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To Feel Space, the World and Oneself

Mirko Bratus$a, one of Slovenia’s best-known and most prolific sculptors, has not only presented
numerous exhibitions and installations but has also created a wide range of public sculptures
and monuments. He approaches his work through diverse techniques and employs a broad
spectrum of materials, from natural ones such as clay, wood and metal — especially bronze - to
artificial materials like polyester as well as industrial products. His works are often animated
with electricity, heating elements and water, enriched with sound or even interwoven with
new technologies. The layering of materials, the multiplicity of motifs and themes and the
simultaneous interplay of archaic and contemporary subjects give rise to allegorical, symbolic
and fantastical images, in which detail is as significant as the whole.

The layering of his motifs and themes draws us, through the simultaneous juxtaposition of
archaic and contemporary subjects, into allegorical, symbolic and fantastical images in which
detail is as important as the whole. Historical references and human-animal hybrids, already
present in cave paintings as well as in Egyptian, Assyro-Babylonian, ancient Greek, Persian

and Hindu art, reappear in current contexts as beings from other universes, mutants and
phantasmagorical apparitions — Chimeras - that, on an elemental level, may seem threatening,
yet as a whole are humorous and satirical, and thus closer to ordinary humans than to
zoomorphic deities.

In the hybrid iconography that fuses the anthropomorphic and the zoomorphic, new beings
emerge — metaphorical and surreal — whose suspended and inquisitive presence may at first
amuse us and even appear real. Yet a closer look at individual visual “implants” reveals something
apocalyptic, fatalistic, ominous, cautionary and socially critical. Their subtle inner beauty can

veil a foreboding sense of catastrophe, the intertwining of the symbolic archetype and the
unconscious, the individual and the collective, the real and the unreal, i.e. created and yet
modeled in the image of no one. These figures summon distant stories, stir wonder and awaken
primal memory, only to hurl us into the stark realities of bioengineering, genetics and cloning on
the one hand and the manipulation of society and nature on the other, leading to global crises,
pandemics and wars.

Just as Mirko Bratu$a enchants with the magic of his figures, he also disenchants with their
presence, landing a direct blow to the paradox and banality of existence, not only as an
existential idiom or predicament, but as an existentialist reflection that unfolds on the physical
and material as well as on the metaphysical and mystical level. And on the immanently,
intimately mythical - when, in the context of his oeuvre and through the titles of his works,

he establishes a kind of metaphysical — physical dialogue with artists who have inspired

and persuaded him to mischievously open his own references and highlight their influence
by citing their names, thus showing respect for them or situating them within his own art-



historical context, imprinting this compositionally, materially and thematically into his work and
integrating it into his oeuvre.

In his sculptural conception and creation, he often - indeed, almost always - enjoys playing
with generally accepted semantics, approaching it from his own perspective as he questions the
relationship between content and form, which he transforms to conceal its original meaning
without stripping it of recognizability. When choosing materials, he seems to walk along the
edge of possibility, as the initial idea becomes a path into experimentation, where he plays with
the transition from his personal interests and environment to a broader understanding of his
distinctive iconography. Many of his sculptures are endowed with a kind of metafunctionality,
which may be singular - shaped into a specific, self-contained work - or plural, when extended
into an arrangement of multiple sculptures. By placing these in various compositions, he
assigns them distinct roles and connects them into a “sculptural polyptych,” thereby not only
emphasizing the interrelations between them but also elevating the individual exhibits into a
cohesive spatial installation.

His entire body of work reflects a combination of intuition and rationality, guiding the artist
from the initial idea and consideration of its realization to the point where he must take into
account the properties of the materials and their potential interweaving. Yet this does not deter
him from experimenting with their treatment, as he is also an exceptional connoisseur of their
characteristics. With Mirko Bratusa, it seems that anything is possible, which is why we ourselves
must uncover the multilayered nature of the exhibited works — their multiple meanings hidden
beneath the surface. We must explore the sculptures, searching within them for what is not
immediately visible to the eye. This, however, is no simple task, as we are also drawn to the many
details on and within his works, which move across the surfaces of the sculptures and demand a
precise gaze. Our gaze leads us from the overall installation to the individual work and its details,
toward discerning each of them and their role within the installation. Let us discover what is
hidden, and we shall find it.

His “creatures” are at once gentle and attentive yet rebellious and raw, sometimes proudly
exhibiting their beauty on a pedestal regardless of their condition, sometimes twisted and
constrained, undisturbed in their self-image of grandeur and in the role they are destined to play
in an animated sequence of poses, positions and grimaces. This expressive and aesthetic journey
from prehistory to the present becomes a point of identification for the self-reflection we
experience here and now on an excursion into timelessness. Perplexed, we connect spaces and
worlds filled with vehement presence and repressed anxiety, searching for hidden and enigmatic
codes that might miraculously catapult us into a redemptive future.

But the crux of it is that we shape this future ourselves and witness it unfolding now, even as

we do nothing to bring it about. Immersed in the constant race for survival, confined within our
own bodies and burdened by ourselves and our roles in society, we play a predetermined and
imposed game, offering silence and a smile instead of a cry. Although we know that someone
else is thinking about our future, we are either unable or, out of opportunism and conformity,
unwilling to do anything to open Pandora’s box of our own delusions and mistakes. The hybrids
and humanoids greet us in an exhibitionist manner, awaiting a response. If the gesture fails, they
try again ... and again. Yet what is born as emotion the first time reappears as trauma the second
time. The sculptures of Mirko Bratusa are innocently seductive and cunningly uncanny - like the
song of the Sirens and Circe’s food. Alluring beauty and harsh reality. A lesson in art, history and
life.

Mirko Bratusa held his last solo exhibition in Maribor in 1997.1n 2011, he represented Slovenia

at the 54th Venice Biennale with the project Heaters for Hot Feelings, which symbolized the
individual who, within society, feels powerless in the face of politics, social structures and
environmental destruction — a condition that drives him to flee. All that remains is a return to
himself, to the realm of lost sensitivity. When, in 2011, he asked, “How do people feel space, the
world and themselves? What do we feel beyond the virtual space that is now ever-present?” he
probably did not imagine that these questions would remain unanswered to this day, let alone
that, over time, they would acquire an ever more cynical, ominous and brutal undertone.

— Peter Tomaz Dobrila
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Mirko Bratusa (1963) received the Student Pre3eren Award in 1988 and graduated from

the Academy of Fine Arts in Ljubljana the following year. From 1990 to 1992 he pursued
postgraduate studies at the Academy of Fine Arts in Munich under Professor Leo Kornbrust,
specializing in sculpture in urban space, and completed his degree there. In 1993 he joined the
class of the renowned British sculptor Tony Cragg at the Kunstakademie Duisseldorf, after which
he returned to the Academy of Fine Arts in Ljubljana and completed a postgraduate program in
sculpture that same year.

Since 1997, he has been teaching sculpture and ceramics at the Faculty of Education in Ljubljana,
Department of Art Education, where he was appointed full professor in 2014. In 2005 he received
the Golden Bird Award and the following year the Pre3eren Fund Award for his exhibition
Anonimos at the Circulo de Bellas Artes Gallery in Madrid. In 2011, he represented Slovenia at
the 54th Venice Biennale with the project Heaters for Hot Feelings. He has been a full member of
the Slovenian Academy of Sciences and Arts since 2025.

Bratusa explores the issue of placing sculptures in natural and urban space, a theme he explored
in his book Monuments of Transience, published in 2000. His concept of the counter-monument
sparked a debate in Slovenian public space, most notably with the sculptures Monument NG

in Nova Gorica and Nebuchadnezzar in front of the Ljubljana City Gallery. With his work, he
attempts to challenge conventional notions of monuments and advocates the professional and
systematic conservation and restoration of public sculptures.

He is convinced that sculpture is fundamentally about material and technique, which together
constitute its content. For him, combinations of materials open up unexpected possibilities — not
in the Rococo sense of layering red, black and white marble pebbles, but rather in the sense of
layering words: sharp, soft, delicate, robust ... Because his work is devoted to untangling the
relationships between form, material and technique, a basic understanding of technological
genesis — the creative process — is essential for engaging with and interpreting his sculptural
work.



