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Lana Vasiljević's artworks reveals a constant yearning for experimentation with shapes, materials, and the setting. Her recent exhibitions, Silent Talk and Tacit Agreement bear witness to both her artistic approach to building her works and installations, and her need as an artist to observe the overall exhibiting space as an important element in constituting the works into a whole. 
For her new series, Vasiljević creates installations by combining once used and reshaped objects, photographs, new sculptural forms and ready-made items from her everyday life and visual experience. The relational aspect is a key element of her work, and the sculptures and compositions she creates (including the actual exhibiting in space itself) are carefully thought through groupings of visually and semantically interacting objects that create a meaningful monumental whole. This whole functions due to the relation between the objects; however, the objects themselves also serve as arbiters of potential meanings outside the whole. The artist places value on her own attitude towards the objects, personal memory, and space, thus creating one dimension of the works. The second dimension would be composed of the objects’ interoperability, and the third and final, the relations of space and objects. The symbolic plane is created based on the objects’ relationships: it is a correlation between old and new function, form, material, and colour. On a semantic level, that is, on the level of interaction of content and form, binary relations are omnipresent, spanning between fullness and emptiness, multitude and singularity, the spoken and silent, hard and soft, heavy and light, old and new. 
The process is a dominant component of the artist’s work – she takes her time to reflect on objects before abstracting their visual aspects and mobilising them into a poetic total. These “mind maps”, as she herself calls them, take a long time to process both as the result of transformation and visual and philosophical experiment. The time dimension is important to both the procedure and theme. Thus, Vasiljević's new artworks are also permeated by ideas of time and its transience – of function, things, meanings, and matter in general. Objects and installations evoke feelings of reverence before something almost sacred and melancholy, something that once was. The works’ nostalgia is also related to people's quiet reconciliation with their own mortality, with the end of their time, era and style, and the willingness to erect a monument to something that used to constitute our being alive. Sorrow is also present in that tacit realisation that art, monuments, and even objects outlive us all. That something that served us now serves others as a reminder that we once were.

Although they are not explicitly present, themes of vulnerability, childhood, maturation, deep emotions of love, inspiration, disappointment, are brought before us through the artworks’ elements – a half-broken glass in a napkin, a white bird immersed in fragments of a wall, a black mask filled with coal, a car driving around a clock, a heart on a punching bag, a badminton shuttlecock leaving a red trace, a book with a photo of a girl swallowing a key.

Lana Vasiljević’s method nurtures elements of the historical processes which have changed their approach to the use of objects in fine art – from neo avant-garde’s devising objects using collage, their recontextualisation and creation of new meanings through ready-mades, across New Realism’s procedures of accumulating and aestheticising common, even unattractive or banal objects and materials, to methods of connecting life and art through different experimental forms and intermediality, as the trademark of Fluxus. In a contemporary way, by implementing avantgarde procedural juxtapositioning and irony as important elements of her artworks, and by including currently unavoidable objects such as iPhones and keyboards, Vasiljević further develops these procedures by directing them towards the instrumentalisation of the full visual and semantic potential of given objects. Through personal recycling she introduces objects from the corpus of the private into the public domain. The impression of elegance and simplicity that Vasiljević creates is surprising considering the amount of content in the composition and the sheer versatility of objects she uses. By using monochrome, black and white, and by grouping objects into geometrically relating units, she cleanses the composition and instils order. Structure and control are important for the process and the works’ outcome, which we witness through their spatial layout, as well as the balance created by carefully finding the right relational measure. The circle, triangle, square and rectangle are what create rhythm – a crucial aspect in the installation’s placement. Randomness, as opposed to avant-garde procedures, is no more than happenstance in her compositions – the seemingly random combination and selection are the result of a very deliberate work procedure. The selection of objects she uses as a starting point for design is both visually and intellectually motivated, and their recontextualisation, as well as spatial placement are also the result of a combination of intuitive and rational selection.
The dualism of silence and speech is present in the works and the overall exhibition. By painting the objects in monochrome, pure black and white shades (in colours that have a certain funerary function, the whiteness and blackness of the beginning and the end), Vasiljević erases their marks of aging, origin, use and consumption, and makes the objects sound mute and eternal. They assume the function of a monument that generates a post festum testimony to life. As if after a big celebration, relocation or death, the artist has painted used objects and arranged them into a monument that testifies to the fullness and variety of human experience. The works can address anyone – they evoke meanings with which we load them through observation. Vasiljević abstracts objects from the very intimate context of personal use into the collective sphere of countless potential meanings. She brings dreams and the subconscious from experience to relations between objects and their context and by doing so evoking in the observer or observers a series of random personal associations.
Silence is conjured through the absence of people, white and black monumental compositions, “petrified” things “sealed” in wax, while speech is prompted through a multitude of visual and textual associations and relations. Text often appears written by hand as an inner form of speech, as comment, footnote, or conclusion; the bare minimum of speech, conveying maximum content potential. In her commentary on the works from the Silent Agreement series, Ana Ereš describes this speech as “magical”, she claims the works to be an epitaph to an intimate moment where “magical speech” springs from a multitude of relationships and in-between spaces, making Lana Vasiljević's work multi-layered and open to manifold interpretations and a myriad angles of observation.

Anna Simona Zelenović
Art Historian 

