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“The image of man is always 
intrinsically chronotopic”

Mikhail Bakhtin

MOVING 
CHRONOTOPES
___
A PROJECT BY MLADEN BUNDALO
_______________________________

The art practiced by Mladen Bundalo, who by now has been professionally 
active for over a decade on both the regional and the international scene, 
remains recognizable by virtue of its poetically-analytical approach to the 
cognition of different socio-political, historical and cultural contexts, in 
which the positions and experiences of his life and creation are develop-
ing. The focus of Mladen’s artistic-theoretical work revolves around thematic 
and problem-oriented research of the specificities of the local, immediate 
surrounding and reality of his native BiH, as well as the Balkans region, using 
the phenomena of contemporary art, the questioning of hierarchies and re-
lationships within the art system of today, and the perception of the circum-
stances of (im)migrant life in which he has found himself for the past ten 
years. A constant of Mladen’s work has from the very beginning been a de-
votion to experimenting with visual forms and expressions, within the con-
text of the development and transposition of envisioned contents which, in 
his case, have their starting point in the sphere of intimate narration - the 
intrapersonal communication initiated by the encounters with specific sit-
uational contexts. As a consequence, Mladen often incorporates different 
textual and narrative constructs with the media of drawing, photography, 
and video, using the specific coeffect of images and unique transcripts of his 
own thoughts to create symbolic landscapes representing the mental maps 
of the heterogeneity of spatiotemporal development of his own existence. 
Bundalo thematically develops the group of works titled “Pokretni hrontopi 
- Moving chronotopes”, around the personal life experiences of geographic 
dislocation, (im)migration, and an entire network of socio-cultural factors 
and emotional states, processes that develop, encode, influence and shape 
the “psychological landscape of the person” within each individual. In this 
sense, the author introduces the chronotope as an important reference 
point, especially in view of the theoretical interpretation of the concept ap-
plied by the Russian author and linguist Mikhail [Mikhailowitsch] Bakhtin to 
the definition of the connection between spatiotemporal categories, the 
affective-ethical intensity of their inner and reciprocal relationships as the 
most important semiotic elements of narrative structure in his late work. 
For Mladen, such references remain conceptual centers of gravity through 
which this group of works must be viewed and understood, first and fore-
most as a unit exhibiting dialogical dynamism of its individual parts, which 
in turn are integrated into a complex chronotopic picture of a personal and 
artistic experience generated via invisible connections, entanglements, en-
counters, the interaction of past and present, feelings and ratio, intuition 
and knowledge, of inexplicable, magical forces and the laws of physics…

MIROSLAV KARIĆ
(REMONT, BELGRADE)

21 red Volkswagen Golf
drawing, 2017

_____________
Mladen Bundalo is conceptual artist born in Prijedor (Bosnia-Herzegovina) in 1986.
Participated in over 70 international art projects, exhibitions, video streamings and 
residencies.

e-mail: mladen.bundalo@gmail.com
website: www.mladenbundalo.com

We move. We create paths. We repeat paths. Things are happening on these paths. They start vibrating, they become alive strings. 
The strings intersect each other, ending up in knots - six dimensional structures living inside our mind. They are expanding and 
resonating through our body, like branes through the Universe. Sometimes we see them as words, images, voices, feelings, past, 
present, future, or just possibilities. They remain linking us to who we are, to what this world is about.
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PRINCIPLE OF
CRITICAL INTIMACY
_

2010

“Critical intimacy” is a collection of textual 
performances which are in the same time 
the action to concrete situational context, 
but also transcript of actual author’s con-
templation.
The basic narrative principle is a textual 
monologue based on usual, daily mental 
matrices, which in conjunction with film, 
photography and ready-made objects, form 
a sort of emblematic sequence [1] or com-
position.
There is no certain thematic or style which 
dominates in those monologues. This meth-
od questions the processes, strategies and 
formats of mental mapping of a certain 
space and time in full heterogeneity of their 
contexts.
From a practical, production - performance’s 
aspect, the principle tests a subject’s willing-
ness to publish their active - mental archives 
in the full voluminosity of everyday banal-
ities, risking mediocrity and inconsistent 
heteroglossia. Others coherent objectives 
are examining the legitimacy of narration, 
inter-intellectual utopia, active archives, re-
ality of context etc.
Some important sub-aspects of the work 
are examining the position of “foreign citi-
zen” and its first-person experience, which is 
not primary intended to say, but that comes 
spontaneously by the situational contexts of 
these monologues. The results incurred by 
this method are not going to be presented 
as subjective reflection of an artistic acting, 
but as subjective reflection of subjective act-
ing, its general cognitive, its biological, social, 
political, cultural, emotional etc.
___

[1] Refers to the idea of Andrea Alciato’s book analyzed by 
William Barker; Mark Feltham, Jean Guthrie (1995-10-26). 
“Alciato’s Book of Emblems: The Memorial Web Edition in 
Latin and English”.
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Prijedor bus station - Banja Luka bus station
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A turn. We are leaving Prijedor. Power line. Three clouds. Kitsch. It is either going to be a gas station or a warehouse for construction materi-
als. Our “entrepreneurs” aren’t capable of creating anything other than that.

A chimney. Here it is, the only thing that remained of the brick factory. I used to play around, when my grandma worked there. One of many 
factories that died out during the privatisation process. Warehouses.

And now, the building of all buildings. The former “Sherwood”. The meeting point of all (post)war criminals from Serbia. Ceca, Arkan and the 
tigers. What won’t we allow ourselves?

A grove. They are really nice, especially when they are turning green. Scattered. I’m not thinking about anything smart.

People around here really like to paint their houses pink? Oppressed suburban sexuality. Or perhaps it’s explicit. Or, I’m just tripping. A tree.

A chimney and an underpass. They serve the same function everywhere. The lady is looking at camera. No, they don’t serve the same func-
tion. This Austrian serves its function, the Bosnian one is much more then a simple chimney. They left it stand, bring it down cost too much. 
It a totem now. A social archetype. Cultural everything and nothing.

What language is it? Maybe I should learn some German words. Maybe the voice coming out of the speakers is just telling us there is an on-
going terrorist attack and passengers need to run away. Feeling of acceleration again... No way. There is something else about that chimney, 
I forget it.

Crazy how such things hunt me wherever I go. A social trauma of maternal landscape. Not sure I want to sterilize it. I sent to Lucie some 
Google maps with my bike routes here, and photos attached. The Prater park. 

Nice metal stripes. What was the last coincident I had? Coincidences...
Rich Austrian pensioners with pseudo-interest in synchronicity and quantum state of nature. Purifying water by using precious stones.

Easy to be spiritual while Bosnian workers building and cleaning Vienna. But what about Bosnian migrant thinking of the quantum entangle-
ment or the string theory?
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STRING - X
-
Mons (BE)
Apartment  - Working Office II
750m
2015
-

Keeping my breath. The stink of human and dog’s pee smelted 
together.
Thinking of contracts with local and European artists and asso-
ciations. Feeling motivated we have created a decent creative 
momentum. Being upset because people are not answering 
emails.
Thinking of wrong things we made and bad communication...

Reassured.

Warm waves passing through by body - bottom up.
Excited by our small fablab and the laser cutter we got.
Expecting long, exhausting team meetings with no concrete 
plans.
Feeling of being swallowed by an administrative machine.

All my friends I’m thinking about often.
All my friends I’m thinking about often, having no news about.
All my friends I’m often thinking to contact, and I don’t.
Thinking often about the fact I think so much about them, but 
keeping no longer in touch.
Thinking often why don’t I  just write them I small message.
Thinking of the fact I still don’t do it.
Wondering will I ever do it?

DOGON
-
In Mali, West Africa, lives a tribe of people called the Dogon.  
From 1931 to 1956, French anthropologist Marcel Griaule 
studied the Dogon in field missions ranging from several days 
to two months.
In late 1946, Griaule spent a consecutive thirty-three days 
in conversations with the Dogon wiseman Ogotemmêli, the 
source of much of Griaule and Dieterlen’s future publications. 
They reported that the Dogon believe that the brightest star in 
the sky, Sirius (sigi tolo or “star of the Sigui”), has two companion 
stars, pō tolo (the Digitaria star), and ęmmę ya tolo, (the female 
Sorghum star), respectively the first and second companions 
of Sirius A.
The priest accurately claimed that Sirius B is a small and su-
per-dense star, to science known as white dwarf, with an accu-
rate revolution around Sirius A which takes 50 years. According 
to their oral traditions, a race people from the Sirius system 
called the Nommos visited Earth thousands of years ago. The 
Nommos were ugly, amphibious beings that resembled mer-
men and mermaids. They also appear in Babylonian, Akkadian, 
and Sumerian myths. 
The Cosmic Egg, drawing made by Dogon priest which indi-
cates the Sirius system, captured imagination by many who 
studied possibilities of early contact between human race and 
extraterrestrial beings. There are some claims that the draw-
ing not only explains the Sirius star system, but also illustrates 
some properties of subatomic particles and their movements. 
The story of Dogon tribe might be small in size, but high-
ly dense and conflict system, asking forbidden questions on 
fraud and truth in our, academically accepted place of origin.
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GEOMETRY OF DOMINATION

-

Where culture is a reason for destruction

Where knowledge stands in for brainwashing

Where technology stands in for business

Where the drive for dominion is the only abstract force one 
can join

Where religion got entangled into the security code on a 
dollar bill

That is where a Nobel peace prize winner arrives to negotiate 
arms sales in the billions.

Economies of exploding flesh and fear.
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Understanding of the force of gravity has remained incomplete within scientific 
research, despite significant progress made in field of theoretical physics last 
decades, and the recent detection of gravitational waves. What we know and 

what has been studied the most, is based on the effects gravity has on the large-scale 
universe, including the space-time curvature introduced in Theory of General Rela-
tivity, the model that treats gravity not as a force, but as a consequence of warped 
space-time. The problem with this classical approach to the understanding of gravity, 
lies in the fact that it is not been integrated into principles of quantum mechanics, 
which cannot be ignored. Electromagnetism, strong and weak nuclear force, the oth-
er three fundamental interactions of nature, have already been described and ob-
served within the framework of quantum mechanics, a radically different formalism, 
used for describing physical phenomena based on the wave-like nature of matter. [1] 
Quantum gravity is a field of physics that aims to describe gravitation on the atomic 
scale, the most popular approaches being String 
Theory and Loop Quantum Gravity. These narra-
tives approach gravity as one of four fundamen-
tal interactions of nature.

On the other hand, the understanding of art has 
historically been approached in a similar man-
ner as was the case with gravity in the classical 
model. Aesthetics has mostly treated art as a 
consequence of warping form, substance and 
meaning, but not as a force itself. What we will 
be looking at here, is an intuitive vision of art as a 
force, a “quantum art” fundamental to the under-
standing of humanity and its culture.
Speaking of quantum gravity, it is difficult for 
someone who is not already deep into the 
“matter” of theoretical physics, to understand 
the complex terminology and the implications 
it might have for our understanding of the nat-
ural world we are all part of. Nevertheless, the 
problem can be simplified using the concept of 
“messenger particles”. For the three elementary 
forces excluding gravity, we have identified the 
particles responsible for transmitting them. For 
example, photons mediate electromagnetism, 
gluons mediate the strong nuclear interaction 
and W+, W-, and Z bosons mediate the weak nu-
clear interaction. The problem is that this Stan-
dard Model does not include gravity, in other 
words - it does not explain what mediates gravi-
ty. String theory manages to theoretically predict 
the existence of such a particle, popularly called 
the graviton, and still remain mathematically 
consistent. There is only one small problem stop-
ping further research - the particle’s detection. 
Though not prohibited by any fundamental law, 
it seems impossible to do using any physically 
reasonable detector. The reason is that gravity is 
an extremely weak force, compared to the other 
three. For example, a detector with the mass of 
Jupiter and 100% efficiency, placed in close orbit 
around a neutron star, would only be expected to observe one graviton every 10 
years, even under the most favorable conditions.[2] In short words - it’s all but impos-
sible under the current paradigm. 

Theoretical physics is nothing more but a fascinating field I’m trying to follow and it’s 
far outside my competences. However, working as an artist and following theoretical 
physics, I started spotting some correlations of positions which art and gravity hold in 
their respective fields. In other words, if we think about the nature of human culture, 
then we must think about Art in a manner similar to Gravity within physics. We can 
see all around us the effects of art and the way it shapes individuals and cultures. We 
suspect it’s one of the elementary interactions of culture, but unlike other cultural in-
teractions (knowledge, beliefs, morals…) it is much harder to say what really mediates 
art. For example, we could say it is “an expressive object”, but this is already a complex 
notion, since “art, in its form, unites the very same relation of doing and undergoing, 
outgoing and incoming energy” [3]. This would be a sort of introduction into perceiv-
ing art via its “quantum” properties, made by American philosopher John Dewey in Art 
as Experience, a writing dated 1934. 

The scientific understanding of gravitation underwent a turbulent period during the 
20th century - Einstein’s work, Kaluza–Klein theory, String theories, M-theory. Speaking 
of art, something also radically changed with the work of Marcel Duchamp, who start-

ed discovering art outside of previously accepted artistic processes (ready-made), or 
somewhat later, John Cage’s discovery of art in silence and outside of pre-composed 
music, as well as Kosuth and other conceptual artists exploring the nature of art 
through the prism of ideas, information and language. We start realizing that art is 
no longer exclusively associated with classical artistic techniques, nor is it necessarily 
mediated through image, sound, or movement. It can also be a sight, conversation, 
situation, event, relation, or even a calculation. It became more obvious that we might 
speak of a field, a trans-disciplinary, dialogical field. What we were used to doing was 
a sort of extracting/rendering of art experiences from that vast field using certain me-
dia and techniques. In that sense, what we call the history of art, suddenly becomes a 
history of the extraction of art. Joseph Beuys, being aware of this perspective, noted 
that every human being is an artist, and called for other sectors of human activity 
to join the power of art in order to transform society. So, what would be that field 

or space from which humans are extracting and 
articulating all that art? As a conceptual artist, I 
have been working with thought-flow, memo-
ries, mental images and mindscapes in general. 
I started imagining that thoughts have their own 
kind of “gravity”, gathering inner mental mass, 
growing and eventually colliding under their own 
weight. They are able to attract one another, cre-
ating more or less stable systems for a certain 
amount of time. Thoughts and memories have 
their density, some being small but super dense, 
just like neutron stars, while other look more like 
intergalactic clouds of gas and dust. This brought 
me to intuitively think of the mindscape as an 
inner universe shaped by interactions which 
behave similarly to the fundamental forces of 
nature. More specifically, I started thinking about 
art experience as a sort of specific gravitational 
pull.

Looking at a common point for any work of art, 
regardless of its aesthetic format or strategy, it is 
exactly the ability to enter your mental space and 
put your thoughts in a certain movement, to re-
arrange and synchronize them in new systems, 
profoundly and in a long-lasting fashion. This is 
the point where we separate genuine art expe-
rience from “aesthetic entertainment”, which can 
be a seductive experience at the moment of con-
sumption, but does not leave anything significant 
behind. This is the particular place within an art 
experience that fascinates me the most - its abili-
ty to sometimes produce almost no effect during 
the initial contact, but nevertheless to silently 
leave something behind, a certain “gravitational 
seed”, which grows with time, eventually gather-
ing more and more mental mass and attention, 
ultimately turning into a powerful source of inner 
gravity. It is capable of creating a solar system 
out of a mental nebula of randomly diffused 
thoughts, and able to influence entire clusters of 

concepts, just like dark matter influences galaxies. To understand this property of art, 
we need to hypothesize a sort of trans-mental entanglement, a fractal correspon-
dence, encoded and transmitted within an art experience. Once entered our men-
tal space, it starts resonating, linking up various, unique positions within the mind, 
and raising awareness of a general fractal nature of inner and external systems. This 
works independently from the type of form or substance of the perceived expressive 
object, and it’s something that separates a political and scientific discourse from an 
artistic experience of politics and science, the disaster from an art experience of di-
saster, or the Fibonacci sequence from its artistic experience. We are talking about a 
mental event, necessary to comprehend the place of one specific experience within 
the general space of the nature of culture.
On the other hand, entertainment works by locking this possibility of deeper and 
more complete understanding of specific positions within the culture as whole, as has 
been brilliantly elaborated in The Culture Industry: Enlightenment as Mass Deception 
(1944) by Theodor Adorno and Max Horkheimer, or in Society of Spectacle (1967) by 
Guy Debord. Moreover, it is a moral duty of each cultural worker to deeply under-
stand this differentiation between art and entertainment, since entertainment in its 
chronic phase is severely repressing to a human’s mental capacity to understand cul-
tural processes. “Unlike authentic art it doesn’t challenge our conception of existing 
social norms and reality, but rather reinforces them. The viewer is presented with a 
smooth and comfortable spectacle that requires no deep concentration, and elicits 

GRAVITY, THOUGHTS AND ART
_
ESSAY, 2017
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no genuine attempt to criticise the art. Everything has been pre-classified by the pro-
duction team and the audience has no choice but to become a passive unreceptive 
recipient of the art.” [4] 

As a Bosnian citizen with a decent migratory experience, the idea of a passport has 
significant inner gravity to me. This “light” object has been transformed into a su-
per-strong mental gravitational source, gathering memories and situations in an 
abstract fractal correspondence with the culture as a whole, the density of which 
eventually overcame the very epistemology of the passport. It brought me into an 
experience of cultural understanding, an art experience. Each of us have our own 
mental objects or concepts with such super-strong gravitational pull - in other words, 
an intimate contact with a field of art. Something that brought us to the very experi-
ence of understanding. We are going to extract this inner art experience and share 
its gravitational pull in the relation between us as individuals. If successful, this energy 
will be felt by others as well, no matter how much formally-abstract, and initiate sim-
ilar inner processes. It is a measure of our understanding of the very mediation of 
this inner pull. That’s why the experience of art is universal, regardless of discipline or 
specific medium; it is about the same energy. In Art as Experience, John Dewey states 
that art is “only definable as organization of energies.” The power of art to “move and 
stir, to calm and tranquilize” is intelligible only when “the fact of energy” is made cen-
tral to the understanding of art. Dewey also indicated that this energy, characteristic 
of an art experience, is not only found within culturally accepted “art” forms, but is 
deeply interwoven into our everyday life experience: “So extensive and subtly perva-
sive are the ideas that set art on upon a remote pedestal, that many a person would 
be repelled rather than pleased if told that he enjoyed his casual recreations, at least 
in part, because of their esthetic quality. The arts which today have most vitality for 
the average person are the things he does not take to be arts …” It’s interesting that 
Dowey does not speak of the direction or possible origin of this energy, but rather 
treats it as a new concept that might turn the focus of aesthetics, the traditional study 
of the form of expressive objects. For Dewey, “a work of art 
happens when the structure of the object interacts with 
the energies of the subject’s experience to generate a 
substance that develops cumulatively towards fulfillment 
of impulsions.” [5] These mental impulsions may be an al-
ready experienced interaction of art.
Once we start thinking of art in this way, we can under-
stand why some “artworks” are simply missing something, 
while others are virtually pulling us in. This may also be 
used to explain why some “non-art” pieces/events/sit-
uations/sights pull our thoughts like no art piece does, 
continuing to live inside our minds and even having an 
effect on art experienced previously. In this manner, we 
can speak about a masterpiece as a sort of gravitational 
anomaly, a black hole within the human thought-scape 
- a total fractal experience of nature, the human condi-
tion and culture. By contrast, “bad art” would be a purely 
aesthetic, and thus superficial attempt to imitate already 
mediated patterns of this inner gravitational pull, made by 
others, with no reference to the individual artist’s mass of 
inner objects. 

Within the M-theory, which describes ten spatial and one 
time dimension, we start suspecting that graviton might 
have the ability of flowing through the field of the Multi-
verse, like no other particle. Within this context, we could 
also say that the hypothetical “art particle” is crossing 
throughout different minds, connecting them. The idea 
of a human mind as a certain single universe is not new, 
and if we look at a visualization of the evolution of the 
matter distribution in a cubic region of the Universe over 
two billion light-years [6], and compare it to the neural 
structure of the brain, the similarity is thought-provoking. 
We can be even more provocative and say that the space 
of mind hosts additional spatial dimensions, just as String 
theory speculates on the existence of an additional six di-
mensions which appear within hyperspace. The fact that 
we see only three dimensions of space can be explained 
by one of two mechanisms: either the extra dimensions 
are compacted on a very small scale, or else our world 
may live on a 3-dimensional submanifold corresponding 
to a brane, onto which all known forces other than gravity 
would be restricted. [7] When we think about the inner re-
lations of memories, thoughts, feelings and experiences, 
one cannot resist to imagine a Calabi–Yau type manifold 
[8], with mental strings vibrating through all additional 
dimensions. The shape of the curled-up ones will affect 
their vibrations and thus the properties of thoughts and 
memories. We can imagine these mental strings as art 
particles of sorts - our unique-yet-universal field in com-
plete fractal resonance. 

It is also interesting to note that gravity is considered the weakest of all fundamental 
forces. However, it has even been hypothesized that this weakness of the gravity is 
illusory and stems the fact that we don’t fully understand its function in nature. There 
is a significant number of people who consider that art plays a fundamental role in 
culture, but even in the best cases, we will spend 1-2% of GDP on culture in total [9], 
and what ends up being invested in serious art research is ridiculously small. Officially 
speaking, understanding art is considered to play a minor role within the needs of so-
ciety. Politicians almost never think of art as a possible engine that can bring us social 
welfare and awareness, and this is most likely the result of our incomplete cultural un-
derstanding of the power of art. An exception being the fact that totalitarian regimes 

understand very well the impact of art experience on someone’s mental landscape 
and its power to move and pull thoughts in new, unpredicted, formations - ones that 
can be dangerous to the status quo. In this context, a degree of art restriction in a 
society can be a unit used to measure its totalitarian totality. 

In view of all this, we can be certain that a space in which the art particle may appear 
is a mental space. It has to somehow reach our brain in order to be detected and 
manifested. However, one problem with such a statement is that we have solved 
nothing. It might at least offer a challenging syntax for imagining complex mental, 
nonlinear relations in the multi-dimensional manner of art experience. Moreover, it 
might offer us a perspective on art, out of the necessity for choosing an aesthetic, 
formalist, historical or institutional prism, but without excluding any of them. I imagine 
the works of Suprematism as a spiral galaxy, with Malevich’s Black Square right at the 
center and all other shapes spreading around in arms of higher and lower density. To 
visit this galaxy is very similar to Malevich’s interstellar experience of art - the artist’s 
concept of an infinite universe.
___

[1] Griffiths, David J. (2004). “Introduction to Quantum Mechanics”. Pearson Prentice Hall.
[2] Rothman, T.; Boughn, S. (2006). “Can Gravitons be Detected?”. Foundations of Physics. 36 (12): 1801–1825.
[3]Dewey, John, “Art as Experience”, 1934
[4] Klinger, Max. “A summary of Adorno and Horkheimer’s quite interesting and staggeringly pretentious views 
on Art”. 
[5] Leddy, Tom, “Dewey’s Aesthetics”, The Stanford Encyclopedia of Philosophy (Winter 2016 Edition), Edward N. 
Zalta (ed.)
[6] The Millennium Simulation Project, URL = https://wwwmpa.mpa-garching.mpg.de/galform/virgo/millennium/
[7] A Universe of 10 Dimensions, Matt Williams, URL = http://www.universetoday.com/48619/a-universe-of-10-
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