnjena Kopawjea, npe Hero wto
ce 1961. roguHe HacTaHwo y EpyBsany.
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[2nd tape]

[Opyra Tpakal

M.B.: All in all, you are made for earthly
paradise, no?

D.: Oh yes, certainly, for sure!
G.V.: What about old painting?

D.: | was already asked that question, in
fact... It has been recorded. There you go!
They told me: “What do you think of culture?”
It was in 1968, of course, it was complete cha-
os. It was the question they asked everyone.
And suddenly... Today, if | was looking at that
painting again, I'm not sure | would like it...
At that time, when | saw it, it was the Virgin
of Fouquet, in Antwerp. Oh, it was a beautiful
painting?!! To say that culture is rubbish... no,
that’s not okay!

G.V.: The red angels?

D.: | was thinking of the racial problems
that concern us personally, it is curious that
Fouquet painted black and white angels. The
blue angels are the black babies, the red an-
gels the white babies. But it's obvious... It’s
incredible...

G.V.: What is very surprising are those heads
carried by wings, the absence of bodies.

D.: There was certainly a precise mystic
idea underneath, the absence of torso, cer-
tainly. It's another quotation of Céline: “the
nuisance of the human torso”. Well, | had the
privilege of contemplating a torso. Headless,
just a hand remained, the arm with the hand,
but then he was undressed, because he was a
wretch of a man who had thrown himself under
the train, in front of the Fine Arts school, 80
metres away... But you couldn’t see him. But
as we knew the area, with a friend we went that
way, there were cops, the train had stopped.
And then what did we see? Fuck, it was scary...

M.B.: The guy had been beheaded?

*'This passage (which ends with “the absence of
bodies”) was directly transcribed from the catalogue of
the retrospective at CNAC. It doesn’t figure on the tape
kept at Bibliotheque Kandinsky.
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ceJly CBaKako je MHOI0o HacuJIHWje Hero y rpa-
ay.

XK. B.: Y rpagy je cMpT rpUKpUBEHa...

O.: Y rpagy noctoje hybpeTapu, Taj Be-
LWTA4YKM aCneKT, CBE TO WITO Ce NMOHaBJba CBa-
KOr jyTpa y 30py, WITO Ce KOTp/ba, LWTa roj.
Anu Ha ceny, He. bnaTto Te odyxBaTa OKO HOry,
Huje To ucTto... OBe 31MMe, Ha NpuMep, CKOPO
CcaM ce XUB caxpaHuo! Xonao cam 1 dnaTto mun
je dbuno po ospe... EBo, Beh je noyeno. [Cmex.]
3ancTa NocToju HeKa BpPCTa JIen/bMBe Yesby-
CTW, TaMo, Koja BacC xBaTa...

M. b.: Ann ga v je To ocehaj NpPoTUB KOIr
MUCIULW fa MOXKeLl fAa ce bopull nau je rpe-
BuLIE HaaAMOkaH?

L.: CBe To 3aBucCKM of pacrnosioxera u
XKNBOTA KOjUM cu onTepeheH y TOM TPEeHYTKY.
Ha npumep, nponeke n cee 10, TO je cBE Npu-
JNINYHO 3acTpawyjyke, Ta HeEBepoBaTHa cuna...

M. b.: Ha kpajy KpajeBa, T Cu CTBOPEH 3a
3emMasbCKu paj?

O.: O pa, curypHo, aenHUTNBHO!
X. B.: A WwTa je ca cTapuM CNKapCTBOM?

O.: Dakne, Bek cy My nocTaBuIn TO NUTa-
He... To je duno 3adbenexeHo. Knuk! Mutanu
cy me: ,KynTypa, WwTa Mucamw o oj?" buno
je To0 1968, HapaBHO, db1o je NoTNyHM xaoc. To
je buno nNnuTame Koje cy nocTass/bajin CBUMa. U
oAjenHoM... laHac, kafa dbrx NOHOBO BMAEO TY
C/IMKY, HUCam curypaH ga du mu ce gonana...
Tapa, Kaga cam je Buaeo, duna je To dykeosa
Boropoguua y AHTBepneHy. Ax, To je duna
nena cnukal!?! Pekn ga je kyntypa cmeke...
He, TO HMje HopMarsiHo!

X. B.: UpBeHun aHbenun?

O.: Mucnmo cam Ha pacHe npodneme Koju
Hac IMYHO [OTUNYY. 3aHNUMJBUBO je fa je Pyke
Hacnmkao upHe n dene anhene. NMNnasu aHhenn

*0OBaj Aeo (koju ce 3aBpLUaBa ca ,.6e3 Tena”) AMpeKTHo
je NpeHeceH U3 KaTasiora peTpocnekTuse HaumoHanHor
LieHTpa 3a CaBPeMeHy YMETHOCT 1 He MojaBsbyje ce Ha TpaLumn
cayyBaHoj y bubnnoTteumn KaHanHCKW.



Conversation with Marcel Billot and Germain Viatte

D.: Yes, beheaded! The head was 60 me-
tres away, without the jaw, and combed, it
looked like the person who had loved him, that
guy - it was a hapless homosexual who had
committed suicide, because they were perse-
cuted at that time - that someone had come to
comb his hair?2. His hair was perfectly combed,
and the mask without a jaw. He was somehow
reduced to a kind of purity. There was no jaw,
which is the symbol of food, of destruction,
and there were eyes, so there was smell, sight,
and then brain. And he was deprived of that...
It was very strange that division, like that, at
random; but | shuddered when | saw his hand.
The hand is another formidable detail. The
hand that kills, the hand that [stretches], that
loves... But effectively, it’s the hand that is
there, formidable, it is not so much the head,
it's the hand. It is very strange to see a head-
less body, and shudder at the sight of a hand.

G.V.: What about the torso then?

D.: The torso was total butchery, the trunks
[of animals], you can see them in the big butch-
er shops. Of course, when we look at it a little
closer, we realise it is a man, a pair of buttocks,
you have the thighs cut off by the train, and
then you have the fat - it was a fat guy, he
was big, that poor man - and then the bone all
that, you imagine? And then there was a kind
of explosion around the anus, like that, blood,
internal bleeding probably. You could see the
blood that had come out of the anus, it was

*This passage sheds light on a recurrent motif
in the works of the years 1954-1955, that of the am-
putated torso. In The Cyclist (1955, Centre Pompidou,
Musée national d’art moderne, see ill. 3), we can see
the torso of a woman without arms or legs, with a pro-
truding pubis, very similar to the female character lying
down in The Crucifixion (1955, ill. 34) (whole, this time),
masterpiece of the Belgrade period that had particularly
captivated Gilles Deleuze (see dado.virtual.anti.muse-
um/gilles-deleuze-letter-to-dado). At the end of 1990,
Dado confessed to Philippe Piguet, who asked him what
memory of the war had the biggest influence on him:
“That of the black and white photographs exhibited in
1945 in the window display of the bookshops of the
town where we lived. On one you could see a naked
woman, very beautiful, whose torso was pierced with
holes. It was the first time that sex came to my mind”
(“Dado, La peinture, ces deuils successifs” [interview],
Cimaise, n° 251, January-February 1998).

Pa3rosop ¢ Mapcenom bunoom n XXepmeHoMm Bujatom

Cy upHe dbebe, a upseHun anhenn cy dene dedbe.
Ann To je oymrnegHo... HesepoBaTHoO je...

XK. B.: OHO LITO je 3anucTa 3anamyjyke jecy
Te rsaBe Koje Hoce caMo Kpunaa, bes Tena.

[.: CurypHo je nocTojana Heka cneunguny-
Ha MUCTUYHa npaeja y Bes3n C TUM, 0ACYCTBO
Tpyna, cBakako. To je jow jeaaH umtaTt CennHa,
,MMOKBAPEHOCT JbyAcKor Tpyna“. lNa, umao cam
npusuneruvjy ga rnocMaTtpam jefaH Tpyn. bes
rnase, oCTaJsia My je CamMo pyKa, pyKa C LLIaKoM,
anm je drno cByYeH, jep je To dBro HecpehHMK
Koju ce daumo nopj BO3, ucnpen YMeTHUYKe
wkosie Ha 80 meTapa... Ann Huje ce BUAeEO.
MehyTuM, MOWTO CMO MU NO3HaBaN Taj KPaj,
OTULLAM CMO TaMO jedaH NpujaTtess n ja, duno
je nonnuajaua, Bo3 je dmo 3aycTassbeH. M wiTa
cmo Bugenu? Ax, jedote, duno je cTtpawHo...

M. b.: Jluk je duo obe3srnaB/beH?

O.: Ax, obesrnaesbeH! NaBa je duna 60
MeTapa Jasbe, be3 Buanuue, 1 novelsbaHa, Kao
ha jy je oHaj Ko je BoNeo Tor Tuna - duo je To
jadAHM XoMOCeKCyaal, Koju je n3BpLINO CaMo-
ybuncTBo jep cy y To Bpeme dunm nporarbaHun
- OOoLWao fa ra ovewrssa.?? Koca je dbuna casp-
LIEeHO o4YelsbaHa, a MacKka de3 suauue. bro je
CTBapHO CBEAEH Ha HeKy BPCTY 4YncToTe. Huje
duno sBnnuue, Koja je cnmdon xpaHe, yHuLWITa-
Bama, a dbune cy o4u, gakne, MMpuc, BUA 1 3a-
TM Mo3aK. N dno je nuweH Te... buno je Bpao
3aHUMJLUBO TO CEYEHE, TAaKO HACYMUYHO; an
OHO LUTO Me je npecTpaBwuyo duo je nornep Ha
pyKy. Pyka je jows jenaH 3acTpawyjyhu netass.
Pyka koja yduja, pyka Koja [ce npy>ka?], Koja

*?0OBaj nacyc cacBMM jaCHO mMpencTas/ba jefaH
MOTUMB KOjU Ce NnoHaBsba Yy AennMa n3 1954-1955:
MOTWB amnyTupaHor Top3a. Tako ce, Ha npumep, y
Buumkanctm (1955, UeHTap NMomnunay, HaumoHanHm
My3€ej MoaepHe YMETHOCTH, B. UJ1. 3) MOXKe MNperno3HaTu
TOP30 XeHe 6e3 pyKy 1 HOry, ca UCTakHyTUM nybucom,
BEOMa CJ/INYaH XXEHCKOM JINKY Y niexxehem nonoxxajy Ha
cnvum Pacrieke (1955, un. 34) (NnpyukasaH y uenuHun),
pemek-geny 6eorpaackor nepuona koje je nocebHo
dacumHupano XXuna Jenesa (B. dado.me/gilles-de-
leuze-pismo). Kpajem 90-ux fagno je nosepno ®dununy
Murey, Koju ra je NUTao Koje je eroBo Hajoybsbe ceharbe
Ha paT: ,OHe upHobene cdoTorpaduje Koje cy bune
nsnoxeHe 1945. rognHe y U3nory Kruxapa y rpagy
y KojeM cMo xumBenun. Mehy wuma je buna n cnvka
Hare >KeHe, npeauBHe, Ymnju je Top3o 6uo npobyLueH
pynama. To je 6uo nNpBu nNyT Aa je cekc 6o npmsBaH y
Moj ym“ (,dapno. CnMkapCcTBO, Te y3acCToMHe »KanocTn”
[uHTepsjy], Cimaise, 6p. 251, jaHyap-¢ebpyap).
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horrible, absolutely horrible, and the people, |
hadn’t seen them!

M.B.: But it was the hand that had you...

D.: The hand was dirty, in fact, it was very
odd, his hand was very dirty, all black like that.

G.V.: He was holding on.

D.: Probably... He was holding on, of course,
how stupid of me, | had never thought about
that. In the convulsions, the hand out of reflex
probably, had remained clinging. It was filthy.

M.B.: You say, the hand is more formidable
than the head?

Wn. /Ill. 77 LUyro / Cugo, 1955
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BONU... Ann, y CTBapun, TO je pyKa Koja je Ty,
3acTpalwyjyha, He TONMKO rnaBa, KOJIMKO pyKa.
BeoMa je 3aHMMJbMBO BUAETU OLCEYEHY FNaBy
M opXxTaTu Ha NpM30p jeaHe pyKe.

X. B.: A Tpyn, wTa je ¢ Tpyrom?

L.: Ma, Tpyn je dbuo npaBa KacanHuua,
Tpynose [>XXuesoTnmal Buhamo y CBUM BEJINKNM
MecapaMa. HapaBHoO, kafa bdosbe nornegamo,
CXBaTUMO [a je TO HYOBeK, CTpaxkwuua, dyTuHe
nceyeHe BO30M, U oHAa casno - duo je nebdeo,
Taj HecpehHM YOBEK - U KOCT 1 CBe TO, BUAMULL.
N duna je Kao HeEKa eKcnJo3unja N3 aHyca, KpBs,
YHYyTpaLlte KpBapewe, BepoBaTHO. Buaena ce
KPB KOja je n3awina n3 aHyca, duo je cTpawiHo,
arncolyTHO CTpaLLHO, a Jbyae H1ucam Bmaeo!

M. b.: Anu pyka Te je...

O.: Pyka je dbuna npspaBa, nHave, duno
je BpJIo 4yOHO, MMao je pyKy BpJio NpJbaBy,
NOTMYHO LPHY, Tako.

X. B.: [pxao ce.

[O.: BepoBaTHO... Ip>xao ce, HapaBHO, rnyn
CaM, HMKaJ HMCaM MOMUCIINO Ha TO. Y KOHBYJI-
3Mjama, pyka ce HeCBeCHo yxBaTuna. buna je
MOTNYHO NpJsbaBga.

M. b.: Kaxew paa je pyka HajcTpallHuja,
CTpallHuja oA rnaBe?

[.: Buwe Hero reHnTanmje, ako xokeul...
M. b.: He, ann Buiue oA rnaBe?

O.: O ma rnaea, ga, rnaBa je dbuna cTpa-
wHa!

M. B.: To 3Hayu aa je ¢ 063Mpom Ha To fa
rnaesa Huje éduna npucyTHa, pyka Te je Bepo-
BaTHO y3pyjana...

O.: He, ann 3Haw, nNocToju nek 3a To, 3a
ocnodahare og TUX oncecunja, To je, Ha Npu-
Mep, MUCJINM, HEBEPOBATAH FeHNj MPUMUTUBHE
yMeTHOCTU. OHK Cy ycnenu Aa Hanpase Heky
BPCTY BEOMa NameTHor, haHTaCTUYHOr 3a0-
dunacka, nowTo cy Yak n rnase kKog dPykea,
Kad Maso pasmucaunw, bes Tena, TM oaceyeHn
aHhenn Tako y Basgyxy...

M. b.: A Hn 6oja baLu He nomaxke.
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D.: More than the genitals, if you wish...
M.B.: No, but more than the head?

D.: Oh, the head yes, it was horrible, the
head!

M.B.: That is, because it was no longer
there, it was the hand that disturbed you, un-
doubtedly...

D.: But you know, there’s a remedy for
that, to get rid of those obsessions, for exam-
ple, it seems to me, it is the extraordinary ge-
nius of primitive art. They succeeded in doing
some sort of very clever, marvellous detour,
for, in short, even Fouquet’s heads there, are
quite terrifying when we think about it a little,
without bodies, those headless angels like that,
in the air...

M.B.: And the colour makes matters worse.

D.: That's it. But | think that more and more
| return to primitive art, | look at that, | think
of the deliberate sensibility.

G.V.: You mentioned Mantegna earlier...

D.: Yes indeed, | like his Christ?* very much,
it is a painting | was very keen on seeing. On
my way to France, | stopped in Milan, at the
Brera, and | saw my Jesus, the most beautiful
ever painted. He was a fantastic guy, Jesus, for
his time, and on that painting, it's really him...
A beautiful painting, do you know it?

M.B.: Yes, of course.

D.: On the hessian canvas. No colours, and
not much paint.

G.V.: By the way, what struck me when you
mentioned it, is that there’s a kind of similitude
in your way of using colour...

D.: With Mantegna?

G.V.: The greyness of Mantegna, that kind
of slightly ethereal aspect...

D.: Yes, of course! As you know, | was born
only a few hundred kilometres from lItaly. The

*Lamentation over the Dead Christ (circa 1480),
by Mantegna, was one of Dado’s favourite paintings.

Pa3rosop ¢ Mapcenom bunoom n XepmeHom Bujatom

O.: Tako je. Aim Mmucamm ga ce cBe BuLle
okpeheM NPMMUTUBHOj YMETHOCTW, rnejam To,
MUCTINM, TO je XKeJbeHU ceH3ndnnuTter.

XK. B.: [pnyao cu o MaHTeHn masoripe...

.. A na, MHOro mMu ce cBuha Heros Xpucr?3,
TO je C/ZIMKa Kojy caM noneTeo ga snamm. Kaga
cam ponasmo y ®paHuycKy, 3ayCTaBuMo caM ce
y MunaHny, y bpepu, n engeo cam csor Mcy-
Ca, Hajnenwer Koju je nkaga HacankaH. OH
je roTueaH nuk, Ncyc, 3a cBoje BpemMe, U Ty je
CTBapHO OH... Jleno je To peno, 3HaTe Am ra?

M. b.: [la, HapaBHo.

[.: Ha jyTn. be3s boja n Bpsio mano Hacnum-
KaHo.

X. B.: 1 baws 1o WITO Me je n3HeHa[nsI10
Kaza cu 0 TOMe rpu4ao jecte aa rnocToju Heka
BpCTa CJINYHOCTU Y TBOM Ha4YNHYy KOpl/ILLIf’weH:a
boje...

[.: Ca MaHTerhoM?

X. B.: MaHTeHnHe rpu3ajne, Ta HNX0Ba
rromMaJsio Heornurn/bnBa CTpaHa...

O.: A, goa, HapaBHO! 3Haw, nnak cam poheH
HEKOJINKO CTOTUHa KunomeTapa of Wtanwuje.
DanmaTuHcka obana je mana Mtanmja Koja Ty
weTa ... Hekaga je To dbuna rpyka KosoHwuja,
puMcKa, na nocne Utannja... To Hebo...

M. b.: Y TBOjoj yMeTHOCTY BuAn ce Ta bu-
3uHa Utanwnje, a MeHu ce BuLLE NyTa [Oroau-
J10 fa rnefajyhv TBoje C/AnKe NMOMUCIIVM Ha
Hewmye.

0.: Dakne, WTO ce Tu4ye KJacn4yHor cnu-
KapCTBa, ako MO>XXeMO FrOBOPUTU O HEKOj BPCTU
obpa3oBamba, jep AeTe o4 YeTpHaecT rognHa
Koje nge y yMeTHUYKY LLUKOJY MMa YMEeTHUNYKe
Krure, Ha cBy cpehy. PaHunje, y LipHoj Fopw,
aKo dbn pete nwno y yMeTHUYKYy LKoYy, MOo-
pano je otnkn y UTannjy oa Buan cavmke, nau
y Hemauky, nnn y ®paHLYCKY. Ja caM 0oCTao
Ha MecTy. Kwure... MHoro je dosbe rnepatu
KJlaCUYHe C/INKE Yy KbUramMa Hero yXxuBo, jep
ba ducrte BMpenn opyruHasl, MopaTe nyToBaTy,
NCUPN/bEHN CTE, SIOLLE CY OCBET/bEHU. MUCINM

*MaHTerwnHO OnlaknBarbe Xpucta (oko 1480)
6buna je jegHa of oMusbeHUX OafoBUX CinKa.
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Dalmatian coast is a little Italy that’'s mean-
dering there...It used to be a Greek colony in
the past, then Roman, and after that, Italy...
That sky...

M.B.: In your painting, you indicate Italy is
close as far as your painting is concerned, and
| happened to think, more than once in front
of your drawings, of the Germans.

D.: Well, as far as classical paintings are
concerned, if one talks about a certain training,
because a kid of fourteen who's at the Fine Arts
school he has art books, fortunately. Yesterday
in Montenegro, if he was studying at the Fine
Arts the kid, he had to go to Italy to see paint-
ings, or to Germany, or to France. But | stayed
put. Books... It's much better to look at classical
paintings in books than in reality because the
originals, to see them you have to walk, you
are exhausted, then they are badly lit. We are
almost always disappointed | think, when we
see the original, because they are badly lit at
that moment, you are exhausted, you have
made the journey, while there, on the spot, |
spent hours, entire afternoons looking at clas-
sical paintings. And the painter who fascinated
me the most and in my very first paintings we
can see his influence, was [Konrad] Witz. That
chest by Witz...

G.V.: It is strange, but not at all contradic-
tory, what you admire is constructed painting,
at least what you talk about, Mantegna, Fou-
quet, Witz...

D.: Yes, yes, yes.

G.V.: And you could have spoken to us
spontaneously, well, someone who can pre-
cisely have a superficial vision...

D.: Goya, no?

G.V.: ...would have said Bosch, Griinewald,
Goya...

D.: No, not at all, it's the complete oppo-
site, there are always masters like that... For
example, Witz is the one who gave me the
most, and he’s the least known. Witz is very
little known, | have never seen his paintings in
reality, but the draperies, the architecture, the
details are very beautiful. No, for me Bosch is

233

“It's swarming...” | ,To BpBU...”

[la je HOBEK roTOBO YBEK pa3oyapaH kaja Buau
OpUrvHaJ, jep y TOM TPeHyYTKY Cy Jlolle oCBe-
T/bEHU, UCLPMNJbEHN CTE, NYTOBAIN CTe, AOK ja,
Ha CBOM MeCTy, MPOBOAMO CaM caTe, YynTaBa
nornofAHeBa, rnepajykn kKnacmyHe caunke. A cnu-
Kap Koju Me je HajuLle haCuMHMPAOo U Ynju ce
yTULaj MOXKe OCETUTW Y MOjM MPBUM C/IMKaMa
jecte [KoHpapn] Buu. Ta Buyosa npca...

X. B.: To je 3aHUM/bMBO U 3aripaBo Huje
HUMasI0 KOHTpaaukTopHo. OHO 4YeMy ce Tu
ANBULL jeCTe KOHCTPYKTUBHO C/INKapPCTBO, MU-
CJ/INM, OHO 0 YyeMy rosopuil, MaHTera, Pyke,
Buy...

nO.: Oa, na, na.

X. B.:  Mmorao cu crioHTaHo ga HaMm rpu-
qallu, MUCJIVIM, HEKO KO YrpaBo MOXXe uMaTtu
MOBPLUHY NEepPCreKTuBy...

O.: Toja, He?
XK. B.:...bu pekao boiu, NpuHeBang, loja...

O.: He, HnMMano, daw NoTAyHO CYynpoTHO,
TaKBW MajcTopun yBeK... Ha npumep, Buy je Taj
KOju MU je HajBuLLEe MNPY>XMNOo, a OH je Taj Koju
je HajMame no3HaT. By je Bps1o Mano nosHar,
HVYKaha HMCaM BUAEO0 heroBe C/MKe, ann apa-
rnepuje, apxuTekTypa, AeTasbn, TO je CBe BPJIO
neno. He, 3a meHe, bol, TO je Kao Aa je Hac/un-
KaHo jyye, TO je 3acTpawyjykha BUPTYO3HOCT.
Bpojren je 60s/bM, MUCNNM, jauu je, CTBAPHU]jW.
Bowl, OoH ce neno 3e3a0, o4MUrnenHo.2*

X. B.: A lpuHeBasga, jecu v Bngeo?

L[.: He. Bonum gpyre Hemue, Buiie BoINM
[MapTuHa] LLoHrayepa.

XK. B.: W oBae, Takoke, BULLIE BOJINLL KOH-
CTPYKTUBHW MPUMUTHUBUN3IAM HEIO AEJINPUjYM.

**Ha Kpajy cBor »xnBoTa, [lago ke nnak nspasntm
CBOje AmB/bene npema bouwy: ,,060xaBaM XujepoHnma
bowa, erosa BUPTYO3HOCT Me pacumHupa. Bonum ga
nocMaTpam werosa Aena, 4ak u 'y penpoaykunju. Kaga
cam cTturao y MNapus, 1956. roanHe, jegHa on NpBUX
CTBapW Koje caM ypaauo buna je pa ogem y mysej y CeH
XXepMmeH y Jleje CeH XXepMmeH aH Jle pa 6ux ce ansmno
BowoBoj cnnum MabuoHunyap (EnnsabeT KyTtupje, ,Jano
WAN YMETHOCT 'CTpallHa HacyMnyHocT'* [MHTepBjy],
ArcosyTHO yMeTHOCT, 6p. 29, maj-jyH 2009, cTp. 54).
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like it was painted yesterday, his art is incred-
ibly masterly. Breughel’s is better, | think, it's
stronger, more genuine. Bosch, he was having
a laugh, that’s obvious?.

G.V.: And Grinewald, have you seen them?

D.: No, | prefer the other Germans, | prefer
[Martin] Schongauer.

G.V.: And there too, you choose structured
Primitivism over madness.

D.: Yes, clearly, perhaps because it rep-
resents something exotic for me compared to
my own work.

M.B.: Exotic? Your paintings in general are
bloody structured.

D.: Those which are successful, unfortu-
nately... Tonton is really structured for exam-
ple. And then the other one, Arlequin, also.

M.B.: The one that’s in the house, the large
one, is fantastically structured.

D.: No, not that one, no, it's an explosion
that one, it’s an eruption.

M.B.: Yes, maybe it’s erupting, but what
organisation, what composition in the erupting!
Earlier on, you said about two or three paint-
ings, that one can really feel that the compo-
sition is a...

D.: Well yes, but it’s the foundation of an
artwork! For a painting to have its own life, it
has to be composed. If it falls flat on its face,
it's because something went wrong, there’s no
wriggling out of it, right... [Silence.] But you
studied art history, no? You travelled in Europe
a lot for your studies, naturally?

G.V. and M.B.: Yes...

At the end of his life, however, Dado declared
his admiration for Bosch: “l adore Hieronymus Bosch,
his virtuosity captivates me. | love contemplating his
works, even in reproduction. When | arrived in Paris
in 1956, one of the first things | did was to go to the
Saint-Germain-en-Laye museum to see Bosch’s paint-
ing, The Conjurer” (Elisabeth Couturier, “Dado ou l'art
‘atroce aléatoire’”, [interview], Art absolument, no 29,
May-June 2009, p. 54).

Pa3rosop ¢ Mapcenom bunoom n XepmeHom Bujatom

O.: O! da, ToTanHo, MoOXAa 3aTo WTO TO
npeacTass/ba Der 3a MeHe y 04HOCY Ha MOj
BJACTUTWY pag.

M. b.: ber? A TBoje cnmke cy reHepasiHO
BpaLUKy [OOPO KOHCTPyMUCaHe.

.: OHe Koje cy ycnewlHe, Ha)kasocCT... Ha
npumep, TOHTOH je BpalLKu A0DPO KOHCTPYKU-
caHo fesno. A v oHa Apyra, Ap/iekuH, Takohe.

M. b.: OHa wWTo je kog Kyke, Beska, OHa
nMa paHTacTUYHY KOHCTPYKLUUJY.

O.: Ax! He, He To, TO je epynuuja, TO je
eKcnnosuja.

M. b.: [la, MoXaa eKcrnso3vja, a/in KakBa
opraHu3auuja, KakBa KOHCTPyKUMja y Toj ek-
cnno3unju! Yoctasom, Masornpe cu pekKao 3a
ABa Wi Tpu naaTHa, Aa ce oceka Aa je KOH-
CTPpyKUwMja...

[.: AX, ann To je 0CHOBa yMeTHuU4YKor gena!
Da dun cnmka nMana CBOj COMNCTBEHU XXUBOT,
Mopa duTu KoHCTpyucaHa. AKo pasbdbuje Hoc,
TO 3Ha4WM Aa je HeLWTO Moo HAaoMako, HeMa
wTa gasbe ga ce Mosra... [TuwunHa.] Anu Bu
CTe y4nnu uctopujy ymetHoctu? lNMyHo cTe
nytosaau no EeBponu, 36or cTyauvja, HapaBHO?

X.B.uM.B5.: Ja...

[.: 3aHUM/bUB je Taj PeHOMEH KnacuyHor
CNIMKapCTBa, 3aucTa. NocToje HenmpujaTHOCTK,
Kao WTo cy, na ,,0x, 4yyno!“ Cee To, Ha KPajy...

XK. B.: Xokel peku ,HenpujaTHoCcTn ... ¥
KOM cJiy4ajy, Ha ripumep?

O.: Na, sngnw, jenaH En N'peko n3 ®puk
Konekuuje y lbyjopky, Ha npumMep, jeaaH rpyku
BOjHMK? ca bpanoM. MImao cam ocekaj oa ke me
MN/byYHYTU y dbauy Taj YoBek. bpanaT je, rnena
Te. To je NpeAnBHO, OFPOMHO, a/In He 3Hal
wTa Aa Mucavw. He mucnmm pa je To 3ancTa
reHunjasHa peKoHCTpYyKLKja ceeTa. Ha)kanocT,
Taj YoBeK je camo ceneo Ty. En Fpeko ra je
CaBpLUEHO HaCc/IMKao 1 To je To.  na3u, cee je
OOMNPMHOCUNIO CTBapamy Aena. Knacu4Hu cnu-
Kapu cy dunm HeBepoBaTHO NMPUBUJIEFOBaHM,

»*[ana ceharbe Bapa y NUTakby je 3anpaBo BuHYeHLo
AHacTahbun (1571-1576), poheH y MNepyhu. OBa 3HavajHa
JIN4HOCT ManTelwKunx BUTe30Ba y4ecTBoBana je y buum
npoTtme OcmaHanja 1565. rognne.
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D.: It's strange that phenomenon of clas-
sical painting, right? There’s uneasiness, like
that, successively, that one experiences, then
‘oh wonders!’... All that in the end...

G.V.: You meant to say ‘uneasiness’... In
which case, for example?

D.: Well, you see, a El Greco in the Frick
Collection in New York for example, a Greek
serviceman? [sic] with a beard. | felt he was
going to spit at my face, that guy. He has a
beard, he’s looking at you. It's magnificent, it's
huge, but we don’t know what to think of it. |
don’t think it’s a really great reproduction of the
world. Unfortunately, that guy has sat there. El
Greco painted him perfectly, end of story. Mind
you, everything contributed to the creation of
the work. Classic painters had many privileges,
because the stone-cutter was talented, the
gunsmith too, and the architect the same. Try
to make a painting [laughs] today with a block
of council flats, it’s just not possible... The ele-
ments have burst, they have fallen in the shit,
and it's good | think, that’s when we can look
at the problem in a way that’'s more... | am
very happy to live in the present time because
| benefit from an absolutely total solitude.

G.V.: And that solitude... For example, you
talk about Frick, and New York, how did you
feel in New York? Because in reality, it must
be terrible for someone who... Well, there’s
a dehumanised side but there’s also a side...

D.: The city of New York? But it is too hu-
man, that city, it was the Old Testament really,
the city itself, as it is. It's certainly the least
hypocritical city on earth, | don’t know many
others, but New York crackles with life, it's a
city that’s upright, there’s no problem. As for
that poor El Greco in New York, | don’t really
understand what he’s doing there! In the Es-
corial, it's different, the walls are there, the
landscapes and everything, but there! It made

*Dado’s memory is failing him; he is talking about
Portrait of Vincenzo Anastagi (1571-1576). Born in Perugia,
that great figure of the Knights of Rhodes took part in
a battle against the Ottomans in 1565.
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jep je Kpoja4 dbuo reHmnjanaH, opy>kap Takohe,
apxuTekTa ucTo. MNokyllaj AaHac Aa HanpaeuL
CNunKy [cmex] Cc HeEKUM coumjaiHAM CTaHOBUMa,
TOo Huje moryhe... EnemeHTn cy pasdunjeHn,
rnanu cy y cpare, 1 70 je odpo, Mmucnamm, To je
Ha4YnH Ha KOju MOXKEMO fa rienamo rnpodnem
Ha... Beoma cam cpehaH LWITO XXMBUM JaHac jep
MMaMOo ancoNyTHY ToTanHy caMohy.

X. B.: A Ta ycam/beHOCT... Ha npumep,
npuyawt o Ppuky v HbyjopKy, WwTa cn ocehao y
HbyjopKky? Jep, Ha Kpajy, To Mopa Aa je CTpaLlHO
3a Hekora Ko... lMa, nocToju Ta gexymaHmn3o0-
BaHa CTpaHa, aJin Takoke rnocToju n cTpaHa
Koja...

O.: Tpan Hbyjopk? Anun Taj rpaj je Hese-
pOBaTHO JbYACKWU, TO je CTBApPHO Kao CTapwu
3aBeT, CaM XMBOT KakaB jecTe. CurypHo je
TO HajMake JinLeMepaH rpag Ha cCBeTy, He
MO3HajeM MHOro Apyrux, aau Hbyjopk npwTmn
0J >KMBOTa, TO je rpad y epekuujn, Ty Hema
anneme. LLTo ce Tnye Tor jagHor En MNpeka
Koju ce Hanasm Tamo y bbyjopky, daw He Bugmm
WTa OH TpaXkn Tamo, Mmucamm! Y Eckopujany je
apyradvje, Ty Cy 3MO0BU, Nej3axku N CBe, an
osae! buno Mu je Myka oK cam odbmnasmo Te
cnuke. bno je Tamo n jegaH PemdpaHT...

M. b.: [la in Te PembpaHT HepBupa?

O.: WTa? He, yonuwTe He...

M. b.: Ann Te balu He 3aHUMa.

O.: buno, jecn nn dmno y Hbyjopky?

M. b.: Hucam.

O.: Tpeba pa ogewu...

M. b.: [la, Beoma je 3aHNMJ/bUBO. ..

K. B.: 3ap Te He npusBna4n?

M. b.: He, UCKOpUCTURY HEKY MPUIINKY...

O.: Tamo cam yno3Hao Xecu, y Hbyjopky.
Xecu je uMana gBa CMHa, TO Cy MU HajcTapuju.
Y To BpeMe je MMasa CBOja ABa Maja AeTeTa.
>KuBena je y jagHoj nNpYyBapHULN, Yy HEBEPO-
BaTHOM KBapTy.

XK. B.: Y KOM kKBapTy cu TV XnUBeOo?
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Wn. / lll. 78 Ukap / Icarus, 1955

me sick seeing those paintings in that place. O.: Ha JNloyep WNcT Cajay.?® Te kBapToBe
There was a Rembrandt... ayToMaTCKu rpeje rpaa. Mmajy cdpmxungepe
M.B.: Does Rembrandt bore you? v cse. Mma 1 natosa.

D.: What? No, it's not that...

M.B.: But you don’t care. KBapT Yy KojeM je [dano 6opasmo 1962. rognHe,
HacesbeH MPeTEXXHO NMUrPaHTUMa N3 UCTOYHOEBPOMCKNX
D.: Billot, you went to New York, no? 3eMasba - YKpajuHe, MNosbcke, n3amehy octanux. Taj KBapT
raje uHCNMpucao 3a HacJioBe aena, nonyT boBepu 6eba
M.B.: No. 1(1977, npuBaTHa Konekumja) nnm Tpuntux ca boeepuja

(1975, lF'anepuja XXaH buwie XXexxep, MNapun3s).
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D.: You must...
M.B.: Yes, it’s very strange...
G.V.: You are not tempted?

M.B.: That’s not it, but I’ll take advantage
of the right set of circumstances...

D.: I met Hessie there, in New York. Hessie
had two boys, the big ones. She had her two
little kids at the time. She lived in a dump,
you know, that neighbourhood, you wouldn’t
believe it.

G.V.: You used to live in which neighbour-
hood?

D.: Lower East Side?%. But in those neigh-
bourhoods, the places are all automatically heat-
ed by the city. They have fridges and everything.
And there are rats.

G.V.: What about the underground?

D.: Oh, that underground is scary, with the
wire mesh?’... There's just the hand, it’s always
the same in fact. There’s a wonderful literary
work by Gérard de Nerval, La Main enchantée,
do you know it?

G.V.: I'm not sure.

D.: You don’t know it? I'll have to lend you
the book.

M.B.: Is it the story of the devil?
D.: Yes, if you want.

M.B.: It’s a devil story, yes. | remember it,
there was also a film.

D.: A film was made from La Main enchantée?

M.B.: It’s called La Main du diable?é, I think.

**A neighbourhood mainly populated with immigrants
from Easter Europe - Poland, Ukraine among others - in
1962, the year when Dado travelled there. It inspired
him with titles for his works, like Bowery Baby | (1977,
private coll.), and Bowery Triptych (1975, Galerie Jeanne
Bucher Jaeger, Paris).

*’Dado happened to mention at times, and not
without strong emotion, the courage of his Montenegrin
fellow-countrymen who had emigrated to New York
and taken part in the construction of the underground.

*8Film made by Maurice Tourneur in 1943.
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X. B.: A meTpo?

L.: AX, Taj MeTpo je 3acTpallyjykn, ca OHOM
peweTKkoM...?” YBeK je Ty pyKa, 3anpaso yBek
1CTa pyKa. [1ocToju jeAHO NpeanBHO KHXKEBHO
neno XXepapa ge Hepsana, OnynrbeHa pykKa,
3HaTe nn ra?

X. B.: He, He 3HaM LuTa je To.

L.: He 3Haw? Ma, paky TK Kkbury.
M. b.: [la nv je To npu4a o baBosy?
0. la, moxe ce Tako pehn.

M. b.: To je haBosicKa npuya, Aa, 4a. Cekham
ce, buo je Hekn pnam.

[.: CHUMIbEH je hmnnm no OnynreHoj pyumn?

M. b.: Mucanm fga ce 38ao haBos/ba pyka?é,
aKo ce He BapaM.

X. B.: A wTa 3a Tebe npefcraB/ba UPTEX
Y 04HOCY Ha C/INKapCTBO?

L.: MeHTanHa Bexda, CIM4YHO Kao Moje
cKynnType. LipTex je HewTo WTO ce dauun Ha
rmanup, TO HACY CTBapw Koje MOory Aa yKJ0HUM,
Ha NpuMep, He CKMLUMpam nX 0JI0BKOM, Beh nx
ONPEKTHO UupTaM...

XK. B.: [lok, HacyrnpoT Tome, y C/ZINKapcTBYy
cTasiHo bpuLied...

O.: CtanHo dpuwem, Tako je.
XK. B.: Kao ga ,jegeLu” cBojy CAvKy...

[.: Chvka Koja 3aucTa uma CBOj XXUBOT U1
KOja je niena, TO je C/qIMKa Y Kojoj nMa dbapem
heceT OpYyrux C/vkKa; oHa je 3aBpLUeHa feceTt
rnyTa u Ta AeceTa Bep3uja je Ta Koja Ha Kpajy
3padvn NpeTxo4HNM CIMKaMa Koje cy nsdpuca-
He.?? To je, Mucnamm, npodnemM Kako CTBOPUTU

¥ [lafi0 je NOHEeKaA, C BEJIMKNM eMoLjaMa CMOMMHA0
XpabpocT CBOjuUX CyHapoAHMKa 13 LipHe Mope koju cy
emurpmpanu y Hbyjopk n y4yectsosanum y nsrpagku
MeTpoa.

#Punm je pexxmpao Mopuc TypHep 1943. rogunHe.

*Mpeknanamwe M NpeKkpuBare KapakTepuy
[anos NpuCTyn y HEroBnM CvkKama, LpTexxuma, Kao
n y rpasupama. Ha ceojum cnmkama [apo xpTsyje
HEKONMNKO Bep3uja (MoHeKaAa n AeceTak), AOK C rpaBupama
UM upTexunmMa KOPUCTU MOryhRHOCTM KoOje Hyawu
npeknaname. JegaH Aeo 13 HeobjaB/beHOr UHTEPBjya C
KpuctnjaHom [lepyeom, peann3oBaH y OKBMpPY nNpunpeMa
3a n3noxoby ,EkcnpecnsHocT noTtesa” y LleHTpy MNMomnunay
1981. roaunHe, y ToM cMucsly BeoMa aobpo objawuraBa:



Conversation with Marcel Billot and Germain Viatte

G.V.: What about drawing, what does it
represent for you, compared to painting?

D.: A mental exercise also, like my sculp-
tures. A drawing’s created like that, it's not
something you can remove for example, | don’t
sketch them with a pencil, | draw directly...

G.V.: While in painting, on the opposite,
you erase all the time...

D.: | erase all the time, it’s true.
G.V.: You eat your painting...

D.: A painting that really has a life of its
own and is beautiful is a painting in which there
is at least ten states, it has been ten times
completed, and it's the tenth time that counts,
that finally radiates from those ten previous
paintings that were erased®. That is, | think, the
problem with producing a very strong painting.
Firstly,  am incapable of imagining the painting
I'm going to do3°. As soon as | have an idea,

*»Superimposition and overlapping characterise
Dado’s method in his paintings, his drawings and his
prints. In his paintings, Dado sacrifices several versions
(sometimes up to ten) while in his prints and drawings,
he makes the most of the possibilities offered by super-
imposition. A passage in a not previously published
interview with Christian Derouet, conducted within the
preparations for the exhibition ‘L’exaspération du trait’
at Centre Pompidou in 1981, is very enlightening in that
respect: “To sum it up [...], | make ghost works. | call
them ghost because the visitor doesn’t see them, and
neither do I. Why? Because they are either taken over,
covered by a layer of paint when it's a painting, or they
are blackened by a dark background - there are drawings
with a black background or figures superimposed, you
see, in some drawings made with Indian ink, there are
superimpositions [...]. You see [in that drawing], that
head has been drawn on top of that figure, they merge,
that’s what interests me. It is a discovery | made on
another battlefield, which is copper-plate engraving. |
have no qualms re-engraving a figure on top of another
figure, as on a photo plate on which you would make a
superimposition. With Indian ink, it works wonderfully
well. My paintings are made like that too. When, in one
of my paintings, you have two or three figures that are
placed tightly one next to the other, they are, so to
speak, repainted one on top of the other, without for all
that the third, which arrives in third position, concealing
the two others. It makes a whole, it's inlaid... [...] | try,
while working on those limited aggressions, to simply
increase the expressiveness of my drawing.”

*Dado hasn’t made studies for his paintings for
a long time. We can guess that it was not the case in
his earlier works, because we have two studies that
prove it: one for The Crucifixion (1955), the other for
The Cyclist (1955). In the later works, we know of only
one study, for The Large Farm. Homage to Bernard
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BEOMa CHa)XHy c/auky. MNpBo, HUcCam crnoco-
baH pa 3amucnamm canky Kojy hy HanpasuTK.3®
CBaka ngeja, eTo, To je dbe3BpenHo. NoHekana,
MarsloBuTo, MOMUCANM Aa hy HamnpaBuTu...
YBeK MoYnmwem of rpagunuwita, MUCInM, jel-
HO A0DpO rpaAnanLITE, U Ha KPajy HacMKam
caMmo jegHy ocody. NoHekaa Ty ydauumm 1 Hekmn
dynposep...

XK. B.: [Cmex.] lMpona3uil ripeko rommae
rnaaBeTHuAA...

O.: Oa, n 3agp>xaBaM jefaH NnK.

XK. B.: To je oHO rge je, Ha Kpajy, cinka
CMPT U BacKpceme.

O.: AX oa, Koju ce cMemYjy, Koju ce okpe-
hy, TO je LMPKyNapHU NOKpeT.

XK. B.: To je caMo UnKJyC XnBoTa, Aa.

[.: YBeK Me je To nnawunio, HMKaga HUCam
3HA0 KaKo Cy Hac/IMKaHe Te npeJsiene CJINKe o
KojuMa cMo roeopunan. He BepyjeM ga cy no-
Yyenun of jeAHOTr Kpaja v 3aBpLUMAY Ha OPYyroM.
To dn me BeoMma uU3HeHagwusno. To du nnuumno
Ha ancoNlyTHO JbYZCKM HEAQOCTMXKAH NOABUT.

XK. B.: YnpaBo, UpTeX je 4ecTo C/yuno aa
ce pekpeuvpa Taj UMKy C: MPUNPEMHU LIDTEXU.
TBOjU UPTEXUN HUKaZAa HUCY MPUMNPEMHMN.

,Ha kpajy, npasum [...] daHTOMCKa gena. 30BeM nX
(GaHTOMMMa jep UX HK MocMaTpay HU ja HEe BUAUMO.
3awTo? 3aTo WTO Cy WK NpeKpuBeHa cnojeM 6oje Kala
je pey o cavum, an cy 3aTamMmkeHa LLpHOM NoAJI0roMm -
MMa LpTexKa ca LipHOM MOAJ10roM Uan ca IMKOBMMa Koju
ce npekJsanajy, BUAUL, HA HEKUM LpTEXMMa TyLIeM
MMa npeknanama [...]. Bnanw [Ha oBom upTexyl, oBa
rnaBa je HaupTaHa NPeKo OBOr JIKa, OHWU Ce cTanajy,
TO je OHO WTO Me 3aHMMa. To je oTKkpuke [0 Kojer cam
[owao Ha gpyrom 60jHOM Mnosby, a TO je 6aKpOTUCK.
HemaM HMKakBMX 3adpLIKM Aa npeupTam jefaH Jnk
NpeKko Apyror, kao Ha ¢oTo-nno4n rae 6u Hanpasmo
npeknaname. Y Tywy ce To haHTaCcTUYHO cnaxke. Moje
C/IMKe CY HamnpaBJ/beHe Ha UCTU Ha4ynH. Kaga Ha jeHoj
0[, MOjUX C/IKa UMall ABa WK TP JIKa KOju ce TUCKajy
jenaH y3 opyror, oHu Cy, ia Tako Ka)keMm, npedapbaHu
jenaH npeko gpyror, a ga Tpehkn, Koju ponasn Kao
Tpehn, He npukpunje npeTxonHa ABa. CBe TO 4YuHMU
LesnHy, To ce yTuckyje... [...]1 Mokywasam, Bpwehn
Te arpecuje, fa jegHOCTaBHO noBehaM eKCNpecuBHOCT
cBOr ypTexa.”

*[apo Beh oy>xe Bpeme He paaum cTyavje 3a CBoje
cnvke. Moxxemo Aa npeTnocTasuM Aa TO Huje 6uo
Cnly4aj Ca paHUM pafoBuMa, jep 40 Hac Cy gocnersne ase
cTyauje: jenHa 3a Pacniekhe (1955), apyra 3a buymkancty
(1955). Y kKacHujum pagoBuMa, No3HaTa je caMo CcTyauja
3a Besnwmky ¢apmy. Omaxx bepHapy Pekuioy (1962-
1963, nn. 44).
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that’s it, it’s rubbish. Vaguely, sometimes, | say
to myself that I'm going to make a... | always
begin with the mass graves, | think a good
mass grave, and then in the end, | paint a lone
figure. A bulldozer here, one there...

G.V.: [Laughs.] You put some blue on the
mass grave...

D.: Yes, and | keep one figure.

G.V.: That’s there where, in fact, the paint-
ing is death and resurrection.

D.: Yes, which follow one another, rotate,
it’s a circular movement.

G.V.: It’s just the cycle of life, right.

D.: I've always been intimidated by that,
| could never imagine how they made those
magnificent paintings which we mentioned
earlier. | don't think they started on one cor-
ner, and finished at another. | would be very
surprised if that was the case. It would look like
a feat absolutely out of human reach.

G.V.: In that case precisely, drawing was of-
ten used to recreate that cycle: the preparatory
drawings. Your drawing is never preparatory.

D.: No, never, it is a special work, let’s
say, a kind of duality that | have in me. [l start]
drawing and then | play with the bones a little,
| laugh with my plumber yesterday, they are
phases, like that, in succession. A filmmaker
friend3! told me that during the shooting of
his film, he went to the morgue, and there,
criminologists cut open a human brain that
one can see in the film actually, but it didn’t
fit in well, it is shown in negative because it’s
too appalling. They cut up a brain exactly as
they get a bible. So you have that there, the
nervous system, all that stuff. | imagine that for
us, it’s that brain which counts, those different
powers of sensibility that operate, it works for
this, it doesn’t necessarily work for that, and
so forth and so forth, we are always browsing
through our brain, I think!

Réquichot (1962-1963, ill. 44).

*Dusan Makavejev (1932-2019), Serbian filmmaker.
The film mentioned by Dado, from 1967, is called Love
Affair or the Case of the Missing Switchboard Operator.
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L.: He, HnKaga, ToO je caMoCTasIHO geno,
[a Ka)KeMo [a je ToO HeKa BpCTa AyasHOCTU
Kojy nmam y cedu. [MNoceeTumM ce] upTamwy 1
OHAa MaJio NeT/baM C KOCTUMa, CMejeM ce ca
CBOjM BOOOWHCTaNaTEPOM, TO Cy OAJIOMUMN,
TaKo, CYKL,ECUBHMW. JeOaH npujaTesb QUIIMCKHN
peanTess3t nCnpuyao Mu je ga je TOKOM CHU-
Marba CBOI (huJIMa OTULIAO Yy MPTBAYHULY ©
TaMo Cy My KPMMWHOJIO3M U3pe3anan jbynCKU
MO3aK, KOju ce yoCTaJZIoM BUAN Ha UMy, anm
je nowe nHTerpucaH, NpMkKasaH je y HeraTtuay,
jep je duo npesuLe cTpawaH. Ceye ce MO3ak
baw kao wTo ce podunja dndnmja. Tako nmaTte
TO, HEPBHU LLEHTPWU, CBe Te hope. Tako Aa 3a-
MULLJbaM [a je 3a HacC Taj MO3akK Ba)kaH, TO Cy
pa3nnynte Mmohkun ceH3ndunnTteTa Koje penyjy,
TO pyHKUMOHULWIE oBAe, HE DYHKLNOHMLIE
HY>XHO OBAe, N TaKo AaJbe, 1 CTaJIHO IMCTaMo
CBOj MO3akK, Mucamm!

[Xecwn yna3un y npoctopujy.]

O.: Cnnkam wect oodpux catn AHEBHO U
TO je ncyupnbyjyhe, 3ap He? Peunmo fa capa
OaHW n3rnepajy KpaTko. NoYynmeM yjyTpy OKo
9-10 caTu. 3aBpLIaBaM OKO MeT caTu. 3a py-
Yyak ce 3ayCTaBWM Ha caT 1 No, a 3aTUM yBeYe
upTaM. 3MMM LUPTaM MHOIO BULUE.

X. B.: I ocTajels 3aTBOpEH y CBOM ripo-
CTOpY WK MOHEKa U3abkell y LeTHYy?

O.: WTta mncnnw! Hnkaga He n3nasumM,
MOTMNYHO CaM yporeH Yy cBOj nocao! M3awao
caM jyye, jep je duna marna, a dpoo npeko
nyTa duno je ocBeT/beHO, aan caMo jefaH aeo,
M YMMPAO CaM Of XKeJsbe fla 04eM TaMo, MOpao
caMm fa wnaem, na cam ce noneo rope. To je
jednHa weTHa y Kojoj caMm druo nocne ayro
BpeMeHa... A OHJla UAEeM 1 CKYN/baM KYKYpy3,
ajn TO je 4NCTO M3 TeXHUYKUX passora, 3a
MCXpPaHy KOKoLLaKa...

X. B.: A WiTa je ca cBUM TUM Maykama y
Kyhu?

O.: To je dheHomeH paharba... OX, Huje Te-
LWKO pa3yMeTun, TPyJI0O HaM je fga nx ydmjemo

*ywaH MakaBejeB (1932-2019), cpnckun pruaMckmn
pexuncep. dunm kKoju dapo nomurbe gatupa ns 1967.
roauHe n Hocu Hasue JbybaBHu Cay4aj nav Tpareauja
cnyxbeHunue MTT.



Conversation with Marcel Billot and Germain Viatte

[Hessie enters the room.]

D.: | paint a good six hours a day, and it’s
exhausting really. I'd say that now, days seem
shorter to me. | start in the morning at around 9
or 10 a.m. | finish at around 5 p.m. For lunch, |
stop for an hour and a half, then in the evening,
| draw. In the winter, | draw much more.

G.V.: And you stay put in your room, or you
go for a walk from time to time?

D.: What do you think? | never go out, | am
completely lost in my slaughterhouse! | went
out yesterday, because there was a mist and
the hill facing us was lit, but just a part of it,
and | was dying to get there, | needed to go
there, so | climbed up. That's it, it's the only
walk | took in a very long time... And of course
I glean corn, but that's purely practical, it’s to
feed the chickens...

G.V.: What about all those cats in the house?

D.: It's the fact of birth... Oh, it's not dif-
ficult to understand, we don’t like to kill them
at birth. The last one to be born, was born the
same day as Yanitza’'s birthday, on 18 Octo-
ber [sic], so | said to Hessie: “You know, if we
have to throw it into the pond, today is Yan-
itza's birthday!”. So it is there... So there are
four cats, too many, but the children look after
them, they have enough to eat. It's important
to have animals at hand...

G.V.: You like animals?

D.: Oh yes, animals are terrifying... Beau-
tiful and terrifying at the same time.

G.V.: Why terrifying, because it’s a kind of
parallel world?

D.: Unpredictable, an unpredictable world
mainly, it’s the violence and wonder aspect,
I'd say. Birds especially, in my opinion, are the
most dreadful animals, because of their mor-
phology32. Reptiles, in fact, are good guys, they

*The observation, knowledge and passion for birds
is a theme of its own in Dado’s oeuvre, from the first
birds he painted, as a child, on the walls of the family
home in Cetinje - that one can still see - to the names
of birds borrowed from Buffon’s L'Histoire naturelle des
oiseaux (1770-1783) to give titles to most of his paint-
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oAMax no pohemy. Mocnepta Koja ce poguna
JoLllna je Ha CBeT UCTOr AaHa Kafja je dbuo Ja-
HUUWH poheHpaaH, 18. okTobpa, Na caM pekao
Xecn: ,3Haw, Tpeba fa je wyTHEM Y je3epo, a
baHac je JaHuuunH poheHgaH!” U Tako je ocTa-
na... Tako fa cafja MMaMo YeTUpu Madke, LLUTO
je npeBuwe, ann geua ce dpuHy o0 bMa, UMajy
WTa fa Knonajy. He, XXMBOTUH€ Cy BPJIO BaXKHe
na nx nMamo y damsmHu...

XK. B.: BoavL XUBOTUrE€?

O.: AX ba, XNBOTUHE Cy 3acTpaulyjyhke...
OHe cy nene u 3acTpalyjyke y ucto speme.

XK. B.: 3awuTo 3acTpaluyjyke, 3aTo WTO Cy
Heka BpCTa rapasesiHor cseTta?

[.: HeoTKpuBeH, jefaH HEOTKPUBEH CBET,
rnpe ceera, TO je Ta KOMOMHaUMja Hacuba n
yypna. MTnue HapoyYnMTo, MUCAUM Oa Cy OHe
HajcTpalwHnja duka 36or ceoje mopdonorunje.
PenTunm cy, Ha Kpajy KpajeBa, rOTUBHU JINKO-
BW, NMajy Taj MUPHW Mn3rnaeq, nonyT geauue
Ha nopTupHUUM CNAC-a, 3Haw, neH3noHepa
[cmex]. Anu nTuue, Ta arnaHOCT, Ta dp3mHa
KMBOTA...

XK. B.: A HohHe nTuue? [a siv BoavLd HOR?
Jep, y CylWUTUHN, TBOj CBET je rnoTryHoO AHEB-
HW CBET. Jecu in paamo c/imke Hohy? Jecu i
royeo... Ha npumep, Kosax je Heka BpCTa...

O.: a, moje npBe canke dune cy, peunmo,
HohHe. A KaCHunje cy nocTtane AHeBHe. To je

*TlocmaTpare, NO3HaBakwe W CTpacT npema
nTvuaMa npeacTassbajy 3acebHy Temy y [lanosom pagy,
o4 NPBUX NTULA KOje je C/INKao Kao AeTe Ha 3uJoBMMa
nopoauyHe kyhe y LleTumy - Koje ce 1 fasbe Mory BUaeTm
- [0 HasuBa NTula npeyseTux us [lpypoaHe ncTtopuje
nTuya (1770-1783) budoHa, Kojuma je Ha3Bao BehnHy
CBOjUX C/INKa U3 ocampeceTux rogmHa (kao wTo cy Le
Proyer, 1984 [kaT. 34], Le Quereiva, 1985, Calao des Phi-
lippines, 1987 [nn. 64], nTA.), CBe A0 CBOjUX KePaMUYKNX
panoBa n3paheHnx Ha OCHOBY OPHMTOJIOWKMX Tabnaun
Nno4YeTKOM OBOI BEKa, Y 3HaK MoLITOBara npemMa MpeHu
HamunpoBcku, kKoju ke pesyntupatn objaB/bMBateM
Kreure VipeHnHe ntvue y nsnawy Editions de la Différence
(2007). Takohe, 1994. roanHe, ynpaBo ra je rerosa
CTpacT NpeMa OpPHUTONOrMju HaBeNa Aa UHBecCTupa
y Opnenwnjepe, cTapy BMHCKW MNOAPYM MpekpuseH
rpacpmutuma (Epo), CMeWwTeH y 30HU Ca U3Yy3€THOM
ayHoM U1 riopom, knacnpurkosaHy kKao Natura 2000,
KOoja n3mehy octanor ctaHuwTe npy>a manoj 6enoj
Yansbn, KanaHApu, puhoksbyHO] YArpK, OKaTHOj FPMYLLN,
MOPCKOM KYJIMKY U CMBOj Yarsbu (B. UHTeEpPBjy C Mnjem
Knasenowm, y: Cankatu ctojeku / Peindre debout,cTp.
141-144).
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have a mind-your-own-business demeanour,
the museum attendant at CNAC’s side to them,
you know, people who've retired [laughs]. But
the birds on the other hand, that agility, that
kind of speed of life...

G.V.: What about nocturnal birds? Do you
like the night? Because your world is a com-
pletely diurnal world. Have you made night
paintings? You started... For example, the col-
lage is a kind of...

D.: Yes, my first paintings were, let’s say,
nocturnal. And afterwards, they became diur-
nal. It is indeed that fact of butterfly and moth,
owl and falcon in a way, but let’s say that at the
beginning, it was a bird of prey, and it remained
like that, but the bird of prey carnivorous di-
urnal aspect. Then elements visible in some
paintings like the architecture and all that33,
it became a moment of weakness. | think the
morphology of the figure must be reduced to
itself, to it alone. Using pre-existing elements,
no, I've tried it already...

G.V.: For when it comes down to it, you did
it, there are views of the house, there on the
painting we have at CNAC3-...

D.: Indeed, it’s our house, but transposed,
in a big way! There’s a cat’s head weighing

ings from the 1980s (like Corn Bunting, 1984, cat. 34;
Spangled Cotinga, 1985, Great Hornbill, 1987, ill. 64,
etc.) and his works on ceramics made from ornithological
plates in the 2000s, as a tribute to Irene Némirowsky,
which will be later published as Oiseaux d’Iréne, at
Editions de la Différence (2007). In 1994, it was also
because of his passion for ornithology that Dado took
over Les Orpelliéres, an old wine cellar covered in graffiti
(Hérault) located in a zone with exceptional flora and
fauna listed in Natura 2000, which provide a habitat to
the little egret, the greater short-toe lark, the sandwich
tern, the spectacled warbler, the Kentish plover and the
grey heron among others (see the interview with Guy
Clavel, in Peindre debout, op. cit., pp. 141-144).

**Dado is probably thinking of the paintings from
1965-1966 (Mehmet Ali Pacha, The Fall of Icarus, paint-
ings available at www.dado.virtual.anti.museum/paint-
ings-1960s) in which we can see columns and buildings,
motifs he abandoned quite quickly. He later called those
paintings ‘surrealisings’ (Portrait en fragments, op. cit.,
p. 68). It is completely different with the obsessional
motif of the house, which Germain Viatte referred to,
that Dado will keep, including in his last works.

*|t is The House in Hérouval, 1967, oil on canvas,
146 x 114 cm, FNAC 34641.
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ynpaBo Taj heHOMeH nenTupa, HEBHO-HOKHN,
CoBa uau jacTped, anum peunMo aa je y noveTky
duno rpadsneo 1 TO je ocTasno, camMo WTO je
rnoctano AHeBHO rpadsbmMBo, MecoXxaepHo. A
OHJa Cy CE& HEKWN eflIeMEeHTM KOoje CMO MOrnun
BUOETU Ha oapeheHum cavmkama, NonyT apxu-
TeKType U CAMYHO,33 NojaBnIn Kao TpeHyTakK
cnabocTu, Bepyjem. Mncnum ga mopdosoruja
NnKa Tpeba duTtm ceemeHa Ha by CaMy, Ha
camy cebe. Kopuwherne noctojehnx eneme-
HaTa, He, TO CaM MOoKYyLlao...

XK. B.:Jep, y cyluTuHU, unak cv 7o ypaamo,
Ty Cy rnpukKasun Kyhe, Ty je C/IMKa Kojy MMamMo
y HauvioHa/IHOM LleHTpYy 3a caBpeMeHY yMeT-
HoCT*...

[O.: Ax, To je Hawa Kyha, ga, anun npeHece-
Ha, U Te Kako npeHeceHa! Ty je rnaBa Mavke o
neT TOHa Koja BucK Tako. [Cmex XK. B. n M. b.]

X. B.: He, y peny, anav nocrtoju v ,,rnej3a-
XKHa“ cTpaHa...

[O.: NocToju, ako xoheTe, cTpaHa Koja ce
04HOCW Ha HEeNOCPeAHOCT, Ha CTBAPHOCT, ajn
HajbaHanHwnjy, dbuno fa je To KaHTa KPBU Koja
acouupa Ha Hacusbe, Ha yducTtso, nnm kyha,
HapaBHO, TO by Tpedano aHanm3npaTn Kpos
rncuxoaHanmsy, Ty CTBap.

X. B.: Jep 4ecTo noctoje Kyhe?

O.: Oa, 3HaTe, ja caM 00DPOBOJLHM N3THa-
HUK, 3ap He... Kyha, knenm cmo ce, kag cam
dno manu... Y LipHoj F'opn ce KyHeTe 0Bako
- KJIMHUWN TO Kaxxy: ,,AKO HUje NCTUHA, HeKa
ce Moja Kyha nckona mn3 temesa.” To je jako
TELKOo npeBecTn;3®> To Cy CaMo ABe peyu, ra-

*[lafo BEPOBAaTHO MUCAN Ha ciivke n3 1965/1966.
(MexmeTt Anm lNawa, MNMaa Nkapa, cnvke cy BUAsbMBE Ha
(dado.me/izbor-slika-iz-60-ih) roe ce mory npemnosHaTu
cTyboBn n rpakesmHe, MOTUBM Koje ke MpPUaANYHO
6p30 HanycTUTn - Te c/inke ke KacHuje 03HaYUTU Kao
L Happeanusyjyke” (lMopTpeTy pparmeHTMa, cTp. 97-107).
Cacsum je gpyrayvja cuTyaumja ¢ oncecMsBHUM MOTUBOM
Kyhe Ha Koju XKepmeH BujaT noTom anyampa, koju ke Oano
3a4p’KaTu CBe [0 CBOjUX NOCNeAHNX PafoBa.

*Pey je o chnum Kyka mn3 Epysana, 1967, yibe Ha
nnaTHy, 146 x 114 cm, FNAC 34641.

*[afo KOPUCTU N3pa3 Ha LPHOrOPCKOM je3nky:, Kyha
MU Ce Mckonana“, Koju oBae ogroesapa ApyromMm geny
peyeHuue: ,HeKa ce Moja Kyha nckona y Temesy”.
OBaj m3pa3 Takohe uma MeTaPu3nNYKO 3Ha4ewe,
Koje o3Ha4aBa rybmTak nopogunyHor gomMa u pohere
yCaMJ/bEHOCTHU - Ha WTOo [laflo MHave anyaupa KacHuje.
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5 tons that’s hanging like that. [Laughs from
G.V. and M.B.]

G.V.: No, okay, but there’s a ‘landscape’
aspect to it...

D.: There's an aspect, if you wish, that
refers to the present, to reality, but the most
banal, whether the bucket of blood evoking vio-
lence, evoking killings, or the house, obviously
that story deserves a psychoanalysis.

G.V.: Because there are often houses?

D.: Yes, you know, | am a voluntary exile...
The house, when | was little, people used to
swear... In Montenegro, people swear - that’s
kids saying that, by the way: “Yes, | promise
you, if it's not true, may my house become
hollow in its foundations.” It's very hard to
translate?s; they are two words only, it is the
verb to become hollow... Let’'s say that in place
of his house, the kid would find a hole with no
foundation.

G.V.: It has sunk?

D.: No, on the opposite [it has been] up-
rooted, torn away. The kids, to swear on the
veracity of their action and other stuff, they
swear just like that. The adults say every five
minutes “on my honour” and they don’t give a
shit, but the kid, poor mite, when he swears on
his house, where he is warm in the winter and
where he has food, where his mother lives...

G.V.: That’s funny, but | was struck by the
juxtaposition of the houses.

D.: Yeah, it's strange, right? | look at that
every morning, the faces of the houses3*.

G.V.: In fact, in each one you have some
activity going on?

D.: No, not in each, but in most, yes.

**Dado pronounces the expression in Montenegrin:
“kuca mi se iskopala”, which corresponds here to the
second part of the sentence, “may my house become
hollow in its foundations”. The expression also has a
metaphorical sense, it means the loss of the family
home, the birth of solitude, to which Dado alludes later.

**Located in the French Vexin, the mill of Hérouval,
where Dado settled in 1960 with the help of Daniel
Cordier, was made up of several buildings; the property,
called ‘La Fabrique’, was flanked by a pond.
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ron ,uckonatun“... Peummo, ymecTo cBoje kyhe,
nete dbm Hawno pyny des Temessa.

X. B.: la 1 je kykha yToHya?

[.: He, HanpoTus [Buna je] nwyynaHa, us
KopeHa. KnvHumn, aa dun noTBpAnanM NCTUHU-
TOCT CBOjMX MOCTynaka wuam duno yera, Tako
ce 3aknumy. Ogpacnu Kaxxy ,4acHa pey” Ha
CBakMx NeT MUHYTa 1 donnm nx gyne, anu geTe,
jagHoO, Kaga ce 3aKyHe Ha CBOjy Kyhy, rae my
je TONJSI0 3UMK N T Ae jede, roe My je Majka...

XK. B.: balu 3aHUMJ/bNBO, MEHE je OBAE jako
3aunHTpurupaaa ta bamsnHa Kyka.

O.: Ax, To je 4ygHo, 3ap He? [a, rnenam
TO CBaKoOr jyTpa, mua Kyha.3®

XK. B.: Y cyluTuHN, y CBaKoj o4 Hux nmMall
HEeKY akTUBHOCT?

[.: He daw y cBakoj, anu y sekuHu, aa.

XK. B.: Ann umawl nn ocekaj ga cu ceyaa
Koa kKyke?

0.: Oa, na! 3HaMm cBe Te 3ngoBe HanaMmerT.
OuyurnepgHo je oa je HajorncecnBHMja OHa Y Kojoj
Cy Moja feua, rae XusuMm. Hak ce nntam Huje
N Moja CJZIMKa HeKa BpCTa Mano npetepaHor
rnpukasa oHora wTo hy ocehaTn Kag dypem
yMUpao, cakeTak. [lakne, CTasIHO MUC/INM Ha
Taj TpeHyTakK; TO je BUAJbMBO Ha MOjUM C/uU-
KaMa, TO je CTBapHO ekcrnio3unja...  nutam ce
HWje Nn TO, peLuMo, HeKa BPCTa KhUKEBHE
nedunHnunje. Peunmo, To je HeEKa BpCTa Masne
KHUre o4 HEKOJIKO KBaApaTHUX MeTapa...

XK. B.: Ay, uHade, HuKaga Te Huje rnpu-
BYKJ10 Aa nuuieLu?

O.: Oa, na, ann Ty je npodnem jesnka, Beo-
Ma CcaM 0CeTJbMB Ha KHUXXEBHOCT, 3HaTe. Peun
Cy HewTo WTo Me dacumHmpa, Mok peyum je
CcTpawHa. To LWTOo caM Masornpe npmu4ao o paTy
KOju HUCaM BMAEO, YyO CaM 3a Hera Kpos npu-
4ye, Kpo3 paTHe necMe. A Hacu/be paTa 0CeTno
caMm jowl Buwie. Mimam jegHor npujatesba Koju
MU je MpuYao, WeTao je ca YA3MOM, a YHyTpa
je duna Hora Hekor Hemua ... NMuTaMm ce wTa 1O

*CmMeLuTeH y hpaHLyCcKoM BekceHy, mnanH y EpyBany,
roe ce Oapo HacTtaHuo 1960. roguHe 3axBasbyjyhn
Danuvjeny Kopawjey, cacToju ce o, HEKOJIMKO 3rpaja;
MMakbe, 38aHo ,,Pabpuka“, OKpYXeHo je prbrakoMm.
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G.V.: And you have the feeling of being
home everywhere?

D.: Oh yes! | know all those walls by heart.
It's obvious that the most obsessional is the
one in which my children are, where | live. |
even wonder if a painting like mine is not a kind
of narrative, a little academic, of what | would
feel when dying, a summary. So | think at that
moment, let’s say, permanently; it's noticeable
in my painting, it’s really the eruption... And
| wonder if it’s not that, as literary definition,
say. Say, it’s a kind of small book of several
square metres...

G.V.: On that issue, you've never been
tempted to write?

D.: Yes, but there’s the problem of the lan-
guage, | am very sensitive to literature, you
know. Words are something that fascinate me,
it's scary the violence of the word. It's what |
was saying earlier about the war | didn’t see,
it was through words that | heard about it,
war songs. And the violence of the war, | felt
it more. | have a friend who used to tell me,
he was walking with a boot, there was the
leg of a German in there... | wonder what it's
about, how one can go beyond... Because what
happens, in the end? War kills twice, because
the person who's dead, well he leaves the oth-
ers in peace, but the one who survives, with
everything he has done and seen, | can’t im-
agine at all how his mind can evolve, there’'s a
total blocking taking place, there’s no problem,
I'm sure... But | am very happy not to have
seen those horrors...

G.V.: But at the end of the day, you expe-
rience them more than if you had seen them.

D.: That's true, through words, precisely.
You ask me if I'm not tempted with writing,
well, in my own way | write, if you want, what |
was feeling at that time. Those were some kind
of war poems and all that, incredibly violent.

M.B.: Some horrific massacres took place,
right?

D.: Yes, of course! | knew each time there
had been a massacre and at which location...
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MO>Ke [a 3Ha4u, Kako ce Moxxe nhun gasne...Jep
WwTa ce Ha Kpajy gewasa? PaT yduja asanyT,
jep oHaj Koju je ympo, na nodpo, CBe je 0CTaBMO
Ha MUMpPY, aJIn OHaj KO MPeXXNBU, Ca CBUME LUTO
je BUOeo n 40XXUBEO, He BUANM KaKo Herosa
rncuxa Mo>ke fa ce pa3Buja, 40N1a3M 40 NOTNy-
Hor Bnokmpama, TO je CUrypHo... Beoma cam
cpehkaH WTO HMUCAM BMAEO CBE Te rpo3oTe...

XK. B.: Ann, y CyLUTUHW, TV UX BUANLL BULLIE
Hero aa cu ux BUAEO Y>KNBO.

[.: Tako je, Tako je, ynpaBO KpO3 peyu.
MuTaw mMe ga nm cam dMo CKJIOH Nucamy, na,
MALLEM Ha CBOj Ha4uH, Aa@ Ka)KeM, OHO LWTO
ocekhaM y TOM TpeHyTKy. oCcTojann cy HeKun
MecHNYKN TEKCTOBM O paTy U CBE TO, Ca HEBe-
pPOBATHOM HacuHoLWRY.

M. b.: busio je yxxacHux macakpa, 3ap He?

O.: Na, HapaBHO! 3Hao cam ucTor faHa ga
je dno Mmacakp Ha HEKOM MecCTYy...

M. B.: Anv ga av cy umBuan duam noroke-
HW TuM paTtom? Waun je To jegHocTaBHO buna
HeKka BpcTa ,urpe” 3a ogpacnse?

[O.: Na HapaBHo! [1Ba Moja bpaTa of TeTke
Cy NoruHyna...

M. b.: fleuya?

[O.: He, jenaH je buo cTyneHT MeguumHe, a
apyru je 8o MeanuUMHCKN TEXHUYaPp...

M. b.: Ann cy dunm BojHULUN?

O.: He, oHu cy dunm y mapTusaHuma, y
MokpeTy oTnopa. Obdojuua cy MacakpmpaHu.
Yak n Moja TeTka 4yBa, TO MU je pekao dpaT,
MOXK[a Cy TO OMeT Na)kn, xxeneo dux ga Huje
NCTWNHa, BEPYjeM fa jeCTe UCTUHA, YyBa jakHy
CBOr CTapujer CcMHa Yy Kojoj je ydujeH, npody-
LeHy MeuuMa, TO je 3acTpawyjyhke! Youno ra
je Hekn NuK, He y 3aceaun, Beh y HEKOj BPCTU...
OH je HekaKko d1o y NapTuU3aHMMa, HacTao je
Heku npodnem, oH ce cakpuo; yduo ra je Kao
HeKN aMaTepckun knyd...

M. b.: lo3HajeLu i my3ej F'mctasa Mopoa?
I.: He.

M. b.: To je NpUANYHO CTPAaLLHO, ¥y CTBapu,
jep je my3ej nocsekeH cavkapy; Ty je NoCMpTHa
coba, cBa oaeka, CBe Hherose C/NKe.
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M.B.: But was the civilian population touched
by that war? Or was it a kind of ‘game’ played
by the adults?

D.: You bet! Two cousins of mine were killed...
M.B.: Kids?

D.: No, one was studying medicine, the
other was a nurse...

M.B.: Were they soldiers?

D.: No, they had joined the maquis, in the
resistance. They were done in, both of them.
Even my auntie, my brother told me that, it's
perhaps a lie though, | wish it was not true but
| believe it is, my auntie she keeps the jacket
belonging to her eldest son, the one in which
he was killed, pierced with bullets, it's appall-
ing! He was killed by a guy, not in an ambush,
but in a kind of... He had joined the maquis,
somehow there was a problem; it was a kind
of amateur club which killed him...

M.B.: Do you know the Gustave-Moreau
Museum?

D.: No.

M.B.: It’s quite terrible, really, because he’s
a painter who’s been preserved; there is the
death chamber, there are the clothes, there
are all the paintings.

D.: How horrible, that's awful!
M.B.: And the house has stayed the same...

D.: He made beautiful paintings that man,
you know. Some are splendid. | saw some Moreau,
wonderful. Poor old man! He was kind, | heard,
old Moreau.

M.B.: Oh yes, he was a good tutor. [Laughs.]

M.B.: Yes, it’s funny what you said about
old painting.

D.: Oh, but that’s been a while... When |
was making Thomas More and all that, | was
very fond of classic painting?®’. But that process

*Thomas More (1958-1959) is a direct reference to
the portrait of Thomas More by Hans Holbein (1527) that
Dado only knew in reproduction at the time of making
the painting, but that he must have seen in 1962 in the
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[.: KakBa cTpaxoTa, To je 3acTpauwyjyhe!
M. b.: U kyka je ocTana ucra...

O.: Taj je HanpaBWo nene canke, 3Hall.
Heke cy BennyaHcTBeHe. Buoeo cam MHore
npeagneHe Mopoose cnuke! JagHu maTtopu!
Kaxy pa je dbuo gpar, oTau Mopo.

M. b.: Ax, aa, 6mo je nobap npoghecop.
[Cmex.]

M. b.: [a, CMELUHO je TO LUTO CU rpn4ao o
CTapoM C/IMKapCTBY.

O.: AX, To je buno gaBHo... Kaga cam jow
pagmo Ha TemMaMa nonyT Tomaca Mopa, duo
caM BeoMa Be3aH 3a KJIaCM4YHO C/IMKapCTBo.3’
Ann oBaj npoLec ekcnao3nje oTuLao je npu-
JINYHO Janeko, MUCAMM, C 0O3MPOM Ha TO Ada
OCTaje n3a MeHe Kao HeKa BpCTa... Hema ucty
KUBOTHOCT, 3HalLl.

O.: lWTa mncnvw wita dux ja noctao y npen-
paTHOj, Kpa/beBCKOj Jyrocnaemnjn?3® To je Kao
baHawma Npyka. Mucnvw ga dux noduno ctu-
neHaunjy? Ca yeTpHaecT rognHa nodmo cam
CTUNEHAN)Y Aa NAeM y YMETHUNYKY LLUKOJY, Y3
XpaHy 1 cMewTaj, Monum neno. Of YyeTpHae-
CTe OO0 ABajeceT Apyre rogumHe, cBe Jo Mor
ponacka y Napwus, 6o cam 36puHyT. UcTUHa
je. Hucam pagumo HM nona caTa y Jyrocnasuju.
OcaMm rogumHa. 3aMuUCIN, HACaAM HU TPa>kKno
cTUneHpunjy, HUWTa. To je ayToMaTCKMK, CBU
TO podujajy.

M. b.: Kako 10?

O.: AX, ann T, XPOHUYHN AHTUKOMYHMU-
cTo! Anu TO Tako (PyHKUMOHULIE Yy couuja-
ncTunydknM 3emsbama. lMa, cBa geua nodujajy

¥Tomac Mop (1958-1959) nupekTHa je pedepeHua
Ha nopTpeT Tomaca Mopa on XaHca XonbajHa n3 1527.
roavHe, koju lago Hyje morao ga Buam, ocM penpoaykumja,
y BpeMe uspage CBOr niaTHa, ajv je Morao Aa ra noraeia
1962. roanHe y ®prKoBoj KOEKLINjN YMETHOCTM TOKOM CBOI
bopaBka y Hbyjopky.

3¥Kpas/beBUHa Jyrocnasuja, y Kojoj je poheH Oano,
OCHOBaHa je HenocpeaHo HakoH lMpBor cBeTCKOr paTa
M npecTasa je fa NocToju HaKoH [lpyror CcBeTCKOr
paTa, nonackom ®epepaTtmeHe HapoaoHe Penybnuke
Jyrocnasuje n gponackom mapuasa TuTa Ha BhacT.
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of erupting has gone quite far, | think, because
it stays behind me like some kind of... It doesn’t
have the same life, eh.

D.: What do you think would have become
of me, in pre-war royalist Yugoslavia3®? It's like
Greece today. Do you think | would have been
given a bursary? At fourteen | received a bur-
sary to study at the Fine Arts school, with room
and full board if you please. From fourteen to
twenty-two, until | arrived in Paris, | was well
looked after, it's true. | didn't work even for
half an hour in Yugoslavia. And that for eight
whole years. That’s quite a feat, eh? | hadn’t
even asked for the bursary, or anything else.
It was an automatic process, everybody had it.

M.B.: How's that?

D.: Oh you, incorrigible anti-communist!
It's the case in all socialist countries, all kids are
given a bursary. It’s next to nothing but we have
room and full board. In the Fine Arts school, in
Montenegro, we even had paintbrushes, paper,
watercolours, canvas for painting. We used to
paint with powder used by decorator painters.
And straightaway we painted in large formats,
at fourteen, large 100 Figure formats3°. There
were thick like that! Obviously we kids were
completely covered in it.

M.B.: The Fine Arts school, was it a new
thing or it existed already?

D.: It didn’t exist. It was after the war. They
tried to do... They were federal republics, you
know4°, Each republic wanted to have its own
Fine Arts school, its Music Conservatory. So |
ended up at fourteen without basic school-leav-
ing qualifications, having failed my exam, you

Frick Collection during his stay in New York.

*The Kingdom of Yugoslavia, in which Dado was
born, was founded just after the First World War and
ended at the end of the Second World War with the
creation of the Federal Republic of Yugoslavia and Marshal
Tito coming to power.

#162 x 130 cm.

“Thanks to its active role in the liberation of the
country, Montenegro was given the status of republic
within the Federal Republic of Yugoslavia by Tito.

245

“It's swarming...” | ,To Bpau..."

cTuneHanjy. To Huje HALWTa BesIMKO, asin CMO
30puHYTN. Y YMETHNYKOj Wwkonun y LipHoj Mopw,
MManu CMO YaK M YeTKuue, nanump, akBapen,
jyTeHo nniaTHO 3a canKare. Cankanm cMo rpa-
heBuHCckM bojama. M ogMax CMO C/iMKanum y Be-
JIMKOM hopmaTy, Ca YeTPHaeCT roAnHa, Benke
chopmaTe ca 100 cdumrypa. HapaBHO, KIMHLN
bun ce ckpo3 ymazsanu Tume.

M. b.: Ann YMeTHu4YKa LWKoa, To je buso
HeLUTo HOBO Wi je Bek roctojana?

[.: Huje nocTojana. To je dBuno nocne paTa.
Mokywanu cy fa Hanpase... To cy hepepaTums-
He penydnuke, 3Haw?’. Ceaka penydnuka je
xesiena Aa nMa CBOjy YMETHUYKY U MY3UYKY
wkKosy. M oHoa cam ce Hallao ca 4yeTpHaecT
rognHa des gmnnaome, Nao Ha UCNUTY, pasy-
MeLl, Ha ynuuun. A oHga cy mu peknu: ,EBo,
nhun hew y YMeTHUYKY WKony", u nirnepa na
cam pekao: ,[la, oa, ako My Kynuil ABa Kuna
Tpewara“ jeaHom apyrapy... Oasenu cy me
Tamo, Ha UCMUT...

XK. B.: Anun, ga v cn Beh rpe tora uptao?

O.: O pna, Bekh cam LpTao npe Tora, Kako
ha Hel#!

M. B.: Anv fa sin Cu Hay4no HeLTo y YmeT-
HUYKOJ LUKOSIN? Jep CBaku NyT Kad HEKU C/INKap
rnpuya o akagemujn, nomucanil ga éu émo ncto
Tako gobap v fa HUje nLao.

[.: MNpBu1 NopTpeTun, NPBX NPaBu NOPTPeTH
Koje caM ypaauno, dunm cy ToKoM paTa, OKO
1943, moxxaa 1944, n oaMax HaKoH paTa, To Cy
dunn nopTpeTn CoBjeTCKMX MapLuana, MoJanuMm
neno. Ax noptpetu! N To Kakeu!

M. b.: Beh cy buan BubeHu og [ana, 3ap
He?

O.: Wanvw ce, pagno caMm NpUJINYHO A0-
bdpe nopTpeTe, BpNO CAANYHE OpUrMHANUMa.

M. b.: CoBjeTCKu peasn3am...

162 x 130 cm.

“3axBasbyjyhn akKTMBHOj yno3u y ocnobahamy
3emsbe, LipHa Mopa je og Tuta gobuna ctaTtyc penybnuvke
y okBupy ®enepaTusHe HapoaHe Penybnumke Jyrocnasuje.

“[lapo je n3y3eTHO paHO NMoKa3ao TajeHaT 3a LpTakbe;
HEKOJINKO LpTexa Koje je u3paamo y TUHejLIepCKNM
rognHama cadvyBaHuW Cy OO faHac. YnpaBo jefaH of
HUX Npukasyje pubape Ha Ckagapckom jesepy.
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see, in the street. So they told me: “Well, you're
going to do Fine Arts” and apparently | replied:
“Okay, if you buy me 2 kilos of cherries” to a
friend... They took me there for the entrance
exam...

G.V.: You were already drawing before then?

D.: Of course | was drawing before, what
do you think?#!

M.B.: But did you learn something at the
Fine Arts school? Because each time a paint-
er mentions the Fine Arts, it seems that if he
hadn’t gone there, it would have been the
same.

D.: The first portraits, the real first portraits
| painted were made during the war, in 1943
or 1944, and immediately after the war, they
were the portraits of Soviet marshals, you'd
like to know. Ah some portraits! Quite good!

M.B.: They were already made Dado style,
right?

D.: You're kidding, but | made quite good
portraits, very good likenesses.

M.B.: Soviet realism...

D.: For example, yes, if you like... But all
the same, | was very taken with it all, you know,
we were in the swing of it, it was the war, etc.!
| had Konev, all those generals, Lenin! | loved
drawing Lenin, and | didn’t find it hard, you
see... The goatee and everything!

G.V.: But why were you making those por-
traits? Were they commissioned?

D.: No, not at all, are you crazy, it was for
my own enjoyment! It was to celebrate the
Liberation in my own way, in my little corner.
| was very affected by it all. You know, there
was the radio, even there. You have to know
that in Eastern Europe, the battle of Stalingrad
corresponds exactly to the landing in Normandy
for the French, it's the same thing*2. It meant a

*'Dado showed very precocious artistic gifts; a few
drawings made when he was a teenager have survived.
One represents fishermen on Lake Skadar.

“Dado’s fascination for Soviet generals and for USSR
might have surprised his interlocutors. Though understand-
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O.: Ha npumep, Oa, ako Tako xokeLl... Anun
TO Me je cTpawHo ody3seno, pasymell, TO je
dnno Bpeme paTa, dmo je xaoc uta. Imao cam
KomeBa, cBe Te reHepane, JlewunHa! Ax, odo-
»KaBao caM ja upTtam JlewrHa n Huje My drnno
Tewko, pasymeuwl... OHy many dpaanuy n cee
ocTano!

XK. B.: Ay 3aLUTO €U paguno Te noptpere?
Ha nn cy 1o bune HapyLbuHe?

O.: He, HMKako. Jecn nn nyn? Paguo cam
TO WUCKJbYYMBO 3a CBOj JINYHU yxuTak! To je
dbuna moja mana npocnasa ocnodbohemwa, Ha
MOj Ha4uMH, Y MOM KyTKYy. Bnno mu je To Beoma
Ba>XHO. 3Hall, nrnak CMo TamMo MMaau pagmo.
Pasymeul, y 3eMsbama VicTo4vHe EBpone, dbutka
3a CTasbuHrpag je ekBmBajeHTHa UCKpLaBa-
by y HopMmaHanju 3a ®paHuyse, TO je UcTa
cTBap.*? To je BUTHO 1 KNnHaL dyne odbenexeH
TMMe, HEMa CyMHbe... Y MOTMYHOM Cpakby, YBEK
rnagaH, NnocToju Taj Aorabhaj, cBeCTaH cu ra,
3HaW 3a Hera u cBe TO...

M. B.: A 1o je 6o gorabaj Koju je Tpajao
jako ayro... butka 3a Cta/emHrpag Tpajana je
meceuymMa n meceuuma.

O.: AX, ann ce vnak 3aspwunna nodenom
coBjeTcke Bojcke! O Tom gorahajy rosopum,
HapaBHO. HapaBHO fa CMO 3Ha/In Ja ce Mece-
ummMa Boauna dbopda. OHor naHa Kaja Ccy Jbyan
casHaaun Ja nae y nodpom npasuy, y Basay-
Xy ce ocehana Heka BpCTa chaba. Uckpe-
HO, MWUC/IUM Ja caM CBe TO paAuo da MaJso
MMMNpecrMoHMpaM CBoje poauTesse. He 3Haw,
KJIMHLW CY TOJIMKO NIyKaBW... YBEK MOCTOju Ta
kabapeTcKka CTpaHa Ko KJIMHaua Koja n3a3MBa
CYyMhY, 3ap He?

“Nanosa acumHaumja COBjEeTCKMM reHepasamMma un
CCCP-om penyje n3HeHahyjyhe herosum caroBopHuLmMMa.
Mako je pa3ymsbMBa y CBETY CNeUndUYHOr KOHTEKCTa
cykoba - nobene kopn CTasbMHrpaga, Koja je o3Haduna
rnoYyeTak HeMaykor c/ioMa - Ta acLmHaLja UMa MHOro
ny6sbe KopeHe. Hanme, oHa cBefo4n o 61MCcKnM Be3ama
Koje cy nose3smBasne LipHy Fopy ¢ PycujoMm, a Koje Cy cTBopeHe
y 18. Beky nog BohcTBOM Bnaanke JaHuna. lafo je 4ecto
rOBOPKVO O CTApOM MpujaTesbCTBY CBOje 3eMJbE C ,,BESINKNM
6paToM" Pycujom, jeguHCTBEHOM Cnydajy Ha bankaHy (o
YeMy OMLINPHO NULle nctopuyapka Ennszabet PobepTc
(B. E. PobepTc, KpasmesuHa LipHa Mopa, cTp. 16). Takohe
ce MOXe npeTnocTaBuTu da je Janosy ,pycodunmjy”
[0OaTHO noAcTakna durypa Hherosor gege no majuu,
JoBaHa Kyjaumha, npeBogvoua ToncToja.
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lot, and a kid is influenced by all that, there’s
no doubt... Being in deep shit, starved all the
time, there’s that event, people were told, we
knew and all that...

M.B.: But it’s an event that lasted a long
time... The battle of Stalingrad lasted months
and months.

D.: Yes, but it ended with the victory of the
Soviet army, right? It's that event I'm talking
about of course. Obviously we knew that the
battle lasted months and months. The day peo-
ple knew it was working, there was celebration
in the air. To be honest, | think | did all that to
impress my parents a little. I don’t know, kids
are so twisted... They like playing to the gallery,
SO you never know, really.

M.B.: Were you already precocious, and
showing some talent?

D.: Oh no... Kids feel powerless, you know.
Sometimes they feel they have to be cunning
to get away with stuff. A not entirely commend-
able reflex, but true...

M.B.: Were you a good student at the Fine
Arts?

D.: Yeah, right, I did fuck all! Well, | was
working, sort of. You know, the Fine Arts at
fourteen, it coincided with the age of puberty
for us, stuff like that, | was mainly doing stupid
things, you know!

M.B.: And you thought of yourselves as
artists, no?

D.: Certainly not! | don’t think so, really |
don’t think so. We thought we were the devil
incarnate. Because the Fine Arts school was in
a little town [Herceg-Novi] on the Mediterrane-

able in the light of the very special context of the conflict
- the victory of Stalingrad, which signals the beginning of
the German rout - it has however much deeper roots. In
reality, it shows the tight bonds uniting Montenegro and
Russia, established in the 18th century at Prince-Bishop
Danilo’s instigation. Dado often mentioned the old friend-
ship between his country and the Russian ‘big brother’, a
unique case in the Balkans (on which the historian Eliza-
beth Roberts dwells at length, see E. Roberts, Realm of the
Black Mountain, op. cit., p. 16). We can also assume that
Dado’s ‘russophilia” was influenced by the tutelar figure
of his maternal grand-father Jovan Kujaci¢, translator of
Tolstoy.
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M. b.: a sin cn Beh Taga noKasmBao paHu
TaseHart?

O.: Ma He... [leua ce ocehajy becnomohHo,
pa3symMmeLl. MNoHekap cy npuHyheHa fa kopucrte
npesapy na dou ce nssyknu. To HuMje daw no-
XBaJsiaH pediekc, aan je NCTUHUT...

M. b.: A ga v cu buo godap y4yeHuK y
YMeTHUYKOj LuKoamn?

[O.: Ma gaj, xaTao caM 3jane. Ox, Oa, pagmo
caMm, pagmo cam BuLle uan Make. He, 3Hau,
YMeTHMYKa WKoJla Ca YeTpHaecT roguHa, y
nepuony nydepTteTa 3a KAMWHLE, N Tako TO,
HajBuLe caM ce daBmMo raynocTmma.

M. B.: A na 2im cTe ce cMaTpaif YyMETHU-
umma?

O.: Ox, curypHo He! He MucauM, cTBapHO
He mucaum! Ax! CmaTpann cMO ce npaBum
haBosMMa. 3aTo WTO je YMEeTHUYKa WKoJa
dbuna y manom mecty [Xepuer Hosu], Ha oba-
nn MegutepaHa, Ca jy>XHadknM dyp>KoacKum
MeHTanMTeToM, 3Haw... CBN Cy uManun cBoje
MaJie BpTOBE Ca NoMopaHLiama. A oHAa, cle-
neker gaHa, Huje dnno HMjegHe NoMopaHLe
HN MaHJapuHe Ha gpeehy, cBe cy... [lakne, Tn
MoNyAMBIbU KIMHLW, KOjU CY AOLUAN C NAaHU-
Ha, HEeKW Cy 4ak dbunm dueLum nacTmpun. buo je
jendaH Koju je dBro nocnacTtuyap, MMao je 4yeTp-
heceT neT roauHa. Huje umao HujepaH 3yd! N
bno je jepaH Tnn de3 Hory, 3Haw, dorasb.

M. b.: Koju je noxabao YMETHUYKY LLUKOJTY?

O.: buno je Ty ceera. buno je ctotuHe
HUX...

M. b.: Ca yeTpgeceTt neT rognHa?

O.: Na wTta xokew, cnodopa je 1o, 3abo-
ra! buno je Ty 1MKOBa KOju HNCY MOrnu fa ce
LWKoJsyjy npe paTta. bunu cy To jagHu sbyon,
bdorasbu, Koje du y ceBom ceny dbunm daveHn y
HeKy pyny.

M. b.:  ogjeaHOM Cy uMaauv npunKky aa...

L.: Ax, na Taj duBLM NocnacTnyap nMao je
noTnyHo Tpyfe 3yde y cpeauvHu, 3Haw. buno
je MOHCTpPYO3HO rnepaTu ra kag ce cmeje. imao
je cHary Xepkyna v An3ao je CTO CBOjUM Tpy-
num 3yduma. Mopao dm To ga Buauwl, matopu!
I pBeHN CTO N3 pecTtopaHa, Texak cTo. OH je
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an, a bourgeois Mediterranean mentality, you
see... They all had their little gardens, their
orange trees. And then the next day, there
was no longer a single orange or mandarin on
the trees. Those kids were a little wild, coming
down from the mountains, some used to be
shepherds. One of them was a baker, he was
forty-five years old. Not a single tooth left in
his mouth! And there was a guy with no legs,
you see, both legs missing.

M.B.: Who was studying at the Fine Arts?

D.: There was a bit of everything. There
were hundreds of...

M.B.: At forty-five?

D.: Well yes, freedom is precisely that,
right? Guys who’d never had the opportunity
to study before the war. There were poor devils
who’d been maimed, in their village they were
put in a crapper.

M.B.: And suddenly they had the oppor-
tunity to...

D.: The former baker, for example, his teeth
were completely rotten in the middle. To see
him laughing was a horrific sight. He had Her-
culean strength and he used to lift a table with
his rotten teeth. You should have seen that,
man! A restaurant table I'm talking about, a
wooden table, heavy. He was dancing like that,
with his teeth all sawn in the middle like that.
And he was holding on to it, | had never seen
anything like that. As for the shepherds... There
was one... with no hands! He used to draw with
his stumps. And the one who was walking on
his crutches, he’'d had polio! And he was mean,
you know. And there were some thieves too...

G.V.: Were they disabled because of the
war?

D.: Not at all, absolutely not. It was like that.
They were there, they were milling around!
There was a poor devil [laughs] who was bring-
ing him breakfast, because the disabled man,
he was dragging himself to the restaurant,
which was 500 metres away, at noon and in
the evening, you see, but not in the morning.
He asked a kid to bring him a bit of bread and
jam. Coffee of course was impossible to trans-
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rnJsiecao no Basayxy Tako, ca KpesasuM 3ydnma
y cpeauHu. M Hocao ra je, ax, HUKapg HuUCaMm
BMAEO HMWTa CAnM4HO. buno je n mactupa...
JenaH je nmao... ae pyke mamwe! LipTao je ¢
[Ba naTpJbkKa. A OHaj Koju je Xo[ao ca WTakKa-
Ma, Aevmnja napanmsa! Ox, dmo je 3a0, ga ™
ka>kem! buno je n nonosa...

XK. B.: a nn cy To bune patHe nospege?

L.: Yak Hn TO, He, He, yonuwTe. TakBu
cy bunn, jeaHocTaBHO cy nocTojanun! buo je
jebaH HecpekHUK [cMex] Koju My je [OHOCKNO
[opyyak, jep je borasb fosasno y pecTopaH
Koju je 6buo ynasseH 500 meTapa, y nogHe u
yBe4e ako xohkell, anu He yjyTpy. AHra)>xoBao
je TaKo HeKOr K/JMHUa Aa My OOHOCK KoMmap
xneba n uyem. Kada, HapaBHO, Huje buna
npeHocuBa y TO BpeMe, HMje buno npubopa.
N knnHau je poHeo camo xneb, 00K je Liem
CcMa3ao ycnyT... [Cmex.] [Boram] ce cmejao,
MPUMETKMO je Oa HeEMa LieMa u To My je buno
BeOMa cMeLllHo. lNycTuo je manor haBona na
HaM ce Npunbnnxun, a oHJa ra je yaapwuo, buno
je cTpawHo... [Cmex.] MNpeTyKao je Tor manor
KAMHUa. baw je ckyno naaTtuo Taj Lem!

M. B.: A KakBu cy busn ripogpecopun?

[O.: YrnaBHoM je duo Taj dborasm, dbuno je
yynaHo... Mpogecopa je duno Tpoje-4eTBOPO,
HW Hac Hnje duno MHoro. MNMpodecopu cy dunu
Beoma 3abaBHu. AupekTop*® je drno duswun
KapvkaTypucTa, LWapMaHTaH nHa4ve, ca MHO-
ro ykyca, aam je Tamo cede cxBaTao BeoMa
030usbHO. A mu... [Cmex.]

X. B.: buo je nocTtaB/beH 3a npogecopa
HaKoH ocnobokera?

O.: Tako je. Ox, yonwTe Huje drno Hekun
napTu3aH. brno je no3HaT no cTpuny Koju je
buo Beoma nmonynapaH npe pata. W oHAa je
NnoCTao ANPEKTOP YMETHUYKE WKOoe, a MOj
yjak je dno npodecop [Mupko Kyjaunk]. Tykao
Me je npen ApYyruM KAnHumMma. TpecHyo dn me
Tpwu nyTa no suanun. bym, dem! CkoT. [Cmex.]

“Pey je 0 Munowy Bywikosuhy (1900-1975), cnvkapy,
niycTpaTopy, Kapmkatypuctu u npodecopy. Og 1952.
rogunHe 6uo je anpekTop Myseja Ha LieTury 1 BepoBaTHO
je 6o 3acnyxaH 3a ynasak npse [agose civke y
HaumoHanHe konekuuje, Kpaj cemjeta (1955-1956, un. 35).
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port in those days, there were no utensils. So
the kid brought him bread, but the jam, he ate
it on the way... [Laughs.] [The disabled guy]
was laughing, he could see there was no jam,
he thought it was very funny. He let the poor
little devil come close to us, and he bashed his
head in, it was horrible... [Laughs.] He beat up
the little kid. That jam, he paid dearly for it!

M.B.: And the teachers, what were they
like?

D.: There was in particular the disabled
guy, it's strange... There were three or four
[teachers], we were not that many. The teach-
ers were very funny. The director*? used to be
a caricaturist, a delightful man with taste, who
took himself very seriously. And us... [Laughs.]

G.V.: He’d been brought in from outside to
teach after the Liberation?

D.: Precisely. He was certainly not some-
one who had joined the maquis. He was very
famous for a comic book which had been very
successful before the war. And then he was
there, director of Fine Arts, and then there was
my uncle who was a teacher [Mirko Kujaci¢]. He
used to slap me in front of the other students.
He used to hit me three times in the jaw. Wham
bang! The bastard. [Laughs.]

G.V.: Why, was your uncle a painter?

D.: Oh yes, and then he used to hit me
because | had seen books on German expres-
sionism, you see. There was a painting by Nolde
which | liked, he’s a good painter by the way.
| used to really like it, and it happened that
there was a kid who had a mug like the figure in
Nolde's, with big huge eyes, a round head, and
he was my model. He was very passive, that
kid, and | had nicknamed him the slowworm%4.

G.V.: What? The slowworm, the snake?

Milos Vuskovi¢ (1900-1975), a painter, illustrator,
caricaturist and professor. He was the director of the
museum in Cetinje from 1952, and in that title, was
probably responsible for placing a painting by Dado for
the first time in the national collections. It was The End
of the World (1955-1956, ill. 35).

“Mihail Milo Pavlovi¢ (1935-2014), Montenegrin
abstract painter, member of the Academy.
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XK. B.: 3awiTo, je n TBOj yjak buo cankap?

O.: Ax, na, n oHga d1m Me npemnaTmo, jep
caM rnefao Kkbure 0 HeMaykoM eKCrnpecmo-
HM3My, 3Haw. bro je jepaH Honge Koju mu ce
csubhao, nHayve podbap cnukap. MHoro mu ce
cBMbao 1 ncrnocTasuo ce ga je dmo jenaH Knu-
HaL Koju je umao cauy Kao HongeoB nuk, ca
BEJINKMM OrPOMHMM 04MMa, OKPYTJIOM F1aBoM,
M OH MU je dBuo mogen. buo je Beoma nacmeaH
Taj KJMHaL, Ha3Bao caM ra cnenuk,

X. B.: Kako? Cnenuk, 3munja?

[.: Jow yBek ra 3oy cnenuk y LipHoj MNopw.
OH je npodecop ypTara. Mma duynkn, moja
cecTpa Tawa MU je pekna: ,JagHUK, joll yBeK
ra 3oy cnenuh.” baw cmewHo. [Cmex.] buna
je romuna TMNoBa KOju Cy XTenu fa Mu ce py-
rajy, maBaau cy MM Hagumke: rpdaBu - Kako
Cy Me 3Bann? - TPynu, TakBe CTBapu, ann To
Ce HMUKafa Huje NnpuMnno. Anuv jagHuum Kojuma
CaM ja JaBao HaAUMKe, CBU Cy UX 3afprKau.
JepHor cam 3Bao CaT. Cagajey Napusy, njow
yBeK ra 3oy CaTt.»

M. b.: A na nn je meby Bama 6110 MOMakKka
KOju Cy ce nctuuaau, Koju cy MMaau TaJaeHTa,
WV CTE CBY paavav OTIPUINKE NCTE CTBapu,
3ap He?

O.: Ox! Hncam umao ytucak ga pagum ucte
CTBapu Kao ocTanu. Anu, fa dynem NCKpPeH,
Towo* n ja cMO NpaBuAM YyaHe upTexe 3a
OKOJIHOCTM TOI BpeMeHa, 3Hal. [oBopuaum cy
HaMm: ,lLTeTa, umajy nodpy TexHUKy, a LupTajy
cparbal!“ To je Tpareawja npodgecopa. Ax, dbuno
je Tewko! To je dBuno ogmax nocne nepuona
CTaJbMHM3Ma... TeWwKOo, CTBapHO.

M. b.: Anv ga nv cu nsnarao 'y Jyrocnasuju
rnpe Hero LwTo cu goLuao osae’?

[.: MpBYy C/MKy Kojy cam Npoaao Kynuna
je Fanepunja ymeTtHoCTM Ha UeTuwy, y LpHoj

“Muxann Munno Masnosuk (1935), LpHOropckn
ancTpakTHW cauKap, YnaH Akagemuje.

“MwunaH Y3enau (?-2014), yMeTHUK crneunjannsoBaH
3a MO3aWuK, XXMBeO je y HopMaHauju.

“Y nuTamy je Ypow Towkosuhk (1932), kora Jano
oBJAe NpPUCHO Ha3mBa Towo. OHM cy 3ajeaHO noxahann
YMeTHUYKY WwKony y Xepuer HoBoM. HakoH HEKOJIMKO
roanHa nposeneHunx y Mapusy, Towkosuh ce BpaTno
y UpHy lopy, roe ce TpajHO HacTaHWO M HacTaBMO
CTBaparbe eKCLEHTPUYHMX Aena.
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D.: He’s still called slowworm in Monte-
negro. He is an art tutor. He has a bicycle,
my sister Tanja told me: “The poor man, he’s
still called the slowworm.” It’'s funny, isn’t it.
[Laughs.] There were plenty of guys who want-
ed to fuck me about, they gave me nicknames:
the hunchback - how did they use to call me?
- the rotten one, stuff like that, but it never
stuck. But the poor guys there, they all kept the
nicknames | gave them. There was one whom
| called the Watch. He’s in Paris actually, he’s
still called the Watch?*>.

M.B.: And amongst you, there were people
who stood out, who had talent, or did you more
or less all do the same thing?

D.: | didn’t have the feeling of doing the
same thing as the others. But to be honest,
there was To$0*¢ and myself and we were mak-
ing crazy drawings for those times. The others
found out... They told us: “It's a shame, they
have a good technique but they are drawing
stupid things!” That’'s the teachers’ tragedy.
We had it tough though! It was the period im-
mediately after Stalin... Difficult, eh.

M.B.: You did exhibit in Yugoslavia before
coming here, right?

D.: The first painting | sold was bought by
the Art Gallery in Cetinje, in Montenegro, a very
beautiful painting. It could have been made into
an edition for the exhibition. The End of the
World, that’s the name of that small painting.

G.V.: The End of the World*’?

D.: Yes, it's a very beautiful painting. They
paid me 60,000 dinars and my father was earn-
ing 20,000 dinars a month. It was well paid, you
see. It was with that money that | came to Paris.

**Milan Uzelac (? -2014). An artist specialising in
mosaic, he lived in Normandy.

*Uros Toskovic¢ (1932-2019), called here, in a familiar
way, ‘Toso’ by Dado. They went to the same Fine Arts
school in Herceg-Novi. After having spent a few years in
Paris, Toskovi¢ went back to Montenegro to settle there
definitely and pursue an art career that was very much
part of the outsider art movement.

“The title of that work (ill. 35) is inspired by a
verse of the Montenegrin poet Aleksandar Leso Ivanovié
(1911-1965): “Any death is an end of the world.”
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lopwn. Ta cnuka je duna Bpao nena. Moran
CMO HanpasuTu [n3game?] 3a n3noxdy. Kpaj
cBujeTa, Tako ce 30Be Ta MaJjia C/InKa.

XK. B.: Kpaj cBujeta?*’

O.: Ax, To je BpJI0 nena cauvka. Mnatmnnm
cy mn 60.000 gnHapa 3a by, a MOj oTal, je 3a-
pabusao 20.000 gnuHapa mMece4yHo. Pasymeul,
duno je To podpo nnakeHo. C TMM HOBLEM CaM
nowao y Mapwus.

M. b.: Asin To je buna camocTasiHa nsoxba?

O.: He, anu To je BP0 LPHOrOpCKU, BPJIO
Mnopoan4HO, 3HaLl, KAo KO JepMeHa, JeBpeja,
pka. Pasymewl, peknu cy: ,Mann Jago ngey
Mapu3, HeMa 3ajedbaBarba, MOPaAaMO My KyNUTKU
cmky.” OHga cy gownu Kyhn npe Hero wTo
cam oTuwao. Peknun cy mu: ,,1odbpo, kynuhemo
T0.” N Mncnum fa je n pasbe TaMo, okadeHa.
Anun oTnwao cam ca 60.000 guHapa, WTO je
duno 20.000 nam 30.000 hppaHaka 1956. ro-
OVHe Kafia caM 3aMeHno HoBal,. To MU je OMo-
ryhuno ga kionam, pasymell, Mecel Uiv 4Ba.

M. b.: W Taga cu ywao y nutorpagpcku
aresme?

O.: [a, jeoaH jyroc/ioBeHCKM npujatern*®
MU je pekao: ,Moxpaa hy Tu Hakn Wibaky.”
3aTo WTO Me je 3anocauno Ha papdamy 3rpana.
KnacmnyHo, ako mory pehku, jep cBu nponase
Kpo3 To. OHAa caMm cTturao kog MNaTtpuca.*
Tamo cy Me NuTanu KOJIMKO MMaM roguHa, LWTo
je HeBepoBaTHO...

M. b.: Kag cu cturao y lNapu3s pagno cu
Kao mosep?

*“’HacnoB oBor gena (1. 35) nHcnmpucaH je CTUxXom
LipHOropcKor necHnka AnekcaHgpa Jleca MBaHoBuha
(1911-1965): ,,CBaka CcMpT je nponacT jeaHor ceujeTta.”

“Pey je 0 borosbyby JoBaHoBURY, jyrocioBeHCKOM
cnvkapy poheHom y beorpagy 1924. roanHe, Koju je
KaCHuje emmrpmpao y Hyjopk, npe Hero wTo ce BpaTno
y Cpbujy, onakne noTumye.

“ATesbe nuTorpacuje, Koju ce Hanasvo y Yamum
Bynap y Mapu3y, ocHoBao je XXepap MNaTpunc (1931-1990)
1956. roanHe, Ha4e ayTop v peanTesb AOKYMEHTapHUX
dunaMoBa 0 My3uuUM U yMeTHULUMMA. TO MeCcTo cy
nocekhnBana Bennka uMeHa tor goba: XaH Aunbudce,
Makc EpHcT, XaHc XapTyHr, Andpen MaHecuje, MaTa
n apyru. Jano je Ty paano Kao pagHuK avtorpad, a
TaMo je 610 1 cMeLlTeH, 3aje4HO Ca YMETHUKOM XKaKoMm
Bpucoom (1929), 6ancknm komnosuTopy Jinky depapujy
(1929-2005), ¢ kojum ke [lago mocTaTu NpujaTess.
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M.B.: Was it a solo exhibition?

D.: No, but it’s very Montenegrin, like fam-
ily you know, like the Armenians, the Jewish,
the Greeks. You see, they said: “Little Dado is
going to Paris, well, there’'s no two ways about
it, we have to buy one of his paintings.” Then
they came to the house before | left. They said:
“Okay, we’re going to buy that.” | think it’s still
hanging there. But | left with 60,000 dinars, it
was the equivalent of 20,000 francs in 1956,
when | changed the money, 20,000 or 30,000
francs. That helped me buy food for a month
or two, you know.

M.B.: And that’s why you began working
at the litho studio?

D.: Yes, a friend from Yugoslavia“® told me:
“Maybe I'll find you a job.” He took me in to
work as a painter-decorator. A classic one might
say, because they all go through that. Then
| ended up at Patris*®. They asked my age,
incredible...

M.B.: When you arrived in Paris, you worked
as painter-decorator?

D.: Yes, of course, what do you think?
M.B.: “What do you think?” | have no idea...
G.V.: For a long time?

D.: Not long, two or three jobs. When | was
working at my friend’s, the one who found me
the job in Patris’, well, he was a friend but he
sent me to remove the paint from shutters,
you see, in buildings in Paris, disgusting, fold-
ing shutters with six sections. | had to scrape,
scrape the ceilings, | was working hard. But he
paid well, he gave me 200 francs an hour. So
| bought canvases, see, the canvas of Bébé,

“Bogoljub Jovanovi¢, Yugoslav painter born in Bel-
grade in 1924, emigrated later to New York, before
returning to Serbia, where he originated from.

*Situated in rue Boulard in Paris, that lithograph
studio, set up by Gérard Patris (1931-1990) in 1956, also
an author and maker of documentaries on music and on
artists, was visited by the great artists of the time: Jean
Dubuffet, Max Ernst, Hans Hartung, Alfred Manessier,
Matta, and others. Dado worked there as a lithograph
technician, and was given a room, like the artist Jacques
Brissot (1929-2020), close to the composer Luc Ferrari
(1929-2005), who became a friend of Dado.
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0.: O pa, ga, Hero wTa cCu MUCNnNo?
M. b.: ,lLTta cu mucano?“ Hemam riojMa...
X. B.: Ayro?

[.: He, He pyro, ABa nnuv Tpu rpagnaniiTa.
Kap cam pagmo Kof Mor gpyra, OHOr Koju Mu
je Hawao nocao kog lMaTpuca, HapaBHO, duo
je opyr, anu Mme je Nocsao ga CTpy>XeM Kan-
Ke, 3Hal, Ha 3rpagama y MNapusy, ogBpaTHe,
CKJIOMMBE Kanke, u3 wecT genosa. Mopao cam
TO fa CTPYy>XeM, fa CTpy>xeM nnadoHe, yrnas-
HOM caMm ce ybujao og nocna. Anu nnakao me
je nodpo, naeao mu je 200 cpaHaka Ha caT,
wTo je Tagna duno gocta. Tako cam Kynosao
nnatHa. ETo, nnaTtHo 3a cnnky beba koja ke
dnTn n3noxxeHa n Hoje Kynno cam TMM Napama.
Bro cam ycpen rpaguanwita n Kynosao naaT-
Ha Tako. bunun cy nsHeHaheHn WTO CaB HOBall
Tpowwum Ha To. bygane, 3HaLw.

M. b.: Kako cu ynao koa lNatpuca?

[O.: MNpeko Tor Mor apyra, Koju cafa XXusu
y Hbyjopky, a Koju je podap ypTay.>® Tako cam
ce nojasuo kopf MaTpuca, a TaMo cy dunum Hekn
nanoTun, yxacHu! NMokasneanu cy jeaHn Apy-
rMMma cyH4aHe Hao4vape. ,Moxxew na Bo3uLw
Hohy C umMa!” [CMex.] O3bU/BHO TU KaxkeM,
cnvkapu n3 Nanepun ge ®paHc! Ceu cy dunnm
BUCOKMN INKOBW, dpKaTwn, C Npcayumma n camy-
HUM cTBapuma. A oHpa du goHocunu cBoje
rnopTpeTe, Koje je ypaamo Heku goTorpad...
[uMe ce He 4yje], paduo je mopTpeTe, CTPALLHO,
Hnje duno Huyder Ty. OHAa jeAHOr AaHa AoNnas3un
Ondunge. bam! , Andnd” c kodhepom. NMNomncano
caM: WTa Koju MOoj paan ¢ kopepom? Huje mo-
ryke oa Hocu upTexe y Kogepy, 3ap He!

M. b.: Anu jecu v 3Hao Ko je buo [inbucgpe?

O.: O! Oa, pa, ga, MNMaTtpuc Mun je pekao:
~dona3sn Onduge pa paan nutorpaduje...”
OHpa je ,,Andund” powao, duo je Bpno dnmnsak
c MaTpucom. To HMje drno podap 3Hak, jep je
Heflesby AaHa KacHuje n3duna sennka dpka...

M. b.: U, uta ce necnsao?

** BepoBaTHO Byko AcaHoBuh (1927-2009), kojer
je lapo yno3Hao y YMeTHMNYKOj Wwkoan y Xepuer-Hosom
Kpajem YyeTpAeceTux roamHa npoLuior BeKa.
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which is going to be exhibited, well | bought
the canvas and the paints with that money. |
was in middle of a decorating job, and | bought
canvases, just like that. They were surprised
that | was spending all my money like that.
They were stupid, you know.

M.B.: How did you get a job at Patris?

D.: Through that friend, who lives in New
York now and who's a good artist®. So | arrived
at Patris’, and there were some pricks there!
Dreadful! They were showing each other their
sunglasses. “You can even wear them at night
to drive!” [Laughs.] Yes, I'm not kidding, paint-
ers from Galerie de France! They were all tall
guys like that, with moustaches, waistcoat and
so forth. They were bringing their portraits,
done by a photographer... [non audible], he
was doing portraits, frightful, there was noth-
ing. Then Dubuffet burst in one day, there,
‘Dubuf’ with a suitcase. | said to myself: What
the hell is he doing with a suitcase? He can’t
possibly carry his drawings in a suitcase!

M.B.: You knew who Dubuffet was?

D.: Oh yes, yes, yes, yes, Patris used to
say: “Here’s Dubuffet bringing his lithos...” So
‘Dubuf’ comes, great pals with Patris. It was a
bad sign because one week later, they had a
massive row...

M.B.: And?

D.: I had my drawings and some paintings
hanging in a corner of the studio. | was far from
stupid! | was a little bit like the Greek trying
to sell his goods... So that stuff was hanging
there, and | had my portfolios, with, in it, some
drawings - that I'll show you later in the attic
- which came from Belgrade, thanks to a girl
who’d been kind enough to bring them to me.
So all those drawings were in a portfolio, and
an old Yugoslav®!, a man with a moustache in

**Probably Vuko Asanovi¢ (1927-2009), whom Dado
met at the Fine Arts school in Herceg-Novi at the end
of the 1940s.

*'Veno Pilon (1896-1970), a Slovenian painter and
photographer, whose name Dado quoted in subsequent
interviews like the one with Catherine Millet and Jacques
Henric, see infra, p. 280.At the time of his meeting with
Dado at Patris, Pilon, settled in Paris since 1928, was

Pa3rosop ¢ Mapcenom bunoom n XepmeHom Bujatom

O.: Nmao caM CBoje LupTexxe n HeKe Cnu-
Ke OKayeHe y jeaHOM yrnay aTtesbea. Hucam
dno Tonnko rayn! bno cam Kao Hekun NPk Kojun
MoKyllaBa Aa yBanu CBOjy pody... Tako cy Te
cTBapu dune okayeHe TaMo, a MMao CaM U
hacumke c upTexmnma, Mehy Kojuma cy HeKmn
upTexu, koje hy BaM KacHuje rnokasaTu Ha
TaBaHy, CTUrAM n3 beorpaga 3axBasbyjyhu
jeOoHoj neBojumn Koja je dbuna spydasHa pa Mu
nx goHece. CBM TN UpTEXN Cy Dnnm y jeqHoj
dhacumknn n jepaH ctapu JyrocnoseH,’! dpka-
TV JIK 0 0CaMAeceT rognHa, BpJio KOMUYaH
MK, d1o je areHT jegHor nsgasada No MMeHy
hakomeTw, LLBajuapay Koju je UMao n3gaBadky
kyhy ,L'evr grave“...

M. b6.: la, 3Ham.

[O.: OH je d1no Heroe areHT, A0Os1a3no je Ty
na poHece npode n Tako TO, a BOJIEO je Moje
upTexe, cTapu 3eMmsbak, ceuhanu cy my ce. U
jeoHor gaHa, Kaf HMCaM OoLao Ha nocao - dbmo
CaM Ce Hall/bOKao NnpeTxogHe Bevyepu, jeasa
CaM ce KpeTao - cyTpajaH CTUrHeM Yy aTesbe.
.Ej, dpe! Yyjem pa cy ce Ouducey ponanu
TBOjU UpTexun“, kaxxe mu MNMaTtpuc. A npe Tora
- 0BO hy yBeK NoHaBs/baTu TOM laTpucy, Tom
ragy - Kag Mu je npuyao o Aundundey, Hapas-
HO, OH je B1o jeauHM CAMKap KOju MU je y TOM
TpeHyTKy duo duTtaH, HuwWTa gpyro Huje duno
Ba)>XHO y Mapwn3y. 1956, Bugnw wWTa je Taga
duno mopepHo... Pekao cam lMaTtpucy: ,Ma,
jeboTe, nokazahy Aundudey ceBoje yupTexe.”
LA, Kaxxe My, He fonasum y od3ump, He MoxeLl
na cmapaw knuvjeHTe!” [Cmex.] Huje xTeo. Ha
bakcys, ncnano je na Hucam dno Ty, a HMje HU
OH, 1 CTapwu 3eMJbak je KpULLIOM NoKa3ao Moje
uptexe Oundudey, Koju je dbuo oayLleBsbEH.
Ondude ce BpaTmo n pekao mu: ,VI3BpCHO je,
M3BPCHO.” 3Haw, To je 1o cam NnoYveTak; NnaT-

*'Pey je 0 BeHy MunoHy (1896-1970), cnoBeHaykoM
cnvkapy u otorpady, 4Ynje he nme ano noMeHyTn y
KaCHMjUM NHTepBjynMa, nocebHo y pa3rosopy ¢ KaTpuH
Mnje n XKakom AHpukom (B. infra, cTp. 280). Tokom
HUXOBOI cycpeTa Koa MNaTpuca, MnaoH, Koju je XXnseo
y Mapu3y of 1928. rognHe, y CTBApPHOCTU je MMao OKO
we3geceT rognHa (a He ocampeceT, kKao wTo Jago
TBpAM). OCM WITO je 61O areHT WBajuapCcKor n3gaBaya
HecTta hakomeTwnja, MNMUAOH je NO3HAT 1 NO TOME WTO
je y cBojoj ayTobuorpadujn Ha Poby (JbybsbaHa, 1965)
OMncao CBOje UCKYCTBO Kao paTHM 3apobs/beHnK KoA
Pyca TokoM lpBoOr cBeTcKor paTa.
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his eighties, a very, very funny character, who
was the facilitator for a publisher named Jacom-
etti, a Swiss who made the edition “L'oeuvre
gravé”...

M.B.: Yes, | know.

D.: He was his facilitator, and he came
to bring proofs and all that, and he liked my
drawings, the old fellow-countryman, he appre-
ciated them. And one day when | hadn’t come
to work - | got hammered the day before - the
day after, I arrived at the studio. “Well, it seems
Dubuffet liked your drawings”, Patris said to
me. And before - and | will always repeat that
to Patris, that bastard - when he mentioned
Dubuffet to me, obviously he was the only
painter that counted for me at that time, there
was nothing else on the Paris scene. In 1956,
you know what was in fashion in that period...
| had said to Patris: “That’s it, I'm going to
show my drawings to Dubuffet.” “Absolutely
not, he said, that’s out of the question, you're
not going to bother my clients!” [Laughs.] He
didn’t want me to. Bad luck, | was not around,
and he was not around either, and it was the
old fellow country-man who on the sly, showed
my drawings to a thrilled Dubuffet. Dubuffet
comes back, he said to me: “It's excellent,
excellent.” You see, it was the very beginning;
the painting was not bad, you've seen itin fact;
the drawings, the same. He said: “I’'m sending
you a dealer.”

G.V.: Did he do it?

D.: He sent Facchetti®?. Facchetti came. |
was not there again, | think. You see, | didn’t
come to work often. He had to be on Patris’
side, you know, so he chickened out, he didn’t
want to work with me, apparently. After that
Dubuffet said: “Now, I'm going to send you
another one who’s very enthusiastic, a young

around sixty (and not 80, as Dado declares). In addition
to his role as a facilitator with the Swiss publisher Nesto
Jacometti, Pilon is also known for having described his
experience as a Russian prisoner-of-war in the First
World War in his autobiography Na Robu (Ljubjana,
s.n., 1965).

*?Paul Facchetti (1912-2000) opened a gallery in
1952, in which he defended lyrical abstraction and
contributed to the discovery of abstract expressionism.
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HO Hunje dBno nowe, BUAEO CU Fa; LPTEXN CY
ncrto dunnm oannydHU. Pekao mu je: ,Mocnahky
BaM npojasua canka.”

X. B.: U ga nu je 70 y4nHmno?

[O.: Mocnao je ®akeTnja’?. PakeTn fonasn.
Mwuncnum ga Hucam dmo Tamo, NOHOBO. 3HaL,
HMCaM 4eCTo Aona3no fga pagum. Nnak, Tpeda-
no je nogHocuTun NaTpuca. lakne, PakeTu ce
MOBYKao, pasyMeLl, o4nurnegHo Huje XxTeo fa
ydyecTByje. OHpoa mn Andudhe kaxke: ,,Capa hy
BaM NocnaTu APyror, BP0 eHTY3njacTUYHor,
MJafor YoBeKa 1 cBe TO..."“ Ann npe Hero wTo
je Taj opyru Tproeaw cTurao...

M. b.: Ann na nn cu Behk Buaeo Llejmca
Cnajepa?*?

O.: He, Llejmc Cnajep je sbyda3zHo Kynmo
jenHy cnuky kopn MaTpuca, ogMax Ha MOYeTKYy,
3a oko 3.000 dhpaHaka, Tako HeLWTo.

M. b.: Kako je agotao kog lNaTtpuca?

O.: Mucnnm pa je xTeo ga nuwe o nu-
Torpadmju. lowao je C jeAHUM aMepUyvKum
C/IMKapoOM Koju je TaMo paguno. Bugeo je moje
LupTexe, TO ra je 3auHTEepecoBano, anu, 3Haul,
KYNMo MU je HEKOJINKO CUTHMUA... 3a 7.000
hpaHaka je Kynuo jefHy CInNKYy.

M. B.: la v je oH &mo rpBu Koju ce 3anH-
TepecoBao 3a TBoj paa?

O.: Na, npBu crnosba, Ta4yHo, OH je duo npeun
Koju ce 3auHTepecoBao. [Tocne Tora, Moj opyr
- Ma NCTU OHaj KOju MU je Hallao Mocao Koa
MNaTpuca - 30Be Me. PeTKO Cy Me 3Basn y aTe-
bey. Kaxy mu: ,To je 3a Tebe, Jano.” OH me
30Be 1 Kaxe: ,3Haw, KannHoBckn* xokhe fOa

*Mon ®akeTun (1912-2000) oTBOPMO je ranepujy
1952. rogviHe, rae je 3acTynao IMPCKM ancTpakLnoHn3am
1 OOMPUHEO OTKPMBakY anCTPaKTHON eKCNpeCcMoHN3Ma.

Sllejmc Cnajep (1913-1986), koju je nocTao
KyCTOC 3a caBpeMeHe konekuumje y UHCTUTYTY 3a
yMeTHOCTM y Yukary op 1961. rognHe, pefnoBHO je
6opaBuno y ®paHuyckoj; oa 1934. no 1937. roanHe
cTyaupao je Ha CopboHun, NnapanesnHo ca cTyanjama Ha
dakynTeTy ymeTHocTu Yencu y JloHaoHy. KsanuteTt
N OPUTMHAJIHOCT HEeroBux n3noxou y Art Institute of
Chicago 6unu cy 3HavajHun.

**Hemaukun cimkap XopcT EroH KannHoBckn (1924)
Takohe je nmao Tprosua OaHunjena Kopaunjea. Jow 1950.
roguHe noxahao je 4acoBe y aTesbey ancTpakTHe
yMeTHOCTK kop XKaHa [leBaHa Ha paHg Womnjepy.
buo je jenaH o cnmkapa 3acTyrn/beHUX y AoHauujama
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man...” But before that, before the second
dealer arrives...

M.B.: But you had already met James Spey-
er>3?

D.: No, James Speyer kindly bought a work
of mine at Patris, at the beginning, a painting,
for 3,000 francs, something like that.

M.B.: But how is it that he came to Patris?

D.: He wanted to write, | think, on lithog-
raphy, he had come with an American painter
who was working there. He saw my drawings,
he was interested, but you know, he had bought
two or three of my works... 7,000 francs, he
had bought a painting from me.

M.B.: But was he the first showing an in-
terest in what you were doing?

D.: Yes, the first, from the outside world
that is, he was the first from the outside to show
an interest. After, my friend - well, the same
friend who'd found me a job at Patris - phones
me. | rarely received phone calls at the studio.
| was told: “It's for you, Dado.” He phones me
and he says: “So there is someone called Ka-
linowki** who wants to bring a collector who's
interested in your drawings.” But he says: “Be
careful, bring preferably the old drawings from
Belgrade, they are better®”, and it was true.
So | take all my recent drawings, no paintings, |
bring the drawings from Belgrade, around ten,

>A. James Speyer (1913-1986) became curator in
charge of the contemporary collections at the Art Insti-
tute of Chicago from 1961. He used to stay in France
regularly; from 1934 to 1937, he studied at La Sorbonne,
in parallel with studying at Chelsea School of Arts in
London. The quality and originality of his exhibitions at
Art Institute of Chicago were memorable.

**A German painter, Horst Egon Kalinowski (1924-
2013) also had Daniel Cordier as dealer. In 1950, he
studied at the abstract art studio of Jean Dewasne
at La Grande Chaumiere. He was one of the painters
represented in the Cordier donations to Centre Pompidou,
Musée national d’art moderne, in 1989.

**Some of those drawings were kept by Jernej Vilfan
(1941-2012), a Slovenian painter. They are now in the
collection of one of Dado’s old friends. Many of them
were made on the back of architectural drawings during
his years in Belgrade. We can assume that it was Dado’s
cousin, Vukota Tupa Vukoti¢ (1932-2002) who provided
him with these supports, because he was studying
architecture in Belgrade - afterwards he became a
well-known architect in Montenegro.

Pa3rosop ¢ Mapcenom bunoom n XXepmeHoMm Bujatom

WUn. / lll. 79 Jafo Ha peTpocnekTuen y HaunoHasIHOM LeHTPY 3a caBpeMeHy
yMmeTHocT, MNapus, janyap 1970. / Dado at the Centre national d'art
contemporain retrospective, Paris, January 1970

joseje jegHor KoJieKunoHapa Koju je 3auH-
TepecoBaH 3a TBOje upTexe.” Ann Kaxe Mu:
»1a3n, foHecn NPBEHCTBEHO CTape upTexe
13 beorpaga, oHu cy dossn“> n dro je y npa-
By. [Ma, y3MeM CBe CBOje HOBUje LUpTeXe, He
C/IKe, y3MeM feceTak upTexxa u3 beorpaga,
[odpux upTexa, U 04eM Kog MOr Apyra, Koju
Hnje drno Ty. Kaxxem: ,,Cpamre!” Ann BpaTa cy

Kopawnjea LeHTpy Momnupgy, HaunoHanHoMm mys3ejy
MogepHe ymeTHocTun, 1989. rognHe.

**Hekn oh OBMX UpTexXa CcadvyBaHW Cy KoOA
JepHeja BundaHa (1941-2012), cnioBeHayKor cavkapa.
OHWn cy capa oeo Konekuuje jeaHor Oanosor BepHoOr
npujatesba. MHOrm o4 wux paheHn cy Ha nonebuHn
APXMTEKTOHCKUX LpTexa TOKoM Heorpafackmx rogmHa.
Mo>xemo npeTnocTaenTh Aa je Japos 6pat on cTpuua,
BykoTa Tyna Bykotuh (1932-2002), 6uo Taj koju my je
obe3benno Te noasore, jep je oH CTyANPao apxXMTeKTypy
y beorpagay, a kacHuje je MoCTao No3HaTU apxXMTeKTa
y LipHoj Fopw.
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beautiful ones, at my friend’s who’s not there.
| think “Fuck!” but the door’s open. There was
nobody, | stay in the studio, it was next to the
Place d’Italie, then bam, two guys come in, two
absolutely monstrous men with trench-coats,
you know, hair, both of them small, Kalinowski
then another, very small who says nothing, he
doesn’t even say Hello. He looks at the draw-
ings. Total silence. [Sigh.] | think: “Fucked.” He
looks at the drawings, then puts them away:
“Give me your address please”, he says, then
he takes out a small notebook, he writes down
my address, you know. So my friend, after-
wards, tells me - the two men leave - my friend,
he says: “Ah, they asked for your address! It's
fucked, he says, it won't happen.” [They all
laugh.]1 1 was happy, | thought: “He took my
address...” | believed in it a hundred percent!

M.B.: You already knew Kalinowski, no?

D.: No, not really, | vaguely knew he had
exhibitions. Kalinowski was a Russian name,
a foreigner you know, so | had noticed him.
But Kalinowski was not doing anything at the
time, he was doing abstract painting | think, a
little bit in the style of Dewasne... So [it is] that
second dealer, who was going to arrive the next
day, Dubuffet had told me. The door opens, it
was the same man, the one with Kalinowski.
It was Cordier3e.

M.B.: No kidding! [Laughs.]

D.: I was working, you know, so he had a
look around. But this time Cordier has combed
his hair, he has an English trench-coat, you see.
[Imitating Cordier’s voicel: “Is there a Yugoslav
painter around here?” an [old guy] who was
working too, said: “Yes, he’s over there.” | say:
“Oh, I think we’ve met already”, | said like that.
He was embarrassed, Cordier, ahah! He put his
hands in his pockets: “Ah! what are you doing,

*Daniel Cordier (1920-2020), secretary of Jean
Moulin during the Second World War, was Dado’s first
dealer when the latter arrived in France. Established in
1956, Galerie Daniel Cordier represented at the time
artists as different as Hans Bellmer, Pierre Bettencourt,
Jean Dewasne, Oyvind Fahlstrom, Yolande Fiévre, Roberto
Matta, Henri Michaux, Bernard Réquichot, among oth-
ers. Major donations were made by Daniel Cordier to
the Centre Pompidou, Musée national d’art moderne.
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dunna oTBopeHa. Huje d1nno HMKOra, octTaHeM
TakKo y HeroBoM aTesbey, TO je duno dansy
Mnac p’'tann n oHJa, eBo ABa Tuna yase,
[Ba ancoslyTHO MOHCTPYO3Ha TUMNa y KNWHUM
MaHTUAMMa, 3Hal, C KOCOM, odojuua HUCKMK,
KannmHOBCKM U jol jedaH, BPJIO HUCKW, HALWTA
He roBopwu, HWje Me Yak HK no3gpasuo. nepa
upTtexe. MoTnyHa TuwmnHa. [Ysauwe.] Kaxxem
cedu: ,Hagpsbao cam.” nepa upTexe, CTaBsba
nux Hasagn. ,JakeTe mu Bawy agpecy”, Kaxe, u
OHAa W3Bagu Majnn HOTec, ynuLie Mojy agpecy,
3Haw. Nocne, M1 MOj APYT KakKe - OBU JINKOBMU
cy sehk dbunu otuwnu: ,,Ax, ysenum cy Tu agpe-
cy! Cjedano ce, Hehe ycneTun.” [OnwTn cmex.]
Ja cam duo cpehkaH, pekao cam: ,¥Y3eo je Mojy
agpecy...” Beposao caM CcTo nocTo!

M. b.: A jecu nn Beh nosHasao KasnHoOB-
cKor?

O.: He, He, HMMaro, 3Hao caM caMo OTrnpu-
nvke fa nsnaxe. KasmHoBCKK, TO je duno py-
CKO nMe, 3Hall, MaJo ,MeTeK", na cam ra 3ana-
310. Ann, KanMHOBCKM Taga HWje paano HMWTa
rnocedHo, MUCIMM fa je CIMKAOo arncTpakTHe
cnvke, Mano y ctuny [esaHa... [akne, [0BO
jel duo pgpyrun Tproeau, Koju je Tpedano fa
nohe cyTpanaH, Kao wTo Mu je ndudce pekao.
BpaTa ce oTBapajy, a OHO UCTWN OHaj TUM, OHaj
ca KannHoscknM. To je dBuo Kopawvje.>®

M. b.: CtBapHo? [CMmeX.]

O.: Ax! Ja cam pagwno, 3HaLl, a OH je odu-
wao cee. Anu oBaj nyT Kopauvje, neno ove-
WbaH, y efleraHTHOM eHrJ1IeCKOM MaHTuiy,
3Haw. [Mmutupajykn Kopaumjeos rnacl: ,Mma
I OBAE HEKWN jyrOC/IOBEHCKUN C/INKApP?"; HEKN
[aHTMKBap?], Koju je Takohe Ty pagno, Kaxe:
Lda, Ty je.” Ja My KaxxeMm: , AX, YAHN MU ce fa
CMo ce Beh cpenun”, Kaxem My Tako. buno my
je HenpwujaTHO, Kopawnjey, 3amucnn! Ctasuno je
pyke y uvenose: ,Ax! LLUTa paguTe, nokaxute

**NaHnjen Kopaunje (1920), cekpeTap KaHa
MyneHa TokoM [pyror ceeTckor paTa, 6uo je npsu
[Oapnos Tproeay, yMeTHMHaMa MO HeroBoM [0JiacKy
y ®paHuycky. OcHoBaHa 1956. roguHe, Manepwuja
DaHnjena Kopauvjea Taja je npencTaBs/baia yMeTHUKE
pasnn4uTux ctunosa, nonyTt benmepa, beTaHkypa,
OeBaHa, ®anctpoma, PunjesBpa, MaTtaa, Muwoa,
Pekuwoa, nimehy octanux. Kopauvje je nispwmo
3Ha4ajHe poHaumje UeHTpy Momnuay, HaumoHanHoMm
My3ejy CaBpeMeHe YMETHOCTMU.
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show me that.” So | show him the pink paintings
with the babies, which he hadn’t seen, in fact.
“Ah!, he says, it's stupid, why didn’t you show
me that before>"?”

M.B.: Why's that? Were your drawings from
Belgrade different from those you were doing
at the time?

D.: No, it was babies, but more closely
packed. I'll show them to you, | have some
in the attic. Straightaway Cordier buys all my
paintings. 60,000 francs. He bought three
paintings for 60,000 francs! At the time, it was
a lot of money. So | pinned the money up, you
know, there were big bank notes, of 5,000.
Nearby there was a kind of board for the proofs,
so | pinned them on it, you see, | covered the
whole thing. Patris arrives: “Ah!” he exclaims.
[They all laugh.] So that day, all the addicts
in the neighbourhood, Borneo?®, who died in
Sweden later... There was Szafran>?, you know
Szafran, who draws.

G.V.: Ah, you know Szafran?

D.: Yes, very well, from the Saint-Germain
period. We used to get drunk together. So |
picked up all those guys and then we went on
a bender! We started at Le Bouquet, in Saint-
Germain-des-Prés, then we went up Montpar-
nasse and you know where | ended up, when
| was completely pissed? At La Coupole. And
Giacometti sitting there, Giacometti greets me,
you see! How embarrassed | felt after, my god,
Giacometti! Around two weeks later, | turned
up in the neighbourhood again, he sees me
and | think, | mean I'm sure he wanted to say
hello, but | left with my tail between my legs
because | was so ashamed. | was sloshed in
a big way! | got a licking! | remember that he

*’Daniel Cordier also recalled his first missed encoun-
ter with Dado and the second, which was decisive; see
Dado, Métissages, a film by Snezana Nikcevi¢ and Sanja
Blec¢i¢ made in 2011 for the Montenegrin television,
available at www.dado.virtual.anti.museum/metissag-
es-rtcg-documentary.

*Probably a fringe artist whom we haven’t been
able to identify.

**Sam Szafran (called Samuel Berger, 1934-2019),
a painter, artist, water colourist and engraver, was
represented by Galerie Claude Bernard.
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Mn.” OHOa My NoKa)kem pose canke debda, koje
3anpaso Huje Bnaeo. ,,Ax!, Ka)xke, Kako rayna-
BO, 3aLUTO MM TO HUCTE NoKa3sann?“s’

M. b.: A 3awTo? Ha v cy TBOjU UPTEXN
n3 beorpaga ouan apyradvjn o4 oHUX Koje cu
paavio Taga?

O.: He, To cy dune dede, ann 3bunjeHuje.
Mokasahky TW NX, UMaM HEKOJINKO Yy MOTKPOBJbY.
Kopawuje je ooMax Kynuo cse cauke - 60.000
paHaka. Kynuno je Tpu cnmke 3a 60.000 dpa-
Haka! Y To BpeMe, TO je duno mHoro. Oakne,
nopehao cam n 3aka4ymo OBy LUTUNa/bKaMma,
3Haw, dune cy To BeNMKe HOBYaHULe, oA neT
coMa (ppaHaka. Ty nopep je duna Kao Heka
nsoda 3a npode, Na caM UxX 3aKayuno, 3Hau,
Nlerno cam nokpwuo cee. NaTpuc gonasu: ,Ax!“,
kaxke. [OnwTn cmex.] Taj AaH Cy ce CBM HapKo-
MaHW 13 Kpaja, 3aTuM bopHeo,>® Koju je KacHuje
yMmpo y LlBenckoj... buo je Ty n WadpaH,>°
3Haw WadpaHa, Koju upTa.

X. B.: Ax, 3Haw LllacppaHa?

O.. Na, Bpno pnodpo, ns spemeHa CaH
KepmeHa. LWbokanu cMmo 3ajefHo. OHOa cam
CKYMnuno cee Te Jbyae u ysenum cmo uyry! lNo-
yenun cMo y bykey y CeH-XKepmeH-ge-lpey, a
3aBpwuan Ha MoHnapHacy, 1 3Haw rae cam
3aBpLlwmo, rge cam 1Mo NoTnyHo nujan? Y Jla
Kynonu. N hakomeTu je cengeo tamo, hako-
MeTu Me nosjpasJsba, 3Haw! KakaB cpam cam
oceTuno KacHuje, boxxe! hakomeTn! [1Be Hepe-
Jb€ KacHuje, oneT ce AO0BMAYMM Ty Herpae, oH
Me BUOW N MUCJIUM, CUTYPaH CaM [a je xefeo
Ja Me nosgpasu, 3HalW, a ja cam OTULIAOo ca
CNyLITEHOM F1aBOM jep caM dro TonmKo nocpa-
MJbeH. brno cam nunjaH, n To passasbeH! buno
je Ty n kyTujal Cekham ce ga Mu je pekao ga
TO HMje duna [OBOJbHA jaKa NMUjaHKa, Aa je OH,
Kapg je dbuo mnakbu, Mao MHOro javye nujaHke,

>’ NaHwnjen Kopawnje je Takohe roBopmo 0 heroBom
NpPBOM, HeyCrnesioM cycpeTy ¢ Janom, n ApyroMm, Koju
je 6buo npecypnaH; B. Jago. Ykpwtara, dunm CHexxaHe
Huk4yesuhk n Came bneyunh 13 2011. rognHe, CHUMIbEH
3@ UPHOropcKy Tenesusunjy, AocTynaH Ha:dado.me/
ukrstanja-rtcg-2011-video.

*BepoBaTHO je 60O MapruHanay u3 Kpaja, Kora
HWCMO ycnenun fa NAeHTUGnKyjemo.

*Cam LWadpaH (Camjyen bepxxe, no3HaT Kao
lWadgpaH), poheH 1934. roaunHe, cauvkap, upTay,
nactenncTa v rpaduyap, Kora 3actyna anepuja Knog
BepHap.
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had told me that | was not smashed enough,
that when he was young, he had been much
more drunk than that, which upset me a lot. So
| spent all that money that evening, almost all
of it. Then Cordier took me out, he phoned me
after. He told me: “Yes, I've already shown your
paintings to some friends, they like them a lot”,
and he had just sold a painting to Montaigu®°,
from those paintings. It was a pencil drawing
on canvas. And afterwards, | heard that my
friend Réquichot wanted to buy one of those, of
the babies. Réquichot told me himself, he liked
them so much, those pink babies, that he want-
ed to buy one. And it worked very well from
the beginning, then... Cordier, as | carried on
doing lithographs, | didn’'t have enough room
to work, so Cordier had found me another room
in Boulogne, in that poor madame what’s her
name’s house, I'm sure it was at their place.
They'd been deported...

M.B.: Ah, Lebon?
D.: She died, didn’t she?
M.B.: Yes.

D.: He [Cordier] had told me, you shouldn’t
bring girls there, they are friends of mine. It
was to work, as you imagine | wasn’t going to
fool around, | had been looking for a place to
work for a couple of years! And Cordier must
have been in a bad mood again, you know,
and then, I'm not sure, | dropped the whole
thing, it went wrong. But on the other hand, |
told him that if | could go to the countryside,
that would suit me very well. And one evening,
| was waiting for him till one a.m., he was at
some cocktail in a town house along avenue
Hoche, | no longer remember where... | could
see silhouettes, fiends, demons there, and |
was waiting for him outside, in the jalopy. Then
Cordier took me to Courcelles®?, there and then,
in the dark! It was summer, | think...

G.V.: Here?

%A great collector, René Tassin de Montaigu (1897-
1994) directed the Compagnie francaise des pétroles
from 1936 to 1957.

®'At Courcelles-les-Gisors, see note 20, supra. Daniel
Cordier owned a country house there.
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WTO Me je NPUANYHO yBpeauno. Tako ga cam
Te BeYepu NoTPOLLUNO FOTOBO CBY Ty JloBYy. A
OHJOa Me je Kopauje No3Bao Ha KJI0My, Ha3Bao
Me KacHunje. Pekao Mmu je: ,[Oa, oa, ek cam
rMoka3ao Balle CJ/INKe HEKUM npujaTesbnma,
BPJ10 UM Ce gonagajy”, n daw je nponao jeoHy
CNKY 13 Te cepuje MoHTerujy.%° To je duna
CnvkKa pakheHa onoBkoM. KacHuje cam casHao
[0a je Moj NpunjaTesb PekuLio Xxeneo ga My Kynm
jeoHy cnuky, jegHy og Tux dbeda. Cam Pekmwo
MU je TO pekao, TOJIMKO My Cce AonaJja Ta Cinka
py>xundactux deda na je xTeo jeoHy Oa Kynu.
Op noyeTka je cBe nwno seoma fodpo... A
KaKo CaM HacCTaBJ/bao Aa paAuM nuTtorpaduje,
MoLITO HUCaM NMao MecTa 3a paa, Kopanje mn
je Hawao cody y bynowu, Kog HeKe cupoTte
rocnoke, Kako ce 3Balle, cUrypaH cam fa je
duno kopa wux. bunm cy genopTtoBaHu...

M. B.: A na, JleboH?
O.: OHa je ympna, 3ap He?
M. b.: da.

[0.: Kopanje mu je pekao ga He CMeM [0BO-
ONTW OEeBOjKe TaMo, TO CY HberoBu npujaTesbu.
Buno je To MecTo 3a pag M HapaBHO fa HUCaM
nMJaHupao aa ce 3ajedaBaMm, TPa)KMo caM MecTo
3a wbaky Beh aBe rognHe! N oHpa, Kopawvje je
BEepoOBaTHO NOHOBO dMO Nowle Bosbe, HE 3HaM,
anm cam TO NyCTMO U CBe je nponano. Mnak,
pekao caM My fia dbu duno cjajHo ako dbux morao
[la oeM Ha ceslo. JefHe Be4Yepu caM ra 4ekao
00 jefdaH yjyTpy, d1o je Ha HEKOj BPCTU KOKTe-
Nla y npuBaTHOj pe3njeHuujn Ha AseHujn Ou,
He cehaM ce TayHo rge... YHyTpa cam BUAeo
cunyeTe, 4EMOHE, U YeKao ra Hamosby y KO-
nnma. OHpa me Kopavje ogBesao y Kypcen®?,
byM, y mpak! buno je neto, Mmucaunm...

K. B.: OBge?

O.: He, He y EpyBan, Beh y Kypcen, Koz
cTapor JleBeka, mogena Tomaca Mopa. Taga...
W, HapaBHO, dyaum ce yjyTpy, A0Tahd HUCaAM
BUAEO HMLWITa o4 hpaHLyCKe npupoae, CTurao
CaM HORHMM BO30M y aBrycTy, pasyMmeLl, Hucam

““Benunkun KonekunoHap PeHe TaceH oe MoHTern
(1897-1994) 610 je oupekTop PpaHLyCKe HahTHe
KoMnaHwuje og 1936. po 1957. roauHe.

°'y Besun ¢ Kypcen ne »Xnsop, B. HanomeHy 20,
supra. DaHunjen Kopauje je TaMO MMao Ceocky Kyhy.



Conversation with Marcel Billot and Germain Viatte

D.: No, not in Hérouval, in Courcelles, at
Pere Lévéque’s, the model for Thomas More.
At that moment... Of course, | wake up in the
morning, | hadn’t seen the French countryside
at all, I had first arrived in Paris in August by
train in the night, understand, | hadn’t seen the
countryside. Oh, how much | liked it here®?! It
was June because the wheat was beginning to
turn yellow, | remember the wheat fields and
all that. Can you imagine, the tarmac, the rue
des Canettes, and then the wheat, you know,
it was quite a change.

G.V.: Before that, you used to live rue des
Canettes?

D.: No, but I hung around there! | lived in
the [lithograph] studio, rue Boulard, up there.
| used to sleep in the studio, in the coal. Pa-
tris gave me 9,000 francs a month, it was not
much! Half the time | didn't show up, you know.
| worked like a pig and | never learned to do
litho in the first place. Oh, | remembered the
monsters that were there...

M.B.: I feel like asking you a question here.
Why were you painting babies?

D.: Well, you start with A, and you finish
with Z, right? It’s true! We should start by paint-
ing cells, foetuses, babies! Let’s say | jumped
two or three chapters, yes, | think it’s that.
A way to approach the world from the true
beginning.

M.B.: Yes, but you could have tackled it, |
don’t know, with animals...

D.: 1 don’t see any difference between hu-
man and animal, first of all. So there you are!

M.B.: | say babies because it caught peo-
ple’s imagination in a big way!

D.: Certainly, | find that absolutely capti-
vating!

%In 2009, that is forty years later, Dado confided to
Catherine Millet and Jacques Henric in Artpress: “Think
of it, in all my life I'd never seen a field of wheat before.
There weren’t any in Montenegro. That golden wheat
with the crows flying over it, for me that was incredibly
beautiful. In France | rediscovered Mother Nature” (see
infra, p. 282).

Pa3rosop ¢ Mapcenom bunoom n XXepmeHoMm Bujatom

HULWTa BMAEeO of npupofje. Jao, dbpaTe, Kako
MUK ce ponano osae!%? buo je jyH jep je xunto
Behk noyeno ga XxyTtu, ceham ce XnUTa u cBera
Tora. 3Haw, acdanT, yamua KaHeT, a 3aTum
XKNTO, BEMMKA NpoMeHa.

XK. B.: Tpe Tora cv xnBeo y yanumn KaHeTt?

L.: He, ann cam ce tamo moTao! Xuneeo
caM y aTesbey [3a nuTorpadujyl, y Yamum by-
nap, Tamo rope. Cnasao caMm y pafuoOHUNLM,
Mehy yribeM. MNaTpuc Mu je faBao AeBeT COMa
(hpaHakKa MeceyHo, HMje To NyHo, 3ap He! MNMona
BpeMeHa HucaM Hu fonasuo, 3Haw. Pagno cam
Kao CBMHA, @ HUKaZa HUCAM Hay4uno nnuTorpa-
dnjy, npe ceera. Ax, cehaM ce 4ynoBuMLITa KOja
cy duna Tamo...

M. b.: Cana, xoky fna Ty noctaBuMm jeHO
nuTame. 3alTo cu cavkao bebe?

O.: Ma, noynre ce ca A n 3aBpLuaBa ca
3, 3ap He? WcTuHa! Tpedano du, 3anpaso, Aa
rnoyHeMo camkame hennja, peTtyca, deda! [o-
dpo, peunmo fa cam NPeCcKo4Yno ABa Uam Tpu
rnornasJsba, 4a, MUCMM fa je Tako. To je jedaH
O HayuHa Ja ce CBeTy MpUCTynu oA npasor
noyeTka.

M. b.: [la, asim Morao cu 17O rOYETU, HE
3HaM, peynmo, ca XUBOTUHAMaA...

0. Ax, yoniwite He BUANM pa3nky namehy
YyoBeKa U XXnBoTure, npeo! E na To!

M. b.: lNomurem bebe jep cy oHe jako n3-
HeHaawne /byne!

O.: AX, TO CBaKako, MUC/IUM fa je To an-
COJIYTHO (paCuMHaAHTHO!

M. B.: Jbyau Koju cy Buaesnan TBoje rpse
cavke, buio Ha npBoj n3noxon kog Kopavjea...

O.: Ann To je y>aCcHO C HUxoBe CTpaHe,
jep cy bebe anconyTHO cBenpucyTaH MOTUB Y
JbYLCKOM CTBapasiallTBy o NamTuBeka. Pas-

“TopnHe 2009, YyeTpaeceT roanHa KacHuje, ano
he nosepnTtn KaTpuH Muje n XXaky AHPUKY y 4aconucy
ApTrnipec: ,3aMUCMTE Aa HUKaAa Y XXWUBOTY HMCaM
BMAeo nosbe nuwenHunue. Y LipHoj Fopu nx Hnje 6uno.
To 371aTHO XXMTO Ca BpaHaMa Koje neTe n3Hajg mera,
3a MeHe je To 6buno HeeepoBaTHO fieno. MNoHOBO caM
oTKpuo Majky npupoay, y ®paHuyckoj” (B. supra, CTp.
283.).
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M.B.: The people who saw your first paint-
ings, whether in your first exhibition at Cord-
ier’s...

D.: But it's a horror on people’s part, be-
cause babies is a motif absolutely omnipresent
in the visual creation of man and that, since
the very beginning. Think for a second about
the Renaissance for example, well, everything
in art!

M.B.: But is it not an unusual choice?

D.: Yes, yes, there is a painting at the Lou-
vre, by Rubens®3, in which there is nothing but
babies. Nobody thinks about that painting and
it’s the most beautiful painting by Rubens. A
thousand times!

M.B.: And you knew that work?

D.: I made it... In reality, | was inspired by
that painting, if you wish. You see, it is not alien
to my own inspiration, babies existed already
before that anyway. But for the accumulation
of babies, | was inspired by Rubens’ painting.

M.B.: When you arrived in Paris, did you
go to the Louvre?

D.: Of course, yes, of course. | had been
waiting for ten years to go to the Louvre. When
| went to the Louvre, first, in a strange way, |
headed straight to the paintings which, | knew
were at the Louvre, how, | don’t know. | walked
hundreds of metres to stop in front of Dlrer’s
self-portrait, | don’t know how, but | under-
stood that this small portrait couldn’t have
been hanging in the big rooms, you know. | saw
big stuff, the ‘Eyeties’, you know, Pastoral Con-
cert®t, all that, | was not interested. And then
| go to old Durer®s, holding his thistle. | really
liked that painting when | saw it. Very, very
beautiful. Well-lit that afternoon, you see. Lit by
Les Tuileries. | don't know if they’ve changed
its location?

G.V.: No, it’s still there.

*Virgin and Child surrounded by the Holy Innocents
(1618), called before The Virgin and Child with Angels.

*The Pastoral Concert (around 1509), by Le Titian,
attributed before to Giorgione.

*Dado professed an enormous admiration for DUrer.
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MUCJIN CaMO Ha TpeHyTaK, Y peHecaHcu, na
cBe y ymMeTHoCTM!

M. B.: Ann Huje To buo Heku nocebaH n3-
bop?

[O.: JecTe, jecTe, nocToju cnmka y Jlyepy,
PybeHcoBa,® roe cy camo debe. Huko He pas-
MUWJ/ba O TOj CIULK, a TO je, Xusbady nyTa,
Hajnenwa PydeHcoBa ciuka!

M. b.: A jecy in 3Hao Ty CINKY?

O.: Oa, HanpaBno caM je... 3anpaBo, MH-
CMpuUcao caMm ce TOM CJ/INKOM. 3Hall, TO Huje
CTpaHo MOM HajaxHyhy, Mafa cy debe nocTo-
jane n npe Tora. Anu, HaroMmuaaBare deda, Ha
TO Me je nHcnupmncana Ta PybeHcoBa cnunka.

M. b.: Kag cu cturao y lapu3s, jecun an
oTuwao y Jlysp?

O.: Ax! HapaBHO, HapaBHoO. Yekao cam fe-
ceT rognHa pa ogemy Jlyesp. Kaga cam oTuiao
y JlyBp, NpBO CaM ce, Ha HeKU YyaaH Ha4uH,
ynyTuO Ka C/InKaMa 3a Koje caM 3Hao Ja cy 'y
JlyBpy, Kako, He 3HaM Hu caM. lpewao cam
CTOTUHEe MeTapa, - Tpac! - n 3aycTaBuno ce
ncnpen AytoriopTpeta Oupepa, He 3HaM Kako,
ajsn caMm CxBaTWO Aa Taj Mannm NopTpeT He
MOXXe DTN OKayeH y BeIMKMM cajslaMa, pasy-
Mewl. Bupeo cam Benuke civke, Heke ,PuTa-
ne“, sHaw, KoHuepT y npupoamn, cee me To
Hunje 3aHuMano. OHga, Tpac, o4eM Ko oua
Onpepa,® Koju Ap>Xu CBOj YM4ak. Ta CAnKa Mu
ce CTBapHO JdonaJjia Kaj caMm je BMAEO. Jako,
jako nena. odpo ocBeT/bEHA MO MNOAHE, Tamo,
3Haw. OcBeT/beHa Kpo3 Tusbepuje, He 3HaM ga
v cy je npemecTunn?

X. B.: la, jow je Tamo.

M. b.: VIma joLu jeaHa cTBap. 3aLuto ceso?
Kaxel ga kaga cv cturao y KypcedJi...

O.: Y1HmMno mMun ce ga Ty CTBapHO NocTOojun
MOryhHOCT fa ce CTBapwu MaJio oBefy Y pea,
0a ce NoYyHe pasMuLL/baTy, jep MUCAMM fa caM

“Pey je 0 cnvum boropoauua ca AETETOM OKPY)XXeHa
cBeTuM HeBmHawuymmMa (1618), Hekaga No3HaToOj Kao
boropoanua ca aHkenuma.

*Pey je 0 TULMjaHOBOj CANLM TacTopasiHN KOHUEePT
(oko 1509), koja je paHuje buna npunucaHa hophoHey.

*[Nano je rajuo 6e3rpaHNYHO OMB/bLEHE NpeMa
Ovipepy.



Conversation with Marcel Billot and Germain Viatte

M.B.: There’s something else though. Why
the countryside? You said that when you ar-
rived in Courcelles...

D.: It seemed to me that there really was a
possibility to put things in order a bit, to start
reflecting, because | think that in the kind of
chaos that a big city is, | personally ended up
completely scattered, torn. | no longer saw
anything, | walked in the street, but | was in
bits, truly. A mess. | was splashing around in
some crap, | no longer saw anything.

G.V.: But in Montenegro, you used to live
in @ market town, in a city?

D.: In Montenegro, it's different. It looked
like a theatre to me, totally deprived of any
picturesque, it's a very important element,
right? In Montenegro, the city where | was born
[Cetinje], you cannot place it, if you want, you
cannot say if it's Eastern or Western architec-
ture, Italian or not, no it’s nothing, you see. A
kind of monastery was reconstructed in 1900
without it looking in the least like 1900, you
see, as one could imagine. Disturbing. Houses,
yes, they were in stone, there was absolutely
no trace of anything picturesque. There were a
few baroque elements though, that were rep-
resented on a frieze, but | don’t think | saw it
when | was little. | discovered it by chance later.

M.B.: So your need for the countryside
doesn’t come from that?

D.: No, it's a discovery. | could have come
across something else.

G.V.: You didn’t feel happy at all in the
city then?

D.: No, not at all. That lack of room, of
space, of air, no, all that didn’t appeal to me
at all. And there were so many very interesting
things to see at the same time that | didn't
manage to capture anything. | was confused,
completely dazed.

M.B.: And you never reconciled with the
city since?

D.: I would certainly have endured Paris if
I’d had an American uncle, you see, who would
have paid for a studio, a garden! There're plen-

Pa3rosop ¢ Mapcenom bunoom n XXepmeHoMm Bujatom

ce y Xaocy BesiMke meTponose ocekao NoTnyHo
pacTpojeHo, pa3dbujeHo. Hucam Buwie Bnaeo
HULWTa, 3ancTa. Xo4ao caM yauuoMm, anm duo
caMy fenosuma, DyKBasiHO y TOTaJIHOM Xaocy.
Fa3mo cam Kpo3 HeKy BPCTY Cparba, HUCaM
BUAEO HULITA.

XK. B.: Ann y LipHoj Mopu cn XuBeo y Ba-
powmun, y rpagy?

O.:Y UpHoj l'opu je apyra4nje. buno je 1o
3a MEeHe Kao no3opuLllTe, NOTAYHO JINLLEHO
CJ/IMKOBUTOCTMU, @ TO je BeOMa BakaH €JIEMEHT,
3ap He? Y LpHoj Mopu, rpag y Kojem cam poheH
[LeTurbe], He MOXKeLl ra lako CMeCTUTK, ako
pa3syMeLl, He MoXkeLll pekn fa n je To opujeH-
TajnHa, 3anajHa, utasunjaHcka apxuTekTypa,
He, TO HWje HMWTa oA Tora, pasymewl. MaHa-
CTUp je TaMO pekoHCcTpyucaH 1900. rogmHe,
ajln HX HajMakbe He fesyje Kao € NoYyeTKa npo-
LWIOr BEKa, Kako by Moxaa HEKO 3aMucno.
CymopHo. Kyke, na, dune cy og KameHa, Huje
dbnno anconyTHo HMYer nuTopeckHor. buno
je HeKnx dbapoKHUX enemeHaTa, UCTUHA, KOju
Cy ce moBAa4Yuan no hpusy, aam MUCIUM Aa
MX HUcaMm Buaeo Aok cam duo manu. OTKpuo
caM X KacHuje.

M. b.: lakne, TBOja noTpeba 3a ce/ioM He
Jonasn onartnie?

O.: He, To je oTkpuke. Morao cam Hankun
Ha HewTo Apyro.

XK. B.: Y rpaay ce Hucun yornwTe ocehao
faobpo?

O.: He, ctBapHO He! Taj HeagocTaTak npo-
cTopa, Ba3ayxa, He, CBe Me TO Huje 3aHMMano.
W duno je npeBulle 3aHUM/BUBUX CTBapU Koje
caM >Kefnleo fa BMAMM, aJln HUCaM yCneBao
ha nx yxsatmm. bno cam notnyHo nsrydssen,
30yHeH.

M. b.: N Hucu ce nomMmupuo ¢ rpagom os
Tana?

O.: CurypHo dux caespLueHo nogHocuo lNa-
pv3 Oa caM MMao yjaka n3 AMepuke, pasymell,
Koju dm Mn nnaTtmno dBmno Kakas CTyamno, BpT!
Mma romuna dynana Koje To gaHac BpJio n1ako
Hanase. Ja HUKaKo HMCaM Morao ga Hakem Hu
cody y xoTeny. YBek Cy MUCAWIN fia UMaM HEKN
Jow uspas nmua. HYak 1 gaHac, ako cay4aj-
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ty of cunts who have that today, they find that
very easily. | couldn’t even find a hotel room.
Always full. Each time they found something
wrong with my face. Even today, God forbid,
if I have to ask for a hotel room, people pull a
face, just like that! There’s a cop who stopped
me one day in the street. | never understood
that. | look at the cop. The cop is on the other
side of the street, in Belgrade. He crosses the
road and he says to me: “Why are you looking
at me like that?” You see, | didn’t know what to
answer. | was looking at him, how | don’t know,
but he didn't like it. And | must have looked at
him in a harsh way, something like that, you
know... without seeing him, perhaps | was not
even looking at the cop, but well, | was there,
in my own shit and he took me by surprise. He
crossed the road to ask me why | was looking
at him like that...

M.B.: But you feel at home in the country-
side. You like the countryside compared to the
city, or the countryside for itself?

D.: The countryside for itself, because |
think that the city is a kind of phenomenon of
the crystallisation of the phenomenon of the
city, that cellular aspect, | see it for what it is,
that accumulation, all that confusion, you see,
it screams.

M.B.: But the city never comes into your
painting?

D.: I don’t know. Yes, there’s a drawing,
there, which is New York City.
G.V.: Really?

D.: The boxes, there, it’s New York. You
see, the drawing that will be the first to arrive
at CNAC. It's going to be framed. A beautiful
drawing, you’ll see.

M.B.: What, that? “The Paintings”?

D.: Yes. It's not paintings on the large draw-
ing, it’s cubes. | have the feeling that you don’t
remember it...

M.B.: I do, I do...

D.: Well, the son of a friend of mine, who
arrived from New York this summer, said: “It's
New York City.” And it’s true, | swear.
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HO 3aTpaxxum cody y xoTeny, Hanpase daly,
nnx, WTa Aa Tn Kaxem! JegHOM Me je maHAayp
3ayCcTaBuo Ha ynmuun. Ax, To HUKaja Hucam
pasymMmeo. (nepam naHaypa. NaHayp je dmo Ha
Opyroj cTpaHu TpoToapa y beorpaay. Mpenasn
YUY U Kaxke Mu: ,,3allTo Me regall Tako?”
3Hall, HUCaM 3Hao WTa fa My KakeMm. nepao
CaM ra, asin He 3HaM KakKo, HELUTO My Ce Huje
nonasno. Mopa pa cam ra raenao o3dusbHo,
TakKo HelwTo, a Aa ra 3anpaBo HMWCaM BUAEO,
MOX[a ra HMCaM Hu rnegao, anam dmo cam y
CBOM CBETY, Y CBOjOj MyLW, N yXBaTUO Me je
HecnpeMHor. lMpelwao je ynuuy ga me nuta
3alTo ra rnegam Tako...

M. b.: Ann ocekal ce gobpo Ha ceny. fa
JIM BOJIVLL CEJI0 y rnopekery C rpadomM wnau
ceJsio caMo o cebu?

L.: Ceno camo no cedu, jep Mmucnmm ga je
rpag Heka BpCTa KpucTaausaumje peHomeHa
YXNBOTa, Taj hennjckmn acnekT, CTaJIHO Ce Bpa-
fam Ha To, CBa Ta akyMyJiaumja, CBe TO Cpakbe,
OHa BpuwWwTK. He, ceno je...

M. b.: Anv rpaa HUKafa He [0J1a3n y TBOjy
C/INKY?

O.: He 3Ham. MNa pa, nMa jegaH upTex, To
je tbyjopk Cutn.

XK. B.: 3aucrta?

O.: KyTuje, To je tbyjopk, y CyWITUHMN.
3Haw, upTex Koju ke npeu ctukn y Hauywno-
HaJIHM LLeHTap 3a CaBpeMeHy yYMeTHOCT. buhke
ypamsbeH. Mpenen uptex, sBuaehker.

M. B6.: llITa, To? ,Tabne“?

O.: Na. To HUcy Tadbne Ha BENMKOM Lp-
TexXxy, TOo Cy Kouke. MiIMmaM yTucak foa ce He
cehaul...

M. b.: da, ga...

[.: MNa, cuH Mor npunjaTesba, KOju je CTUrao
13 bbyjopka oBor neTta, pekao mu je: ,To je bby-
jopk CnTtn.” N cTBapHo jecTe. [a, oa, Bepyj Mu.

X. B.: Aim Hema apseka, Ty je caMmo LBeke
C BpeMeHa Ha BpeMe...

[O.: Ma3n, ynpasBo TN enemMeHTu cy camu
no cedu n3saHpenHa ymeTHU4YKa gena. Kao u
apxuTekTypa. JeaHo aps.o... LLTa khew n3Bykn
13 gpeeTa? [Nornepaw ra n 7o TW je LOBOJbHO.
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G.V.: But there are no trees either, there
are flowers from time to time...

D.: Listen, it's precisely those elements
that are an extraordinary work of art by them-
selves. Like the architecture. A tree... What are
you taking out of a tree? You look at it, and
that’'s enough. It's a mental exercise that’s
perfectly sufficient, to look at it. You recharge
your batteries, | guess. To look at the wall op-
posite, with a cunt taking her clothes off, shit
like that, it’s all a blur, you understand. There's
no longer... Freedom no longer has its rightful
place, it’s obliterated by that kind of encircle-
ment...

M.B.: It preyed on your mind a bit, no, walls
with windows. Because there was a time when
you made paintings with a kind of facade...

D.: Well, listen, unfortunately it's very sim-
ple. There's no mystery, these are ruins you
see there, in front of you, those walls... Here,
| have rebuilt walls with my own hands. And
in the village | ended up in 1958 with Cordi-
er [Courcelles-lés-Gisors], well in that village,
there’s even today some kind of absolutely
huge wall. It must be several kilometres long!
I’ll show it to you if you want... There are also
feudal ruins and then the tower in which | used
to go. The Architect looks like that tower, in
fact.

M.B.: What’s spectacular, in this area, I'm
thinking of Vaudancourt... The walls in Vaudan-
court, they’re extraordinary!

D.: And all the ‘Parisians’, they’'ve de-
stroyed them, you know.

G.V.: They put white pebbledash on it?

D.: Pebbledash, you know, and then they
put up the names of the houses, ‘My refuge’,
and stuff like that...

M.B.: But when you arrive in Vaudancourt,
you see those types of walls that are houses,
in fact, | think...

D.: Yes, yes...

M.B.: You really have the feeling you are
walking between the walls...

Pa3rosop ¢ Mapcenom bunoom n XXepmeHoMm Bujatom

To je cacBMM [0OBOJbHa MeHTasHa Bexba 3a-
JaTaK Koju je caBpLUEHO [,0BOJbAH, CaMo Aa ra
rnegaw. Tako NOHOBO NMyHULL CBOje daTepuje,
npeTnocTass/baM. [Nefdaw 3mp ncnpef cede
DOK ce nodpa XKeHCKa CBJlayun, TakBe CTBapw,
cBe je To 3DpkaHO, pa3syMew. Buwe Hema...
Cnobopa Buwe HeMa NpaBa Ha MOCTOjake,
OHa je efIMMUHNUCaHa TOM BPCTOM OKpY>KeHba...

M. b.: Unak, HEKaGKo Te My4uJio TO ca 3U-
[oByIMa C npo3opuma. Jep y jeAHOM TPeHyTKY
CU MpaBuno CJINKEe C HEKOM BPCTOM ¢hacaje...

O.: Ax! Cnywaj, Ha»asnocCT, TO je BpJI1O jea-
HOCTaBHO. HeMa HMKakKBe MucTepuje, To cy Te
pyLUEBUHE KOje BUAULL OBAE ncnpen cede, Tn
3nposu... Tpedba pehn ga cam osge noamrao
3MpoBe CONCTBEHUM pykKama, 3Haw... Any
ceny, roe cam cturao 1958. roamHe ca Kop-
anjeom [Kypcen-ne->Xunsopl, na y Tom ceny,
YaK M gaHac, nocToju HeKa BpPCTa anconyTHO
orpomHor 3mpaa. Mopa fa je Ayr HeKoJIMKO
kKunomeTapa! Nokasahy BaM ra ako xenuTe...
Ty cy n Heku peypanHu ocTaum, Kao Kyna fo
Koje caM nwao. ApxuTekTa, 3arnpaBo, JINYK
Ha Ty Kyny.

M. B.: OHO LUTO je yrie4aT/bUBO Y OBOM Kpa-
Jy, Mucamm Ha BogaHkyp... 3uaosu BoaaHkypa,
TO je NpoCcTo HEBEPOBATHO!

O.: N jow, cBe cy nx ynponactuaum, pasy-
MeLd, ceu 1 ,lMapu>xaHu*, Tamo.

XK. B.: CtaBspajy 6benmn mantep?

.. ManTep, 3Hal, U OHAa CTaB/bajy UMeHa
Ha Kyke, ,YTounwTe" Unm Tako HeLWTO...

M. B6.: A kag gosasvil y BogaHkyp, TamMo
Cy Te Heke BPCTe 31AgoBa, Koju Cy 3arnpaso
Kyhe, MUCJINM...

n.: Oa, na...

M. b.: 3ancta numalu ocehaj aa ce kpeheLl
usmeby 3uaosa...

[.: CurypHo, TV YyBeHu 3n0BM 13 BekceHa
MHcnupucanm cy Me Kao PybeHcoBa cnumka, Kao
Moja LipHa Nopa Ha camMoM No4yeTKy®®, Koja je y

“MoTuB 31Aa je AOMMHaHTaH y Jagnosom aeny of
HEroBmx rno4veTtaka y beorpagy, 4ak v npe nNpeBux Cavka
1n3 nepuopa Kopawje, roe ce Mory BUAETU Herose
TpaHcno3uumje 31aoBa U3 gpaHuyckor BekceHa, cBe 0o
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D.: Exactly, those famous walls of Vexin
inspired me like Rubens’ painting, like my Mon-
tenegro at the very beginning®, which is at the
origin, which is the core of a certain inspiration.
There’s this kind of mixture of elements...

G.V.: But we never see machines?

D.: Oh yes, yes. My first paintings were me-
chanical paintings®’. They were coming straight
from memories of my childhood, spent with
my friend, the one who was killed on Lake
Scutari. His father was a locksmith. And every
Saturday afternoon he used to fetch me, and
we tidied up the workshop. We had to put away
the spanners, the pliers, you know, things to
solder pewter, saucepans. What's the name of
that kind of pointed hammer?

G.V.: Blowtorches?

D.: No, not a blowtorch. Of course there
was a blowtorch. But he used to work very
primitively with pewter, you see. On the walls,
there were planks with nails in, and we had to
hang | don't know how many dozen tools.

M.B.: I’'m thinking of The Fall of Icarus. It
looks a bit like a child building-blocks set, you
know?

D.: Yes, | know. | don’t know where it comes
from. | never had very beautiful toys. Toys
didn’t exist.

M.B.: Yes, | mean ‘building set’, but it has
an aspect, not mechanical as you said, but |
thought about it when you mentioned your first

*The motif of the wall is a key motif in Dado’s
work, from the beginning of his career in Belgrade, even
before the first paintings of the Cordier period, when
we can see his transpositions of the walls of the French
Vexin, to his works in situ dating from the years 1990 to
2000: his mural paintings made in Orpellieres (Sérignan,
Hérault), the Saint-Luc chapel (Gisors), the Ambassade
de la IVe Internationale in Montjavoult, the blockhouse in
Fécamp, and even the murals in the houses of Hérouval
and Bez-de-Naussac. This fascination for walls goes
back to his childhood, when he looked at the walls in
the courtyard of the family home, as Dado declared to
Michel Braticevic (see Peindre debout, op. cit., p. 156).
On the Orpelliéres and the Saint-Luc chapel, see also
the interviews in Peindre debout, op. cit., pp. 141-144,
and pp. 145-150.

’Like The Cyclist (1955), Centre Pompidou, Musée
national d’art moderne (see ill. 3).
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OCHOBM, KOja je K/by4 ogpeheHe nHcnmpauumje.
Ty je Ta HeKa MellaBMHa efleMeHaTa...

XK. B.: MawinHe, mnx HUKaag He BUONMO?

O.: Ax! Na, pa. Moje npBe cnvke dune cy
MexaHu4ke cnuke.’’ [lonasnne cy ANPEKTHO 13
ceharba Ha AeTUHCTBO KOje caM NpPoBOAMO C
MOjUM OpYroM, OHUM KOju je normHyo Ha Cka-
OApCKOM je3epy. tberos oTau je duo dpaeap. U
cBake cyboTe nmonogHe A0sa3Mo je N0 MeHe 1
VLA CMO A @ CpeMmnmo pagmoHnuy. Tpedano
je ma cpeommo nogecuBe KjbyyeBse, KjewTa,
3Hall, CTBapw 3a JieM/bere, Wwepne. Kako ce
30Be Ta BpCTa wwubacTor Yyekuha?

XK. B.: da v myucavw Ha rniaMmeHmnK?

O.: He, Huje nnameHunk. NUmao je u nna-
MeHUK. Ann je paano seoMa NMPUMUTUBHO C
neMnnnuoMm, Bnauw. Ha smposnMa cy dune
facKe ca ekcepuMa, Tpedano je fa ce 3aka4u
He 3HaM KOJIMKO AeceTuHa anaTa.

M. b.: Mucanm Ha ikapoB nag. ViMa HeLuTo
WTO noaceha Ha Ae4Ynje KOHCTPYKLIMOHE Urpe,
pasymeLu?

0.: Oa, na, 3HaM. He 3HaMm ogakne To gona-
31. JINYHO, HMKa4a HUCaM UMAOo fene urpadke.
Nrpayke HMCy nocTojane.

M. b.: [la, mucnum Ha ,Ae4vje urpadxke”,
aan MMa HeKy BPCTY MEXaHWYKe CTPaHe Kojy
CY MOMUHA0, &/l cCaM MOMUCING Ha TBoje rpBe
C/IVIKE rAe je MalumHa nHTepBeHucasaa. Ma He,
anan uctuHa je... Ha kpajy, nma nyHo ctBapu
Koje NpuMeTUMO a Koje He NocToje y TBOM C/u-
kapcTBy. BaTpa? Cekam ce locnohe ¢ apyre
CTpaHe Koja Bu4ye ,BaTtpa“.

XK. B.: Ta4yHo je, BaTpa Huje ripucyTHa, a
Takohe Hu Bofa. Boaa je npucyTHa Ha rnocaea-
UM CIVKaMa, au...

pagosa in situ 13 oeBeaeceTNX N ABEXWbaAUTUX: Mypav Ha
Opnesrsepuma (CepumbaH, Epo), kanena Ceetn Jlyka (PKnsop),
Ambacapa IV UHTepHaumoHane y MoraByiy, byHkep y
dekaMmy, Na Yak n mypaav y kykama y Epysany n bes-ge-
Hozaky. OBa thacLmHaLmja 3M40BMMa NOTUYE U3 AeTUHCTBA,
Ca rnocMaTpareM 31aoBa y ABOPULLTY nMopoanyHe kyhe,
kako Jano nosepasa Muweny bpatukesuhy (B. y: Crimkatu
crojekn, cTp. 156). O Opnesepuma n kanenn Ceetun Jlyka
BMAW Takohe uHTepsjye y: Cnnkatn ctojekn, cTp. 141-144,
n cTp. 145-150.

“’Kao wTo je cnyyaj ca buuymkamctom (1955), LleHTap
Momnunay, HaumoHanHu my3ej mogepHe ymeTHOCTM (1. 3).



Conversation with Marcel Billot and Germain Viatte

paintings in which the machine had a place.
That’s correct, no... There are many things
one notices that didn’t exist in your painting.
Fire? | remember The lady in the facing house
shouting fire.

G.B.: You're right, fire is not there and wa-
ter either. Water is in the last paintings, but...

D.: It’s like trees, | think, it's the problem
of the tree. To be honest, it is a very controlled
painting that 1 do, and very slowly constructed,
you see. So | can see very well water appearing
in an expressionist painting, right? Am | talking
gibberish here? You see, to make reflections in
the water of a figure could be interesting, but
it seems to me to be quite an undertaking...

G.V.: Is it not rather the life of the water
and the fire that bothers you? Because all your
things are a little, let’s say... fixed.

D.: Yes, petrified! Of course. It's the fossil
aspect!

G.V.: You could paint the ice.

D.: They are antagonist elements, you see.
In the city already, like | said earlier, | was bored
because | no longer saw anything. If again | was
to take on the element of water, fire and petri-
fied elements, walls that are my main source of
inspiration, if you like, or figures... | think one
has to stop, you know, with a few elements...

G.V.: Earlier you showed us photos of Mon-
tenegro under the snow. Snow could have been
an element likely to fascinate you, no?

D.: Yes, but there’s again an element that
has no visual vocation if you want. Apart from
Breughel, there’s been nothing of worth with
snow, to be honest. And how much snow in ac-
ademic art? Square kilometres! The child who's
on her mother’s belly, covered in snow! And
you have white Russian painters in academic
art... There was one called Kolesnikov®®, he only
painted snow, he used to sell his troikas in the
snow like hot buns.

%Stepan Fedorovich Kolesnikov (1879-1955), Russian
academic painter.

Pa3rosop ¢ Mapcenom bunoom n XXepmeHoMm Bujatom

O.: To je kao ¢ gpsekem, Mmncnmm pa je
TOo npodnem ¢ gpseToM. Y cTBapu, NpaBuMm
BEOMa KOHTPOJIMCaHy CJIMKY KOja ce rpagu
BpJ10 nonako, pasymewl. Jakne, YNHU MU ce
ha du Bopa dosbe m3rnenana Ha ekcnpecmo-
HUCTUYKOj CaIMuKn, 3ap He? T0BOPMM FyrnocTun?
Bugnw, npasnTtn ogpase y BOAU HEKOr Inka
MOXXe DUTUN MHTEPECAHTHO, an MU Ce HYUHU
Kao 3auncTa...

XK. B.: Ann ga M T MoxKAa CMETa XUBOT
Bo4Ee m BaTpe? Jep Cy CBe TBOje C/IMKE Kao...
yKoYeHe.

O.: Ax! OkamemneHe! HapagHo. To je Taj
docnnHm acnekT!

XK. B.: Jlen, morao bu aa ra camkKalu.

O.: To Cy aHTaroHNCTUYKN eNieMeHTH, pasy-
MeLl. Behk y rpasy, Kao LWITO caM paHuje pekao,
nocahnsao cam ce jep BULLE HULLITA HUCAM BU-
neo. AKo oneT cedu HaToOBapuM efeMeHT BOAE,
BaTpe M OKaMereHNxX MaTepujania, 3M40Ba,
Koju Cy MOja rlaBHa MHCOupauwnja, 3HaL, uin
nmkoBa... CMaTpaM ga Tpeda cTaTu, pasymeLy,
KOA HEKOJINKO KJbY4YHUX efleMeHaTa.

XK. B.: Manornipe cu HaMm riokasmsao ¢oTo-
rpaguje LipHe lNope ca cHerom. CHer, To je esle-
MEHT Koju je Morao fa 1e (hacunHupa, 3ap He?

O.: Oa, ann To je oneT efIeMEeHT Koju, 3HaLl,
HeMa C/MKapckn apuHuTeT. Ocmm Kog bpoj-
rena, HULWTa He NoCcToju ca cHerom, Tpeda To
pekn. A KONNMKO CHera nma Kopg akagemucra?
KBagpaTHu KunomeTpu! [leTe Koje nexu Ha
CTOMaKy CBOje Majke, MPeKpMBEHO cHerom!
Nmaw Te dene pycke cnmMkape akageMmucTe...
JenaH ce 3Bao KonecHukoB®. Cnmkao je camo
CHer, MpoAaBao je TO Kao aJiBy, TPOjKE y CHery.

M. b.: Anv morna éu ce oceTuTu BoJa Ha
TBOJUM C/IMKaMa, Mako Huje rpukasaHa, Nako
He Teye y noToumMma...

O.: To je meco...

*CtenaH ®Pjonoposuny KonecHunkos (1879-1955),
PYCKU C/IMKap akageMcKor cTuna.
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[4th tape]

M.B.: But we could feel the water in your
painting without it being represented, without
it having to flow by the barrel...

D.: It’'s meat...
M.B.: That’s your enemy, right?

D.: No, it’s a ratatouille of worms, crushed
bones, all sorts of things really...

M.B.: Is there blood? There’s not a lot of
blood either...

’

D.: No, those are temporary liquids, |
not interested in that.

m

M.B.: What do you mean, temporary lig-
uids?

D.: It seeps out, that's it. No, to be honest,
the absence of water... Well! It has an absolute-
ly true, solid origin. In Montenegro, in Cetinje,
there’s not a single drop of water, no brook, no
river, no nothing. No swimming pool, of course.

G.V.: Is that true?

D.: Yes, it's the truth. We used to bathe
in the hollow of a rock where the shepherds
had their goats drinking, stuff like that. It was
around two cubic metres of water, that’s all,
and we used to have a dip in there in the sum-
mer... And that is true.

G.V.: But blood, it’s true that it’s quite
strange, eh! Your things are not bloody at all!
Are there flayed men? There’s no blood.

D.: No, blood is like Greek columns, that's
the academic side of things.

M.B.: Hold on, the academic side! Look
at the flayed men by Rembrandt, by Soutine!

D.: That's true, those are good.

M.B.: While in your work, blood never ap-
pears.

D.: A sense of decency! It's true. | shall
never paint blood, you are crazy! My memories
involving blood, fuck! | saw at least six litres
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M. b.: To Tu je HenpujaTesb, 3ap HE?

O.: He, To je MellaBnHa raucTta, CMpBJbe-
HUX KOCTUjy, CBUX MOryhux cTBapu...

M. b.: Nma nn kpBu? Hema KpBu...

L.: He, To cy npuBpemMeHe Te4YHOCTU, TO
Hac He 3aHuMa.

M. b.: Kako To MyucavLl, rnpuspemMeHe Te4d-
HocTu?

[.: To HecTaHe, pa3ymewl. Y cTBapu, Hejo-
cTaTak Bofje... Ax, na rne! To nMa anconyTHO
npaBo, YBPCTO nopekno. Y LipHoj MNopw, Ha Le-
TUHY, HEMA HU Kanu BoJe, HeMa NoToKa, Hema
peke, HULWTa, Hyna. Hema ba3eHa, HapaBHoO.

X. B.: Je v TO cTBapHO Tako?

L.: Ax! MNMpaBa nctuHa. Kynasam cMo ce y
HeKakBUM yaydbsrberwrMa y CTeHu rge cy na-
CTUPW NOjUN CBOje KO3e, TakBe CTBapwu. buno
je oBa KybHa meTpa BoAE, TO je CBe, @ MU CMO
ce bpykanu Ty neTu, €70, TO je CcBe... AX, TO je
CTBapHO UCTUHA.

X. B.: Anm KpB, TO je CTBapHO MNpuIn4yHo
4yyaHo, 3ap He! TBoje cTBapu yoriTe HUCY
kpBase! To cy ekopluen? Hema kpsu.

[.: He, KpB, TO je Kao rp4yku ctybosu, T0O
je Tako akafeMCKu, pasyMmeld.

M. b.: lNa kako akagemcku! Mornenaj Pem-
bpaHToBe ekopLuee, nan CytunHose!

0.: a, To je uCTKHa, TO je fodpo.

M. b.: [lok Kkog Tebe, KpB ce HuKaga He
rojassbyje.

O.: CtupgsmeocT! To je Ta4yHOo, NCKIbY4U-
BO. Hnkaga He dux cnmkao KpB., jecn nn nyq!
Moja cehama Ha KpB, Na jedboTe! Nnenao cam
HajMakbe WeCT nTapa KPBKU Moje Majke, Koja
je ynpaBo ympna.®® LLlecT nutapa! He Tpebda 10
CTaBs/baTW y Ball NM4YBaj3. AN CTBApHO, Kapg je

“OBaj O4/IOMaK je U30CTaBJ/beH U3 NHTepBjya
objaB/beHoOr y kaTtasnory HauumoHasHoOr uUeHTpa 3a
caBpeMeHy yMeTHOCT, Ha [apoos 3axTeB. Minak, oH
e NnoMeHyTn TpayMaTuyiHM fgorahaj CMpTK CBOje Majke
TOKOM pajuno-uHTepsjya 3a France Culture y emucmnjn
LIaHopama“, y ¢ebpyapy 1970. roamHe, ca ®paHcoa
JNle Tapraom, Xakom ®nopaHoMm n Mapcenom bunoom
(B. y: Csimkatu cTojeku / Peindre debout, cTp. 82).



Conversation with Marcel Billot and Germain Viatte

belonging to my mother who’d just died®, 6
litres! You shouldn’t put that in your work. But
it's true, when my mother died, | was squatting
in the courtyard, and what did | see? It was the
mattress, red’?, soaked in blood. [It didn't give
me] the incentive to paint blood. Disgusting.
But there’s the bucket of blood that wanders,
which is the ex-libris of Hérouval.

G.V.: That’s right, there are buckets of
blood...

D.: Yes, yes, it's true, the bucket of blood,
it's the ex-libris of Hérouval... the symbol of...
It's amusing, no...

M.B.: But there are many funny things...

D.: Yes, many things are funny but the
things that | paint, they are not funny at all.
[Laughs.] It's the extreme in my situation, the
fact that it’s not funny.

G.V.: They are not funny but they are not
dramatic or violent either. They are not ex-
treme situations, it’s always a kind of...

D.: Ah, it's the ambiguity, yes, the ambi-
guity.
G.V.: It's very ambiguous.

D.: But eternity is that, it's the ambiguity.
The drama is a temporary thing, you see, the
storm, it’s short-lived, pain too, everything
ends, all that stuff. But ambiguity doesn’t end
because we don’t understand a thing.

*“This passage was cut from the interview when
it was published in the catalogue of Centre national
contemporain (CNAC) on Dado’s request, who however
recalled the traumatic episode of his mother’s death in
the radio interview for France Culture in the programme
“Panorama” in February 1970, with Francois Le Targat,
Jacques Floran and Marcel Billot (see Peindre debout,
op. cit., p. 82).

’°In 1998, Dado declared to Philippe Piguet: “Two
years ago, just after the war, | went back to Montene-
gro for an exhibition [for the biennial of Cetinje] and |
made a poster which showed an old mattress standing
up, covered in blood, with a shaving-hair brush hanging
from it. It was part of what | call my ‘sculptures’. | came
to understand a posteriori that what | had represented
was the mattress on which my mother had died giving
birth when | was a child after a terrible blood loss. The
image of the mattress that had been thrown away in the
courtyard of our house came back to me fifty years lat-
er” (“Dado. La peinture, ces deuils successifs”, art. cit.).

Pa3rosop ¢ Mapcenom bunoom n XXepmeHoMm Bujatom

MOja Majka ympna, na 4y4ao cam y ABOPULLTY,
M WTa cam Bmnaeo? To je dbno magpad, LpBEH,
HaTomnJbeH KpBsbY 7°. [To Mn Huje pano] xxesy
Aa cavkam kpB. OaBpaTHO. Anv MocToju Koda
KPBW KOja ce BPTU, Koja je ekcnndpuc Epysana.

XK. B.: 3aucTta, noctoje Koge Kpsu...

0.: [a, fa, Ta4yHo, Koha KpBU je ekcnndpuc
EpyBana... cumdon... To je nnak CMeLlHo...

M. b.: A Ma MHOIro CMeLLHUX CTBapu...

O.: Oa, cBe cTBapu Cy CMeLllHe, anu cTBapu
Koje ja camMkaM HUCY cMeLlHe yonwTe. [Cmex.]
To je BpxyHaL MoOje cuTyaumje, Huje CMeLlHo.

XK. B.: Hucy cMmeLluHe, anv HUCY HU ApamMa-
TUYHE HU HacuiHe. Hucy ekcTpeMHe cuTya-
unje, yBEK je HEKa BpCTa...

[.: AX, TO je ABOCMUCJIEHOCT, HapaBHO, TO
je ABOCMUC/IEHOCT.

XK. B.: BpJsio je HejacHo.

O.: Ann BE4YHOCT je TO, TO je ABOCMUCIIe-
HOCT. [JpaMa je nposiasHa CTBap, pasyMmeLl,
oJlyja je npona3Ha, don Takohe, cBe TO Mnpo-
na3n. Ann gBOCMUCNEHOCT He MpoJsa3n jep
HULWTa He pa3yMeMmo.

M. B.: Ain, cBe ce TpaHcpopmMuLLe Ha TBO-
JUM UpTEXUMa W C/AMKaMa 3axBasbyjyhu TOj
JABOCMUCIIEHOCTU?

O.: To je cBenpucyTHa noTeBpha ABOCMU-
C/iIeHor, 3ap He?

M. b.: lla, TO je Ha4YuH fa ce MaHugpecTyje
LBOCMUCIIEHOCT...

[.: ...KOja Me OKpYyXyje, TO je To.

TogunHe 1998. Nano je uzjasno dununy MNurey:
,Ipe OoBe roanHe, oamax rnocne paTa, BpaTuo caMm ce
y LipHy Fopy Aa HanpaBuMm n3nox0by [3a LeTuHCKOo
6njeHane] n HanpaBWo caM nJakaT Ha KojeM je 6uo
rnpvkasaH cTapu Magpal, NocTaB/beH yCrpaBHO, CaB
KpBaB, Ca ja3aBLEM OKayeHUM O wera. To je 6uno y
AyXy OHOra LITO ja Ha3vBaM CBOjUM 'CKysnTypama’.
Tek HakHafHO CaM CXBaTMO Aa OHO WTO caM Taja
rnprvkKasao Huje HUWTa APYro Hero Magpal Ha KojeM
je Moja majka ympna npu nopohajy kag cam 6uo nete,
HaKOH CTpalLHOr KpBapera. Canka Mmagpaua, Koju cy
n3baunnun y geopuwite Kyhe, BpaTuia Mu ce nepeceT
roavHa kacHuje" (,[ano, caMkapcTBo, Te y3acTonHe
XKanocTn“, umTaT U3 YNaHKa).
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M.B.: But is it according to that ambiguity
that everything’s transformed in your drawings,
in your paintings?

D.: It’'s an omnipresent confirmation of the
ambiguous, is that right?

M.B.: Yes, it’'s a way to show the ambigu-
ity...
D.: ...that's around me, that’s it.

M.B.: Can’t you draw a duck without giving
it a single leg, or on the opposite three, or four?

D.: It's not a matter of drawing ducks. That’s
what | was saying about the trees, they are
things | look at, they are things that condition
me, above all. And then after, there’s a kind
of muck that comes out, which is my painting.
Anyway, | cannot remember. | make incredible
efforts, for example, if | make a painting like the
one | happened to make recently in Brittany’!.
If | want to remember what | did on that work,
the number of figures, all that, well zero, it's
impossible! And | can’t either imagine a paint-
ing made by me.

M.B.: Well, that’s reassuring... Because
we have enormous difficulties remembering
a painting! So if you don’t remember them
yourself!

D.: That’s true, you know, it's completely
out of my control, | need to see things again.
And | know that | shall die terribly miserable.
The day I'll be on my deathbed, | really will
have the feeling that | did fuck all because, very
simply, | won’t be able to remember what I did.
You see, it's shitty. Because there are so many
elements there. There’s really that multiple
side of the figures that's responsible for that.
You can’t remember the three hundred figures
that are in a drawing or a painting, that's it.

'From the end of the 1960s, Dado made a few
trips to Quimper in Brittany, staying with the Maunoury,
family friends, a couple who had secured a studio for
him. Very close to Jean Dubuffet, Dr Pierre Maunoury
(nicknamed Joinul, 1930-2019) was the director of the
town’s psychiatric hospital, where he encouraged his
patients to express themselves through art.
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M. b.: He moxeLs HaupTaTy NaTKy a 4a joj
He CTaBuLL jeiHYy HOrY, UM TPU, UM HeTUpu?

O.: Ma He, Huje pe4y 0 UpTary NaTaka.
To cam roeopuo o apsehy, TO Cy CTBapu Koje
rnegam, CTBapu Koje Me HajBuLLle yC/ioB/baBa-
jy- W oHpa, nocne Tora, NoCTOju HEKa BpCTa
Kalle KOja n3nasun - 1 To je Moja CmKa. Ann, y
CBAKOM CJly4ajy, He MOry ce CeTUTKU. Ynaxem
HeBepoBaTHe Harnope, Ha NpUMep, ako C/INKaMm
MJaTHO Kao WTO CaM HelaBHO CJ/INKAO0 jeAHO Y
BpeTarwn.’* N ako xohy fa ce ceTuM WTa CaM
HaC/NMKao, KOJIMKO JINKOBa U CBe 0CTano, e na,
HUWTa, HeMoryke! He Mory Hu ga 3aMucamm
CBOje nNnaTHoO yHanpea.

M. b.: la, cnyLuaj, To je yTeLUHO... Jep uMamMo
TOIMKK rpobsiem aa ce CeTUMO jegHe canke!
Jlakne, ako ce Tu He cehkall...

O.: AX, TO je Ta4yHO, 3HaW, MOTNYHO MU
n3MuM4ye, MopaM MOHOBO Aa BUAMM cTBapu. U
3HaM fa hy ga pukHeM HecpehaH KO HULWTa.
Ha paH kapa dynem dmo Ha campTn, CTBApHO
hy umaTKn ocehaj Aa HULWITa HUCaAM ypaawno jep
jeaHocTtaBHO Heky Mokn fa ce ceTuM oHora
LWTO CaM HanpaBwo. Pa3yMell, To je cpame. Jep
MMa TOJINKO MHOTO esleMeHaTa y CBEMYy TOMe.
CTBapHO NOCTOjM Taj BULLECTPYKM acreKT JINKO-
Ba KOju je Ty U TO je OHO LITO CTBapa nNpodnem.
He mMoXeLl ce ceTuTu TpY CTOTUHE JINKOBA KOju
Ce Hajla3e Ha upTexXy Wuam cauuu, To je To.

M. B.: Al OHO LUTO ME UHTPUrnpa jecte
Ta notpeba 3a MyTaLmjom, TpaHCHOpMaLMjoM.
CBe LUTO Ty rpoke Kpo3 pyKe...

X. B.: la, mera cBOjy npupoay. Ny cTea-
pu, TO je OHO LUTO MUCANLL Kafa KaxeLl: ,la,
HWKaga Heky HaupTaTu naTky, HU ApBo..."

O.: Y cTBapu, upTam ux...

X. B.: To Huje 4nCcTo nMarvHapaH CBeT,
y Mepu y Kojoj no3ajMsbyjelu CTBapHe eJie-
MeHTE...

04 Kpaja wespecetux [Jano je HEKOMKO
nyta 6opaBuo y Kemnepy, koa nopoauue MoHypu,
nopoavYHNX NpujaTesba, Koju cy My obesbeannu atesse.
Op MNjep MoHypwu (3BaHWN MXoakyn), Koju je 6o Beoma
6nn3ak ca XKaHom Oubudgeom, Tana je 6o anpekTop
ncmxunjatpujcke 6osHMLE y TOM rpagy, rae je noacTmuao
rnaumjeHTe ga ce nlpaxkaBajy Kpo3 YMETHOCT.



Conversation with Marcel Billot and Germain Viatte

M.B.: But what intrigues me is that need
for mutation, for transformation. Everything
that comes into your hands...

G.V.: Yes, it changes nature. So that’s in
reality when you say: “I won’t actually make
the duck, or the tree”...

D.: I do it, in fact, | do it...

G.V.: It’s not a purely imaginary world, in
so far as you borrow real elements...

D.: That's true, but it's the reality that re-
appears, in the end, but in a language that’s
mine alone.

M.B.: But | find it hard to believe that you
can’t draw a duck... | remember that a few
years back, you said to me, in front of a head
you had drawn: “l can do very beautiful por-
traits, very classical.”

D.: Yes, but it is of no interest.

M.B.: Obviously! But that need to trans-
form, to change... Earlier, you said to us several
times: “But it’s not possible to paint water, ex-
cept if you are Claude Lorrain...” You seem to
consider as something completely impossible
to paint water, to paint fire, things like that...

D.: That said...

M.B.: Technically, I think you could do it. |
don’t think it is the determining factor behind
your need for transforming things.

G.V.: You said: “That said...”

D.: | forgot now, | was looking at my draw-
ing. [Laughs.]

M.B.: There’s something else that’s very
strange: one sees much more frequently the
male genitals than the female.

D.: Well, that's my own, there’s no problem
with that. It’s a kind of giant portrait.

M.B.: Well, you see it in a funny way!
D.: Yes, of course...

M.B.: Because those male genitals are bi-
zarrely treated. It's true, no, Germain?

G.V.: Yes, indeed... They are either atro-
phied or hypertrophied...

Pa3rosop ¢ Mapcenom bunoom n XXepmeHoMm Bujatom

O.: To je To, Aa, ann Npe cBera CTBapHoOCT
Ce Ha HEKN Ha4MH MOHOBO MojaBJbyje, anun Ha
je31KY KOju MU je CBOjCTBEH.

M. b.: Ann He mory ga rioBepyjeMm aa He
Moxew HaupTaTtu natky... Ceham ce, npe He-
KOJINKO roauHa, rriegajybu jegHy rnasy Kojy
CW HaLUpTao, pekao cu mMu: ,,3HaM ga mMory Aa
HarpaBuM BeoMa Jierne rnopTpeTe, BPJ/io Kia-
Cn4He.”

L.: Oa, ann To Me HUMaso He 3aHMMa.

M. Bb.: HapaBHo! Ann xoky f[a Kaxem, Ta
notpeba 3a TpaHcopMaLMjoM, MPOMEHOM...
Manonpe cvn HaM HEKOJIMKO ryTa pekao: ,Aun
BoAdy, TO je HeMoryhe Hac/anKaTu, OCUM aKo
Hucn Knog JlopaH...” Kao ga cmaTpall ga je
aricoNyTHO HeMOryke Hac/imkaTv Boay, Hacauv-
KaTy BaTpy, TakBe CTBapu...

[.: Tako peveHo...

M. B.: TeXHUYKU, MUCAUM Ja bU TO MOrao.
He Bepyjem ga je To pasnor TBoje notpebe ga
TpaHcgopmuLIeLl CTBapH.

X. B.: Pekao cu: ,Tako peyeHo...”

[.: 3abopaBuno cam, rnegao cam CBOj Up-
Tex. [Cmex.]

M. B.: lNocToju jolu jeaHa BeoMa 4YyaHa
CTBap: MHOro ce yewhe cpehe MyLUKU MOJIHU
OpraH Hero XXeHCKU.

[.: Ax! Ma To je MOj MOJIHK OpraH, HapaBHO,
HeMa Ty HuKakBor npodnema. To je Heka BpcTa
LINHOBCKOI MopTpeTa.

M. B6.: lNa, BuauLw ra Ha npuin4yHo 4yaaH
Ha4uH!

0.: Oa, oynrnegHo...

M. B.: Jep je Taj MYLUKW MOJIHW OpraH rnpu-
JINYHO HEOOUYHO rfpuKa3zaH. 3ap Huje Tako,
XepmeHe?

X. B.: la, na... an je atpogpuydaH, nin
XurnepTpopuyaH...

M. b.: Y oHome... OHOM MajMyHYy, Ty HeMa
CYyMHE a je MajMyH MHOro 6oJbe rnpoLuao Hero
4YoBEK.

O.: He, majMyH nma epekuujy... ok je yo-
BEK MMAO0 UCTY Nocnefrun nyT jep je MpTas...
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Wn. / lll. 80 3amyb/meHun naBujaH / Baboon in Love, 1968-1969

M.B.: The monkey... There’s no doubt that
the monkey is much more endowed than the
man.

D.: No, the monkey’s having an erection...
While the man, he had an erection for the last
time because he’s dead. You know, to be hon-
est, it’s very hard for me to talk about my
painting. Because | need to remember, | need
to come out of a work I've completed in order
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Ox, 3Hal, 3aMuCTa, MEHW je BeOMa TELIKO Aa
rnpu4Yam o CBOjoj YMETHOCTU. Jep MopaM fa ce
ceTuMm, MopaM fa usahem u3 paja Koju cam
yrnpaBo 3aBpLUMO fa DX MOrao fa Ka)keM He-
LITO CMUCJIEHO. Jep, O4UrIe4HO, Kafa CIMKaMm
Leo OaH, Kaja caM cam 1 cBe TO, NOCTaB/baM
cedn nuTamwa, pasMuLLIbaM Kao 1 CBM O CBOjOj
wsbaun, na noHekan To PyHKUNOHMLIE, He
3HaM, MOCTOjU HEKa BPCTa TMXOr MOHOJIOra,



Conversation with Marcel Billot and Germain Viatte

to be able to say something about it. Because
obviously when | paint all day, when I’'m alone, |
ponder, | reflect like everyone else on my work,
and sometimes it works, | don’t know, there’s
a kind of inner monologue which becomes, the
next day, a painting maybe. You see, that’s the
sequence. But talking about painting like that,
oh! That's difficult, really!

M.B.: Yes, that’s for sure...

D.: It’'s annoying because it’s the analytical
mind that intervenes there, a hundred percent.
The subject matter putin a file, catalogued, it's
not possible. But the fact is that those mono-
logues can prefigure a painting that starts to
develop the day after, or the one you are doing
today evolves in relation to that monologue,
if you want. | think that monologue has some-
thing to do with it.

M.B.: But your inner monologue probably
feeds on many things, and you are far from
being indifferent to what’s happening in the
world. Whether the racial issues, the regime
of the colonels, the Vietnam war, all that must
be part of your inner monologue.

D.: It unfortunately confirms my painting as
the existence of a real and permanent horror,
that’s what’s bothering me. What is bothering
in life is that when there’s a real blow, well, if
you are the victim and if that's the last blow
that happens, you understand, you say to your-
self: all considered, yes, I'm paying but hope-
fully those horrors won't happen again. But the
horror, it’s not only the hard blow you suffered
yourself, but all the inevitable future blows’?.

?The premonitory aspect of his work was an ob-
session for Dado; to Michael Peppiatt, for whom “Art
always ends up telling the truth”, Dado declared: “I
think my drawings contain what Victor Brauner called
‘premonitory signs’ - hints of what is to come” (Michael
Peppiatt, Interviews with Artists, 1966-2012, Yale, Yale
University Press, 2012, p. 300, 304). In 2009, Dado
confided to Catherine Millet and Jacques Henric: “What
| paint coincides with events | experienced, or that are
about to happen” (see infra, p. 284). In the same vein
he said, about the fire that broke out in his studio in
Hérouval in the autumn 1988: “l am a victim of the
presages written with a pen by the various authors | had
the chance or the non-laziness to read a little. To situate
that fire story, | have a material and physical proof. The
fire was augured by the reading of the evening before
the fire” (interview with Charlotte Waligora, in Peindre

Pa3rosop ¢ Mapcenom bunoom n XXepmeHoMm Bujatom

Koju he MoXAa cyTpafaH nocTtaTu cauvka. Pa-
3ymeLl, TO je Ta Be3a... A NpuyaTn 0 CanKap-
CcTBYy oBako, ax! To je 3ancrta degHo!

M. b.: [la, TO je curypHo...

O.: To je cmapajyke jep Ty ce yKibydyje
aHaNUTUYKN ByX CTO MOCTO... TeMe NoCcTaHy
mnKcmpaHe, KaTasIOrM3o0BaHe, a TO HMNje Mo-
ryke. Anm Ta4yHo je Oa T MOHOJ1031 MOry Oa
npensuhajy CINKy Koja NnoyYmme aa ce pasBuja
cyTpagaH, uan ga cJinka Kojy CMOo Hanpasuan
JaHac eBoJlympa y 04HOCY Ha Taj MOHOJIOT, ako
Me pasyMell. He Mncnmm ga Taj MOHOJI0T MOXKe
dbmuTn noTnyHo oABojeH of Tora.

M. B.: Al TBOj TUX MOHOJIOI BEPOBATHO
ce XpaHv MHOrMM CTBapvMa v faJleko o4 Tora
Ja cn paBHoLyllaH rpeMa oHOMe LITO ce Ae-
waBa y cseTy. busio aa cy 1o pacHu ripobaemu,
pPeXxum nyKoBHuka, éuao pat y BujeTHamy, cee
TO Mopa éuTn [Aeo Tor TUXOIr MOHOJIOra.

O.: To, Ha>xxanocT, noTBphyje Mojy Cnnky
Kao MoCcTojarbe CTBApPHOI U CTasiHOr y>XKaca, U
TO je OHO WTO Me My4un. OHO LITO je y XXNBOTY
Cpame jecTe Aa, Kag aohe Texxak yaapal, ako
CU TN XXPTBa M aKo je TO Nocnefrn Texak
yhapau, MUCIULL: Ha Kpajy KpajeBa, niaTu-
hy, N HeKka He dyne BuULLE OBaKBUX YyrKaca.
Ann y>ac HMje camo y TOM TEeLIKOM yaapuy
KOju Te je 3a4eCu0 Hero je Uy Hem3dexxHum
dyanyhum ypapuuma.’? N Ty nocTtaje 036msbHO
W... Mncnnm pa je To OHO WTO MOKyLLaBaM aa
Hacnukam. Taj oyroTpajHu o4aj. Huje 1o nny-
HW 04aj... MHOro Mn cMeTa fa TO MOCTaBUM
Ha JIMYHN HMBO, DUNIO [a je aKTyesIHO Un He.

2[IpeMOHNTUBHN KapaKTep HheroBor paga je, kog
Dapa, oncecnja. OH kaxxe Majkny MNenujaTy, 3a Kojer
,YMETHOCT YBeK Ha Kpajy Kaxxe nctuHy“: ,Bepyjem ga
MOj1 LpTEXU cajp>Xe OHO WwTo je Buktop BpayHep
Ha3nBao '3HauMMa yrno3opera’ - Ha3HaKe CTBapu Koje
he Ham ce pecuTun” (B. Cimkatm cTojekhun / Peindre de-
bout, cTp. 94). l'ognHe 2009, KaTpuH Muje n Xaky
AHpuKy [apo npu3Haje: ,OHO WTO C/IMKaM noknana ce
ca porahajuMa Koje cam [OXXMBEO UK Ca OHMMa Koju ke
ce pecnTtn” (B. infra, cTp. 285). UcTo Tako, nsjasuhke,
noBOAOM Mo)kapa Koju je ns3buo y atesmey y Epysany
Ha jeceH 1988: ,Ja cam )KpTBa HaroBeLlTaja 3anMcaHnx
NnepoM pas3/indMTUX ayTopa Koje caMm umao cpehy nam
Hecebu4HOCT fa Mao YuTaM. [la 6ux cMecTno oBy Npuydy
0 MoXxapy, MMaM MaTepujanHn, pusnykn gokas. MNoxxap
je 610 HajaB/bEH YNTaHEM BeYe npe noxxapa“ (pasroeop
ca Wapnotom Banuropa, B. CamkaTtu cTojehn / Peindre
debout, cTp. 211).
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That’s when trouble begins, and it becomes...
| think that’s what I'm trying to paint, you see.
That long-term despair. It’s not a personal de-
spair... It bothers me to situate all that on a
personal level, whether current or not. It's a
thing... What | was saying earlier, permanent,
you know. That's the difficulty!

M.B.: Some kind of curse that will never
end?

D.: Exactly. Precisely. No more no less. Where
does that kind of obsession, of horror that con-
cerns me personally come from? It happens
that | can draw, | do paintings, | work hard,
but | still manage, technically speaking, to
make them, and | think my painting can only
go towards the worse, towards the horror get-
ting gradually worse, you see... Because that
confirmation is more and more important and
accurate. So I am here, it has to work, it’s a kind
of horror business that must carry on.

G.V.: And the notion of happiness?

D.: Oh, that’s bullshit. | never considered
that, it was good for the 19th century, or stuff
like that. It’s bullshit. For a good artist, that's
nothing, absolutely nothing, no, it's not even
worth considering, it is not even an issue. It
would make me uncomfortable to be happy, to
be honest, it would bother me. | find it bloody
stupid. Anyway, it happens, curiously enough,
that in my personal and other relationships, the
people who interest me and who are interested
in my painting are very unhappy, tormented,
let’s use a naughty word, troubled people. It
does them some good, | don’t know, it seems
to bring them something, it’s a kind of horror
they feel, they don’t express but see coming
into being. You know, it's funny, I've had ex-
periences like that.

M.B.: Of course, but listen, we talked about
it, the two of us, and it doesn’t bother Viatte
or me, that horror.

D.: No, it doesn’t bother you because you are
art lovers, and that’s it, and you are sensitive
to what | do. That's something that concerns

debout, op. cit., p. 211).
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Pey je 0 HeyeMy... O OHOME LUTO CaM Masionpe
peKao, CTaJIHO NPUCYTHOM. To je Ta Tewkoha!

M. b.: Heka BpcTa K/ieTBe Koja Hukaa Heke
npecratun?

O.: Tako je. YnpaBo Tako. Hu Buwe HKu
Marbe, TO je To. Oflaksie [os1a3uM Ta BPCTa oncecu-
je, y>Kaca, Koja ce Tu4e MeHe nn4Ho? [lewaBa
ce fa ycnem fa upTam, CJiInkaMm CiMke, AocTta
ce TpyAuM, ycneBam TEXHUYKN Oa peanunsyjem
M MUCIUM Oa MOja Cinka Moxxe nkhu camo Ka
ropem, Ka cse BeheMm yxxacy, pasymeLl... Jep
Ta NnoTBpAa je CBe BaKHWja N CBE UCTUHUTK]A.
Hakne, Ty cam, Mopa Aia ycne, TO je HeKa BpcTa
dunsHuca y>xaca Koju Mopa fa ce BpTH, 3ap He.

X. B.: A nojam cpeke?

.. Ax, He, TO je cparbe. Hnkapa cedm Hucam
MoCcTaBMO TO NUTame, TO je CTBAPHO HewTo
3a XIX Bek nanm Tako To. To je daw cpame.
3a jegHor nMpaBor yMeTHMKA, TO HMje HULWWITAa,
arncoJlyTHO HULWITa, He, TO Ce YOornuwiTe He Mo-
CTaB/ba Kao npodnem. MHoro du me HepBuU-
pano foa cam cpehkaH, UCKpeHo, To b Me daw
cmopusio. CMaTpaMm Ja je To noTnyHa raynocT.
Anu, y CBakOM CJlyyajy, Ha NpMMep y Mojum
JNYHUM OJHOCUMA WM CJINYHO, 3aHUMJ/BUBO
je ba cy To Bpno HecpehHW, HaMy4YeHn Jbyau,
[a ynotpedum py>KHy ped, aHKCUO3HW Jbyau,
OHN Me NHTEepEecCYjy N OHK Ce NHTepecyjy 3a
MOjy YMeTHOCT. Ha HeKn Ha4uH, YnHu ce gda
UM TO AOHOCK HewTo A0dpo, Kako, He 3HaM,
Kao [la UM TO HeLITO MNPy»a, HeKy BPCTY y>Kaca
Kojy ocehajy a He n3paxkaBajy, U Koju Bmnage
OoCTBapeH. 3Hal, TO je YyAHO, MMao CaM TakBa
NCKYCTBa.

M. b.: HapaBHo, anun ciywaj, norneanaj,
npu4aan cMo o Tome obojuua N To He CMeTa
HW Bujaty Hu MeHu, Taj y>xac.

L.: He, To BaM He cMeTa jep CTe 3asby-
d/beHn y cnnkapcTBO, TO je mpe cBera To, a
OHAa CTe OCeT/bUBM Ha OHO LITO paguMm. To je
HeLWTOo WTOo BacC IMYHO norakha. Anu, Ha apyru
Ha4YMH, MOMUHEM CNYYaj... jep je NMoCTaBuo
nnTake cpehe.

X. B.: To HaM He cMeTa jep je To YnreHu-
ua. To je 3anpaBo NpunNYHo xaagaH, 06jeKkTu-
BaH nornaea...



Conversation with Marcel Billot and Germain Viatte

you personally. But in another way, | evoke
the case of... Because he asked the question
of happiness just now.

G.V.: It doesn’t bother us because it’s an
acknowledgment. Because it’s exactly quite
cold, a gaze...

D.: Yes, it's not personal, you know. It's
not sentimental, the anecdote is totally absent
from my painting, in fact.

M.B.: Yes, that’s it... What we were saying,
it’s timeless, it’s the permanence of the horror.

D.: Time is a notion we share, but time
doesn’t exist, everybody knows that. It’s per-
haps also that we are very unhappy because
there’s the perspective that is imposed on us
by the lens, things like that. We are frustrated
because of our skeleton that we carry around,
like that, until it collapses, bullshit like that. Sex
also, for example, and that’s the last straw! But
everything is horrible, in the end, everything
is horror. Where | feel a little ill at ease, to be
honest, is when | look at the little one... He is
so handsome, that kid, but one day, you know
- bang! - cutting and quartering if you please.
It's really frightening.

G.V.: Because with kids, we feel happiness.

D.: Yes, yes. But personally, my situation is
a little particular, my kids are mixed race, and
all that. The problem is approached in a way...

G.V.: It’s an issue that touches you a lot,
the problem of colour, of race, isn’t it?

D.: Certainly, yes. Certainly.
G.V.: You mention it often.

D.: Of course, because | have some... it’s
a thing | discovered later. | discovered... if you
want, it was the ultimate, that, | discovered it
in New York when | met my wife Hessie’3. But
the problem of race and all that... As a small

*Hessie, who is mixed race, remembers how atyp-
ical their couple was at the time. Even in New York, a
city with a reputation for more tolerance, segregation
still existed at the beginning of the 1960s, it is worth
remembering. The young couple, walking along, was
whistled at by workers on site.

Pa3rosop ¢ Mapcenom bunoom n XXepmeHoMm Bujatom

O.: Na, To HMje Nn4Ho, pasymMell. Hema
CEeHTMMEHTaNHOCTKW, aHer4oTa je NoTnyHo o4-
CyTHa N3 MOje YMEeTHOCTW.

M. b.: la, ann 1O je TO... TO O YEMY roBO-
puMo, TO je be3BpeMeHo, TO je NepMaHEHTHOCT
yxaca.

O.: Anv BpeMe, TO je KOHLENT Koju MMamo,
aJin Bpeme 3arpaBo He MoCcToju, CBM TO 3Hajy.
Mo>xga cmo 1 Bpsio HecpehHK 300r nepcnek-
TUBE KOja HaM je HaMeTHyTa, Kpo3 COo4YuMBa
N canyHe cTBapu... PpycTpmpaHm cmo 3dor
Haller ckesieTa Koju HOCMMO ca CcoboM A0k
Ce He pacnagHe, cpakba Tor Tuna. U cekc, Ha
npumep, To je BpxyHal ceera! Anu Ha Kpajy,
CBe je CTpalUHoO, cBe je yxac. ae ce ocekham
MaJsio 3apobsbeHo, UCTUHA je, TO je Kaja BUanM
MaJsior... Taj KAMHal, je npeneno gerte, aan
jenHor paHa, cxBaTuw - dam! - Knawe, MONUM
neno... Mpunn4yHo 3acTpawyjyhe, 3ap He.

X. B.: Jep ca geuom nmamo ocekaj cpeke.

O.: Oa, pa. Anuv, 1N4YHO, UNak, Moja cuTya-
unja je mano cneumndunyHa, To Cy Aeua MeLlo-
BUTe pace n cee To. [pobnem™ ce nocMaTpa Ha
Apyradmjm Ha4uH...

XK. B.: [la v Te npobaem boje Koxe, pace,
MHoro rnoraka?

O.: Ax! HapaBHo, HapaBHO.
XK. B.: YecTo o TomMe npuyatd.

[.: HapaBHO, jep caM ToO... TO je HewWwTo
WTO CaM OTKpMO KacHuje. OTKpUO cam TO...
3Hall, BpXyHaLl, Tora caMm cxsaTuo y hbyjop-
Ky, Kaf caM yno3Hao CBOjy XeHy, Xecun’3. Anu
npodnem pace u cee T0... Kao gete, duno je
LUurana, duno je WunTtapa...”* Yak cam n 3a

7?Xecn, Koja je Mmeneckmmwa, cekha ce Konuko je
HUX0B Nap 6o HeyobuyajeH 3a To Bpeme. Tpeba nmaTtun
Ha yMy [a je, 4ak ny tbyjopKy, rpagy nosHaTom rno sehoj
TOoNepaHumju, cerperaumja NoYeTKOM LUe3JeceTux un
Jasbe noctojana. Mnaau nap je 6o n3noXeH 3BMxayLmMMa
pafHUKa C rpagmanwiTa AOK je Nponasuno.

*N3pa3 ,Wnntap” je npeyseTt mn3 anbaHckor
je3ukKa n [oCNoBHO 3Ha4nm ,npujaten”. Kopuctu ce
3a o3Ha4vaBame AnbaHaua ca KocoBa n Metoxuje n
MMa nejopaTUBHY KOHOTaUMjy Yy je3numMa 3emasba
buBLLe JyrocnaBuje - 3a pa3nnky og anbaHCKor jesunka.
MpunafHuLKM OBe 3ajegHuue Cy, y CTBapu, obassbanu
noHeKap TeLuKe NoC/I0Be - YIMYHN NpoAaBLm, LpBOoceYye
nTA.
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child, | remember the gypsies, the Shqiptar’s...
When | arrived in Belgrade, people said: “He
is a Montenegrin”. You see, it'’s a form of an-
tisemitism that somehow hurt me very early
on. And it’s certainly a problem that will car-
ry on growing. There’s no problem, you see,
now it's gone, now it’s finished, there’s a to-
tal confrontation between those phenomena.
There are more and more racist people. You
have to read Cleaver’s book’, you know, it's
quite good. It’s a very intelligent observation
of things. He wrote it in prison, that book, it’s
important a book like that... | reject, you get
me, if there’s a heritage of a certain wisdom,
whether Christianity - personally | was taught
it because | was born into a Christian family -
but | reject it. That's what | was saying to my
friend in New York. Michel said to me: “You
know, tomorrow is the Orthodox Easter, are
you coming?” | replied: “I don’t care.” | said:
“Why? I'm going to have a sumptuous feast
with you, and others who are not Christians
Orthodox, what of them?” Nothing, you under-
stand, it's already a way to weasel out, to turn
your back on other people, like that. | reckon
we should reject anything that would seem to
bring some comfort, right? That's what | think.
And that question of my friend, well it’s quite
dramatic. The day before, | had talked with a
boy, a friend of Matta. | met him in the street,
it was Saint Patrick’s Day, and he said: “Here,
everyone has their own celebration except for
Black people.” And it’s true. They have one this
year, absolutely ridiculous, with all the uncles,
the aunties, stuff like that, you understand,
there was a party finally. And people mentioned
that celebration in 1962, it’s hilarious, and they
completely made it up, because things have
changed since.

*A term borrowed from the Albanese language,
which means literally ‘friend’. It is used to designate
the Albanese people of Kosovo, and takes on a deroga-
tory connotation of a social nature in the languages of
ex-Yugoslavian countries - the opposite of how it is in
the Albanese language. That community was in charge
of hard labour - door-to-door salesman, woodcutter, etc.

7*Eldridge Cleaver (1935-1968), militant with the
Black Panthers, author of Soul on Ice (1968).
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“It's swarming...” | ,To BpBU...”

cebe, kap cam powao y beorpag, 4yo: ,To
je oHaj n3 LpHe MNope.” Pa3ymewl, HekKa Bp-
CTa aHTUCEMMTU3MA KOja M€ je Ha HEKWN Ha-
YUH NoBpeguia BpJo paHo. U To je curypHo
npodnem Koju ke HenpecTaHo pacTu. Hema
anneme, pasyMmell, caj je TO KPeHyJso, caj
je rotoBo, MOCTOjU MOTAYHU CyKoD nimehy
TUX (heHOMeHa. PacucTa je cBe BuLUE 1 BULLE,
pa3yMewl. Tpedano dm ga npoynTtaw oy Knu-
BEPOBY KhUIYy,”> 3HaLU, CTBApHO je godpa. To
je BpJIo MHTenureHTHa oncepsBaunja CTBapw.
Hanucao je Ty KkbUry ook je dmo y hysn, n 1o
je Ba)xHo... Ogdnjam, pasymell, ako MocToju
Hacnehe ogpeheHe mygpocTu, duno pa je To
M XpULWHRAHCTBO - JINYHO, ja CaM TO NPUMKO jep
caM poheH y xpuwhaHCKoj nopoanun - anu ja
nogene oadujam. To cam pekao CBOM npujaTte-
Jby y bbyjopky. Muwen, mu Kaxke: ,,3Hall Oa je
CyTpa npaBOC/aBHM Npa3HuK, gonasmw?” Ja
Kaxem: ,He Huje me bdpura” Kaxkem: ,, 3awto?
Y>xuBao dux cytpa c ToboMm, a wTa ke duTK
Ca OHMMa KOjy HUCY npaBocnasum?“ HuwTa..
Pa3symelu, To je Bekh HauyuH ga ce n3ByYell, Aa
oCTaBuLW Apyre okpeHew um neha. CmaTpam
ha Tpeba ondaunTtn cee WITO dM U3rnenano Kao
HekKa BpCTa KoMdopa, 3ap He? 3a MeHe je To
n3rnenasno oBako. W nutare Mor npujatespa
je NnpuanyHo gpamaTtuyHo. AicTuHa je ga cam
0aH npe pasroBapao C jeAHUM AevYaKoM, Npu-
jaTesbeMm MaTaa. Cpeo caMm ra Ha yamum, duna
je npcka npocnaBa, n OH Mu je pekao: ,,OBae
CBaKO MMa CBOjy npocnasy ocum LipHaua.” N
TO je nctuHa. OBe rogmHe Ccy opraHu3oBaun
jenHY NpocnaBy, ancoslyTHO CMELLHY, Ca CBUM
CcTpuyeBMMa, TeTKaMa, U Tako TUM CTBapMMa,
pa3yMeLl, N Ha Kpajy je duna Heka npocnaga.
Pa3sroBapann cM0 0 TOj npocnasu U3 1962.
rofvHe, 3aHMMJ/bUBO j€, N OHWU CY je opraHu-
30BaJn jep Cy Ce CTBapu NpoMeHuse o4 Taja.

M. b.: Anv pa3muLusbaM oneT o geun. To je
HEeLUTO LUTO CE MOXKE MPUMETUTH, TO je unak
Heka BpCTa CrieKTakJsa, pacT, pa3Boj, npousaT
Aeue. A To je HELUTO Ha LUTa HUCY OCET/bnB?

“Enpuy Knuneep (1935-1968), aktnBucta bnek
MaHTepca, ayTop kwwure Aywa Ha negy (1968), koja
je Ha dpaHuUyckoM npeBeneHa kao Un Noir a I'ombre
(UpHayu y ceHuwm), NpeBOL Ca eHrneckor J.-M. JacnerKo,
Pariz, Le Seuil, 1969).



Conversation with Marcel Billot and Germain Viatte

M.B.: I’'m thinking about the kids again.
It’s a thing you notice, it’s a kind of vision of
growth, of development, of blossoming of the
children. But it’'s something you are not sen-
sitive to?

D.: Oh yes, | am sensitive to that growth,
but I'm wary of the growth of future racism that
will live alongside it later. And | have no doubt
about it, you know. | have no illusions. And per-
haps that stops me... It’s probably something
built completely unconsciously. But to be hon-
est, | sought it, you see. | had maybe rejected
a kind of more sensible adjustment to things,
you know, more settled. That had never been
of any interest to me, frankly. It had always
been pushed back voluntarily. But that, | was
interested in it because it was an issue for me,
it put things more in perspective. It's a kind of
complacency, pathological maybe... You know,
it's double-edged anyway. It creates difficulties.
But we might access more interesting things
though, you understand.

M.B.: Strangely | can’t see despair in your
painting.

D.: Ah! Despair is a reactionary feeling,
totally worthy of pathetic types. I'm not inter-
ested in despair.

M.B.: Yes, but the way you see the per-
manent action of the future, | don’t know, it’s
enough to want to throw yourselfin the pond.

D.: No, no.

M.B.: Especially when you think about your
own kids.

D.: That’s precisely the reason why I'm
making strong works, they will have a part to
play later.

M.B.: Yes, but your painting is not a per-
sonal exorcism.

D.: It doesn’t have to be anyway. It must
become something shared.

M.B.: But for you, it’s not an exorcism.
D.: No, absolutely not.

M.B.: But it’s very interesting what you
say, because they are so many people who,

Pa3rosop ¢ Mapcenom bunoom n XXepmeHoMm Bujatom

L.: a, oceT/bMB CaM Ha Taj pacT, aan
npeasuham pact dyayhkux pacucrta, koju ke
Cce KaCHuje cpeTaTu C wuMa. I He cyMrbaMm
y To, pa3ymell. He 3aBapaBaM ce. Moxpaa je
TO OHO WITO Me crnpedyasa... BepoBaTHo je TO
arncoslyTHO HeCBeCHa mpuya. A, NCKPEHO,
Tpaxkmo cam To. Moxaa caM ogdno Heky Bp-
CTYy MHOro mygapujer, ctadbunHmjer npuctyna.
Hvkapa Me TO UCKPEHO HNje 3aHUMano. YBeK je
dbnno HamepHo oanoXxeHo. Ann caja Me je To
3aMHTEepecoBano jep ce NojaBuio npega MHOM
M CTaBWO CTBApPW Yy jaCHUjy nepcnexkTuey. To
je To. Moxna je To HeKa BpCTa doJsiecHe noTpe-
be 3a ynoBosbaBameM... Pazymell, y CBakom
CNyvajy To je May ca gBe owTpuue. CTBapa
noTewkohke. Mnak, nocTojun MoryhHoOCT Aa ce
nohe 00 MHTepecaHTHUjUX CTBapw, pasymeLl.

M. b.: YyaHo je, anv He ycrieBam aa BUANM
o4aj y TBOjOj YMETHOCTH.

O.: Ax! Ann o4aj je peakumoHn ocehkaj n
ancoJlyTHO AOCTOjaH jagHux Tunosa. MeHe
04aj He 3aHuMa.

M. b.: da, v yripKoC TOMe Ha4nH Ha Koju
BUANLL CTaJsIHy akuunjy dyayhHOCTU, HE 3HaM,
Tepa Te aa ce bauull y BaTpy.

O.: He, He.

M. b.: [loroToBO Kaga MUC/ULL O CBOjoOj
aeum.

[.: 3aTo paguM NMPUINYHO CHa>XHO Aeno,
jep he OHO UMaTK ynory KacHuje.

M. b.: la, anuv TO HUje IN4YHU er3opLm3am,
TBOje C/INKapCTBO.

[.: He dbu Tpedano na dyne, y cBakoM Ciyya-
jy. Tpebano dn ga nocTtaHe HeWTO 3aje 4HNYKO.

M. b.: [la, ann 3a Tebe To Huje eropumn-
3am.

O.: He, anconyTHoO He.

M. b.: He, anu To LUTO roBOpuLL BEOMaA je
3aHMMJ/bUBO jep TOJINKO Jby AN, Kada BuLe TBoje
canke, kaxe: ,,Ox, na oBaj TN CTBapHO HELLUTO
Ternn! a Huje cavkao, He bu oncTao...”

[O.: Oa, To je cTapa Teopwuja. To je oHa npu-
Ya o lNukacy Koju dn HaBogHoO ydujao sbyae oa
Huje cnnkao. iMa UCTUHe y ToMe, HapaBHoO,
asin y CBakoj CTBapu nMa NCTUHe. Mucamm aa...
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when they see your painting, think: Oops, that
guy, the stuff he carries! If he didn’t paint, he
wouldn’t exist...

D.: Yes, it's an outdated theory. It's the sto-
ry of Picasso who would have murdered people
if he hadn’t painted. There’s some truth in that,
of course, for in everything there’s some truth.

M.B.: All in all, you are a man with his feet
firmly on the ground, and who notices...

D.: Yes. It's obvious that my art practice is
also a rejection of the world I live in, the civilisa-
tion, what we call today Western civilisation’®.

M.B.: Shall we attribute the choice you
made of living in the countryside to that re-
jection?

D.: No, | don’t think so, because on the
opposite, we live in the countryside first, and
those problems are created like that...

G.V.: Yes, it doesn’t make you forget the
problems...

D.: No, not at all, on the opposite. It's ex-
actly the opposite. | think one might forget it...
That’s what we were saying the other day, |
would have seen the horrors of the war and |
would have been traumatised by that, and |
surely wouldn’t have made that painting, you
see. But the fact of having fathomed it through
songs, stories that were authentic and fresh...
In the same way, that issue of reflecting on
civilisation and all that, it enables me to be
crushed by it, in a way... It's Gauguin who said
that about poverty, you know. He said that
too much poverty for a guy who paints, well
he’s fucked. He will never make it. Enough is
enough, you understand, no need to push it.
It's a matter of dosing, when sensibility has a
price... And there comes a time when it's no
longer bearable, basically.

’“Thirty years later, in an interview given during the
summer 1999 at Orpellieres to France 3 Sud Langued-
oc Roussillon, during an exhibition at Gustave-Fayet
(Sérignan), Dado declared: “I think the world’s always
been hell, and it will remain hell, what Western modern
civilisation tries to conceal, the atrocious randomness,
as | call it.” See also the introduction to the interview
with Krsto Mijanovi¢, in Peindre debout, op. cit., p. 169.
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M. b.: Ha kpajy kKpajeBa, TV Cu MOMaK Koju
YBPCTO CTOjU Ha 3eM/bU U rpumMehyje cTBapu...

O.: Oa. CurypHo je oa je uena moja ymeT-
HOCT Takohe n ondaumnBarbe CBeTa y KojeM
XKMBMM, OBE LMBWUIN3aLNje, OHOra LWTo AaHac
Ha3nBaMO 3anagHoOM LUMBUIN3ALLNjOM."8

M. b.: a sn Taj TBOj n3b0op Aa xunBuULL Ha
ceny Tpeba npunucaTtn ToM oadaunBary?

[O.: He, He MUCNMM TakKo, jep HanNpoTuB, MU
XKUBUMO Ha ceny u Tu npodnemu cy CTBOpeHHU
ynpaBo TakKo...

X. B: lla, To T He nomaxke fa 3abopasuil
Ha npobseme...

O.: Hnmano, daw cynpoTHO. To je NoTnyHo
CynpoTHO. MNCAMM fa nocToju pu3MK ga ux
3abopaBumo... Kao WTO CMO NpuYann HeKu
[aH - Ja caM JINYHO BMAOEO y)Kace paTa, To du
M€ CUrypHO TpayMaTn30BaJio U BEPOBATHO He
dnx cnnkKao Ha oBaj HauyuH. AN YnreHnUa ga
CaM UX Hac/QyTMO KpPO3 NecMe u npuye, Koje
cy dune ayTeHTU4YHe n ceexe... UcTo Tako,
pa3MuLLI/bakbe O LMBUIN3ALINjLA N CBEMY TOME
Yy MHOI0 4eMy MU MOMake, Ha HEKU Ha4uH, Aa
dynem NpUTUCHYT koMe... [oreH je To roBopumo
o begn, 3Haw. F'oBopuro je fa je oA npesuLLe
bepe yoBek Koju cnmka cjedaH. Hukap ce Heke
n3Byhkun. Mopa ga NocToju HeKa rpaHuua, pa-
3yMmell, He Tpeda npeTepuBaTu... CBe Cy TO
nnTaka Mepe, rae ce CeH3MdUIHOCT Mopa
naaTuTu... A nohe TpeHyTak Kafa CBe NyKHe.

*TpuAeceT roanHa KacHuje, y MHTEPBjyY Koju je fao
1999. roamHe y Opnienvjepuma 3a Frans 3 Sid Langedok Rusi-
jon, noBogom n3noxxbe y npoctopy MNictas-Paje (CeputbaH),
[apno je nsjasuo: ,Bepyjem fa je cBeT ogysek 61o nakao,
1 fa ke 3ayBek OCTaTy Makao, a To 3arnafdHa U MoaepHa
LMBWIN3aLMja MOKYLLIABajy Aa Cakpujy, OHO LUTO ja 30BeM
y>acHa cnyyajHocT.” (c Kpctom MujaHoBukeM, y: CrimkaTtn
crojekun / Peindre debout, cTp. 169).






UHTepBjy

ca XKakom
AHPUKOM U
KaTtpuH Muje

Conversation
with Catherine
Millet and
Jacques
Henric

»CKeJsleT nuJsieTta, CBUKCKa HOra,
OB4YMja rnasa, 3a MeHe Cy TO
nekKuuje us aHatomumje.“

“Chicken skeleton, pig’s foot, sheep’s
head - for me, these are anatomy

lessons.”

his interview, partly reprinted here,

appeared in Artpress in June 2009 un-

der the title “Dado I'hérétique” on the

occasion of Dado’s participation in the
53rd Venice Biennial, where he represented his
native country, Montenegro. He mentioned the
esteem and the unfailing support shown by
Catherine Millet and Jacques Henric, deeply
attached to the oeuvre as well as to the man.
During that intense exchange, Dado evokes his
childhood in Montenegro, his arrival in France,
the medical world, his influences and friend-
ships as well as the evolution of his work over
several decades, including his most recent
works exhibited at the Biennial.

Catherine Millet is the director of Artpress
and a writer.

Jacques Henric is a writer. He is the author
of “Rites de passage”, published in the cata-
logue of the exhibition “Le Trousseau de Maria
L.”, at Galerie Rachelin-Lemarié in 2000, and of
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Baj TEKCT je [e0 VMHTEepBjya Koju je

objaBweH y ApTripecy, y jyHy 2009.

rogvHe, nod Hacnosom ,lapno jepe-

TUK"”, NOBOAOM HeroBor y4yewha Ha
53. dbujeHany y BeHeunjn, rge je npeacrasibao
CBOjy poAHy 3eMsby LipHy Fopy. OH npuya o
rnowToBaky U HensMepHoj noapium KatpuH
Mnje n Xaka AHpuka, OyDOKO NpuUBpPKEHUX
Kako [lafoBOM feny, Tako M CaMOM YMETHUKY.
TokOM 0BOI MHTEH3MBHOI pa3rosopa Hano
eBouumpa CBoje AeTurCcTBo Yy LipHOoj Fopwu, CBOj
Aonasak y ®paHuyCcKy, MEOULNHCKN CBEeT,
CBOja npujaTesbCTBa, yTULaje APYrux, Kao u
€BOJIyLWjy CBOI fiesla TOKOM HEKOJINKO Aelle-
HWja, CBe 00 HajHOBUjUX pafoBa, U3JI0OXKEHNX
Ha dujeHany.

KaTpunH Mwuje je ypegHumuya 4Yaconuca
ApTripec n cnucaTesbuLa.

XKak AHpuK je nucay. Aytop je ,,0bpenHUX
npenasa“, odjaB/beHUX Yy KaTanory nsnoxbe
.MpTBayka onpema Mapwuje J1.“ y Tanepunjun



Conversation with Catherine Millet and Jacques Henric

“Un sanctuaire pour les épiphanies dado-diony-
siaques. Les Orpellieres (Sérignan, Hérault)”,
published in Dado. Arras, 1997. Exhibition Ded-
icated to Maximilien Robespierre, exhibition
catalogue, Arras, Noroit, 1997.

J.H. Before we talk about your work, can
you tell us about yourself?

| was born on October 4, 1933 in Cetinje,
in Montenegro. 1933 was the year Hitler took
power in Germany, and also a time of fam-
ine in Montenegro. My mother taught biology
at high school and my father worked in the
hospital administration. How did | catch the
virus that’s still with me today? One day, my
father introduced me to a famous surgeon who
operated on Tito, Doctor Zogovi¢. One of this
doctor’s patients was a little boy with a harelip,
and the work the surgeon asked me to do was
made a very academic drawing of the harelip.
| remember very well the drawing | made of
the upper lip, which opened onto little cat’s
teeth. A long time after that, funnily enough, |
received a very similar request. A French phys-
icist, Francois Doerl, had invented some elec-
trical circuitry had been used by the American
army in the B52s that bombed Vietham. He was
deeply upset by this use of his invention and
he went about getting burned Vietnamese kids
to New York so they could be operated on for
free by liberal surgeons. This scientist sent me
appalling photos of those grievously wounded
children and based on those | made a series
of drawings.

C. M. You were very young when you went
to art school. What were the first paintings you
saw that made a big impression on you?

The first one, when | was just a kid, was The
Anatomy Lesson by Rembrandt. My grandfa-
ther, a doctor?, had the poster in his office. One

"“For the moment, for the family photos, the only real
photo is that of the grandfather [Dr Jovan Kujaci¢] and
my mother [Vjeral], aged nine or so. Those two people
motivated me to do the work | do now. [...] My mother
was really encouraging, and when | was a teenager, |
used to see my grandfather and help him in his scientific
works. He was translating classic authors, among them,

NHTepBjy ca XXakom AHpukoM n KaTpuH Munje

PawneH-Nlemapunje, 2000. rognuHe, Kao w”
,CBeTunuwTa 3a gano-anoHunsnjcke ennda-
Hnje. Opnenunepu (CepurbaH, Epo)”, objaBrbe-
Hor y [lago. Appc, 1997. N3noxda nocseheHa
MakcumunmjaHy Pobecnjepy, kaTanor nsnoxoe,
Aras, Noroit, 1997.

XK. A.: [pe Hero wTo NoMeHeMOo TBOj paJ,
MoXKeLl /i HaM pekun HewwTo o cebu?

O.: PoheH cam 4. okTodpa 1933. rognHe y
LipHoj F'opu, Ha LleTury. NlognHa 1933. je ro-
OVHa fonacka Xntsepa Ha BnacT y Hemaukoj,
a Takohe n Bpeme Kapa y UpHoj l'opwn Brnana
rnag. Moja majka je npenasana duonorujy y
cpepnH0j LWKON, a MOj OTal je pagno y agMu-
HUCTpauunjn donHuue. Kako caM NOKyrnumo Bu-
pycC Koju joll yBEK HOCUM y cedbu? JegHor gaHa
MOj OTall je »Kesleo Aa yno3HaM YyBEeHOr XUpYyp-
ra Koju je ne4ymo Tuta, noktopa 3orosuha. Taj
Jlekap je »Mao naumjeHTa, Manor gevyaka, Koju
je UMao 3e4jy YCHY, a 3agaTak Koju Mu je oao
bno je pa HanpaBMM BEOMa aKaAEMCKN LPTEX
3eyje ycHe. [1odpo ce ceham upTeXa Koju cam
HanpaBMO, Ha KOjeM je NpuKa3aHa ropka ycHa
KOja Ce oTBapa W OTKpMBa MaJsie 3yde, Hannk
MayjuM. 3aHUM/BUBO je a caM AOoCTa KacHuje
noduno cnmyaH 3agaTtak. PpaHuyckm pusmnyap
®paHcoa [lepn n3ymeo je eneKTpU4HM CKon,
KOju je aMepu4yKa BOjCKa KopucTuia 3a dowm-
bapnoBame BunjeTHama dbombapaoepuma b52.
TakBa ynoTpebda werosor nsyma gyboko ra je
noTpecna, Na je o4ny4mo aa gosene y kbyjopk
BMjeTHaMCKy feLy cnasbeHy HanasiMoM 1 OMo-
ryhu um decnnaTHe onepaumnje Koa NpuBaTHUX
xvpypra. Taj Hay4YHMK MU je Nociao CTpallHe
doTorpacdunje Tewko nospeheHe n oneveHe
JeLe, Ha OCHOBY KOjUX CaM HarmpaBuo cepujy
LpTeXXa 3a Koje He 3HaM rae cy 3aBpLinam

K. M.: KpeHyo cv BpJ10o paHO y YMETHUYKY
wKosy. Koje cy To npBe C/IMKE Koje cu BUAeOo
a Koje cy Te MMMNpecmnoHupasae?

[O.: NMpea cnuka je duna, kag cam dumo ca-
cBuM Manu, PembpaHToB Yac aHaToMuje. Moj
hepna nekap! Mmao je oBaj NocTep y CBOM Ka-

',3a cafa, WTo ce Tu4e nopoanyHmx coTtorpaduja,
jeaviHa npaBa ¢oTorpaduja je oHa Ha Kojoj Cy Aeda
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of my uncles had a poster of Fragonard’s The
Swing?. Much later, | found out that the dead
man at the center of the Rembrandt painting
had been a childhood friend of the artist’s. He
had turned out badly and ended up being tor-
tured. Later, when | visited the Louvre, | was
powerfully affected by Direr’s self-portrait3, by
a Ghirlandhaio (The portrait of the man with
the big nose*) and by Watteau’s Gilles.

J. H. When did you leave Montenegro for
Paris?

After four years of studies in Montenegro
and four in Belgrade. | was twenty-two. Once,
during these art school years, Henry Moore
visited us. He was a member of a British Left-
wing group and sympathized with the regimes
of Eastern Europe. He particularly liked Tito.
While he was there | showed him my drawings,
which he liked. After he’d left, | was told that
he wanted to get me a scholarship to go to
London, but my young comrades at the school
put him off, telling him that this Dado was an
antisocial type and opponent of the regime,
not the kind of kid who deserved to be helped.
And so | decided to go to Paris instead. | can
remember coming in on the train: it was a fine
day, but cool, an August coolness due to the
influence of the Atlantic. What struck me when
| got into the city was the sight of the rump of
Notre-Dame, that beautiful ass held up by flying
buttresses, and the bums in Rue de Seine. You

Greek doctors. And | was in charge of making the anato-
my plates. And for his /liad, | also made a portrait of Ho-
mer. [...] Those two people are at the origin of what we
could call today the “Dado phenomenon”, a very small
phenomenon, but a phenomenon nevertheless” (extract
of Dado’s phone message on 19 June 2008, available on
dado.virtual.anti.museum/audio-documents-messages).

2|t is probably Mirko Kujaci¢, see note 1 in the in-
terview with Marcel Billot and Germain Viatte, supra,
p. 212.

*See the interview with Marcel Billot and Germain
Viatte, supra, p. 259.

*“About the grandfather, later in his life he had
a skin disease on his nose that’s called rhinophyma.
It's very spectacular, it’s like an enormous cauliflower
growing on the nose, exactly like the painting by Ghir-
landhaio at the Louvre [Portrait of an Old Man with his
Grandson, circa 1490]. When | came to the Louvre [when
he arrived in France], the first thing | went to see was
[...]1 my grandfather” (continuation of Dado’s phone
message on 19 June 2008, available on dado.virtual.
anti.museum/audio-documents-messages).
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dnHeTy. JenaH og Mojux yjaka nMao je noctep
®dparoHapose cnuke Jbyspallka?. Oyro HakoH
Tora, Ca3Hao caM [a je MpTBay y cpeguwTy
PembpaHTOBE Cnnke duo jenaH of Hwerosux
Apyroesa 3 getuwcTBa. bno je Ha Kpusom
nyTy n duo je my4veH. KacHunje, TOKOM rnoceTe
Nyspy, dbmno cam BeoMa nMnpecruoHupaH Oupe-
poBuM ayTornopTpeTom® n FmpnaHaajosum (OHaj
MOPTPET YOBEKA Ca BEJIMKUM HOCOM),* Kao 1
BaTooBum XKunom.

XK. A.: Kaga cu HanycTtuo LpHy lopy v
oTuwao y Napns?

O.: Mocne 4eTupu rogmHe LWKO0Bama Yy
LipHoj Fopn n 4yeTupn rognHe y beorpagy nmao
caMm [BajeceT, ABajeceT n ABe roauHe. To-
KoM DopaBka Ha JIMKOBHOj akagemMujn jegHor
OaHa Hac je noceTno XeHpu Myp. Mpunagao
je rpynu dpuTaHcKe neesuue, CMMNaTn3npao je
pexume 3eMasba MictouHe EBpone n nocedbHo
BoJieo TuTa. ICKOpUCTMO CaM HeroBy nNoceTy
0a My NOKa)>XeM CBOje LupTexe, Koju cy My ce
honanun. HakoH HeroBor oaslacka pevyeHo Mu
je ba je xTeo fa Mu odbesdbenun cTuneHgnjy 3a
ofnasak y JIOHOOH, anu fa cy ra Moju Manu
npujaTesbn U3 LLUKOME 0ABPaTUAN Of Tora, pe-
KaBLWKM My Aa je ano acounjanHa ocoda, npo-
TUBHUK peXxuMa N Aa To Huje BpCTa KJMHLA
Koju 3acnyxxyje noMmohk. Tako caMm o4ny4mo ga

[op JoBaH Kyjaunh] n moja mama [Bjepa], koja je Taga
nMana oKo AeBeT roamHa. To cy ase ocobe Koje cy me
ycMepusie Ka pagy Koju cafa obassbam. [...] Moja Majka
Me je cHa)xHo oxpabpuBana, a kKag cam brno TuHejllep,
4yecTo cam Bubao geny M nNomMarao My y HeroBuMm
Hay4YHUM pagosuMa. [NpeBOANO je KnacuyHe ayTope,
nocebHo rpyke siekape. A ja cam My pagmo aHaToMCKe
unnycTtpauuje. A 3a weroBy Maujagy, Hanpasno cam My
n nopTpeT Xomepa [...]. To cy ABe NNYHOCTM Of KOjuX
je 3anoyeno oHo wTo 6GUCMO JaHacC MOrn Ha3BaTw
'dpeHomeH Japno’, Mmanu peHoMeH, asin nnak peHomeH"
(onnomak Oapose TenedoHcke nopyke oa 19. jyHa
2008, pocTynHo Ha: dado.me/audio-dokumenti-poruke).

*Bpno je BepoBaTHO Aa je ped o Mupky Kyjauunhy,
B. 6enewky 1 y pasrosopy ¢ Mapcenom bunoom un
>XepmeHoM BujaTom, supra, cTp. 213.

*Bupoetn uHTepBjy ca Mapcenom bunoom un
>XepMmeHoM BujaTom, supra, n nnyctpauunje, ctp. 259.

‘.Y Be3n pgene, oH je KacHumje [obuo KoXXHY
6onecT Ha Hocy Koja ce 30Be puHoduMa. Misrnenano je
CneKTaKyJlapHO, Kao HeKa BpCTa OrpoOMHOr Kapdurona
KOju pacTe Ha HOCy, Ta4yHO Kao civka wpnaHgaja y
Nyspy [MMopTpeT cTapua v gedaka, oko 1490]. N kapa
cam gowao y Jlysp [no gonacky y ®paHuyckyl, npsa
CTBap Kojy cam oTuLao ga smaum, uo je[...] moj pena”
(HacTaBak JapoBse TenedoHcke nopyke on 19. jyHa
2008, pocTynHo Ha: dado.me/audio-dokumenti-poruke).
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didn’t see any in Belgrade. At first, | lodged with
a friend in Courbevoie, then | got a job with a
lithographer in the fourteenth arrondissement®.
I didn't know the first thing about lithography.

My first fresco: one day, | got some lithogra-
pher’s black, actually gas for cars, and | decorat-
ed the john. The toilet bowl became a guillotine
and | wrote something like “my love” on the
wall. When Dubuffet, who was working there,
went to take a leak, he saw it and as a result,
later on, took an interest in the drawings of
mine that he was shown by an old Montpar-
nasse painter from the 1950s, a man from
Slovenia, Veno Piloné. But the guy who ran the
workshop wasn’t at all happy that I'd used his
ink. For me it was a way of expressing myself
the way the graffiti artists later would’. It was
also thanks to Pilon that | got to know Daniel
Cordier® and went to see Zoran Music. Music
was a Slovene. He had been one of Tito’s par-
tisans, and as a resistance member he had
been sent to Dachau, from which he returned
with those magnificent drawings of dead con-
centration camp prisoners.

C. M. What kind of paintings were you mak-
ing when you met Daniel Cordier?

| had already painted The Cyclist®. There’s
one event | must mention because as a result |
broke free of northern Expressionist influences
like Nolde and started doing Dado, particularly
in canvases like The Cyclist and The Holy Virgin.
In 1955, when Khrushchev visited Yugoslavia,
Tito had a clean-up, arresting all the marginals.
| found myself in jail, accused of expressing
anti-socialist views in front of more than five
people!. What with the traumatic atmosphere

*0On Gérard Patris, see note 49 in the interview
with Marcel Billot and Germain Viatte, supra, p. 251.

°On Veno Pilon, see note 51 in the interview with
Marcel Billot and Germain Viatte, supra, p. 252.

’On Dado’s fascination with urban art and graffiti,
see note 1 in the interview with Guy Clavel, in Peindre
debout, edition established and presented by Amarante
Szidon, Strasbourg, L'Atelier contemporain, 2016, p. 141.

*0On Daniel Cordier, see note 56 in the interview
with Marcel Billot and Germain Viatte, supra, p. 255.

°See also the interview with Francgois Le Targat,
Jacques Floran and Marcel Billot, in Peindre debout,
op. cit., p. 78-79.

“This official visit took place on 26 May 1955. Dado’s

NHTepBjy ca XXakom AHpukoM n KaTpuH Munje

yMmecTo TOora ogem y lNapui. Cekham ce csor
Jonacka BO30OM, BpeMe je dbuno neno, ceexe,
Ta aBryCTOBCKa CBEXWHa, HacTana 3bor yTu-
uaja ATnaHTuKa, 3a MeHe je duna HoBa. OHO
LITO Me je hpanupaso Kaga caM cTuraoy rpag
jecTe Bu3nja 3agrer gena Hotp [lama, Ta nena
3ajhVUa noap)kaHa NOTAOPHUM JIYKOBMMA,
Kao n npucycteo dbeckyhHuka y Pn ge CeH. Y
beorpany nx Hucmo Bubhanu. Y novyeTky cam
bopaBuno kKoa npujatessa y rpagy Kypbdsoa, a
3aTVM CaM Hallao Nnocao koA sntorpada y XIV
apoHAMcMaHy.> Pagmno caMm Tamo de3 nKakeor
3Hama o nmTorpadmju. Moja npea gpecka:
jedHOr faHa y3umaM LpHYy nnTorpadcky dojy,
beH3nH 3a ayToModbunne n ykpallaBaM Kjowe.
WC wosba nocTaje rmsboTUHaA, @ Ha 3uay nu-
weMm HewTo nonyT ,Moja Jbydas“. Tapa je Ou-
dude, kKoju je Tamo paguo, oTMWAO Aa NULa,
BMOEO TO M 3Dor Tora ce 3anMHTEpecoBao 3a
MOje upTexe, Koje he My KacHMje nokasaTu
jedaH CcTapu CMKap CJI0BEHAYKOr nopeksa
¢ MoHnapHaca n3 50-nx, BeHo MunoH®. Mnak
JINK KOjW je BOAMNO aTesbe yonwTe HUje LeHNo
TO LUTO CaM KOPUCTMNO HEeroBo MacTuso. To je
3a MeHe Beh B1MO Ha4yMH Oa ce M3pas3nM Kao
wTo he KacHuje YnHnTKM rpaduTepn.’ Mpeko
Tor MunoHa caMm Takohe yno3Hao ranepucty
OaHnjena Kopaujead n nwao ga snamm 3opaHa
Mywmka. Mywwnh je dBuo CnoseHau,. buswimn Tu-
TOB NapTu3aH, dbro je y NMokpeTy oTnopa, WTo
ra je oaseno y Hlaxay, ofaksne je oHeo oBe
BEJ/INYaAHCTBEHE LIpTEXe MPTBMX Jioropatua.

K. M.: Koje c/ivke cv c/Zinkao Kaga cu yno-
3Hao [aHujena Kopaunjea?

[O.: Bekh cam Hacnukao buymkancty® [wn.,
cTp. 79]. Mopam pa nomeHem gorahaj Koju je

*0 Xepapy MNaTpucy B. 6enewky 49 y pa3rosopy
c Mapcenom bunoom n XepmeHom BujaTtom, supra,
cTp. 250.

°O BeHoy lMunoHy B. 6enewky 51 y pasrosopy C
Mapcenom bunoom n XKepmeHom BujaTom, supra, CTp.
252,

’0 acunHaumjn Napne ypbaHoM ymeTHoOWRy n
Tarom B. 6enewky 1y pa3srosopy ca ['mjem Knasenom,
y: CnvkaTtum cTojeku / Peindre debout, cTp. 141.

80 OaHwnjeny Kopawjey B. benelwky 56 y pa3rosopy
c Mapcenom bunoom n XXepmeHom BunjaTtom, supra,
cTp. 255.

’BnpeTtn n nHTepBjy ca ®PpaHcoa Jle Tapraowm,
XKakom ®rnopaHoMm n Mapcesnom bunoowm, y: Cankatu
cTojehn / Peindre debout,, cTtp. 78-79.
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of prison, and the fact that | couldn’t see the
sky anymore, | did a lot of drawing on the brown
paper that some of the convicts gave me when
they’d eaten the food that was served on it,
and | drew insatiably when | got out. I'm sure
this incarceration had something to do with the
book project | have with Jean-Marc Rouillan?,
who’s currently back in prison again.

C. M. Paintings like The Cyclist featured
strange mannequins and monstrous babies.
Where did you find these figures that crop up
in many of your works?

It's a mystery to me. Where did these ho-
munculi come from? Anyway, if that paint-
ing has survived, it's because | used quality
paint. It's painted on linen cloth that my father
brought me from the hospital. In fact, it was
the fabric from a surgical mattress. If they ever
X-ray the painting, they’ll find the DNA of the
guy who was operated on?2.

J. H. Can the cruelty of your images be
explained by memories of violent scenes that
you witnessed—especially war scenes?

Yes, of course. During the war, | remember
a dozen lItalians coming past my house with a
man whose hands were tied behind his back;
they shot him a little further on. In 1944, on Jan-
uary 13, the Germans hanged two resistance
fighters on the village square!3: they left them
there for about two weeks. | had to walk past

arrest was also allegedly motivated by his reading of
illicit books, among them Jean-Paul Sartre’s Nausea,
forbidden during Tito’s regime.

""Former member of Action Directe, Jean-Marc Rouil-
lan (1952-) is the nephew of Dado’s friend, doctor Jean-
Paul Jourde, who collected Céline’s original manuscripts
(see the interview with Charlotte Waligora, in Peindre
debout, op. cit., p. 216). Dado illustrated Les Viscéres
polychromes de la peste brune, published at Editions
de la Différence in 2009.

20n the support canvas from the mattresses of the
hospital in Cetinje, see the interview with Francgois Le
Targat, Jacques Floran and Marcel Billot, art. cit., p. 78.

*See the collages made specially for the site www.
dado.fr in homage to the two partisans hanged, Gojko
Kruska (Montenegrin) and Musa-Buta Hodzi¢ (Alba-
nese), from the photos of Domingo Djuric, his son (see
dado.virtual.anti.museum/january-13-1944-homage-to-
kruska-and-hodsic) as well as two plates representing
those hanged men at the Orpelliéres, in Sérignan (on
the Orpellieres, see the interview with Guy Clavel, art.
cit., p. 141-144).
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Y4YMHMO fa ce ocsodoamm yTulaja CeBEPHUX
eKcnpecuoHucTa nonyT Hongea n novyHem da
paguMm y CBOM CTusy, NocedHOo civke nonyTt
buuyuknaucte v boropoauue. flognHe 1955,
MoBOAOM NoceTe XpyLUyoBa Jyrocnasuju, Tuto
je MoKpeHyo onepauunjy Ynwhera U Hapeano
[a ce yxarnce CBU MapruHasaumn. 3aBpLimo cam
y 3aTBOpY NMoj onTy>XO0M - n3Holeme aHTu-
COLUMjaIMCTUYKNX CTaBOBa Npes BuLle o4 neT
ocobda.l® Tpayma 3aTBOpa, HheroBa penpecunsHa
aTMocdepa, YtbeHULAa fa BULLE HMCaM MOrao
0a Bnaum Hedo, yYmHMAM cy ga caM MHOro
LUpTao Ha KpadT manupy, Koju Cy MU HEKU
3aTBOpPEHNUN OaBaJin HAaKOH WTO du nojenu
XpaHy yrnakoBaHy y tera, u fa cam, nsnasehu
13 3aTBOpa, No4Yeo Aa paAuM Cca OFPOMHUM
aneTutom. OBaj DopaBak y 3aTBOpPY BEPOBATHO
je MoBe3aH C MpojeKToOM KhUre Ha KojeM paaunm
ca XXaHoM MapkoM PyjaHoM!!, KOju je TpeHYTHO
MOHOBO Y 3aTBOPY.

K. M.: Ha cinkama Kao WTo je buynknu-
CcTa ripukKasaHe cy 4yaHe JIyTKe, MOHCTPYO3He
bebe... Ogakne cy fonasnan T JIMKOBU Koje
heMo 4ecTo Hana3uTu y TBoOM aesny?

O.: Muctepwnja. Ogakne cy nsnasmnam Tm xo-
MOHKYJlyCn? Y CBaKOM CJly4ajy, ako OBa C/IMKa
W fasbe oncTaje, To je 3aTO WTO CaM KOPUCTHO
KBanmMTeTHe Doje. HacinkaHa je Ha faHeHoM
naaTHy, Koje Mu je oTal, AOHEeOo 13 donHuue;
TO je 3anpaBo dmI0 NIaTHO XMPYPLUKOr gyLue-
Ka. AKO ypaAnuMO PeHAreHCKM CHUMaK CVKe,
npoHakmn kemo OHK nmauwjeHTa onepucaHor
Ha Hbemy.'?

XK. A.: Moxxe /11 ce OKpYTHOCT TBOjUX C/1u-
Ka objacHUTU ycrioMeHaMa Ha HacuJiHe cueHe

®Kako MU je ncnpuyao Aok cam jow buna nete,
[apnoso xanwere 61so je HaBOAHO N3a3BaHO HEroBMM
YuTarbeM nnerajHux Kiura, nocebHo MyyHuHe XaHa
Mona CapTpa, HenoxesbHe nog TUTOBMM PEXUMOM.

"BuBLWKM YnaH rpyne AKCMOH AnpekT XaH Mapk
PyjaH (1952) cectpuh je Oaposor npujatesba, [OKTOpPa
>KaHa Mona >Kyppea, Koju je cakyrn/bao ayTorpadcke
pykonuce CenuHa (B. uHTepsjy ca LLapnot Banurop, y:
Cnukatu cTojekhu / Peindre debout,, cTp. 216). ano je
nnycTpoBao lMosmxpomHa yTpoba cmebe Kyre, objaBrbeHe
y Editions de la Différence 2009. roauHe.

?Ha nnaTHy oA Aayweka u3 6onHuue y LeTukby, B.
MHTEepBjy ¢ PpaHcoa Jle Tapraom, XXakom DsiopaHOM u
Mapcenom bunoowm, y: Cinkatu cTojeku / Peindre debout,,
cTp. 78.
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these two hanged men to get to my aunt Jul-
ie’s place!®. Thanks to that vision | was able to
appreciate the extreme realism of the hanged
men drawn by Pisanello. Magnificent drawings.

C. M. What made you switch from this smooth
painting in The Cyclist to the canvases covered
with mineral figures?>?

Friable figures, most of all. Everything sud-
denly crumbles. Like bad quality plaster that
hadn’t set properly. Was this an effect of what
you could call the pain of exile? | was really
pissed to leave Yugoslavia. | had a girlfriend
there, and suddenly here | was in Paris, in the
city of Cardinal de Retz and Richelieu and a
few other frightening mugs. But as it happened
things turned out pretty well for me, pops Cord-
ier was very kind to me. He's the one who took
me to the village where | now live. Think of it,
in all my life I'd never seen a field of wheat
before. There weren’t any in Montenegro. That
golden wheat with the crows flying over it, for
me that was incredibly beautiful. In France |

KojuMa cun MOXXAa rnpucyCcTBOBao, NocebHo Ha
cueHe parta?

O.: Oa, HapaBHo. CehaM ce foa je TOKOM
paTa ncnpeg Kyhe nponasnnao gecetak Utanu-
jaHa Koju cy BOAMAM TUNa C pyKaMa Be3aHuM
n3a neha Kojer cy Mmano gasse ctpesbanu. Foan-

Un. / lll. 81 Tena gBojuue napTmnsaHa - LipHoropua Nojka KpyLuke
n AnbaHua Myce byTa XoiLnka - Koje cy HaumcTu
obecnnn y Letumy 13. jaHyapa 1944. / The bodies
of two partisans - Montenegrin Gojko Kruska and
Albanese Musa Buto Hodzi¢ - hung by the Nazis in

rediscovered Mother Nature. | found the pro-
fusion and size of the plants, watered by the
Atlantic, really awesome. The rain was a joy. It's

been such a luxury for me to see the changing
seasons for fifty years. Spring is magnificent.
On March 15, if all is well, I've an appointment
with a little toad.

J. H. What contacts did you make when
you were in France?

*0On Julia Basta¢, see note 3 in the interview with
Marcel Billot and Germain Viatte, supra, p. 213.

*“Fragmentation, dispersion and crumbling are
the principles [of those paintings]. At first glance, one
makes out small forms separated, some indented, others
more compact, that seem to cover a surface of lighter
tone. They are countless. To define them is difficult: they
look like corals or pebbles or petrified, if not solidified,
fragments. If a little green sometimes indicates vegetation,
the mineral largely reigns on those barren surfaces. The
sky itself, when it appears distinct from the ground, is
invaded by clouds so dense that what belongs to the
air is barely distinct from what belongs to the ground.
It would be sand and dust beneath, cliffs and agates
on top: a world with no wind, no water, no motion - al-
most with no life” (Philippe Dagen, “Les spectres dans
la pierre”, Dado. Collection Daniel Cordier, exhibition
catalogue, Vence, Galerie Chave, 2004, n. p. ; retaken
on dado.virtual.anti.museum/philippe-dagen-spectres-
in-the-stone).

Cetinje on January 13th, 1944

He 1944, 13. jaHyapa, Hemuu cy obecunu gea
npunagHuka MNokpeTa OTnopa Ha TPry y ceny;
OoCTaJIN Cy TakKo fa BMCe NeTHaecTakK AaHa. [a
dux cTurao koa moje TeTke Jynujels, nponasmo
caM rnopef oBa ABa odelweHa YyoBeka.'* Taj
npn3op MK je KacHnje oMoryhno ga y>xmeamy
€KCTPEMHOM peanun3my odbelleHnx by an Koje
je HaupTao MNun3saHeno. NpekpacHN LpTeXWn.

*0 Jynujn bacTta B. 6enewky 3 y pa3rosopy c
Mapcenom bunoom n )XepmeHom BujaTom, supra, CTp.
213.

“BnaeTtun Kosnaxke HanpaB/beHe nocebHo 3a cajT
www.dado.fr y YyacT gBojuue obewweHnx napTusaHa,
lojka Kpywke (LipHoropau) n Myce byTe Xouuha
(AnbaHau), Ha ocHoBy oTorpaduja Jomunra hypuhka,
werosor cuHa (B. dado.me/13-januar-1944), Kao un
0Be rpaBupe Koje npepcTaBsbajy Te obelleHe sbyne
Ha Opnenujepuma, y CepurbaHy (o Opnenujeprnma
B. MHTepBjy C Mnjem Knasenowm, y: Camkatu ctojebn /
Peindre debout, cTp. 141-144).
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| was spoiled. | met Cordier’s little band,
Francois de Liencourt!s, the husband of Ger-
maine, whom you know, the Chastenets??,
and as for painters, Jean Dewasne, Hucleux,
who came often to seeme, and Réquichot—
he turned up on his bike every Sunday. There
was also Hans Bellmer and his partner, Unica
Zurn. Later, | met Falhlstrom, Malaval, Erro,
Bettencourt, and Dufour. Among the writers, |
received visits from the Algerian Kateb Yacine
accompanied by Pierre Guyotat, Michel Leiris,
and Bernard Noél. | read a lot, especially Gérard
de Nerval and Michaux. My knowledge of ani-
mals was consolidated by reading Fabre, Jean
Rostand and Buffon. I've always used a lot
of documentation. For the frescoes | painted
in the chapel of Saint- Luc de Gisors (a thir-
teenth-century lazar house), | read books about
lepers. As for my work on the Grande Ferme,
it was influenced by Gogol’s description of a
farm in Dead Souls!®. What | find hard going,
as a reader, is that French is not my language.
Language is a magnificent thing and you can’t
change it like the cheeses you eat when you
go from one country to another.

J. H. Your paintings clearly draw on your
imagination, your fantasies, but history, too, is
a big concern, as some of your titles indicate.

For me history has always been a source
of events that echo my own life. That's also
true of the books | read. There are so many
sentences | would love to have written: alas,
they were written by Montaigne or Kierkegaard.
| often learn them off by heart, like this one by
Kierkegaard, who writes that he’s going to end
his book with the following words: “Anxiety is
the prey of the dogmatist.” Magnificent.

*Francois de Liencourt (1916-1962) was a diplomat.
A specialist of the USSR, founder of the publication Les
Cahiers du monde russe et soviétique, he spent time in
Moscow with his spouse Germaine from 1954 onwards,
before returning to France in 1957, when he met Dado
through Daniel Cordier.

Antoine and Genevieve de Chastenet were im-
portant collectors. Antoine de Chastenet worked with
Jean Monnet. He is the author of Naissance d’une fédéra-
tion: I'Europe (1958).

With Nabokov, Gogol was one of the favourite
authors of Dado.
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,CkeneT nuneTa, CBUHCKa HOra, oB4uvja rnaea,...”

K. M.: LLiTa Te je Haseso aa npekeLu ¢ raat-
Ke canke BULMKAnNCTe Ha naaTHa npexKkpuBeHa
MUWUHepaiHuM purypama?’>

[.: Mpe dux pekao Kpxkum purypama. Og-
jenHoMm ce cBe pacnpwwuio. Kao runc nower
KBanmTeTa Koju ce Huje pnodpo cternyo. fa
v je To dBmo edpekaT oHOra WTO dBrcmo moram
Ha3BaTu DONOM NCKoperUnBara? 3aucTta Mu je
duno Tewko fa HanycTuM Jyrocnasujy. Tamo
caM uMao OeBojky. M ogjeaHom, eBo Me y MMa-
pu3y, y rpaay KapauHana Peua n Puwerea,
M joll HEKOJIMKO MPUANYHO 3acTpawyjyhunx
HYLWKN. ANn, Ha Kpajy, CTBapu Cy ce oABWja-
Jle NpuAnyYHo [odpo 3a MeHe, odpn maTopu
Kopawnje je d6uo Bpno swydasaH npema mMeHu.
OH Me je oaBeo y ceno y HopMmaHaunjn y KojeM
XKWBUM 1 JaHac. 3aMUCANTE Aa HUKaha Yy Xu-
BOTY HMCaM BUAeO nosbe nuweHuue. Y LpHoj
Fopun nx Hnje duno. To 31aTHO XXUTO C Bpa-
HaMa Koje neTe U3Hapg wera 3a MeHe je duno
HeBepoBaTHO neno. MoHoBO caM 0TKpMo Majky
npupony y ®paHuyckoj. Odbusbe 1 BennymMHa
duwaka, 3anMBaHMX ATNA@HTMKOM, OCTaBUAN
Cy Ha MeHe U3y3eTHO CHa)kaH yTucak. Kuwwe
cy dune npaBoO yXuMBake. KakaB je JIyKCys3
Beh nepeceT rogvMHa NpuUCyCcTBOBaTM CMEHU
roanwmnx goda! Nponeke je npekpacHo. MeT-
HaecTor MapTa, ako cBe dyae y peay, nmam
cacTaHak C MaJIoM KpacTa4oM.

XK. A.: C KuM cm ce noBe3ao Kaj cv CTUrao
y ®paHuycky?

L.: buo cam BeomMa nakeH. YnosHao cam
Many rpyny kog Kopawjea, ®paHcoa ge Jiu-
eHKypa, My>Xa XepMeH!®, Kojer no3HajeTe,

1*,®parmMeHTaumja, pacnpLIeHOCT, YCUTHEHOCT Cy
npuHuunu [oBnx cnvkal. Ha npeBu nornepn pasnukyjy
ce Maan oABojeHn obanun, Hekn HasybsbeHwn, opyru
36ujeHunjn, genyjy Kao na NpekpuBajy MOBPLUNHY
cBeT/nje 6oje. be3bpojHn cy. UIMeHOBaTU 1X je TewKo:
n3rnepnajy Kkao Kopaavm unm KaMeH4nkin an okaMereHu
WA KOHKpeTM3oBaHM ocTauu. lecn ce Hekapn Aa
ce Mano 3esieHnNa MNojaBu N yKaxke Ha Beretauujy,
MUHepas AOMWHMPA Yr1aBHOM Ha OBMM MYCTUHCKUM
nospwunHama. Hebo camo, kaga ce nojaBu Kao Hebo
0[BOjeHO 04, T/1a, MPeKpPUBEHO je obaumma Tako ryctnm
[a ce Ba3AyLWHO jefBa ofBaja o4 3eMa’sbCkor. Mcropg
6u 6unm necak n NpawmnHa, U3Hag ANTULeE N axaTu -
ceeT 6e3 BeTpa, 6e3 Bone, 6e3 nokpeTa - rotoso 6e3
xunpota“ (Punmn OaxeH, ,[AyxoBn y kameHy”, Jano
konekunja daHnjena Kopawnjea, kat. nsnoxbe, BeHc,
Fanepwn Was, 2004, H. n.).

*PpaHcoa ae JineHkyp (1916-1962) 6uo je



Conversation with Catherine Millet and Jacques Henric

CM. What made you change to a medium
that was much more liquid?

There was a point at which | wanted to
paint the erogenous zones of the body, and
particularly raw flesh and mucous membranes.
| saw my production from the Cordier days
as artificial, inasmuch as Cordier paid for my
colors, the canvas, and | was able to paint all
day long. | say artificial, because if he hadn’t
financed me, | would never have painted them,
those paintings. | didn't have any money. In
1956, there was only one place a young Yugo-
slav could expect to go: the Renault plant on
the ile Sequin.

C. M. So when did your paintings stop be-
ing artificial?

Good question. In fact, they still are. But
I'm cheating a bit when | say that. In what is
artificial there is always something authentic,
something true, insofar as what | paint coin-
cides with events | experienced, or that are
about to happen?®. My paintings are like a stew
in which the past, the present and the future
are simmering away together. What's really
tragic about me—time for a little sob here—is
that I've worked too hard. The chapel, Les Or-
pellieres, Sérignan, my houses. In ten years, |
did all that. At the age of seventy-five, in the
winter cold, spending whole days on ladders
and scaffolding. But | was working under the
protection of Saint Luke, so there you are.

J. H. Being at the Venice Biennale this year,
as a great reader of history, you must have tak-
en an interest in the old connections between
the Venetian Republic and Montenegro.

| have read the letters exchanged between
the two states. Venice dominated Montene-
gro?°. The Montenegrins were seen as slaves.
They worked without pay. You can bet that my

On the obsession with premonition in Dado’s
work, see note 72 in the interview with Marcel Billot
and Germain Viatte, supra, p. 270.

*°Called “inferior Zeta”, the Montenegrin coast,
especially the whole bay of Kotor, situated some thirty
kilometres from Cetinje, was indeed under Venetian
rule from the beginning of the 15th century to the end
of the 17th century.

NHTepBjy ca XXakom AHpukoM n KaTpuH Munje

LLacTeHeoBe!?, Kao 1 cnnkape, XaHa [leBaHa,
Wknea, Koju Me je yecTo nocekneao osae, Kao
1 Peknwo - [0sa3no je CKyTepoM CBake He-
neme; Ty cy dunm n XaHc benmep n werosa
napTHepka YHuka LUupH. KacHuje ky ce yno-
3HaTn ¢ ®asnctpomom, Manasanom, Epoom,
beTteHkypom, Oudypom. O nmcaua, noceTno
Me je a/mkmpcku nucauy Kated JacuH y npaT-
U Mjepa N'mjoTa, Mnwena Jinpuca, bepHapa
Hoena. Yntao cam MHoro, nocedHo Xepapa
ne Hepsana u Muwoa. Moje 3Hame 0 XXNBO-
TkaMa duno je odborakeHo Yntarem Pabdpa,
)KaHa PocTtaHa n bndoHa. YBek cam MHOro
NCTpaxkneao. 3a (hpecke Koje caMm HacmKao
y Kanenu Ceetor Jlyke y Xusopy dno cam
npuMopaH fia YmTaM Krbure o rydasumma. LTo
ce Tu4e Mor paja Ha Benukoj ¢papmu, duo
je moa ytuuajem ForosbeBor onvca gapme y
MpTBUM Aylama.'® OHO LITO Me Kao YmTaoLla
onTepehyje jecTe TO WITO PpaHLYCKU HUje MOj
je3uK. Je3unK je AMBHa CTBaAp U HE MeHba Ce Kao
LITO Ce Mehajy CUPEBU C NPeslackoM 13 jegHe
3emMsbe y apyry.

XK. A.: TBOje c/imKe ce oYynrneaHo xpaHe
TBOjOM MalLUTOM, TBOjUM ¢haHTa3uvjama, aam
unrak, ncropuvja Te MHOro 3aokKyrnsma. Heku
Hacs10Bu TO roTBPhHYjY.

[.: YBeK caM y nctopujmn npoHanasmo no-
rabhaje Koju ofjekyjy y MOM XMnBOTY. TO je Ta-
Kohe Ta4yHO 3a KkbUre Koje 4yntam. TONMKO je
pevyeHula Koje dbux BoNe€O Aa camM Hanmcao;
HaXkaJsioCT, MOTNMCao nx je MoHTew nnm Kjep-
Kerop. YeCcTo nx y4mm HanameT, Kao HeJlaBHO
oBY Kjepkeropa, Koju nvie ga ke cBojy Kbury
3aBpwnTKn cnepgehom peyveHuuom: ,Henarogn-
HOCT je nJaeH gorMaTtuke.”

K. M.: Kako cu nocse ripeLiao Ha yrnotpeby
MHOro Te4yHuje matepuje?

aunnomarta, cneunjanucta 3a CosjeTcku CaBes, 0OCHMBaY
Yaconunca CBecKke pycKor un cosjeTckor cseTa. bopasmno
je y MockBu ca cBojom cynpyrom XKepmeH oa 1954. no
1957, kapa ce BpaTuo y ®PpaHuUyCKy, rage je ynosHao
Dapna npeko OaHnjena Kopanjea.

AHTOaH 1 XXeHesjeB ae LLlacTeHe 6unn cy BaxxHM
KonekumoHapu. AHToaH LLlacTeHe je 61o capagHUK XXaHa
MoHea. OH je ayTop nena Pobere jenHe henepaumje:
EBpora (1958).

*Ca HabokoBum, [oross je 610 jenaH o4 OMULEHNX
HDaposux ayTtopa.
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intervention in Venice will be nourished by
that history.

J. H. You have recently taken an interest in
the writer Iréne Nemirovsky. How did you get
into her work?

O.: Y jeAHOM TpeHyTKy no)keneo cam fa
C/INKaM eporeHe 30He Tesa, a NnocedHo XnBeo
Meco 1 cay3Huue. Moje cTBapafiallTBO 13 Bpe-
MeHa Kopawnjea duno je no MOM MULLIbEHY
BeLTa4yko CTBapanalTBo, Y Mepu y Kojoj Mu
je Kopauje nnakao doje, nnatHa n roe cam
MOrao fa c/ivkam Leo aaH. Kakem BeldTau-
KO jep Aa Me Huje PUuHaAHCUpPao, HMKada He
dux Hacnmkao Te camke. Hucam nmao HoBLa.
FoavHe 1956. 3a jegHor manor ,Jyrosunha“,
KOju je Tek CTurao, NocTojana je caMo jefHa
hecTunHauuja - PeHo Ha ocTpBy CereH.

K. M.: Kaga TBoje cnnke npecTtajy Aa éyay
BeluTayke?

L.: 0obpo nuTame. MNa, oHe TO N gasbe
jecy. Ann Mano Bapam Kaj TO KaxeM. Y Be-
LWTAa4YKOM YBEK MMa Maso ayTeHTUYHOr, MaJsio
UCTUHUTON, Y Mepu y KOjoj OHO LUTO C/liMKaMm
KouHUMamnpa c LOXNB/bEHMM fJorabajuma nnm
OHUMMa Koju ke ce goroanTun.'® Moje cnnke cy,
hakrne, HeKa BpCTa 4Yopde y Kojoj ce KpyKajy
MPOLWAOCT, CajawmocT n dyayhHocT. OHO WTO
je ApaMaTn4HO y MOM CNy4ajy, Xajae, oTnnaka-
Ry Marno, jecTe To LUTO caM NMpesuLLe LWbakao,
npesuwe. Kanena, Opnesepun, y CepuraHy,

WUn. / 1ll. 82 Napno y cBom aTesbey y EpyBasny, HEMocpeaHO HaKOH
no><apa, jeceH 1988. / Dado in his studio in Hérouval, just
after the fire, autumn 1988

Moje Kyke... 3a oeceT roanHa ypaauo cam cee
TO. [leTun ce y cefampeceT nNeToj rognHu, no

| had a book entitled Suite francaise. | de-
cided to read it simply because the photograph
of the author, Irene Nemirovsky, reminded me
of my mother. That’'s why | entitled the paint-
ing | was working on Suite francaise?'. Irene
Nemirovsky was my mother’s age, she lived
through the war, exodus, Vichy France. She
was denounced as a Jew by people in the vil-
lage where she had taken refuge in the Mor-
van (Burgundy). When | was reading the book
| was drawing birds and saying to myself, |
really hope that woman didn’t have children,

*This work was acquired on the initiative of Bernard
Blisténe, honorary director of the Musée national moderne,
for the Centre national des arts plastiques, in 2007. On
Irene Némirovsky, see note 13 in the interview with
Claire Margat, in Peindre debout, op. cit., p. 138.
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nefeHoj 3uMun, Mo Leo AaH MepaeBMHaMa u
cKkenama... Ann Wbakao caM noj 3aTUTOM
anocTtona CeeTor Jlyke, Tako Aa...

XK. A.: llowTo cn npucyTaH Ha BeHeLuunjaH-
ckoM bujeHany ose roauHe, 6e3 cymre jeaaH
CTPacTBEHU /bydUTE/L UCTOPUjE KAO LUTO CU
TV Mopao bu buTu 3auHTEpecoBaH 3a CcTape
Be3e BeHeuunje ca LpHom Mopom.

L.: Mpoyntao cam NncMma pasMereHa n3-
Mehy OBe gpxase. [locTojana je maeTadka
OOMUWHaumnja Hag LpHom Nopom.2° LipHoropum
Cy cMaTpaHu pobosuma. bygnte curypHmn pa

0 oncecnjn npepocekhama kog ana B. 6enewky
72 y pa3srosopy ¢ Mapcenom bunoom n XXepmeHom
BunjaTom, supra, cTp. 270.

*To3HaTo Kao orba 3eTa, LipHoropcko npumMopje,
nocebHo Leo BOKOKOTOPCKM 3a1B, KOje Ce HaJla3un Ha
OKO TpuaeceT KunomeTapa og LeTuma, 6uno je 3aucta
noA MeTa4ykoMm JOMUHaLMjoM of noyveTka XV Beka o
Kpaja XVII Beka.



Conversation with Catherine Millet and Jacques Henric

because my birds were so horrible??. She did
in fact have a daughter, a charming lady of
eighty-four. She was delighted when she saw
my drawings of “Iréne’s Birds” and has become
a friend of mine.

C. M. Why this predilection for large for-
mats?

Do you see that row of poplars? They are
very big too. | think that unwittingly | paint
that meadow and those trees. This incredible,
grandiose and unspoiled sight is something |
carry within me. Not one electricity pole on the
horizon—how green is that? My ambition is to
make a painting that is as big and beautiful as
this landscape. A real challenge?.

C. M. What'’s the reason for those washed
out colors, those blues and pinks in the works
of a certain period?

Those colors help me bear the burden of
what is represented. They impart lightness.

C. M. What made you want to go from
painting, drawing and frescoes to sculpture?

With sculpture | can work with bones—for
me, a chicken skeleton, a pig’s foot or a sheep’s
head are all anatomy lessons. In my opinion,
bones are where sculpture began. Henry Moore
admired elephant skulls. | have a hippopota-
mus jaw, and my dream was to own a whale
skeleton.

J. H. Someone has said that you are a her-
etic. Does that term suit you?

20n birds, see note 32 in the conversation with
Marcel Billot and Germain Viatte, supra, pp. 240-241.

**Catherine Millet later declared: “we start to dream
of a world entirely covered in Dado’s drawings. | think
it's something that really submerges us in a marvellous
dream which goes completely against part of the ideology
of modern art, where the artists have a tendency to make
the world enter into their works, to make sure the art works
merge with life because real objects, from daily life, have
been used [...] or one said, like Marcel Duchamp: “I take
an object and | say that it is a work of art”. Dado did the
opposite, he transformed the world into a painting, and
that is a gesture of an extraordinary authority which fires
the imagination, which submerges you in a world that
becomes the world of a painter” (See Dado, Métissages, a
film by Snezana Nik¢evi¢ and Sanja Bleci¢, made in 2011
for the Montenegrin television, available on dado.virtual.
anti.museum/metissages-rtcg-documentary).

NHTepBjy ca XXakom AHpukoM n KaTpuH Munje

fe moj rosop y BeHeunju dutn noaCcTtakHyT
OBOM MPUYOM.

XK. A.: HegaBHo cu ce 3anHTepecoBao 3a
buorpaujy jeaHe KrmbuxeBHuue, VipeHe He-
MUPOBCKU. KaKo Cu Cce Cpeo C HheHUM pagomM?

O.: mao caM KibuUry ®paHuycka ceBuTa.
O4ny4yno caM pa rnoyvyHem Ja je Yyntam jeHo-
CTaBHO 3aTO WITO Me je choTorpaduja ayTopke
NpeHe Hemunposcku noacekana Ha nuue moje
Majke. Og camor no4eTka ocekhao cam Heky
BPCTY CpOACTBa. Tako CaM Ha3Bao C/MKY KOjy
caM cnmnkao - PpaHuycka ceuTa.?* ipeHa He-
MUPOBCKM je dbuna roguwiTe moje Majke, Tako
ha je noxuBena paT, er3oayc, BULLNjEBCKY
®paHuycky. CTaHoBHULWM cena MopBaH, rae
ce cakpuia, npunjaBuian cy je Kao Jespejky. ok
CaM 4YnTao KkUry, LpTao cam NT1LE N TOBOPUO
cedn na ce HapgaM fa Ta XXeHa HeMa JeLe jep
Cy Moje nTuue dune rposHe.??2 nak, umana je
hepky [eHn3 EnwTajH, wWapMaHTHY gamy of
ocamMpaeceT roauHa, Koja je dbuna ogyweBsbeHa
Kag je Buaesna moje uptexxe ipeHnHe ntuue n
KOja je nocTasia Moja npujaTesbuua.

K. M.: 3aluTo oBa CKJIOHOCT Ka BEJINKUM
popmaTuma?

O.: Buovw pepn Tornosa n oHe cy BpJIO BU-
coke. Mucamm pa, HeCBECHO, C/INKaM OBY JINBa-
Ay v oBa ctadna. MNpoxxeT caMm 0BMM MPrU30poM,
HEeYyBEHWM, BEJINYaHCTBEHUM N HETAKHYTUM.
Hema HunjeaoHe baHpepe, CBe je cynepekosio-
wkn. Moja amdnumja? Hanpasutun cnuky jea-
HaKO BeJINKY, jeAIHaKO Jierny Kao OBaj rnej3ax.
MpaBu n3azo..?3

2'0Bo geno je Habaes/beHO Ha MHULUWjaTUBY BepHapa
bnncTteHa, aupekTopa HaumoHanHor my3eja MogepHe
ymeTHocTn 2007. rogmnHe, 3a HaunoHanHn ueHTap
3a nnacTu4yHe ymeTHocTn. O MipeHn HeMnpoBCKu B.
6enewky 13 y pasrosopy c Knep Mapra, y: CimkaTtn
ctojehn / Peindre debout,, cTp. 138.

20 nTmuama B. benewky 32 y pasroeopy ¢ Mapcesiom
Bunoom n XXepmeHom BujaTtom, supra, cTp. 240.

»KaTpuH Muje je KacHuje usjasuna: ,lo4ynemo
[a CcarbaMo O CBeTY Koju 6u 6o NoTNyHO NpeKkpuBeH
Oaposum uptexuma. MUcimm fa je To HewTo LWTOo Bac
3aucTa ypara y jedaH npegmnBaH CaH, U LWTO ce NOTNyHo
CyrnpoTCcTaB/ba 4YMTABOM jeQHOM pesnly upeosoruje
MogepHe yMeTHOCTW, rae Cy yMeTHUUW YyrjaBHOM
TeXWnn fa yHecy CBeT Yy CBOja Aena, Aa y4mHe ga
ce yMeTHW4YKa Aesia CTone ca XWBoToM, kopuctehmn
CTBapHe npeamMeTe, U3 CBaKOOHEBHOr XUBOTa [...] nam
rosopehu, kao Mapcen OuwaH: 'EBO, y3nmMam npeameT
M KaXeM [a je TO YMeTHMYKOo Aeno.’ ano je y4ymHuo
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“Chicken skeleton, pig’s foot, sheep’s head...

It does suit me, especially since that the
man who used it, when looking at my frescoes
in the chapel, knows what he’s talking about:
he’s a defrocked monk, Claude-Louis Combet.
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,CKeneT nuneTa, CBMHCKa HOra, oB4wnja rnaea,...”

K. M.: V1 3aLuTo TOKOM oapekbeHor nepuoaa
Te ucrnipaHe boje, Te nsiase, Te pyxuyacre...?

[O.: Te boje mn omoryhaBajy Aa nogHeceMm
TepeT OHora WTo je NnpeacTaB/beHo. OHe My
hajy nakohy.

K. M.: lLLiTa Te je HaBesio Ja npebeLll ca
C/IVKa, UpTexa, hpecku, Ha CKyInTypy?

O.: Ckynntype mu omoryhaBajy oa paaum
C KOCTMMa, CKesleTOM nuseTa, CBUHbCKOM HO-
roM, OBYWjOM I/1IaBOM, TO Cy 3a MeHe fekuunje
13 aHaTtoMuje. KoCT je, MO MOM MULLIbEHY,
OCHOBa CKynnType. XeHpun Myp je odo)xaBao
CJIOHOBCKe slodakmse, ja caM MMao BUNLLY HUJI-
CKOI KOHba, a MOj caH je duo ma nocepyjem
CKeneT KuTa.

X. A.: Heko je pekao 3a Tebe ga cu jepe-
TuK. [la 1n v Taj n3pas ogrosapa?

.. Ogrosapa My, NOrOTOBO LUTO je OHaj Koju
MW ra je gogoenuo, OOoK je rnepao Moje gpecke
Yy Karnenu, HEKO KO Ce CMaTpa ayTopuTeToM,
3anpaBo pa3peLleHn moHax Knoa-Jlyj Kombe.

CYNnpoOTHO, TO jeCT NPeTBOPUO je CBET y C/NKY, N TO
je npe cBera 4YvMH M3BaHpeAHe ayTOPUTAaTUBHOCTH,
KOju BacC Tepa fa CamaTe, KOju Bac yparba y CBET Koju
nocTaje CBeT jefHor cankapa“ (B. Jago. YkpwTara,
dunm CHexaHe Huk4eBuh n Camwe bneunh n3 2011,
CHUMJbEH 3@ LPHOrOPCKY TeneBu3unjy, AOCTYMHO Ha:
dado.me/ukrstanja-rtcg-2011-video).



''''''

il

Ll e _:.I‘Ll””f .

Un. / lll. 83 ,Eneruje 3op3n”, LipHoropckn naBusboH, BeHeunjaHcko bujeHane, 2009. / « Zorzi Elegies », Montenegrin
Pavilion, Venice Biennale, 2009






KarT./Cat.

KaT./Cat.1 Mapko YeneboHoBuh n coBay / Marko Cele-
bonovi¢ and a Male Owl, 1953, yJbe Ha gacum / oil on wooden
panel, 60 x 50 cm, 36upka HouLe JoBoBuha / Novica Jovovic
collection / Photo: Lazar Pejovi¢

KaT./Cat. 2 be3 Ha3uBa / Untitled, 1954-1955, ysbe Ha
nnaTHy / oil on canvas, 70 x 92 cm, 36upka 3opaHa MNonosnkha
/ Zoran Popovi¢ collection / Photo: Vladimir Miloradovi¢

KaT./Cat. 3 Kpuk - Bpucak / The Scream, 1954, yibe Ha
nnaTHy / oil on canvas, 73 x 100 cm, NpMBaTHO BAACHULLTBO
/ private collection

KaT./Cat. 4 BpTewika / Merry-go-round, 1955-1956, ysbe
Ha nnaTHy / oil on canvas, 67 X 47 cm, My3ej caBpeMeHe
yMmeTHocTu beorpan / Museum of Contemporary Art, Belgrade

KaT./Cat. 5 be3 Ha3uBa / Untitled, 1957, y/be Ha nnaTHy /
oil on canvas, 46 x 61 cm, 36upka Mapko NopaHosuk / Marko
Goranovic¢ collection

KaT./Cat. 6 La Guerre / PaT / War, 1958, ysbe Ha nnaTHy /
oil on canvas, 73 x 116,5 cm, npnBaTHO BNacHMLWLITBO / private
collection

KaT./Cat. 7 be3 Ha3uBa / Untitled, 1958, y/be Ha nnaTHY
/ oil on canvas, 92 x 60 cm, 36upka nopoaunue Mutuh / Miti¢
collection

KaT./Cat. 8 be3 Ha3usa / Untitled, 1958. ysbe Ha nnaTHy
/ oil on canvas, 73 x 50 cm, npnBaTHO BAACHULITBO / private
collection / Photo: Vladimir Miloradovi¢

KaT./Cat. 9 be3 Ha3uBa / Untitled, 1958, y/be Ha nnaTHY
/ oil on canvas, 54 x 82 cm, NpMBaTHO BAACHMLITBO / private
collection

KaT./Cat. 10 La Ruine / PywwesuHa / The Ruin, 1957-1958,
yJbe Ha nnaTHy / oil on canvas, 78 x 125 cm, 36upka PaguBoja
,D,pa>f<osmha / Radivoj Drazovi¢ collection / Photo: Vojislav Jova-
novic

KaT./Cat. 11 be3 Ha3uBa / Untitled, 1960, y/be Ha naaTHY
/ oil on canvas, 162 x 113 cm, NpyBaTHO BJACHULUTBO / private
collection

KaT./Cat. 12 be3 Ha3uBa / Untitled, 1962, ysbe Ha NnaTHY
/ oil on canvas, 190 x 444 cm, 36npka 3opaHa Monosuhka /
Zoran Popovi¢ collection

KaT./Cat. 13 Les Petits Chats / Mane mauke / Little Cats,
1961-1962, ysbe Ha nnaTHy / oil on canvas, 116 x 165 cm,
nMpuBaTHO BAaCcHMLWLTBO / private collection

KaT./Cat. 14 Autoportrait / AyTonopTpeT / Self-portrait,
1959, ysbe Ha nnaTHy / oil on canvas, 145 x 113 cm, npnBaTHO
BNacHULWTBO / private collection

KaT./Cat. 15 Bowery / bynesap, 1962, ysbe Ha nanupy
KaluMpaHo Ha niaTHo / oil on paper mounted on canvas, 76 X
551 cm, npuBaTHO BRacHUWTBO / private collection

KaT./Cat. 16 Job / Lyov, 1961, ysbe Ha nnaTHy / oil on
canvas, 195 x 130 cm, npuBaTHO BACHULWITBO / private col-
lection

KaT./Cat. 17 be3 Ha3uga / Untitled, 1960, yjbe Ha nnaTHy
/ oil on canvas, 100 x 81 cm, NnpuBaTHO BAACHMLUTBO / private
collection

KaT./Cat. 18 be3 Ha3uBa / Untitled, 1961, ysbe Ha NnaTHY
/ oil on canvas, 130 x 195 cm, nprBaTHO BNAaCHULITBO / private
collection

KaT./Cat. 19 La Guerre civile / pakaHcku paT / Civil War,
1967, ysbe Ha nnaTHy / oil on canvas, 147 x 147 cm, npuBaTHO
BJlacCHULWTBO / private collection / Photo: Vladimir Miloradovi¢

KaT./Cat. 20 be3 Ha3uga / Untitled, 1967, yjbe Ha nnaTHy
/oil on canvas, 227 x 146 cm, NpuBaTHO BAacHULITBO / private
collection

KaT./Cat. 21 Hérouval / EpyBas | Hérouval, 1967, ybe Ha
nnaTHy / oil on canvas, 146 x 227 cm, NpnBaTHO BNACHULLTBO
/ private collection / Photo: Vojislav Jovanovi¢

KaT./Cat. 22 'Homme d’Hérouval / Yosek n3 Epysana/The
Man of Hérouval, 1965, yrbe Ha nnaTHy / oil on canvas, 162 X
130 cm, nprBaTHO BAacHMLWTBO / private collection

KaT./Cat. 23 Judith / JyanT, 1967, yibe Ha nnaTHy / oil on
canvas, 81 x 65 cm, npmMBaTHO BNacHLWTBO / private collection

KaT./Cat. 24 La Chute d’Icare / lNag Wkapa / The Fall of
Icarus, 1966, ysbe Ha nnaTHy / oil on canvas, 162 x 130 cm,
36upka Muxajnosuk ®eHunkc / Mihajlovi¢ Fenix collection

KaT/Cat. 25 Le Mur de I’hépital / 3na 6onHnue / Hospital
Wall, 1967-1969, ysbe Ha nanunpy KallmpaHo Ha nnaTtHo / oil on
paper mounted on canvas, 116 x 146.5 cm, 36upka Muogpara
Cvmuha / Miodrag Simic collection / Photo: Zeljko Radovic

KaT./Cat. 26 Les Flandres / ®naHgpwja / Flanders, 1970,
yJbe Ha nnaTHy / oil on canvas, 258 x 208 cm, 36upka [yLika
Byjowesuha / Dusko VujoSevi¢ collection, Photo: Vladimir Po-
povic

KaT./Cat. 27 be3 Ha3usa / Untitled, 1971, ysbe Ha nnaTHy
/ oil on canvas, 114 x 146 cm, 36upka Tape lNepkosuk / Tara
Perkovi¢ collection

KaT./Cat. 28 L'Atelier / Ateme / The Studio, 1971, yne
Ha nnaTHy / oil on canvas, 190 x 250 cm, 36upka 3opaHa
Monoswuha / Zoran Popovi¢ collection

KaT./Cat. 29 Le Boucher de saint Nicolas / KacarinH CseTor
Hukone / The Butcher of Saint Nicholas, 1973-1974, konax,
MacTWI0 1 akpua Ha nanupy n apeeTy / collage, ink and acrylic
on paper and wood, 182 x 207 cm, Np1BaTHO BIACHULLTBO /
private collection / ®oTo: XaH-Jlyj Jlocn / Photo: Jean-Louis
Losi. Courtesy Galerie Jeanne Bucher Jaeger, Paris-Lisbonne.

KaT./Cat. 30 Adam’s /Agamc, Adam’s 1977-1978, ysbe Ha
nnaTHy / oil on canvas, 200 x 200 cm, NpUBaTHO BAACHULLTBO
/ private collection

KaT./Cat. 31 Hopital / BonHuua / Hospital, circa 1980, ysbe
Ha nnaTHy / oil on canvas, 200 x 140 cm X 2, 36upka Mapko
FopaHoBuhk / Marko Goranovi¢ collection

KaT./Cat. 32 be3 Ha3uBa / Untitled, circa 1979, yise Ha
nnaTHy / oil on canvas, 286 x 180 cm, 36upka Muhkuh / Mici¢
collection

KaT./Cat. 33 Le Bambla / The Wing-banded Wren, 1987,
y/be Ha nnaTHy / oil on canvas, 195 x 130 cm, 36upka MNeTpa
L. CtojaHoBuha / Petar D. Stojanovi¢ collection

KaT./Cat. 34 Le Proyer /Le Proyer (Emberiza Calandra),
1984, ybe Ha nnaTHy / oil on canvas, 162 x 114 cm, nprMBaTHO
BnacHUWTBO / private collection / Photo: Domingo Djuric

KaT./Cat. 35 Erythrogaster, 1986, y/be Ha nnaTHy / oil
on canvas, 162 x 130 cm, npmBaTHO BAACHULWITBO / private
collection / Photo: Vojislav Jovanovic¢

KaT./Cat. 36 Elodie [MPF] | Enoan cepuja 3104ecte
aesojunue / Elodie (Mean Little Girls series), 1996, y/be Ha
nnoyn / oil on board, 246 x 121,5 cm, 36upka Tape MepkoBuhk
/ Tara Perkovi¢ collection

KaT./Cat. 37 Les Limbes / Jlumbo /Limbo, 1992-1993, yibe
Ha nnaTHy / oil on canvas, 150 x 300 cm, 36upka Pagusoja
Opaxosuha / Radivoj Drazovi¢ collection. Photo: Pierre-Yves
Brest, Centre Pompidou, Mnam-Cci, Bibliotheque Kandinsky,
Paris

KaT./Cat. 38 Atma / ATma, 1988, ysbe Ha nnaTHy / oil on
canvas, 200 x 120 cm, 36upka 3opaHa MNMonosuha / Zoran
Popovi¢ collection

KaT./Cat. 39 Mémoires du Cardinal de Retz | Cekharba
KapanHana Peua / Memoirs of Cardinal de Retz, 1992, yibe Ha
nnaTtHy / oil on panel, 251 x 122 cm, NnpyBaTHO BAACHULUITBO
/ private collection

KaT./Cat. 40 be3 Ha3uBa / Untitled, 1997, y/be Ha nnaTHY
/ oil on canvas, 240 x 130 cm, 36upka MNeTpa [. CTojaHOBMKa
/ Petar D. Stojanovi¢ collection

KaT./Cat. 41 be3 Ha3uBa (/luct mapuje Jlopet) / Untitled
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(Maria Lauret’s Sheet series), circa 2000, y/be Ha NJaTHEHOM
nncty / oil on sheet, npueaTHO BRacHMLWTBO / private collection
/ Photo:Vladimir Miloradovi¢

KaT./Cat. 42 Le Nez de Jobourg / Hoc XKobypa, 1998, ybe
Ha niaTHy / oil on canvas, NpyUBaTHO BJACHULWITBO / private
collection,: Photo Vladimir Miloradovi¢

KaT./Cat. 43 be3 Ha3uBa / Untitled, 1953, ysbe Ha nnaTHY
/ oil on canvas, 40 x 30 cm, NnpuBaTHO BNAaCHULITBO / private
collection / ®oTo: Mackan 3upoH / Photo: Pascal Szidon

KaT./Cat. 44 be3 Ha3uBa / Untitled, 1954, ysbe Ha nnaTHY
/ oil on canvas, 77 x 55 cm, 36upka MeTpa M. CtojaHoBUka /
Petar D. Stojanovic collection

KaT./Cat. 45 be3 Ha3uBa / Untitled, 1954, ysbe Ha nnaTHY
/ oil on canvas, 58 x 72 cm, NpMBaTHO BAACHULITBO / private
collection

KaT./Cat. 46 lMopoaunua majmyHa (Kpaetka) / Family of
Monkeys (Cage), 1954, yme Ha nnaTHy / oil on canvas, 63
x 58 cm, Muzej savremene umetnosti Beograd / Museum of
Contemporary Art, Belgrade, inv broj 623

KaT./Cat. 47 bukuHu / Bikini, 1954, ybe Ha nnaTHy / oil on
canvas, 65 x 58 cm, My3ej caBpeMeHe ymeTHOCTU beorpag /
Museum of Contemporary Art, Belgrade, inv. no. 274

KaT./Cat. 48 Ayaunuumja / Audition, 1954, yibe Ha nnaTHY
/ oil on canvas, 81.5 x 55 cm, 36upka Oywka ByjoweBunka /
Dusko Vujosevi¢ collection / Photo: Vladimir Popovi¢

KaT./Cat. 49 be3 Ha3uBa / Untitled, 1954, ysbe Ha NnaTHY
/ oil on canvas, 50 x 40 cm, NpMBaTHO BAACHULITBO / private
collection

KaT./Cat. 50 Lux, 1957, ysbe Ha nnaTHy / oil on canvas, 45
X 38 cm, 36upka nopoaunue KpctoHowwuh / Krstonosic collection

KaT./Cat. 51 be3 Ha3uBa / Untitled, 1957, yrse Ha nanupy /
oil on paper, npuBaTHO BRacHULWTBO / private collection / Photo :
Vladimir Miloradovi¢

KaT./Cat. 52 be3 Ha3uBa / Untitled, 1960, Ysbe Ha nnaTHY
/ oil on canvas, diameter: 80 cm, 36vpka [ylika ByjoweBuha
/ Dusko VujoSevi¢ collection / Photo: Vladimir Popovic¢

KaT./Cat. 53 Courcelles-les-Gisors, Oise | Kypcen-ne-
Xu3op, 1958, y/we Ha nnaTHy / oil on canvas, 161 x 128 cm
npvBaTHO BNacHMLWTBO / private collection

KaT./Cat. 54 La Grande Catherine / KaTapuHa Benvka /
Catherine the Great, 1958-1959, ysbe Ha naaTHY / oil on canvas,
145 x 97 cm, NpmMBaTHO BAcHULWITBO / private collection

KaT./Cat. 55 be3 Ha3uBa / Untitled, 1958-1959, y/be Ha
nnaTHy / oil on canvas, 114 x 195 cm, NnprBaTHO BIACHULLTBO
/ private collection

KaT./Cat. 56 LEcole / LLikona / School, 1958-1959, ysbe Ha
nnaTHy / oil on canvas, 300 x 200 cm, NpMBaTHO BAACHULUTBO
/ private collection / Photo : Vojislav Jovanovi¢

KaT./Cat. 57 be3 Ha3uga / Untitled, 1960, ysbe Ha nnaTHy
/ oil on canvas, 198 x 134 cm, NnpuBaTHO BAAacHULUTBO / private
collection

KaT./Cat. 58 be3 Ha3uBga / Untitled, 1961, yjbe Ha nnaTHy
/ oil on canvas, 102 x 83 cm, 36upka Mapka opaHoBuha /
Marko Goranovi¢ collection

KaT./Cat. 59 be3 Ha3uBa / Untitled, 1960, ysbe Ha NnaTHY
/ oil on canvas, 97 x 146 cm, NpMBaTHO BNACHULLTBO / private
collection

KaT./Cat. 60 be3 Ha3umBa / Untitled, 1960, yjbe Ha nnaTHy /
oil on canvas, 130 x 195 cm, 36upka 3opaHa MNonosuka / Zoran
Popovi¢ collection / Photo: Vojislav Jovanovi¢

KaT./Cat. 61 be3 Ha3uga / Untitled, 1962, yjbe Ha nnaTHy
/oil on canvas, 114 x 160 cm, NnprBaTHO BAacHULITBO / private
collection

KaT./Cat. 62 be3 Ha3uBa / Untitled, 1962, ysbe Ha nnaTHY
/ oil on canvas, 196 x 256 cm, 36upka nopoamue KpctoHowmnh
/ Krstonosi¢ collection
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KaT./Cat. 63 be3 Ha3uBa / Untitled, 1962, ysbe Ha NaaTHY
/ oil on canvas, 161.5 x 129.5 cm, 36upka 3opaHa MNonosuhka
/ Zoran Popovi¢ collection

KaT./Cat. 64 be3 Ha3uBa / Untitled, 1962, ysbe Ha naaTHY
/oil on canvas, 114 x 175 cm, np1MBaTHO BNacHMLUTBO / private
collection

KaT./Cat. 65 Le Printemps / lponeke / Spring, 1960,
yJbe Ha nnaTHy / oil on canvas, 143.8 x 112.4 cm, NpuBaTHO
BNnacHULWTBO / private collection

KaT./Cat. 66 Adam et Eve / Anam v Esa / Adam and Eve,
1961-1962, ysbe Ha nnaTHy / oil on canvas, 194 x 175 cm,
npuBaTHO BAacHMLWTBO / private collection

KaT./Cat. 67 be3 Ha3umBa / Untitled, 1961, ysbe Ha NMaaTHY
/oil on canvas, 130 x 162 cm, NnprBaTHO BAacHULUTBO / private
collection

KaT./Cat. 68 be3 Ha3usa / Untitled, 1961, ysbe Ha naaTHY
/oil on canvas, 130 X 162 cm, npyBaTHO BNIAaCHMLITBO / private
collection

KaT./Cat. 69 La Rébellion de pancraisse [du pancréas] /
lNobyHa naHkpeaca / The Pancreas Rebellion, 1968, y/be Ha
nnaTHy / oil on canvas, 130 x 197 cm, NpMBaTHO BAACHULLTBO
/ private collection

KaT./Cat. 70 be3 Ha3uBa / Untitled, 1964, y/be Ha naaTHY
/ oil on canvas, 99 x 88 cm, NpMBaTHO BNAaCHULWITBO / private
collection

KaT./Cat. 71 be3 Ha3uBa / Untitled, 1964, ysbe Ha NnaTHY
/ oil on canvas, 144.8 x 96 cm, 36upka 3opaHa MNonosuhka /
Zoran Popovi¢ collection

KaT./Cat. 72 Chats de gouttiére / YnndHe mayke / Alley
Cats, 1964, ysbe Ha nnaTHy / oil on canvas, 113 x 145 cm,
npvBaTHO BNacHULWTBO / private collection

KaT./Cat. 73 Persistance de la mémoire / [ocTojaHoCT
namkera / Persistence of Memory, 1967, yybe Ha niaTHy / oil
on canvas, 162 x 130 cm, 36upka Mnommnpa CtameHkoBuha /
Muomup CtameHkoBuh collection

KaT./Cat. 74 be3 Ha3uBa / Untitled, 1965, ysbe Ha naaTHY
/ oil on canvas, 97 x 260 cm, 36upka Tape MNepkosuhk / Tapa
Mepkosuth collection

KaTt./Cat. 75 Hérouval / EpyBan, 1966-1967, ys/be Ha
nnaTHy / oil on canvas, 97 x 260 cm, 36upka Tape MNepkoBuhk
/ Tapa MNMepkosuh collection

KaT./Cat. 76 Le Feu Cordonnier / lpemuHyin obykap / The
Late Shoemaker, 1969, ysbe Ha nnaTHy / oil on canvas, 150 x
195 cm, npmBaTHO BRacHMWTBO / private collection / Photo:
Vladimir Miloradovi¢

KaT./Cat. 77 La Police végétale Il / bumHa nonvuuja Il /
Plant Police Ill, 1969, y/be Ha nnaTHy / oil on canvas, 144 x 230
Cm nNpuBaTHO BNacHULWTBO / private collection

KaT./Cat 78 La ZUP / 30Ha 3a ypbaHun3auwjy /La ZUP [Prio-
rity area for urbanization], 1972, y/be Ha nnaTHY / oil on canvas,
196.9 x 368.3 cm, NpmMBaTHO BNacHULITBO / private collection

KaT./Cat 79 Plage / lNnaxa /Beach, 1971, ybe Ha nnaTHY
/ oil on canvas, 115 x 147 cm, 36upka Muxajnosuk ®eHuKc /
Mihajlovi¢ Fenix collection

KaT./Cat. 80 Rhinocéros /Hocopor /Rhinoceros, 1971, ysbe
Ha niaTHy / oil on canvas, 146.5 x 345 cm, 36upka 3opaHa
Monoswuha / Zoran Popovic collection

KaT./Cat. 81 Diptyque de Montjavoult / MoH>xaByn aunTnx
/ Montjavoult Diptych, 1976-1977, ysbe Ha nnaTHy / oil on
canvas, 150 x 250 cm x 2, 36upka 3opaHa MNonosuha / Zoran
Popovi¢ collection

KaT./Cat. 82 Boukoko | / Byokoko I, 1975, nHANjCKn TyLl
M Konaxk Ha nnaTHy / India ink and collage on canvas, 130 X
161,5 cm, npuBaTHO BRacHULWTBO / private collection / ®oTo:
2Kan-Jlyj locn / Photo: Jean-Louis Losi. Courtesy Galerie Jeanne
Bucher Jaeger, Paris-Lisbonne.



KaT./Cat. 83 Hétel-Dieu, Westhampton Crabs, 1979,
yJbe Ha nnaTHy / oil on canvas, 340 x 140 cm, 36upka Mapko
ropaHoBuhk / Marko Goranovi¢ collection

KaT./Cat. 84 be3 Ha3uBa / Untitled, 1983, ysbe Ha nnaTHyY /
oil on canvas, 241 x 192 cm, 36upka Mnommnpa CtameHkoBuha
/ Mnomup CtameHkosuh collection

KaT./Cat. 85 Hommage a Fahlstrém / Omaxx ®anacTtpomy
/ Homage to Fahlstrém, 1976, ybe Ha nnaTHy / oil on canvas,
200 x 200 cm, 36upka baHukhesuh / Bani¢evi¢ collection

KaT./Cat. 86 Baby Buffon / beba bugoH, 1976, ywe Ha
nnaTtHy / oil on canvas, 200 x 200 cm, 36upka Pagusoja
Opaxosuha / Radivoje Drazovi¢ collection

KaT./Cat. 87 H.N. Buffon, 1986, y/be Ha nnaTHy / oil on
canvas, 195 x 130 cm, npuBaTHO BfAcHULWTBO / private col-
lection

KaT./Cat. 88 Caneliphage Papou /lNanyaHcku KaHeogpar
/ Caneliphage Papou, 1985, ysbe Ha nnaTHy / oil on canvas, 162
X 130 cm, LlenTep my3ej / Zepter Museum, Belgrade

Kar./Cat. 89 Elan / Jloc / Moose, 1985, ysbe Ha niaTHy /
oil on canvas, 160 x 129 cm, LlenTep my3ej / Zepter Museum,
Belgrade

KaT./Cat. 90 Chauve-souris / Cnenv My / Bat, 1988, yibe
Ha nnaTHy / oil on canvas, 195 x 135 cm, 36upka Pagusoja
Opaxxosuha / Pagveoje [paxxoBuh collection

KaT./Cat. 91 Sterne Inca / Yurpa WHka, 1986, ysbe Ha
nnaTHy / oil on canvas, 147 x 97 cm, NpMBaTHO BAACHULLTBO
/ private collection

KaT./Cat. 92 Buffon / bugoH, 1986, ysbe Ha nnaTHy / oil
on canvas, 100 x 73.5 cm, npuBaTHO BAACHMLUTBO / private
collection

KaT./Cat. 93 Meidosem, 1987, y/be Ha nnaTHy / oil on
canvas, 195 x 130 cm, npuBaTHO BfACHULWTBO / private col-
lection

KaT./Cat. 94 Mémoires du Cardinal de Retz / Cekara
kapavHana Peua / Memoirs of Cardinal de Retz, 1992, ye
Ha naHeny / oil on panel, 251 x 122 cm, 36bupka PagnBoja
Opaxosuha / Radivoje Drazovi¢ collection

KaT./Cat. 95 Portrait de Madame S.R. / MopTpeT rocroke
C.P. [Corba Pukunen] / Portrait of Madame S.R. [Sonia Rykiel],
1992, ysbe Ha naHeny / oil on board, 250 x 122 cm, 36upka
PanunBoja Opaxxosuha / Radivoje Drazovic collection

KaT./Cat. 96 Marjou [MPF] / Mapjoy / Marjou (Mean Little
Girls series), cepwja 371e masne gesojymnue, 1996, ysbe Ha gacum
/ oil on panel, 246 x 121,5 cm, 36upka nopoaunue KpctoHowunh
/ Krstonosi¢ collection, Photo: Domingo Djuric

KaT./Cat. 97 be3 Ha3uBa / Untitled, 1990, ysbe Ha NnaTHY
/ oil on canvas, 195 x 140 cm, 36upka bupo / Biro collection /
Photo : Vojislav Jovanovi¢

KaT./Cat. 98 be3 Ha3uga / Untitled, 1961, yjbe Ha nnaTHy
/oil on canvas, 113 x 195 cm, 36upka Pagojuue Muxajnosmha
/ Radojica Mihajlovi¢ collection

Un./Il.

Un/lll. 1 Noptpet faaa, BpaHnbop febemkosuh, Beorpas,
oko 1955. roguHe / Portrait of Dado by Branibor Debeljkovi¢,
Belgrade, circa 1955

nn./lll. 2 boropoaunua / Holy Virgin, 1955, ysbe Ha nnaTHY
/ oil on canvas, 75 x 64 cm, NpMBaTHO BNAaCHULWITBO / private
collection

Wn /. 3 buuyukancta / The Cyclist, 1955, ysbe Ha nnaTHY
/ oil on canvas, 84.5 x 69 cm, UeHTap MNomnnay, HaunoHanHn
My3ej caBpeMeHe ymeTHocTU Mapus / Centre Pompidou, Musée
national d’art moderne, Paris Donation M. Daniel Cordier, 1989
AM 1989-279 / ®oTto: UeHTap Momnungy, MHAM-LILIW/®wnnn
MwureaT / Photo: Centre Pompidou, MNAM-CCI/Philippe Migeat/
Dist. GrandPalaisRmn

nn./lll. 4 Oannjen Kopanje ca JanoM, TOKOM CBeYaHOr
oTBapama n3noxbe ,Oano” y Nanepuju Oannjen Kopanje 19.
MapTa 1964. y Mapu3y / Daniel Cordier with Dado, during the
inauguration of the « Dado » exhibition, Galerie Daniel Cordier,
Paris, 19 March 1964

Un/ll. 5 Les Limbes ou Le Massacre des Innocents [ Jlumb6o
wnn Macakp HesuHux |/ Limbo or The Massacre of the Innocents,
1958-1959, ysbe Ha nnaTHy / oil on canvas, 194 x 259,5 cm,
LlenTap Momnunay, HaunoHanHw My3ej cCaBpeMeHe YMeTHOCTU
Mapw3 / Centre Pompidou, Musée national d’art moderne, Paris
Hap Ckanep doHpaumje / Gift of the Scaler Foundation, 1979
AM 1978-744 | ®oTo: LleHTap Momnunay, MHAM-LILW/ XKaknnHa
Xaja / Photo: Centre Pompidou, MNAM-CCl/Jacqueline Hyde/
Dist. GrandPalaisRmn

Nn./lll. 6 L'Architecte / ApxutekTta / The Architect, 1959,
yJ/be Ha nnaTHy / oil on canvas, 162.5 x 130 cm, LeHTap
Momnunay, HaunoHanHu My3ej caBpeMeHe ymeTHOCTU Mapus /
Centre Pompidou, Musée national d’art moderne, Paris Donation
M. Daniel Cordier, 1989. AM 1989-280 / ®oTo: LleHTap Momnuay,
MNAM-CCl/beaTpuc XaTana / Photo: Centre Pompidou, MNAM-
CCl/Béatrice Hatala/Dist. GrandPalaisRmn

nn./lll. 7 Le Sorcier / Yapobrak / The Sorcerer, 1959,
yJbe Ha nnaTHy / oil on canvas, 195,1 x 130 cm, npmMBaTHO
BJlacHMLWITBO / private collection

n./lll. 8 LEcole / LLIkona / School, 1960, ysbe Ha nnaTHy /
oil on canvas, 192 x 260 cm, UeHTap Momnunay, HaunoHanHu
My3ej caBpeMeHe yMeTHocTu Mapu3 / Centre Pompidou, Musée
national d’art moderne, Paris Oap OaHunjena Kopaujea / Do-
nation M. Daniel Cordier, 1989 AM 1989-278 / ®oTo0: LieHTap
Nomnunay, MHAM-LILIW/ BeaTpuc XaTana / Photo: Centre Pom-
pidou, MNAM-CCI/Béatrice Hatala/Dist. GrandPalaisRmn

nn./lll. 9 DapoBo nucMo 3a Xecu, nponeke (aetasn) / Let-
ter of Dado to Hessie, spring (detail) 1962. ®oHa Xecn, Apxus
My3eja moaepHe ymeTHocTW, Mapu3 / Fonds Hessie, Archives
du Musée d’art moderne, Paris

Mn./lll. 10 XKop>x Copo, Kynar-e y AHujepy | Georges Seurat,
Bathers at Asniéres, 1884, yybe Ha nnaTHy / oil on canvas, 202
x 301 cm, HaumoHanHa ranepuja JloHaoH / National Gallery,
London

nn./ill. 11 La Derniere Promenade (La Famille) / Mocneara
weTHa - lNopoauniia / The Last Stroll (The Family), 1962, yibe Ha
nnaTHy / oil on canvas, 128 x 195 cm, NpuBaTHO BIACHULLTBO
/ private collection

n./lll. 12 Epysan, anpun 1968 / Hérouval, April 1968,
Photo: Antoine Chastenet

n./lll. 13 La Locomotive / JlokomoTumBa / The Locomotive,
1969, ysbe Ha nnaTHy / oil on canvas, 195 x 260 cm, npMBaTHO
BJlaCHMLWTBO / private collection

nn./lll. 14 Expulsion a Montrouge / lNpoTepuBare y
MoHpyxy / Expulsion in Montrouge, 1967, y/be Ha nnaTHy /
oil on canvas, 87 x 98 cm, npuBaTHO BNACHULITBO / private
collection
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Nn/lll. 15 In memoriam Magritte / Omax MarpuTy, 1965,
yJ/be Ha nnaTHy / oil on canvas, 100 x 73 cm, npmBaTHO
BJIaCHMLWTBO / private collection

nn./lll. 16 Grande Plage bleue / Benvka rnasa rijiaxa
/ Large Blue Beach, 1970, y/be Ha nnaTHy / oil on canvas,
162 x 405 cm, HaumoHanHu oHO CaBpeMeHe YMeTHOCTH,
y oeno3nty y My3sejy nennx ymetHocTu Moy / Fonds national
d’art contemporain, On loan at the Musée des beaux-arts, Pau
/ ®oTo : Mackan 3uaoH / Photo: Pascal Szidon

Wn./lll. 17 La Chambre des enfants / leunja coba / The
Children’s Room, 1971, ysbe Ha nnaTHy / oil on canvas, 170 X
220 cm, NpmBaTHO BracHULWITBO / private collection

nn.lll. 18 Triptyque de Pali-Kao / Tpuntux o lMaam Kao /
Pali-Kao Triptych, 1972, y/be Ha nnaTHy / oil on canvas, 195 x
450 cm lanepuja XKaH bylue XXexep / Galerie Jeanne Bucher
Jaeger, Paris-Lisbonne, Photo: Jean-Louis Losi

Wn/lll. 19 Oapo v XKaH-PpaHcoa XKexxep / Dado and Jean-
Francois Jaeger, 1974 / ®oTo Jlana / Photo: Lala. Courtesy
Galerie Jeanne Bucher Jaeger, Paris-Lisbonne

nn./lll. 20 OpuruHan upTtex KacanuH CeeTor Hukosne
/ Original drawing of The Butcher of Saint Nicholas, LleHTap
Momnnay, bubnoteka KananHckun, Mapus / Centre Pompidou,
Mnam-CCl, Bibliotheque Kandinsky, Paris

nn./ll. 21 Oapo y byokoko, LleHTpanHoadpunyka
Peny6nuka / Dado in Boukoko, Central African Republic, 1974.
Courtesy Galerie Jeanne Bucher Jaeger, Paris-Lisbonne

nn /. 22 UpTex Murmeja / Drawing representing Pigmy,
made during the trip in Central African Republic with Dr Georg-
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