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Slikarski opus Zoltana Novaka prema svojoj
strukturi pripada postmodernistiCkom narativnom
slikarstvu, u vidu fragmentarne price kao dijela
subjektivne i prozivljene stvarnosti. To je slikar-
stvo unisonoga tematskog sadrzaja i oblikovne
strategije koja se mijenjala u skladu s mijenama
osobne percepcijsko-kreativne optike. Te promje-
ne fokusa interesa, udaljavanje i priblizavanje
objektu, svojim prostorno-planskim mutacijama
nesumnjivo pridonose dojmu filmske pokretlji-
vosti biljezenja autobiografskih momenata. Kre-
tanje je spiritus movens njegova cjelokupnog
stvaralastva. Prve kadrove karakterizira proma-
tranje svijeta “Sirom otvorenih ociju”, bliski plano-
vi domicilnog okruZja predgrada, neobuzdanog
neo-ekspresivnog rukopisa, pomaknutih rakursa
i figure reducirane anatomije. 1z ovoga vanjskog
otvorenog prostora Novak se povlaci u intimni,
zatvoreni svijet musko—Zenske komunikacije.
Kakofonija zvukova vanjskoga svijeta sada je
svedena na razmjenu govornih simbola izmedu
dviju figura, a zatvorenost prizora podvlaci se izo-
liranim prostornim blokovima i sumarnom antro-
po-figuralikom. Tenzija ovih musko—zenskih veza
potencirana je dakako i samom kromatikom i ru-
kopisom, intenzivno$¢u kojih mozemo raspoznati
nijanse govora od mirne, paralelne izmjene rijedi,
do urlanja, kojim odzvanja cjelokupni kadar slike.
Iz ovoga ozracja parova i njihovih odnosa Novak,
okruzen ratnim stradavanjima, povlaéi se i uspo-
stavlja monolog sa samim sobom, traze¢i odgo-
vor o temeljnim pitanjima opstojanja ¢ovjeka, sto
je rezultiralo hermeti¢kim geometrijskim sklopo-
vima u kojima se pojavljuje tek jedna €ovjekolika
figura, parafraza Leonardova crteza €ovjeka ra-
Sirenih udova, koji u daljnjem procesu propitiva-
nja biva transformiran u znak kriza ili, doslovno,
u metu. | sam gradbeni materijal tih konstrukcija
reliefa, kao neposredan kontakt sa stvarnoséu i
izvanjskim svijetom, metaforiCki se moze dovesti
u svezu sa svijeS¢u o krhkosti postojanja, jer je
rije¢ o odbacenim i isluzenim predmetima, otpa-
cima civilizacije.

Iz introspekcijskog prostora Novak pocinje usmje-
ravati svoju optiku na svijet pojavnosti postupno
otkrivajuci grad kao repozitorij pri¢a, natalozenih
slika, sjecanja i dogadanja. Dokidajuci pritom
bilo kakvu prepoznatljivost i vezu sa stvarnim
vizurama, Novak suzava prostor fokusirajuci se
na jedan urbani konvencionalni znak, piktogram
na semaforu koji predstavlja ¢ovjeka u hodu.
Depersonalizirani znak Setaca u Novakovoj re-
Ziji poprima razne karakterne osobine i uloge, od
bezbriznog flaneura, preko ’zaljubljenika’, ’putni-
ka’, 'ludaka’, do 'ubojice’, razlikujuéi se jedan od
drugoga ovisno o kromatskoj epidermi i strukturi
prostora kadra. Setaé postaje njegov osobni kod
s pomocu kojega, u raznim vidovima likovnog
izricaja, komunicira s gradom, polemizira i upu¢
uje kritike. Zastupanjem moralnih ili etickih stavo-
va njegov izricaj postaje na trenutke deklarativno
angaziran.

Po svojem mnozenju izvedenom matricom,
mimeti¢ko oblikovnoj depersonalizaciji, sposob-
nosti da im se dodijele razne uloge i proklami-
raju razliCite nazove su i Siluete, obrisni izrezi
ljudskih figura u stoje¢em stavu. No Siluete ne
posjeduju utjelovljeno kretanje kao Setaé, one su
nepokretne i svoju aktivnost izrazavaju odluéno
ispruzenom rukom ili otvorenim ustima. Upravo
ta statiCnost inicirala je pokretanje prostora oko
Silueta, u ¢ijem se gradenju Novak pocesto re-
ferira na njemu bliska djela iz suvremene likovne
umjetnosti. S druge strane, njihova univerzalna
uniformnost omogucila mu je veéi raspon situaci-
ja i promjena mjesta radnje i odmak od isklju¢ivo
gradskoga prostora markiranog signalima sema-
fora.

Simbiozom Setaca i Siluete Novak Ge stvoriti
svoju kloniranu vojsku Okupatora i Titana kojom
¢e u vidu instalacija u stvarnom gradskom pro-
storu, na fasadi MUO-a i parku Maksimir, jasno
iznijeti svoje misljenje o kulturno-ekoloskim pro-
blemima te podvuci svoju aktivnost angaZziranog
umjetnika.
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According to its structure, the painting oeuvre of
Zoltan Novak belongs to post-modernist narrative
painting, in the form of the fragmentary tale that is
part of a subjective, lived-through, reality. This is
a painting that is in unison in its thematic contents
and formal strategy, which changes in line with the
modifications in the personal, perceptive, creative
optics. These changes in the focus of interests, zo-
oming into and out from the object, with their muta-
tions in the spatial plane, undoubtedly contribute to
the impression of filmic motion in the recording of
autobiographical factors. Movement is the spiritum
movens of his whole creativity. Observation of the
world with eyes wide open characterises the first
fames; the close-ups of the domiciliary setting of
the suburb, with an unrestrained and neo-Expressi-
onist personal style, with shifted angles and figures
with scaled-down anatomy. From this outside, open
space, Novak retreats into an intimate, closed work
of man-woman communication. The cacophony of
sounds of the external world is now reduced to an
exchange of speech symbols between two figu-
res, and the enclosure of the scene is underlined
with the isolated spatial blocks and the summary
anthropo-figuration. The tension of these male-fe-
male connections is heightened of course by the
actual chromatics and the individual style, with the
intensity of which we can make out the nuances
of speech, from calm, parallel exchanges of wor-
ds, to shouting that resounds throughout the whole
frame of the picture. From this mood of couples
and their relationships, Novak, surrounded with the
losses and casualties of the war, withdrew, and set
up a monologue with himself, seeking an answer
about the basic questions of human existence and
survival, which resulted in hermetic, geometrical
complexes, in which only a single anthropoid figure
appears, a quote of the Leonardo drawing of a man
with outstretched limbs who in the further proce-
ss of examination is transformed into the sign of
a cross or, literally, into a target. The construction
material of these constructions-cum-reliefs, as im-
mediate contact with reality and with the external
world, can be metaphorically made to connect with
awareness about fragility of existence, for we are

dealing with objects that have been written off and
rejected, the rejects of civilisation. From the spa-
ce of introspection, Novak starts to direct his gaze
at the world of phenomena, gradually discovering
the city as repository of tales, of deposited images,
memories and events. Doing away with any kind of
recognizability and connection with real-life views,
Novak contacts the space, focusing on one single
urban conventional sign, the pictogram on a traffic
light, representing a walking man. In Novak’s trea-
tment the depersonalised sign of the walking man
or walker takes on various character features and
roles, from the carefree flaneur, via the lover, trave-
ller, the crazy to the killer, distinguished from each
other by the chromatic epidermis and the structure
of the space of the frame. The walking man beco-
mes his personal code, via which, in various forms
of visual expression, he communicates with the
city, engaging in heated arguments, sending out
criticisms. By representing moral and ethical points
of view, his idiom becomes, at moments, openly
committed.

The Silhouettes, cut-out contours of human figures
in a standing position, are multiplied with a stencil,
in mimetically formal depersonalisation, and capa-
ble of being assigned various roles, proclaiming
various worldviews. But the Silhouettes do not
possess the embodied movement of the Walker;
they are motionless and express their activity with
determinedly outstretched hand or open mouth. It
is this staticness that initiated the launching of the
space around the silhouette, in the building of whi-
ch Novak often refers to works close to him from
contemporary fine art. On the other hand, their uni-
versal uniformity has enabled him a great range
of situations and changes of place of action and a
remove from the exclusively urban space marked
by the signals of the traffic lights. In a symbiosis
of Walker and Silhouette, Novak was to create his
cloned army of Occupiers and Titans, with which
in the form of installations in the real city space,
on the facade of the Museum of Art and Craft and
in Maksimir Park, he was clearly to put forward his
ideas about cultural and ecological problems and
to underscore his work as committed artist.



NOCNE SLIKE

Ciklusom Nocnih slika, nastalim u protekle tri
godine, Zoltan Novak otvorio je novo poglavlje u
svojem stvaralastvu. Radi se o potpuno novom
pristupu narativnoj okosnici predstave, mizan-
scena, oblikovnoj strategiji i tretmanu slikane po-
vrSine. U ovom slu¢aju Novak je jo$ subjektivniji.
On pri¢a priéu o stvarnim osobama, osobama
iz neposredne blizine, o ljudima koji postoje ili
koji su postojali i zauvijek ostali u njegovu sje¢
anju; prica o gradu..., ustvari, prica o sebi. Znak
je postao tjelesan. Stoga je i Setac dokinut. Me-
tafora za grad, za kretanje po gradu postala je
suvisna, jer grad je postao zoran, neprepoznat-
liivo prepoznatljivo stvaran, pri ¢em nas njegova
arhitektura i ulice navode da ih sagledavamo i sli-
jedimo, postajuci tako od pasivnhog promatraca,
Covjeka Sto hoda, i sami Setadi. Istina, piktogram
se jos sporadi¢no pojavljuje na nekim radovima,
ali tek kao popratni element, kao reminiscenci-
ja na proteklo, minulo kretanje. Znakovi koji se
sada pojavljuju u panorami grada parafraze su
prometnih znakova s ideogramima seksa, nasi-
lja, melankolije, zagrljaja..., svega onog zapravo
Sto se zbiva u jednom gradu. Novak namjerno
gradi svoje gradove poput cyber-cityja, geome-
trijski organiziranih struktura s arhitekturom nalik
na sklopove ¢ipova u rac¢unalu. Gledani iz pticje
perspektive, prostiru¢i se na horizontu sve do
no¢noga neba, izliveni u crnom i betonski nije-
mi, ovi gradovi djeluju hladno i zlokobno, prije
kao mjesto zrtvovanja, a ne zivljenja. U Crvenoj
noci, crvenoj od zkrvi’ koja se cijedi s prometnih
znakova na kojima su ucrtani ideogrami nasilja
i ubojstva, sve je prijete¢i ostro, pa ¢ak i ceste
poprimaju oblik uboijitih sjeciva. Prema konstruk-
ciji teologa i anarhista Jacquesa Ellula, “grad je
simbol pomanjkanja vjere, jer je ¢ovjek u potrazi
za sigurnoS$cu pronasao sigurnost u njemu, umje-
sto u Bogu. Stoga je Bog prokleo grad”.! Nova-
kove vedute upravo tako i djeluju, kao mjesta
prokletstva. Zlokobnost ovih labirinata pojacava i
sama atmosfera nodi, jer “no¢ u svojoj zlokobnoj

materiji okuplja sve (...) negativne valorizacije.
Stovige, mrak je sam prostor paroksisti¢ke dina-
mizacije, svakoga kretanja. Crno¢a, to je sama
“aktivnost” i bezbroj pokreta izazvano je upravo
zbog neogranic¢enosti mraka...2 Kretnja, pokret ili
korak nisu nigdje eksplicitno naznaceni ili pred-
stavljeni, kao da se time nastoji apostrofirati
tezina prazne scenografije. Postojanost grada
nasuprot ljudskoj prolaznosti naznacena je po-
glavito u diptisima i triptisima s gradskim vizura-
ma. U tim cjelinama s viSe kadrova, koje €itamo
kao jedan vremensko-prostorni kontinuitet slijeva
nadesno, postoje tek zprometni’ znakovi s ljud-
skim figurama, no sredisnji kadar uvijek je pust.
U Prolazniku vidi se na prvom kadru dio noge
koja zakoracuje, i u drugom kadru dio noge koja
iskoracuje iz njega. Logi¢no bi bilo da se u sre-
distu ovoga diptiha vidi figura Covjeka. No, figure
nema. Postoji tek sablasna scenografija grada
i stupovi dima na no¢nom nebu. Ako i postoji,
to je tek prozirni linearni obris siluete Covjeka
(Posljednji setac), ili blijeda figura ¢ovjeka duha
(Dusni dan). Kao jedan od najznacajnijih efemer-
nih senzacija, kojima Novak uprizoruje nevidljivu
prisutnost ¢ovjeka, jest dim cigarete, vijugavi trak
koji se uzdize nad gradom i odlazi u nebo. Dim
je, osim svojih spiritualnih konotacija, i “slika veza
izmedu neba i zemlje” i “sredstvo ociSéenja”.® On
je komunikacija s Univerzumom, ali i put izlaza
iz ovoga Babilona. Drugi moguéi izlaz jest cesta,
koja se izdize iznad grada u smjeru neba. Put
pripremljen za Covjeka, koji je ionako tek samo
“hodocasnik izmedu Donjega i Gornjega grada,
nebeskoga Jeruzalema”.*

Jednu cijelu seriju slika Novak je posvetio upravo
ljudima koji su ve¢ stigli u Gornji grad, ljudima za
koje je bio vezan — baki, djedu, prijatelju slikaru...
Te su slike nastale dosta godina nakon njihove
smrti. Kao da je ¢ekao da se praznina, nastala nji-
hovim odlaskom, sama s vremenom ispuni i ma-
terijalizira u sliku. Da se mnostvo slika sjecanja
formira u jednu predstavu, u neku sveobuhvatnu
jedinstvenu sliku, sliku bake koja se vraca s trzni-
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NIGHT SCENES

In the cycle Night Scenes, created in the last three
years, Zoltan Novak has opened a new chapter in his
work. This is a totally new approach to the narrative
hub of the performance, the mise-en-scéne, the for-
mal strategy and the treatment of the painted surface.
In this case Novak is still more subjective. He tells a
tale about real persons, people from the immediate
vicinity, people who exist, or who did exist, and re-
mained for ever in his memory; he tells of the city... in
fact, he tells of himself. The sign has become corpo-
real. This is why the Walker has been abolished. The
metaphor of the city, for movement around the city,
has become superfluous, for the city has become pa-
tent, unrecognisably recognisably real, its architec-
ture and streets making us look at and follow them,
making us, from the passive observer of the walking
man, walkers ourselves. In truth, the pictogram does
occasionally show up in some of the works, but only
as a subsidiary element, a reminiscence of bygone
and past movement. The signs that now appear in
the panorama of the city are re-workings of the traffic
lights with idioms of sex, violence, melancholy, em-
braces, of everything that in fact exists in a town. No-
vak deliberately builds his towns as cyber-cities, ge-
ometrically organised structures with architecture like
assemblages of chips in a computer. Looked at from
a bird’s-eye-view, stretching out on the horizon all the
way to the night-time sky, cast in black and concrete-
mute, these cities seem cold and ominous, more like
places for sacrifice, not for life. In Red Night, red from
the blood that drips from the traffic lights on which are
drawn ideograms of violence and killing, everything
is menacingly sharp, and even the roads take on the
form of lethal blades. According to the construct of
anarchist-theologian Jacques Ellul, the “city is a sym-
bol of lack of faith, for man in the search for safety
found safety in it, and not in God. And that is why God
cursed the city.”" Novak’s scenes actually work preci-
sely that way, as places of damnation. The dire fore-
bodings of these labyrinths is backed up by the actual
atmosphere of the night, for “in its ominous matter the
night brings together all... the negative evaluations.”
What is more, darkness is the actual place of the pa-
roxysmal dynamisation, of all movement. Blackness

is just “activity and the countless movements are
excited precisely by the limitlessness of the dark.” No
motion, movement or step is ever precisely indicated
or presented, as if there were an endeavour thereby
to address the gravity of the empty stage setting. The
constancy of the city as against human ephemerality
is indicated mainly in diptychs and triptychs with city
scenes. In these units, with several frames, which we
read as a single temporal continuity, left to right, the-
re are just some traffic signs with human figures, but
the central frame is always empty. In Passer-by in the
first frame one can see part of a leg stepping out, and
in the second frame part of a leg stepping out from it.
It would be logical in the centre of the diptych to see
the figure of a man. But there is no figure. There is
only the spectral scenography of the town and the
columns of smoke against the night sky. If it exists,
it is merely a transparent linear contoured silhouette
of a man (Last Walker), or a pale figure of a ghost
man (All Souls). One of the most important epheme-
ral sensations with which Novak stages the invisible
presence of man is the smoke of a cigarette, a curling
trail that rises over the town and goes up into the sky.
Smoke, apart from its spiritual connotations, is also
“an image of the links between sky and earth” and a
“means of purgation”.? It is communication with the
universal, and a way out of this Babylon. A possible
other way out is the Road, which rises over the city in
the direction of the sky. A way made ready for man,
who is anyway just a “pilgrim between the Lower and
the Upper Town, the heavenly Jerusalem”.*

Novak has dedicated a whole series of pictures to
people who have just arrived in the Upper Town,
people who he was related to, his grandmother,
grandfather, a painter friend... These paintings were
painted plenty of years after their deaths. As if he
had been waiting for the emptiness created by their
going to fill out with time and to be materialised all by
itself into picture. For the many images from memory
to be formed into a single representation, into some
all-embracing and unified picture, the picture of the
grandmother coming back from the marketplace,
the bent figure of his grandfather in the kitchen. An
amalgam of images of every life story, reduced and
brought down to a silhouette, Novak thus avoiding
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ce ili pogrbljene figure djeda u kuhinji. Amalgam
slika svake Zivotne pri¢e Novak reducira i svodi
na siluetu, ¢ime izbjegava doslovnost portretnih
karakteristika s jedne strane, a s druge omoguc¢
ava mu da umnazanjem silueta, svijetlo-tamnim
ekspozicijama, obrisima i ispunama raznih struk-
tura, evocira vrijeme polagana nestajanja. Hladna
i racionalna upotreba geometrijskih planova, bilo
kod strukturiranja odsjecaka arhitekture, bilo kod
interijera u kojem obitavaju bezivotni otisci ma-
trica, odzvanja tiSinom i tieskobnom atmosferom
u ovim kadrovima. Pogotovo kod ispraznjenog
prostora slike u srediSnjem djelu triptiha (Kraj), u
kojem i lazurni nanosi boje kao da blijede i nesta-
ju, gotovo da fizi¢ki osje¢amo odsutnost ljudske
figure. Svaka od ovih figura na kraju pri¢e, nakon
triju i viSe sekvenci, biva koncipirana kao ideo-
gram, te se kao znak moze pojaviti u nekoj drugoj
slici ili kontekstu. Takve interpolacije, kao i izmje-
ne punih i praznih kadar-sekvenci, bezrezervno
se mogu povezati s oblikovnom jezi¢noséu filma,
napose filmske montaze, ili pak stripa.

Poput istinskoga gradskog kroni¢ara, Novak
svraéa pozornost i na prolaznike, ljude koji ¢esto
susrece, ali ih ne poznaje. Poliptih Majka i dijete
potresna je pri¢a o majci i njezinu odraslom retar-
diranom sinu, kojega svaki dan vodi u Setnju. Si-
luete sitne zene i znatno snaznijega, pogrbljenog
muskarca iskrivljenih udova, obavijeni noénom
tamom i osvijetlieni mjesecinom djeluju u prvi
mah stravi¢no, ali prateéi ih iz kadra u kadar u
njihovoj Setnji, ta strpljivost i ljubav majke pocinje
zraditi, i ne moZemo a da ne osjetimo simpatiju i
dragost prema tom paru.

Drugaciju vrstu ljubavi, dakako, razmatraju triptisi
na temu musko-Zenskih odnosa. Od ove serije i
radova identi¢ne tematike, spomenutih u uvodni-
ku, proslo je osamnaest godina. Figure su sada,
za razliku od apstraktnih blokova, predstavljene
poput kiborga, izvedene Sablonom s izrezanim
linijskim trakama koje podraZzavaju svojevrsni
mehanicko-robotski izgled figura. Do¢im, sam
razgovor izmedu muskarca i Zene viSe nije kao

na pocetku predstavljen izmjenom govornih sim-
bola, veé¢ strujnim iskrenjem koje u vidu aure
okruzuje njihove figure i munjama elektriciteta
spaja njihova srca, spolovila i koljena u okruzju
velikih plo¢a transformatora koje ispunjavaju cije-
li prostor slike. To ustvari i nije govor, ve¢ razmje-
na voltaze “suptilnih energija Sto protje¢u kroz
tijelo Covjeka”,® energija toliko snaznih da figu-
re levitiraju, sjedec¢i ni na ¢emu. Sam Razgovor
slikana je predstava, tocnije simulacija ekrana,
cyber-prostora u kojem “subjekt viSe nije samo
biolosko biée, ve¢ bi¢e koje je interfaceima (po-
srednicima) povezano s elektronskim senzorima
koji prosiruju domene ¢€ulnih dozivljaja...”® Novak
ovom inscenacijom umjetno stimulirane energije
ljubavi, svedene na Cistu Zelju, bez misli i odsut-
nosti Guvstava, kao da kritizira danasnje doba
hi-tech tehnologije i izrazavanje osjecaja putem
elektroni¢kih pomagala.
| na kraju ovog ciklusa Nocnih slika, pri¢e o gra-
du i no¢nim kretanjima, Novak se okreée sebi,
zumirajuéi i hvatajuéi svoje odraze na staklima
izloga za vrijeme kretanja gradom, ili na prozoru,
za boravka u atelijeru. Tako je nastao niz silueta,
karakteristi¢nih poza ili drzanja. Siluete izvedene
Sablonom zapravo su niz autoportreta, no bez
jasne fizicke prepoznatljivosti, sto mu, dakako,
i nije bio cilj. Namjera je bila stvoriti osobnoga
dvojnika kojega ¢e modéi uklapati i s kojim ¢e
moci sudjelovati u predstavama pri¢a od osob-
nog ili Sireg znacenja, mutirati prostore i vrijeme
radnje, ili pak iskustva auratskih, njemu bliskih
djela svekolike povijesti umjetnosti. Taj kreativni
sinkretizam rezultirat ¢e spajanjem svojeg odra-
za u zrcalu, kao zapsolutnog mimezisa’, i svoje
sjene, druge, nesvjesne prirode. Simulakrum
dvostrukog videnja sebe zapravo je slika no¢i u
kojoj se oslobada nesvjesno, a mjesec — zrca-
lo, “uzima vatru od sunca”, neumitno odrazava
postmodernisticko romanti¢arsko ozracje i zao-
kruzuje i podvlaci znacenje ovoga cjelokupnog
ciklusa no¢nih slika.

Borivoj Popovéak
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any literalness in the portrait characteristics on the
one hand and on the other enabling him to evoke, by
the multiplication of silhouettes, with light and dark
exposures, outlines and fills of different structures,
the time of slow disappearance. The cold and ratio-
nal use of geometrical planes, either as structuring
of sections of architecture or even of the interiors in
which the lifeless imprints of stencils dwell, echoes
with the silence and the atmosphere of angst in the-
se frames. Particularly in the case of the emptied
space of the picture in the central part of a triptych
(End), in which the transparent applications of paint
seem to pale and vanish, we can almost physically
sense the absence of the human figure. Each of the-
se figures at the end of the story, i.e. after three or
more sequences, is conceived as an ideogram, and
can appear as sign in some other picture or context.
Such interpolations, like the alternation of full and
void frame sequences can without any hesitation be
connected with the formal language of film, particu-
larly of film editing, or the comic strip.

Like a genuine city chronicler, Novak pays attention
to the passers-by, people whom he often meets wi-
thout knowing. The polyptych Mother and Child is a
poignant story of a mother and her adult, retarded
son, whom she takes for a walk every day. The sil-
houettes of the tiny woman and the much stronger
but hunched man with deformed limbs wrapped in
the dark of night and lit by the moonlight seem at
first terrible, but as we follow them in their walk from
frame to frame, this patient love of the mother starts
to shine out, and we cannot but feel sympathy and
gladness for the pair.

A different kind of love of course is shown in trip-
tychs on the theme of male and female relation-
ships. From this series and the works of an identical
subject mentioned in the introduction more than ei-
ghteen years has passed. Now, unlike the abstract
blocks, the figures are shown like cyborgs, done with
a stencil with cut-out linear ribbons that mimic the,
as it were, mechanically robotic appearance of the
figures. However, the actual conversation between
man and woman is no longer, as it was at the be-
ginning, represented by the exchange of speech
symbols, but via electrical sparking that surrounds
their figures in the form of an aura and with bolts

of lightning joins their hearts, genitals and knees in
the setting of the great transformers that fill up the
whole space of the picture. This is in fact not talk,
rather the exchange of voltages of the “subtle ener-
gies that flow through the body of man™, energies
so strong that the figures levitate, sitting on nothing.
The actual Conversationis a painted representation,
a simulation of a screen, a cyberspace in which the
“subject is no longer a biological being but a being
that via interfaces is linked with electronic sensors
that expand the domains of sensory experiences”.
Novak with this stage setting of the artificially stimu-
lated energy of love, reduced to pure desire, without
thought and with the absence of emotions, seems to
be criticising the age of hi-tech and the expression
of feeling with the utilisation of electronic aids.

And at the end of this cycle of Night Scenes, tales
of the city and movements by night, Novak turns to
himself, zooming in and capturing his reflections on
the panes of shop displays during the time he is mo-
ving about the city, or on the window while he is in the
studio. Thus were created a number of silhouettes,
characteristic poses and stances. The silhouettes
done with a stencil in fact are a series of self-portra-
its, though without any clear physical recognizability,
which of course was not his objective. His intention
was to create his personal doppelganger which he
would be able to fit in, and with whom he could sha-
re in the representations of the stories of personal
or broader important, change spaces and times of
action, or even the experience of auratic works clo-
se to him from the entire history of art. This creative
syncretism will result in the blending of this reflection
in the mirror, as “absolute mimesis”, and its shadow
of another unconscious nature. The simulacrum of
a double vision of himself is in fact a painting of the
night in which the unconscious is released, and the
moon is a mirror, which “takes fire from the sun”,
implacably reflecting the post-modernist Romantic
mood, rounding off and underlining the meaning of
this whole cycle of night paintings.

Borivoj Popovéak
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34. PROLAZNIK IV, 2008. —2009.
ulje na platnu; 200 x 145 cm

35. DVOJNIK, 2008 - 2009.
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5. DREAM, 2007
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oil on canvas; 200 x 145 cm
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oil on canvas; 200 x 145 cm

9. ENCOUNTER, 2007
triptych, oil on canvas; 242 x 425 cm
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polyptych, oil on canvas; 240 x 770 cm
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oil on canvas; 220 x 195 cm
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oil on canvas; 200 x 145 cm
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oil on canvas; 200 x 145 cm
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35. DOUBLE, 2008 - 2009
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oil on canvas; 250 x 170 cm

41. APPARITION, 2009
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42. NIGHT, 2009
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oil on canvas; 242 x 170 cm
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50. PASSER-BY, 2009
oil on canvas; 225 x 180 cm

51. NAUSEA, 2008
oil on canvas; 242 x 195 cm

52. CONVERSATION IN THE STUDIO, 2008

oil on canvas; 195 x 242 cm
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