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MfonemoTo ctakno 6p. 11, 2000

BosegHuk

Fonemoto crakno Bp. 11

Pepakywjata Ha MonemoTo crakno pewv osoj 11 no pea
6poj, uHaky npe so 2000, Aa ro NOCBeTU Ha NpalaHeTo:
"lTo Gewe ymeTHocTa Ha 20. BeK?". Bea nokaHeTy emu-
HEHTHU UCTOPUYEPH U KPUTHUHAPK HA YMETHOCTA Of, NMoBeKe
3emju, Aa 3emaTt y4ecTBO CO CBOM MWCMEeH:d, CTABOBM M
naeu, usbupajku ro 6e3 orpaHu4yearba NONeTo Ha HUBHOTO
MHTepecuparbe 3a NWKOBHATA YMETHOCT Ha MUMEHUYMOT
WTO e 3aj Hac (aBTop, Aeno, ABWXKErs-e, nojasa). Ha cute
OHWe wWTo npucdaTja ga Adagart CBOj NPWMOr BO cnwca-
HUWeTo: LluHusa AHgepcoH, Jlyy Bekep, Kpuero & Xaw
Knog, Jewa [enerpu, Wrapy Xuparvo, Bepan Magpa,
Tomac Mekesunu, Matko MewTposuk, Karpun Mue, LoH
lletep HuncoH, Xawc Ynpux O6pwuct, Xapang 3emaH un
AnTje o [paseHny, KaKo W Ha CUTE MAKEeOHCKM Kpu-
TM4apK, peflakumjaTa Ha [0NeMoTo CTaKNo UM e [OSKHUK,
CO 0cOBeHa Harnacka Ha HUBHWUTE Pa3tUpars-e U NOYUT KOH
uHCTUTYUMjaTa YMETHOCT. 3a HMBHWMOT npocbecuoHanm
3aMm aprymeHTMpaHo 300pyBa W HMBHATa COrMAcHOCT Aa
y4ecTsyBaat Bo 0BOj 6poj 6e3 maTepujanHa KoMneHsaumja.

3a4yayBaqku € AMBEP3UTETOT Ha NPUCTANKUTE W nsbopute
Ha y4ecHWUWTe BO 0BOj 6p0j, WITO ro NoTKpenysa co3HaHue-
TO feKa HarnaceHnoT MHAMBUAYaNUTeT NoAeAHaKBO € Npu-
BUMeruja Ha yMeTHULMTE U Ha HUBHUTE TONKYBAYM 1 KpUTK-
Hapu.

KycuTe W jagpoBuTi KOHCTaTayww 3a onwTaTta Knuma Ha
BEKOT MM UMaaT Kako anTepHaTuBa aHannTUYKWTE TeKCTo-
BW NOCBETEHW Ha oAfenHn asTopu unu gena. dokycwpa-
FETO BP3 NOTLEHeTH unu 3abopaseH aBToOpW € BO napa-
nena co NoBUKYBaksaTa Ha ronemuTe asTtopu Ha Mogep-
HaTa.

AKO OfpeeHn rNeauiLTa ce CO WHTepHaUMOHANHa U ro6-
anuanpadka KoHoTauuja, apyrn moxe fa ce gecuvHupaat
Kako norneauw Bo HaywoHanHuTe BpeaHocTi. 3a xan, necu-
MUCTUHKWTE UCHUTYBaHA HA YMETHOCTA He Ce BO pamMHOTe-
Xa co ONTUMUCTUYKUTE. KoHCTaTaumnTe 3a LPHWOT Nonu-
TUYKK, COLMjaneH N eKOHOMCKM KOHTEKCT Ha YMEeTHOCTa BO
20 Bek, cosgasaHa YecTO BO YCNOBM Ha EBPOMNCKUTE W
CBETCKMTe BOjHW, BO Hajgobap crny4aj ce peaumvpaar Bo
rop4/IMBY CO3HaHWja 1 3anox6w 3a mMup.

Cora Abaymesa

The Large Glass, N°. 11, 2000

Editorial

The Large Glass N-°. 11

The Editorial Board of The Large Glass decided
fo dedicate this 11" ordinal number, otherwise
the first one in the year 2000, to the question:
“What Was the Art in the 20" Century?” Emi-
nent historians and art critics were invited from
several countries to participate with their opin-
ions, positions and ideas, selecting, without
limitation, the field of their interest in the visual
art of the millennium that is behind us (artist,
work, movement, manifestation). To all those
who accepted to give their contribution to the
magazine: Geneva Anderson, Lutz Becker,
Christo & Jean Claude, Jesa Denegri, ltaru
Hirano, Beral Madra, Thomas McEvilley, Matko
Mestrovic, Catherine Millet, John Peter Nillson,
Hans Ulrich Obrist, Harald Szeemann and Antje
von Graevenitz, as well as to all art critics from
Macedonia, the Editorial Board of The Large
Glass is very grateful, with special accent on
their understanding and respect for the instituti-
on of ART. Their willingness to participate free
of charge in this number of the magazine spe-
aks evidently about their professionalism as well.

Surprising is the diversity of the approaches
and choices of the participants in this number,
thus supporting the information that the accent-
ed individualism is equally privilege of the art-
ists and of their interpreters and critics.

The short and concise conclusions on the gen-
eral climate of the century have as alternative
the analytical texts dedicated to various artists
or works, Focusing on undervalued or forgotten
artists is parallel with citing great authors of
modernism.

If certain views have international and globaliz-
ing connotation, others can be defined as
glimpses in the national values. Unfortunately,
the pessimistic readings of art are not in bal-
ance with the optimistic ones. Conclusions on
the dark political, social and economic context
of the 20th century art, created often in condi-
tions of European and world wars, at the best
are summed up in bitter knowledge and com-
mitments to peace.

Sonia Abadjieva
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Co gapgawamor ymeTHocTa 8o 20 BeK noyHa ga ce oTka-
yyBa 04 OHTONowkKoTo. [leBUsara "HAWTO He MK e Cee-
TO" M3BpLWK embapro Ha cuTe BuaosK Bepou. M nogouHa,
KaKko LWTO NUKOBHWTE ABWXEersa Ce ucnpenneTyeaa co
CUTE BOJHW HA CTONETMETO Taka, BO KOHTUHYMTET, nou-
MUTE: CMpPT, KaracTpoda, anokanunca, eHTponuja v cn.
HernpecTajHo rM 3aBefysaa ymeTHUUMTe. HacnpoTu noc-
TOjaHaTa akymynauuvja Ha 3Haerba, HacnpoTu WHTep-Ko-
MYyHMKaUMCKWTE CUCTEMM HA codhucTuLmMpannTe WHdop-
MaTMBHM TEXHOMOrMK, Ha KpajoT Ha BEKOT 36WMpoT Ha
cUTe Kpaeew (Ha HampegoKoT, Ha UcTopujaTa Ha ymeT-
'HOCTA, Ha KOMYHW3MOT...), He CaMmo WITO He ce ycnea
Aa ce NPUNWTOMK MOMMOT Ha CMPTTa, TYKY TOj ywTe
NMouUBPCTO CE BKOTBM BO €CXaTOMOWKOTO. BakeoTo
AMBeeHe HAa He-OHTOMOLIKOTO U ro oA3efe Ha YMeTHO-
CcTa COHOT 3a yrtonujata. AKO uctopujata Ha qoBelu-
TBOTO HaM3MeHWYHO r'M MeHyBallle NnorneguTe Ha yTonu-
jata: 6uno koH uaHuHara (Mnartox, Tomac Mop), 6uno
KoH mmHaToTo (Pyco), npeaTta nonoBWHa Ha BEKOT cé
ycmepyBalle 1o NaTokaswuTe Ha HeraTueHaTa ytonwja Ha
Xpabpuor Hos cBeT Ha Ongoc Xakcnu unu Ha Opeero-
Bara JusoTtuHcka chapma. Bo BTopara nonoBuHa, nak,
BO NEepuogoT Ha LYyTeHseTo Ha CWTe UBeTOBM, NNyco-
BUTE U MUHYCUTE Ce W3egHauynja BO pamHofgywne.

360I'YM HA YTOINU)ATA?
| coea soapresa |

EraucTeHunjanicTiHKmMoT WTUMYHE Ha CITMKapcTBOTO CO
mMaTepvja W aKLWMOHOTO CMMKapcTeo Ha [Monok wWnu Ha
rpynarta ytau., Bopxonoeute coobpakajHi HECPeKn W
enexKTpu4HKu cTonuuu, Bo NocT-MOLEPHWU3MOT ecKanu-
paa Bo GesHagexHn popmu Ha abject art, BO Kou Aedu-
HWTWBHO NPONaaHa MOXHWOT OMCTAHOK W Ha peTporpag-
Hara ytonwuja. MornegHeTe camo HEKONKY perneBaHTHWU
asTopu Ha aesegeceTTuTe!l Tonkaea OTyfeHOCT OA
»enbarta 3a wgHwHaTa (ga He 3bopysame 3a WaeanHo-
TO) HaBeAyBa Ha 36oryearbe co yTonujata u GykeanHo
cBefyBarke Ha Hej3NHOTO E€TUMOMOLIKO 3Haderse — oi
topos (He-MecTo, HEeMOCTOBHKO MECTO).

MosHO N e 0Boj BUpYC aa rv 3acbukonu manybpojHiuTe
MNagn YMETHWLM 04 4PYrMOT MON W Of ApYruTe 3emju
(3achaTeHn co CUHAPOMOT Ha rnoBanuamoT U Heo-Kono-
HUJANU3MOoT) 1 A3 UM JOMYLITH YMETHWHKM A ro OTCOHyBaaT
CBOETO NOMMAarbe Ha yTonujaTta Kako no3vTMBHa KaTero-
puja? BepyBam AeKka e MOXHO, 3alTO BO CIPOTUBHO NW-
KOBHATa NOETHKA CTaHyBa Ce MOMAarnky BO3MOMHa.

Mapjetuua Motpy, Jeete nuya va Yronujara, 1993, Tynu, thuny, hoTokonuu, 230 x 830 x 260 cm.




FAREWELL TO THE UTOPIA?
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The art in the 20th century started to get rid of the ontologi-
cal with the appearance of the dadaism. The motto: “Nothing
is sacred to me", made an embargo to all kinds of beliefs.
Later on, as the art movements intermingled with all wars of
the century, so did the notions of death, catastrophe, apoca-
lypse, entropy, etc. continuously seduce the artists. In spite
of the existing accumulation of knowledge, in spite of the
intercommunication systems of sophisticated information
technologies. at the end of the century the aggregate of all
ends (of progress, of art history, of communism...), not only
failed to tame the notion of death, but this notion was
even more strongly incorporated in the eschatological.
Such rage of the non-ontological took away from art its
dream about utopia. If history of mankind changed in turns
the views on utopia: be it towards the future (Plato, Thomas
More), be it towards the past (Rousseau), the first half of the
century was directed along the signposts of the negative
utopia of the Brave New World of Oldos Haxley or Orwell's
Animal Farm. On the other hand, in the second half of the
century, in the period of blossoming of all the flowers, the
pluses and the minuses were equalized into apathy.

Sonia Abadjieva

The existentialist mood of painting with matter and the action
painting of Pollock, or of the Gutai group, the traffic accidents
and electrical chairs of Warhol, in the postmodernism, esca-
lated into hopeless forms of abject art, in which the possible
existence of even retrograde utopia definitely failed. Just ta-
ke a look at several relevant artists of the 90’s! Such alien-
ation from the desire for the future (not to mention for the
ideal) implies farewell to the utopia and literal amounting to
its etymological meaning: oi topos (no-place, place that does
not exist).

Is it possible for this virus to avoid the few young artists of the
other gender and from other countries (preoccupied with the
syndrome of globalism and neo-colonialism) and let them
dream in art-like manner their notion of utopia as positive
category? | believe it is feasible, because, on the other hand,
art poetics becomes less and less possible.

Marjetica Potrc, Two Faces of Utopia, 1993, bricks, felt, photocopies on cardstock, 230 x 830 x 260 cm




Kage toa Hue ogume? lMoganeky of cute coHya? fanu
nocTojaHo nafame? ... He ckurame nu HU3 efHO Geckpaj-
HO HMWTO? He 3jae nu BO Hac npasHuHara? He cTaHa nu
nocTygeHo? He ce cnyLiTa nk nocTojaHo HOK M CE roTem-
Ha HOK?

dpuapux Hude, Becena Hayka, 1882.

[BaeceTTMOT BEK 3ano4Ha Co 4eKopoT BO Npa3Ho Ha 4o-
BEKOT-MTWLA KOj CO palMpeH Kpunja o NnaTHoO U XxapTu-
ja cnexTakynapHo ce cpnu of Ajbenosarta kyna eo [a-
pwua (1900 r.).!

Hekoraw, cBeToT Hele UCNONHET CO CUTYPHOCT, KoMNak-
TEH W KOH3UCTEHTEH Kako SeesgeHara cdepa Bo pauete
Ha Bora. Oeaa crakneHa Tonka (co Ajdenoea kyna Bo
Hea M CHer Koj nafa ako ja npoTpeceTe) ogamHa ce cTpka-
na op pauyete Ha BoroT koro ro y6usme 1 co TPecoKk ce
ckpww. Cnvkara Ha cBeToT e pasbueHa Ha 6e3bpoj of-
6necouu of napyeHuarta CTakno, Ha Henosp3aHu (par-
MEHTW, Ha OEN0BW Of LUenvHaTa Koja He MoXe Ja ce co-
rnega, Ha enemMeHTapHW YecTUYHKKM KOW aHxunupaat BO
(hOTOHM 1 ME30HM [J0 CAMOMOHULLTYBake. HaBugym uepc-
TWTE NpeamMeT KOu HE ONKpyXysaaT, cTaHysBaart, Mnoj
CTY/[I@HOTO eNeKTPOHCKO OKO Ha MoAepHaTa KBaHTHa (hu-
3MKa, CamMO TAMHCTBEHW NOMUHba Ha HeBWANWMBKU U Hemep-
NWBK cunu, 6e306MMUHK U 3acTpallyBaY“Kkn Kako Ha node-
TOKOT 0A CO3/aBarbeTo Ha ceeToT. Bo noxodoT koH Ho-
BOTO ¥ Heno3HaToTO ogamHa [0jA0BME 40 rpaHyuara Ka-
Ae 3aBpLiyBa nycTWHaTa BO Koja ro NnpeTsopueme concT-
BEHWOT CBET W 3a[ HAaC 0CcTaHaa rpaMaiHuTe ypHaTWH Ha
Penwurujata, ®unosocvjata u YmetHocTa. Hue wncuyeko-
puBMe BO TemHWHaTa Ha CeeTckata HOK npeky paboT Ka-
Je sanoyHysa 6eckpajHuoT sBe3feH NpocTop w cera na-
fame BO NpasHMHaTa Koja HeHagejHo ce 0TBOpW npej Hac
kako 6eazgHa. CerawHocTa He e enoxa Ha AyxoBHa cTar-
Hauwja, KaKo WTO TBPAAT OHWE KOW cTarHupane, seni yu-
Hu4HO CnoTepaujk, TYKY Hajeo3byanuea enoxa Ha Muc-
nerbeTo oA aHTukaTa. LTo Gewe Toa ymeTHocTa Ha gea-
eceTTHoT Bek? Moxebu, camo Tpara BO npaBsTa Koja
ocTaHa 3af Hac? Kage Toa Hue ogume? MNopaneky of cu-
Te coHua? [fanu noctojado nafame? [pawarbeto Koe
Tpeba Aa ce NOCTABM Ha KPajoT 04 OBOj BEK e WTO HaBuC-
TWHa ce cnyuwn co enoxarta Ha Monemara [lyxoBHOCT Koja
ja Hajaem Bacunwj KaHauHcku!

'Cexerua o dunMoT Mapus unjaganesetcrorara, Hukon Bepepe

KAAE TOA HUE OAUME?

[

Mapcen JuwaH, Ogrnegysare Ha npaluxHara
(Elevage de poussiere), 1920, dioTo: MaH Pej
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WHERE ARE WE GOING?

Marcel Duchamp, Dust Breeding, 1920,
photographed by Man Ray

Where are we going? Further away from all suns? Are we con-
stantly falling?... Aren't we wandering through an infinite noth-
ing? Isn't emptiness gazing at us? Isn't it getting colder?
Doesn't night and ever darker night fall?

Friedrich Nietzsche, Joyful Science, 1882

The 20th century began with the step on empty by the birdman
who, with spread wings made out of canvas and paper, threw
himself in spectacular manner from the Eiffel Tower in Paris
(1900)".

Once upon a time, the world was filled with certainty, it was
compact and consistent as the Star Sphere in the hands of
God. This glass ball (with an Eiffel Tower in it and a snow that
falls if you shake the ball) long time ago rolled out of the hands
of God whom we killed and broke into pieces noisily. Now the
image of the world is broken into innumerable reflections from
the pieces of glass, fragments not connected, parts of the
whole that cannot be perceived, broken into elementary parti-
cles that are crushed into photons and mesons until self-
destruction. The seemingly solid objects surrounding us be-
come, under the cold electronic eye of the modern guantum
physics, only secret fields of invisible and immeasurable
forces, formless and frightening as in the beginning of the cre-
ation of the world. In our search for the New and the Unknown,
long time ago we reached the border where the desert ends
into which we had changed our world, and massive ruins of
Religion, Philosophy and Art were left behind us. We stepped
forward into the darkness of the World Night through the edge
where the infinite stellar space begins, falling into the cavity
that opened suddenly before us like an abyss. The present is
not an epoch of spiritual stagnation, as it is said by those stag-
nating, says cynically Sloterdijk, rather it is the most exciting
epoch of thought since ancient times. Art of the 20th century -
what was that? Perhaps, just a trail in the dust remaining after
us? The question that ought to be raised at the end of this cen-
tury is what actually happened to the epoch of the Great
Spirituality that had been announced by Vassili Kandinsky!

'A sequence from the documentary movie Paris 1900, by Nicole Veders.




YMETHUYKOTO AEAO - BuctuHcko
XXMBOTHO CE€H30PHO UCKYCTBO

[InHmnea AHOEpPCOH

JacHo e geka Bneroesme BO NepUof BO KOj HalLUTe AOMK-
HAHTHW PEXUMW/CTPYKTYPW anckypey ce KoHdpoHTUpaa
€O HUBHUTE KOHLENTYanH1 XOPM30HTW... U rO CTOPHja 0Ba,
noBeke WK NOMarnky, CUHXpoHU3upaHo. Hue cme rnoban-
HW, MOBMNHWM W NOBP3aHW, HO MHOTY Of] HAlIUTE OCHOBHW
NOjMOBM 3a TOA KaKO OMLITECTBOTO MOXe 1 Tpeba aa 6u-
[ie OpraHvanpaHo W Aa YHKUMOHMPAE, He Ce peanuanpa-
HU. Ynorata Ha YMETHUKOT, YMETHUKOT KOj uabupa aa ja
aHra)mpa nonuTUKaTa Ha 0Ba, e OrpoMHa - Taa ja UHBoN-
BUpa KOMNNEKCHAaTa 3ajaqYa Ha MUCNere Hanpes, aHTu-
LMnupatse, M BO MCTO BPpEMe NpUBeKyBare BHAMaHue co
YMETHMYKOTO JeN0 KOoe NpeTcTaByBa BUCTUHCKO »KWBOT-
HO CEH30PHO WCKYCTBO.

ARTWORK - A Real Life Sensory Experience

Geneva Anderson

It's clear that we ve entered a period in which our prevalent
regimes/structures/discourses have confronted their concep-
tual horizons... and done so more or less in synchrony. We're
global, mobile and connected but many of our basic notions
about how society can and should be organized and function
have not been realized. The role of the artist, the artist who
chooses to engage the politics of this, is enormous... it
involves the complex task of thinking forward, anticipating,
and in the same time capturing aftention with an artwork that
is real life sensory experience.







...wars begin in the minds of men...(Charter of the United MNations)

If any question why we died
Tell them, because our fathers lied (Rudyard Kipling, Epitaphs of
the War)

“Hue ja senwdame BojHaTa - eqMHCTBEHATa XWrneHa Ha cBe-
TOT..."

Baka rnacelle efHa 0f MakCMMWTE Ha OCHOBAYKWOT MaHW-
thecT Ha pyTypUCTMTE, ABTOP € UTaNMjaHcKWoT noet D.T. Ma-
pUHETH. 3a HEro W HEeroBMOT Kpyr BojHara npeTcTaBysale
eAVHCTBEH W2Me3 3a ONWTECTROTO Koe nponaralwe 8o rparas-
CKMTE KOHBEHUMWOHAMNHOCTW, CoLMjanHaTa KpyTocT W KnacHa-
Ta TemHuHa. CjajoT Ha “La belle epoque” sracHa, Bepbarta B0
TpaguumMjaTa u KOHTUHyWTeToT Hea pasHuwanu. EgHa Hoea re-
HepaLuuja HETPNENMBO HeKawe [a cé ClydaT NoNUTUHKK Npo-
MEHW W coBpemeHu pecpopmu. Ako 3a MapuHeTH MHOTYO4eKy-
BaHaTa eojHa Gelle KpBaso NPOYMCTYBAE M NPETNOCTABKE 34
HOB 1 paguKaneH nodyetok, 3a flernH Taa Gele majka Ha pes-
onyumjaTa. Hacnpotv Toa, uapoT Bunxenm ce Hagesalle gexa
BojHaTa 6w moxena fa 6uae KpyHa Ha HeroBOTO BNAaAeeH:e.

MocakysaHa 04 €AHVOT, 04 APYrMOT NpuaTeHa co CTPae unu
Kako HewabexHa esponcka cyatvHa, BojHaTa 3anoqHa Ha 1-Bu
centemepw 1914 rogwHa. MogouHa, GPMTAHCKMOT npemuep
Noja Llopy ro cnvwa OTno4HysareTo Ha BojHaTa: *.the
nations slithered over the brink into the boiling culdron of war”,

Osaa BojHa Tpebawe Aa Suge kpsaso (uHane Ha 19 Bek. Ha
BojHUTE NONWHLA HCKpBaBea MynvoHw nyfe. Bo TekoT Ha cnej-
HUTE YETUPK FOAMHU CTAPUTE KYNTYPHU NPUAoEUBKN MCHE3HY-
Baa nof YAapoT HA OTHEHOHOTO OpyXje, a BO 3afHuHarTa Ha
thpoHToBMTE BRageeja rnagoT v enugeMunTe. EBponckuTe cu-
v 6ea HecnocoBHW, eaHOCTaBHO Hemaa aobpa eonja ga ja
crnpeyar BOjHATA; NOpaj|M HecnocoOHOCTa Ha HMBHWTE BOEHW
enuTW Aa ja 3aBpWwaT BojHaTa, Taa Tpaewe fonro W Npeausen-
Ka ronemu saryou. W HajuMHWYIHWTE MUNWTAPUCTH HE CMeTaa
CO HEM3MEPHO rONeMWTE MacoBHW YHWLWITYBAHa Ha YOBEYKU
MBOTHM, Na Cenak, 3a HWB CNUCOLMTE Ha 3arMHaTuTe nNpeTcTa-
BYBaa ropg 40oKa3 3a mMallka HenokonetnueocT W HauwoHanHa
wenba 3a nobeaa u Ha NnepeepseH Ha4YWH MM CMEeTaa Kako on-
paBayearbe 3@ HMBHATa [ONrOpoqHa cTparervja. Op cTpaHa
Ha nponaraHgaTa, MojiepHaTa BOjHa Ce AeKnapupalle Kako
6WTKa 3a NPeXXMBYBarbe Ha HAUMUTE.

Bo cMucna Ha coumjan-4apBvMHM3MOT KOj Torall ce nojasy, no-
fegata Ha MocunHUTE WM Gelle HameHeTa Ha “Hajonaropog-
HuTe" pacu. Cnenara npumeHa Ha TeopWjaTa Ha esonyupjara
BP3 OMWTECTBEHMOT pa3eoj U geduHuumjaTa 3a Hapoj Kako
KOMEKTMBEH OpraHuaam, cTaHa odmuvjanHa nermTumauuja u
MHTENEKTYaNnHo nojacHysarke 3a HeoNXoAHOCTa 0Of BojHa; Taa
WM NOMOrHa Ha eBpOMCKWTE Bnagu Kow ja Bofea sojHata, a
ocOBEHO HA repMaHcKuTe MMNepwjanucTw, 3a nonynapusnpa-
Hb@ Ha apryMeHTWTe Ha nponaraHgarta. [epMaHCcKuMoT cojy3a co
ABcTpo-YHrapuja sogeile pasypHyBaqkiu BuTku npoTus Opax-
uwja, Aurnuja u Pycuja. BegaTta Ha noaWlMoHaTa BojHa Ha 3a-

MHAYCTPUCKATA BOJHA
eI

nagHuoT thpoHT Bewe GecnpumepHa. HenpujatenckuTe Hapo-
AW cToeja efiHv cnpoTy apyrw, bea thacunHWpaHn 1 egHoBpe-
MEHO BYYAOBWAEHW Of SBepcTBaTa KOW M npasea efHu Ha
Apyru.

CunwTe Kou ja Bogea eojHaTa bea 3acneneHk o4 HauuoHanwe-
TU4KMOT MpauMoHanusam Koj, GnarogapeHue Ha HOBUTE MOX-
HOCTM Ha WHAYCTPUCKOTD MACOBHO NPOM3BOLCTBO Ha MyHWLUK-
ja ¥ BoeHa oNpema W CO PasBWUTOKOT Ha HOBUTE CHMCTEMU Ha
opyXje, ce W3poau BO apOTaHTHO peanuaupaHo nygwno. Wx-
LyCTpUjanuavpaxaTa BojHa, Cnefejkv ja concTeeHara AuHa-
MWKa, CTaHa ToTanHa BojHa; BO CBOETO NPOKNeTcTeOo noene4ye
L|eI1 HAPOAM 1 I NOTPOLLU CUTEe HUBHI MaTepHjanti pesepeu,
a Ha KpajoT U HUBHATA MOpPAanHa cyncraHua.

3a npe NaT BO MCTOpWjaTa Ha YOBELTBOTO aBUOHWTE U Liene-
nuHUTE BombapaWpaa WHAYCTPMCKM NOCTPOjKK U NPUCTaHWW-
Ta, & TelLKO BOOPYXKEeHWTE KpeTocyBaqw 6ea BKNy4eHH BO XKe-
CTOKWUTE NMOMOPCKM BUTKK. MogmMopHULMTe AemHea Bo Anaco-
YMHWTE U rM BNOKWpaa MOPCKWTE naTuwTa. TeHKoBCKWTE AW-
BM3MKM ja 3aMeHMja TpaguuMoHanHarta kowsuua. MuHodpna-
yuTe U BP30TO OFHEHO OpyXje ja mexaHwswpaa cmpTTa. Opy-
K|ETO CO AaneyYnHCKM AOCTpen ja Aoceralle ceojata uen v og
ApyraTa CTpaHa Ha nMHuMjaTa Ha XOpW3OHTOT. HenpwjaTenor
OCTaHyBalle HeBWAnue, cmpTTa belue aHoOHUMHA, pasopysa-
HaTa ce CriyYyBsaa Ha ancTpakTHa gucTaHua.

Bo oeaa BojHA oj4e A0 ancypAHO W3efHaqyBarbe Ha Npoayk-
LUMjaTa U QecTpYKUMjaTa, WTO BaXKW 1 A0 AeHEC. AKO BOSHWOT
06BP3HWK, paBoTHMKOT BO WHAYCTPMjaTa 3a opyxje belwe co-
cTaBeH fen of NpOM3BOAHATA MALUWHE, TOrall BOJHWKOT Koj ce
Gopewe Ha 6ojHoTO none Gelwe pesepeeH 4en 04 BOgHATa Ma-
lWwMHa. ¥ paboTHUKOT W BOJHWKOT, Ha OgpedeH Ha4nH, paboTea
BP3 CBOETO CONCTBEHO AYXOBHO W TENECHO palypHyBae, uc-
TOBpEMEHO Hea NPecTanHLM W KPTBW. Bo HaycTpWUCKaTa BOj-
Ha Hewmalle NMoeduHUW, HUBHaTa WHAWBWAYANHOCT NOTOHA BO
BOEHATa OpraHuaaumja Ha peanHocTa.

dparmMeHTVpareTo Ha CBETOT Ha AOXVBYBarbeTO U 0CaMeHoC-
Ta BO OAHOC Ha CMPTTA, TPAJHO ja M3MeHW|a ncuxaTa Ha HoBe-
KOT Ha thpoHTOT. KOnKy NOBEKE NOSAMHLMTE-YHecHULM BO BOj-
HaTa MMaa yewq BO ronemwTe noBp3aHocTW KOW ro onpegeny-
Baa HWBHWOT XUBOT, TONKY NoHepastupmven um 6ea HameTHa-
TUTE CTPagarka, & HOBEYKWUTE W MOpanHWTe OCHOBW HA HUBHA-
Ta [OTOTAWHA eravcTeHywja cé noseKe UM ce pywea. Mpeg
HWBHWTE O4M Ce pacnaraa TpagWUMOHaNHUTE NOBP3aHOCTK, ce
pacnpckyeaa Bo hparmeHTapHi, napanenHo nocToeyxku oan:
enHW BUCTUHK, BO KOW NOWMKUTE 33 HELWTO WTO & HOPMAanHo, na
AypW 1 BooOMYAeHOTO YYBCTBO 3a BpeMme, Gea narybeHw, He-
CTOTO NPUCYCTBO Ha CMPTTa Belle BO CNPOTHBHOCT CO CUTE Xe-
POjcKM MPOCBETNYBAYKM W MponaraHAnCTUHKK NPeTX0AHO Co3-
[afeHy NpeTcTaBM Kou Twe rv odvekyeaa. Bo gesnnyswjaTta,
rpafaHckn cybjeKTMBHOTO IMefatke Ha CBeTOoT Ce npeobpaan
BO HOBM Hay4HO-ODJEKTWBHW NEepcnexKTHBK. Cpepe BoeHuTe
£KCUecH, BO HEKOHTPONWPaHoTO GecHeerse Ha CBETOT Ha Ma-
WMHWTE, Ce CO3AAfe HOBMOT YOBEK, YIUTE MOHEeCHrypeH, cé
ywTe, 63 jacHa NpeTcTaBa 3a WAHWHATA, a cenak NnoAroTseH
eAeH 4eH caMuoT Ja v Haco4yBa cyabunvTe.

TexcT 3a karanoroT Ha Hosata Haymonanua ranepuja 8o Bepmitk “XX sex - 8geH
Bex yMeTHoCT Bo Mepmanma



Lutz Becker

THE INDUSTRIAL WAR

cruisers were engaged in the fierce naval
battles. Submarines were lurking in the sea
depths thus blocking the sea routes. The
traditional cavalry forces were now substi-

...wars begin in the minds of men... (Charter of the United Nations)
If any question why we died
Tell them, because our fathers lied (Rudyard Kipling, Epitaphs of the War)

“We praise war - the only hygiene in the world...”

Such were the words of one of the maxims of the founding manifesta
of the futurists. It was written by F. T. Marinetti, an Italian post. For
him and his circle, the war reprasented the only getaway for the soci-
ety that was sinking in bourgeois conventionality, social rigidity and
class darkness. The glamour of “La Belle Epoque” was finished; faith
in tradition and continuity were shaken. A new generation waited
impatiently for political changes and modern reforms to happen. If
for Marinetti the long-awaited war was a bloody catharsis and pre-
sumption for a new and radical start, for Lenin it was the mother of
revolution. On the other hand, Kaiser Wilhelm hoped that the war
could be the culmination of his rule.

Desired by the first, and accepted by the second with fear or as ine-
vitable European fate, the war started on 1 September, 1914. Later,
the British Prime Minister Lioyd George described the very start of
the war: “...the nations slithered over the brink into the boiling caul-
dron of war”.

This war should have been the bloody finale of the 19th century.
Millions of people shed blood at the battlefields. During the next four
years, the old cultural heritages were disappearing under the strike
of the fire arms, while in the background of the front lines famine and
diseases prevailed. The European powers were incapable, that is,
they simply did not have the good will to prevent the war; due to the
inability of their military elites to end the war, it lasted long and
caused great losses. Even the most cynical militarists did not count
on the immensely great massive destructions of human lives. Still,
for them the lists of the killed persons represented a proud evidence
on the manly pertinacity and national desire for victory and in per-
verted way they considered those lists a justification for their long-
term strategy. The propaganda declared the war a battle for the sur-
vival of the nations.

In the context of the social Darwinism that made its appearance
then, the victory of the stronger was intended for the “most noble”
races. The indiscriminate application of the theory of evolution on
the social development and the definition of peoples as collective liv-
ing entity, became official identification and intellectual clarification
on the necessity of war; it helped the European governments that
were waging the war and especially the German imperialists to
make the propaganda arguments popular. The German alliance with
Austria - Hungary was waging destructive battles against France,
Great Britain and Russia. The misery of the trench warfare on the
western front was absurd. The opposing nations were standing
against each other; they were fascinated and at the same time
astonished by the brutalities they were inflicting each other.

The powers waging the war were blinded by the nationalistic irratio-
nalism, that, thanks to the new potentials of the industrial serial pro-
duction of munitions and military hardware and to the development
of the new systems of armament, degenerated into arrogantly reali-
zed madness. The industrialized war, following its own pace, beca-
me a total war; it involved whole nations in its curse and consumed
all their material reserves, and, at the end, their moral substance as well.
For the first time in history of mankind, airplanes and zeppelins were
bombarding industrial plants and sea ports, and the heavily armed

tuted by tank units. Mortars and speedy
cannons mechanized death. Long-distance cannons were hitting
their targets on the other side of the horizon line. Thus the enemy
became invisible; death was anonymous; destructions were made at
abstract distance.

An absurd equalization between production and destruction hap-
pened in this war, that is still valid even today. If the military con-
script, the worker in the arms’ industry, was an integral part of the
production machine, then the soldier fighting on the battlefield was a
spare part of the military machine. Both the worker and the soldier,
in a way, were working on their own spiritual and physical destruc-
tion, being at the same time both villains and victims. There were no
individuals in the industrialized war; their individuality sunk into the
military organization of reality.

Fragmenting the world of experience and loneliness with regard to
death permanently changed the psyche of man on the front lines.
The more the individuals participating in the war had insight in the
great circumstances that determined their lives, the more senseless
became their imposed misfortunes, while the human and moral
grounds of their present existence was continuously falling apart.
Before their own eyes traditional bondages were being destroyed,
were being atomized into fragmentary, simultaneously existing, sep-
arate truths, where notions of what is normal, of even the usual
sense of time, were lost. The frequent presence of death was con-
trary to all heroic, enlightening and propaganda perceptions, previ-
ously created, that they had expected. In the disillusion, the civil sub-
jective view on the world was transformed into new scientific-objec-
tive perspectives. Amidst the war excesses, in the uncontrolled rage
of the world of machines, new man was created, even more uncer-
tain, still without clear understanding of the future, yet prepared one
day to determine the fates.

Text for the catalogue of the New MNational Gallery in Berlin “The 20th Century - A Century
of Art in Germany”

®ununo Tomazo MapwHeTw, “TunomoHTaxa" op Les mots en liberté futurists, 1919
Filippo Tommaso Marinetti, “Typomontage” from Les mots en liberté futurists, 1919




JOSEPH KOSUTH

'untitled statement’

Hebojwa Bunuk Nebojsa Vilik

‘My current work, which consists of categories from the the-
saurus, deals with the multiple aspects of an idea of some-
thing. | changed the form of presentation from the mounted
photostat, to the purchasing of spaces in newspapers and
periodicals (with one “work” sometimes taking up as many as
five or six spaces in that many publications — depending on
how many divisions exist in the category). This way the imma-
teriality of the work is stressed and any possible connections
to painting are severed. The new work is not connected with a
precious object — it is accessible to as many people as are
interested, it is non-decorative — having nothing to do with
architecture; it can be brought into the home or museum, but
was not made with either in mind; it can be dealt with by being
torn out of its publication and inserted into a notebook or sta-
pled to the wall — or not torn out at all — but any such decision
is unrelated to the art. My role as an artist ends with the work's
publication.’

[Kosuth, Joseph (1968) ‘untitled statement’, in: Germano
Celant (1969) Arte Povera, p. 98, New York: Praeger.]

... CO WUTO O/rOBOPHOCTA 3a peLenuujaTta u nepuenyujata
Ha YMEeTHWYKOTO Aeno ce npedpna Ha peyunueHToT, unum,
HELLUTO MOAOLHA - HA KOPUCHWKOT Ha YMETHUYKOTO Aeno,
WTO BCYWHOCT ja NpaBW 0Baa wuajasa (0AHOCHO HejauHaTa
nocnegHa peueHuya, HejaMHUoT nocneaeH uckas) - npo-
po4Ka.




Joaedy KowyT, EgHa u Tpm cTonmywy, 1965, choTorpadwmja, gpeeHa cTonvua u TekcT
Joseph Kosuth, One and Three Chairs, 1965, photograph, wooden chair and text
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UHAUBUAYANHA AKLU)A

3a KpUTMYapoOT W MCTOPUHAPOT Ha yMETHOCTa Npo6nemoT He e BO Toa WTOo € ymeTHocTa Ha 20.
BEK reHepanHo, BOOMWTEHO U 06JEKTUBHO, TYKY LUTO 3@ Hero NMYHO 3Ha4M MCKYCTBOTO Ha yMeT-
HOCTa BO BPEMETO U CpeauHaTa BO KojawTo gejcTByBa. Kako Bp3 UCKYCTBOTO Ha cOBpeMeHara
YMETHOCT MM M3rpajlyBan COMCTBEHUTe CTPYYHW, KYNTYPHU, MOPAnHA U NONUTUHKA CTaBOBM.
MCKyCTBOTO Ha COBPEMeHaTa yMeTHOCT nomara fja ce CTUrHe Ao cnegHuTe crosHaHuja; ymer-
HocTa e (61 Tpebana aa 6uae) npoecuja Ha He3aBuCHaTa eguHKaE, 3aHMaBsare co YMETHOCT
(6MN0 KaKO YMETHWK MW KPUTAYap), roBOpeHse BO NPBO NULE, 3Ha4u HarnaceHo jaBHO MHAOW-
BWAYanHo AeCTBYBae KOe Ce NOTNMLWYBa Co CONCTBEHOTO MME W Npesnume. Toa e gejHocT Koja
BO WCTOBETHA Mepa [pXKW 4O COMCTBEHATa, HO U o cnobogHara Borja Ha cekoja gpyra fiu-
HOCT, ce sanara 3a paaéuparbe W 3a yBaXKyBarbe Ha CTaBOBWUTE Ha [ApYruoT, BO NPUHLMN Ha Ce-
koro. Nogpas6upa paznuka v Npaso Ha pasnuka Ha CUTe BO KOHKPETHOTO jaBHO KYNTYPHO W CO-
UvjanHo onkpyxysarbe, npuchaka BKyHyBarbe BO jaBHUOT avjanor. OTTyKa, NojMOBUTE Kako
WTO Ce jasMyHUOT M MeMjCKUOT nnypanuaam, MynTUKynTypanusmoT, oTchNyBareTo Ha ceka-
KOB LI@HTPW3aM W Cfl. HE Ce CYWTEeCTBeHW 0COGEHOCTM Ha coBpemeHaTa yMeTHOCT. Ha kpajor,
MCKYCTBOTO Ha COBpeMeHarTa yMeTHOCT nogpazbupa nocTojaHa noTpeba 3a Ayx0BHO CaMmous-
rpafdyBarse, YCOBpLUyBare, AoKaxysarbe, 6apa CBECT 3a concTeeHaTa nonoxk6a BO onwTe-
cTBEHATa OKOMWHA, NOAPA3tupa M M3KUCKyBa CTPACT Koja ce BHecysa BO npodecujata Ha Koja-
WTO W & NOCBETEHO CEKOjAHEBHOTO NoCToeH:E.

INDIVIDUAL ACTION

For a critic and historian of art, the problem is not what is art of the 20th century in general, objective
manner, rather it is what for him personally means the art experience in time and milieu in which he
acts. How, based on the experience of contemporary art, he constructed his own professional, cultural,
moral and political views. The experience of contemporary art helps us attain the following knowledge:
art is (should be) a profession of an independent individual, preoccupation with art (be it in capacity of
artist or art critic), speaking in first person singular, that is, articulated individual action in public that is
signed with one’s own full name. It is an activity which to the same extent, sticks to the one’s own free
will and that of any other person, an activity that stands for understanding and for respecting the views
of the other, in principle, of everyone. It implies diversity and right to diversity of everyone in the con-
crete public cultural and social milieu, it accepts inclusion in the public dialogue. Therefare, the terms
such as language and media pluralism, multiculturalism, rejection of any centrism, etc., are not essen-
tial features of contemporary art. Finally, the experience of contemporary art implies constant need for
spiritual self-upgrading, improvement, confirmation, it requires awareness of one's own position in the
social milieu, it implies and requires passion that is brought into the profession to which the daily exis-
tence is dedicated.




... UMETNOST MORA BITI

LEPA . ..

... UMETNIK MORA BITI

LEP. ..

Sadrzaj akcije

l. S2dim na stolici s c¢esljom i
Cetkom za kosu (metalnom) u
rukama

2. Ce8ljam i cetkam kosu ponav-
ljajuci reéi:
»Umetnost mora biti lepa,

umetnik mora biti lep«

3. C:8lj.m i ¢etkam kosu dok mi

sc kosa 1 lice ne 1zobliée

.

P

-

MapuHa AbpamoBWK, ¥MeTHoCTa Mopa ga fuge y6asa ... yMeTHHKOT Mopa ga 6uge y6as, 1975, nepchopmaHc
Marina Abramovic, The Art Must Be Beautiful ... The Artist Must Be Beautiful, 1975, performance




HA 20 BEK

[Janu ymeTtHocTa Ha 20 Bek e nocebeH, U3ABOEH heHo-
MEH WTO 3HaYWMTEnHO OTCTanyea o/ Pa3BojHUOT HU3 Ha
npegxogHuTe enoxu? [UCKOHTUHYMTETOT WTO MOAEPHW-
Te ABWXetHka ro NoTeHLMpaa Ha No4eToKOoT o BEKOT BO
byHKUM]a Ha YMETHOCTA KaKo “HanomnHo” asTOHOMHa 06-
nacT ynaTtysa Ha No3WTWBEH O4FOBOp Ha OBa npaluarse.
HewTo nogouHa, BO TeKoT Ha 20-TWOT Bek, oBaa asTo-
HoMMja Ke Buae NpakTUKYBaHa U MHTeprnpeTupaHa Kako
eAHa KOMMAKTHA pasBojHa HUWKA WTO BHATPELHO Cce
camonpogyuupa Bo “noriyHa” u “npupogHa’ cyKuecwja
Ha thopmaTa. Ho, aBTOHOMMjaTa Ha YMETHWHKMKOT jasuk,
a 3a MogepHaTa T0a e jasukoT Ha chopmaTa, He e cneuu-
thuueH heHoMeH camo Ha ymeTHocTa Ha 20 Bek. Taa e
CBOJCTBEHA W MHAYrypupaHa HewWwTo NopaHo, of BTopara
nonoeuHa Ha 18 BEK, a NpecyAHO BO MoAepHaTa rparaH-
cka enoxa of 19 sek. Ho, paabupareTo Ha aBTOHOMMW-
jaTa Ha mofepHaTa ymeTHOCT 0 20 Bek cenak uma eaHa
cneunduka WTO ja W3gBojyBa Kako nocebeH heHoMeH.
Toa @ MOAYCOT Ha MHTepnpeTauuja, Ha camonHTepnpe-
Tauuvja Bo 3aTBOPEHUOT hopmaneH CUCTEM Ha HauWH Ha
efHO, NO MankKy, TpayMaTcko pasrpajysarbe u HagMmu-
HyBarse WTO Ha KpajoT pesynrupa co pasrpajysarse U
HUWTeHE W Ha camaTta hopMa, Kako BO KpajHaTa WH-
cTaHua Ha OBOj passoj - ancTPaKHUOT eKCNpPecHoHnaam,
eHdopMenaoT...

VmMeTHOcTa Ha 20 BekK Mma ylTe egHa cneuuduka Wwro
ja n3aBojyBa Kako nocebeH heHoMeH. Toa e HejanHNoT
anTep ero - aBaHrapfHuTe ABWXKeH:a LITO Kako noasem-
HW BOOM, Of BpeMe Ha Bpeme, M NoTKonysaa camuTe
TEMEenn Ha Haj3uHOTO ONcTojyBarke BO TEKOT Ha 20 BeK.
ABaHrapgHuTe gBMXeHsa yWwTe NoAPacTUHHO ro ucTak-
Haa AMCKOHTWHYWTETOT CO YMETHOCTa Of NpeaxogHuTe
enoxu CO NPeTeH3uK Ja ofdaTt A0 KpajHuTe rpaHuun Ha
YMETHUYKWOT jasuk. VImeHo, TWe ro ocnopysaa (eHome-
HOT Ha camaTa YMeTHOCT, yApuja BO TeMenuTe Ha Hejs-
uHaTa mogepHa rpagba - rnopuchmyupadara asToOHOMK-
ja Ha mopepHaTa dopma. bes HUKakBK npedpacyau ce
BRyWTKja BO NMMaTa Ha “MpoLIMPeHoTo nose”, nporna-
CyBajk¥ EKCTEepUTOpMjanHoCT M HeorpaHudeHocT. Of
Juwak 1 laganamoT Kako HajeKCMoHWpaH NpumMepun o4
npeaTa nonoeuHa Ha BekoT, o ®JNIYKCYC gemxetbeTo,
npeky OpojHUTE KOHUenTyanusauuu Ha YMeTHU4KWOT
MCKa3 BO LIeeCceTTUTE W cefyMaeceTTuTe roquHin 4o ee-
ke rnofanHara pacnpocTPaHeTocT Ha KOHUEenTyanHW
NpakTWKW WTo 3achakaat BO CUTe Peruu Ha peanHoTo U
PMKUMOHANHOTO BO COBpPEMEHUTe [ABWXerba, OBaa
YMETHOCT MOLIHE PU3MYHO TW pasrpagyeaile cuTe 3a-
TEKHATH YMETHWHKKW, KYNTYPHW, UMBANW3ALMCKKN MOge-
nu. MpuToa, ceecHo Gelwe npudakaH pU3MKOT 0f pacTo-

SEHOMEHOT HA YMETHOCTA

BaneHTuHO AuMnTPOBCKN

UyBaHe HAa YMETHOCTA BO €f4Ha HWLITOXHA pacrnpuka-
YAHOCT W Henpeno3HaT/IMBOCT.

MapagokcanHuoT of Ha ymeTHocTa Ha 20 Bek npeky
OBVE ABE [MaBHW ABWMKEr:a (MOAePHNOT hopManusam u
aBaHrapguamMoT) Ha KpajoT Ha 20 Bek HameTHysa edHo
napagoKcanHo npawarse. [anv Beke xuseeme BO Bpe-
ME Ha YMETHOCT nocrie KpajoT Ha ymeTHocTa? Hecom-
HEeHO fAeKa OBa Npallarbe Npousnerysa of eHoMeHoT
Ha ymeTHoCcTa Ha 20 BEK W 0f HE3UHMOT KOHCEKBEHTEH
3aBplweToK. Ho noeeke He e M3BecHO Aanu “ymeTHocTa"
nop Bakea 3anpawaHocT e HeKakoB nocedeH PeHOMEH,
WK NaK ce NPeToHyBa BO MHOWTBOTO ro6anHn TeXHo-
NOLLUKM 1 MHChOPMaUMCKK TPeHA0BK 683 Hekoja nocebHa
cneyudrka.




PHENOMENON OF THE 20th

1\

CENTURY ART

Is 20th century art a specific, separate phenomenon that sig-
nificantly departs from the development sequence of the pre-
vious epochs? The discontinuity that was underlined by mod-
ern tendencies at the start of the century to promote art as
“completely” autonomous field leads us to a positive reply.
Somewhat later, in the course of the 20th century, this auton-
omy was practiced and interpreted as a compact develop-
ment sequence that internally produces itself into a “logic”
and “natural” succession of form. However, the autonomy of
art language, and for modern art it is the language of the
form, is not a specific phenomenon only for the 20th century
art. It is characteristic and inaugurated somewhat earlier,
since the second half of the 18th century, and decisively in
the modern bourgeoisie epoch of the 19th century. But, com-
prehension of the autonomy of the modern 20th century art

Valentino Dimitrovski

still has a specificity that singles it out as a separate phe-
nomenon. It is the mode of interpretation, of self-interpreta-
tion in the closed formal system in the manner of one, some-
what, traumatic decomposition and overcoming that at the
end results in decomposition and annulment of the very form
as well, as in the final instance of this development - the
abstract expressionism, the informel...

The 20th century art has another specificity that singles it out
as separate phenomenon. It is its alter ego - the avant-garde
movements that as underground waters, from time to time,
undermined the very foundations of its existence in the
course of the 20th century. The avani-garde movements
even more drastically exposed the discontinuity with the art
of the previous epochs, with intentions to reach the final lim-
its of the artistic language. Namely, they denied the pheno-
menon of the very Art, they struck a blow to the foundations
of its modern structure - the glorified autonomy of the mod-
ern form. Without any prejudice, they let themselves into the
high tide of the “expanded field,"” thus proclaiming extraterri-
toriality and no limitation. From Duchamps and dadaism as
most exposed examples of the first half of the century, from
the Fluxus movement, through the numerous conceptualiza-
tions of the artistic expression of the 60's and 70's, to the
already global prevalence of conceptual practices that con-
cern all the domains of the real and the fictional in the con-
temporary movements, this art deconstructed in very risky
manner all existing artistic, cultural, civilization models.
Thereby a risk to decompose art into a worthless babble and
non-recognazibility, was consciously accepted.

The paradoxical march of the 20th century art through these
two main movements (modern formalism and avant-
gardism) at the end of the 20th century raises a paradoxical
question. Are we already living in a period of art after the end
of art? There is no doubt that this question comes from the
phenomenon of the 20th century art and from its conse-
quential end. However, it is not still certain if “art” under such
questioning represents some kind of separate phenomenon,
or it transfuses itself into the many global technological and
information tendencies, without having any concrete speci-

ficity.

Hen MNonguu, ®@atuma ceeku, MopTtyranuia, 1998, doTorpaduja
Nan Goldin, Fatima Candles, Portugal, 1998, photograph




PEBOAYLUJATA HA MOEAUHELIOT

HaBukHaTK CMe Aa umamMe ogHanpef AaneHa npercrasa
3a ymeTHocTa Ha 20. Bek. Bo ymeTHocTa uma gee noro-
nemu pesonyuud: oHaa so 1911, u Bo 1968.

Mpearta Gewe nonpe-eHa og lNpeata u o Bropata
cBeTCKa BOjHa; BTOpata gonr nepuog OGewe Bogeqka
ymeTHocT. Ho 3a meHe HajsHaqajHaTa pesonyuuja Gewe
Ha efgHa uHgmemngya - AHToHeH ApTo. HeroBuoT peeont
ja gonpe CyWTecTBEHOCTA Ha YOBEYKOTO BUTWE W Hero-
BOTO oaHecyearse. Hwue Bneryeame 8o 20. BeK CO HeBe-
pojaTHa cnoboga Ha HaY“MHUTEe Ha u3pasyeare, Co efleH
onTummcTlukKM npouyT. Ce Hageeam feka 21. BeK Ke
Tpeba ga u3eneye noyka og crpalwHuTe akTh Ha 20.
BEK 3a [a He Ce NOBTOpPyBaaT AUCKPUMWHALMjaTa W KO-
nexuTe Ha ManuuHcTeara. Ce Hagesam geka yMeTHOC-
Ta cekoraw Ke 6uge Ha cTpaHara Ha cnobogaTa v MUpoT
6e3 ga paea cTpory BepbanHu nekuun aypw w Kora Taa
Hema BefHalw Aa 6uge pasbpada og sogaquTe, 6es pas-
KA ganu ce TWe NonuTW4apK, AUKTaTopu UMK akumo-
HEpPW 3aTUTHULM Ha BpeOHOCTUTE.

Maijk Kenn, MasuHyearse (Og “Asctpanujanqa'), No |, 11, 1Il, IV, V, 1984, akpunvk Ha xapTuja
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THE REVOLUTION OF THE INDIVIDUAL

We are used to have a given view on the art of the 20th cen-
tury. This art had two major revolutions: in 1911 and 1968.

The former was stopped by World War |, and World War II: the
latter became for a long time the leading art. For me, howev-
er, the most important revolution was the one of an individual,
named Antonin Artaud. His revolt touched the essence of hu-
man being and his behavior. We are now entering the 21st
century with an incredible freedom of modes of expression,
with an optimistic blooming and | hope that the 21st century
will have learnt from the horrible facts of the 20th, without
repeating discrimination and massacres of minorities. | hope
that art will be always on the side of freedom and peace and
that it will give non-verbal, strong lessons even if not under-
stood immediately by the rulers, may they be politicians, dic-
tators, shareholders, or value protectors.

Mike Kelley, Apology (From "Australiana”), No I, I, 11, IV, \, 1984, acrylic on paper
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AEAOTO LUTO IO HEMA

BojaH WsaHoB

WcTopujaTa Ha yMeTHOCTa € BeliTWHa Ha WHAWPEKTHMOT roBop 3a
COMEp/IMBMTE HeLTa U NojaBu 0f] CTPOrMOT, a cenak HeoApeAeH CUCTem
Ha OHa 3HaeH-e KOELTO CAMO MIMKOBHWOT jasuk MOXe [a ro npeHece.
MeToauTe Ha OBaa BELWTWHA Ce PasBMBAAT KaKO CMOXEHW Hay4HW
NpeAnosn Ha KOAOT 3a YMTaHE CO KOjWTO 3HauuTe, cumbonuTe, npeT-
cTaBuTe M CNMKUTE ce nogpegdyeaaT BO CMUCNEHW LIENWUHK W enoxantu
nopaku. MpeaMeToT, Nak Ha UCTopujaTa Ha YMEeTHOCTa € HeCcUrypHoTO
W HEMOTMNOMHO CeKaBarbe 3a UCKYCeHuTe HyBCTE], HaBeCTeHUTE MUCNK
W HejacHUTe NPUCNOMHYBatba Npean3suKaHu o cpeabara co IMKoBHO-
T0 Aeno. Bo aM6ueHTOT Ha obemHaTa, pedncy HenperneaHa yMeTHUKa
npoaykumja Ha XX BeK, YMHOT Ha MCTOPUCKO BpeaHyBaHbe Haj4ecTo Ha-
NUKYBa Ha CMCTEMAaTu3aumja Ha KOHTUHreHTHOTO. Hakyco, Kako Aa ce
paboTy 3a TOMNKYBare W BpeAHyBare Ha ceKasarbara 3a AenoTo Wwro
ro Hema.

WcnonHysajku ja katapHesHaTa o0OBpCka Ha CypeayBarbe v OCBEXY-
Barbe Ha COMNCTBEHWTE CekaBarba 0f MaKeOHCKOTO MOAEepHO U coBpe-
MEHO NMVWKOBHO TBOPELUTEO, CeKorall HaHOBO OcTaHysaMm B4YA0HEBUAEH
0J, COAPKMHATA HA OHA LWITO M3rneja Kaxko HemoABWUXHO cpeauliTe Ha
MOMTE WCKYCTBA 32 yMeTHOCTa. Tamy, BO Taa ToYKa Ha MUpYBar-e, noc-
TojaHo ce nojaeysa efeH Nporpamcku notgar Ha Cnmkapot Bopko
Naseckw (1917-1993) - MOHYMEHTANHMOT AeKopaTUBEH (DPECcKo aHcam-
6n “HOB Bo MakegoHuja” o cTaparta )ene3Hn4ka cTaHuua Bo Ckonje
(1951-1956). OBa Aeno Ha Jlageckw noBeKe He NoCTOM. YHULWTEHO e BO
cKkonckuoT 3emjoTpec of 1963 roguHa, 3aefHo co unjagHUTe YoBeYKH
XPTBW Ha CTUxMjaTa M HebpoeHWTe HeOACOHYBaHW CHALWITA 3a WOHUHA-
Ta. Cera, npeg NO4eTOKOT HAa HOBOTO CTOrOAWLIHO ogbpojyearse, cé
noseKke CyM CKMOH BO hpeckuTe Ha Jlasecku Aa ro npenosHaam XpoHo-
NOLKOTO, CTUICKO W KYNTYPHO CReAnwTe Ha MakefoHCKaTa CTBapHOCT
0/} CTONETUETO CO KOELITO HACKOpO Ke Tpeba aa ce aboryeam. HaegHo,
cé NOManKy Cym pacnonoXeH 3a ucTopujata KojawTo ce onpasaysa co
pUTYanHOTO NpUCeKaBarke, CO NOBTOPYBaHETO Ha CBETUTE chopmynu n
YyJOTBOPHOTO MPUBKKYBarbe Ha lyXOBUTE Of MUHATOTO. KoHeuHo, cé
no4ecto OCTaHyBaMm yBepeH AeKa BUCTMHCKATa UCTOpUja, BUCTUHCKATA
YMETHOCT W BUCTUHCKMOT XKMBOT CNOAENyBaaT eAHO e4MHCTBEHO AuHA-
MWYKO YCTPOJCTBO.

®peckuTe Ha lazecku of cTapata CKOMCKa XenesHuika ctaHnuya
HeMa MoBeKe, MCTO KAKO LUTO HEeKOW BaXHW Aena Ha ymeTHuyute Hi-
kona MapTuHockw (1903-1973), umo Tof0pOBCKY (1907-1983), MeTap
Maaes (1927-1993) unu MNeTap Xauwn Bowkos (1928), nocTojar camo BO
WTYpUTe CBEAOWTBa Ha COBpemMeHuuuTe. A cenak, OTCYCTBOTO Ha
[enoTo Kako Aa He e A0BoMeH KpUTepuyM. Msrneaa Aexa ejMHcTBeHo
oBaa n3eeaba Ha Jlasecku ja Brpafysa gpaMatvkara Ha yHULITYBare-
TO BO HEKAKBa UCTOPUCKA NepCneKTUea, OcTBapyBajKu ja Ha TOj HauWH
paMHOTEXaTa Mefy KONEeKTUBHUOT CTPEMEX KOH BE4HOCTa U MHAMBIA-  Bopko Masecky, AeTarb o ®peckara sa
yanHata xenba Ha MuroT, mefy Kpeekarta Teope4ka BW3Wja HA YOBEY- HOB, 1951-56, (hpecko-6yoHo,

KMTE AOCTOMHCTBA W cnenara HyXHOCT Ha npupojxuTe uMknycu. Tyka  (yHuuwiteHa Bo 3eMjOTPECOT 1963),

ja Haofam cMucnaTa Ha MojaTa 06BpcKa fAa NPUKaXyBam 3a ConcTeeHu- BuBlua xeneaHudKa cranuua, Cronje
Te ceKagarba v [a rv Npepackaxyeam CBOUTE Npukaxysarba. BpemeH-

CKOTO HULWIAMD Ha XX BEeK HACKOpO Ke Ce CMUpM U Ke 3acTade. 3arne-

AaH BO Heroeara noTnopa, ro Npeno3Hasam AenoTo WTo ro Hema.




Borko Lazeski, Fresco for National War for
Liberation (detail), 1951-56, fresco-buono
(destroyed during the Skopje earthquake in 1963},
Former Railway Station, Skopje

THE MISSING WORK OF ART

Bojan Ivanov

Art history is an art of indirect speech on things and phenomena
commensurable within the strict and yet undetermined system of
that particular knowledge which is attainable anly through the pic-
torial language. The methods of this art are developed as com-
plex scientific proposals of a code that reorders signs, symbals,
images and pictures into sensible comprehensiveness and mes-
sages of epochal importance. On the other hand, the object of the
art history consists of uncertain and incomplete recollection of
experienced feelings, implied thoughts and indistinct evocations
brought up by the encounter with the work of art. In respect to the
abundant, almost immeasurable artistic production of the 20th
century, the act of historical evaluation often resembles a sys-
tematization of the contingency. In brief, as if it were about the
interpretation and evaluation of the memories of the missing work
of art.

Attending to the everyday chores of mending and refreshing my
own recollections of the modern and contemporary Macedonian
art, | regularly find myself amazed by the contents of what seems
io be the immobile core of my experiences on art. There, in that
point of stillness, a particular programmatic endeavor of the
painter Borko Lazeski (1917-1993) keeps occurring — the monu-
mental fresco ensemble “National Liberation Struggle in
Macedonia” (1951-1956) in the old railway station in Skopje. This
work of Lazeski no longer exists. It was destroyed in the earth-
quake of 1963, along with the thousand odd human lives and
countless interrupted dreams of the future. Now, when a new cen-
fennial countdown is about to begin, | am ever so more inclined
to recognize in the frescoes of Lazeski this chronological, stylistic
and cultural medium of the Macedonian reality of the century that
| am soon to bid farewell to. Meanwhile, | am becoming less tol-
erant in regard to the history that is vindicated by ritual reminisc-
ing, by repeating holly formulae and by miraculous invoking the
spirits of the past. Finally, | find myself ever so strongly convinced
that the real history, real art and real life are all sharing one and
same dynamic structure.

Lazeski's frescoes from the old railway station in Skopje are
gone, same as some very important works of artists Nikola
Martinoski (1903-1973), Dimo Todorovski (1907-1983), Petar
Mazev (1927-1993) or Petar Hadzi Boskov (1928) exist only in
the scarce testimonies of their contemporaries. And yet, the
absence of the work of art does not seem sufficient a criterion. It
appears that this particular execution of Lazeski manages to
include the dramatics of the destruction into certain historic per-
spective, thus achieving a balance between the collective siriving
for eternity and the individual desire of the moment, between the
fragile creative vision of human dignity and the blind necessity of
the cycles of nature. This is where | see the meaning of my duty
to tell of my own recollections and to retell my stories. The pen-
dulum of the 20th century is slowing down and is about fo stop.
Gazing in its fixing point | recognize the missing work of art.

Translation into English: Maja Hadzi-Mitrova




Han Knog: Wro ga npaswme? Co3pgaeame gena Ha
YMETHOCTA, Ha pafocT 1 ybaBuHa KoM HemaaTt HUkakea
yen. Twe He BpeAaT 3a HULLTO OCBEH WWTO C& YMETHWUYKO
geno. CospaBame yMETHOCT 3a Hac CaMUTe W 38 HalumTe
copaboTHWLM, a He 3a nybnukaTa. Ako nybnukara ucTo
Taka yXKvBa BO HUB, TOraul Toa e nNocT-eheKT, U ce pas-
6upa, Hé NpaBK CPEKHW KaKo Kora TaTKoTo 1 Majkara ce
3a70BOSIHIA KOra HEKOj Ce BOCXUTYBA Ha HWBHWTE Aela.
Hue rv cosgasame OBMe YMETHWYKMN Aena u camure nna-
Kame 3a HUB 3aToa LWTO cakame aa paboTuMe BO ToTan-
Ha cno6oga u 3a nocrnegHvee 41 rogwHa Toa Gewe an-
conyTHa noTpeda.

KpucTto: Cekoj yMeTHUK paboTu 3a camvoT cebe, Toa
MoXe aa buge mana crvka co BogeHu bou unu ronema
cnvka. AKo yMETHUKOT He ja npasu paboTara 3a caMuoT
cebe W o cebe, TO] e KOMEpUMjaneH yMeTHWK, npona-
raHgeH yMeTHUK. BUCTUHCKWOT yMETHUK MMa notpeba
LITO HUKO]j HEe MOXe Ja ja 3anpe, WTo Hema onpasayea-
b8, OCBEH WTO Toj 6M cakan ja ro npasw Toa. Osa He e
NOBP3aHO CO HAABOPELLIHOTO, TYKY CO BHaTpelwHoTo. Cu-
Te Hallk NPOEKTW Ce NOB3paHW co YMeTHWYKOTO Aeno,
HELTO Koe BHAaTpe BO Hac 0w cakano aa ro peandsupa.
HaweTo BHATPe He NpU3HaBa 4eKa OBa & MUNeHWYMCKA
nepvog, Kpaj Ha MANEHUYMOT, HeKoj JaTym, TyKy Aexa
Toa uma notpeba ga cosgasa.

¥an Knog: LLUTo ce ogHecyea A0 HAc, MUNEHWYMOT,
2000-Ta rogwHa, Aojoe v NoMmuHa, 3atoa WTo HWe He
3HaeMe Kora Ke rv peanwaupame HalumTe npoekTu. [ne-
Jame Ko of HawwTe paboTv uarnegaart gexa Hanpeay-
BaaT BO HUBHOTO oJobpyBakbe U M KOHUeHTprupave Ha-
weTo Bpeme, fbyboB, eHeprija Ha Toa, ocTaBajku rv Apy-
ruTe ga YekaaT BO BpeEMeTo.

MpunosuTe ce goctasexn of LinHnea AHgepcoH Ha 14.02.2000 r

Kpucto & »Kan Knop, 3asurkanmot Pajxctar, Bepnuy, 1971-1995

MOTPEBA 3A CO3AABAE

Kpucto & XaH Knog

URGE TO CREATE

Christo & Jean Claude

Jean Claude: What do we do? We create works of art, of joy
and beauty that have no purpose whatsoever. They are good
for nothing except for being a work of art. We create art for
ourselves and our collaborators, not for the public. If the pub-
lic enjoys them too, then it's an after effect, and of course it
makes us happy just as a father and mother are pleased
when someone admires their children. We create those
works of art and pay for them ourselves bc we wish to work
in total freedom and for the past 41 years that has been an
absolute necessity.

Christo: Every artist works for himself, it can be a small
watercolor or large painting. If the artist doesn't do the work
for himself and out of himself, he is a commercial artist, a
propoganda artist. The true artist has an urge that no one
can stop, that has no justification, except he'd like to do that.
This is not related to external but to the internal. All our pro-
jects are related to the work of art, something that our inside
would like to realize. Our inside does not recognize this is
millenium period, end of millenium, some date, only that is
has an urge to create.

Jean Claude: And as far as we are concerned the millenium,
2000, came and went bc we don't know when we will realize
our projects. We see which of our works seem to beadvanc-
ing permit-wise and we concentrate our time, love, energy on
that, leaving the other to wait in time.

Prepared by Geneva Anderson, 14.02.2000.

Christo & Jean Claude, Wrapped Reichstag, Berlin, 1971-1995







LLiTo 6ewe ymeTHOCTa Ha 20-TUOT BEK?

UHTEPHALIUOHAAU3AM?

[la cutywpam og kage sbopysam. PogeHa cym Bo WcTaH-
6yn, sa epeme Ha BropaTa ceeTcka eojHa. [NoBeke unu
nomanky 3a nocneaHuse TP JeKaju akTUBHO GeB WH-
BOMBWpaHa BO NOKanHUTE MOAEPHW W NOCTMOAEpHU
YMETHWUHKK ABWKEH:a, W 0ff AUCTaHLA, NoHeKoralw 4ys-
CTBYBAjKM Ce Noganeky, NoHeKoraw 4YyBCTBYBajKkW ce
Taka 6nu3y, Wako WHBOMBMpaHa BO Toa Of HEroBuUTe
MapriH1, HO CeKOorall of AucTaHua, ja Habreyayeae me-
FyHapogHara yMeTHWYKa cueHa.

[exec, Bo WMctanbyn, Bo 0BOj HajaaBognve ypbaH LeH-
Tap Ha ucTo4HMoT MeawTepad, Bpakajkv ce Ha3apg u ce-
KaeajKu ce Ha OBMe TPU JONMW AeKaau Ha MHBONBUpak-e
1 paboTerse BO NOMETO HA COBPEMEHaTa YMETHOCT, MO-
»am NMecHo Aa pacnosHaeam WTo M pasnukyea paHuTe
roguHKM W cerailuHaTa cuTyauuja.

Bo no4eTokoT (kpajoT Ha 70-TuTe), YMETHWUKaTa cLeHa
Bo Typuwja Bewe cKpynyno3HO 3aTBOpPEHa 04 0CTaTto-
KOT Ha CBETOT W BepyBaB [eka coBpeMeHaTa yMeTHOCT
felwe NpUBMNErKja Ha YMEeTHALMTE Ko XuBseeja u pabo-
Tea BO 3anagHwTe UeHTpW. JeHec, cenak, VictaHbyn e
HA MmarnaTta Ha martvuaTta Ha coBpeMmeHara YMEeTHOCT,
NOCTOM MHTEH3MBHA W KOMMNIEKCHa MefyHapoaHa Kyr-
TYypHa pasMeHa W BepyBam [eKa YMeTHULMTE KOW Xu-
BeaT W paboTaT BO OBOj rpaj MoXar cera Aa ce cMeTaar
3a npueunernpadn. OuurnegHo pasnukara, genymHo, e
pesynTar Ha HacTaHWTe BO TeopwuTe, NpakTukuTe W
TeHAEeHUMWTE Ha COBpeMeHaTa yMeTHOCT.

Bo Tve paHu roguHu MCKPEeHo BepyBae AeKa 3anajHuoT
YMETHWYKW CMCTEM Ha KpajoT Ke ja npucpath ymeT-
HWMYKaTa NpoAyKUWja Ha HesanagHWTe YMeTHUUKW; camo
ako oeaa npogykuwja 6u 6una BoBefeHa u npeaeHTUpa-
Ha Ha KOMMeTeHTeH HaywH. Mucnes geka HenocToete-
TO Ha HesanagHu YMeTHUUM BO UCTopUjaTa Ha yMeTHOC-
Ta Ha 20-TMOT Bek Oelle eAHOCTABHO nopagu uHgpa-
CTPYKTYpPHWUTE HedocTaTouW Ha HesanagHuTe yMeTHW-
yku cucTemu. Mw Tpebawe u3BecHO Bpeme Aa ro yew-
[am v nporontam akToT Aeka 0Ba HenocToere UMa-
e WASONOLWKM KapakTep OTKONKY WTo Gele camo npa-
KTWHHO npallarke 3a HeafeKBaTHOCTa Ha WHpacTpyK-

TYpUTE.

EMMHEHTUTE YMETHWULW CeKoralwl UMane rnnypanncTuHki
BU3WN W jaku ceHanbunuteTw Bo AeduHupate Ha cee-
TOT Kako nogpadyje Ha Peuunpo4HOCT U 3aeMHa KOHCTH-
TYTWBHOCT OTKOJKY Ha nojpadje Ha nonaputeTi 1 buxa-

PHOCTMW. Cenak, TakBuTe 6naropop,|-|l-1 CTaBOBW HMKOraul
He Bea goeonHo edekTMBHU Aa rv ybeaat u ocopmar
3anafHUTe MHCTUTYUWMK Aa denysBaaT cnopeq TakeuTe
Maeany Ha peuunpoYHOCT W OTBOPEHOCT.

Momery ApyrvTe HactTaHu, nagoT Ha BepnuHcKuoT sua,
KatacTpodara Ha 3anveckaTta BojHa, M 8THUHKOTO YKUC-
Terse 8o BocHa Gea HacTaHW Kow meTathopuyHo ro no-
Ka)Kaa KpajoT Ha egHa epa Ha MofgepHHCTHYKa nonap-
u3aupja. Mako TepMHUHU Kako ocTMogepH13am W rno6-
anu3aywja 6ea BO areHAaTa Ha KpuTu4apuTe, YMeTHW-
UMTE M MHCTUTYLWMMTE 3a NoJONTo BpemMe, MHOrY Manky
nyfe umaa noum Wwto 6w 6une HOBUTE KOHMrypauum
KOW TakeBUTe NpoMeHK 61 r1 QOHEene W WTo BKu MOXEno
[la ce CTOpW Ja Ce PeKOHCTpyupaaT HOBMTE HaqWHW Ha
KOMYHVWKaUWja KOW TakeuTe npomeHn Gu rm TpeTupane
Cepuos3Ho. Bo Toj MOMEHT, TEOPETCKUTE AUCKYCWMMN 1 Ma-
TepujarHoCTa Ha BUCTMHCKATA NpaKkca A0jAoa Ha MHTe-
peceH 1 BeTyBadYkW KpcTonar. Hus uenvoT ceert, pecTa-
BpauMjaTa M pemMogenuparbeTo Ha HOBWTE HaYvHWu Ha
KOMyHUKaLMja 1 (MerykynTypHW) 04HOCK Ce nojaBuja Ka-
KO HOBW 3a3/]a4M 3€ CEeKoj MHBONBMpaH Bo obnacta Ha
MogepHaTa yMeTHOCT.

Nopexka mogepHusmoT Gewe MHOrY pesucTeHTeH BO
OBO3MOXYBarb€TO Ha yMeTHWUMTE Of He3anafHuoT
CBET Aa HajAaT MecTo Bo MefyHapo4HUOT AUCKYPC (M Uc-
TopWja) Ha yMETHOCTa, NOCTMO4EPHH3IMOT OTBOPW MHOTY
epatu. Bo 90-TuTe 6GeB cBefOK Ha BUCTUHCKUTE Hanopw
Ha KpUTM4apWTe, KypaTopuTe U CPOAHWUTE WHCTUTYLMK
[a ce opraHuavpaat cpebu, kKoHdepeHuuu, U ceMuHa-
pv Kage feneratute 6ea NokaHeTV 0f} 5 KOHTUHEHTW Aa
rv KOPervpaaT NPpeKkWHoT W n3onalmjaTa ofl Ko/moHWjanu-
CTUYKOTO W MOZEPHUCTHYKO MuHaTo. Belwe Boabygnueo
[la ce rnefja kako Teopujarta Ha yMeTHOCTa Ha “MpeuoT
CBET" ro NMPOMEHWU CBOjOT “BpXOBEH,” "HeobjeKTUBeH," 1
“HeKoMNNeTeH,” KYpc U noYHa Aa oxpabpysa cepuja gw-
CKYCWM 3a “gpyruTe” MoAgepHU3MK, 3a “OpueHTanvanpa-
HU" 1 “BankaHuaupaHn” HesanagHw KynTypu, 3a Karac-
TpodanHuTe edekTn of MefyHapogHaTa nonuTuka W
MONWUTUHKAaTa EKOHOMK]A BP3 YMETHOCTA, 3a MapruHanu-
aupaHuTe/cTaBeHn Ha nepudpeprjata yMeTHUHKK CLEeHW,
3a KYNTYPHWUTE, BTHUYKW, PAcHWTe, CeKCyanHu WaeHTu-
TETW BO HUBHWMOT O4HOC KOH YMETHOCTa, UTH.

3a Bpeme Ha 90-TuTe, ucTO Taxka 6eB CBEAOK Ha CBECHO-
TO BKyYyBate Ha “4pyruoT” YyMETHUK, “ApyruoT" KpuTu-
Yyap, ¥ “gpyruoT” KypaTtop BO TpaguunoHanHWTe Wano-




X061 ¥ NOHEKOralW UCKPEHO, NOHeKOraLl NaXHO 1H-
BOMBUPArbe Ha 3anagHu KypaTopu U UHCTUTYLMUK
HA YMETHWYKWTE CLEHN 0Of AaneqHUTe 3emju.

AMBMLMO3HOTO UCKYCTBO 3a ABETe CTpaHW no4yHa
Kora fojae BpemMeTo Aa ce NPeTBopW TeopujaTta Bo
maTepujanHa npakca; T.e. Kora Heno3HaTuTe Hesa-
nagHu ymetTHuuw tea bapaHu ga ru pasybasyeaar
usnoxobwTe, Kora Kypatopute 6ea HajMeHu ga op-
raHuampaaT W3noxon Bo nocTnepudepHUTe rnas-
HW rpajoBu, Kora HenosHaTv YMeTHUYKW CLUeHW ga-
Baa HOBM BYLIET 32 OrPOMHI U3N0XGM.

Cenak oeaa theHomeHanHa TpaHsvumja He Gewe
cekorall KopucHa 3a HoeBogojaeHuTe. TopTara He-
e npueneyHa; Hoeara cueHa Gelle NOOTBOpeHa,
noronema, no6oraTta, NOKOMNAEKCHa, W NOBO36Y -
nuvea. Taa Helle nNoeHWrmMarWyHa, NoOeraoTu4yHa u
noopveHTanHa OTKOMKY WTO HEeKOoj U MoXKen fa 3a-
Mucnn. Kora ngeanute Ha MO4EPHOCTa U OTTKyKa
Ha yHWBEP3a/1HOCTa MCHEe3Haa BO apXMBUTE Ha MC-
TopujaTa M Kora Beke nocrtoewe oABMBHOCT KOH
TakeWTe waeanw, gojae mepugbepujata co ceBouUTe
MUCTEPUO3HW NapafoKcK, CO CBOUTE NMPOBOKATHB-
HW pa3nukK, co ceojata xpabpa WrHopaHuwja, co cBo-
eT0 HeCKPOTeHO DAHecyBarse, CO CBOJOT KOoHgy3eH
BKyC. [lBe KNUMK KowW ce npeTonyeaart 6w 6una co-
opApeTHaTa meTadopa Koja ja onuwyea osaa cpegba.

Toa Gewe TypOyneHuuja v NoOronemwoT gen of
BPEMETO CW y»KMBaB OTNYLUTAjKK ce Aa Nnnosam Bo
oBaa TypbyneHuwja. Ges BoO MOXHOCT Aa nokaHam
eMUHEeHTHW yMeTHUUM Bo McTaHbyn v ga ce Bocxu-
TyBam Ha HuBHaTa ybaea paborta. MmaB MoXHOCT
Aa nocpefyeam nomery TaneHTUpaHu TYPCKU yMmeT-
HALM U mefyHapogHuTe WHCTUTYUMn. Moxkee ga ja
eKcnnoarMpaM noKanHata yMeTHWYKa CLeHa co
KOHUEeNTH 1 peanusauuja Ha pagukanHWnonuTu4Ku
M3NoXObK U Aa ro akTMBMpam KPUTWUYKOTO MUCNEHsE.

Cenak, og apyra cTpada, of Bpeme Ha Bpeme 6eB
aruTupaHa, Bo3HemwpeHa, nyTa, pycTpyupaHa u
usaHaHageHa. Toa Gewe Kora ja rnegas gJOMUHAUM-
jaTa Ha QUCKPUMMHATOPCKWUTE CTABOBW M Heobjek-
TUBHWTE MPETNOCTaBKW;, KOra AOCTWrHaB W3BEecHa
rpaHuuya BO TONEpUpaHeTO Ha “ApyruoT”, Kora ja
BWAoB gecthamaunjaTa Ha “apyraTta” KynTypa Bo ao-
6poTeopHaTta M 6GeHeBoOneHTHa cynpemauuwja Ha
TpaguuMoHanHaTa cTpyja;, Kora rv rnegas ymeT-
HWYKWTE gena TpaHcropTupaHu Ha pedhys U MHCTa-
NMpaHy BO CKanuTe WMCTOPWCKW 3rpagn Kako BO
HeKOj CKNaj Ha ronemo; Kora BWA0B AeKa yMeTHU-
ynte Gea maHunynupaxv og egHa wanoxoa Ha apy-
ra Kako Tve ga Gea nocakyBaHu NpeaMeTH a He
cybjekTw; Kora MopaB Aa ro nporonTtam hakToT
AeKa MMNMoHK gonapw bea TpoweHW ga ce nocra-
BaT OrpoOMHUTE W3NoXOW BO nocTnepudepHUTe
rMaBHn rpajoBu KOW HEMAa MY3eW, WHCTUTYLMM,
CcpeAcTBa M NOYMT 3a NIOKanHWTe YMeTHUUM, Kypa-
TOpW W ranepuun; kora Gee ybegysaHa geka Heaa-
nagH1Te YMeTHWUUM 1 NyfeTo Bo yMeTHoCTa He 6u-
e egHakeW y4ecHWUW BO OTBOPEHUOT aujanor TyKy

HOBW WHCTPYMEHTW 38 AOMWHAHTHWOT AWCKYPC; W
AebMHUTUBHO KOra cuTe naTuwTa Me gosenoa aa
Cce cooYam co MaHunynauuuTe W BnWjaHujata Ha
YMETHMYKMOT fasap Bp3 NpakcaTa Ha YMeTHOCTA W
HGO&HHHYBH.H:BTD Ha nocneiHoBO BO CTOKE KaKo M
6Wno Koja BO XOMOreHusauuvjaTa u NnoTpecoT Koj ce
mMaTepujanusnpa Ha KacHWMoT KanuTanuaam (Kako
wro 61 pexkon Llejmcon).

Toraw ce cetue Ha 36opoeuTe Ha Bojc: “Henpaega-
Ta e KapakTepucTUKa Ha cuTe nasapu, BKnyqysaj-
KU1 ro 1 NasapoT Ha yMmeTHocTa. Toa e nocneawua
Ha KanuTanucTUYKWOT cucTem, Koj Tpeba ga buge
ykuHar. Cenak, Hue ce yluTe Hemame MeTog oBa Aa
ro ctopume. 36opoT cnoboga e NoCTojaHo Ha BpBOT
0[] ja3uKOT Ha KanuTanuaMoT, W3jaByBajku Aeka
paboTik 3a cnobofgaTta Ha YOBEKOT, a nopagu kKoe
He moxe ga my ce sepysa.” (8o Art Talk, The Early
80's, edit. o Jeanne Siegel, Fbyjopk: Da Capo Press,
1988 r., cTp. 77-84).

HW3 cvTe oBMe rodMHI1 OHA LUITO OCTaHA HegWUCKYTH-
paHo, aBTOPUTATUBHO Ce TOKMY nasapHuTe npoue-
CW CO KOM ce 3ajakHyBa asTOpPOT(MTETOT) U MOKTa
Ha KypaTopuTe, KpUTMHapuTe M WHCTUTYLMWTE Ha
yeHaTpoTt. Kora ce rnega Ha noneTo Ha camara me-
fyHapogHa nonuTyKa eKoHoMWja, BO nepughepHu-
T€ 3eMj1, XereMOHUCTUHKMTE WAEONOrMKk Ha passo-
joT (nog HuBHaTa HeonubepanucTUYKa macka)
HUBHUTE NOBOPHWLM, BO MMETO Ha PacToT W UHBEC-
TULMUTE, eHTYSMjacTUYKU My annayavpaar v my
noxenyeaat gobpefojae Ha MynTHUHAUMOHANHWMOT
KanuTan Ha yeHrapor. PeueHTHaTa wvctopuja Ha
nykaweTo Ha LWaBOBUTE HA OMNWTECTBEHATA CTPYK-
Typa Koe e pe3ynTaT Ha OBOj HEOKOMOHMUfanu3am,
Ce yWTe He e HanWwada o NOSIMTUHKUTE eKoHOo-
MWCTW, UCTOPUHEPW W ONWITECTBEHUTE TeopeTh4a-
pu. Ha cnuded HadwH, nepupepHUTe YMETHUYKK
CLIEHW UCTO TakKa EHTY3MjacTUYKM annaygupaar Ha
HWBHATA WHTErpauwja KoH MaTtuuaTa Ha LeHTaporT.
Cenak, Kako WTO jac ro rnegam, Toa e UMNepaTve
[a Ce WCTPa)KyBaaT, CTaBaaT noj COMHeBatke W
[eKOHCTPYUpaaT 3aMpCeHUTe U KOMMMEKCHK Cnoj-
KW Nomery yMeTHWYKWMOT nasap W eKOHOMCKMTE
NpoLEecyu Ha MyNTUHALMOHANHMOT KanuTanaam.

BpTornaearta TypbyneHuuja ce ywre Tpae; HAe cme
(oHWE Koe ce MHBONBWPAaHW W paboTarT Ha 3anagHu-
Te 1 He3anagHUTe yMeTHUHKK CUeHW) 4en og Hea u
cMe nocTojaHo obnukyeaHw og uctata. Moxebu 3a
Npe NaT BO WCTOpWjaTa Ha MoAepHaTa YMeTHOCT,
npawarkarta, rpwkMTe M JUNEeMuTe ocTaHyBaar.
Mopame ga ru cTaBame noj COMHEBare HawuTe
3anox0On, aHraxXmaHu u WHBONBUpaHe BO paMKuTe
Ha OBaa Mpexa Ha YMeTHWHKMOT nasap. Camo co
COMHEBaH-e BO BPCKWTE MEly WHTepHaUMoHanWaa-
uMjaTa Ha yMeTHoCTa WM WHTepHauuoHanusauwjaTa
Ha NasapHaTa penauuja, H1e Ke MoXKeme ga ru 3a-
APKUME BWCTUHCKAaTa napTuuMnauuqja v peuunpo-
UMTeTEe KakKo MOXHOCT W Aa NnpekpojyBame HOBW
OTBOPEHW N BUCTUHCKMW Ha4MHWU Ha KOMYHWKauwja.




What was the Art of the 20th Century?

INTERNATIONALISM?

Let me situate where | am speaking from. | was born in Istanbul, du-
ring the Second World War. More or less for the last three decades
| have been actively involved in the local modern and postmodern
art movements and, from a distance, sometimes feeling far away,
sometimes feeling so close, though invalving in it from its margins,
but always from a distance, | have been surveying the international
art scene.

Today, in Istanbul, in this most enticing Eastern Mediterranean urban
centre, turning back and recollecting the memories of these three
long decades of involvement and labouring in the field of contempo-
rary art, | can easily discern what differentiates the early years and
the current state of affairs.

In the beginning (the end of the seventies) the art scene in Turkey
was scrupulously shut out from the rest of the world and | used fo
believe that contemporary art was a privilege of the artists who were
living and working in the centres of the West. Today, however, Istan-
bul is on the map of the mainstream of the contemporary art; there
is an intense and complex international cultural exchange and | be-
lieve that the artists who are living and working in this city can now
be considered privileged. Evidently the difference, in part, is an out-
come of the developments in the theories, practices, and trends of
contemporary art.

In those early years | frankly believed that the Western art system
will eventually embrace the art production of the non-western artists;
only if this production would be introduced and presented in a com-
petent manner. | thought that the absence of the non-western artists
in the histary of the twentieth century art was simply due to the infra-
structural insufficiencies of the non-western art systems. It took me
some time to acknowledge and swallow the fact that this absence
had an ideological character rather than being merely a practical
matter of inadequacy of the infrastructures.

The prominent artists have always had pluralist visions and strong
sensibilities in defining the world as a realm of reciprocation and mu-
tual constitutivity rather than a realm of polarities and binaries. Ne-
vertheless, such noble attitudes were never effective enaugh to con-
vince and shape the Western institutions to perform according o
such ideals of reciprocity and openness.

Among other events, the collapse of the Berlin Wall, the disaster of
Gulf War, and the ethnic cleansing in Bosnia were events that
metaphorically indicated the close of an era of modernist polarisa-
tion. Although terms like postmodernism and globalisation were in
the agenda of the critics, the artists and the institutions for long
while, very few people had the notion of what would be the new con-
figurations that such changes would bring and what could be done
to reconstruct new modes of communication that will take such
changes seriously. At that moment, the theoretical discussions and
the materiality of actual practice have reached an interesting and
pramising crossroad. All around the warld, the restoration of and re-
fashioning of new modes of communication and (inter-cultural) rela-
tionships emerged as a new task for everyone involved in the field
of contempaorary art.

Beral Madra

While modernism was very resistent in allowing the artists of the
non-western world to find a place in the international discourse (and
history) of art, postimodernism opened many doors. During the ni-
neties | have witnessed the genuine efforts of the critics, the cura-
tors, and the related institutions to organise meetings, conferences,
and seminars in which delegates were invited from five continents in
order to remedy the disruption and the segregation of the colonialist
and madernist past. It was exciting to observe how ‘First World" art
theory has changed its ‘supreme’, ‘biased’, and ‘incomplete’ course
and commenced to encourage a series of discussions on ‘other’ mo-
dernisms, on ‘orientalised’ and ‘balkanised’ non-western cultures, on
disastrous effects of international politics and political economy on
art, on marginalised/ peripherialised art scenes, on cultural, ethnic,
racial, sexual identities in their relation to art, etc.

During the nineties, | have also witnessed the conscious inclusion of
the ‘cther’ artist, the ‘other’ critic, and the ‘other’ curator into the
mainstream exhibitions and sometimes sincere sometimes delusive
involvement of Western curators and institutions into the art scenes
of remote countriesE

The challenging experience for both sides began when the time to
actualise the theory in material practicality arrived; that is, when the
unknown non-western artists were sought to adorn the exhibitions,
when curators were contracted to organise shows in post-peripher-
al capitals, when obscure art scenes provided fresh budgets for
giant shows.

However this phenomenal transaction was not always beneficial for
the new-comers. The torte was appetising; the new scene was more
open, vaster, richer, more complex, and more exciting. It was mare
ambiguous, more exotic, and more oriental than one has yet imag-
ined. When the ideals of modernity and hence universality have dis-
appeared into the archives of the history and when there was
already a revulsion against such ideals, the periphery arrived with its
mysterious paradoxes, with its provocative differences, with its brave
ignorance, with its untamed behaviour, with its confused tasteE Two
climates melting into one would be the appropriate metaphor
describing this encounter.

It was a turbulence and the most of the time | enjoyed letting myself
drift in this turbulence. | was able to invite prominent artists to Istan-
bul and admire their exquisite work. | was able to intermediate bet-
ween the talented Turkish artists and the international institutions. |
was able to exploit the local art scene with concepts and executions
of radical/political exhibitions and to activate the critical thinking.

Yet, on the other hand, from time to time | was agitated, upset, angry,
frustrated, and stupefied. That was when | observed the prevalence
of discriminating attitudes and biased assumptions; when | realised
a certain limit in tolerating the ‘other’; when | recognised the deni-
gration of the ‘other’ culture in the charitable and benevolent supre-
macy of the mainstream; when | looked at the artworks transported
in bulk and installed into the precious historical buildings as in a
wholesale storage; when | realised that the artists were manipulated
from one exhibition to ancther as if they were objects of desire but




not subjects; when | had to swallow the fact that millions of dollars
were spent to make the giant shows in the post-peripheral capitals
that had no museums, no art centres, no institutions, no funds and
no appreciation for the local artists, curators and galleries; when |
was assured that non-western artists and art people were not equal
participants of an open dialogue but new tools for the dominant dis-
course; and finally when all paths led me to face the manipulations
and influences of the art market on the practice of art and transmu-
tation of the latter into a commodity just like any other under the
homogenising and reifying tremor of Late Capitalism (as Jameson
would put it).

Then | remembered Beuys’ words: “Injustice characterizes all mar-
kets, including the art market. It is a consequence of the capitalistic
system, which should be abolished. However, we do not yet have a
method for doing this. Capitalism has the word freedom on the tip of
its tongue, affirming that it works for man's freedom, which is why it
cannot be trusted.” (in Art Talk, The Early 80s, Edited by Jeanne
Siegel, New York: Da Capo Press, 1988, pp. 77-84)

Throughout these years what is left undiscussed, unquestioned is
exactly the market processes that reinforce the author(ity) and the
power of the curators, the critics and the institutions of the centre.
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When one looks at the field of international political economy proper,
in the peripheral countries, the hegemonic developmentalist ideolo-
gies (in their neo-liberal disguise) and their proponents, in the name
of growth and investment, enthusiastically applaud and welcome the
multinational capital of the centre. The recent history of the disrup-
tions of the social fabric that are caused by this neo-colonialism is yet
to be written by political economists, historians and social theorists.
In a similar fashion, the peripheral art scenes also enthusiastically
applaud their integration to the mainstream of the centre. However,
as | see it, itis an imperative to investigate, question and deconstruct
the intricate and complex linkages between the art market and the
economic processes of the Multinational Capitalism.

This vertiginous turbulence is still enduring; we are (those who are
involved and labouring in the Western and non-western art scenes)
a part of it and are continually shaped by it. Maybe for the first time
in the history of modern art, the issues, concerns and dilemmas cain-
cide. We must question our commitments, engagements and invol-
vement within this network of the art market. Only by questioning the
linkages between internationalisation of the art and the international-
isation of market relation we will be able to keep true participation
and reciprocity as a possibility and to refashion new open and real
modes of communication.
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Mypar Mopoea, Hay (i} r/ Be (no) ficial, 1997-98, xeneseo, »eneaHu nnoyu, caHauH, Macno, 190 x 260, KynTypeH uewtap fonmabaxue, MctaGyn
Murat Marova, Hay (i) ir / Be (no) ficial, 1997-98, iron, iron sheets, fanzine, cil painting, Dolmabahce Cultural Center, Istanbul
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BTOPATA KHUI'A 3A BECKOHEYHOCTA
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THE SECOND BOOK ON INFINITY
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Tenedounor ssonn. Ce IpaurysaM Koj e Toa.
Bu cakan fa ce Tpoteram Hin3 cobaTa H [1a Ofir0BOpaM.
Ho 3Ham feka He MOXKaM.

SaToa 1ITO 33 1a CTACAM MIPeKy cobara [0 TeaedoHoT,

61 MOpaJ IPBO [ja CTacaM Ha [ONOBHHA NaT TPEKY.

W ejpan Ha NOJOBHHA NAT NpeKy ¢é yiure 61 MOpa [a ja MOMHHaM
NOJOBMHATA Off OCTAHATHOT MAT.

W nocrojano Gi WMaIo MOJNOBAOHA AT fla ce NOKPHE.

Beckoneuno.

M Gujiejknn MOjOT KHBOT € (BEPOjaTHO) KOHEUEH,
3naMm jiexa He O cTacaj o TenedioHoT
IMpen na ympam.

29

Ho uexkaj.

MoskeBi I0CTOM HEeKOj HAYHH CETIAK Aa ce cTaca 10 TenedoroT.
MoskeGH NPOCTOPOT € HAMPABEH Off OIBOCHH HEICLTHEH TOUKH
KOM He MOKAaT [1a ce MOJenaT B0 GECKOHEeTHH ONOBHH.

Taka 3a Jla cTacaMm Off CTONMIATA [0 TENE(OHOT
E camo paGoTa Ha cTacyBakbe Off CAHA TOTKA 10 apyra
Toneka He CYM Tamy.

TpeTHOT SBOH NOYHYBA.
Ce npaiuryBam fiaii CH T0a TH.
MonTe HO3E C& HHILIAAT Off TIE]JHI{‘TIETCI a0 moaoT.
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The phone is ringing. [ wonder who it is,
I'd like to walk across the room and answer it,
But I know I can't.

Because in order to get across the room to the phone,
I"d first have to get halfway across.

And once halfway across I would still have to go
half of the remaining way.

And there would always be a remaining half to cover.
Infinitely.

And since my life is (probably) finite,
I know I would not get to the phone
Before [ die.

T

But wait.

Maybe there's some way to get to the phone after all.
Maybe space is made up of separate unbreakable points
which can’t slide away into infinite halves.

So to get from chair to phone
Is just a matter of getting from one point to another
Until I am there.

The third ring is beginning.
I wonder if it is you.
My feet swing from hassock to floor.




Ho uexaj.

AKO IBe TOUYKH & HABHCTHHA OJIBOSHH,
TOrat Mopa j1a HMa HellITo noMery aa ru pa3jiBojyBa.
Taka BCyUIHOCT HMa TPH TOUKH KOH Ce HHBOJIBHPAHH.

W notoa wrto ja Ap:KH OBaa TOYKA BO CcpejiHHATA
O[IBOCHA O] OHHE Ha [IBeTe CTPaHK off Hea?

Yx-ox.
TMounyBam ga ce HACTOHYBAM Ha CTONHLATA.

Virre e TOUKH MOPA JIa & CMECTEHH MOMEY HHB,
M noseke Ha JIBETE CTPaHM OfI HUB,
U raka HaTamy, ¥ TaKa HaTAMYy . . .
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Ce HACJIOHYBAM Ha CTOJIMLATA H CE OIMApaM KaKo To
HETBPTTHOT SBOH 3AnoYHYyBa.

Taka 3a jia ce cTaca ol €lHa TOYKa [0 pyra,

e Mopa 1a Ce NOMHHE OeCKOHeYHa cepHja

Off MocpegHy TOYKH.

M Gupejkn MOjOT KHBOT € (BepojaTHO) KOHEYEH,
HHEOraI He MOXKAaM JIa cTacaM TaMmy,

Tlpen na ympam.

Ce HacJOHYBaM CMHPEHO H ce 00HIYBaM Jla ce TOIroTEaM
713 TO CAYLIHAM NETTHOT SBOH KAKO BHCTHMHCKA MY3HKA
Oe3 NOBHIIH BO Hea.




But wait.

If two points are really separate,
then there must be something in between to separate them.
So really there are three points involved,

And than what keeps this point in the middle
separate from those on both sides of it?

Uh-oh.
I start to lean back to the chair.

Two more points must fit in between them.
And more on both sides of them,
And so on, and so on...

4

1 lean back in the chair and relax as the
fourth ring begins.

So to get from one point to the next,
one has to traverse an infinite series

of intermediary points.

And since my life is (probably) finite,
I can never get there,
Before 1 die.

I lean back at my ease and try to prepare myself
to listen to the fifth ring as just music
with no summons in it.
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Ho uexaj.
Moxebu cé yurre He cym ro pa3bpan oga.
Moxkebn 300pOBHTE Me MaMaT HEKAKO.

BeckoHeHo - OBa MUPHCA HA H3IMaMHHUKH 300p.
Ia euuMe Kako.
Toa 3naum “HeorpaHmyeHo.

Co ppyru 300poBH, HHILTO He MOXe la OHJie BOH HETO,
OMjiejkn Toram 61 ©Mano rpaHULa WIK JHMHT
nomely Hero W oHaa paGoTa BOH HeEro.

TleTTHOT SBOH € HOraT u LeJOCeH BO MOUTE YILH.
Ma, Toa e Kako (pHHA MYy3MKa,
3ByuH KAKO TBOJOT SBOH.

Ke Gupmam Tamy 3a camo CeKyHJia,
BeJIHAL IITOM Ke ro peliaM oBa.

Ho uekaj.

AKO HHIINTO HE MOKE J1a OHJle HCKIY4eHO off OeCcKOHEeYHOCTa,
TOTAII MOXKHOCTA HElTo fa Oufle HCKIYVIEHO O] Hea
e HC‘KIIY‘IEHO O]1 HEa.

Boxe moj.
BeckoneyHocTa € OrpaHHYcHa

co (akToT
neKa He 1 e IO3BOJEHD j1a OHjle OrpaHHteHa.
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But wait.
Maybe I haven't got this straight yet.
Maybe I'm being tricked by words somehow.

Infinite—that smells like a rogue word.
Let's see now,
It means “unlimited”.

In other words, nothing can be outside of it,
because then there would be a boundary or limit
between it and that thing outside of it

The fifth ring is rich and full in my ears.
Yes, it is like fine music.
It sounds like your ring,

I'll be there in just a second,
just as soon as I've got this figured out,

But wait.

If nothing can be excluded from infinity,
then the possibility of anything being excluded from it
is excluded from it.

My god.
Infinity is limited

by the fact
that it is not allowed to be limited.
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TMocneganme COHYEBH 3PALM CTPYjaT HU3
NPO30PENOT HAfl MOETO PaMe cera.

TlociepuuTe yAapn Ha NeTTHOT SEOH ce Tybar,
ny/acHpajki Bo HaOpeKHATaTa COHYEBA CBETIHHA BO
DECKOHEYHN I'Palaliiy.

He, ne GecKoHEUHH.
Toj 360p COAP:KE CBOja CONCTBEHA CIPOTHBHOCT.

Cera cOHUEBATA CBET/IHHA CTAHYBA NOTEMHA, [IBIKE]KH ce
KpajielIKyM Npeky iaboKaTa IporoaTHYBAYKA THIHHE -
THIIHHATA TOMEFY METTHOT H LIECTTHOT SBOH.

Wnm mak fa He CH TO 3aTBOpHIA Tenedonot?
Yekaj! Peuucn cyM Tamy.

8

Bujiejku WITOTYKY AOKaXKaR fexka GecKoHeqHOCTa €
KOHUENT CNPOTHBEH Ha camMuoT cede,

M 3aToa GeckOHEHYHUTE MONOBHHA H

nocpeHHLM,

KOM MPEfl TOA Ce CTARaa NOMETy MeHe -

- axX eBe ro, WIECTTHOT SBOH —

noMery MeHe H TenefOHOT WITO SBOHH,

BOOTILTO HE C& CMETAAT.

IMaToT e pacuHCcTEH.
MonTe HO3e ce Ha TONOoT.

Ce panysaM jiexa ke 30opysam co Tede.
Mana HacMeBKa ' MOTKPEBa KpaeBHTE Ha MOjaTa ycTa.



7.

The last rays of the sun are streaming through the
window over my shoulder now.

the last beats of the fifth ring are fading,

pulsing into the swelling sunlight in

infinite gradatations.

No, not infinite.
That word contains its own coniradiction.

MNow the sunlight is glowing more darkly, moving
as if furtively through a deep engulfing silence- -
the silence between the fifth and sixth rings.

Or have you hung up?
Wait! ['m almost there.

_8-

For I've just proved that infinity is a

self-contradictory concept.

And therefore the infinite halves and

intermediaries,

which formerly interposed themselves between me and
the- -

ahh there it is, the sixth ring- -

between me and the ringing phone,

don’t count at all.

The way is cleared.
My feet are on the floor.

I'm glad I am going to talk to you,
A little smile is creasing the corners of my mouth.
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Ho uekaj.

[anu HaBHCTHHA JOKAXKAB IcKa GECKOHEYHOCTa He ¢ mpobnem?

Ho 3a 1a fokaxam OHI0 Wro

jac MopaM Jia JoHecaM HEeKaKBH JIOKa3n KOH Ce OJIHEeCyBaaT Ha Toa.

Ho Kako THe [JOKA3H ce JoKaxyBaar?

TTpexy ApyrH foKasu.

M Kako Tie Ipyru AoKa3u ce JoKaxkyeaat?

Ox, He.

Beke ce HACAOHYBAM Ha CTOMHMI@ATA KAKO WITO WECTTHOT SBOH JIOCTHIHYBA
OJH 3BYK M Ce UIHPH KAKO KOMUKa off jajue

HJIH 3MaTHO YIHPAILE Ha TOHT HE3 BO3/YXOT, HCTIONHYBAjKH ja co 3BYK ceKoja
HHIIA Ha cobaTa.

Ox He.

Mma DecKOHeYHO HABpaKamhe Ha [JOKA3NTE KOW C& HMHBOMBHPAHH

BO OWIIO KOj JIOKa3.

I1a 6ugejku MojoT XKUBOT € (BePOjaTHO) KOHEYEH

jac He MOKaM fa JJoKaxaM HHIITO,

npef Ia ympam.

MowuTe HO3e ce TOBTOPHO Ha MEPHHYETO.

BecKOHEUHOCTa ME CTTACH O] HETHPALETO Ha DECKOHEYHOCTA.
Taa ojge cama Jia ce cnacu.

ITa, 3ap ne O ro 3Haene osa.

Ho uekaj.
Haepuain cefiias Ha CTOMHIATA HCIPABEH M IIOJIH CO BHAMaHHE.

Co MojoT aprymMenT 3a GeCKOHEYHOTO HaBpaKare Ha I0Ka3uTe,

3apeM jac BCYIMIHOCT He OKAKAB ICKa HULITO HE MOXKeE /la ce loKaxe?
Taka BO JOKAXKYBaHETO [eKa HUILITO He MOXKE Jla Ce IOKaxe.
JOKaXKaB HCTO TaKa JIEKa HEMITO MOXKE [1a ce loKakKe.

Jac cym 30yHer.
Co egHaTa HOTA HA MEPHHYETO, & APYraTa Ha MojoT.,
CIPOTHBCTABEHH MMITYIICH KOH Me BJIEUaT KOH W Off TENE(OHOT.

Ho uekaj.

Hanu npecrana sBoHEHETO?

3apeM 0Ba He € HajoNTaTa THIIHHA O] CHTE HHB?

3apeM HeMalll TPHeHHe B YITHBOCT [1a IO3BOIHII [1a SBOHH CEIYM narti?
AXXX.

CegMHOT SBOH.

BepojaTHo K¢ Oujle MOCAEIHHOT.
CejiaM 3aMHECIEH KAKO 1ITO CEJIMHOT SBOH 3all0MHYBA CO HEKAKBA JICBCTBCHA
YHCTOTA BO HETOBHTE MPBH Y1apH, KAKO NITHIA peuncH pasdyaeHa oji coH
K0ja ce MO[IHrHYBa BO NPBHTE 3PallH HA 30paTa.



But wait.

Have 1 really proved that infinity is no problem?
In order to prove anything

I"ve got to bring certain evidence to bear on it.

But how is that evidence proved?

By other evidence.

And how is that other evidence proved?

Oh, no.

I'm already leaning back in the chair as the sixth ring
‘reaches the full and spreads like egg yolk or
golden gongoing through the air, filling the room's
every niche with sound.

Oh no.

There's an infinite regress of proofs involved

in any proof,

So since my life is (probably) finite

I can't prove anything,

Before 1 die.

My feet are back on the hassock.

Infinity has kept me from disproving infinity.
It came to its own rescue.

Well, wouldn't you know it.

TR
But wait.
Suddenly [ sit up straight and attentive in the chair.

With my argument of the infinite regress of proofs,
didn’t | in fact prove that nothing can be proved?
So in proving that nothing can be proved,

I have also proved that something can be proved.

I am confused.

One foot on the hassock, the other on the floor,
conflicting impulses pulling me toward any away from
the phone.

But wait.

Has the ringing stopped?

Isn't this the longest silence of them all?
Haven't you the patience and civility to let it
ring seven times

Ahhh.

The seventh ring.

Probably it will be the last one.

I sit musing as the seventh ring begins with a kind

of viriginal purity in its first beats, like a bird

newly wakened from sleep and rising into the first rays of dawn.
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Mosxxe6u MojoT npobnem Oellle MOTEMeleH OTKOIKY WTO 3aHHMABAKCTO
o eJleH eIMHCTBCH 300p 1ITO OfIH HE3ay31aHO HA3
jA3HKOT KAKO CNOH OCAMEHWK HU3 UYHT/IATA.

MoskeGu Mojata rpeika Gemie BO MOMHCIATa ieka 300poBHTE
reHepanHo 3HauYaT GHIIO IITO BO CEKOj CyYaj.

MosKe6H CeKoj Oji HUB ro HMa DeCcKOHEUHOTO HaBpaKame
CKpHEHO BO cee.

TlpamameTo e, Jamn MoxkeMe fla pasbepeme

HITO € O3HAYEHO CO 03HATYBA4OT?

Axo sennme, “Ila, 36opoT A 3naun B.” kage b e mcro Taka

300p.

TOraLl eHOCTABHO CMe 3anajHale Of efleH 03HauyBay BO ApPYT,
n30erHyBajkn ro 03Ha4CHOTO LeMOCHO.

CeKoraill Kora ro HMEeHYBaMe 03Ha4ueHOTO, TOa CTaHyBa Ipyr 03HaMyBa'.

Boxe moj.
Toa e noBTOpHO GECKOHEYHO HaBpaKambe.

A12-

CejIMHOT SBOH [0 IOCTHTHYBA HETOBHOT r11aBeH cHM(OHHCKH
MOJH 3BYK H C& OJ[pXKYyBa Tamy CABHO 33 eJICH MOMEHT

npen fia najiHe BO CMPT.

TlocneHHOT SBOH!

CraHyBaM H C¢ HACOMYBAM KOH HETo, TeTepaBejKn e Ha
HO3ETE 3IPBEHHA O]l IONITOTO Ceflekhe.

Taka 03HAYEHOTO HMKOTAI He MOXKe fla ce pasdepe!
[Mpasam uekop.

360poBHTE HE MOXKAT Jla 3HAYAT HHILITO!

Ho uexaj.

Crojam TpecejKH ce HA MOJIOT.

3apeM He KOMYHHLHPAB HELITO KOTA BENEE CKA

3GOpOBHTE HE 3HAYAT HALITO?

A aKO CYM 0 CTOPHJI 0B, TOTAMI CO IOKaXYBambe [1eKa 300pOBHTE HE
3HAYUAT HHINTO, CYM JOKAXKAN AeKa THE HABHCTHHA 3HAYAT

HEUITO,

Cé mocnaGuTe yAapH Ha CeIMHOT SBOH HCHE3HYBAAT O MOCTO
YIIHO TAnan4e BO THIIMHATA. YiuTe efien uekop. [locTurayBas - -
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Perhaps my problem was more basic than having to
deal with a single word that berserks through
language like a rogue elephant through a jungle.

Perhaps my mistake was in thinking that words

in general mean anything at all.

Perhaps every one of them has the infinite regress
hidden inside it.

The question is, Can we get hold of what is
signified by a signifier?

If we say,"Well, word A means B”, where B is also
a word,

then we have simply slipped from one signifier to
another, bypassing the signified altogether.

Every time we name the signified it becomes
another signifier.

My god.
It's an infinite regress again.

A

The seventh ring reaches its commanding symphonic
full and hangs there gloriously for a moment

before the dying fall.

The last ring!

I push myself up and start toward it, staggering on
legs stiff from long sitting.

So the signified can never be grasped!

| take a step.

Words cannot mean anything!

But wait.

I stand wavering on the floor.

Haven't I communicated something by saying that
words don’t mean anything?

And if | have, then by proving that words don’t
mean anything, | have proved that they do mean
something.

The dying beats of the seveth ring fade from my
eardrum into silence. Another step. I reach- -
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WM nejacuo TBOjOT rmac Mu joafa co oAroBopor.
“Co osa Te HHOpMEpaM”, ro WENOTHII KAKO
OJUIaNeKy, “eKa Te NAXKaM BO 0BOj MOMEHT.”

THiIHHA.

Ce TeTepasam Hanpejl-Ha3ajl Kako mTo cobara ce cremuyea Opry
W THIIHHATA CE UIHPH BO CEKOE HEj3MHO KaTUe.

Iann ja 30opysam BHCTHHATA?
AKO € TaKa, TOraul JJaxent, OTTYKa He ja 360pyBail BHCTHHATA.

Hanu naxem?
AKo e Taka, Toraui ja 300pysalll BHCTHHATA, OTTYKA HE JTaxellL.

14

LlenaTa BaKHOCT Ha OBA NPOJETYBA HAJl MCHE
co GpaH Ha o4aj H GNaXKEHCTBO
Kako mTo cofaTa cTaHyBa 3alleMeTyBauKn TEMHA!

AKo e na,
TOrail e He

aK0 € He
TOrat

¢ haa
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And dimly your voice comes to me with the answer.
“This is to inform you,” you whisper as from

far away, “that I am lying to you at this very moment.”

Silence.

I waver back and forth as the room darkens quickly
and the silence spreads into its every niche.

Are you telling the truth?
If so, then you're lying, hence not telling the truth.

Are you lying?
If so, then you are telling the truth, hence not lying.

1

The full import of it sweeps over me
With a wave of despair and bliss
as the room grows dizzyingly dark:

If yes
then no

and
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Hynara wro nporonTysa
€ MAOAHAOT LeHTap
HA CHOT roBOp

<15

The devouring zero
is the fecund center
of all speech
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Recreational Paradoxes Project #3
Caopyright 1981 Thomas McEvilley

“I like Zeno because it's nearly zero.”
This book is published for the first time in The Large Glass No 11, 2000
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CAMOCIMO3HABAHE

MpawarbeTo e NOBeKe3HayHo W MoXe fa ce pasbepe Ha
noBeke Ha4dMHW. A MMNavuyMpa [Be anpuopHW npetno-
cTaBkW: NPBO Aa 3Haeme WTO & BOOMWTO YMEeTHoCTa, a
BTOPO AeKa (POpPManH1UTe BPEMEHCKW rpaHuly Ha muHa-
TMoT Bek Tpeba ga 6ugaT HasucTMHA ChMKCMpaHW.
YMeTHOCTa 3a KojawTo cTaHyea 36op, Taa M €4HOTO U
ApyroTo u camara cee v CBOETO Bpeme rv fosejysalle
BO Mpawarse U BO TOA BCYWHOCT HajMHory ycrea. Taa
JeHec U camaTa He 3Hae Kafje e, HUTY LITO e, HUTY 3alTo
e. HuTy natoT wTo ro npobuealue, HUTY Tpacata WTo ja
3alpTa, He 4OcerHaa HULITO WTO Hac Kako nyfe 6w Hé 3a-
MEHUNO.

Wma ywTe eaHa npemonyaKa noctaska Bo (hopmynaumja-
Ta Ha 0Ba aHKETHO Mpawarbe; 4eKa Taa yMeTHocT Helwe
HewTo nocebHo, M3navYeHo Of WCTOPUCKWMOT KOHTEKCT,
nafeHo camo 3a cebe u co concTeeHa Uen. Tokmy Toa e
M HajcnopHoTo. AKO M OTCTpPaHWMe cuTe NpuMWMcnn 3a
MOXHaTa LenecoobpasHoCT BO MHCTPYMEHTaNHa cMucha,
efHa Uen cenak OCTaHyBa KakO HEjSUH CYWITECTBEH W
HEeMOTKYNAMB NPeaycnoB: Camocno3HaBarkeTo. 3Haqu

Ha concTeeHaTa uen. Bo KoHTeKCTOoT.

SELF-AWARENESS

The question has several meanings and can be understood in
several ways. And it implies two a priori suppositions: first that
we should know what art is generally and second that the for-
mal time borders of the past century should be really fixed.
The art we are speaking about has questioned the former and
the latter, itself and its time, and indeed, it was mostly succe-
ssful in this. Art today does not know where it is, what it is, or
where it goes. Neither the road it paved, nor the course it de-
scribed, has not reached anything that would supersede us as
people.

There is one more, tacit, assumption in the formulation of that
survey question: that this art was, or is still, something special,
taken out of the historical context, granted of itself and with a
purpose of its own. Actually, this is the most controversial po-
int. If we eliminate all mental reservations on the possible pur-
posefuiness in the instrumental sense, one very purpose re-
mains as its essential and incorruptible prerequisite: self-awa-
reness. Therefore, its own purposes as well. In the context.
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AANEH XAKE - KaHTa 3a

nonepamwe 1972-75

AneH ake ro peanvsnpa AenoTo Kaxra 3a 1o/1esarmne
BO NOYETOKOT Ha cegyMieceTTuTe roguHKU, Kora uHTe-
pecoT 3a Tononorujara ro Haseaysa fa npoayuvpa no-
BeKe CKNynTypu No MOZernoT Ha nexTaTa Ha Mebuyc n
wyweTo Ha KnajH, npu WwTo nocnegHaTa e npemwvepHa
annukauuja Ha TpuAUMeH3noHaneH o6jeKT: neHTarta Ha
Me6uyc kaxo v wuweTto Ha KnajH ja npeTcTasyeaar na-
pagokcanHaTa KapakTepucTuka Ha nocedyearbeTto Ha
camo efHa cTpaHa. Tve paboTv NpeTcTasysaat npogon-
MEeHMEe Ha OHWe WTo ro kopucTtaT OpajoBOTO MWUCMO.
Kako wTo yMeTHWKOT ofjacHyea: “Oj MOMEHTOT Kora
noYHysal Aa ce u3pasysall Npeky efHOCTaBHo Aedop-
MUparse Ha NOBPLUIMHATA, Ha NPUMEp, NpeKy eaHa bpajo-
Ba TOYKA HA NamapwHa, W Kora ja Bocnpuemall oeaa
TouKa nNpeKky HejanHMoT penjed, MoXew fa ce 3anpa-
WALl WTO ce cry4YyBa BPTEjKU Ce OKOMy nnovara v Boc-
np1MemMajku ja To4karta npeky HejsuHWOT LYNnue gen”.
Cekoe geno Ha YKake e CBp3aHO Ha efjeH KpajHo cno-
¥eH HauwH, copManHo v TemMaTCKW, CO LenoKymnHWoT
YyMETHWYKKM Kopnyc. 3a Aa ce 3ajoBonvMe Tyka co
HEKOINKY MHOMKALMWK, Ke ja UCTaKHeME KOHKpeTHaTa Te-
Ma Ha BOAATA M HA NPUHLMNOT Ha peBepanbunHocT, Koja
e noancTpakTHa Ho YecTo MeTacopnanpaHa BO Xepma-
poauT. Mpuapysajku ce Ha NMHHKOT M3Bop Ha ABaTa
npumepa, Ke ja ctaeam KaHrara 3a nosiesare BO COOA-
HOC CO HEKOE MPeTXOAHO W nogoLHexHo aeno. Co Hej-
3UHWOT W3AUTHAT KNYH, YWja NpcKanka Ny Ha Aojka co
6paaaeuua HamecTo AyrnKK, U CO HejauHaTa npoAynyeHa
OCHOBA WTO ce cnojyea co padkara, KaHtara 3a none-
Barbe e xepmachpoauTHa gurypa Bo ucTarta Knaca Kako
u Kamyehnmpanara wkonka (1963), npeTcTasyBarbeTo
Ha BeHepa og BoTuyenu, kage WTO BO fojkaTta U paka-
Ta HaBMeryea Upeso og Mymna 3a To4erbe 6eH3nH 1 Koe
e noctaseHo Hag Hue. Bo Taa WCNpeBpTEHOCT Ha TWe
TEXHWYKM KApaKTepUCTHKK (NpcKankara e 3aTeopeHa a
aHoTo Teue), KaHvTara 3a nofiesar-e HaBecTyBa efHa
apyra xepmacpoauTHa churypa, BucturHara Wro usnery-
Ba og 6yHap (1983): buaejkn KaHrara 3a rnosnesare ro
npuMopyBsa rneja[oT fa ce HaBejHe 3a fa ja oTkpue
eAMHCTBEHATA AynkKa co Koja Taa pacnonara, T.e. Aaro
norneaHe og 6nM3y HejaMHMOT 3afHWK, BucTuHara... e

cnuka Koja BUPTYENHO ro CMEecTyBa OHOj WTO ja rnepa
Ha AHOTO Ha ByHaporT, HapegyBajKku ro ga ro cMeTa 3af-
HWKOT 3a LWMPOKOrPaa0 OTBOPEH U aKo ro 3aTBopy OyHa-
pOT, yLITE NoManky Ke ma npuctan koH synsara. Maw-
KWOT NONOB Oprax, Koj ce fobnukysa [0 ucTaea, Ha ua-
BeceH Ha4uH HaBegysa fa ce NOMWCNW HA BPaToT Ha
KadTata 3a nonesane. BeHepa waneryea oj eogarta,
KaHTaTa 3a noneearse vma hyHKUuMja aa noneea co Bo-
Aa, W WTO a npasv HOBEK Ha AHOTO Ha efeH ByHap oc-
BeH Aa ce wnanka o sogata? Co HeroBoTo pemeK Ae-
no lMojagok Ha Tpesa (1964), XXake ja HanpaBu eBW-
[eHTHa panuyarta mery 6eToHoT ¥ Bogarta (1964), pa-
60T Ha BA3eHOT, T.e. NpaBeLoT Cropes KOj Nej3axoT u
NMUeTo ce ABWXKAT BO Ornegancto Ha Bofata, Kafje
CBETOT Ce CTPMOrnaeysa BO cBoOjaTa npeTcTaea.

OwHa feno Koe ja ofbenexysa UCTopujaTta Ha yMeTHoc-
Ta, He @ [eno Koe ' npasu NpeTxogHuTe Aena gemoan-
paHu (MOAEPHWUCTUYKA WMNy3wja) HATY Aeno Koe BewTo
r4 KOpWCTW MOBTOPHO (NOCTMOAEPWCTUYKO paso4apy-
Batbe), TYKY Toa € Aeno Koe BHecyBa efdeH CUCTEM Ha
MWCIM W Kage LITO gpyruTe fdefa craHysaaT efgHoc-
TABHO ancypaHW. KaHrara 3a nonesame € 06jeKT - KOj
61 MOXene Aa ro CMecTuMe BO KaTeropwjaTa Ha “peau-
mejn nocTaeku” - 1 06jeKT Koj, G1AejKu uma camo eaHo
nuue, (hakTu-KM Mma 0cobeHoCT Ha cruka. Bo Taa onTu-
Ka, aHTaroHW3moT mefry 00jeKTOT W CNMKapcTBOTOo, No-
KpeHaT of Mapcen [uwaH a co koj 6ea oncegHatw
MHOTY YMETHWLM NO Hero, NOBEKe Hema HWKakea CMWC-
na. [ypu W Hay4yHUTe KOMEHTapW 3a CKynnTypata Ha
Mukaco, noafajku o4 (hakToT AeKa Toj NnpeTcTasysa Bo-
NYMEHM NPeKy WYNAWHKW, Aanu TWe CTaHyBaat pe4qecw
rPOTECKHM OF MOMEHTOT Kora CKynnryparta ce cMeTa,
cthaTeHa crnopeg NPUMHUMNOT Ha neHTata Ha Mebuyc
wnu wuweTto Ha KnajH, geka uMa camo ejHa cTpaHa:
NPOMEHUTE LITO ce OTKpUBAaaT Aany ce Tue ucnyndysa-
Hea WK WYNNUHKW?

AHanuaupajku rn Tve edpekTi Ha ABMKEeHe Ha NpoCTo-
pOT M KOHCEKBEHTHO Ha NpaseloT, BO AenoTo Ha XKake,
[lankan CmuT ce noeukysa Ha XKak JlakaH BO 0gHOC Ha




CMMYNTAHOCTA Ha CBECHUTE W HECBEeCcHWTEe cuctemu. Mc-
TWOT TOj JlakaH Hé Hay4u Jeka HeCBeCcHOTO e CTPYKTY-
MpaHo Kako efeH jasuk. XKake ja yutupa XeneH Kenep,
rMyBOHEMA W CMena XeHa Koja CBedoHW 3a Ha4YWHOT Ha
KOj ycneana fa wu3nese of HejsuwHara usonauwja: Kora
npodhecopoT W ja CTaBun Hej3HaTa paka Bpa efeH mnas
BOAA, HA gpyrara paka W Hanuwan “soga”. “Haegxaw,”
packaxyea XeneH Kenep, “...MUCTEpUjaTa Ha jasukoT Mu
fewe oTKkpueHa".

Kaj »Kake, HacnoeuTe, UCTO KaKo W TEMUTE U (hopMUTE,
merycebHO v apTukynupaar genara. AHrIWCKWOT
Hacnoe Ha KaHTa 3a nonesane e Watering Pot, 1 Toj cag
W NpeTxoAw Ha efHa Apyra cCKynnTypa Koja nogegHakeo
' KOMBUHMpA NPUHLMNWTE Ha MaLLIKOCT WM XKeHCTBEHOCT,
Bprumywka {La Toupie), Ha aHrnucku Top. OBsoj sug Ha
COBpLUEH aHarpam ce cpeTHyBa BO efdHa gpyra mana
6pajoBa CcKynnTypa, Koja BO 3aBMCHOCT Of Toa ganv ja
Aewudpvpame o Neso UNKu of AecHO, HU OBO3MOXKYBa
Aa npodurame G.0.D. (HejauHuoT Hacnos) unu DOG. (Te-
maTa 3a Ky4eTo Ke buge obpaboTeHa manky nogoyHa.)
3abenexysame gexa 6ykearta koja He ce meHyea e O.

He BepyBam fgeka ynorata Ha efeH Kputudap Ha ymeT-
HOCTa e Aa ja npefBuayBa WAHWHATE, HO TOj cenak Moxe
Aa wapasysa xenbtw. Bo ronem gen, so 20-TMOT Bek ce
pazeuBaa yMeTHWYKM nocTanku Kon Hea KpajHo cneuwn-
januampaHn, a yMeTHULMTE CU cnogdenyeaa napyuntba of
CBETOT, KOj No aeduHuumja e cé nopeke u noseke orpa-
Hu4eH. EgHo geno, kako oea Ha »Kake, Bo camoTo cebe
COAPXKW efleH BUA Ha NnaHeTa (BCyLWHOCT Toe a Tema Ko-
ja Toj M300MNHO ja NyCcTPUPa) BO KOja ce CRydysa Konu-
3Wja Ha HeorpaHu4eH Opoj HA AHTArOHWCTWYKKM YecT-
u4KkK. 3a ga ce nocnykam co CrMKaTa Koja HeogamHa ja
ynotpebu mojoT nomnaz konera Puwap lejave, Ke ao-
Aagam fgexka egeH Xake e Beke MOBTOpyBarke Ha
“ronem 3anak’. Moja xenba e, JOKONKy ymeTHocTa Ha
21-suoT Bek Tpeba aa upnu og ymeTHocTa Ha 20-TuoT
BeK, ga rv ogbvpa oHue Mogenu, Kou noTceTyBajku Ha
npuMepoT Ha JleoHapgo ga BuHuk, Ke ja umMaaT Taa yHu-
BepaanHa ambuuwja.

Anen »Kake, Kanrta 3a nonesarbe (L arrosair), 1972/75, 00jexT

Mpesog of thpaHuycku: flapko MyTtunos




ALAIN JACQUET - Watering Pot 1972-75

Alain Jacquet realized his work Watering Pot (I'Arrosoir) in
the beginning of the seventies, when an interest for topology
made him produce several sculptures in the model of the
band of Mobius and of the bottle of Klein, with the latter being
a premier application in a three-dimensional object: the band
of Mébius, like the bottle of Klein, presents this paradoxical
characteristic of having only one side. These works constitu-
te a continuation of those using the braille system. As the
artist explained it: “From the moment when you start signify-
ing yourself through a simple deforming of a surface, for
example, thorough one braille point on a sheet-metal, and
when you perceive this point on the relief, you can ask your-
self what is happening, if you turn around the plate, and how
you perceive the point through its cavity”. Every work of
Jacquet relates in an extremely complicated manner, formal-
ly and thematically, to the whole corpus of the artist. To sat-
isfy here several indications, we will signify the concrete
theme of the water and of the principle of reversibility, more
abstract but often metaphorized into an androgyny. To hold
myself to the personal choice of two examples, | will put the
Watering Pot in relation to a preceding work and a later work.
With its raised spout, whose rose resembles a breast with a
nipple instead of holes, and with its pierced base rejoining
the handle, Watering Pot is an androgynal figure of the same
class as Camouflage Shell (1963), representation of Venus
by Botticelli whose breast and hand are penetrated by a hose
of a gasoline pump that stands above. In the inversion of tho-
se technical characteristics (its rose is closed while its base
leaks), Watering Pot announces another androgynal figure,
Truth Coming Out of a Well (1983): as Watering Pot obliges
the spectator to bend down in order to discover the only cav-
ity of which it disposes, i.e., to take a close glance of its but-
tocks, Truth... is an image that virtually adapts the one who
sees it at the bottom of a well, making him to consider the
buttocks generously open, and if he closes the opening of the
well, there will be less access to the vulva. The penis, which
approaches it, in a way makes one think of the beak of Wa-
tering Pot. Venus is coming out of the water, a watering pot
has a function of pouring water, and what is one to do at the
bottom of a well, except to splash about in the water? With
his masterpiece Dining on the Grass (1964), Jacquet made
evident the Border Between Concrete and Water (1984),
edge of the pool, i.e., the axis according to which the land-
scape and the personage tend towards the mirror on the
water, where the world engulfs itself in its representation.

A waork that marks the history of art, is neither a work that ren-
ders obsolete the works preceding it (modernist illusion), nor
a work that uses them again skillfully (postmodernist disillu-
sion), rather it is a work that induces a system of thought,
where the other works become simply absurd. Watering Pot

is an object - that could be placed in the category of “ready-
made arrangements” - but an object that, having only one fa-
ce, presents in fact a characteristic of a picture. In this optics,
the antagonism between an object and painting, raised by
Marcel Duchamps and which obsessed great many artists
after him, does not have any more sense. Even the scientist
comments on the sculpture of Picasso, starting from the fact
that he represents volumes by cavities, do they become al-
most grotesque from the moment when one considers a
sculpture, conceived according to the principle of the band of
Mébius or of the bottle of Klein, to have only one side: the
accidents that are revealed - are they bumps or cavities?

Analyzing these effects of the tendency of space, and con-
sequently of the sense, in the work of Jacquet, Duncan Smith
has made a reference on Jacques Lacan, relating to the si-
multaneity of conscious and unconscious systems. This sa-
me Lacan taught us that the unconscious was structured like
a language. Jacquet cited Hellen Keller, that deaf-mute and
blind woman who testified on the manner she managed to
get out of her isolation: when the professor had placed her
hand under a jet of water, he wrote on the other hand the
word “water.” “Suddenly, says Hellen Keller, ...the mystery of
language was revealed to me”.

With Jacquet, the titles, same as the themes and the forms,
articulate the works among themselves. The English title of
I'Arrosoir is Watering Pot, and this pot is preceding another
sculpture, combining equally the male and female principles,
la Toupie, in English Top. One finds this type of perfect ana-
gram in another small braille sculpture which, depending if
one deciphers it from the left or from the right, enables to
read G.0O.D (its title) or DOG. (The theme of the dog will be
exploited a little bit later.) One cannot but remark that the
fixed letter is O.

| do not believe that the role of an art critic is to foresee the
future, still he can express wishes. To a greater part, the 20th
century saw the development of artistic steps that were
extremely specialized, and the artists were sharing frag-
ments of a world, that is, by definition, more and more
restricted. A work like that of Jacquet is by itself a type of
planet (a theme that he in fact largely illustrated) where a col-
lision of unlimited number of antagonistic particles takes
place. To recapture the image recently used by my younger
colleague Richard Leydier, | will say that a Jacquet is already
a repetition of “big crunch”. My wish is if art of the 21st cen-
tury should derive inspiration from the one of the 20th centu-
ry, it should choose rather the models that, in resembling
themselves the example of Leonardo da Vinci, will have that
universal ambition.




Alain Jacquet, Watering Pot, 1972/75, object




"BMNPOYEM, CEKOTALLl APYTUTE CE
TUE LLTO YMMUPAAT " EEais

[la ce moya HacnpoTh uaeanucTudkmoT setep (M. CrnoTepaajk), HacnpoTK BeTepOT Ha ronemuTe Waew,
Ha rofieMUTE MHCTUTYLMK, KaKo WTO Toa ro npaseie [JuwiaH.

“Ce ropgeam co Toa LUTO ja cnases Mp3nuBocTa Bo ymeTHocTa. Ce npailysam ganu nyfeto cé ywre My Bepy-
gaar.”

[la ce opurpa nocTxymHa napTuja wax, Kako oHaa Bo Palazzo Grassi, BO BeHeuuja 1993, mefy LMHWHHWOT norneg
Ha [uwaH, peMex-aeno Ha ymeTHocTa Ha 20 Bek, ¥ UMHUIMOT Ha nepdeKTHOT My3e0/OLLKW BOajepusam,
rpaHavo3eH BO CBojaTa NPOCBETUTENICKA 3ac/eneHocT. |

“UiTo paboTuTe BO MOMEHTOB?"
“EfHOCTABHO ja yekam cMpTTa.”

“Bnpoyem, cexkorall ApyriTe ce TWe KOMWTO yMmupaar”
Mapcen Ouwan 1887-1968

"ANYWAY, IT'S ALWAYS THE OTHERS
WHO DIE" Liliana Nedelkovska

To piss, contrary to the idealistic wind (P. Sloterdijk), contrary to the wind of great idea, on the great institutions,
as Duchamps did.

“Me, | boast of having praised laziness in the arts. | wonder whether people still believe me.”

To play a posthumous game of chess, as the one in the Palazzo Grassi in 1993, between the cynical look of Duchamps,
a masterpiece of the 20th century art, and the cynicism of the perfect museum voyeurism,
grandiose in its enlightenment blindness.

“What are you doing at the moment?”
“Quite simply waiting for death.”

“Anyway, it's always the others who die”
Marsel Duchamp 1878-1968
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OA PEAANHOCT AO PUKLHUJA

U HA3AA

—

Bo genoto Ha EHav Bopxon 5 cmpTu 11 natu BO rMopTo-
kanosa 6oja (1963 r.), ce rnega npecysaHa gpoTorpadgm-
ja Ha nognora og ceuna Ha coobpakajka, NoBTOpyBaHa
W NpeseHTUpaHa Ha 06jeKTUBEH, MexaHuyeH HaquH. Cnu-
KaTa e cTpasuyHa. Mog aBTOMOGUNOT nexar net nyfe,
MpTBMW. Ho, NOBTOpPEHa W UCTO Taka 3ronemMeHa, Ha crnu-
KaTa 1 ce oA3eMaaT W Hej3MHUTE CeH3aunoHanHu n nH-
hOpMATUBHN KapakTepucTUKKW. Taa cTaHyBa HewTo 4py-
ro. He npeTcTasyBa HAWTO APYro - ocBeH cebe cn.

Bo HeroBMOT AHEBHUK, CO AaTym of 27 jyHu, 1983 r., EH-
an Bopxon nuwysa: "Ho, of 60-TuTe roguH1 na Haesamy,
no rogvHM W rOAWHW W noBeKe ‘nyfe’ BO BECTUTe, Cé&
ylTe He 3HaelW HewTo noeeke 3a nyfeto. Moxebw 3Ha-
ell noeeke, Ho He 3Haew nogobpo. Toa TW e UCTO Taka
Kako [da XWBeeLl CO HeKOoro U fa HemMall nowum 3a Hero.
Taka, koe Ao6po UMall of cuTe oBue MHhopmaumn?”

Ma, criopeq AeMOKpaTCKUTe Haqena Ha OnwTecTBoTo,
uHchopmaumuuTe Tpeba fa Hé npaeaT nogobpu rparaHu.
Ho, Bo aeHelwHWoT KMbep-HeypoTCKU U caTennuTcko Ao-
MWHUpaH CEeKOJOHEBEeH >KMBOT, NMOCTOM ONTOBapyBaHe
€O WHopMaUMW WTO Npask MHOFYMMHA 04 Hac ga ce
YyBCTBYBAAT OTCEYEHU U LWHWYHKM KOH cBeToT. Pachaen
Apryreon u Eyrenno Tpuwac ja rpagat osaa ugeja 8o
HuBHOTO fAeno El cansancio de Occidente (VcuegeHwoT
3anaa) op 1993 r.: “MacusHocTa e uaeHTUMKalumjaTa
Ha nyfeto gerec. U jacHo e: ako nyfeto ce TpaHcgop-
MUpaaT BO rMegaqy 1 ce NALWEHW of CeKoja MOXHOCT 3a
BNMjaHue, osa OOBeayBa A0 NacuBHO noctoerse. Ho,
ceTo oBa, ce pasbupa, ce cnydyBa nog mackata Ha
cnpoTueHoTo. CeTo ofHecysatbe Ha NceBho-HacTaHuTe
ce crydyea BO pamMKuTe Ha egHa martvua Ha noctojaHa
aKTUBHOCT; AKTMBHOCT KoOja ro 3ajakHyea nacuBHOTO,
e[HO [BWXKetbe KOe WMCHe3HyBa BO HEenoABMKHOCTA.
Hue 360pyeame 3a CUOT CTPEC W IPO30MOPHOCTA BP3 Ha-
WeTo ONWTECTBO, HO KPajHUOT Bne4aToK e egHa notpa-
ra Bo nNpasHo”.

Nenoto Ha Engu Bopxon 5 cmpru 11 natu BO nop-
rokanosa Goja (1963 r.), nomely Apyrute Herosu gena
04 TOj Nepuog, ro aHTMYUNpalwe MCUeAeHOTO OnITEecT-
BO BO KOE Xuseeme. Ha COUMONCUXOMOLWKK Ha4MH, TOj
AMOAKTMYHO TO ONWLLYBA HAYWHOT Ha KOj MeguymuTe ce
MellaaT Bo nepuenuujara Ha xusoToT. [Nnegame ucnpa-
3HETOCT, YyBCTYBaMe WCnpasHeTocT. 3a Xan, oTToraw
HWLWWTO He & NPOMEHEeTO.

FROM REALITY TO

John Peter Nilsson

in Andy Warhol's 5 Deaths 11 Times in Orange (1963), one
sees silk-screened press photograph of a car crash, repeat-
ed and presented in an objective, mechanical way. The
image is frightening. Under the car lie five people, dead. But,
repeated and also blown-up, the image is drained both of its
sensational and informative characters. It becomes some-
thing else. It does not represent anything else - but itself.

In his diary dated 27 June, 1983, Andy Warhol writes: “But
then, since the sixties, after years and years and more 'peo-
ple’ in the news, you still don't know anything more about
people. Maybe you know more, but you don't know better.
Like you live with someone and not have any idea, either.
So, what good does all this information do you?"

Well, according to the democratic principles of society, infor-
mation should make us better citizens. But, in today's cyber-
neurotic and satellite-stressed everyday life, there is an over-
load of information that make many of us feel detached and
cynical towards the world. Rafael Argullol and Eugenio Trias
develop this idea in their El cansancio de Occidente [The
Exhausted West] from 1992: “Passivity is the hallmark of
humans today. And it's clear: if people are turned into spec-
tators and deprived of any possibility of influence, this leads
to a passive being. But, all this, of course, takes place under
the guise of its opposite. All manners of pseudo-events go on
amid a stream of constant activity; activity that reinforces the
passive, an uninterrupted motion that fades into immobility.
We speak of all the stress and hecticalness on our society,
but the final impression is of a pursuit of emptiness”.

Andy Warhol's 5 Deaths 11 Times in Orange (1963), among
other of his works from that period, anticipated the exhaust-
ed society that we live in. In a socio-psychological way, he
didactically describes the way that the media interferes in the
perception of life. We see emptiness, we feel emptiness.
Unfortunately, nothing has changed since.




FICTION AND BACK AGAIN

Enan Bopxon, 5 cMpTTi, 1963, CUMHTETWYKM BOM M CUTO-NEYaT Ha nnaTHo, (getam)
Andy Warhol, 5 Deaths, 1963, synthetic polymer paint and silkscreen on canvas, (detail)




AOMUP HA KPAJHOCTUTE

XaHc Ynpux O6puct: Ce npawysas janu moxerte aa
MW Ka)KeTe 3a reHesara Ha Bawara nabopaTopucka 13-
nox6a og 1968 roguHa?

Mycras Meyrep: Kako wro 3Haete, Bo jynu 1967. ce
oapa KoHcepeHuvjaTa “finjanekTukara Ha ocnoGoay-
parbeTo”. Toa ce cny-n Bo MCTO Bpeme Kora LloH LLapki
v jac, 6eeme Kaj Ong Bejnu, BO Bpcka co HAcTanoT Ha
XepmaH Huy Ha [lecTpyKuMjaTa Ha yMETHIUHKMOT CUMNO-
3uyM, Npea egHa roguwHa. Jac, no cnywarsero, 06uiHo
ce uckadysas 4o TpkanesHara kyka (Roundhouse) v ej-
HO MonnagHe, eAeH MHOTY Mnaj 40BeK A0jae U me npa-
Wwa ganu cakam ga umam nanoxo6a so jaHyapu 1968, eo
paMKuTe Ha YMETHWYKMOT hecTmean Bo CBOHCK YHU-
BepauTeToT. Mnagu4oT ce BuKalle LloH MnaHT v T0j ja
noAroTeu nporpamara. W Taka jac nomMuHaBe HeKOmKy He-
nenu Ha CeaHcea NoAroTeyeajku nanoxoa.

O6pucT: CriomeHasTe Aeka kora cTe gowne Bo Ceaw-
cea Twe BW Nokakane efHa MHory cneyudmuyHa arpaga.
Bewe nv Toa BCywWwHOCT nabopaTopujara?

Meyrep: la. He 3HaeB kaksa uanox6a cakae ga Hanpa-
BaM, a W Toj He 3Haewe ucTo Taka. MNoyHas aa bapam
MOXKHa MoKalja Ha pasnu4HM MecTa okony YHueep-
auTetor. EAeH AeH BNeroe HW3 egHa BpaTa WTo AWpeK-
THO BOAM BO nabopartopwujaTa, eaHa ybasa 1 cTapa na-
GopaTopuja Koja HUKoralu He buna ynoTpedyBaHa, Hesu-
Ha nabopaTtopuja. bapae [o3BONa fa ja kopuctam 1 Mn
6elue BeAHALl OBO3MOXEHO Aa ro KopucTam npocTopoT.

O6pucT: 3Haqu Bawara wanoxba Gewe npsa axkTve-
HOCT BO HoBaTa rpagaba, HeemHa naboparopuja.

Meyrep: [la. NaGopaTopujaTa - Koja ce BuKale dunTpu-
payka nabopatopwja - Gewe creuujanHo HameHeTa 3a
UCTpaXkyBarbe Ha MPOTEKOT Ha BoAAaTa W BO3AYXOT W
MMalle W3BOHPEAHW TEeXHUYKM MOXHOCTW. BogeHmoT
Mnas MOXeLle Aida Ce KOHTponwupa MHOry npeynsHo; Mo-
xewe aa 6uae MHOTY jaK unu MHory genvkareH. Ucro-
TO Ce cny4ysalle ¥ CO BO3AYLHNOT NPUTMCOK. 1 Kopue-
TeB OBWE MOXHOCTM 3a Aa Hanpasam jena Kov nocrojat
HejacHo BO MOjOT yM, HO Kow Bea HanpaseHu BO KOHTEK-
CTOT Ha oBWe okonHocTh. 3Haqm, Toa 6ea HOBW fena
KOWLITO, BCYLUHOCT, HE rM 6eB 3amucnun npej Aa sne-
3am BO 0BOj NPOCTOP.

O6pucT: 3Hauu, BO OCHOBA OpyAujaTa M WHCTPYMEH-
TWTe, kon BGea Ha pacnonararse BO 0Baa nabopaTopuja,

XaHc Ynpux Obpuct

ro OBO3MOXMWja CO3[aBarbeT0 Ha HOBW jJena, KOoW
MOXKEeBW HUKOrall Hemalle Aa rv HanpasuTe 6e3 HWB.

Meurep: TouHo. Hukoraw Hemawe fa rv Hanpasam w
MOMebM HUKOralw Hemalle HW 4a v 3amucnam.

O6pucT: BV MOXKENe Nu Ja Hu onuweTe Hekoe of oBue
fAena? Ha npumep, No3HaTO MW € AeN0TO CO Kanka Boda.

Meurep: [lenoTo co Kanka Boga (Koe HeopawmHa ros-
TOPHO rO HanpaBwe - Kanka Ha Toria nno4a) no4Ha of
nosHaToTo Habrbyfyearse Kora Karnka Boga nara Ha
pUHrNa ¥ U3BECHO BPEMe Ce 3aapXKyBa npefj Aa no4qHe
[ia u34esHysa 1 ga ce pacnpcHysa. Cu NOMUCIUB, KOMNKY
61 61no y6aBo Kora Kankara, Hajronemara Kanka, Hema
[a vcuesHe v fa ce pacnpcHe. MHctanauujaTa so naéo-
paTopujaTa gaBale MOXHOCTU: 6eB BO COCTOj6a, Haco-
yyBajku ja BOAATA NPeKy ropHarta ueska co nomoLl Ha
TeHKa NNacTU4HO LeBYe A0 pUHrNara W co KoHTponupa-
He Ha MPOTEKOT HAa BOAATA, Aa Hanpasam Meyp BoAa
KOj Tpae Npunn4HO JoNro.

06pucT: Taka HenocTojaHoTO CTaHa NOCTOojaHo, CUYHO
Ha NnapafoKcoT.

Meurep: fia. U mHory e y6aBo fa ce MMa OBOj €NeMeHT
Ha cTaBWnHOCT, KOj BO UCTOBpEME Ce BpTele Kako nyg,
MOXKeLLe Toa Ja ce Buau of BHaTpe, Oelle eKcniosvBHO.

[OpyroTo sHaqajHo geno Gelue mMnasoT BOA4A WTO ce ABU-
XMW 0f efHa Ha apyra cTpaHa. HopmanHto, He MoxeTe Aa
umaTe Mna3 sBoga Ha uanoxo6a, Ho jac ycneas Toa Aa ro
Hanpasam BO W3noX6eH npoctop. Bo Bpcka co MNasoT
BOAA, jac ynoTpetus nnacTuyHa LeBka 3akaqeHa 3a Ta-
BaHOT, a OM cakan fga Harnacam feka CTpyerbeTo Ha
BO34YXOT goafalie WCTo Taka of TaBaHoT mefyToa HU3
Apyra ueeka BAONX yenata nadopartopuja. Yeneas ga
ja cMecTam Taa nnacTU4Ha UeBKa Bo noronema so3ayul-
Ha LUeBKa W CO BHECYyBareTO Ha BO3AyXOT BO UeBKaTa
MNa30T No4Ha [4a Ce BUTKAa KaKo 3Mwja okony cebe, c03-
AaBajkyu cBOeBWAHa urpa. 3aBWCHO Of BOMYMEHOT Ha
BO3AYXOT, KOj LENoCHO ro KOHTpONWpae CO CnaBuHa,
MOXKEB [a Hanpasam mHory 6rara urpa, Ho KoMKy nose-
Ke BO3JyXx BHecyBaB, TOMKy Toa CTaHysale noavso.
Taka ce o6v BEPTUKANHO BO3AYLHO CTpyeHe CO Xopw-
30HTaneH Mnas Ha soaa. Toa Gelwe Bo30yanvBa rneTka.

O6pucT: Janu moxesTe Toa Aa ro perynupate?




Pasrosop co lNycrae Meurep Bo Okcchopa

Meurep: [la, MOXeB fa rv perynvmpam v Bogara v aoTyp-
OT Ha BO34YX.

O6pucT: Bea Nv TMe rNaBHUTE KOMNOHEHTW Ha genoTto?

Meurep: [Ja. Ho umawe ywte eqHa chuHeca. NpoctopoT
Gelwe nNpuNMMHO Jonr, CO gonra peavua nposopuu co
BeHeyunjarepy. Bo auma BeHeyuwjaHepuTe 6ea cnywiTeHn.
Babenaxas fieka, Ha nnajHe Kora cBeTnvHaTa nara nog,
M3BeCeH aron u Kora ce rneja MnasorT eoga, ocobeHo
dhacumMHaHTHO ce AoKWBYBa 0BOj M3BOHPeaeH edekT Ha
BUHOMXMWTO.

06pucT: 3Hayu, BCyLWHOCT Uanoxbarta cozaane BUHOXUTA
Meurep: [la, BHaTpe, BO paMKuTe Ha uanoxbara.

O6pucT: Toa e MHOTy MHTepecHO OUaejKK HeKONKY YMeT-
HUUKW Bo 1990 cnomHyBaaa geka cakaaT ga Hanpasar
BMHOXWTO Ha Hekoja nanoxba. AHgpeac CNOMUHCKW W
demuan XpcT 36opyBaa 3a BuHOXUTA Ha uanoxbuTe.

Meyrep: Ce pasbupa T0a e BO penauvja v co aBTopM Ka-
Ko TapHep, gpyru ymeTHuum og 19. Bek kou Hea egeH
B Ha o63eMeHWLn CO BUHOXKMTOTO M [eTe, Koj paboTe-
Wwe Ha Taa npobnemaTuka.

CnegHoTo Aeno ce ogHecyealle Ha nedaereTo Hag no-
AOT Ha Tpw nonucTupeHckn objekTu. HuenaTta dopma
Helle YeTrOpoaronHa. Ha cute YeTMpu cTpaHu Ha Cekoj
o6jekT, napea Of KOMNpUMMpaH BO3JyxX CO3JaBalue
BO34YLUHW NEPHUHYMHbA KOW O NoAUrHyBaa npeaMeTorT.
Toj ocTaHyBawe Ha MecTo co3gaBajkv MHOTY CMWpy-
Bauyku Bnedyatok. OHa wWTo BO ceTo Toa Gelle MHOr‘y
ybaso belwe nocTasyBarbeTo Ha 4eN0To BO penauwja co
Apyro geno. OBve ABe TonNnWM nno4Yw (Nnoxu) uarnegaa
cTabunHo Mako BCYWHOCT NpeTcTaBysaa Bpuerse bna-
rogapeHne Ha MOKHWTE BHATPEeLWHW Cunu - mnasesw
BO34YX LWTO ro 2arpeeaaTt NogoT NoAWrajku ru Harope
ABeTe pasnu4HuK Nno ronemuHa nnodu. Ha 1oj Ha4wH go-
OuBME TPW rMaBHK eKcrnoHaTu.

MoToa Gewe kouykaTa, 4Ydj puMmejk ro eugosTe Bo OKe-
hopa, KoUKa of 4YvcTa NNacTuka co nap4uHa NWCKYH
KOW poTMpaaT Ha BO3AYWHWOT mna3s. Ha camuoT Kpaj
Hanpasume Mana npoctopuja. Mmae ognu4Ha TexHuydka
ACUCTEHLM|a; TEXHWYKWMOT NepcoHan Ha YHuBepauTeToT
MW NoMaralle so NpoeKToT.

O6puct: Bo HawWoT npeTxogeH pasrosop Mu 36opysa-
BTE [EKa e Nnoronema npegHocTa Kora paboTuTe co Tex-
HU4ApPW OTKONKY €O HaydHuuw, Janu Toa ce ogHecyea
noBeke Ha nnaHoT Ha w3eegbaTta WMNKW HA TEOPWCKW
nnay?

Meyrep: Ycneas, genyMHo W MHTYMTUBHO, Aa r'i coBna-
AaMm Kny4yHWTe npawara. TexHu4apuTe He nocTaByeaa
npaiwarea og TMNoT: "3alWTo He CTe ro Hanpaswne oea’,
Twe HuKoraw He Mu gasaa ugeu 3a paborara. Beoyw-
HOCT, PaKOBOAMTENOT Ha TexHu4apuTe - Koj bewe oco-
b6eHo 3auHTEepecupaH U KoonepaTwuBeH - peye Aexa Haj-
fAobap Ha4wH ga nebgw nnacTvkara e ga ce NnogurHe co
mMnaseswn Bo3gyx og gony. My pekoe geka jac He ro aa-
MUCNYBam TOa Taka, TYKY [eKa cakam BO3[yxoT LUTO ro
3arpesa nofgoT ja ja NoTKpeHwe nnacTtvkara. Toj pede
fieKa Toa Hema HuWKoralw ga ce nocturHe. Moxkee ga ro
3amonam ga ro cpafoTu Toa 3a MeHe, HO eBEeHTYanHo
jac ga ro Tectvpam. Ha Heroso ronemo U3HeHagyBabe,
Toa (PyHKUMOHWpaLLE WUCKNYYUTenHo Ao6po. PakTuykK
HerceaTa ugeja Hemale Aa ycree 3aToa WTO Ke ce Ao-
buewe HecTabunHocT, A ocBed Toa, Ke Tpebaa roguHu
3a ja ce Hanpasu CUCTEM 3a 3arpesarbe noj nogor.
Ha camvoT Kpaj, Kako LWTO pekoB, Hanpaeveme mana
npocTopuja, KaAewTo Te4YHUOT KpucTan Gelle NpoekTH-
paH co NOMOLL Ha KOHTPONeH cucTem. 3arpesareTo Ha
TEYHWOT KpPWUCTan ce OfBUBALIE CUCTEMATCKW, U 3a NpB
nart jac HanpaBuB MpoekuWja Ha Te4YeH KpucTan, koja
Bewe BeckoHe4Ha, Tpaewe co 4acoBu W YHKLUWOHK-
palle cocema aobpo.

BeywHocT, uanoxbaTta ce cocToele of NeT-WecT eKc-
NOHATH.

ObpucT: PagukanHocTa Ha 0BOj Ball NPOeKT Me noTce-
Tyea Ha KpefoTo Ha AnekcaHgap flopHep, Aeka My3seu-
Te/wanoxbute Tpeba ga GuaaTt egHa WHTEpAWCUMNAW-
HapHa nabopatopuja. Bo pgenoto Uberwindung der
Kunst, JopHep Hanuwa: “MpouecyanHara waeja ro npo-
fwBa HalWWOT CUCTEM Ha CUTYPHOCT...HEMa Aa MOoXeme
Aa rv pasbepeme eqeKTUMBHAUTE CWNM BO Hawara
[eHelwHa BU3yenHa npoaykuuja, ako Hemame yeBuj BO
ApYruTe nonuka Ha MOAEPHWOT XMUBOT".

Meurep: Mo ueHam ceTo Toa U 6eB cBeceH gexka e Toa
paguKaneH cTapT, He Camo BO OAHOC Ha MOETO MCKYCT-
BO, TYKY W BO OHOC Ha WCKYCTBOTO BOOMLUTO. AKO MM
A03BONWTE Aa AafaMm efHa yMeTHWYKO-UCTOpUCKa 3a-
benewka: umalle ronema pacnpasa okony 1966/67 rog-
MHa, kora EHTOHU Kapo w HerosuTe cTyaeHTy Bo Lko-
nata CeHT MapTuH ce obuayeaa ga ja oagenart cKynn-
TypaTa oj 3emja, Aa ja cuMHaT of nuegectanoT. EgHa
Ol NPUYMHWTE NOpaaKn KOW ro Hanpasve oBa [ileno e 3a
[a AoKaxam fexa Toa e HaBMCTWHa Hag 3emjaTta, u 6es
MHOry cBeceH 3a noep3aHocTa co WkonaTta CeHt Map-
TWUH W CO APYrUTE Waen BO BPCKa CO CKynnTypaTa; uMam
YyBCTBO [eKa jac ycneae Aa ro nocrasam AenoTto 6yk-
BASIHO Haf 3emjaTta.




EXTREMES TOUCH Gustav Metzger interviewed by

Hans Ulrich Obrist in Oxford

Hans Ulrich Obrist: | wondered if you could tell me about
the genesis of your 1968 laboratory exhibition.

Metzger: As you know, there was this major conference, the
Dialectics of Liberation in July 1967. It took place at the sa-
me time as John Sharkey and | were before the Old Bailey
about the Hermann Nitsch Event at the Destruction in Art
Symposium the year before. | used to go over to the Round-
house after the hearing, and one afternoon, a young man,
quite a young man, came up and asked me if | would like to
have an exhibition during this art festival at Swansea
University, to open in January 1968. The young person was
called John Plant, and he arranged the program. And so, |
spent some weeks in Swansea preparing an exhibition.

Obrist: You had mentioned that, when you went to Swan-
sea, they showed you a very specific building. Was itina real
laboratory?

Metzger: Yes. | did not know what kind of exhibition | want-
ed to make, and he didn't know either. So, | went and start-
ed looking around the University for a possible place and
looked at spaces. One day, | passed a door that | opened,
and that happened to open into a laboratory, a beautiful and
pristine laboratory that had never been used, a virgin territo-
ry. | requested permission to use it and was given the go-
ahead to use the space.

Obrist: So, your exhibition was the first activity in a newly
built, virgin laboratory.

Metzger: Yes. The laboratory - it was called Filtration Labo-
ratory - was specifically to investigate the flow of air and
water, and had extraordinary technical facilities. The jets of
water could be controlled to a very fine degree; it could be
very powerful or very delicate. The same with the air pres-
sure. | used these possibilities to make works that existed
vaguely in my mind but that were produced within the con-
text of these opportunities. So, they were new works that |
had not conceived until | had actually entered that space.

Obrist: So, basically, the tools and instruments, which this
laboratory made available, triggered new works, which you
probably would never have made without them.

Metzger: That's correct. | could never have done them and
probably never have conceived them.

Obrist: Could you describe some of the works? | know the
water drop piece, for example.

Metzger: The water drop piece (which has been re-created
recently - Drop on Hot Plate) started with a commonplace
observation that, when water is dropped onto a cooker hot
plate, it stays there for a moment, before it starts running off
and dispersing. | thought that it would be very beautiful to
have a drop, the biggest drop, that wouldn't disperse and run
off. The [laboratory installation] gave the opportunity: | could
take the water from the overhead pipe, down a thin gray
plastic tube towards the ho tplate, and by controlling the flow
of water, | managed to build up a bubble that stayed for quite
a time.

Obrist: So, it made the impermanent permanent, like a paradox.

Metzger: Yes. And it's very beautiful to have this element of
stability, which at the same time was rotating like mad; you
could see that from inside, it was explosive.

Another main work was a jet of water going from one side to
another. Now, you wouldn't normally have a jet of water in an
exhibition, but | had one in the exhibition space. About the
jet, | had a plastic tube hanging down from the ceiling, and |
would point out that the airflow went along the ceiling in
another pipe, right along the whole laboratory. So, | mana-
ged to fit that plastic tube into the bigger air pipe, and by en-
tering air into the tube, it began to revolve like a snake
around itself, and made a kind of dance, depending on the
volume of air, aver which | had complete control by just ma-
nipulating a tap, | could make this a very gentle dance, but
the more air | put in, the wilder it goes. So, you add this verti-
cal jet of air, hitting, merging, with the horizontal jet of water.
It was an amazing sight.

Obrist: You could regulate it?

Metzger: Yes, | could regulate both the water and air supply.
Obrist: And these were the main components of the piece?
Metzger: Yes. But, then, there was another refinement. The
space was very long, and, as you came in, you were faced
by along row of windows with venetian blinds. The blinds we-
re down, it was winter, and | noticed that at noon, the light
would come in at a certain angle, and when you watched the
water jet, you got this extraordinary rainbow quite fascinating.
Obrist: So, the exposition actually produced rainbows.

Metzger: Yes, within the space, internally.

Obrist: That's very interesting, because several artists of the




1890’s mentioned they wanted to make a rainbow in an exhibi-
tion. Andreas Slominski and Damien Hirst talked about rainbows
in exhibitions.

Metzger: And, of course, this relates to people like Turner and
other 19th century artists, who were rather obsessed with the
rainbow and Goethe, who was working on the subject.

The next exhibit was concerned with floating three pieces of
polystyrene off the ground. The pieces were rectangular in
shape. At each of the four corners of the object, a stream of com-
pressed air hit the ground, and formed a cushion of air floating
the piece. It remained in place, and gave a very restful impres-
sion.

What was very beautiful about this is that it was positioned in
relation to the next work, two of the hot plates; they were both
apparently stable; yet, they were in fact boiling hot with powerful
internal forces, here jets of air, hitting the ground and lifting the
two sheets of different sizes off the ground. So, we've gotten
three main exhibits.

Then, there was the cube, a re-creation of which you saw in
Oxford, a cube of clear plastic with mica pieces, rotating through
jets of air. Then, at the farthest end, we built a cubicle. | had
excellent technical assistance; the technical staff of the
University assisted me with the project.

Obrist: In our previous conversation, you spoke about the im-
portance of working with technicians, rather than scientists.
Does it have to do with the conditions of production, rather than
theoretical issues?

Metzger: | managed, partly through intuition, to solve the key
demands. It wasn't as if the technicians came up and said, “Why
don't you do this”. They never came up with ideas for work. In
fact, the chief technician - who was particularly interested and
supportive - said that the best way to float the plastic, would be
to lift it up with jets of air from below. | said that | didn't want it
like that; | wanted the air hitting the ground to lift it. He said that
it would never work. Now, | could have asked him to go and work
it out for me, but eventually | tested it myself. To his surprise, it
worked extremely well. In fact, it wouldn't have worked his way,
because we would have had instability. And besides, it would
have taken ages to make a system to put air underneath.

Then, at the farthest end, we built a small cubicle, where liquid
crystal was projected with a controlling system. The heating of
the liquid crystal went on systematically, and, for the first time, |
had a liquid crystal projection, which was ceaseless, hour after
hour, and that worked quite well. Essentially, that was the exhi-
bition, five or six exhibits.

Obrist: The radicality of this project of yours reminds me of

Alexander Dorner’s credo that the museum/exhibition should be
an interdisciplinary laboratory. In Ueberwindung der Kunst, Do-
rner wrote: “The processual idea has penetrated our system of
certainty [...] we cannot understand the forces which are effec-
tive in our visual production of today, if we do not have a look at
other fields of modern life”.

Metzger: | appreciate all of that, and | was conscious that this
was a radical departure, not just from my practice, built from art
practice in general. If | can just add an art-historical note: there
was an enormous discussion, and you can trace it in literature
around 1966-67 where Anthony Caro and his students at Saint
Martin's were trying to liberate sculpture from the ground, to take
it off the pedestal. One of the reasons | made this work, was to
prove the point that this is really off the ground, and | was very
conscious of this connection with Saint Martin's and other ideas
in relation to sculpture; | feel that | achieved something in that
this was literally off the ground.




EAEH AEA OA EBPOIIA: MakeaoHckara

ymeTHOCT Ha 20 BeK

Bopuc lNeTkoBCKN

Bo MakeaoHWja MUNEHUYMUTE Hacnoune egHo Of Hajro-
nemuTe KyNnTYpHWA W yMeTHWYKW GoraTcTBa Ha bankaHoT
1 MeguTepaHoT. My npunafa Ha CBETCKOTO AYXOBHO Ha-
CNeAcTBOo W KOCMONONMTCKAaTa uaeja Ha AnekcaHaap Ma-
KE[OHCKM 3a EKyMeHaTa Ha HapoAuTe W KynTypuTe; no-
Toa B0 MakegoHuja U XpUCTUJaHCTBOTO U MCNamoT pacuy-
Tene BO NWKOBHOTO TBOPELWTBO; Tyka ce passuBan W
epneH og HajboraTuTe dponkKnopy Bo Lena Eepona. Make-
[OHWja € W 3emja CO Tewka W rpAaa UcTopuja: HejsHoTo
[ONrOBEKOBHO POMCTBO NoA TyfW BNacTu Tpaewe cé Ao
1945 roguHa. A cekoj 3asojyBay (0CO6EHO HUBHUTE COCe-
Auv) ro npuceojysan co OU3UYKMOT W “AyXOBHWOT amou-
EHT" Ha MakeJoHUMTE, HUBHATA KYNTYpa, YyMETHOCT, jasnK;
WIK M YHAWTYBAnN W 3arpabyBan HABHUTE CMIOMEHWLA.

Cenak: BeKe BO Ma4WTenHUTE yCNnoBK Mely 4BeTe CBEeTC-
KW BOJHW HEKOMNKY MaKeJOHCKM YMEeTHULM ce LWKonysaa
BO TOralWHWTE BANKAHCKW LEHTPK, @ HEKOW U BO Mapus v
Mpara. HUBHOTO TBOPEWTBO ONMATH HW3a MOAEPHWA Nk~
KOBHW MPaByy 1 NOTTULM Of, MeZWUTEPHCKMOT YMETHUHKN
Tpe3op: CO Toa ce CTpemMea KOH TAKOB NWKOBEH w3pas
WTO Ke ro MCKae HUBHWOT YMEeTHWYKW W HauuoHaneH
(Toraw HenpuaHaeH) WAeHTUTET. MHOry aHraxmaHu Ha
MaKeAOHCKWTE YMETHWLMW 1 Toraw ce cosnaraa co GUTHW
TEHAEHUMM Ha NMKoBHaTa ymeTHocT Bo EBpona. 3awTo
BO Hea NOKpaj aBaHrapgHWTe HWKHaa W CTpeMexu 3a
“BpaKarbe KOH peaoT" U aHTUKaTa: BMANWEW M BO fena Ha
Mukaco u Martuc, BKkopeHyBateTo BO HAapOAHWOT pog-
HOKpajcKW aMbueHT Gelle BaKHa eTana u BO passojoT Ha
pyckaTa aBaHrapfa; a ce uckaxa W BO (hnamaHckuoT
eKCnpecroHn3am. 3a cnupuTyanHuTe yenu Ha cynpema-
TW3MOT Ha Maneewd W ancTpakyujara Ha KaHAWHCKMW,
KNY4HO 3Ha4Yer-e uMalle BU3aHTUHCKaTa MKOHa, MOTUBI-
pawe v TBOPGM Ha MogunjaHu. Cnopeg Talbote Rice
(1935) yenuTe 1 METOAUTE Ha BM3HTUCKATA YMETHOCT cé
CMW4HW CO TUE HA feHelWHaTa YMeTHOCT: o4AenHo nopa-
[M ancTpakTHaTa BpefHOCT WTOo e BO OcHOBAaTa Ha ABarta
theHomeHa. A co mypanuTe Ha MapTUHOCKH 1 JIn4eHOCKH
ymeTHocTa Bo MakegoHwja npepa 1945 rogvHa ce BKNY4u
1 BO cBeTCKWOT nogem (oa Mekcuko u Caa ao Espona)
Ha MOHYMEHTanHoTO cnukapcTeo. Mputoa 12. mypanuc-
TWHKN epOTCKM ekcnpeci Ha MapTuHocku (1935 yHu-
TeHW) Hemaa naHfad BO CeTO eBPONCKO CMMKapcTBo Ha
20. BekK.

Mo Broparta ceeTcKa BOjHA Make[oHcKaTta YMETHOCT ce
Brpagv BO HauwoHanHata, nonuTh4kara W AyxoBHarta
emaHymnauvja Ha MakeaoHuja. MakefoHCKOTO SIMKOBHO
TBOPELUTBO NPBO LIENOCHO ja coBnaja AukratypaTa Ha
COUMJAnUCTUHKKOT peannaam: a 0cobeHo o MOAEPHOTO
obNUKyBare Ha MOHYMEHTanHWTe Mypanu Ha Jazecku,

Mo3auumTe Ha Mases n Yemepcku; cnomeHuuuTe Ha Mpa-
6yn 1 Xayu Bowkoe. Bo H1B, & 1 BO ceTa Make0HCKa yMET-
HOCT, MCTOpWja, MATOT, NereHaaTa, Ma4HuHaTa Ha nocTo-
EHETO € WUCKAXKAHW Kako NMYeH Nopue; a Tpaguuymjara
ce JOXWBYBA KAKO [yXOBEH NOTTUK: TOj KPUTUHKM Ce Oc-
BOjyBa, 33 TBOPEYKM 4a y4eCcTByBa BO HOBUTE @CTETCKN 1
cTUNCKK acnupauuu. Maxko MaxkegoHuwja e manedka, eko-
HOMCKM HepasBueHa semja, o4 1952 roauHa so Ckorje ce
NPWKaXaHW M HWU3a M3NOXKOW Ha CTpaHCKa yMeTHOCT; a
noBeke MakeLoHCKW YMeTHUUM Ce LUKONyBaa W uanaraa
HW3 ceeToT. MofepHaTa yMeTHOCT (0 €KCnpecuoHO3MoT
M HaJpeanuaMoT 40 ancTpakuWjaTa) cTaHa gen og mMaxe-
[OHCKUOT KyNTYPeH XWBOT Mped CKOMCKWOT KatacTpo-
chaneH semjoTpec og 1963 roguHa. 3aToa camo HEeKOj Me-
cey no Hero, 8o 1964 rogwHa, BO Ckonje 6ewe ocHoBaH
MyaejoT Ha coBpemeHaTa yMEeTHOCT, MCKNy4UTEeNeH ABu-
raTen Ha makeAoHckaTa euayenda kyntypa. Oa 19870 so
CBOjaTa HOBA 3rpaja: efiHa 0f] HajcOBPEMEHD KOHUMNUpa-
HWTe Bo uena Espona, MCY # ja npuonwTysa Ha Maxke-
AOHMja COBpeMeHaTa YMETHOCT. A HeroBarta HeKonKyun-
jagHa Konekumja Ha NogapeHn gena oA Uenqot CeeT, €
eawHcTBEHa BO yena Jyrouctouna Espona. Bo noctojaH-
uTe nocTaBku Ha MCY ogbpaHu TBOpOM HA MAKEA0HCKM
YMETHULW Ce U3naraHy 3aeHo CO AeNa 1 Ha Hajronemure
cosgasaqm Ha ymeTHocTa Ha 20. BeK. Husa makegoHckn
TBOPUM CpacHaa W co NMKOBHWUTE UCTpaxyBatba Of, 0BUe
nocnegHW geueHwn, a coobpasHo co uenaTa UCTOpUCKa
nonox6a Ha Makegonuja. [JpacTW4HO MOHENOBOMHA 04
OHaa BO MHOTY eBPONCKKU 3eMju, Taa He NOTTUKHA BegHaL
HEKOM NWKOBHM NOTPary, WTo YecTo ce npojasuja camo
BO HajroNeMuTe NMKOBHW LI@HTPY BO CBETOT: BO KOW no-
Hekorall He ce B6pojaHn 1 egeH Pum v Mapua. Ho Hac-
MPOTH CETO TOa AEeHEeLHOTO MaKeAoHCKO TEOPeWTBo He
ro CTMUrMaTW3upa HEeKoe ecTeTCKO WV KOHLUEenuucko
“goyHerbe”. TBOpOWUTE Ha noBeKe MakeAOHCKW asTopu
y4eCcTBYBAAT BO COBPEMEHWUTE CBETCKU NUKOBHI TEKOBK:
80 MakegoHuja uenara rpafa Ha “TpaguyonanHara” Mo-
aepHa (na v 4afancTU4KUTE U KOHLUeNTyanHuTe Herauum
Ha “yMETHUYKOCTA" Ha TBOPEH-ETO); CUTE NOCTMOAEPHM U
“eneKTpPOHCKW” TONKYyBaHka Ha enoxara, ce OCBOjyBaHW CO
HWBHWM HOBM ocmucnysarsa. Ml HajMnagara feHelHa ma-
KeJ0HCKA YMETHOCT: a co NpeduHeTa BU3yenHa uHTenu-
reHuMja, UenuoT LMBUNM3auncKi Tpe3op ro npeToyysa so
JIMKOBEH AMCKYPC KOj rOBOPW 3a CBETOT CO akTyesnHa aH-
Tpononouwka, tunocoka KU ecTeTcka CBECT. Ho Hac-
MpOTM NOBPEMEHTA TeopUCKa MaHunynauuja co Hea wWwro
60XEM ja BTONKYBAr, roBOpH ¥ 32 KOHTUHYUTETOT Ha Ma-
Ke[OHCKOTO NWKOBHO co3aasatse 8o 20. BeK.




A PART OF EUROPE: Macedonian Art of the 20" Century

Nikola Martinoski, Fragment from the fresco “Ocean” 1935,

Hukona MapTuHocku, chparmeHT og chpeckata “Okeat’,
1935, Ckonje (yHuwTeHa), hoTorpadmpaHo og BeCHUK
Skopje (destroyed), photo from newspaper

In Macedonia the millenniums layered cne of the greatest cultural
and artistic treasures in the Balkans and the Mediterranean. It
belongs to the global spiritual heritage and the cosmopolitan idea of
Alexander the Great on the ecumenicity of peoples and cultures;
then in Macedonia both Christianity and Islam flourished in the
artistic creation; one of the richest folklores of all Europe was devel-
oped here as well. Macedonia is also a country of painful and ugly
history: its occupation for centuries long by foreign powers lasted all
until 1945. Every aggressor (especially their neighbors) assimilated
both the physical and “the spiritual ambiance” of the Macedonians,
their culture, art, language; or the aggressor destroyed and
grabbed their monuments.

However, already in the difficult conditions between the two World
Wars, several Macedonian artists finished their education in the
then Balkan centers, and some of them even in Paris and Prague.
Their creation involved several modern artistic tendencies and moti-
vations from the Mediterranean artistic treasury: by this, they
inclined towards such artistic expression that could indicate their
artistic and national (then unrecognized) identity. Many engage-
ments of the Macedonian artists even then coincided with the main
tendencies of the European art. Because in the European art, in
addition to the avant-garde tendencies, there were also tendencies
of “returning to the order” and to the antique: evident in the works
of Picasso and Matisse as well. Rooting in the national ambiance of
one’s own birthplace was an important phase in the development of
the Russian avant-garde as well; it was also manifested in the
Flemish expressionism. For the spiritual goals of the suprematism
of Malevich and the abstraction of Kandinsky, the Byzantine icon
had the key significance; Modigliani was also motivated in his works
by this. According to Talbote Rice (1935), the goals and methods of
Byzantine art are similar to those of contemporary art: separately
due to the abstract value that is in the basis of the two phenomena.

Boris Petkovski

With the murals of Martinoski and Licenoski, art in Macedonia
before 1945 took part also in the global rise (from Mexico and the
USA to Europe) of the monumental painting. In this context, twelve
muralist erotic expressions of Martinoski (1935; destroyed) did not
have a counterpart in all the European painting of the 20th century.

After World War Il, Macedonian art was incorporated into the
national, political and spiritual emancipation of Macedonia. The
Macedonian artistic creation was the first one to completely over-
come the dictatorship of the socialist realism: especially through the
modern shaping of the monumental murals of Lazeski; the mosaics
of Mazev and Cemerski, the monuments of Grabul and Hadzi
Boskov. In these works of art and throughout Macedonian art as
well, the history, the myth, the legend, the pain of existence are
expressed as personal inclination; and tradition is experienced as
spiritual impetus: it is conquered critically, so that it can participate
in creative manner in the new aesthetical and style aspirations.
Although Macedonia is a small, economically underdeveloped
country, since 1952 many exhibitions of foreign art have been
shown in Skopje; and many Macedonian artists have been educat-
ed and have exhibited abroad. Modern art (from expressionism and
surrealism to abstraction) has become part of the Macedonian cul-
tural life even before the Skopje 1963 disastrous earthquake.
Therefore, just some months after this earthquake, in 1964, the
Museum of Contemporary Art (MCA), an exceptional driving force
in the Macedonian visual art culture, was established in Skopje.
Since 1970 located in its new building, one of the most contempo-
raneously conceived structures in whole Europe, the MCA has
been communicating contemporary art to Macedonia. Its collection
of several thousands of works of art donated from all over the world,
is the only of its kind in whole South-East Europe. As part of the per-
manent MCA exhibitions, selected works of art of Macedonian
artists were displayed together with the works of the greatest artists
of the 20th century as well. Numerous Macedonian artists have
grown together with the artistic explorations of these last decades
as well, and in correlation with the overall historical position of
Macedonia. Drastically more inopportune than that in many other
European countries, it did not incite immediately any artistic prob-
ing, that had often appeared only in the biggest art centers in the
world, whereby sometimes even one Rome or Paris is not included.
In spite of all this, Macedonian art production is not stigmatized by
any aesthetic or conceptual “delay”. The works of many
Macedonian artists are involved in the contemporary global art ten-
dencies: in Macedonia, the whole structure of the “traditional” mod-
ern art (even with the dadaist and conceptual negations of the
“artism” of creating), all postmodern and “electronic” interpretation
of the epoch have been conquered with their new elaborations. The
youngest Macedonian art of present time, having refined visual
intelligence, transforms the whole civilization treasury into a visual
discourse that speaks of the world with current anthropological,
philosophical and aesthetic awareness. Cantrary to the periodical
theoretical manipulation of it that pretends to “interpret” it, this also
speaks of the continuity of the Macedonian artistic creation in the
20th century.




TonkysauuTe [uiiaH HajnoBeke ro rnegaart kako cken-
TWK KOH YMETHOCTA, KYNTYPHUTE BPeaHOCTH, naejara 3a
cybnumMaToT, NoMmMarbeTo 3a HeCcKOHeHHOCTa Ha YMETHU-
YkUTE Aena Nopagu HUBHUOT NOCTOjaH MaTtepujan, v 3a
MOXHOCTa 3a u3baByBarke Npeky ymeTHocTa. Toj rv uc-
MejyBaiue cuTe OBUE TPaAULUOHANHW W NaTeTU-H1 Uaen
BO HEroBOTO rnasHo geno “fonemoTo ctakno”. Toa e Ta-
MHCTBEHO W EHUrMAaTMYHO Aeno, 3a Koe NOCTOJaT MHOTY-
6pojHM TONKyBarba. TonkyearseTo Ha Muwen Kapyxe
w3rneaa Hajmanky HajpasymHo: obnuKyearbata ro ge-
hvHMpaaT Of4HOCOT Ha YMETHOCTA W HA HejauHnoT(UTe)
rneaad(u) Bo nubnac-malmHa, kage hanycuTe Ha epre-
HATE W Ha BOjHULMTE NO HUBHOTO e4puNU4apcKo niara-
e ce foBedeHu BO ceKcyaneH 3aHec o CTpaHa Ha He-
BecTara, Koja TMe, cenak, HUKOoral He MoXar ga ja ao-
npart. Huexarta cnepma camo 61 6una ussageHa u cun-
TpWpaHa of HoKonagHata MalvHa 1 NoToa - No CTUrHY-
Barse A0 o4uTe - OK Buna pagujanHo ogpaseHa Ha BTo-
POTO CTAKNO Haf, eprexuTe, Kage HesecTara Koja ce oa-
mopa ro sachaka cBoeTo MecTo. PeuuknupaHara cnep-
Ma uaneryea npeky CTaknoTo BO HUKane, He CTUrHy-
BajKkn A0 HeBecTaTa, MaTkara, MOTOpOT, anxemujara Ha
HEeBMHOCTA, UMK - KaKo WTo 6K MoXene fa ja Hape4eTe
- aneropvjata Ha ymeTHOCTa. Hej3MHUTE MOTOPCKU MIK,
o4 MmaTtka, UWIWHAPW OocTaHyBaaT MpasHW. Cenak,
MOTOpCKATa HeBecTa Ke ro MCnpaTti HejsuHMoT napgem
0/ HEj3MHWMOT BaruHaneH KOpuAop Aony A0 epreHuTe,
XpaHejku ja HMBHaTa IbyboBHA noTeHuwja. Buaejkw
BMCTUHCKKTE rnegadyv Ha egdarta cTpaHa Ha CTaknoTo
Moxkat aa 6uaaT BUAeHW of CTpaHa Ha Apyryu BUCTUHC-
KW rnejayn Ha gpyrara cTpaHa M Moxar aa oupar
cnopegeHu co obeneXkaHwWTe epreHn Ha UCTOTO HWUBO,
cWTe Tue npunafaaT Ha uenocHata gecuHuumja Ha
YMETHMHKWOT KOMMMEKC: BO CKenTuuMaMmoT Ha JduwaH
Hema n3basyBatbe Npeky epoTCKUOT MpoLec Ha nocMart-
parbe Ha YMeTHOCTA.

Mo oBa npaiuarse, ¥Mam Mo COMHeBarka 3a BakBOTO
TonKyBarbe. Kora Hekoj ce 061ayBa Aa ja pelun eHurMa-
Ta Ha Apyr HauwH, rnejarkeTo Ha ymeTHOoCcTa MOoXe Aa
6uae nomarnky menaHxonuyeH 6uanuc. Moctojar cnuy-
HocTu nomery “FonemMoTo cTakno” Ha [uwaH 1 nosHarta-
Ta cnuka Ha Pachaen o bpepa, MunaHo, “BeHyaskata
Ha [lea Mapuja" (1503/1504). Bo genoTo Ha Padcpaen,
NMKOT Ha cB. JoBaH, Koj Tpeba Aa ce Bepu camo Nnpeky
cTaBarbe NPCTeH Ha pakarta Ha Mapwja, e onkpyxeH co
MEHCKM W Malku BepuabeHy ceegoun. HuedeH rnega4
He MOXKe Aa 3Hae Aanv HaBMCTUHa BepuAbdaTa MoXe aa
He ce oapXu. MOMEHTOT Npeq camuoT YWH Ha cTasarbe-
TO Ha NPCTEHOT Tpae Be4Ho. [NaBHUTE NUMKOBW Ha NpW-

"FOAEMOTO CTAKAO" u Bpatara Ha "TPAAUBA"

AHTje thoH [paBeHuL

KazHaTa ro UCnonHyeaaT [OMNHUOT [en of cnukaTta,
Jl0fieKa BO rOPHWOT Jlen Ha CrWkaTa ce rojaByBa xpam
CO Mpa3HW MPO30pUM, a He - Kako WTO TpaauuujaTa oum
cakana - boropoguua unu Focnog Ha HeboTo. CeeTyuTe
He ce BO MOXHOCT ga ro JocTWrHat ropHvoT gen. Tue
MHory 6u cakane aa ce sepu boropoguua. XpamoT ja
npetctasysa edemepHaTa sbybos KoH [ocnog w
LipkeaTta. Ho nposopuuTe ocTaHysaat npasHu. CnuuHo,
“FonemMoTo cTakno” ja npeTctaByBa uctata edemepHa
akuWja Koja HaBUCTMHA He MOXe fa Ce 3abenexu: sepy-
BaHeTO BO YMETHOCTA W XKenbarta v fbyGoBTa KOH ymeT-
HOCTa OCTaHyBaaT egHa OeckpajHa “sacra conversa-
zione”, Koja HUKOral He Moxe Aa ce UCronHW. KMcnonHy-
Ba-ETO MOXKe fa buAae camo 3apagu camuoT rnegaq v
Ke 6uae HagBop of 3amucneHarta cnvka. Moe yGeay-
Barbe @ fieKa ckenTuuymamoT Ha Padaen v Ha [luwaH ca-
MO Ke ja QOCTMrHe ToYKaTa Ha UCMONHYBaHeTo Ha rne-
[adqoT BO pAMKWUTE Ha 3aMWCIeHOTO YMETHWHKO feno.

AKO MOETO TOMKyBare @ TOYHO, [uiiaH cUrypHo He 6u
61N CKeNTUKOT 3a KOj Taka 4YecTo ce Bepysa Aeka e. Toj
camo edemMepHOTO noseke 6w ro BpegHysan QTKONKY
maTepwjanusmupaHata ymeTHocT. [enata Ha [uwad
npea “IonemMoTo cTakno” - o0cobeHo pean-mejauTe - Mo-
XaT Aa ce pasbupar Ha cruudeH HauuH. Cywa4yoT 3a
LMLUe, Ha NpUMEp, MOXe Aa ce TONKYBa Kako TMNUYHO
aeno Ha Hewto edpemepHo, Koe ro Hema: AyxoT BO
WWLLETO, BKYCOT 3a ymeTHocTa (bottle-drier = égouttoir,
the absence of taste = égoutter). [juwad ro Hanpasw
MOXHO GorojaBneHWeTo Ha eceHumjaTa Ha yMeTHOCTa,
uanerysajkn og 6GaHanHocTa Ha CeKOjAHeBHWOT
npov3Bo4 Ha nyreTo.

[Ja ce BpaTMMme Ha epPOTCKOTO 3HaYerbe Ha ‘TonemoTo
ctakno”, koe [uwad ro sapwpalue co HeroeoTo HOBO Ae-
no of craxkno HanpaseHo Bo 1937 r. Bo osaa roguHa,
AHape BpeToH, NPOTaroHUCTOT Ha HapgpeanucTute, ro
samonn [uwaH ga 3eme yyecTBO Ha efjHa mana wa-
noxba Ha HaapeanucTudaki npegmeTy. Mako Toj He ce
YyBCTByBawWe MHOry 61M30K CO HagpeanucTure, OuvwaH
ce cnowu ga ydecteysa. Toj ro Hanpasw BNe3oT Ha
nanox6aTa, v ro Hapede “Tpagwea’. Osa ce cocTon oA
nno4a of CTakno BO Koja e wcedeH efeH OTBOp, BO
chopma Ha rbyboeeH nap. MoceTutenute Mopaa aa no-
MWHyBaaT HM3 OTBOPOT W Taka Aa ro nonosHyBsaar obnu-
KOT Ha fbyOOBHUOT nap 3a efileH MHOTY KpaToK MOMEHT.
Camata uaeja bewe ga ce NOTCETW MUHYBAYOT Ha Npw-
kaaHata ‘lpagusa’ Off repMaHckuoT asTop Bunxenm
JeHceH koja @ W TONKyBaHa BO efieH ecej Ha 3UrMyHA
®poja. Osaa npukasHa HU packaxysa 3a efieH mMnaj
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apxeonor Koj e cTpacTBeHo 3arbybeH Bo egHa MpTBa
AeBojka of pumckoTo Bpeme, Mpaguea. Cocema cny-
4ajHo, TOj ycnesa fa Hajae wanea o oBaa oncecwja 3a
MPTBMTE: TO] Ce BreybyBa Bo apyra aesojka, 3oe
Beptraur, Koja Hanukyea Ha pagwea. HueBHWOT npe
HakHex ja npomeHyBa rbybOBTA Ha apxeonoror aa
MpTBUTE BO byGoB 3a xueuTe. OBa ce cnydyysa Ha
CKanuTe Ha XpamoT Ha AMNOMNOH, KOra Ha »ewkoTo
COHLE rpo3HW MyBW rk fonupaat obpasvTe Ha nperp-
HatuwoT nap. No meHyBareTo Ha nokauujaTa oa Mom-
neja o Mapwua, Kage ce oapxa nanoxbarta, Temara
3a lpaguea Gewe TpaHcdopMupaHa BO HejauHaTa
dyHKLUMja: MUHYBAjKW, HA NATOT KOH u3noxbara, Hu3
cMNyeTUTe Ha nNapoT oA npukasHaTa 3a [pagwsa, no-
cetTuTenoT 6M ru sabopaBun MWHATMTE ONCECHMM CO
mpTBMTE W B 6un cnobogeH pa yXuBa BO HOBaTa
YMETHOCT M BO MOes3uWjaTa Ha HajapeanucTUYKarTa
ymeTHocT. PeaynTatoT 6u 6un - kako WTo bewe xen-
bata Ha BpeToH - noceTuTenuTe Aa GWUAAT BO MOX-
HOCT fa ru sagpat cBouTe dpycTpauun. Bo KycuoT
MOMEHT NpW BNerysawkeTo BO ranepujara, ymetHocTa
3a [pagvea n noceTUTeNoT 61 ce CUHXPOHW3MpAane BO
e/1eH NCUXOAHANWTUYKK NPoLUec Ha camoneKkyBame.

He mozam ga ro emaam ckentuumamoT Ha duwad n 8o
OBa f1eN0, Kako WTO HEKOW MMaa cyrepupaHo, Ho ja
rnegamM Herosarta »xenba ga ce AucTaHUMpa o4 Ma-
TepujanoT 1 ga ce NpubNKMKK WTO & MOXKHO NobnnckKy
co eheMepeH W\, cnu4eH Ha BorojasneHue, npouec Bo
ymeTHocTa. [Juwan Moxe ga ce rmega, ako ce npuda-
TV OBOj apryMeHT, Kako NMPeTXO4HWK Ha YMEeTHUUMTE
og TunoT Ha Josed bojc, Pobep Gunuy v matnuara Ha
Daykeyc, KoHUenTyanHuTe YMeTHULW, YMETHALMTE Ha
NeHg-apToT, W yMeTHUUMTEe Ha nepdgopmaHcoT. Bo
AedhvHUpakeTo Ha 04HOCOT NoMery yMeTHocTa W rne-
AayoT KOj yYyecTeyBa, OBME yMeTHWUM Gea Haco4eHu
KOH HEpenpeseHTaTMBHOTO 3Ha4erse W ro Hanpaewja
MOXHO DOrojaBneHneTo Ha eceHymjaTa Ha XMBOTOT W
YMEeTHOCTa, W3nerysajku of 6aHanHWoT W cekojgHe-
BEH MpPegMeT WM Mmatepujan, Kako WTo Beke llemc
Llojc u ce Hagepale Ha no4eTOKOT Ha 20-TMOT BeK.
Cé ywTe nocTojaT yMmeTHULM KOW ce HaaesaaT geka
cekynapHoTo 6orojaBneHve Ke ce cny4u, a Koe Ke ro
OTBOPW WM ocnoboaw yMOT Ha rnegaYor.

Mapcen fQuwan, Bpatara Mpagusa co AHgpe BpeTon, 1937
Marcel Duchamp, Gradiva Door with Andre Breton, 1937




Interpreters of Duchamp mostly see him as a skeptic about
art, cultural values, the idea of the sublime, the notion of the
infinity of words of art because of their everlasting material,
and of the possibility of deliverance through art. He was
mocking all these traditional and pathetic ideas in his princi-
pal work “The Large Glass". It is a cryptic and enigmatic
work, of which numerous interpretations exist. Michel Car-
rouges’ interpretation seems at least the most reasonable:
the figurations define the relationship of art and its viewer(s)
in a libido-machine, where the phalli of the bachelors and the
soldiers are brought into sexual rage by the bride which,
they, however, can never reach. Their semen would anly be
extracted and filtered by the chocolate-machine and then -
on reaching the oculi - would be radially reflected to the sec-
ond glass above the bachelors, where the reclining bride has
her place. The recycled sperm shoots through the glass into
nowhere, without reaching the bride, the womb, the motor,
the maiden alchemy, or - as you might call it - the allegory of
art. Her motorical or womb cylinders remain empty.
Nevertheless, the motorical bride will send her perfume out
of her vaginal corridor down to the bachelors, feeding their
electrical love potency. Because real spectators on one side
of the glass can be seen by other real spectators on the
other side and can be compared with the configured bache-
lors on the same level, they all belong to the whole definition
of art-complex: in Duchamp's skepticism there will be no
deliverance by the erotic process of seeing art.

On this point, | have my own doubts on this interpretation.
When one tries to solve the enigma in different manner, see-
ing art might be a less melancholic business. There exist
similarities between “The Large Glass" of Duchamp and the
famous painting of Raphael in the Brera, Milan, “The
Marriage of the Virgin Mary" (1503/1504). In the work of
Raphael, the figure of Saint John, who is about to be married
by just giving the ring to the hand of Mary, is surrounded by
female and male wedding witnesses. No viewer can know if
the marriage really could part. The moment before lasts for-
ever. The principal figures of the story fill the lower part of the
painting, whereas on the upper part of the painting, a round
temple with empty window arises, and not - as tradition
would want it - a Madonna or God in heaven. The Saints are
unable to reach the upper part. They would very much like to
marry the Madonna. The temple represents the ephemeral
love to God and the Church. But the windows stay empty. In
similar way, “The Large Glass" represents the same
ephemeral action that really cannot be seen: the belief in art
and the longing and love for art stay a never-ending “sacra
conversazione” that never can be fulfilled. The fulfilment can

“THE LARGE GLASS” and the “GRADIVA” Door Through Glass
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only be the viewer's own sake and will be outside the imaged
painting. It is my conviction that the skepticism of Raphael
and of Duchamp will only reach the point of the viewer’s ful-
fillment within the imagined work of art.

If my interpretation is correct, Duchamp would certainly not
be the skeptic that he is so often believed to be. He would
only esteem the ephemeral higher than the materialized art.
The works of Duchamp before “The Large Glass” - especial-
ly the ready-mades - can be understood in similar manner.
The bottle-drier, for example, can be interpreted as an
emblematic work about something ephemeral, that is miss-
ing: the ghost in the bottle, the taste for art (the bottle-drier =
égouttoir, the absence of taste = égoutter). Duchamp made
the epiphany of the essence of art possible coming out of the
banality of the every-day product of men.

Let us return to the erotic meaning of “The Large Glass”, that
Duchamp varied with his new glass-work made in 1937. In
this year André Breton, the protagonist of the surrealists, as-
ked Duchamp to participate in a small show of surrealist ob-
jects. Although he did not feel very close to the surrealists,
Duchamp agreed to take part. He made the entrance of the
exhibition. It consists of a glass panel in which a hole is cut
out, shaped as a couple of lovers. Visitors had to pass thro-
ugh the hole and thus fill the shape of the love-couple for a
very short moment. The idea was that the passing visitor
would be reminded of the story “Gradiva” by the German wri-
ter Wilhelm Jensen and interpreted in an essay by Sigmund
Freud. This story tells us of a young archeologist who is pas-
sionately in love of dead girl named Gradiva, from the Ro-
man era. By pure chance, he is able to find a way out of this
obsession for the dead: he falls in love with another girl, Zoe
Bertgang, who resembles somewhat Gradiva. Their first kiss
changes the archeologist’s love for the dead into a love for
the living. It happens on the steps of the temple of Apollo,
when, in the heat of the sun, ugly flies touch the cheeks of
the embracing couple. On changing the location from Pom-
peii to Paris, where the exhibition took place, the Gradiva-
theme was transformed in its function: passing through the
silhouettes of the Gradiva-couple to the show, the visitor
would forget past obsessions with the dead and would be
free to enjoy the new art and the poesy of the surrealist art.
The result would be - as was Breton's wish - that visitors wo-
uld be able to detain their frustrations. In the short moment
of entering the gallery, the Gradiva-art and the visitor would
coincide in a psycho-analytical process of self-healing.

| cannot see the skepticism of Duchamp in this work either,
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-Duchamp’s heritage between doubt and deliverance-

as some have suggested, but | do see his wish to get rid of
material and come close as possible with ephemeral and
epiphany-like process in art. Duchamp can be seen, when
one accepts this argument, as the fore-runner of artists like
Joseph Beuys, Robert Filliou and the mainstream of Fluxus,
Conceptual artists, Land artists and Performance artists. In
defining the relation between art and the participating view-

er, these artists were aiming towards the non-representa-
tional meaning and made the epiphany of the essence of life
and art possible coming from the banal and everyday-like
object or material, as already James Joyce did hope at the
start of the 20th century. There are still artists hoping that a
secular epiphany would take place, that would open or free
the viewer's mind.

Padraen, Bepugbara Ha Mapuja (Le Sposalizio), 1503-4, cnuka Ha nno4a, Munaxo, bpepa
Raphael, The Marriage of the Virgin Mary, 1503-4, painting, Milano, Brerra
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TPAH3ULMJA

HauuHoT Ha pa3bupar-eTO Ha CBeTOT Ce U3MEeHW 0f UCTO-
PMCKW AWjaxpOHWUCKW BO COBPEMEHO CMHXPOHWCKW, NPeKy
6p3MOT pacTex Ha TexHonorujara Ha KoMyHukauuuTe Bo
20. sek. OBaa NpoMeHa Mopa fja € MHOry 3HadajHa kora
ja npeucnuTyBame ymeTHOCTa Ha 0BOj Bek. YwTe oA 19.
Bek Oelle peneBaTHO NpawarkeTo 38 MCTOPUCKWMOT pas-
BOj Ha ONWTECTBOTO, COMMNACHO uaejata Ha eBonyyujara.
VmeTHocTa felwe noep3aHa co aBaHrapgHu U MOAEepHM-
CTUYKM ABWXKEH:a, HO M €O HacTojyBarbeTo ga ce Gapaar
YyMETHUYKM HOBOCTH, ce Ao 50-TuTe n 60-TuTe, Aypy v 0B-
[e Bo JanoHuja.

Ho paboTuTe ce npomenvja. Bo AeHelwHo Bpeme, CTaHyBa
nosHa4ajHo Aa ce TONkKyBa OHa WTO cera ce cny4ysa BO
CBETOT, 0 pPasnuyHK 1 NOWWPOKK rneguiTa, 0TKONKY Aa
ce noTnvpame Ha UCTOPUCKWOT Pa3BUTOK Camo CornacHo
naejata Ha nporpecoT KO]E Hema Beke nosuTueHa onpe-
Aenba. Osaa TpaHauumja Hé Tepa Aa MUCIIMME MoBEKe Ha
CAWYHOCTA UMW PasnuKaTa WTo MoXat ga éugart oTkpwu-
EHW NpeKy COBPEeMEHAaTa YMeTHOCT BO pasnuyHuTe ce-
TOBW, OTKOMKY Ha UCTOPUCKWOT KOHTEKCT Ha yMeTHoCTa.

TRANSITION

The way of comprehending the world has shifted from histori-
cally diachronic to contemporaneously synchronic, through
rapid growth of technology of communications in the 20th cen-
tury. This shift must be important when we reconsider art in
this century. Since the 19th century, it had been expected how
society was to be developed historically under the idea of evo-
|ution. It had been related to art movements of avant-garde
and modernism as well as the tendency to look for novelty in
art until the 1950 or 60's, even here in Japan.

However, things have changed. Presently, it becomes more
significant to interpret what is happening in the world from dif-

ferent and wider viewpoints, than to expect historical develop-

ment exclusively from the idea of progress that has no more
positive destination. This transition is making us think more

about what similarity or difference can be found out, through
contemporary art, of the different world, than about the histor- |
ical context of art.
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O Kasapa, Jex. 23, 1983, 1983, macno Ha nnaTtHo - On Kawara, Dec. 23, 1983, 1983, oil on canvas



3HAETE,

NPBUTE NUMEHKN
CO NKUBO Ce
nojaswune BO

30-T1Te roguHu
BO AMepuKa.

(The New England Encyclopedia of Beer)




