„I think a great deal about religion because science provides no answers“, Anselm Kiefer 

"To know if a piece of art is contemporary or not, we do not use the aesthetic criteria (...), we use the social criteria." John Cage 
Contemporary culture defines religion and spirituality on different terms. The term religion refers the long lasting, organized systems of religious belief such as Christianity, Judaism, Buddhism, Hinduism and Islam, or those institutionalized, formal practices that have their own history, established traditions, rituals and doctrines. The concept of the spiritual is however used to mark the longing to belong to something larger than the Self, as well as the desire to examine, explain, symbolize the source of life, the nature of death, those forces considered to run the universe, but also considered to be vague and intangible.
Contemporary artists use different strategies, media, forms, materials, and concepts to explore their own attitude towards religion and/or spirituality. Consideration of religious or spiritual motives and contents in contemporary art involves identification and interpretation of religion as an 'ideological (state’s) device, the evaluation of religious ideas, beliefs and practice, as well as the artist’s personal relationship to issues of faith and his or her private spiritual beliefs that can, but do not have to be connected with defined, organized religions. If we go back in time, we will notice that art and religion have always been strongly connected and intertwined. Art had given the visual form to narratives and fundamental concepts of different religions, was present in most prayer facilities and their surroundings (churches, synagogues, mosques, temples) that existed so that people can express their religious feelings and practice religious rituals. Christian art is based on stories from the Old and New Testament; the art of Hinduism and Buddhism portrayed the gods, saints and religious narratives; religious art of Judaism and Islam focuses on abstract symbolism and decoration of religious texts. In all the main movements of European and Anglo-American culture from the Enlightenment to the present times, the worlds of art and religion have evolved separately. During the twentieth century, religion and art were not often connected, with some exceptions that included either art in service of a particular religion or art with recognizable religious iconography. Instead of being connected to the notion of religion, art is being thought of more as connected to the notion of the soul; the most powerful receptacle of spiritual art was the abstract expression, in which the artists believed to have the potential to encourage spiritual revelation, awake transcendental states, or at least initiate a deeply meditative feeling. During the 1990s, contemporary art openly turned to religion and spirituality, and artists began to thematize soul-searching questions - about the meaning of life and death, the moral codes, sin, destruction, but all this within the bounds of general discussion topics and problematization of identity, issues that are related to religious identities. There are many reasons for the renewed interest in the religious/spiritual topics, but they all have the processes of globalization, neoliberalism and the following neo-conservatism in common.
In terms of Serbian contemporary art scene, when we consider the artists who completed their studies in the last third of the nineties, there have been a number of them who, motivated for various reasons, but usually the traumatic context of Serbian reality during the last decade of the twentieth century, in their distinctive ways, and (un)synchronizedly, turned to religion and/or fundamental spiritual concepts (for example Despina Četnik, Vesna Vesić, Barbara Vasic, Nikola Pesic, Nikola Savic).

Nikola Pesic approaches institutionalized forms of religious belief as discursive systems, and problematisizes them as interpretative mechanisms that produce, naturalize and establish the meanings as truths which cannot be questioned, and does it by deconstructing their basic assumption (or hope) about stability, sustainability and definitiveness of given meaning. As in his previous works, in this new(er) series of works, Nikola uses different characters/signs and iconographic patterns that come primarily from the visual or even more textual tradition of Christianity. He then selects them and connectes them with the intrepretations of other discursive practices, such as biological, medical or mathematical sciences, with the intention to, through his work, thematize before all else life - an essentially vague concept, but important for defining the overall human potential. By manipulating the meanings of different and even opposing discursive practices, Nikola points to the inconsistency of meaning, and suggests that the act of reading, as Derrida had theorised, is carried out as an everlasting threading of differences and shifts that produces infinite dissemination of meaning. In this sense, religion and/or science are for Nikola systematized 'packets' of meaning or cultural phenomena whose different mythological, psychological and emotional aspects he combines, calls into question, sets in conflict, moves and neutralizes. In this way, Nikola’s art practice is identified as the practice of production of cultural meaning and presentation. The incorporation of culture into art in Nikola’s case is done on two levels: on the level of ’information’ or content and on the level of form. In the chaotic, rapid and enormous horizon of art, at the turn of the twenty-first century, outside the recognizable directions, movements or styles, we can roughly discern two trends - one based on completely free take of different formulations of painting and sculpture, the other very anthropological and based primarily on information, and the metamorphosis of art into culture, based on the documentary form. Nikola Pesic’s work can be examined within the first tendency, but it must be clearly noted that the first tendency does not represent the renewal or continuation of modernist, essencialistic autonomy of art, but is more about the action of arbitrary choice and the moving of the formal solutions and expressions in terms of paintings and sculptures, as well as the language of the new media, through which personal interpretation of codes and texts of culture are symbolized.
If we find that Nikola’s works of art like „The Erythrocite“, „The Chromosome“, „Seraphim“ or „Pi“ 'resemble', for example, the objects from Jeff Koon’s cycle „Celebration“ (1995-2006) or that the work such as „Infusion“ is 'reminiscent' of the so-called soft sculptures of Claes Oldenburg, then we think like the 'victims' of the formalist narratve of art history, because any similarities with the existing works of art is random and probably accidental, but at the same time - possible. Oldenburg considered and thematized forms and naratives belonging to the imperialist, consumer realm, in the context of debates about 'high art' and the status of 'mass culture', as well as their attitude towards social and political circumstances of the fifties and sixties of the twentieth century. Koons worked with mass produced, decorative objects, hired craftsmen who copied them, enlarged them and produced them in a limited number, in polished stainless steel (or stained wood, porcelain, plastic), clearly with the ironically cynical interpretation of the unsettling boundary between kitch and (high ) art, between objects d'art and banal subjects.
Nikola's useless objects that may serve a purpose in some kind of a spiritual search use a seductive, mirrorlike, smooth, eroticised, highly esthetisized, minimalist form of expression generally taken from the contemporary, visual culture (advertising, film, television, Internet), without the intention to problematize any of these aspects; on the contrary, they are merely de-ideologized elements that create new situations, twist the meaning, and set the conditions for recognition of new meanings. These objects are located, if we insist, on the border between painting and sculpture; in other words, they are neither painting nor sculpture; they monumentalize fragments of personal considerations on how spirituality can function in the modern world; they challenge religious and spiritual ideas, beliefs and practices by introducing scientific-technological and even biopolitical concepts. Also, Nikola’s work is based on the basic dichotomy present in premodern and modern times - body and soul. He reinterprets this dualism as the relationship between materiality of a neutral body of an undetermined gender reduced to physiology and its social, cultural, historical interpretation and representation.
By intertwining religious, scientific, and also coloquial interpretations of life („Erythrocyte“, „The Forty Martyrs“, „Pi“ or „The Sacrifice“), he actually indicates that representations and cultural inscriptions construct our lives, our bodies. Medical, biochemical, microbiological, molecular analyses of the body, based on the precise, measureable, visible or tangible methods, produce our bodies and symbolize our 'natural', 'naked' life,  representing it within the closed discursive system of certain disciplines.
Colonization of body (and life) with discursive practices of natural sciences includes perceiving it within the assumptions related to its 'physical existence'- naturalness, fundamental biological and precultural status, its resistance to cultural, social and historical factors, its intangibility and unchangeability, inertia and passivity that can be manipulated under certain scientifically regulated conditions. Colonization of body (and life), however, within the religious-spiritual boundaries, or some other social or humanistic, discursive practice involves the denial of its materiality in favor of the textual representation of the body (of life) and in favor of the presentation within various systems of culture.
In Nikola’s works, body and spirit are not two separate entities, or two atributes of one; their relationship is somewhere between these alternatives. They are like the two sides of the Mebius tape which, as the tape twists, constantly change their position, loosing their fundamental identities by the repeated and rythmical change from the inside to the outside and vice versa. This relationship is also symbolized by the discrepancy of material and form in „The Infusion“, which is a half empty  "cistern", or "half blown out bag" made of sheet steel, lacquered with red plastic layer that freezes the traces of "sucking in and out“, inhalation-exhalation, expansion-shrinking at the moment when one action is about to stop and the other is just about to start. Nikola also leaves open possibility of 'temporary' or ostensible separation. „Chromosome“ and „Seraphim“ are two vertical objects, made of polished, stainless steel, of the  same height and toned down forms that, on the one hand, redefine the legacy of minimalism - by their (ostensible) primarity and their (ostensible) possibility of structurality and seriality, and on the other hand, by their narrative and referential character, take from postmodernist sculptures, spatial-sculptural entities and/or objects. „Chromosome“ is a monumentalizied, microscopic part of the human organism which, since it contains a unique sequence of information, in the essencialistic sense determines what each of us separately is, and therefore represents an important refraction point of contradictory relations between biopower and biotechnology, in the shaping of human life between individuality and group (community or humanity). „Seraphym“ escapes the physical - the 'body' is, in fact, a coded letter, the stylized Morse alphabet that spells out the word "holy" (which is, according to the saga of Seraphim, constantly repeated to it).

In other words, life is, as Agamben says, the possibility for something, the opportunity to create something, as well as the possibilty not to do so, and the body is a place where life, from the 'natural', not yet outlined state receives the outlined 'human', spiritual, political, social and cultural form.
dr Jasmina Cubrilo
	1."Erythrocyte is a red blood cell whose function is to cleanse the body, supply oxygen and rid the body of carbon-dioxide. My erythrocyte is reminiscent of the halo around the head of saints, and is therefore gold, but also very heavy, made of brass, as is the sin that saints, with their light, “rinse out” from this world. NP
2. A kind of a circular chainsaw with forty hearts ... between which are forty sharp blades ... with a carved in map of the northern winter sky with constellations. By juxtaposing symbolic meanings of hearts and blades, I want to portray the nature of the physical, earthly love, as opposed to the love for God, presented by the Christian story of the Forty Martyrs of Sebaste and their willing to freeze in the lake at night, under the clear winter sky, because of their rejection to repudiate God in front of their Roman tormenters. “On March 9th the Orthodox Church celebrates the feast of the Forty Holy Martyrs of Sebaste. This is a holy day for all couples married in the past year. A story about the Forty Martyrs is an important part of wedding ceremonies. During the wedding, the priest advises the couple to be persistent in their love, as were the Forty Martyrs. The priest reads “Remember them (bride and groom), O Lord, as thou didst thy Forty Holy Martyrs, sending down upon them crowns from Heaven…”  "NP 
3."(Greek letter, number in mathematics, 3.14)... The idea to present perfection as a mathematical constant in terms of a number Pi, to be used in formulas for calculating volume and area of circular geometrical shapes. A circle and a round ball are divine forms. ...Pi is imagined to be a reflective object for meditation "NP
4. Disk with the laser carved symbol of a baby - the human soul, on a 'plate' that shows twelve concentric circles. Somewhat a parody of the metal disk with the figure of a man and a woman sent to cosmos by NASA in 1972, on a space shuttle Pioneer 10. It is also connected to the unusual and rare performance in the altar area in Orthodox churches, when Christ is symbolically presented as a child on the plate, that is, a victim. "N.P.


