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ARTIIMUSLIM MULLIQIT

Cila éshté e vérteta e pikturimit? Literatura mund té bazohet tek faktet,
skenarét pér filma mund té shkruhen bazuar mbi até qé vértet i ka ndodhur
njerézve té caktuar, dhe fotografité mund té pérfagésojné até qé né njé
moment té caktuar gjendej para kamerés, mirépo muzika nuk mund té
reprodukojé objektet dhe ngjarjet nga natyra - ajo mund t'i shpreh ndjenjat
gé ato i frymézojné né mendjen e kompozitorit. Pér pikturimin, ndokush
mund té thoté se éshté dicka né mes té késaj pasi qé mund té krijohet duke
vrojtuar realitetin, por mund té jeté gjithashtu edhe rezultat i imagjinatés sé
artistit, njé reagim emocional dhe interpretim i té kuptuarit té njeriut té
nocioneve té caktuara apo mévetésimi i asaj qé po ndodh né botén reale dhe
tizike. Do té ishte tepér e thjeshtésuar té identifikohet qasja e paré me artin
figurativ dhe e dyta me artin abstrakt. Shpesh ne shohim njé gérshetim té té
dyjave pasi qé aspektet ekspresive dhe té forta emocionale dominojné mé
tepér né pasqyrimet figurative me intensitet dhe forcé té njéjté sikur e bené

dimensioniracional dhe konstruktivé né abstragim.
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Puna e Muslim Mulligit ménjanon njé ndarje té tillé dhe tejkalon
kundérthéniet e dukshme té dy paradigmave. Pikturat e tij jané né té
shumtén e rasteve njékohésisht narrative dhe gjestuale, lirike dhe
dramatike, intensive dhe madhéshtore. Natyrisht, ai ka vijuar arsimim té
artit klasik, dhe ka filluar vizatime né formé tejet realiste, nga vrojtimi i
rrethit té vet né kuptimin mé té gjeré té fjalés, nga figura njerézore dhe
portretet deri tek peizazhet dhe natyrén e vdekur me detaje té shumta qé
jané karakteristike pér ambientin e tij etnik dhe kulturor. Mund té themi se
né ato vite, pérkatésisht, para vitit 1952, ai akoma kérkonte até qé do ishte
stili dhe géndrimi i tij personal lidhur me artin e asaj kohe. Eshté miré e ditur
se vitet e 1950-ta ishin njé epoké e predominimit té tendencave abstrakte
sikur ekspresionizmi abstrakt né SHBA dhe abstraksioni lirik né Evropén
Peréndimore, pérderisa né pjesén lindore té kontinentit tong, clirimi nga
ideologjia e imponuar e »realizmit socialist« dilte né pah dhe e njéjta vlen
pér ish Jugosllaviné ku shumé artist dhe grupe artistésh mundoheshin té
artikulonin njé gjuhé té re té tyre, mé té pérshtatshme me frymén e kohés,
shpérndarjen e liré té ideve dhe ndikimi i rrymave mé liberale filozofike sig
ishte ekzistencializmi dhe jo voné nga kjo, strukturalizmi. Pérbrenda késaj
kornize, réndésia e individit, bota e tij e brendshme dhe perceptimi i tij unik
mbi fenomenet shogérore dhe kulturore jané vendosur né plan té paré, dhe
té gjitha kéto jané demonstruar né meényré pérkatése né praktika té

ndryshme kreative, qé nga letérsia e deri tek artet pamore.
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Pér diku rreth pesémbédhjeté vite, Muslim Mulligi u pérkushtua né
hulumtimin e gjendjes njerézore me forma dhe ngjyra té cilat ai i pérdori pér
t'itheksuar aspektet emocionale té figurave té pikturuara né luftén e tyre pér
mbijetesé. Varféria, migrimi, puna e réndé fizike dhe pérpjekjet e pareshtura
pér njé jeté mé té miré, jané temat kryesore té kérkimit ikonografik té artistit
né qasjen e tij pér t'i vizualizuar situatat e pérditshme té bashkévendésve té
tij. Ndjenja té fugishme dhe njé angazhim edhe mé i fugishém né té
kuptuarit thelbésor té arsyes prapa té gjithé atyre vuajtjeve qé kalonte
popullii tij, té aférmit, fqinjét dhe miqté, rezultojé né imazhe sugjestive pran
té cilave asnjé vrojtues nuk mund té géndrojé indiferent. Lévizjet e brushés,
linjat dhe ngjyrat té cilat i dhané formé kétyre pasqyrimeve jané té fugishme
dhe ekspresive, primare dhe té vazhda né shikim té paré, por té rafinuara
dhe miré té menduara pas njé shikimi mé té afért. Ka dicka arkaike dhe
monumentale né portretet e Mulligit, duke rikujtuar té kaluarén dhe vlerat
tradicionale akoma té gjalla né rajonin nga ai buron dhe né prejardhjen e
paraardhésve té tij. Né njé ményré, ka kundérthénie té caktuara né mes késaj
tradite dhe ményrés bashkékohore té jetesés, por né anén tjetér njeriu nuk
mund ta mohojé faktin se njé pjesé e madhe e trendéve dhe lévizjeve té artit
modern kané kérkuar inspirim né modelet para-klasike dhe primare té té
shprehurit, dhe kané vérejtur tek to nevojén mé autentike té racés njerézore
pér té pérshkruar té vértetat dhe dilemat themelore me té cilat jané
ballafaquar njerézit gjaté jetés si né nivel individual ashtu edhe shogéror.
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Simbolet, shenjat dhe format elementare shpesh pérdoren pér ta artikuluar
narrativin pamoré té kétyre kategorive dhe Mulliqi ishte tejet i vetédijshém
pér fuginé e tyre.

Até gé zbulojné pikturat e tij éshté njé pasqyrim té artistit bashkékohor
lidhur me té kaluarén dhe té tashmen, lidhur me trashégimin e tij dhe té
kuptuarit e tij mbi kohén né té cilén jeton. Koncepte té ndryshueshme té
hapésirés, ndryshime né vendosjen e figurave pérbrenda kompozicioneve,
kontraste intensive té ngjyrave né rrafshin e pikturés dhe veprime
impulsive dhe té ndérprera té cilat definojné konstruksionin e figurés nga
Mulligi, mund té konsiderohen si thelbi i stilit té tij, shénjuesit idiomatik té
domethénieve komplekse qé pérmban arti i tij. Pérgjaté dekadave, ai
gradualisht zhvilloi struktura pérkatése sintaktike duke pérdorur njé
gramatiké dhe fjalor specifik té pérshtatur sipas transparencés sé
géllimshme té secilés pikturé ve¢mas.
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Né shkallén kromatike t& Mulligit ne mund té vérejmé disa konotacione
simbolike: tonet e zeza evokojné anén e errét e genies fizike dhe
psikologjike, ankthin dhe pasiguriné né lidhje me até qé pritet té¢ ndodh,
ngjyra vjollcé qé réndom thekson trishtimin e humbjes, té kuqget qé tregojné
dashuriné dhe forcén e vazhdg, pérderisa té gjelbrat rikujtojné shpresén dhe
getésiné pér shpirtin endacak, ngjyré kafet e tokés jané té lidhura me dheun
dhe tokén e vendlindjes... por asnjé ngjyré nuk vjen si e vetme, por gjithnjé
éshté endérlidhur me ngjyra tjera.

Para se té béhet drité apo materie, ndjenjé apo perceptim, njé ngjyré éshté
njé abstraksion, njé ide, njé koncept. Né art dhe né botén e simboleve dhe
imagjinatés, duhet gjithashtu té merret parasysh, né mes aspekteve tjera,
funksioni shoqéror dhe relativizmi kulturor. Megjithaté, ne duhet té
pajtohemi me shkrimin e Wittgestein's (né Bemerkugen tiber die Farbe, I, 68) i
cili thoté »kur kérkohet nga ne se ¢ka nénkuptojné fjalét kuq, kaltér, zi,
bardh, ne menjéheré jemi né gjendje t'i shfaqim objektet me ngjyra té tilla.
Por kapaciteti yné pér t'i shpjeguar kéto fjalé nuk shkon pértej késaj«. Dhe
ky éshté dallimi kryesor né mes perceptimit vizual dhe komunikimit verbal,
gjuha e pérdorur nga piktorét dhe ajo e pérdorur nga shkrimtarét apo
mendimtarét. Kjo éshté gjithashtu arsyeja pérse njerézit reagojné aq
fuqishém ndaj pikturave té cilat atyre iu mbushin mendjen, i bindin dhe
ndikojné tek té kuptuarit e botés né té cilén jetojné. Pasi qé pikurat réndom
pérbéhen nga linjat dhe ngjyrat né ményré qé té pérfagésojné dicka,
vendimi i artistit se cka duhet shfaqur dhe si ta béjé kété éshté mé shumeé se
intrigues. Né kété kuptim, éshté e réndésishme pér vrojtuesin gé ta dijé se
nga ku vjen artisti pérkatés, cilat jané traditat e rrethit té tij, mitet dhe
legjendat e stérgjysheve té tij qé kané zéné vend tek nénvetédija e tij.
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Arti i Muslim Mulliqit zbulon té gjitha kéto karakteristika sepse &shté aq
thellésisht e ndérlidhur me vendlindjen e tij dhe strukturén ekzistenciale e
njerézve qé jetojné atje. Piktori tenton té kapé veté shpirtin e bashkévendésve
té tij, ndjenjat e tyre mé té thella dhe reagimet ndaj sfidave pér mbijetesé. Si
njé vrojtues i kujdesshém dhe interpretues i ndjeshém i fakteve té cilat aiika
vérejtur dhe pérjetuar, Mulliqi i transferon ato né figura me forcé té madhe
ekspresive té cilat me té vértet »absorbojné« shikimin e vrojtuesit dhe e
drejtojné até té lundrojé pérgjaté sipérfages sé pikturés. Té shikuarit e kétyre
pikturave éshté njé shtegtim tejet angazhues gé mobilizon shqisat dhe
mendjen, duke krijuar njé dialog intensiv me ndjenjat dhe géllimet e artistit.
Njé numér i madh i autoréve gé kané analizuar pikturimin e Mulligit kané
identifikuar tri faza qé shfagen me renditje kronologjike pérgjaté punimeve
té tija. Punimet e tija mé té hershme té réndésishme mund té gjinden qé nga
viti 1952, por réndom faza e paré shtrihet né mes viteve 1953 dhe 1968, e dyta
né mes 1968 dhe 1981 dhe e treta né mes 1981 dhe 1994. Mund té keté disa
modifikime lidhur me datat por né pérgjithési kéto kufizime kané 1évizur pér
shkak se artisti ndonjéheré éshté kthyer tek té njéjtat tema dhe ményraetyree
pérfaqésimit pasi qé kishte béré 1évizje tutje né qasjen e tij stilistike. Kritiku i
artit Hivzi Muharemi merr pikturén e Pazarit t¢ Madh té Gjakovés (1953) si
njé piké kthese né karrierén e Muslim Mulliqit, si genésore pér shtjellimin e
asaj qé éshté béré meé e réndésishmja né stilin e tij personal.
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Lévizje té vrullshme té brushés, pérdorim i guximshém i ngjyrave dhe

kompozicioni dinamik jané karakteristikat kryesore té punimeve té tija
artistike, duke u béré késhtu né pikturat vijuese si shénjuesit vecues té
produkteve té tija pikturale. Edhe pse ai gradualisht ulargua nga modelimi i
forté i trupave dhe objekteve, ai megjithaté ruajti elementet esenciale
formale té pikturave vijuese, por gjithashtu u kujdes pér pérmbajtjen, dhe
kuptimin e brendshém té pérzgjedhjeve té tija ikonografike. Artisti
kryesisht portretizoi punétorét e médhenj té cilét praktikuan profesione té
ndryshme por té cilét né shumicén e rasteve mbeten té varfér dhe shpesh u
deshén té emigronin pér té gjetur jeté mé té miré. Megjithaté, figurat e tij
géndronin té mburrur duke u ballafaquar me fatin e tyre dhe sfidat e
situatave né té cilat ishin vendosur.

Muslim MULLIQI (MONOGRAFI)
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Ka dicka né artin e Mulliqit qé tejkalon individin dhe shkon shumé pértej
realizmit pér t'u béré njé vizion universal i gjendjes njerézore. Pas vitit 1968
portretet u béné mé té personalizuara, me fytyra té pikturuara mé né aférsi
dhe ndonjéheré té ndryshuara nga maskat si shenja ikonike specifike qé
pasqyrojné botén qé nuk éshté mé empirike por kryesisht shpirtérore, pasi
qé shpirtrat e té vdekurve do té ktheheshin né mesin e njerézve té gjallé té
cilét poirikujtonin ata dhe até qéi pret ata pas pérfundimit té jetés sé tyre.
Nga piképamja formale, hapésira né té cilén figurat jané vendosur béhet e
réndésishme, pasi qé kthehet né njé fushé abstrakte ku figurat rrjedhin pasi
gé nuk jané mé statike, té fiksuara né pozat e tyre. Prapavija éshté ¢doheré e
mé pak e ngjyrosur, e geté dhe leht¢, e liruar nga pesha e ngarkesés té cilén
secili duhet ta mbaj. Né kété kuptim, duket se Mulligi pérdor mjetet e
pikturimit pér t'i dhéné shpresé popullit té veté, pér ta shprehur rrugédaljen
e mundshme nga situata e parehatshme pa pérdorur njé narrativ retorike té
tepruar té elementeve.
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Gjuha e tij éshté béré mé e ndritur, e reduktuar deri né hollési thelbésore
kompozicionale dhe pérfitoi metodén e lévizjes pérbrenda skenave té
pérfagésuara. Por qé nga vitit 1981 kur seria e fundit e pikturave té Mulliqit
tilloi (té cilat mund té ndigen deri né vitin 1994) dhe té paraqgitura nga motivi i
peizazheve dhe kullave, té karakterizuara nga ngjyra té pastra dhe hijet e tyre
pérfagésuese té cilat i dhané kétyre punimeve ndjenjén e freskisé, té krijuar
nga ndryshimet nga ajo qé dikur ishte mé dramatike tek ajo vijuese e njé
atmosfere mé lirike dhe poetike. Kullat apo murrét e fortifikatave (»kullat«) u
pérséritén né variacionet té shumta pérgjaté krijimtarisé sé artistit, dhe morén
rolin e simbolit arketipik qé lidh té kaluarén me té tashmen e vendit té tij, dhe
késhtu béhen té pandashme nga ndjenjat me té thella dhe pérvojat e banoréve
té Kosovés. Trajtimi i shkathét i linjave dhe ngjyrave nga Mulliqi zbulon
talentin e madh té tij té cilin mund ta admirojmé né té gjitha punimet e tija,
duke e vendosur até né mesin e artistéve té réndésishém té kohés sé tij, né
dialogun kreativ me bashkékohésit e tij né vende dhe ambiente kulturore té
tjera. Kundérthéniet né mes temave dhe motiveve tradicionale réndom té
pérfagésuara né pikturat e tij, jané t& dukshme vetém né lidhshméri me
drejtimet aktuale né artet pamore moderne, sepse gjuha ekspresive e artistit
nuk e mohon paradigmén qé ishte shpikur dhe pranuar nga mjeshtrit e
médhenj té shekullit 20 dhe té shpérndaré pérgjaté botés peréndimore. Ai ka
personalizuar kété paradigmé dhe ka tentuar pér ta avancuar me vizionin e tij
intim té realitetit qé e rrethonte. Sigurisht, ai éshté tejet i vetédijshém se shumé
vlera té lashta jané né zhdukje dhe sé bashku me to edhe mbetjet e tjera
arkitekturore dhe materiale té sé kaluarés, mirépo ato akoma jané té
pranishme né mendjen e njeriut si kujtime té rrjedhés sé pashmangshme té
kohés ndaj té cilés ¢do gjé dorézohet.

Né té njéjtén kohé, raca njerézore duhet té jeté e vetédijshme se e ardhmja
mund té ndértohet mbi format qé kané mbijetuar nga kohérat e méhershme té
cilatikané dhéné kombeve té tanishme identitetin e tyre.

Nga analiza e botés empirike né njé ményré specifike, Mulligi gradualisht ka
lévizur drejt sintetizimit té té dyja kuptimeve, até té piktorit dhe intelektualit.
Ai éshté béré mjeshtér i shtjellimit kompozicional dhe kromatik té procesit té
pikturimit dhe né té njéjtén kohé ai ka thelluar té kuptuarit e tij té
dimensioneve racionale dhe emocionale té pérmbajtjes, qé kané shérbyer si
pika nisjeje pér meditimet tija vizuale. Natyrisht, puna e tij duhet té
konsiderohet si njé »tekst« i ndérlikuar qé pérmban njé sasi informatash qé
duhet lexohen nga vrojtuesi i cili éshté i gatshém té investojé njohurin e tij né
até qé sheh kur géndron para figurés. Bashkéveprimi né mes vizuales dhe té
lexueshmes éshté njé pyetje vazhdimisht e hapur né artin figurativ, ku mund
té identifikojmé objekte dhe genie pavarésisht nivelit té¢ deformimit apo
stilizimit qé kané, pérderisa ato kané edhe mé té voglén komponenté aluzive.
Kjo éshté tejet e vértet né figurat qé pérmbajné elemente gé i referohen
historisé, etnisé dhe ambientit, e mos té flasim pér portretet apo ndonjé
referencé tjetér né figurén njerézore si¢ éshté rasti me pikturat e Muslim
Mulliqit.
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Kur ne fillojmé pér té véné pyetje rreth pikturave, éshté mjaft normale qé né
vend té pérgjigjeve ne arrijmé tek shumé mé shumé pyetje lidhur me
kuptimin e asaj qé shohim dhe si kjo na prezantohet neve. Disa teoricienét té
artit bashkékohor, si Frederic Jameson dhe W. J. T. Mitchell pér shembull,
pohojné se objektii paraqitur mund té interpretohet né shumicén e rasteve si
idhull, fetish apo totem. Njé vrojtim mé i afért do té tregonte prezencén e
kétij koncepti né punimet e ndryshme té Mulliqit: fshatarét dhe punétorét qé
ai portretizoi jané té ngritur né nivelin e idhujve, pérderisa kullat,
fortifikatat dhe muret nuk e fshehin rolin e tyre totemik duke géndruar mbi
gjithé até gé ndodh mbi tokén ku jetojné njerézit e réndom jetén e tyre té
pérditshme dhe praktikojné ritualet e mbijetesés né ményrén meé té miré té

mundshme.
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Figurat e izoluara né hapésiré ndonjéheré rriten né ¢ifte apo grupe té vogla
duke demonstruar praniné kolektive né marrédhénie dialektike sikur
déshirojné té na rikujtojné se ¢do individ éshté i aférm i individéve té tjeré,
sepse vecanérisht né komunitete té vogla éshté e pamundur té jetohet né
izolim nése njeriu déshiron té jeté i barabarté dheirespektuar nga té tjerét.

Muslim MULLIQI (MONOGRAFI)
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Ideja e mimesis (imitacionit), apo ideja e njé dritareje drejt heshtjes sé realitetit,
éshté e nénkuptuar né ¢do pikturé apo vizatim figurativ, por ajo qé e
fascinon artistin éshté fakti se ai mund té léviz lirshém mbi kété sipérfaqe,
duke kaluar nga njé formé né tjetrén, duke u endur né njé peizazh té
formave. Mulliqi ka ndjesi ndaj muzikés sé pikturés, ndaj ritmeve té saj,
gjysmétoneve té saj, dhe kombinimeve té pafundme té saj. Poeti francez
Paul Valéry, duke shkruar mbi Degasin, vérejti se »bota e dukshme éshté njé
stimulues i pandalshém: ¢do gjé zgjon apo ushgen instinktin pér té pérfituar
figurén apo konturén e asaj gjejé qé konstrukton shikimi. Ose ndryshe,
déshira pér t'i dhéné formé mé té afért figurés sé skicuar né mendje shkakton
gé njeriu té kap lapsin apo brushén, dhe kétu fillon njé lojé e guditshme,
ndonjéheré e luajtur furishém, né té cilén kjo déshiré, shansi, kujtimet,
shkenca dhe hapésirat e shtrembra té cilat jané né doré, ideja dhe
instrumenti, kombinohen, jetésojné shkémbime ku linjat, hijet, format,
paraqitjet e genieve dhe vende té tyre, me njé fjalg, jané pak a shumé me fat,
jané pak a shumé ndikime té parashikueshme...«. figura bazike qé pasqyron
realitetin, shpérndahet nga njé rrjetilinjave qé térheqin shikimin e vrojtuesit
nga trupat dhe objektet dhe e shtyn até té shikojé pikturén né térési, pér t'u
béré i vetédijshém mbi anén jo-mimike - shkurtimisht, pér ta pranuar
sipérfagen e pikturés si njé realitet té vetin, né krahasim me realitetin
empirik. Megjithaté, njé iluzion i caktuar éshté akoma i pranishém: duke
deshifruar formén njeriu pothuaj zbulon efektin e thellésisé, por vetém pér
t'u kthyer tek sipérfagja pérmes ndérthurjes sé linjave. Vrojtuesi kapet né
kurthet e sipérfaqes dhe késhtu ai mund t'ju afrohet atyre qé ishin ndjenjat e
artistit gjaté momenteve kur ai ishte duke punuar krijimtariné e tij.
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Nga ky kéndvéshtrim, shtrembérimet e figurave dhe variacionet né
kompozicione lehté mund té kuptohen, dhe fakti se subjektet nuk jané té
fiksuara na ndihmon qé shikimi yné vazhdimisht té 1éviz né drejtime t&é
shumta me géllim té zbulimit té sa mé shumé hollésive qé éshté e mundur.
Secila pikturé ka pér gellim té na parages neve misterin e realitetit, i cili na
shpéton sepse éshté né lévizje té vazhdueshme dhe formésohet nga koha
dhe drita qé ndryshon gjaté dités dhe varet gjithashtu se sa qielli éshté i
mbuluar apo i zbuluar. Shfrytézimi i linjave dhe ngjyrave nuk éshté thjesht
¢éshtje e formés, éshté ményra e té shikuarit dhe kuptuarit té formés pérmes

optikésindividuale.

Muslim MULLIQI (MONOGRAFTI)

17



18

Si funksionon kjo pérbrenda punimeve té Mulligit, shpeshheré té definuara
si »ekspresive«? Nése e kemi parasysh kété nocion si njé nga stilet historike
né agimin e artit modern, atéheré ne automatikisht ju referohemi grupeve
Die Briicke apo Der Blaue Reiter dhe gjithashtu mendojmé pér artist té vetém
si Edward Munch, James Ensor, Georges Roualt dhe Chaim Soutine, por né
kuptimin mé té gjeré ekspresiviteti si shénjues stili pércakton njé pérdorim
mé té gjeré té gjuhés pamore té karakterizuar nga ekzagjerimet apo
shtrembérimet e linjave dhe ngjyrave, njé braktisje e qéllimshme e
natyralizmit qé mund té ndiget deri né ditét e sotme, qé né té dy versionet
figurative dhe abstrakte. Natyra e 1éndés sé Mulliqit dhe theksi i vendosur
né konturat, jané dy arsyet pér té reflektuar mbi formén e artit té tij dhe
kéndvéshtrimit ekspresionist si njé kontribut i réndésishém né pikurén
bashkékohore pérbrenda késaj kornize. Posacérisht gjaté viteve 1960-ta,
Muslim Mulligi éshté koncentruar né tema ku ai mund té zhvillonte
poetiken e tij me njé metodé té forté ekspresioniste. Figurat e tija njerézore
paragiten me dhimbje dhe vuajtje por né té njéjtén kohé duke rezistuar dhe
duke u revoltuar, duke tentuar té mbijetojné jo vetém si individ por edhe si
pérfagésues té komunitetit dhe si krijesa, epike por jo patetike.
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Ai nuk i bénte nén-pérmbledhje té kaluarés me pérpilime eklektike, por
transformonte komponenté té ndryshém né entitete té reja. Né kuptimin e
tij, misioni i piktorit éshté té tregojé rrugén pérpara pa e neglizhuar
réndésiné e té kaluarés, réndésiné e arritjeve té artistéve nga shekujt e
kaluar. Kur kah fundi i viteve 1940, André Malraux publikojé librin e tij Le
Musée Imaginaire (Muzeu Imagjinar), ai themelojé njé koleksion té
mrekullueshém té imazheve té printuara, t€é reprodukuara né ményré
fotografike, té llojllojshme né origjing, stil dhe pérmbajtje, té pérmbledhura
pérgjaté mutacioneve shekullore té gjuhés vizuale, dhe késhtu vihen né
dispozicion pér té gjithé, dhe jo vetém pér ata q¢ mund té paguajné
udhétimin dhe vizitén e muzeve rreth botés; ky »i menduar né imazhe«
éshté synuar té jeté dialog né mes kulturave té ndryshme pavarésisht nga
vendi, tradita dhe mosha. Né kété kontekst, pikturat e Mulligit mund té
deshifrohen né kuptimin e njé thirrjeje té pandérpreré pér pranim té duhur
nga ana e vrojtuesit, me njé ndjeshméri totale né té gjitha nivelet. Vitaliteti
dhe drejtimi i gjesteve, pérputhja e formés dhe ngjyrave tejkalojné bazén
ikonografike té secilit punim artistik, duke zbuluar epshin pér krijimtari si
njé nevojé themelore, njé identifikim i brendshém i piktorit dhe té&
pikturuarit.
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Né véshtrim e té ashtuquajturit »modernizmit té errét« (njé nocion fillimisht
té ekspozuar nga historiani Slloven i artit dhe kritiku TomaZ Brejc) ¢éshtja e
shprehjes personale, drama e subjektit mund té zgjidhet vetém pérmes
pérvojave thellésisht té individualizuara dhe té aférta me situata reale
ekzistenciale, kur artisti pérdor mediumin e vet né ményrén mé moderne
pér t'i zbuluar ankthet, frikét dhe shpresat mé té thella. Larg nga estetizmi
akademik dhe formalizmi purist (qé ishte tipike, pér shembull, né formén
artistike Amerikane nga 1950 deri né 1970), né kontrast me ideologjiné
dominuese, pikturimi i Muslim Mulligit mund té krahasohet me punimet e
mjeshtérve mé té veguar té artit Evropian té kohés sé tij, gé nga anétarét e
grupit Kobra deri tek Jean Dubuffet dhe Francis Bacon apo, pérbrenda
kufijve té ish Jugosllavisé, pér shembull, artistét e médhenj Slloven Marij
Pregelj dhe Gabrijel Stupica. Fokusi i tyre né gjendjen njerézore ballafaqohej
me kundérthéniet e konsumerizmit qé shkaktojé degradimin e té gjitha
vlerave qé duhet té ishin té pérjetshme, dhe transformon njerézit né turma
anonime qé mund té manipulohen lehtésisht. Eshté véshtiré t'i rezistohet
kétij presioni qé shkakton stres dhe dezorientim, dhe shpesh artistét jané té
vetmit qé i rikujtojné bashkévendésve té tyre dinjitetin, veté respektin dhe
krenariné pér vlerat dhe traditat qé i kané trashéguar.

Né kérkim té drejtésisé dhe mendjes sé geté, figurat e Mulligit kalojné
pérmes fazave té ndryshme té permutacionit né té dy aspektet simbolike
dhe vizuale té pérfagésimit.

Dukja e tyre ndryshon gjaté viteve té aktivitetit té artistit dhe me té edhe
struktura e sipérfaqges sé pikturave. Shtegtimi i gjaté nga fillimi deri né fund
té karrierés sé tij kérkon njé vrojtues té pérgendruar, té gatshém pér té
hulumtuar pasuriné e gérshetimeve né mes pikturés si té téré dhe pjeséve té
saja té réndésishme njé nga njé.
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Disa heré syri duhet té kthehet tek burimi i imazhit té vetém pavarésisht né
sa ményra ajo éshté e shifruar para se té béhej e qarté se cka artisti ka
zhvilluar nga ideja origjinale. Né art, gjithmoné kemi té b&jmé me ide dhe
koncepte té cilat materializohen me punén e artistit, té njohur si krijimtari.
Pérséritja e motiveve duhet té konsiderohet sinjé nga metodat e réndomta té
procesit kreativ me qgéllim té arritjes sa mé afér rezultatit final, pikturés
absolute gé do té pérfshinte té gjithé dituriné dhe shkathtésiné qé artisti e ka
mésuar, si dhe paragitjet e ndjenjave dhe emocioneve nga personaliteti i tij.
Té menduarit kreativ éshté njé mister qé nxjerrét né pah né momentin e
caktuar né secilén figuré dhe pastaj zhduket vetém pér t'u shfaqur né njé
tjetér. Muslim Mulliqi kishte shikuar boten rreth tij ashtu si¢ donte ta
shikonte, mé larg dhe mé thellé. Ndonjéheré éshté e véshtiré pér vrojtuesine
réndom té hyjé brenda kétij vizioni, pér té shpérthyer pértej shtresave té
trasha té ngjyrés dhe transparencés sé hijeve té pérzgjedhura dhe
vendosura me kujdes né kanavacé. Véshtirim dhe mendimi vazhdimisht
ndérveprojné né perceptimin e formulimeve vizuale, ku njéra e nxit tjetrén
né dialektikén e pandérpreré té shkémbimit té pérbashkét. Shenjat qé len
prapa brusha mbi té bardhen e mbéshtetur mund té duken si arbitrare né
shikim té paré, por artisti e diné né ményré té pérkryer pérse ato jané aty
edhe pse mund té jené pasojé e gjesteve qé duken automatike - e gé nuk do
té thoté se jané té rastésishme, dhe kur bashkohen né formén e déshiruar, ato

natyrisht vértetojné se jané té qéllimshme.

Muslim MULLIQI (MONOGRAFI)



22

Ngadalé arrijmé tek pérfundimi se ¢ka éshté e vérteta né pikturim: nuk
éshté ajo qé duket, nuk éshté kopja reale e objekteve dhe genieve té shikuara
dhe identifikuara né boten materiale, por né té€ shumtén e rasteve éshté né
mospérputhje me té - pasi qé modernizmi insistoi qé arti duhet té shkoj

pértej objektivitetit dhe ta reduktojé vizionin empirik mbi gjérat pér ta
zbuluar pérvojén e brendshme té artistit me té cilén ai e ka béré pérshkrimin.
Muslim Mulliqi i ka pérkushtuar jetén hulumtimit té substancés dhe
ndértimit té strukturés sé pikturave té tij. Né kété kuptim éshté vértet njé
artist modern i cili me kujdes pérzgjodhi temat dhe subjektet e tij por mbaijti
pérgendrimin mbi mendimin e tij piktorial té artikuluar pérmes gjuhés qé ai
pérdori. Pérgjithésia absolute estetike, pavarésisht nga motivi paragqitet
vetém sepse e ndjek njé shteg té kérkuar qé udhéheq procesin e krijimit, qé
aktivizojné lévizjet e mendjes dhe ndjenjat qé béhen pjesé e lojés estetike.
Pavarésisht sa e padurueshme béhet jeta reale, fizike, piktori krijon njé jeté
té tij, jetén g€ e jeton me pikturat e tij, té vértetén qé e pérfaqésojné ato pér té.
Kur historianét dhe kritikét e artit i shikojné pikturat, ata déshirojné té diné
¢faré domethénie kané kéto imazhe dhe si ato komunikojné si shenja dhe
simbole, si ndikojné tek emocionet dhe sjelljet njerézore. Pér artistin, punae
tij éshté, né radh té paré, céshtje se si té shpreh vetveten, njé ményré e gjetjes
sé té vértetés personale dhe pér ta béré kété universale, pér ta ndaré me té
tjeré né ményré gé té kuptohet se cka po ndodh né kohén e tij dhe ambientin
Arti i Muslim Mulliqit éshté sigurisht njé kontribut i réndésishém né kété
njohuri bazike por tejet mistike.

Brane Kovic
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THE ART OF MUSLIM MULLIQI

What is truth in painting? Literature might be based on facts, scenarios for
tilms might be written from what really happened to certain people and
photographs may represent what in certain moment was in front of the
camera but music cannot reproduce objects and events from nature - it can
only express the feelings they inspire in the mind of the composer.

For painting, one might say it is something in between as it can be generated
from observing reality but it can also be a result of artist's imagination, an
emotional reaction and interpretation of one's understanding of particular
notions and interiorisation of what is happening in the real, physical world.
It would be too simplified to identify the first approach with figurative and
the second one with abstract art. More often, we see the interferences of the
two as the expressive, strongly emotional aspects predominate in figural
representation with same intensity and power as rational, constructive
dimension does in abstraction. Muslim Mulligi's work excludes such
division and overcomes the apparent contradiction of two paradigms.

His paintings are in most cases simultaneously narrative and gestual, lyrical
and dramatic, intense and sublime.
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Naturally, he went through classical art education, he began drawing in
rather realistic manner, from observation of his surroundings in the largest
sense of the term, from human figure and portrait thru landscape and still-
life to significant details that are characteristic for his ethnic and cultural
environment. We can say that in those years, namely, before 1952, he was
still searching for what was supposed his personal style and attitude in
regard to the art of his time. It is well known that the 1950s were the era of
predominance of abstract tendencies such as abstract expressionism in the
USA and lyrical abstraction in Western Europe while in the eastern part of
our continent the liberation from the imposed ideology of »socialist
realism« showed up and that goes also for former Yugoslavia where many
artists and artists' groups were trying to articulate a new language of their
own, more appropriate to the spirit of time, the free circulation of ideas and
the influence of more liberal philosophical currents such as existentialism
and not long afterwards, structuralism. Within this framework, the
importance of the individual, his inner world and unique perception of
social and cultural phenomena were put in front plan, all that being
adequately demonstrated in various creative practices, from literature to
visual arts.
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For some fifteen years, Muslim Mulliqi dedicated himself to explore the
human condition with forms and colours which he used to stress the
emotional aspects of the painted figures in their struggle for survival
Poverty, migrations, hard labour and eternal efforts for better life are the
main themes of the artist's iconographic search in his approach to visualize
everyday situations of his fellowmen. Strong feelings and even stronger
involvment into profound understanding of reasons for all suffering his
people, his relatives, neighbours and friends had to go through resulted in
suggestive images by which no viewer is left indifferent. The brushstrokes,
the lines and colours that gave form to these representations are powerful
and expressive, primary and rough at first sight but refined and well
thought at a closer look. There is something archaic and monumental in
Mulliqgi's portraits, recalling the past and traditional values still alive in the
region of his roots and his ancestral background. In a way, there is certain
contradiction between this tradition and contemporary way of living but on
the other side one cannot deny the fact that a great part of modern art trends
and movements seeked inspiration in pre-classic, primary models of
expression and saw in them the most authentic need of the human race to
depict the basic truths and dilemmas men encounter in their lives either on
individual or social level. Symbols, signs and elementary forms are often
used to articulate the visual narrative of these categories and Mulliqi was
well aware of their power. What his paintings reveal is a reflection of
contemporary artist about past and present, about his heritage and his
understanding of the time he lives in. Variable concepts of space, changes in
placing the figures within the composition, intense contrasts of colours on
the picture plane and impulsive, broken gestures that define Mulligi's
construction of the image can be considered the core of his style, the
idiomatic signifiers of the complex meanings his art contains. Across the
decades, he gradually developed proper syntactic structure using a specific
grammar and vocabulary encoded according to the intentional
transparency of each sigle painting.

Muslim MULLIQI (MONOGRAFI)
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In Mulligi's chromatic scale we can recognize some symbolic connotations:
black tones evoke the dark side of physical and psychological being, the
anxiety and uncertainity in regard to what is going to happen, the violet
which usually denotes sadness of loose, the reds indicating love and rude
force, while the greens recall hope and calm for the wandering soul, earthly
browns are connected with soil and ground of the native land... But no color
ever comes alone, itis always in relationship with other colors.

Before being light or matter, sensation or perception, a color is an
abstraction, an idea, a concept. In art and in the world of symbols and
imagination, it is also to be considered, among other aspects, in its social
function and cultural relativism. Nonetheless, we have to agree with
Wittgestein's note (in Bemerkugen tiber die Farbe, I, 68) than »when we are
asked what the words red blue, black, white mean, we can immediately
show the objects in these colors.

But our capacity to explain the meaning these words doesn't go any further«.
And this is the main difference between visual perception and verbal
communication, the language used by painters and the one used by writers
or thinkers. That is also the reason why people react so powerfully towards
the pictures which persuade them, convince them and influence their
understanding of the world they live in. As the paintings usually consist of
lines and colors in order to represent something, the artist's decision what to
depict and how to do it is more than intriguing. In this sense, it is important
for the viewer to know where a particular artist comes from, what are the
traditions of his environment, the myths and legends of his ancestors that
settled in his unconscious.
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The art of Muslim Mulliqi reveals all these characteristics because it is so
profoundly connected with his native land and the existential patterns of
the people who live there. The painter tries to seize the very soul of his
countrymen, their deepest feelings and reactions to the challenges of
survival. As an attentive observer and sensitive interpreter of the facts he
has noticed and experienced Mulliqi transfers them into images with great
expressive power that litterary »absorb« the viewer's gaze and force it to
navigate across the picture surface.

Looking at these paintings is particularly involving voyage that mobilizes
the senses and the mind, establishing an intense dialogue with the artist's
feelings and aims.

Quite a few authors that analyzed Mulliqi's painting have identified three
phases appearing in chronological order throughout his work.

His important early works can be traced since 1952 but usually the first
phase extends between 1953 and 1968, the second one between 1968 and
1981 and the third from 1981 to 1994. There might be some modifications
concerning these dates but in general the limits are moved because the artist
sometimes returned to same subjects and the way of their representation
after he had already made a step forward in his stylistic approach.

The art critic Hivzi Muharemi takes the painting Grand Bazar of Djakova
(1953) as the turning point in Muslim Mulligi's career, crucial for the
elaboration of what became the most significantin his personal style.
Vehement brush strokes, bold use of colors and dynamic composition are
the main characteristics of this artwork, becoming in the paintings that
followed the distinctive signifiers of his pictorial production. Even if he
gradually moved from the strog modelation of bodies and objects, he still
kept the essential formal elements of his painting proceedings but also
taking care of the content, the inner meaning of his iconographic choices.
The artist mainly portrayed hard workers who practiced various
professions but in most cases remained poor and often had to emigrate in
search of better living. Still, his figures remain proud while facing their
destiny and the challenges of the situations they were putin.

There is something in Mulligi's art that transcends individual and goes far
beyond realism to become an universal vision of human condition.
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After 1968 the portraits became more personalized, with faces painted in
close-ups and sometimes alternated by masks as specific iconic signs
reflecting the world that is no more empirical but mostly spiritual, as the
ghosts of the dead would be returning among the living persons
remembering them of what expects them after the end of their lives. From the
formal point of view, the space in which the figures are placed gains
importance, it turns into an abstract field where the figures flow as they are
no more static, fixed in their poses. The background is less and less colored,
calm and light, liberated from the weight of the burden everyone is supposed
to carry. In this sense, it seems that Mulliqi uses the painterly means to give
hope to his people, to express the possible way out of the uncomfortable
situation without using much rhetorical narrative elements.

His language has become brighter, reduced to essential compositional details
and getting the touch of movement within the represented scenes.

But starting from 1981 when the last series of Mulligi's paintings initiated (it
can be followed until 1994) and was introduced by the motif of landscape and
tower, characterized by clear colors and their respective shades that gave to
these works the feeling of freshness generated from the alternations of once
more dramatic and next time more lyrical, poetic atmosphere.
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The towers or walls of the fortresses (»kula«) repeated in multiple variations
throughout the artist's oeuvre assumed the role of the archetypical symbol
connecting the past and the present of his country, thus being unseparable
from the most profound sensations and experience of the inhabitants of
Kosovo. Mulliqgi's skillful treatment of lines and colors reveals his great
talent that we can admire in all of his works, positioning him among the
important artists of his time, in creative dialogue with his contemporaries in
other countries and cultural environments. The contradiction between the
traditional themes and motifs usually represented in his pictures is only
apparent in relation to actual directions in modern visual arts because the
artist's expressive language does not deny the paradigm that was invented
and accepted by the great masters of the 20th century and expanded across
the western world. He has personalized this paradigm and tried to upgrade
it with his intimate vision of reality he was surrounded with.

Certainly, he is well aware that many ancient values are disappearing and so
do the arhitecture and other material remains of the past but they are still
present in the human mind as reminders of the inevitable flow of time to
which everything is submitted. Simultaneously, the human race must be
conscious that the future can only be built on from what has survived from
earlier ages and has given to nations their current identity.
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From analyzing the empirical world in a specific way, Mulligi has gradualy
moved towards the synthesis in both, painterly and intellectual sense. He
mastered the compositional and chromatic elaboration of the painting
process and at the same time he deepened his understanding of the rational
and emotional dimensions of the contents serving as departure points for his
visual meditations. Indeed, his work is to be considered as a sophisticated
»text« containing a quantity of information to be read by the viewer who is
prepared to invest his own knowledge in what he sees when standing in
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The interplay between the visible and the readable is a constantly open
question in figurative art where we can recognize objects and beings no
matter how deformed or stylized they are as long as they have the smallest
allusive component. That is particulary true in the images containing traces
of historical, ethnic and ambiental reference, not to speak about portraits or
any other reference to human figure as it is the case with Muslim Mulliqi's
paintings. When we begin to question the pictures, it is quite normal that
instead of the answers we get more and more questions about the meaning
of what we see and how it is presented to us. Some theorists of
contemporary art, Frederic Jameson and W. J. T. Mitchell for example, claim
that the depicted object can in most cases be interpreted as idol, fetish or
totem. A closer observation would show the presence of this concept in
various Mulligi's artworks: the peasants and workers he portrayed are
elevated to the status of idols, while the towers, fortresses and walls do not
hide their totemic role standing above all what is happening on the ground
where ordinary people live their everyday life and practice the rituals of
survival the best way they can. Figures isolated in a space sometimes grow
in couples or small groups demonstrating the collective presence in dialectic
relationship as wanting to remind us that every individual is related to other
individuals because especially in small communities it is impossible to live
in isolation if one wants to be equal and respected by the others. The idea of
mimesis, the idea of a window on a slice of reality, is implicit in every
tigurative painting or drawing but what fascinates the artist is the fact that
he can move freely about the surface, going from one form to another as he
would be wandering in a lanscape of forms. Mulliqi is sensitive to the music
of painting, toitsrhytms, its semitones, its infinite combinations.
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The French poet Paul Valéry, while writing about Degas, noticed that »the
visible world is a perpetual stimulant: everything awakens or nourishes the
instinct to appropriate the figure or the contour of the thing which the gaze
constructs. Or else, the desire to more closely shape the image sketched in
the mind causes one to seize the pencil or brush, and here begins a strange
game, sometimes furiously played, in which this desire, chance, memories,
science and the uneven facilities which are in the hand, the idea and the
instrument combine, enact exchanges whose lines, shadows, forms,
appearences of beings and places, the work in a word, are more or less
fortunate , more or less predicted effects...«. The basic image that refers to
reality, is disturbed by a network of lines that draws the viewer's gaze away
from bodies and objects and forces him to look at the painting as a whole, to
get conscious of its non-mimetic side - shortly, to accept the picture surface
as a reality of its own, opposed to empirical reality. However, a certain
illusion is still present: decoding the form one virtually recognizes the effect
of depth but only to return back to the surface through the interlacing of
lines. The viewer is caught in the snares of the surface and thus he can come
closer to what were the artist's sensations while he was producing his
creation. From this point of view, the distortions of the figures and the
variations of the composition are easily understandable and the fact that the
subjects are not fixed helps us to make the gaze to succeedenly move in
multiple directions with intention to discover as many details as possible.
Each painting is intended to introduce us into the mystery of reality which
escapes us because it is in permanent movement and it is conditioned by
time and light that changes during the day and depends also on how much
the sky is covered or uncovered. The use of lines and colors is not simply a
question of form, it is the way of seeing and understanding forms through
theindividual optics.

How does this function within Mulligi's work, often defined as »expressive«
? If we have in mind this notion as one of historical styles at the dawn of
modern art, then we automatically refer to the groups Die Briicke or Der
Blaue Reiter and also think of single artists like Edward Munch, James
Ensor, Georges Roualt and Chaim Soutine but in more general sense
expressiveness as style signifier designates much broader use of visual
language characterized by exageggerations and distortions of line and
color, a deliberate abandon of naturalism that can be followed up until
nowadays in both, figurative and abstract versions. The nature of Mulliqgi's
subject-matter and the emphasis placed on outline are two reasons to reflect
on his art from expressionist point of view as an important contribution to
contemporary painting within this framework.

Especially in the 1960s, Muslim Mulliqi has concentrated on themes where
he could develop his poetics with a strong expressionist touch. His human
figures are depicted in pain and suffering but at the same time in resistance
and revolt, trying-to survive not only as individuals but also as
representatives of community and species, epic but not pathetic.
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He did not subsummarize the past in eclectic compilations but transformed
various components in new entities. In his understanding, the mission of the
painter is to show the way forward without neglecting the importance of the
past, the importance of the achieevements of artists from the previous
centuries.
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When towards the end of the 1940s, André Malraux published his books on
Le Musée Imaginaire (The Imaginary Museum), he established a
magnificient collection of printed, photographicaly reproduced images
diverse in origin, style and content, assembled accross centenial mutations
of visual language, becoming available to anyone, not just to those who can
afford travelling and visiting the museums around the world; this »thinking
inimages« was intended as dialogue between different cultures no matter of
place, tradition and age. In this context, Mulliqgi's painting can be decoded in
the sense of permanent call to adequate reception from the side of the
viewer, to total empathy onall levels.

Vitality and directness of the gestures, the correspondence of form and color
overcome the iconographic basis of every single artwork, exposing the lust
for creation as an essential need, an inner identification of the painter and
the painted.

Muslim MULLIQI (MONOGRAFI)



In the light of the so-called »dark modernism« (a notion first exposed by the
Slovenian art historian and critic TomaZz Brejc) the question of personal
expression, the drama of the subject can only be resolved through deeply
individualized, close experience of the real existential situations, when the
artist uses his medium in the most modern manner for revealing his
profoundest anxieties, fears and hopes.

Far from academic esthetisation and puristic formalism (that was typical, for
example, in American art from 1950 to 1970), in contrast with dominant
ideology, the painting of Muslim Mulliqi can be compared with works of the
most distinguished masters of European art of his time, from members of the
Cobra group to Jean Dubuffet and Francis Bacon or, within the borders of
former Yugoslavia, for example, the great Slovenian artists Marij Pregelj and
Gabrijel Stupica.

Muslim MULLIQI (MONOGRAFI)

37



38

Their focus on human condition faced the contradictions of consumerism
that causes the degradation of all the values supposed to be eternal and
transforms people in anonymous crowd that can easily be manipulated. Itis
hard to resist this pressure causing stress and desorientation and often the
artists are the only ones to remind their fellowmen about their dignity, self
respectand pride for values and traditions they inherited.

In search of justice and peace of mind, Mulliqgi's figures go through various
phases of permutation in both, symbolic and visual, aspect of
representation. Their look changes in years of the artist's activity and so does
the structure of the picture surface. The long journey from the beggining
until the end of his career demands an attentive observer, prepared to
explore the richness of the interlacements between the painting as a whole
and its significant parts one by one. Several times the eye must return to the
source of the single image no matter in how many ways it is encoded before
it becomes clear what the artist developed from the original idea. In art, we
always have to do with ideas and concepts which get materialized with the
artist's work, recognized as creation. The repetition of motifs should be
considered one of the usual methods of the creative process with the
intention to arrive as close as possible to the final result, the absolute picture
that would include all the knowledge and skills the artist has learned as well
as all sensitive and emotional output of his personality. Creative thinking is
a mistery that reveals itself in the right moment in every image and then
disappears just to reappear in the next one. Muslim Mulliqi was looking at
the world around him as he would see further and deeper. Sometimes it is
hard for the average viewer to enter this vision, to pierce the thick layers of
paintand transparency of the shades so carefully selected and applied on the
canvas. The gaze and the thought constantly interact in the perception of
visual formulations, one incites another in the everlasting dialectics of
mutual exchange.
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The traces that the brush leaves on the whiteness of the support may seem
arbitrary at first sight but the artist knows perfectly well why they are there
even if they are the consequence of seemingly automatic gestures - which
doesn't mean they are accidental and when they unite in a desired form,
they certainly prove they are there with purpose.

Slowly we come to the conclusion what is the truth in painting: it is not what
it seems to be, it is not the realistic copy of objects and beings percieved and
identified in the material world but in most cases in discord with it - since
modernism insisted that art should go beyond objectivity and reduce the
empirical visions of things to reveal the inner experience of the artist with
what he has depicted. Muslim Mulliqi devoted his life to explore the
substance and to build the structure of his paintings. In this sense he is a
truly modern artist who carefully selected his themes and subjects but kept
concentrated on his pictorial thought articulated through the language he
used. The absolute aesthetic generality, not depending of the motif shows
up only because it follows the desire's path that leads the process of creation
activating the movements of mind and feeling to become parts of aesthetic
game. No matter how intolerable the real, physical life is, the painter creates
the life of his own, the life he lives with his pictures, the truth they represent
for him. When art historians and critics look at the pictures, they want to
know what the images mean and how they communicate as signs and
symbols, how they effect human emotions and behavior. For the artist, his
work is, first of all, the question of how to express himself, a way to find his
personal truth and to make it universal, to share it with others in order to
understand what is going on in his time and environment he analyzes
differently from how scientists and philosophers do. The art of Muslim
Mulliqi is certainly an important contribution to this basic yet so mystical
knowledge.

Brane Kovié

Muslim MULLIQI (MONOGRAFI)

39



“ AKADEMIA B

-

EADE) TSE
o f:_ [

2. G U LL ORE

—1-____‘-‘




Muslim MULLIQI (MONOGRAFI) 41



42

MULLIQI

Modernizmi
SI STRATEG]I VETELIGJESIMI

GEZIM QENDRO



Vite mé paré, menjéheré pas mbarimit té luftés né Kosové, sé bashku me
drejtorin e Galerisé sé Prishtinés z. Mulligi organizuam né Prishtiné né
cilésiné e kuratorit ekspozitén “Nostalgji”, té ndértuar me veprat e
trashégimisé toné té arteve pamore té periudhés 1880-1945. Ndonése e
prisja, duhet té pranoj se u befasova nga reagimi entuziast i publikut té
Kosovés i cili, né ményré té natyrshme u organizua duke ardhur deri edhe
nga fshatra té largét pér té paré “mysafirét” e mbérritur nga Tirana. Té
gjithé ata me té cilét u takova né ekspozité shprehnin kénaqgésiné qé po
shihnin mé né fund njé pjesé té trashégimisé sé tyre kulturore dhe
keqardhjen qé pér kaq shumé kohé u ishte mohuar e drejta pér ta paré. Fare
natyrshém ata i quanin gjaté bisedés “pikturat tona”. Motra Tone e
Idromenos pér ta ishte fare e afért dhe krenoheshin me té si me njé pasuri
pér té cilén mé né fund u ishte njohur e drejta e trashégimisé. Ndonése sot
nuk mé kujtohen pérshtypjet e sakta qé pata kur u ndesha pér heré té paré
me vepra té artit modern té piktoréve té Kosovés tridhjeté vjet té shkuara, té
paraqitura né ekspozitén e hapur né pallatin e Kulturés né Tirané, sérish
mbaj mend miré se edhe atéhere publiku shqiptar vérshoi pér té paré
“mysafirét” nga Kosova, si pjesé té njé kulture té mohuar prej tyre
arbitrarisht. Shpresoj qé né até kohé&, shumé vizitoré, megjithése tabloté qé
shihnin ishin fare té pangjashme me ato qé shihnin ¢do vit né kalendarin
zyrtar té ekspozitave, té kené ndier se u takonin edhe atyre, se megjithése té
anatemuara nga kritika zyrtare dhe té pakéshillueshme pér té gjithé ata qé
donin té bénin karrieré né artin zyrtar, ato ishin pjesé e trashégimisé sé tyre
kulturore, se ato tablo moderniste kishin té njéjtén ADN té kulturés prejnga
vininedhe ata veté.
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Mé pas, kur njoha miré historiné e artit modernist europian dhe mund té
shihja lirisht veprat e artistéve kosovaré té asaj periudhe, kam patur
ndjenjén se né to gjej vértet dicka té pangjashme me veprat moderniste qé
kam paré kudo, dicka qé shkon pértej etnografisé dhe rekuizités familiare
pér mua. I gjithé ai brez qé krijoi né ato vite né Kosové artin modernist
shqgiptar, mendoj se meriton respektin e studiuesve té sotém dhe atyre gé me
siguri do ta studiojné mé thellé kété periudhé né té ardhmen. E paré né kété
kéndvéshtrim, njé nderim té vecanté meriton edhe vepra e piktorit té shquar
MuslimMulliqi, njérit prej figurave mé té spikatura té artit pamor shqiptar i
cili me arritjet e tij i bén nder késaj tradite. Pér MuslimMulligin éshté folur
dhe shkruar shumé cka e bén kété shkrim edhe mé tepér njé sfidé. Por né
pérpjekje pér té sjellé njé ndihmesé sado modeste né studimin e kétij
personaliteti té artit pamor shqiptar, do té doja ta analizoja veprén e tij duke
e nisur me risiné qé paraqget gjuha pamore e pikturés sé tij né castin e shfagjes
sé saj né peizazhin kulturor shqgiptar. Vepra e tij, si edhe e njé grupi
piktorésh té talentuar té brezit té tij shfaqin karakteristika té gjuhés sé
modernizmit té cilat ClementGreenbergu né studimin e tij té njohur Piktura
Moderniste, i pérmbledh né até qé mé pas u pa si pércaktimi mé elegant dhe
mé i goditur i artit modernist, té cilin ai e pérkufizon si: pérdorimi i
metodave karakteristike té njé disipline pér té kritikuar veté disiplinén, jo
me qéllim pér ta shndérruar até, por pér ta ngulitur mé fort né zonén e saj té
kompetencés.” Pra, ¢do disipliné artistike, pérfshiré kétu edhe pikturén,
duhet té pércaktojé qarté efektin mbi shikuesin, i cili kushtézohet nga mjetet
né dispozicion té saj. Duke ndjekur kété géllim, padyshim qé piktura do ta
ngushtonte mjaft zonén e saj vepruese apo té€ kompetencés, por njékohésisht
kjo do t'i mundésonte zotérimin mé té sigurt té zonés sé saj té miréfillte
vepruese. Pra, pikturés moderniste, sé bashku me artet e tjera, i duhej té
zbulonte nése zona né té cilén operonte pérkonte me natyrén e mjeteve dhe
teknikave tipike pér t&, duke shmangur té gjitha huazimet nga disiplinat e
tjera.
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Arti i mjeshtrave té médhenj té tradités europiane nga Apollodorusi dhe
Kseuksi, piktorét e shkollés iluzioniste greke té shpotitur nga Platoni né
librin e tij Shteti, deri né mesin e shekullit XIX, kohé kur u shfaq
impresionizmi, heré mé shumé e heré mé pak, e kishte shpérbéré mjetin
duke pérdorur artin, mjeshtériné e tij, pér té fshehur artin, ndérsa
modernizmi, qysh nga shfagja e tij e pérdor artin pikérisht pér té térhequr
vémendjen mbi té. Kufizimet qé pérmban diapazoni i mjeteve teknike dhe i
procedurave tipike pér disiplinén e pikturés - sipérfaqgja e rrafshté dy-
pérmasore, forma e planit piktorik (zakonisht katérkéndore), cilésité kimike
té pigmentit dhe mundésité e tij plastike trajtoheshin nga mjeshtrat e
médhenj té tradités si faktoré negativé, sinjé kufizimi disiplinés sé pikturés,
prania dhe ndikimi i té ciléve pranohej nga halli. Prandaj gjaté procesit té
pikturimit duhej té fshihej sa mé shumé mjeti pér té mos shqetésuar imazhin
e “dritares iluzore” mbi realitetin fizik qé synonte té krijonte arti figurativ
tradicional. Kjo sepse piktura tradicionale pérbén njé ftesé té hapur pér
shikuesin qé té endet népér hapésirén iluzioniste té tablosé. Ndérsa piktura
moderniste pérdor pikturén pér té térhequr vémendjen mbi veté disiplinén
e pikturés dhe vecanésiné e mjeteve té saj. Rrafshtésia e planit piktorik,
forma katérkéndore e shasisé sé telajos, cilésité e pigmenteve, shenjat e
penelave dhe furcave mbi telajo u vlerésuan nga piktorét modernisté si
elementé ligjésues té pavarésisé sé disiplinés, vecori qé pércaktonin
karakterin e vecanté té identitetit t& gjuhés sé saj artistike dhe prandaj nuk
duheshin fshehur kurrsesi né dobi té njé hapésire iluzioniste tri-pérmasore
té krijuar nga respektimi piké pér piké i rregullave té perspektivés lineare
dhe atmosferike.
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Duke filluar nga impresionistét njé tablo ishte para sé gjithash njé rrafsh dy-
pérmasor (dérrasé, pélhuré e tendosur né njé shasi, apo cfarédo suporti
tjetér) mbi té cilin ishin shtriré, hedhur apo pérzier me ané penelash apo
mjetesh té tjera bojéra t&é ndryshme té organizuara nga ana kromatike dhe
grafike pér té pércjellé njé kumt apo njé ndjenjé té caktuar. A kané punuar
artistét shqipfolés sipas kétij koncepti qé pagabueshmérisht u ve veprave
vulén moderniste? Si¢ dihet, né vitet kur modernizmi ishte arti i kohés, pér
arsye té njohura ai nuk mund té lévrohej né Shqipériné socialiste. Té
punésuar me hir apo me pahir né fabrikén e éndrrave té realizmit socialist,
piktorét shqiptaré gé jetonin brenda kufijve té Republikés Popullore
Socialiste té Shqipérisé nuk mund as t'i éndérronin konceptime té tilla té
disiplinés sé pikturés. Cdo sulm nga brenda disiplinés pér té forcuar zonén e
saj t& kompetencés pér komisionet e fanatikéve sycelét do té pérkthehej si
sulm ndaj veté shtetit socialist dhe pastértisé doktrinore té realizmit
socialist, cka pér artistin guximtar do té shénonte fillimin e njé kalvari té
gjaté, hapjen e dyerve té ferrit t¢ kampeve famékeqe té punés apo
pérjashtimi nga komuniteti i artistéve, i cili pérvec traumés sé izolimit
shogéror, ishte baraz me vdekjen e tij klinike si artist. Sistemi Parti-Shtet
ishte tepér xheloz ndaj ¢cfarédo orvatjeje sado té mekur gé stidonte pushtetin
e tyre absolut né ¢do lémi té jetés. Paraqitja e tradités realiste té para luftés
nga kritika zyrtare si pararendése e artit zyrtar, megjithé rezervat ndaj
pérmbajtjes ideologjike, ishte né té njéjtén gjatési vale me konceptimin e
pikturés si dritare iluzore mbi realitetin fizik nga arti zyrtar. Pérvetésimi i
parimeve formale té késaj tradite nga estetika e realizmit socialist u ndihmua
edhe nga fakti gé né pikturén para luftés Il botérore, té krijuar sidomos né dy
qytete, né Shkodér dhe né Korgé, ndonése gjejmé autoré té spikatur dhe té
nderuar té cilét krijuan traditén e shkurtér té pikturés realiste laike
shqgiptare, mjerisht, né veprén e tyre, megjithése njé pjesé kishin studiuar
para luftés dhe gjaté saj né kryeqytete si Roma apo Parisi, qé ishin vatra té
pararojave europiane dhe té eksperimenteve moderniste, nuk gjejmé ndonjé
shenjé té kontaktit té tyre me até epoké aq pjellore zhvillimi té vrullshém té
artit pamor europian.

Me t'u kthyer né vendin e tyre pas studimeve, ata vazhduan té patrazuar
traditén e konceptimit té pikturés si dritare iluzore. Pa njé tradité sado té
shkurtér né artin modernist, pa asnjé personalitet apo piké referimi té
spikatur né radhét e tyre, konvertimi i artistéve né realizmin socialist u bé
edhe mé i lehté. Nése do té shtonim kétu edhe politikén e zgjuar té shtetit
totalitar t& ndérthurjes sé joshjes sé favoreve me frikén e fushatave té heré
pas heréshme spastruese si dhe “autoriteti” i studentéve qé pasi mbaruan
studimet né vende té ndryshme té perandorisé sovjetike sollén né vendin e
tyre metodén krijuese dhe konceptet e realizmit socialist t& Zhdanovit,
atéheré kuptohen mé garté arsyet pérse arti modernist mundi té veré kémbé
né Shqipéri vetém pas vitit '90, kohé kur ishte zévendésuar nga njé koncept
tjetér bashkékohor, postmodernizmi.
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Por até gé nuk mundén ta béjné artistét e rreshtuar né Lidhjen e
Shkrimtaréve dhe Artistéve pér shkak té terrorit shtetéror, arritén ta béjné
artistét e Kosovés, dhe i pari midis tyre dhe ndér mé té spikaturit éshté
padyshim piktori MuslimMulliqi, i cili, me veprén e tij do té shénonte
filimin e njé epoke risuese pér sa i pérket qasjes disiplinore né pikturén
shqiptare.

Vepra e tij brendashkruhet né koncept dhe mjete né traditén e shquar
evropiane té pikturés moderniste. Kétu do té vija theksin mbi fjalén
moderniste e cila, ndryshe nga fjala moderne, tregon jo vetém risiné dhe
bashkékohésiné e njé koncepti gjaté ¢do periudhe té artit qé pérmban
kuptimi i fjalés moderne, por nénkupton sidomos vetkritikén e disiplinés
artistike duke theksuar mjetin.
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Ku e gjejmé sulmin nga brenda disiplinés né pikturén e Mulliqit? Ashtu si
artistét modernisté ai e trajton ndryshe karakterin dy-pérmasor té rrafshit
piktorik duke e filluar vetkritikén moderniste me modifikimin e hapésirés.
Pér shkak se rrafshtésia e pikturés nuk bénte pjesé né repertorin e
mediumeve té arteve té tjera, ajo ishte njé nga elementet e disiplinés me ané
té té cilave arti i pikturés kritikoi dhe ripércaktoi vetveten. Mjeshtrat e vjetér
e dinin se ishte e domosdoshme té ruanin até qé ata e quanin integriteti i
rrafshit piktorik: ¢ka do té thoté, té tregonin praniné e vazhdueshme té
rrafshtésisé poshté tablosé, kjo e ndérthurur me iluzionin mimetik té
fuqishém té hapésirés tri-pérmasore. Kjo kundérti ishte thelbésore né
suksesin e artit té tyre dhe né té vérteté, éshté e tillé pér suksesin e ¢farédo
lloj forme tjetér té arteve pamore. MuslimMulliqi, ashtu si piktorét
modernistg, as e ka shmangur kété kundérti dhe as merr pérsipér ta zgjidhé
pérfundimisht. Ai vetém e ridimensionon kété marrédhénie duke i dhéné
pérparési cilésisé dy-pérmasore té tablosé. Nése né pikturén tradicionale
rreptésishtmimetike né castin e paré té pérballjes me t&é, ne mé paré shohim
se cfaré ndodh né tablo dhe cili éshté subjekti i saj, dhe pastaj
ndérgjegjésohemi pér faktin se ajo &éshté realizuar mbi njé rrafsh dy-
pérmasor, né rastin e pérballjes me tabloté e Mulliqit, ne ndérgjegjésohemi
né té njéjtén kohé pér cilésiné dy-pérmasore té tablosé dhe pér subjektin e
saj, cka pérbén edhe njé nga format e kritikés sé disiplinés nga brenda me
ané té veté mjeteve té saj. Elemente té kétij géndrimi (sidomos né periudhén
ngamesiiviteve '70 deri né fund té krijimtaris€) jané hapésira aspak iluzore,
e artikuluar sipas njé organizimi perspektivor pa rregulla té ngurta,
nganjéheré edhe shpérfillja e matur e saj, [éndésia e pigmenteve té ngjyrés, e
cila, megjithé praniné e perspektivés, i jep hapésirés mé tepér njé karakter
disiplinor shenjash se sa e ndérton si njé hapésiré virtuale me karakter
mimetik. Thellésia e tablosé shfaget né veprén e tij si pjesé e njé stategjie qé
synon té krijojé pérmasén e treté pa fshehur rrafshésiné e tablosg, si njé nga
elementet e strategjisé vetéligjésuese té gjinisé.
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Veéllimi

Njé element tjetér té vetligjésimit modernist né pikturén e Mulligit e gjejmé
né ndértimin e formés piktorike, jo mé duke u mbéshtetur né trajtimin
skulpturor me drité-hije, por né sugjerimin e saj me ané mjetesh té pastra
grafike, pa kaluar né abstraksion té pastér i cili pérbén né historiné e
vetkritikés moderniste géndrimin mé té skajshém doktrinor. Ai jo vetém
kryen hapin e paré té shmangjes sé njé burimi té vetém drite qé pércakton
sipas largésisé me kété burim intensitetin dhe zonat e drités dhe té hijes, por
e shpérfill krejt duke u njéjtésuar me konceptin modernist té formés
jo-skulpturore. Si¢ dihet, véllimi tri-pérmasor né shekuj ka gené zona e
kompetencés e skulpturés. Piktorét modernisté qysh né fillim e kuptuan se
pér té arritur pavarésiné e mjeteve té disiplinés qé 1évronin, sé pariata duhej
té shképuteshin nga gjithcka qé piktura kish huajtur né shekuj nga
skulptura. Rebelimi i paré modernist i impresionistéve dhe i shumé
rrymave qé i pasuan u bé pikérisht né emér té gjithckaje qé lidhej me
skulpturén. Piktura natyraliste, e cilai detyrohet mjaft tradités peréndimore
né skulpturé, pikérisht prej saj mésoi se si té krijojé iluzionin e modelimit tri-
pérmasor me drité-hije, i domosdoshém pér krijimin e dritares mimetike
mbi realitetin fizik.
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Njé ndihmesé se si té brendashkruhej ky iluzion né hapésirén piktorike
dhané mésimet e Bruneleskit dhe Albertit me ané té rregullave té
perspektivés lineare dhe atmosferike. Por njékohésisht piktura moderniste,
pikérisht me rezistencén gé i bénte formés skulpturore, tregonte se sa i
detyrohej skulpturés pér arritjet e saj né shekuj dhe se sa thellé kish zéné
rrénjé né praktikat e saj konceptimi tradicional skulpturor i véllimit me
drité-hije. Rezistenca ndaj skulpturés ndeshet qysh herét né agun e epokés
moderne. Madje, sipas Panofskit, disa prej arritieve mé té shquara té
modernizmit lidhen pikérisht me pérpjekjet e béra pér t'u shképutur nga
ndértimi skulpturor i formés. Prandaj nuk éshté e pamatur té biem né njé
mendje me Panofskin se rebelimi i pikturés moderne u motivua mjaft nga
pérpjekja pér té mos pérdorur mé mjete té huazuara nga skulptura, duke u
dhéné késhtu disa varianteve moderniste njé drejtim té hapur anti-
skulpturor. Mulliqi éshté ndér krijuesit e tablove té para moderniste
shqgiptare ku ndihet prirja tipike pér modernizmin pér té léné pas dore
konceptin tradicional té huazuar nga skulptura té ndértimit té formeés
skulpturore me drité-hije, duke mbajtur né shumicén e tablove té tij njé
géndrim té hapur anti-skulpturor. Sigurisht, kjo nuk do té thoté kurrésesi se
forma né tabloté e Mulliqgit éshté e zbehté.
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Pérkundrazi, ajo éshté e fugishme, madje monumentale né shumé raste. Ajo
éshté po aq mbresélénése sa né tabloté e arrira qé ndjekin konceptin e
véllimit skulpturor, por éshté realizuar me njé ndjeshméri tjetér hapésinore,
mesynime té tjera artistike té mbéshtetura mbi njé hierarki té riformuluar té
mjeteve, me njé gjuhé artistike qé pérdor vetém até ¢ka i ofron diapazoni
miréfilli i kufizuar brenda gjinisé artistike. Edhe né kété rast, evidentimi i
mjetit, si elementi bazé vetligjésues, pércakton pérmes energjisé sé gjestit,
shprehjes emocionale dhe organizimit té drejtpeshuar grafik dhe kromatik
forcén dhe fuqiné e imazhit. Né veprén e Mulliqit konflikti i trashéguar
midis vizatimit dhe ngjyrés, (kujtojmé konfliktin Delacroix-Ingres) duke
ndjekur hulliné qé pércaktoi tradita moderniste, zévendésohet nga
ndérthurja e pérvojés sé pastér optike dhe estetike me theksimin e
sipérfages epidermike té tablosé. Pér shkak se ai nése nuk kérkon iluzionin
skulpturor apo trompe-1'oeil, kjo detyrimisht fugizon njé formé tjetér té
iluzonit optik, qé éshté edhe njéra nga ményrat me té cilat piktura
moderniste sfidoi até tradicionale. Tabloté e Mulligit jané ndér té parat qé
pérmbajné njé element tjetér té pérjetimit t& hapésirés. Nése né pikturén
tradicionale té trompel'oeil dhe até natyraliste ndeshemi me njé hapésiré ku
piktori té fton té ecésh e té zhvendosesh brenda saj, né veprat e Mulliqit,
gjejmé po ashtu ftesén pér té shétitur né hapésirén e tablosé, por jo fizikisht,
por vetém me sy. Ai me pérdorimin e mjeteve dhe ndértimin jo tradicional té
formés, me theksimin e léndésisé sé pigmenteve ta bén té qarté se né
pikturén e tij nuk mund té hysh té zhvendosesh si né pikturén tradicionale.
Zgjedhja e rrafshit piktorik, e pérpjestimeve midis pérmasave té tij (pra,
hapésirés), zgjedhja e mjeteve té diktuara nga gjinia e pikturés dhe gjuha e
saj, kushtézimi i saj nga hapésira reale e bén até té e ngjashme me gjendjen
njerézore, me kufizimet qé pérmban ekzistenca e tij dhe pérgjegjésiné qé
rrjedh nga zgjedhjet e tij.
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Thjeshtimi dhe ekzagjerimi

Njé tjetér karakteristiké tipike pér modernizmin, e sulmit nga brenda
disiplinés qé e gjejmé né tabloté e Mulliqit éshté déshira pér té thjeshtuar
dhe ekzagjeruar. Dhe kétu nuk mund té lemé pa pérmendur praniné e
pérhershme té figurés njérézore né tabloté e tij. Po i lejoj vetes té vegoj si
periudhén mé té parapélqyer pér mua, até té dy dhjetévjearéve té fundit té
krijimtarisé sé tij, ku ndihet edhe mé qarté kjo karakteristikeé.

Shumé prej figurave té tij té késaj periudhe té pércjellin njé gjendje
emocionale rrjedh nga njé amalgamé kuptimesh té lidhura me filozofiné
ekzistencialiste, aq té réndésishme pér periudhén moderniste.

Dhe ky padyshim éshté njé tipar tjetér risues qé Mulliqi, sé bashku me artisté
té tjeré e ka lévruer me sukses. Figurat e tij té késaj periudhe duket sikur jané
zgjuar papritur né njé realitet schizoid dhe agresiv, té cilin e kundrojné
ankthshém me njé véshtrim té ngjashém me njé vetétimé té mpiksur né
ngrirjen e pérjetésisé, ndaj té cilit sillen me reagimin spontan té
porsazgjuarit, njé reagim qé do té thoja karakterizohet nga pérjetimi i
njékohshém i kénaqésisé tipike pér individualizmin hedonist, por sidomos
té ankthit ekzistencial. Reagimi i paré duket se shkaktohet nga ndalimi né
pragun e njé lirie té premtuar, por ende té largét, ndérsa tjetri nga prania
ogurzezé e dickaje kércénuese, qé pércjell njé kumt paralajmérues qé s'bén
kurrésesi té shpérfillet.
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Hapésira, qé pér shkak té vorbullés sé energjisé qé rravgon té gjithé
sipérfagen e tablosé, merr pjesé né kété strategji shpérfilljeje, duke u
njéjtésuar me lévizjen qé pérshkon shpesh heré edhe veté trupat e
personazheve. Por do té ishte gabim sikur nga kéto qé thamé té dilnim né
pérfundimin se tabloté e tijjané té mbushura me retoriké pamore.
Megjithése Mulliqi ndjek strategjiné moderniste té sulmit té disiplinés nga
brenda saj, ai nuk bie né formalizém, ndonése né disa tablo té tij gjejmé
gjurmé té qarta manierizmi, té cilat do t'i shihja si pjesé e sé njéjtés
stategjiligjésuese té pikturés sé tij. Déshira dhe pérpjekjet e tij dhe e brezit té
cilit i pérket pér t'u pérfshiré né eksperimentin modernist té legjitimimit té
disiplinés sé pikturés pérmes vetkritikés dhe pércaktimit té zonés sé saj té
kompetencés éshté padyshim njé uré integruese qé e lidh artin e hapésirés
kulturore shqiptare (ndonése pjesérisht) me pararojén artistike europiane té
asaj kohe. Kjo pérfshirje nuk mund té mos ¢conte né déshirén e vetvetishme
pér té shénuar kufijté e njé legjitimiteti té ri kulturor, por sidomos déshirén
pér té vendosur kufinj té rinj kulturoré, njé pérkthim grafik me gjuhén e
sofistikuar pamore téartitmodernist ténjé tradite me karakter mbizotérues
rural, por qé pérballej asokohe pa kthim prapa dukshém me sfidat e epokés
moderne. Ky studim i shkurtér modest mbi njé figuré tepér interesante me
merita risuese né artin pamor shqiptar éshté shképutur nga njé studim mé i
zgjeruar qé pérmbledh disa artisté pérfagésues shqiptaré qé pérmbajné kété
karakteristiké qé pérmend Greenbergu, studim i cili mendoj se éshté pjesé e
detyrimit moral qé té gjithé studiuesit dhe kritikét shqiptaré té artit kané
parafigurash té tilla té shquara té artit dhe kulturés toné.

Muslim MULLIQI (MONOGRAFI)

53



SaMS  r ,
1l Vi
!l#r f{;’i‘flj’ -".J' ‘,-

- -

o4 ¥




MULLIQI

Modernization
AS A SELF-LEGITIMATION STRATEGY

GEZIM QENDRO

Muslim MULLIQI (MONOGRAFI)

55



56

Years ago, in the wake of war in Kosovo, the Director of the Pristina Gallery,
Mr.Mulliqgi, and I, as a curator, organised the exhibition called “Nostalgia”,
building upon the works of our visual arts legacy of 1880-1945. Though I was
expecting it, I must confess that I was surprised by the enthusiastic reaction
of the Kosovo public, who organised themselves naturally and come even
from remote villages to see the “guests” arriving from Tirana. All those thatI
met at the exhibition were expressing their satisfaction that they were finally
seeing a part of their cultural heritage and their regret for having been
deprived of that right for such a long time. They were calling them “our
pictures” very naturally. Sister Tona by Idromeno was very close to them and
they were taking pride in it like in a property heritage rights over which they
were eventually granted. Though I can't clearly remember the exact
impressions that I had when I encountered contemporary art works of
Kosovo painters, which were shown in the exhibition staged in the Palace of
Culture in Tirana thirty years ago,l can still remember clearly that, back then,
the Albanian public swarmed in to see the “guests” from Kosova, as part of a
culture that was denied to them arbitrarily. I hope that at that time, many
visitors - though the paintings that they have seen were very different from
the ones that they would see every year in the official exhibition - have felt
that they have belonged to them, that, though lambasted by official criticism
and inadvisable to all those who wanted to build a career in the official arts,
they were part of their cultural heritage and that those contemporary
paintings had the same DNA of the culture to which they all belonged. Later
on, when I became more acquainted with the history of the modern
European art and I could freely see the works of Kosovar artists of that time
period, I had the feeling that I was finding in them something very different
from the contemporary works that I had seen anywhere, something that
transcends ethnography and family requisition in my opinion.
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I believe that that entire generation that has created Albanian modernist art
those years in Kosovo deserves the reverence of today's scholars and of
those who will certainly study that period in more depth in the future. Seen
from that perspective, the work of the distinguished painter Muslim
Mulligi, one of the most prominent figures of the Albanian visual arts,
whose achievements do an honour to the tradition, deserves a special
honour as well. A lot has been said and written about Muslim Mulliqi,
which makes this study even more challenging. Yet, in a bid to assist, even
modestly, in studying this personality of the Albanian visual arts, I would
like to analyse his work starting with the novelty that the visual language of
his paintings has brought once it appeared in the Albanian cultural
landscape. His works, as well as the works of a group of talented painters of
his generation, display features of the language of modernism, which
Clement Greenberg, in his study known as Modernist Painting, summarises
in what was later perceived as the most elegant and accurate definition of
modernist art, which he defines as: “the use of characteristic methods of a
discipline to criticize the discipline itself, not in order to subvert it, but in
order to entrench it more firmly inits area of competence.”
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Hence, every artistic discipline, including the painting here, must clearly
determine the effect upon the onlooker, which is conditioned by the
mediums at its disposal. By pursuing this purpose, painting would
undoubtedly narrow down a lot its active area or area of competence, but
this would also enable it to master its real area of action more safely.
Accordingly, the modernist painting, alongside others arts, had to discover
whether the area in which it was operating suited the nature of the media
and techniques that were typical to it, by avoiding all the borrowings from
other disciplines. The art of the great masters of the European tradition from
Apollodorus and Xeux to the painters of the Greek illusionist school,
ridiculed by Plato in his book on the State, up to the middle of the 19"
Century, when impressionism emerged, had dissolved the medium by
using the art, its mastery, to conceal art, whereas modernism, ever since it
emergence, has used art to attract the attention to its very self. Limitations in
the horizon of technical tools and procedures typical to the discipline of
painting - flat two-dimensional surface, the form of the pictorial plan
(usually quadrangular), chemical qualities of the pigment and its plastic
options were considered by the great masters of the tradition as negative
factors, as a limitation to the discipline of painting, whose presence and
influence was being accepted perforce. Therefore, during the painting
process, the medium had to be hidden as much as possible, in order not to
disturb the image of the “illusory window” over the physical reality that the
traditional figurative art was seeking to create. This is because traditional
painting represents an open invitation to the onlooker to wander around the
illusionary space of the painting. On the other hand, the modernist painting
uses painting to attract attention to the very discipline of painting and
peculiarities of its media.
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The flatness of the painting plan, the quadrangular form of the canvas
chassis, pigment qualities, paintbrush signs and brushes over the canvas
were considered by modernist painters as warrantors of discipline's
independence, a feature that determines the special nature of the identity of
its artistic language, and were not supposed to be concealed by any means
in behalf of a three-dimensional illusionist space created by scrupulous
observation of linear and atmospheric perspectives. Starting with the
Impressionists, a picture was first of all a two-dimensional plane
(chalkboard, a stretched fabric on a chassis, or any other support) over
which various colours were laid, cast, or mixed with paintbrushes or other
media organized chromatically and graphically to convey a certain
message or feeling. Have Albanian-speaking artists worked according to
this concept that unmistakably puts the modernist seal upon their works?
As it is known, in the years when modernism was the art of the time, for
knownreasons, it could not be cultivated in the socialist Albania.
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Employed intentionally or unintentionally in the socialist realism dream
factory, Albanian painters living within the borders of the People's Socialist
Republic of Albania could not even dream of such conceptions of the
discipline of painting. Any attack from within the discipline to strengthen
its area of competence would be translated as an attack against the socialist
state itself and the doctrinal chastity of the socialist realism by the
commissions of alert bigots, which for a brave artist would mark the
beginning of along calvary, the opening of the doors of the hell of infamous
labour camps or the expulsion of artists from the community, which, in
addition to the trauma of social isolation, was equal to their clinical death as
artists. The Party-State system was very jealous to any effort, as feeble as it

may have been, that would challenge their absolute power in every walk of
life.




The presentation of the realistic pre-war tradition of official criticism as the
forerunner of the formal art, despite reservations about its ideological
content, was at the same wavelength with the concept of painting as an
illusory window over the physical reality of the official art. Adoption of
formal principles of this tradition by the aesthetics of the socialist realism
was also helped by the fact that in the pre-World War II paintings created
especially in two cities in Shkodra and Korca, though we find distinguished
and honoured authors who have created the short tradition of realistic
secular Albanian painting, woefully, in their wor - though some of them had
studied before and during the war in capitals such as Rome or Paris, which
were centres of European vanguards and modernist experiments - we find
no sign of their contact with such a fruitful era of vigorous development of
European visual art. Upon their return to their country following the
studies, they continued, unimpeded, the tradition of conceiving painting as
an illusory window. Without even a short tradition in modernist art,
without any prominent personality or point of reference within their ranks,
conversion of artists to socialist realism became even easier. If we were to
add here the totalitarian state smart politics of combining the lure with
tavours and the fear of sporadic cleansing campaigns and the "authority" of
the students who, after completing their studies in various countries of the
Soviet empire, brought the creative method and concepts of the socialist
realism of Zdanov to their country, the reasons why modernist art could
only set foot in Albania after the 1990s, when it was replaced by another
contemporary concept, the postmodernism, are understood more clearly.
But what the artists aligned in the League of Writers and Artists could not do
due to state terror, was done by Kosovo artists, and the firstamong them and
among the most prominent is obviously painter Muslim Mulligi, who with
his work would mark the beginning of an innovative era in terms of
disciplinary approach to Albanian painting. In terms of concept and media,
his work is embedded in the prominent European tradition of modernist
painting. Here I would lay the emphasize upon the word “modernist”,
which, unlike the word “modern”, not only reveals novelty and
contemporariness of a concept during every period of art contained in the
meaning of the word “modern”, but also implies self-criticism within an
artistic discipline by highlighting the medium in particular.

Where do we find the drive from within the discipline in Mulliqgi's
painting? Like modernist artists, he treats the two-dimensional character of
the pictorial plane differently, by introducing modernist self-criticism with
the modification of space. Since painting's flatness was not part of the
repertoire of other art media, it was one of the elements of the discipline by
which the art of painting criticized and redefined itself. Old masters knew
that it was imperative to preserve what they called the integrity of the
pictorial plane: what it meant was to show the constant presence of the
flatness below the picture, combined with the powerful mimetic illusion of
the three-dimensional space.
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This contradiction was crucial to the success of their art and indeed, it is so
for the success of any other form of visual arts. Muslim Mulliqgi, like
modernist painters, neither avoids this contradiction, nor undertakes to
resolve it once and for good. He only reshapes this relationship, by giving
precedence to the two-dimensional quality of the picture. If in the first
encounter with a strictly traditional mimetic painting we first see what
happens on the painting and what its subject is and then we become aware of
the fact that it was realized over a two-dimensional plane, when we
encounter Mulligi's paintings, we are aware of the two-dimensional quality
of the picture and its subject at the same time, which also constitutes one of
the forms of internal criticism of the discipline by way of its own media.
Elements of such a stance(especially from the mid-1970s to the end of his
creations) are not illusory at all and articulated according to a perspective
organization with no hard and fastrules, its moderate disregard at times and
the colour pigment substance, which, despite the presence of the
perspective, imparts a more disciplinary nature of signs to the space as
opposed to constructing it as a virtual space with a mimetic nature. The
depth of the picture appears in his work as part of a strategy that aims to
create a third dimension without concealing the flatness of the painting as
one of the elements of genre's self-legitimating strategy.




Volume

Another element of the modernist self-legitimisation in Mulligi's paintings
is found in the construction of a pictorial form no longer relying on
sculptural light-shade treatment, but on its suggestion by means of purely
graphic media, without switching to pure abstraction, which constitutes the
most extreme doctrinal stance in the history of modernist self-criticism. He
not only makes the first step of avoiding a single light source, which defines,
based on the distance to such source, the intensity and the areas of light and
shadow, butignores it altogether, by unifying with the modernist concept of
non-sculptural form. As is well known, the three-dimensional volume has
been the area of sculpture competence for centuries. Modernist painters
have realised, at the very beginning, that to achieve the independence of the
media of the discipline that they were cultivating, they first had to break
away from everything that painting had inherited from sculpture for
centuries. The first modernist rebellion of the Impressionists and the many
schools they followed took place in the name of everything that was related
tosculpture.

Naturalistic painting, which owes much to the Western tradition in
sculpture, has learned from it how to create the illusion of three-dimensional
light-shadow modelling, indispensable for creating a mimetic window over
physical reality.
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A contribution to how this illusion was inscribed in the pictorial space was
provided by the teachings of Brunelesk and Albert through the rules of
linear and atmospheric perspectives. Yet, at the same time, the modernist
painting, with its resistance to the sculptural form, showed how much it
owed to sculpture for its achievements over centuries and how deeply its
traditional sculptural conception of light-shade volume was rooted in its
practices. A resistance to sculpture is to be found in the early stages of the
modern era. Moreover, according to Panofsky, some of the most remarkable
achievements of modernism are precisely related to the efforts made to
break away from sculptural building of the shape. Accordingly, it is not
unwise to agree with Panofsky that the rebellion of modern painting was
motivated by the tendency to refrain from using the media borrowed from
the sculpture, giving thus an open anti-sculptural direction to some
modernist variants. Mulliqi is among the first Albanian modernist creators
of paintings in which typical tendency of modernism to overlook the
traditional concept of building sculptural shapes by means of light and
shadow borrowed from sculpture, holding thus an open anti sculptural
position in most of his pictures, can be felt. Of course, this does not mean, in
any way whatsoever, that the shape on Mulliqi's pictures is pale. On the
contrary, it is powerful, even monumental in many cases. It is just as
impressive as achieved paintings that follow the concept of sculptural
volume, but was realized with another spatial sensitivity, other artwork
based on a reformulated media hierarchy, with an artistic language that
only employs what is offered by a truly limited horizon within the artistic
genre. Even in this case, the marking of the medium, as the basic element of
self-legitimation, determines, through the power of gesture, the emotional
expression and balanced graphic and the chromatic organization, the
strength and the power of the image. In Mulligi's work, the inherited
conflict between drawing and colour (recalling Delacroix-Ingres conflict),
by following the trail of modernist tradition, is replaced by a combination of
pure optic and aesthetic experience with the epidermic surface of the
painting. Given that he does not strive for sculptural illusion or trompe-
I'oeil, this necessarily empowers another form of optical illusion, which is
also one of the ways in which modernist painting has challenged the
traditional one. Mulligi's paintings are among the first to contain another
element of space experience. If in the traditional trompel'oeil and naturalist
paintings we come across a space where the painter invites you to walk and
move within it, in Mulligi's works we also find the invitation to wander
around the space of the picture, but not physically, only with the eyes. By
employing non-traditional media and form building and by emphasising
the substance of the pigments, he makes it clear that, in his paintings, you
can enter and move like in traditional paintings. The choice of pictorial
plane, the proportions between its size (i.e.space), the choice of media
dictated by the genre of painting and language thereof and its conditioning
by the real space makes it similar to the human condition, with the
limitations contained in its existence and responsibility arising from its
choices.
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Simplification and exaggeration

Another typical feature of modernism, of the drive within the discipline
found in Mulligi's paintings, is the desire to simplify and exaggerate. And
here we can not go without mentioning the permanent presence of the
human figure in his paintings. I am allowing myself to distinguish the last
two decades of his creativity, where this feature is felt even more clearly, as
the most preferred period to me. Many of his figures of the period follow an
emotional status that stems from an amalgam of meanings related to the
existentialist philosophy, so important for the modernist era. And this is
undoubtedly another novel feature that Mulligi, along with other artists,
has fostered successfully. It looks like his figures of the period have
awakened suddenly in a schizoid and aggressive reality, which they look at
anxiously with a glance similar to a lightning congealed in the freezing of
eternity, to which they respond with a spontaneous reaction of the newly
awakened, a reaction that I would say is characterized by simultaneous
experience of typical pleasure of hedonistic individualism and existential
anxiety in particular. It seems that the first reaction is caused by stopping at
the threshold of a promised yet distant freedom, and the second by the
ominous presence of something minacious, conveying a warning message
thatshould not beignored by any means.
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The space, which, due to the maelstrom of energy that runs across the
surface of the painting, is part of this strategy of contempt, unifies with a
movement that often pervades the bodies of characters themselves. Yet, it
would be a mistake to say that, in the light of the foregoing, we have come to
the conclusion that his paintings are filled with visual rhetoric. Though
Mulligi pursues the modernist strategy of discipline's drive from within, he
does not fall into formalism, though in some of his paintings we find clear
traces of mannerism, which I would perceive as part of the same
legitimization of his painting. His desire and his and his generation's efforts
to embark on a modernist experiment of legitimization of the discipline of
painting through self-criticism and determination of its area of competence
is undoubtedly an integrative bridge linking the art of Albanian cultural
space (though partially) with the European artistic vanguard of the time.
Such an involvement could not but lead to a spontaneous desire to mark the
borders of a new cultural legitimacy and especially the desire to set new
cultural boundaries - a graphic translation of a tradition prevalently rural by
nature, but obviously facing, back then, with no way back, the challenges of
the modern era - with the sophisticated visual language of the modernist art.
This humble short study on a very interesting figure with novel merits in the
Albanian visual art was extracted from a more extensive study that
summarizes some Albanian representative artists that embody the feature
mentioned by Greenberg, a study that I think is part of the moral obligation
that all Albanian art scholars and critics have toward such remarkable
figures of our artand culture.
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MUSLIM MULLIQI

Ng traditén e re té arteve pamore té Kosovés sé pas
Luftés sé Dyté Botérore, vecanérisht né pikturé, Muslim
Mulligi shénon themelet e njé gjenerate tejet té suksesshme
piktorésh, skulptorésh, grafistésh dhe artistésh té tjeré
figurativé e aplikativé qé do té shquajné kohén toné jo vetém
me shembullin e opusit té tij té pasur e té gjithanshém, por
edhe me njé orientim origjinal dhe té rinjohshém artistik,
duke ngritur pikturén gé krijoi né shkallén e njé shprehjeje
moderne figurative, té€ njohur jo vetém né Kosové, por edhe
né téré hapésirén kulturore shqiptare.

Me monumentalitetin e veprés sé tij piktura te ne
mori njé dimension té ri dhe u shqua me vlera té miréfillta
figurative duke kapércyer kufinjté tané dhe duke imponuar
pikérisht njé substrat nacional qé jo vetém se i jepte veprés sé
Mulligit vecantiné dhe origjinalitetin, por ngritej né njé
shkollé té vérteté kombétare.

()

I mbéshtetur fort né pasuriné shpirtérore té mesit dhe
kohés ku ishte kalitur, Muslim Mulligi do té imponojé njé
shprehje té vecanté figurative qé do t€ mbéshtetet né radhé té
paré né ambientin dhe mitologjiné shqiptare, duke e trajtuar
até nga zbérthimi figurativ i epikés legjendare deri te njé
paraqitje specifike e kullés dhe e enterierit té saj mitik,
interpretuar me njé paleté magjike dhe kolorit té rrallé e té
papérséritshém né traditén toné mé té re figurative.

Peizazhi kosovar, i gjurmuar qé nga fazat e para té
krijimtarisé sé tij, edhe kur me tingujt e njé realiteti social
trajtonte figurat e hamalléve dhe fytyrat e munduara nga
gjurmét e luftés dhe té skamjes, do té kthehet kohé pas kohe
dhe do té dominojé né pikturén e tij, sa heré gé té kalojé nga
njé cikél né tjetrin, sa heré té tentojé té shtyjé pérpara kérkimet
pér zgjidhje té reja dhe té papérséritura. Gjithnjé ky peizazh
do té trajtohet né ményré té ndryshme dhe té gjithanshme,
duke véné né plan té paré kullén me gjithé simbolin qé ka dhe
historiné qé mbyll brenda, oborret dhe avllité e rrézuara,
pjergullat mitike dhe hijet e megjave qé krijojné njé lojé
magjepse me dritén dhe ngjyrat e tokés dhe té giellit
dukagjinas.

Edhe né fazat kur do té pérpiget té gjejé prehje nga
trajtimi i temave kosovare dhe do té futet né njé boté
kosmopolite té “kérkimit té hapésirave té reja” ai nuk do t'i
largohet imponimit té atij substrati té rinjohshém kosovar, gé
ebén té shquar dhe té vecanté gjithé krijimtariné e tij artistike.

Tabloja e tij, qé kishte rrénjén né njé aftési té
jashtézakonshme, tejet ekspresive té vizatimit &éshté e
ndértuar me kérkime té vazhdueshme té njé palete energjike
qé reflekton zjarrin e njé vullneti t&é pandalur né kérkimin e
forcés sé magjepsjes sé koloritit.

Studiuesit e trashégimisé sé tij e ndajné veprimtarine
e M. Mulligit né trifaza kryesore.

MUSLIM MULLIQI

In the new tradition of visual arts of Kosova after
World War Two, especially in painting, Muslim Mulliqi
marks the foundations of very successful generation of
painters, sculptors, graphics and other fine and applied
arts who will mark our time not only with the example of
his rich and varied opus, but also with an original and
recognized artistic orientation, by raising the painting that
he created to the scale of modern figurative expression,
known not only in Kosova but also in the entire Albanian
cultural space.

With the monument of his work, painting among us
attained a new dimension and was distinguished with true
figurative values crossing the our borders and imposing
precisely at a national that not only gave Mulligi's work the
particular and originality, but that also rose to a true
national school.

(...)

Leaning strongly on the spiritual richness of the
environment and time in which he was forged, Muslim
Mulligi will impose a particular figurative expression thet
will be based, first of all, on the Albanian environment and
mythology, treating it from figurative analysis of
legendary epics to a specific presentation of the kulla and
its mythical interior interpreted with a magic palette and
rare color and unrepeatable in our latest figurative
tradition.

The Kosovar landscape, traced from the very first
stages of his creativity, even when with the sounds of social
reality treated the figures of porters, and faces marked by
the scars of war and poverty, will return from time to time
and will dominate his painting every time he passes from
one cycle to another, every time he tries to push forward
searches for new and unrepeatable solutions. This
landscape will always be treated in a varied and through
way, putting in the first place the kulla with all the symbol
and history that it contains, courtyards and fallen fences,
mythical vines and shadows of borders creating a majestic
game with light, soil colors and Dukagjini sky.

Even in the stages when he will try to find rest from
the treatment of Kosovar subjects and enter in a
cosmopolite world of “searching for new spaces”, he will
not go away from the imposition of that recognition
Kosovar substratum that makes it distinguished and
particularin all his artistic creativity.

His tableau with roots in an extraordinary, very
expressive, ability of drawing has been build through
continued search of an energetic palette that reflects
incessantly an unstoppable will in search of the majestic
force of color.

Scholars of his heritage divide M. Mulliqi's
creativity into three main stages.

Muslim MULLIQI (MONOGRAFI)
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Né fazé e paré, qé mbyllet me mbarimin e viteve
gjashtédhjeté, né té dytén, qé¢ mbaron me fillimin e viteve
tetédhjeté dhe né té tretén, qé do té vazhdojé deri né frymén e tij
té fundit. Motivet, pérve¢ njé shképutjeje né ciklin “Drejt
hapésirave té reja”, pothuaj mbeten té njéjta, me dallime né
trajtimin dhe shképutjen e tyre nga ambienti i Rrafshit t&
Dukagjinit. Mbéshtetja né mitologjiné dhe arkitekturén e
peizazhit dukagjinas, fare né fillim, me kérkimet paralele né
portretet e njerézve té tij, do té zévéndésohen kryesish me
trajtimin e kullave dhe rrethinés sé saj né fazén e mesme, me njé
ekspresionizém té theksuar né fazén e fundit, ku do té
dominojné “furtunat”, “vorbujt”, klithjet” si njé parashenjé e
kobit qé do t'i vérsulet kosovarit né periudhén mé té egér té
ekzistencés sé tij, me zgjidhje tronditése dhe njé dinamiké tejet té
rrémbyeshme.

Mulligi do té shpérthejé¢ edhe veté né mllefe té
pakontrolluara pikérisht né kohén e pjekurisé sé artit té tij, do t'i
japé zjarr ngjyrés, duke ndezur peizazhin né njé té kuqge té
kéndellur, duke thyer dhe vrazhdésuar hardhité dhe megjet e
fushave té djegura dhe duke dridhur e plasaritur kullat e
munduara nga rezistenca shekullore pér t'i béré ballé tmerrit qé
s'pushon t'i rrezikojé.

Né kété ecuri té artit mulligian kohé pas kohe
rreshtohen portretet e qeta dhe statike, qé té ndjekin gjithkah,
me sy té djegur e té tharé dhe me fytyra té “vrara lije”. Sado té
qeté, ata portrete duket se gjithmoné mbyllnin né vete dhembjen
dhe brengén, drojén e pritjes, duke u shndérruar shpesh vetém
né silueta kokash qé zéné katroré té vecanté né tablo dhe léné
vetém njé vazhdé a njé njollé té njé ekzistence té réndé dhe té
mundimshme.

Egqrem BASHA

In the first stage, which closes with the end of the 60s, in
the second ending with the beginning of the 80s, and the third
that will continue to his last breath. Motives, apart from a
deparature in the cycle “Towards New Spaces”, remain almost
the same, with differences in treatment and their departure from
the Dukagjini Plain environment. Leaning on mythology and
architecture of Dukagjini landscape, in the very beginning, with
parallel searches of the portraits of its people, will be replaced
mainly by a treatment of the kullas and their environment in the
middle stage, with an emphasized expressionism in the last
stage, dominated by “tempest”, “whirlpools” and “cries” as an
omen of the tragedy that hovers over the Kosovar in the wildest
period of his existence, with shocking solutions and a very
captivating dynamics.

Mulliqi will burst himself in uncontrolled anger
precisely at the time of maturity of his art; he will give fire to
color, burning the landscape in a sober red breaking and
roughing the vines and boundaries of the burnt land, and by
shaking and cracking the kullas tormented by century-old
resistance in order to resist the horror that never seized to
threaten them.

In this walk of Mulligi art from time to time quiet and
static portraits round up following you anywhere with burning
and dry eyes and “scarred” faces. Although calm, these portraits
seem to close in themselves forever pain and worry, the anxiety
of waiting, turning often into silhouettes of heads occupying
special squares in tableaus and leaving a stain of a heavy and
painful existence.

Egqrem BASHA
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PORTRETIINJE ARTISTI

Muslim Mulliqi ishte piktor mé me ndikim nga té gjithé ne qé
filluam jetén e arteve figurative né Kosové. Ndikimi do té ndihet
edhené gjeneratat e ardhshme.

Pa veprén e Muslim Mulligit nuk mund té paramendohet arti
modern shqiptar.

Dyzet e pesé vjetishte né rrjedhat e ngjarjeve krijuese.

Klasik dhe modern.

Né shogqéri kishte ndikim té madh. Paragqitja e tij e vecanté ishte
njé pahilindur.

Kishte shuméide.

Shumé merita.

Personalitetii tij ishte frymézues.

Energjik.

Shpresédhénés.

Ibute.

Pér krenariné toné njé copé Evropé

Disa heré, pér shumé gjéra nuk jemi pajtuar.

Muslim Mulliqi, kullat e Malésisé sé Gjakovés sé pari i paraqiti si
realizém.

Pastajsi histori.

Dhe, né fund silegjenda.

Njé dité I thasheé:

- Muslim, njé kullé gé e pikturove ti uné e pashé mbi njé barkeé e
mbi njé det.

Pavarésisht nga vitet diku shkonte.

Aishumé shpejt e kapiimazhin e figurés sime.

Udhétimi im poetik I pélgeu.

Edhe pseishim té afért, ishim edhe té ndryshém.
Ndryshueshmériné gjithmoné e kemi respektuar si vleré.
Muslimiishte mik i afért edhe me Anton Pashkun.

Pér kullat e Muslimit disa heré Antoni mé ka folur.

Kur ishim vetém me artin, Muslimi dukej mé i afért dhe mé i
kapshém.

Njé dité mé tha:

- Antoni pér ty ka shkruar miré. Até shkrim disa heré e kam
lecuar.

Uné gesha. Qesha, sepse mé erdhi miré.

Aindezinjé cigare dhe vazhdoi.

- Antonit do t'i them qé té shkruaj edhe pér mua.

Tash kulla e Muslim Mulliqgit éshté kulla qé ua kaon té gjitha
kullave.

Duke u nisur nga kullat né portrete apo nga portretet né kulla,
dashur pa dashur portretet dhe kullat shumécka i dhané njéra
tjetrés.

Pak paundangajeta, Muslimi mé foli pér monografiné e vet.

Ai, monografiné e vet nuk e pa. Monografia e tijmé né fund doli.
Muslimi, pikturén nuk e lémonte me ngjyré. Me ngjyré e
ushgente.

Rexhep FERRI
(Prishtiné 1999)

PORTRAIT OF AN ARTIST

Muslim Mulligi was the most influential painter of all of us who
began the life of fine arts of Kosova. This influence will be felt in
the future generation as well.

Without Muslim Mulliqgi's work the Albanian modern art cannot
be imagined.

He was firty-five years in the currents of creative events.

Both classic modern.

He had great impact in the society. His particular appearance
was a born phenomenon. He had many ideas.

Many merits.

His personality was inspiring.

Energetic.

Hope-giving.

Soft.

For oure pride, a piece Europe.

Many times, we disagreed on many things.

Muslim Mulliqi, kullas of Gjakova Mountain land first
presented as realism.

Then as history.

And, finally as legends.

One day I told him:

- Muslim, a kulla you painted I was over a boat in the sea.
Regardless of years, he went somewhere.

He very soon caught the image of my figure.

He liked my poetic journey

Although close, we were different.

We always cherished difference as value.

Muslim was also a close friend of Anton Pashku.

For Muslim's kullas Anton spoke to me many times.

When we happened to be alone with the art, Muslim seemed
closer and more comprehensive.

One day he told me:

- Anton wrote well of you. I read that writing several times.
I'laughed. I laughed because I liked it.

He lit a cigarette and continued:

- I will Anton to write about me too.

Now the kulla of Muslim Mulliqi is a kulla above all the rest.
Starting from the kullas in portraits or portraits to kulla,
willingly or not portraits and kulla gave so much to each other.
Just before leaving this life, Muslim spoke to me of his
monograph.

He never saw his monograpj. His monograph finally got out.
Muslim did not pat the painting with color. He fed it with color.

Rexhep FERRI
(Prishtina 1999).
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POSTMORTUM

NGERCET EKOHES

Kujt nuk i kujtohen KULLAT E JUNIKUT té Muslim
Mulliqit? ...
Trandjet e médha, brenda e né karakterin e njeriut toné,

u kapén, duke shénuar edhe kohén. Vlera té pakontestueshme
jang, po ashtu, PORTRETET.

T'i kujtojné ato té Modelianit té famshém. ..

Portretet e Mulliqit knaé edhe dig tjetér: ngércet e kohés
soné, népér té cilén kalojmé, shpesh edhe té pérgjakur, ngjyra e
kuge shénon krimin diku né hapésirén toné. Krijuesi i
ndérgjegjshém nuk mund té shképutet nga ajo drité lemeritése,
senuk mund téjetohetjashté fatumit njerézor, asajqé ndodh - as
nuk mund té pajtohet se asgjé nuk kandodhur. ..

Pérmes simboilt té kullés dhe portreteve, ¢ mund té
jené fytyrat e té aférmve t tij, Mulligi nxjerr zjarminé e
brendshme té njeriut toné& né njé kohé kur véshtiré
identifikohen gjérat.

Aiepotencon kété tragjiké me ngjyra mjaft té rénda.

Ali PODRIMJA
Nga “Libri gé nuk mbyllet”, Rilindja 1997

MUSLIM MULLIQI

Ajo gé né e paré trand kundruesin e pikturave té
Muslim Mulliqit, pérveg pérdorimit t& guximshém mjeshtéror
té ngjyrave dhe kompozicioneve tipike ritmike, té cilat
vazhdimisht aludojné te ritmet e ndérlikuara muzikore té
atdheut té ngushté té artistit - Kosovés - éshté zhvillimi i
pérhershém i figurave nga ato statike deri te ato dinamike, nga
hapésira e mbyllur deri te “hapésira” skajshmérisht e paané,
nga, pothuaj se masa té erréta té ngjyrés sé pérlyer deri te
sipérfaget-sfondet e sheshuara, plot ajér - nga pérkufizimi total
deri te liria absolute. Edhe prané téré kétij zhvillimi té
vrullshém, njé gjé duket konstante: Mulliqi éshté njé artist
ekspresiv figurativ dhe vartés i frymézimit; qé do té thoté se té
gjitha fazat e kétij pikturimi kané vulén e nevojés pér té
shprehur boténe vet.

Hallet e Kosovés dhe té popullit kosovar, historia dhe
mitologjia, perspektiva, shpresa, e pritmja dhe éndrrat jané
preokupimi kryesorindjenjave dhe i programit té tij.

Njé ndjeshméri e skajshme moderne artistike shquhet
né ményrén specifike té kombinuar me lidhjen e forté me
vendlindjen e tij sé cilés ai i shérben edhe si kronikan edhe si
profet.

Muslim MULLIQI (MONOGRAFI)

POSTMORTUM
THE CRAMPS OF TIME

Who does not remember JUNIK'S KULLAS of Muslim
Mulligi?...

Great tremos, inside and in the character of our man
were caught marking also the time. Uncontested values are also
PORTAITS. Let us remember those of the famous Modeliani....
Mulligi's portraits have something else too: the cramps of our
time through which we cross, often bleeding, with the red color
marking the crime somewhere in our space.

The competent author cannot depart from that
horrifying light, as one cannot live outside human fate, that
which happens nor can he agree that nothing
happened...through the symbol of kulla and portraits, that \ can
be faces of his own kin, Mulliqi extracts an inner fire of our man,
ata time when things are not easy identified.

He empowers this tragic with very heavy colors.

Ali PODRIMJA
From “The book that does close”, Rilindja 1997

MUSLIM MULLIQI

What at fist shocks the observer of Mulsim Mulliqgi's
paintings, apart from his masterly and daring use of colors and
typically rhythmical compositions, which continuously allude
to complicated musical rhythms of artist's narrow fatherland
Kosova is a permanent development of figures from static to the
dynamic ones, from a close space to the extremely endless
“space”, from an almost dark mass of stained color to the
surfaces plain backgrounds, full of air from total definition to an
absolute freedom. Even close to this accelerating development,
one thing seems constant: Mulliqi is an expressive figurative
artist and bearer of inspiration; meaning that all his the stages of
this paintinf bear the seal of the need to express one's world.

Kosova's headaches, and those of the people of Kosova,
history and mythology, perspective, hope, the waiting and
dreams the main preoccupation of his feelings and programs.

An extreme modern artistic sensitivity is distinguished
in a specific way combined with strong ties with his country,
which he serves both as chronicler and prophet.



Veprat e tij té para i takojné pikturimit tradicional té
gjérave qé e rrethojné; jo folklorit té pastér - nga folklori ai merr
vetém pjesérisht ngjyrat dhe ndjenjén pér efekte dekorative dhe
i mvesh me vrull elementar, té kthjellét, me ngjyra té begata.
Figurat ekspresive duken si té ngurézuara né pozitat e tyre
statike, té ngjitura pér prapavijé té patundshme, ose pér té
shquar njé vend té ngushtg, té errét, a pér té spikatur njé hapésiré
té rrafshté, njé mur; njé faré “prapavije” si né ikona apo freska
mesjetare. Ndonése syrin e stérvitur e térheqin kéto té fundit,
vijat psikolojgike dhe portretuese né fytyra, larg nga shfagja e
getésisé dhe imazhet shenjtérore ato ekspresivisht zbulojné
dramén e njeriut té pérvuajtur né luftén e tij pér té mbijetuar né
Tokeé.

E kugja-ngjyré e gjakut dhe e dashurisé, ngjyra e
vjollcés, ngjyré e pikéllimit dhe e kujtimeve, hyjné guximshém
né té zezén e shurdhér, né té kaftén dhe até té gjelbrén, té fshehét
e té shurdhér po ashtu. Fytyratjané té shurdhéra - kjo boté éshté
boté e té moshuarve; té vjetra jané edhe shtépité kur Mulligi sheh
peizazhin; edhe rrugét mbyllin vetveten.

Té vjetra dhe té harruara jané kullat té cilat zéné vend
vazhdimisht né hapésirat pikturale, reale apo té fanitura - té
begata me dashuri té kuge dhe me harrim vjollce. Mosha,
vuajtja, e palévizshmja, e qéndrueshmja, imazh tipik i
impresioneve té para té fémijérisé, qé kané depértuar thellé né
mendésiné e artistit jané gjérat e para qé éshté dashur t'i
pérjashtojé nga vetvetja duke pikturuar, né ményré gé té krijojé
hapésiré pér té zbuluar percepcione té reja: mbi dinamikén né
botén qé e rrethon, mbi variabilitetin e saj.

Mbase “shikimet jashté dritares” mund t'i kuptojmé si
tranzicion: njé si mbresé fémijérore e kokave senile qé kundrojné
zgjuar lojén e djallulshit pérjashté, pérfagésues misteriozé té
botés sé rritur, né té cilén njeriu duhet té hyjé njé dité dhe t'i
marré téré trashégiminé.

Kéto koka té kornizuara, shumeé té shpeshta né veprat e
Mulliqgit, sa vete e té pérkujtojné maskat e vdekjes nga kultura e
Mikenés, qé duket sikur pérkon me kulturén e Kosovés né
shusmé drejtime.

Por, statika e kétyre kokave tashmé éshté observuar nga
jashté, nga lévizja, qé ndérron rrethimin e ri té artistit, i cili
shképut mbresat nga fémijéria, ndonése éshté i pashképutshém
nga njerézit dhe nga viset e atdheut té tij té ngushtuar né mijéra
ményra.

Ekspresiviteti sikur éshté lindur bashké me Mulligin
dhe, népérmjet ballafagimit me rrethinén e re kulturore, mbase
éshté cytur njé si orientim i surrealizmit té fjetur te artisti, i cili
éshté fuqimisht i lidhur me mitologjiné e popullit té vet.
“Udhétimet” e njerézve t&é Mulliqit, tregojné hapat e paré drejt
pushtimit té viseve té reja.

Papandehur, figurat tashmé nuk jané té ngujuara
pahetueshém né vend, por e kundérta; ato kané filluar té clirojné
veten. Qerret, rrotat né lévizje, grupe udhétarésh shfagen né
lévizje. Hépérhé, 1évizja éshté ende e kushtézuar nga gerrja, nga
ekipi. Mirépo, kéto “udhétime hyjnore”, t&€ vendosura né pjesén
e epérme té sipérfages pikturale, tashmé shquajné njé hapésiré
mé té gjeré, ndonése ireale dhe gjithsesi flasin pér ndérrimin e
shpérndérrimin. Bota nuk éshté mé e palévizshme, e
paperspektivé; njeriu 1éviz, ec para, i ikén pashmangshmérisé sé
fatit, rrethimit nga muret dhe frengjive té godinave mesjetare.

His first works belong to the traditional painting of
things that surround him; not pure folklore from folklore he only
partially takes the colors and feeling for decprative effects and
dresses them an elementary clear dash of rich colors. Expressive
figures seem like stoned in their static positions, attached to an
immovable background, or in order to distinguish a narrow,
dark place, to show a plain space, a wall, some kind of
“background “, like in Medieval icons or frescoes. Although a
trained eye is attracted by the latter, far from appearance of
calmness and saintly images they expressively reveal the drama
of asuffering manin his struggle for survival on the Earth.

The red of blood and love, the violet, color of sadness
and memories, enter daringly in a deaf black, in the brown and
the green, hidden and deaf also. Faces are deaf this world a
world of the aged; old are the houses where Mulliqi sees a
landscape; and roads close themselves. Old and forgotten are the
kullas, which continuously find place in pictorial spaces, real or
haunting rich with red love and violet forgetfulness. Age,
suffering, immobility, enduring, a typical image of first
impressions of childhood that penetrated deep in artist's mind
are the first things he ought to have excluded from himself by
painting in a way as to create space for discovering new
perceptions: on the dynamics in the surrounding world, over its
variability.

Perhaps

2

“views outside the window” may be
understood as a transition: one as childhood impression of senile
heads looking at the boy playing outside, a mysterious
representative of the grown-up world in which man should
enter one day and take all this heritage. These framed heads,
appearing so often in Mulliq's works, remind one more and
more the death masks of Mycenae culture seeming to be similar
to the Kosova culture in many directions.

But the static of these heads is already observed from
outside, from movement that alters the new surrounding of the
artist who has been snatching impressions from his childhood,
although irrevocable from his people and lands of his country
narrowed in thousands of ways. Expressiveness seems to have
been born together with Mulligi and, through confrontation
with the new culture surrounding, there perhaps has been an
incitement of same kind of orientation of a sleeping surrealism in
the artist, who is strongly connected to the mythology of his own
people. “Journeys” of Mulliqi's people show their steps towards
occupying new lands. Suddenly, figures are not locked any
longer unnoticed in a place, but the opposite; they are beginning
to free themselves. Carts, moving wheels, groups of passengers
appear in movement. For now, movement is still conditioned by
the cart, the team. However, these “heavenly journeys”, set in
the upper part of pictorial surface, already distinguish a larger
space, perhaps in unreal one and by all means speak of change
and decomposition. The word is not any longer immovable,
lacking perspective; man moves, walks ahead, unavoidably
ignores fate, surrounding by walls and transoms of medieval
buildings.

Muslim MULLIQI (MONOGRAFI)
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Enterierét béhen té ndricuar, té ajrosur; dhe, ndonése
veté figurat jané té zéna né kénde té erréta, hapésira merr
shkélgimin, ajrin dhe figurat 1évizin né hapésiré, ato nuk jané té
prangosurané kéndete tyre.

Kanavecat e rénda - té rénda shkaku i ngjyrave té
dendura dhe té erréta tashti lahen né ajrin e shkélqyeshém blu,
né ujérat e blerté dhe né hapésiré, né re té bardha dhe né majat
me boré né horizont.

Figurat jo vetém lévizin, ato lundrojné lirshém né giell,
udhétojné sé toku, kuvendojné mbi re, pushtojné hapésira t&é
reja, té patrembura, me vetébesim dhe me gézim.

Sikundér figurat e Mulligit gé pashmangshém e kishin
zakon té zbulonin pérkufizimet e Njeriut, lidhjen e tij me dheun
e me fatin, ato tashmé jané cliruar nga pesha dhe nga shtypja,
triumfalisht té guximshme né fluturimet e tyre pa krahg, té
gatshme pér ¢farédo avanture, pér ¢farédo ndérrimi, dinamike
aq saishinstatike, té Iéngshme aq saishin té ngurta.

Né pérpjekjet e tij artistike gjaté kétyre 25 vjetéve (deri
mé 1984, vér. E pérkth. N.S.H.)

Muslim Mulliqi ka bartur veprén e vet nga trashégimia
e ¢mueshme e Mesjetés deri te fantazia e liré e Njeriut té shek.
XXI, té cilit toka i shérben vetém si pikénisje, vendlindja e
natyrshme e té cilit nuk éshté hapésira e papushtuar, por gjithsia
e pushtueshme, dhe té cilit, tradita i shérben vetém si njé themel
pér depértim té guximshém drejt mbretérisé sé intelektit, ku
universe té reja presin qé té zbulohen. Artisti tashmé i ka béré
hapatné rrugén e tij drejt kétij caku.

Dhe pérséri njé sintezé e papritur: errésira dhe drita né
njé ndeshje né pélhuré - dy koka, njéra e lidhur pér toke, tjetra e
cliruar nga té gjitha presionet, duke pushuar né pakohési té
ndritshme.

Apo, motivi fshatar - shtépité, kullat, kopshtiivogél me
rrethojé, dy silueta femrash, gielli, paanésia dhe gjuha e vrazhdé
e tokés; apo pérséri njé koké e kornizuar, njé dritare, njé palé sy
kundrues, por njé fytyré e hidhét, me tipare tipike té sojit dhe e
mbushur me njé dituri té re, e kthyer drejt sé ardhmes.

Apo... Invencioni i pashtershém i artistit dhe déshira e
forté pér té zbuluar ka hyré né njé rreth té ri kreativ.

Sot pér sot ende nuk éshté e mundshme té parashihet se
ku do té shpie kthimi i motiveve té vjetra kur té rrotullohet
spiralja rishmi.

Sidoqofté, Mulliqi ia arriti pérséri té trazojé kureshtjen e
kundruesit.

Zoran KERZHISHNIK
(Slloveni)

Muslim MULLIQI (MONOGRAFI)

Interiors become lighted, airy, and although the figures
are kept in dark corners, space attains a shine, air and figures
moveinspace, and there are not struck into their corners.

Heavy canvasses heavy because of thick and dark
colors, are now washed in the shining blue air, in green waters
and space, in white clouds and peaks of snow in horizon.

Figures are not only moving but they float freely in the
sky, they together, converse above the clouds, occupy new
spaces, courageously, self-confident and joyful. Like Mulliqi's
figures that unavoidably were accustomed to discover Man's
limitations, his connection to the soil and fate, they are now free
of weight and pressure, triumphantly daring in their wingless
flights, ready for any kind of adventure, any change, both
dynamic and static, juice and solid.

In his artistic efforts during these 25 years (till 1984),
Muslim Mulliqi carried his work from valued heritage of
Middle Ages to the free fantasy of 21" century Man, to whom the
land serves only as a starting point, the natural birthplace of
which is not an unoccupied space, but rather an occupied space
and to whom tradition serves but as a foundation for a daring
penetration towards the kingdom of intellect, where new
universes await to be discovered.

The artist has already made steps in his way towards
this aim.

And, again a sudden synthesis: darkness and light in a
canvass encounter two heads, one tied to the earth, the other
freed of all pressure, resting in bright timelessness.

Or, a rural motive houses, kullas, a small garden with
fence, two female silhouettes, the sky, nowhere, and a rough
language of earth; or again, a framed head, a window, a pair of
observing eyes, a bitter face with typical features of the kind and
filled with new knowledge, facing the future.

Or... an inexhaustible invention of the artist and his
strong desire to discover has entered anew creative circle.

For now, it is not yet possible to anticipate as to where
will this return of old motives lead to once the spiral is once more
circled.

Any way, Mulligi succeeds once again to stir the
attention of the observer.

Zoran KRZISNIK
(Slovenia)



IMAZHE LIRIKE TE THEKSUARA

Mulliqi derisa mediton mbi dashuring, mbi
marrédhéniet mes njerézve, mbi ngarjet né vendlindje ose
pér vlerat ndiesore dhe artistike, pér kullat e njohura,
késhtjellat tradicionale, té intimes arkaike, njékohésisht
mediton edhe mbi kuptimin e perspektivén e artit piktural
né castin toné. Rreth “¢éshtjes” sé motivimit pér té cilén
avangardet radikale pohuan qé kaheré éshté “tejkaluar”,
njéherit shpreh géndrimin e vet ndaj artit té fundit t&é
shekullit, para se gjithash né ato drejtime gé pucen né
piképamjet romantike dhe ndiesore pér artin. Cikli i
pérmbledhur i pikturave né vaj, me siguri ngérthen njé
ndimension tjetér, sidomos né krahasim me opusin
eksperimental dhe shestimet e tij né ekspresionizmin e
pértriré. Fjala éshté pér njé cast prehjeje pér té géndruar né
udhén e shénuar miré qé ka réndési né vete rreth shikimit né
té kaluarén, réndésiné e vlerésimit té asaj qé éshté arritur.
Por kjo né shikim té paré, kurse e vérteta éshté ndryshe
sepse Mulligi s'mund té del nga lékura e tij, ndaj krahas
imazheve lirike té theksuara dhe interpretimeve té kulturé
kosovare dhe historisé, tingéllon poashtu edhe lektisja e tij
pér té gjurmuar.

T'i marrim vetém “portretet” e tij - né té shumtén e
rasteve kéto jané koka té zéna né kornizé té forté, qé na i
paraget né disa ményra si prenké me ngjyré, me hollésia té
shémtuara, si shtérgaté e fshehur né dritaren e ndritur, si
strukturé filigrane né mes té faqoreve té formuluara si
gracka. Me njé fjalé i tillé éshté edhe interpretimi i mllefit té
tij. Krahas kompozicioneve té ashpra arkaike ku dominante
éshté forma e kullave prej guri, ku sfondi humb né shkrirje té
buté me ngjyra, papritmas shfaqet imazhi i vendlindjes, qé
ka njérin prej mostrave poashtu me traditén ekspresioniste.

Portretii gjallé e me ngjyré té spikatur poashtu na sjellé
edhe té sotmen, na shpie te raporti postmodernist ndaj pikturés
dhe artit piktural. Artisti né kéto portrete nuk i intereson vetém
forma dhe interpretimi me ngjyré i motivit, por dicka mé
primare, mé artistike - veté animimi i brushés pérjetimi gjaté
pikturimit dhe zbulimit t& botés sé re gé lind nén kurthat e
ortigeve.

Potezi spontan me brushé, te Mulliqi pérheré éshté i
kontrolluar, kjo gjé kérkon njohuri té¢ médha mbi pikturén.

Por kjo nuk éshté e téra. Edhe pse me pérkushtim
shikon kah gjurmimi i gjinisé sé re, ndjen géndresé instinktive,
pérpélitie, apo mé miré ta them - interpretimet “naive” me
géllim. Kjo pra éshté njéra nga karakteristikat qé paraqgesin
Muslim Mulligin si intelektual té mprehté e té theksuar.

Pér hapésirén sllovene, arti i tij pamédyshje ka réndési
té posagme. Nuk éshté fjala pér takime me njé piktor té njé rrethi
tjetér, por éshté fjala pér shkallén mé té larté té njohjes sé njé
kulture. Kosova si¢ na e paraget né preinterpretimet pikturale
Muslim Mulliqgi éshté ndryshe nga plakatet turistike, poashtu
éshté tjetér nga e njohim me anén e mediumeve tjera.

Mulliqi ia doli ta zé&jéshpirtin e midisit té vet, hapsirés
qé ishte zéné né mes té kundérthénieve té kohés moderne dhe
relikteve arkaike.

EMPHASIZED LYRICAL IMAGES

While thinking of love, relations among people, events
in the fatherland, or sensual and artistic values, for the famous
kullas, traditional fortresses, of archaic intimacy, Mulliqi thinks
in the same time about the meaning and perspective of pictorial
art in our time. Around the “Issue” he also gives his stand
towards the art of the end of the century, before all in those
directions that are touched in a romantic and sensual sense for
theart.

The collected cycle of paintings in oil contains surely
another dimension, particularly compared to the experimental
opus and his journeys in the renewed expressionism. We are
speaking of amoment of restin order to endure in a well-marked
path, which is of importance in itself on viewing the past, an
importance of evaluation of what has been achieved. But this is
at first sight, while the truth stands otherwise, as Mulligi cannot
come out of his own skin, therefore along emphasized lyrical
images and interpretations of Kosovar culture and history
sounds also hisjourney of search.

Let us take only his “portraits” in most cases these are
heads caught in strong frames that are depicted in several ways
as hostages of color, ugly details, as a hidden tempest on a lit
window, as filigree structure between pages formulated as
traps. Ina word such is the interpretation of his anger. Alongside
rough archaic compositions dominated by the form of stony
kullas, where the background is lost in a soft melting of color,
there suddenly appears an image of birthplace, sharing one of its
samples with expressionist tradition.

A live portrait of vivid color brings also the present to
us, takes us to the post-modern relation towards painting and
pictorial art. The artist in these portraits is not interested only in
form and interpretation of color of the motive, but something
more primary, more artistic the animation itself during painting
and discovering of the new being born under anavalanche trap.

S spontaneous move with the brush with Mulliqi is
controlled, a thing thatrequires great skills of painting .

But this is not all. Although he looks with dedication
towards searching for a new genre, he feels an instinctive
resistance, a clash or better yet “naive” international
interpretations. This is one of the characteristic that show
Muslim Mulligi as a vigorous and emphasized intellectual.

For the Slovenian space, his art is undoubtedly of special
importance. We are not speaking of a meeting with an artist of
another environment, but about the highest degree of
recognition of a culture. Kosova as presented in pictorial
interpretations of Muslim Mulliqi is different from tourist
posters, and is also different from the way we know it through
other media.

Mulliqi succeeded in capturing the soul of his
environment, a space captured between contradictions of
modern time and archaic relicts.

Muslim MULLIQI (MONOGRAFI)
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Ndoshta kjo kundérthénie, né ményré té vecanté
shprehet né veprat artistike - sepse né mjete bashkékohore
artistike piktori zbulon njéherit vlerén dhe vlerat e botés qé po
shuhet, ose qé fare ngadalé ikén nga veprimtaria agresive e
njeriut. S'do mend qé né veprén e tij nuka éshté fjala pér
“ekologjizim” ose pér forma romantike - e vérteta e dhémbshme
e interpretimeve té tij poetike shprehet té thuash mu né
pérshkrimin e thjeshté, real dhe me fjalé té rralla té shpirtit té tij.

Kullat dhe njerézit e tij si¢ duken nuk jané pamje té
pikturuara né ményré té afért reale, por jané njé autoportret i
llojit té vet. Pér shkak té porosive té singerta té aférsive tona por
dhe largésive t& médhaja, né vepren e Mulligit me siguri jo me
géllim pamé individualitete dhe vlerat e theksuara artistike.

Nga ana tjetér vérteté fjala éshté edhe pér krijimtari
integrale, té rrumbullakésuar, té cilén nuk mund ta ndajmé -
sepse éshté njé krijimtari e denjé e ngjeshur dhe kualitative né
¢do piképamje. Nése krahas pérjetimeve artistike na ofron edhe
dicka mé shumé sepse na pyet pér problemet themelore té
ekzistencés, atéheré e plotéson misionin e vet. Pér kété ndér té
tjera flet dhe vizita e jashtézakonshme ekspozités sé tij né
Lubjané.

Ivan SEDE]
“Dello”

MUSLIM MULLIQI

Né konceptin e vet artistik Muslim Mulligi &shté
orvatur gé fenomenin e ngjyrés ta kuptojé sintetikisht duke
theksuar simbolikén dhe domethénien e thellé
psikosociologjike,si dhe raportet e réndomta té tyre. Pra ideja
kryesore mbizotéruese e shprehjes ekspresive té Muslimit éshté
shpérthimi i dufit emocional té sforcuar me depértueshmériné
eklektike té ngjyrés. Tablot artistike ngérthejné dhe kultivojné
njé koncept té vecanté ekspresiv si pasqyré e ambientit dhe e
mjedisit tone té shprehur furishém me ané té penelit dhe
koloritit té sforcuar. Kéto theksime kané si pasion shprehjen e
shgetésimeve shpirtérore me tematiké sociale e deri tek ato
socialokolektive shqetésuese. Frymézimet artistike
karakterizohen nga fryma dhe tendencat zhvillimore té veté
piktorit. Kéto merren si rrjedha té pjekurisé dhe té
prodhimtarisé sé tiij artistike, ndérsa parésore pér kohét, gjaté té
cilave, krijoi, jané stili dhe motivet qé jané njé dokumentacion i
¢mueshém pér té sotmen. Né veprén e tij krijuese paraqiten né
vecanti portretet. Kéto jané vazhdimési dhe mishérim qé do ta
ndjekin kudo dhe né ¢do kohé né krijimtariné e tij artistike.
Portretet paraqiten pérheré té gjalla sikur thoné e flasin me njé
frymémarrje té brendshme shpirtérore, ngase edhe forma, né
shikim té pare e deformuar, nuk &shté tjetér, pos njé jeté e
deformuar gé drejtohet gjithnjé nga synimet mé té pastra
shpirtérore, nga njé jeté qé njeriu duhet ta gézojé, ta jetojé dhe,
mbi té gjitha, orvatjet e tij té jené té shéndosha. Muslimi e
portretizon njeriun nga Brenda dhe botés i flet pérmes
ravijézimit té jashtém té figurés. Portretet jané té modeluara
pérmes plastikés sé shprehur, ndérsa theksimet e pjeséve té
kokés e béjné mbizotéruese téré pikturén.

Hivzi MUHARREMI
(Prishtine 2002)

Muslim MULLIQI (MONOGRAFI)

Perhaps this contradiction is particularly expressed in
artistic works because in contemporary artistic outlets the
painter discovers both the value and the values of the works that
is being gone, or else slowly runs away from aggressive activity
of man. No wonder that in his work one is not dealing with
“ecology” or romantic forms the sad truth of his poetic

interpretations is expressed almost in a simple, realistic

description and with rare words of his soul. Kullas and his
people seem not to be depictions painted in a close, realistic way,
but they are a self-portrait of its own kind.Because of sincere
message of both our closeness and great distance, in Mulligi's
work surely not intentionally we saw individualities and
emphasized artistic values. On the other hand, in fact one deals
with an integral, complete creativity, which cannot be divided
because it is a dignified creativity thick and qualitative in every
sense. If along artistic experiences it offers us something more,
as it poses questions of basic problems of existence, then it
fulfills its mission. On this, among others, speaks the
extraordinary visit of this exhibition in Lubjana.

Tvan SEDE]
“Dello”

MUSLIM MULLIQI

In his artistic concept, Muslim Mulligi has tried to
understand the phenomenon of color synthetically pointing out
the symbolic and deep psycho-sociological meaning and their
ordinary relations. So, the main overpowering idea of Muslim's
expressive appearance is an eruption of emotional display
enforced with an eclectic penetrability of color. Artistic tableaus
contain and cultivate a special expressive concept as a mirror of
our environment strongly expressed through panel and
enforced color. These emphases have as their passion an
expression of spiritual anxieties of social theme to the disturbing
social-collective ones. Artistic inspirations are characterized by
the breath and development tendencies of the painter himself.
These are taken as a result of his artistic maturity and
productivity, while primary for the times during which he
created were the style and motives that serve as a valuable
documentation for the present. In his creative work, are evident
portraits in particular. These are continuations and embodiment
that will follow him everywhere and at any time in his artistic
creativity. Portraits appear always lively, as if they speak and
talk with an inner spiritual breathing, as the form too, at first
sight deformed, is nothing else but a deformed life being led
always by purest spiritual intensions, from a life that man ought
to enjoy, live, and above all, his efforts should be sound. Muslim
portrays man from inside and speaks to the world through an
outer lining of figure. Portraits are modeled through expressed
plastic, while emphases of the head make the entire painting
overwhelming.

Hivzi MUHARREMI
(Prishtina 2002)



MUSLIM MULLIQI

Kronist i narrativitetit té¢ pérmbajtur dhe profet i
patetikés sé kursyer, Mulligi né até plasaritje t&¢ pamatshme
kohore rendit kullat fantazmatike dhe maskat pérmortshme,
trapet dhe gjeratoret, emblemat e vuajtjes dhe shpétimit pa
“gjyqin e fundit” dhe pa barazpeshé apokaliptike. Pa iu trembur
té tashmes dhe pa i béré bisht t&é ardhmes, piktori, kundér
disonancés sé botérave, armatoset pikérisht me ndjeshmériné e
vet e cila pengon ashtérimin né antagonizma bardh e zi.

Larg nga pérdorshéria pamfletike, si dhe, fundja, edhe
nga padémshmeéria e idealizuar folklorike, piktura e Mullqit
lufton pér hapésirén e autonomisé artistike, e cila i kundérshton
manipulimet “edhe kur sjellin dhurata”.

Duke théritur kohérat mitike, deri te ato té déshmuarat
me maskat e pérmortshme mikeniane, ose ata mé té afértat nga
Trebenishta, kokat e ngurtésuara té Mulligite edhe mé shumé
shémbéllejné hapésirét e gjeratorimit rreth vetvetes, me
pérndarjen e vet edhe mé shumé zhyten né paraburimin e
pérbashkésisé. Drojat dhe shpresat, kércénimet dhe pajtimet
njésoj rrezatojné nga fytyrat, shtépité, kullat. ..

“Kokat e kornizuara” jané pamje qé Mulliqi i ka ruajtur
si shtresén mé té thellé té pérjetimit fémijéror té botés sé mbyllur
té té rriturve, té arritshém vetém né kornizén rigorozisht té
kufizuar té kuadratit té dritares. Misterioziteti i atyre fytyrave
mé voné do té jeté i pérmatshém me misterin e ikonés dhe
freskés mesjetare, né kohén kur mésimeve thelbésore jetésore u
bashkangjiten péerjetimet e para artistike.

Ai”Shikim nga dritarja” mé sé shpeshti éshté indaré, né
cift, plotésim dhe korrektiv pér njéri tjetrin. Toksore dhe
celestiale, graviteti dhe forca ascensionale, mbérthimi dhe
snohvaticcnost rimohen me struktufrat e ndérlikuara ritmike té
idiomit muzikor té vendlindjes dhe stili arkitektonik pa
tekstualitetin folklorik dhe pedanteriné e kopjuesit.

Nada BEROSH
(Katalogu i ekspozités né Galeriné Forum, Zagreb, 1991)

MULLIQI'S PAINTINGS

Chronicler of a contained narration and prophet of
spared pathetic, Mulligi rounds up in that unmeasured time
crack his phantasm kullas and mortal masks, traps and
whirlpools, emblems of suffering and salvation without the “last
judgment” and without the apocalyptic balance. Not fearing the
present and not avoiding the future, the painter, against the
dissonance of worlds, is armed precisely with his sensitiveness
that hinders the marrow in the black and white antagonism. Far
from pamphlet use and, after all, of idealized folkloric
harmlessness, Mulligi's painting struggles for the space of
artistic autonomy, which counters manipulations “even when
they bring gifts”.

Calling on mythical times, even the most tested ones
with mortal Mycenaean masks, or the closest ones of
Trebenishta, stoned heads of Mulligi resemble more the spaces
of whirlpool around oneself, and with their, separation they
sink deeper in the pre-source of commonness. Fears and hopes,
threats and consents radiate all the same from faces, houses,
kullas...

The “framed heads”, are views that Mulliqi has kept as
the deepest layer of a childish experience of the closed world of
the grown-ups, reachable only in a rigorously set frame in the
bounded window set. The mystery of those facts will be later
immeasurable to the mystery of icon and medieval fresco, in a
time when basic life teaching were added first artistic
experiences. Thar “view from the window” is most often
separated, in pairs, a fulfillment and corrective to each other.

Earthy and celestial, gravity and ascension force,
captivation and snow-whitism are rhymed with complicated
rhythmical structure of musical idiom of the birthplace and the
architectonic style without folkloric texture and copying
pedantry.

Nada BEROSH
(Catalogue of exhibition in Gallery Forum, Zagreb, 1991)

Muslim MULLIQI (MONOGRAFI)
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BIOGRAFIA

Muslim MULLIQI u lind né vitin 1934 né Gjakové. Akademiné e
Arteve Figurative e kreu né Beograd te profesor Zora Petroviq.
Studimet pasuniversitare i kreu te i njéjti profesor né vitin 1961.
Ka gené anétar i SHAFK qé nga themelimi. Eshté njéri prej
themelueséve dhe Dekan i paré i Akademisé sé Arteve né
Prishtiné, ndérsa anétaré i Akademisé sé Shkencave dhe Arteve
té Kosovés éshté prej vitit 1980. Vdiq né vitin 1998.

Ekspozitat vetjake:

1952 - Pallatii Kulturés, Gjakové,

1956, 1960, 1965 - Foajeu i Teatrit Popullor, Prishting;

1967 - Pallati i Kulturés, Smederevé:

1967 - Galeria e Shtépisé sé APJ-s&, Tuzéll, Rijeké, Pulg,

1969 - Foajeu i Teatrit Popullor, Prishting;

1970 - Salloni i Vogél Figurativ, Novi Sad;

1973 - Galeria e APJ-s&, Beograd;

1974 - Galeria Gjuro Salaj, Beograd;

1975 - Galeria Heleoart, Romé (Itali);

1979 - Galeria e Arteve, Prishting;

1980 - Klubi i Artistéve, Prishtiné; Galeria Bashkékohore,
Podgoricg;

1981 - Pallati i Kulturés, Banja LIukég;

1982,1991 - Galeria Forum, Zagreb;

1984 - Galeria e Vogél, Lubjang;

1986 - Galeria e Shtépisé sé APJ-s&, Beograd;

1987 — Galeria Moderne, Budvé;

1989,1990 - Galeria e KO, Grozhnjan; Galeria Kombétare e
Arteve, Tirané;

1996- Galeria Europa, Pejé, Galeria Roma, Prishtiné.

Ekspozitat kolektive mé me réndési:

1967 - Trienali i Artit Figurativ Jugoslav, Beograd; 1968 -
Memoriali i V Nadezhda Petrovig, Cagak; 1970 - Artet
Figurative té Kosovés, Sarajevé; Pesé Piktoré nga Kosova,
Beograd; 1971-1979, 1980,1985, 1988 - Arti Figurativ i Kosovés,
Katovicé (Poloni), Budapest (Hungari), Kozencé (Itali), Hanover
(Gjermani), Kajro (Egjipt), Frankfurt (Gjermani), Helsinki
(Finlandé), Oslo (Norvegji), Nju Delhi (Indi), Keln (Gjermani),
Duisburg, Shtutgard (Gjermani), Palermo (Itali), Paris (Francé);
1972 - Manifestimi i Artit Jugosllav, Tingujt e Mermerté,
Arangjellovc; Artistét Figurativé té Kosovés, Banja Lluké; 1973 -
Ekspozita e Sallonit té Artit Bashkékohor, Beograd; Pesé Piktoré
nga Kosova, Beograd; 1973 - 1975, 1978 - 1980, 1982, 1985, 1987,
1991, 1992 - Salloni Pranveror i Kosovés, Prishting;, Dhjeté
Artisté nga Kosova, Beograd; 1974 - Ekspozita e Artit Figurativ
té Kosovés; Nish; Caste té Artit Bashkékohor Jugosllav, Sombor;
Vjeshta XIV Figurative, Sombor; 1975-1978 - Arti Bashkékohor i
Kosovés, Shkup, Sarajevé, Zagreb; 1979, 1981, 1983, 1985, 1987 -
Bienali i Vizatimit, Prishting;, Caste Pikturale Jugosllave,
beograd; 1980,1981- Arti Bashkékohor i Kosovés, Beograd,
Zagreb;

Muslim MULLIQI (MONOGRAFI)

BIOGRAPHY

Muslim MULLIQI was born in 1934 in Granola. He was
graduated from the Academy of Figurative Arts in Belgrade in
the class of Professor Zora Petrovic. He received master degree
under the same tutorship in 1961. He was a member of KAFA
since its foundation. One of the founders and the first Dean of the
Academy of Arts in Prishtina. One of the first members of the
Kosova Academy of Arts and Sciences Since 1980. He died in
1998.

Solo exhibition:

1952 - Palace of Culture, Gjakova;

1956,1960,1965 - The Foyer of People's Theatre, prishtina;
1967 - Palace of Culture, Smederevo;

1967 - YPA House Gallery, Tuzla, Rijeka, Pula;

1969 - The Foyer of People's Theater, Prishtina;
1970-Small Figurative Salon, NoviSad;

1973 - YPA Center Gallery, Belgrade;

1974 - Djuro Salaj Gallery , Belgrade;

1975 - HeleoArt Gallery, Rome (Italy);

1979 - ArtGallery, Prishtina;

1980- Artists Club, Prishtina; Contemporary Gallery, Podgorica;
1981 - Palace of Culture, Banja Luka;

1982,1991 - Forum Gallery, Zagreb,

1984 - Small Gallery, Lubjana;

1986 - YPA House Gallery, Belgrade;

1987 - Modern Gallery, Budva;

1980,1990 - KO Gallery, Grozhnjan;

1966 - Europa Gallery, Peja; Roma Gallery, Prishtina.

The most important Group exhibitions:

1967 - Triennial of Yugoslav Figurative Art, Belgrade; 1968 - 5"
Nadezda Petrovic Memorial, Cacak; 1970 - Kosova Figurative
Arts, Sarajevo; Five Painters from Kosova, Belgrade; 1971-1979,
1980, 1985, 1988 - Kosova Figurative Arts, Katovice (Poland),
Budapest (Hungary), Cozens (Italy), Hanover (Germany), Cairo
(Egypt), Frankfurt (Germany), Helsinki (Finland), Oslo
(Norway), New Delhi (India), Cologne, Duisburg, Stuttgart
(Germany), Palermo (Italy), Paris (France); 1972 - The
Manifestation of Ygoslav Art, Marble Sounds, Arandjelovac;
Kosova Figurative Artists, Banja Luka; 1973 - Salon of
Contemporary Art Exhibition, Belgrade; Five Painters from
Kosova, Belgrade; 1973-1975, 1978-1980, 1985, 1987, 1991, 1992 -
Kosova Spring Salon, Prishtina; Ten Artists from Kosova,
Belgrade; 1974 - Kosova's Figurative Arts Exhibition; Nis;
Moments of Yugoslav Contemporary Art, Sombor; 14"
Figurative Autumn, Sombor; 1975-1978, Kosova Contemporary
Art, Skopje, Podgorica, Sarajevo, Zagreb; 1979,1981,1983,
1985,1987 - Biennial Drawings, Prishtina; Yugoslav Pictorial
Moments, belgrade; 1980, 1981 - Kosova Contemporary Art,
Belgrade, Zagreb;



1979 - Ekspozita Ndérkombétare, Slovenj Gradec; 1981 -
Ekspozita e LSHAF]J, Shkup; 1983 - Vjeshta XXXIII Figurative,
Sombor; Salloni XV Vjeshtor, Banja Lluké&; 1983, 1987 - Arti
Bashkékohor i Kosovés, Beograd, Prishting, Dubrovnik; 1986 -
Galeria mbi Atlantik, Toronto (Kanada); 1987 - Ekspozita
Ndérkombétare né Can-sur-Mer (Francé); 1988 - Trienali VI i
Artit Jugosllav, Beograd; Artistét Figurativé Bashkékohor
Jugosllav, Beograd; Dhjeté Artisté Kosovaré, Augsburg
(Gjermani); 1990 - Bienali IIl Ndérkombétar, Kajro (Egjipt); 1992
- Zagreb; 1980, 1981 - Arti Bashkékohor i Kosovés, Beograd;
Ekspozita Mbaréshqiptare, Tirané.

Shpérblimet:

1954 - Cmimi i Dhjetorit t&€ Kosovés, Prishting;

1965 - Cmimi i Néntorit té Qytetit t& Prishtinés, Prishting;

1968 - Cmimi Blerés i Akademisé sé Arteve té Beogradit né
Sallonin e Tetorit, Beograd;

1969 - Cmimi i SHAFK, Prishting;

1973 - Cmimi Blerés i Sallonit té Cetinjes, Cetinje;

1974 - Cmimii Sallonit Pranveror té Kosovés, prishting;

1975 - Cmimi Blerés né Sallonin Pranveror té Kosovés,
Prishting;

1990 - Cmimi i Paré pér Pikturé né Sallonin Pranveror té
Kosovés, Prishtiné.

Veprat e tij gjenden te shumé koleksionarg, galeri e muzeume.

1979- International Exhibition, Slovenj Gradec; 1981 - YLFA,
Skopje; 1983 - 33" Figurative Autumn, Sombor, 15" Autumn
Salon, Banja Luka; 1983, 1987 - kosova Contemporary Art,
Belgrade, Prishtina, Dubrovnik; 1986 - The Gallery Over
Atlantic, Toronto (Canada); 1987 - International Exhibition at
Can-sur-Mer (France); 1988 - 6™ Triennial of Yugoslav Art,
Belgrade; Yugoslav Contemporary Figurative Artists, Belgrade;
Ten Kosovar Artists, Augsburg (Germany); 1990 - 3"
International Biennial, Cairo (Egypt); 1992 - Zagreb; 1980, 1981
- Contemporary Kosovar Art, Belgrade; Overall Albanian
Exhibition, Tirana.

Awards:

1954 - Kosova's December Prize, Prishtina;
1965 - Prishtina City November Prize, Prishtina;

1968 - The Belgrade's Academy of Arts Purchasing Prize at
October Salon, Belgrade;

1969 - KAFA's Prize, Prishtina;

1973- Cetinje Salon Purchasing Prize, Cetinje;

1974 - Kosova Spring Salon Prize, Prishtina;

1975 - Kosova Spring Salon Purchasing Prize, Prishtina;

1990 - The First Prize for Painting at Kosova Spring Salon,
Prishtina.

His works is in many private collections gallerys and museums.
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Naga cikli: Udhétim qiellor, vizatim, 1971
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Nga cikli: Udhétim giellor, vizatim, 1971

Muslim MULLIQI (MONOGRAFI) 81



Nga cikli: Pritje, vizatim, 1987
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Nga cikli: Udhétim giellor, vizatim, 1971
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Nga cikli: Udhétim qiellor, vizatim, 1971



Portret dhe zog, 100 x 70 cm, vizatim, 1970
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Nudo dhe lulet, vizatim, 1969



Nga cikli: Udhétim giellor, 100 x 70 cm, vizatim, 1971
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Nga cikli: Udhétim giellor, 100 x 70 cm, vizatim, 1971



Nga cikli: Udhétim giellor, 100 x 70 cm, vizatim, 1971
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Portret, 100 x 80 cm, vizatim, 1971



Nga cikli: Udhétim giellor, 100 x 80 cm, vizatim, 1973
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Nga cikli: Pushtim i hapésirave té reja, 100 x 75 cm, vizatim, 1971
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Nga cikli: Pushtim i hapésirave té reja, 85 x 80 cm, vizatim, 1971
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vizatim, 1971
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Pushtim i hapésirave té reja
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Nga cikli: Udhétim giellor, 100 x 70 cm, vizatim, 1971
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Tre figura, 85 x 85 cm, vizatim, 1971
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Néna Tereze, 100 x 70 cm, vizatim, 1973
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Portret, 100 x 70 cm, vizatim, 1978
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Skenderbeu, 100 x 70 cm, vizatim, 1971
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Pa titull, 100 x 70 cm, guash-vizatim, 1976

Naga cikli: Udhétim giellor, akuarel, 1970
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Carshia e madhe e Gjakovés, 100 x 65 cm, vaj né pélhuré, 1953
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Takimi i plakave, 140 x 100 cm, vaj né pélhuré, 1956
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Sharraxhinjét, 120 x 85 cm, vaj né pélhuré, 1965
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Dy koka dhe dy maska, 100 x 200 cm, vaj né pélhuré, 1976
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97 x 132 cm, vaj né pélhuré, 1961
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Vajza, 67 x 78 cm, vaj né pélhuré
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Portret i cirkut, 90 x 70 cm, vaj né pélhuré, 1960
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Portret, 57 x 63 cm, vaj né kompesaté, 1967
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Dukagjinas, 100 x 120 cm, vaj né pélhuré, 1962
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Huti, 95 x 80 cm, vaj né pélhuré
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Pa titull, 95 x 70 cm, vaj né pélhuré, 1958
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Portret me vazé, 58 x 73 cm, vaj né pélhuré, 1959

116 Muslim MULLIQI (MONOGRAFI)



Koké e stolisur, 67 x 78 cm, vaj né pélhuré, 1966
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Halili, 100 x 100 cm, vaj né pélhuré, 1965
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Koké e malésorit, 47 x 59 cm, vaj né pélhuré, 1965
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Portret, 58 x 73 cm, vaj né pélhure, 1958
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Portret, vaj né kompesaté, 1953
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Skicé e mozaikut, 87 x 78 cm, vaj né kompesaté
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Pritja, 104 x 70 cm, vaj né pélhuré
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Portrete, tekniké e kombinuar

124 Muslim MULLIQI (MONOGRAFI)



Portrete, 87 x 90 cm, vaj né kompesaté, 1987
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Koka, 126 x 146 cm, vaj né pélhuré, 1990
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Tri koka, vaj né kompesaté
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Portret, vaj né pélhuré
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Portret, 45 x 43 cm, vaj né pélhuré

Muslim MULLIQI (MONOGRAFI) 129



Portret, 45 x 43 cm, vaj né kompesaté
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Portret, 45 x 43 cm, vaj né pélhuré

Muslim MULLIQI (MONOGRAFI) 131



Portret, 45 x 43 cm, vaj né kompesaté
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Koké e pérdhosur, 80 x 100 cm, vaj né pélhuré, 1990
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Portret, vaj né pélhuré, 1986

134 Muslim MULLIQI (MONOGRAFI)



Portret, tekniké e kombinuar né letér
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Portret, 70 x 50 cm, vaj né pélhuré
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Loja, 47 x 42 cm, vaj né kompesaté
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tekniké e kombinuar, 1979
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Peizazh, 69 x 40 cm, vaj né pélhuré, 1988
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Peizazh, 66 x 86 cm, vaj né pélhureé, 1985
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70 x 60 cm, vaj né pélhuré
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Té ngujuar II, 130 x 180 cm, vaj né pélhuré, 1990
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Té ngujuar 1, 130 x 180 cm, vaj né pélhuré, 1990

Muslim MULLIQI (MONOGRAFI) 143



Para kulle, 130 x 180 c¢m, vaj né pélhuré, 1990
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Té ngujuar, 70 x 100 cm, vaj né pélhuré, 1990
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Koka té ngujuara, 70 x 97 cm, vaj né pélhuré
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Koka té ngujuara, 100 x 134 cm, vaj né pélhuré, 1990
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Mbrojtja e lagjes, 190 x 200 cm, vaj né pélhuré, 1977
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Kullé e bardhé, 75 x 65 cm, vaj né pélhuré, 1986
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Para kulle, 147 x 114 cm, vaj né pélhuré, 1990
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Né enterier, 97 x 70 cm, vaj né pélhuré, 1989
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Peizazh, 146 x 126 cm, vaj né pélhuré, 1989
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Kulla e bardhé, 100 x 100 cm, vaj né kompesaté
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Peizazh, 77 x 50 cm, vaj né kompesaté
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80 x 100 cm, vaj né kompesaté, 1987
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80 x 100 cm, vaj né kompesaté, 1987
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Koka té ngujuara, 120 x 70 cm, vaj né pélhuré, 1987
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Peizazh, 115 x 87 cm, vaj né kompesaté
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24 x 18 cm, vaj né pélhuré
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42 x 47 cm, vaj né kompesaté
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87 x 133 cm, vaj né kompesaté, 1987
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Pjergull kulle, 134 x 100 cm, vaj né pélhuré, 1994
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Pjergull kulle, 134 x 100 cm, vaj né pélhuré, 1994
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Kulla, 90 x 85 cm, vaj né pélhuré, 1993
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Kulla e kuge, 100 x 77 cm, vaj né pélhuré, 1993
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Para kulle, 90 x 85 cm, vaj né letér, 1990
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Té ngujuar, 100 x 85 cm, vaj né kompesaté, 1993
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Falltore, vaj né pélhuré, 120 x 140 cm, 1966
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Né enterier, 103 x 70 cm, vaj né pélhuré, 1992
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Gruaja dhe zogu, vaj né pélhuré, 148 x 115 cm
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Pa titull, 100 x 70 cm, vaj né letér
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Nudo, 38 x 90 cm, vaj né kompesaté
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Pushtim i hapésirave té reja, 100 x 70 cm, vaj né pélhuré, 1973
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Takim né ajér, 50 x 40 cm, vaj né pélhure, 1975
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Portret 11, 70 x 77 cm, vaj né pélhuré, 1984
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Naga cikli: Pushtim i hapésirave té reja, 50 x 35 cm, vaj né pélhuré, 1983
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Nga cikli: Pushtim i hapésirave t¢ reja, 50 x 35 cm, vaj né pélhuré, 1984
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Duke i kérkuar hapésirat e reja, 94 x 121 cm, vaj né pélhure, 1984
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Para fortune, 140 x 100 cm, vaj né pélhure, 1984
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Prané kulle, 100 x 80 cm, vaj né kompesaté, 1991
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Peizazh, 43 x 53 cm, vaj né kompesaté
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Peizazh, 75 x 55 cm, vaj né pélhuré, 1989
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Peizazh, 100 x 75 cm, vaj né pélhuré, 1988
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Peizazh, 145 x 101 cm, vaj né pélhuré, 1989
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Para fortune, 187 x 178 cm, vaj né pélhuré, 1990
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NEé flakén e zjarrit, 134 x 100 cm, vaj né pélhure, 1991
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Pa titull, 177 x 187 cm, vaj né pélhuré, 1990
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Né enterier, 140 x 110 cm, vaj né pélhuré, 1970
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Té ngujuar, 130 x 180 cm, vaj né pélhuré, 1988 Né rrugé, 100 x 77 cm, vaj né pélhuré, 1989
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Arritja né cak, 145 x 113 cm, vaj né pélhuré, 1975




Stuhija, 134 x 100 cm, vaj né pélhuré, 1989
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Peizazh, 100 x 77 cm, vaj né pélhuré, 1988
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Prané kulle, 95 x 90 cm, vaj né kompesaté
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Vorbull, 96 x 86 cm, vaj né pélhuré, 1989
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Furtuné, 146 x 126 cm, vaj né pélhuré, 1990
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Té mérguar, 146 x 126 cm, vaj né pélhuré, 1993
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Pa titull, 145 x 110 cm, vaj né pélhure, 1990

Muslim MULLIQI (MONOGRAFI) 199



Kérkimi i hapésirave té reja, 131 x 181 cm, vaj né pélhuré, 1975



Vorbull 11, 146 x 126, vaj né pélhuré, 1990
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Stuhia, 146 x 126 cm, vaj né pélhure, 1993
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Malléngjim, 146 x 126 cm, vaj né pélhuré, 1990
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Vuajtje, 146 x 126 cm, vaj né pélhuré, 1988
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70 x 62 cm, vaj né pélhuré, 1989
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Peizazh, 146 x 110 cm, vaj né pélhuré, 1987
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Peizazh i gjelbér, 100 x 80 cm, vaj né pélhureé, 1993




Tri hire, 146 x 126 cm, vaj né pélhuré, 1989
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Para oborrit, 100 x 70 cm, vaj né pélhuré, 1994
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100 x 80 cm, vaj né kompesaté, 1990
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Portret dhe hut, 134 x 100 cm, vaj né pélhuré, 1994
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Nuse e trembur, 40 x 38 cm, vaj né pélhuré, 1994 Dritare, 100 x 80 cm, vaj né pélhuré, 1988
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Falltore, 200 x 142 cm,
vaj né pélhuré, 1966




Portret né grup, 126 x 145 cm, vaj né pélhuré, 1992
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Malésori, 134 x 100 cm, vaj né pélhuré, 1995
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Portret, 70 x 50 cm, vaj né pélhuré, 1993
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Portret, 45 x 43 cm, vaj né pélhure, 1993

Muslim MULLIQI (MONOGRAFI) 221



Portret, 70 x 50 cm, vaj né kompesaté, 1992
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Portret, 70 x 50 cm, vaj né kompesaté, 1992
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Portret, 70 x 50 cm, vaj né pélhure, 1993
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Portret, 70 x 50 cm, vaj né letér, 1993
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Portret, 70 x 50 cm, vaj né letér, 1993
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Portret, 70 x 50 cm, vaj né letér, 1994
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Portrete, 45 x 43 cm, vaj né kompesaté, 1995
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Afrodita, 48 x 40 cm, vaj né kompesaté, 1994,
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Portret, 70 x 50 cm, vaj né letér, 1995
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NEé kufirin e gmendurisé, 100 x 100 cm, vaj né pélhuré, 1992
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Portret, 45 x 43 cm, vaj né kompesaté, 1994
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Portret, 45 x 43 cm, vaj né kompesaté, 1995

234 Muslim MULLIQI (MONOGRAFI)



Portret, 70 x 50 cm, vaj né letér, 1995
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Portret, 45 x 93 cm, vaj né kompesaté, 1996
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Portrete 3, 45 x 43 cm, vaj né kompesaté, 1995
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70 x 50 cm, vaj né pélhure, 1994
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Portrete 3, 45 x 43 cm, vaj né kompesaté, 1995
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Portret, 45 x 43 cm, vaj né kompesaté, 1995
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90 x 70 cm, vaj né pélhuré, 1994
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Pushim, 130 x 95 cm, vaj né pélhuré, 1988
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Pjergulla, 45 x 55 cm, va né pélhuré, 1994
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Shtépia e Jashar Pashés, 146 x 126 cm, vaj né pélhuré, 1994
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Shtépia e Jashar Pashés, 40 x 30 cm, akuarel, 1994
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Kulla, 100 x 70 cm, tekniké e kombinuar, 1994
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Kulla, 100 x 70 c¢m, tekniké e kombinuar, 1994
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Kulla, 100 x 70 cm, tekniké e kombinuar, 1994
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Kulla, 130 x 95 cm, vaj né pélhuré, 1993
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Kulla e verdhé, 96 x 90 cm, vaj né kompesaté, 1993
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Kulla, 120 x 120 cm, vaj né kompesaté, 1994

Muslim MULLIQI (MONOGRAFI)




Kulla, 120 x 120 cm, vaj né kompesaté, 1994
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Bisedé para kullés, 96 x 90 cm, vaj né kompesaté, 1995
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Kulla né Gjakové, 100 x 80 cm, vaj né pélhuré, 1994
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Para kulle, 134 x 100 cm, vaj né pélhuré, 1994
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Para kullés, 134 x 100 cm, vaj né pélhuré, 1994
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Prané kulle, 95 x 90 cm, vaj né kompesaté, 1994
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Peizazh, 134 x 100 cm, vaj né pélhuré, 1995
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Hamalli, 128 x 135 cm, vaj né pélhuré, 1980
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Zogu, 70 x 100 cm, vaj né pélhuré, 1968
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Ruajtja e pasurisé, 70 x 54 cm, vaj né pélhuré, 1967
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Cardaku i ndriguar, 255 x 188 cm, vaj né dérrasé, 1979
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Variacion kulle, 100 x 70 cm,
vaj né pélhuré, 1970
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Portret, 100 x 70 cm, vaj né pélhuré
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Peizazh, 140 x 105 cm, vaj né pélhuré, 1995
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Trazira, 80 x 76 cm, vaj né pélhuré
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Peizazh, 146 x 126 cm, vaj né pélhuré

Muslim MULLIQI (MONOGRAFI)




O e e

Peizazh, 146 x 126 cm, tekniké e kombinuar, 1989
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Peizazh, 146 x 126 cm, vaj né letér, 1989
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Né pritje, 100 x 70 cm, vaj né letér, 1989
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Né pritje, 100 x 70 cm, vaj né letér, 1989
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Té mérquar, 146 x 126 cm, vaj né pélhuré, 1993
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Kulla e verdhé, 80 x 76 cm, vaj né pélhuré, 1990

275

Muslim MULLIQI (MONOGRAFI)



S

ey %) sty
Sy ol
||ﬂ-:, ‘ .JIII_.L._ vy

L 7 l'fz"’? B/

Kulla, 96 x 90 cm, vaj né pélhuré, 1990
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Kulla, 96 x 90 cm, vaj né kompesaté, 1990
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Peizazh, 120 x 85 cm, vaj né kompesaté, 1982
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Kulla, 60 x 50 cm, vaj né pélhuré




Kulla e bardhé, 45 x 55 cm, vaj né kompesaté, 1989
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Para oborrit, 55 x 50 cm, vaj né kompesaté, 1994
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Kulla, 45 x 42 cm, vaj né kompesaté, 1993
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