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Fronemortro ctTakno 6poj 6

Konky noseke ce npubnuxysa KpajoT Ha BEKOT, TOJIKY NOrosiemo ctasyBea
He3a4o0BONCTBOTO OA NOCTOEYKaTa cuTyauuja BO CBETOT Ha noseke
NNaHoBM (AecTpykumja, 3arpo3eHOCT Ha eAnHKaTa, 3arafyBarbe, eHTpPonuja,
XeremMoHM3am...) U TONKY NOHAcTOjuMBM Ce npalwarsata BO obnacta Ha
BWU3YENHUTE YMETHOCTM: Kako Ja ce u3nese o4 aHaXpoHU3MUTE KaKBM WTO
ce MoAepPHU3MOT 1 NocTMoAepHU3MoT? LLITo no HUB? HecomHeHo e aeka e
notpebHa NMPOMEHA (CHANGE). YmeTHOCTa € Aen 04 )XMBOTOT LWTO MOXEe
Aa 6buge natokas KOH APYroTo MOXHO M [ia ja Haco4u npomeHara.
AuckycunTe 3a Toa Kakea Tpeba ga buae npomeHaTta ce cé nosayecTeHv
BO nocrnegHasa Aekapna. Teopetudapute kako Cyau Mabnuk, XKan-Mbep
MapTteH, Tomac Mekesunu, [lejsug Majkn NlesuH, Xan ®octep, ApTyp flaHto
W Ap., Ha Pa3nuYHN HA4YUMHK (BO CMUCNA HA NWHU|A HA KOHTUHYWUTET) ce BO
COCeAcTBO HA ugeuTe Ha AZopHO unu Ha Mupya Enujape. bes pasnuka
Ha BapvjayuuTe BO NPUCTaNUTE HUBHUTE OPUMEHTaUMU BOAAT KOH:

- NOBTOPHO OCBOjyBare Ha cnobogara 3a Aa ce W3BplwuW NpomMeHa Bo
cerawHarta cutyauvja;

- 3aMeHa Ha MHAUBMAYaNHWOT (eroTto) CO KOMEKTUBHWOT cTas
(NPUNUTOMYBatbe Ha XereMOHW3MOT, EBPOMNOLEHTPU3MOT, NaTpujapxanHuoT
MoZen, oTyfysareTo, MexaHuynamoT, MaTepujanusMoT, pyTuHaTa,
CTEepeoTUNUTe, AeTEPMUHUCTUYKUTE TpaauLuK);

- NOCTUrHyBar-e eAMHCTBO Ha CUTE peneBaHTHN (hakTopK BO XXUBOTOT, €AeH
814 Ha KOCMUYKO EAVHCTBO, Aa Ce crojaTt NyKHaTuHUTe U Aa ce nospaar
n3rybenuTe BpCKM Mery HewTaTa,;

- UCTpaXKyBarbe Ha KOpeHWUTe Ha BUTUeTO U HewTaTa;

- gobnuxyBatrbe 40 apxXxeTurnckute hopmu (0ApXKyBarbe 1 0XuByBarse Ha
puUTyanuTe, Heryearbe Ha 4yBCTBOTO 3a boxxecTeeHaTa cTpaHa Ha XXUBoToT,
CTUMYNMpPare Ha umarvHayujata, MUTOT, COHOT W BU3uWjaTa, Maru4HoTO
4yBCTBO 3a nepuenuuja, NOTTUKHYyBarLe Ha xenbara);

- BOCNOCTaByBare Ha NpeKUuHaTutTe Mery4oBe4YKu penauuuv rnpexy
WHTEPAKTUBHOCTW, MHTErpauuM, KOMyHuKauum Bo cmucna Ha o6HOBEeHO
4yBCTBO 3a 3aeAHuLarTa, NnapTHepCcTBO, copaboTKa;

- NoronemMa MHBONBUPAHOCT Ha TBOPELOT BO OMWTUTE U penesaHTHUTe 3a
YOBEWTBOTO aKTyenHu npawarba v npobnemu ( couujaneH, NoauTUYKu,
hunnocodckmn, EKONOLWKN U MOpaneH aHraxmad);

- CO34aBarbe Ha KONMEKTUBHU NPOEKTU U YMETHUHKWU Moaenu/napagurmu,
He Ha HUMBO Ha ApXXasa WNK Hauwmja, TYKY Ha HUBO Ha YOBELWTBO;

- co3jaBarbe Ha YMEeTHOCT BO Koja nybnukata ke tuge akTUBeH
y4ecTByBaYKu aen.

OBoj 6poj Ha o1EMOTO CTak/1I0 TemaTCKW e NOCBeTEeH Ha oBue
3anpalwaHocTu. [NaBHUTe TEKCTOBW Ce OPUEHTUPaHW Ha cuTyauujata go
ocympgeceTTuTe Bo Makegonvja (4-p Bopuc MNeTkoBCKU) OAHOCHO Ha
cocTojoute notoa ( Hebojwa Bunuk). Hekon npumepun Ha “ymeTHoOCTa CO
penayuja” Bo MakegoHuja ce nocebHo Harnacenu (XKaweta Banrenw,
AnekcaHgap CtaHkoBcku, Tome Ayuvescku u Vrop Tolwwescku), a npesoguTe
Ha TEKCTOBWUTE Of CTPAHCKUTE TEOpeTu4apu ce KOMMNIeMeHTapHa crmka
Ha TemaTa, KOpPEecnoHAMPajKM Ha CBOj Ha4MH co npobnemaTusupaHaTa
marepuja.

Bo uaeecHa cmucna, 61okosuTe 3a Mera u3noxoute u nkictanauumre (Ma-
puHa AbpamoBuKk U ®dnykcyc), npukaxaHu so Ckonje, ce BO MHTUMHO
COCEeACTBO CO TemaTa Ha CnucaHueTo.

CuTe oBWe NPOLIMPEHM NpUcTanyBara Ha oBaa npobnemartuka, Konky u
Aa OTKpWMBaaT CBOEBMAHA HEO-yTOMMCcKa nosuuuja, cenak sepysam geka
MOXaT ga bugaT nuHuja Ha npeasBuayBama, efeH BuA npoexuuja unu
MOXXKHa NPOMEeHa, OTBOparbe NaT KOH Hekaksa nowHaksa WaHuHa.

Coroa Abayvesa
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The closer is the end of the century, the greater is the dissatisfaction
with the existing world situation in many areas (destruction, risks for
the individual, pollution, entropy, hegemonies ... ) and the more per-
sistent are the questions in the area of visual arts: how to find the way
out from anachronisms such as modernism and postmodernism? What
is beyond them? Undoubtedly a CHANGE is needed. Art is part of life
that may serve as a signpost to other potentialities and to direct the
change.

During the last decade there have been more and more debates on
the very nature of the change. Theoreticians like Suzi Gablik, Jean-
Hubert Martin, Thomas McEvilley, David Michael Levin, Hal Foster,
Arthur Danto, etc., in various ways (in the sense of line of continua-
tion) are very close to the ideas of Adorno, or of Mircea Eliade. Re-
gardless of the variaitons in the very approcah, their orientations lead
to:

- renewed acquiring of freedom in order to make changes of the
present state;

- substitution of the individual (the ego) with the collective stance (tam-
ing of the hegemonies, the Euro-centrality, the patriarchal model, the
alienation, the mechanicalness, the materialism, the routine, the ste-
reotypes, the deterministic traditions);

- unifying all relevant factors of life, a kind of cosmic unity to unite the
ruptures and to connect the lost ties between things;

- exploration of the roots of the being and of the things;

- getting closer to the archetypal forms (maintaining and enlivening
the rituals, fostering the feeling for the divine side of life, stimulation of
the imagination, the myth, dream and vision, the magic feeling for
perception, stimulating the desire);

- renewal of the disrupted interpersonal relations through interactions,
integrations, communications in the sense of a renewed feeling for
the community, the partnership, the cooperation):

- greater involvement of the author in general, and relevant for man-
kind, current issues and problems (social, political, philosophical, eco-
logical and moral engagement);

- creating collective projects and artistic models/paradigms, not on
the level of state or nation, but rather on the level of mankind;

- creating an art where the audience will be its active, participating
part.

This number of “The Large Glass”is thematically dedicated to these
issues. The orientation of the main texts is on the situation in Macedonia
until the 80's (dr. Boris Petkovski), and the state afterwards (Neboisa
Vilic). Some examples of “art with relation” in Macedonia have been
particularly underlined (Zaneta Vangeli, Aleksandar Stankovski, Tome
Adjievski), while the translated texts of foreign theoreticians are comple-
mentary picture to the theme, corresponding in their own way with the
issues in question.

In a way the parts concerning the top exhibitions and installations
(Marina Abramovic and Fluxus), shown in Skopje, are very close 10
the theme of this magazine.

Still it is my belief that all these extensive approaches concerning this
subject matter, no matter how they reveal a unique neo-utopian pos:-
tion, can represent a line of predictions, a kind of projection or pos-
sible change, opening the way toward some differentfuture.

Sonia Abadjieva
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A-p Bopuc MNeTkoBCKH

KAPAKTEPOT
HA
AHFTAXWUPAHATA
YMETHOCT

BO
MAKELOHUJA

[onro Tpaele 4yBCTBOTO Ha U3aaeneHocT
01 eBPONCKUTE OBOBEKOBHU YMETHUYKU
TEKOBU: Ce TeMenewe Ha (hakToT geka BO
HOBUTE WCTOPUCKMW OKONMHOCTW Ha U3rpag-
6arta Ha coyujanuamoT (no 1945) so nopa-
HewHa Jyrocnaeuja u MakegoHwja, ymert-
HOCTa NpBO NognagHa noj AKTaT Ha KpajHo
nparmaTtuyHa nonutudka akuyuja. Co Hea
yMETHOCTa Ce NpeTBOpWU BO aKTUBEH,
[AeJCTBEH UHCTPYMEHT Ha CUTEe APXKasHW,
MOMUTUYKK, COUMjanHM U AYXOBHN NPOEKTH
Ha Bnajeavkara nonuTU4Ka cuna Bo Toa
speme: KMJ. HejauHaTta npsa nosoeHa
akuuoHa nporpama HeoTMOBUKNUBO U
HanoXwu Ha yMeTHOCTa Kaj Hac Aa y4ecTeyBa
BO NpoKnamupaHwTe napTUCKW uyenu:
uarpagba Ha onwWTecTBO Ha Ae3anueHupaHn
YOBEYKM NIMYHOCTY WTO Ke BNajear co cute
CBOM AyXOBHU MOKM; Kou (cnopea Mapkc) ke
6uaaT mefy ApyroTo WU NPou3BOAUTENU Ha
ecTeTckoTo. CTpemexoT KOH Taa uaeanHa
(XyMaHUCTUYKA, YyTONUCTNHKA?) naHWHA, ce
oCTBapyBalie BO CTBapHOCTA Ha AHeBHaTa
NONUTMYKA NpakTWKa Taka WTo cute
TBOPEYKW npojaesu 6ea NOTYUHETU Ha [or-

Bopko Nazecku, HOB so Makegonuja. (ppecxa. 1956
(yHuwiTena), XKeneaxuuka cranmya Cronje

Borko Lazeski. The National Liberation Warin

Macedonia fresco (destroyed), Rallway station Skopje

MaTa Ha counjanucTUYKWOT peanusam.
HeroBMOT €CTETCKM peayKUMoHM3aMm:
UCKNY4YUBOTO NpU3HaBarbe Kako yMEeTHOCT
coOABEeTHa Ha npupogara Ha couyujanuc-
TUYKO- KOMYHUCTUHKMOT NPOEKT Camo OHaa
WTO M Hacneauna BpPBHWTE BPEHOCTM Ha
peanucTu4KaTa YMETHOCT HU3 BEKOBU, Taa
WTO Ke Ouae WHTepHauywoHanHa no
cogpkuHa (3a cekoj YoBek), a HauvoHanHa
no copma, Tpebawe ymeTHocTa Aa ja
nNpeTBOpPW BO CWUMEH UHCTPYMEHT Ha nonu-
Tuyka nponaraHga. fla obpaboTtysa TeMU
LWTO HeMoCpeaHo Ke AejcTeyBaar Bp3 cBecTa
Ha macuTe 3a Aa rm cnegart v ocTeapyeaar
[HEBHUTe, eTanHu 3aga4qm Ha obHoBaTa M
uarpagbara Ha 3emjata. Jyrocnasuja -
MakegoHuja Kako efHa oA Hej3uHuTe
degepanHn eanHuLmM - 6ele HeCOMHeHO
Mefy OHWEe eBpOMCKW 3emju WTo npeTpnea
Hajy)acHu (uanyku pasypHysarea v Kou
MMaa Hajronemv HoBe4Ku XpTeu 8o BTopata
cBeTcka BojHa. HuBHUTE gumeH3uu bea
pesynrtaT HajMHory Ha 6e3munocHuTe
penpecanuu Ha (hawncTUYKUOT OKynaTop
(repMaHcKuoT, UTanujaHcknoT, Byrackuor,

YHFapckKuoT), npean3sukaH CO CUMHUOT U
MHOrY BUAEH OTNOP NPOTUB HEro: PakoBOAEH
npeg cé og KomyHuctuykara naptuja, Toj
6ele NoMH CO BOEHW WU APYrh enu3oaun Ha
BMCOK Mopar, xpabpocT, natpuoTtusam. Ho
ce oABMBalIE BO UCTO Bpeme W cBoeBuaHa
couujanHa pesonyumja, Kako xecToka n 6e3
KONPOMMCHA MpecmeTKa 1 co copaboTHULUTE
Ha OKYNaTopOT 1 CO KNACHWOT HenpwjaTten :
npea ceé co npegsoeHaTa bypxyasuja u co
KanuTanucTUHKUTE EKOHOMCKU 1 couujantm
CTPYKTYpU. ENckuUTe MOMEHTU: Xepojckute
WKW Taka Benvm4aHu enn3oamn u IMYHCTA 04
4eTUPUroguLIHaTa HapoaHO ocnoboguTenHa
BOjHa; AeJHOCTUTE W HarnopuTe 3a 06HoBa Ha
3emjaTa v Hej3MHOTO LieSIoCHO U3rpagyBsarbe
(cTonaHckKo, MOMUTUYKO, COUunjanHo,
00pa30BHO), 68a OCHOBHWU W HANOXMUTENHU
TeMu 3a NIMKOBHATa W ApyrnTe YyMeTHOCTW.
3a MakegoHUUTe CUTE OBUE UCTOPUCKU
npecepTv uMaa U egHa cneuuduyHa
BpeAHOCT: 6apem BO efleH Aen Ha MakeoH-
ckaTa eTHu4ka Teputopuja (Bapgapcka
MakenoHuja) 6ewe ocTeBapeHa v nonHa
HayuoHanHa cnoboga; cnobogHa ynotpeba



1 pa3Bsoj Ha MakefoHCKMOT ja3uk n Ha cute
apyru TBOpedku aejHoctu. OTTyKa, Make-
AOHCKUTE YMETHULM (TWe Toa ro nokaxkaa u
BO TEKOT Ha BOjHaTa) rv 4yscTByBaa OBUE
HacTaHW ¥ Kako CBOj NaTpuoTCKU TBOPEYKM
noTTUK. Ho BO TWe NpBU MOBOEHW FOAUHK
CeKako He HacTaHa HWUTY eaHO Aeno wTo
MOTMBCKUOT aHraXXmaH ro 34pyXu u co
aHraXMaHoT 3a BUCTMHCKM HOBA U MOZepHa
nukosBHa obpaboTka. 3owTo 0cob6eHO Ao
1948 roguHa (M Hekoja roguHa noTtoa),
YMETHUHKOTO TBOPELUTBO (KaKo U CUTe Apyru
obnacti Ha XuBOTOT) 6ewe 1 Kaj Hac noa
CWNHO BfiMjaHWe Ha cBeTckaTa YMeTHOCT.
MoToa (co pezonyumjaTa Ha KOMyHUCTUHKOTO
WHhopmbupo 4uj 4ned 6ewe n KIMJ) aojge
[0 jaBHO, UHTEepHaynoHanuanpaHo (no-
CNYWHO ro cnegea CUTe KOMYHUCTUHKK
napTum BO CBETOT) UCKNy4YyBarbe Ha
KomyHucTuykaTa naptuja Ha Jyrocnasuja Ha
4yeno co Jocun Bpoa Tuto: a nopagu
npeAaBscTBO Ha COUMjanUCTUHKUTE Lenu u
peBM3OHM3aM 04 CuUTe BUAOBK, oA
3aegHuuyaTa Ha 6paTcKkuTe KOMYHUCTUYKN
naptum (1948). OBaa npesese 1 pa3HOBUAHU

hopmu Ha penpecanuu NpoTUB Jyrocnaewja,
LieN0CHO BKNONEHW BO onwTtara cuTyauuja
Ha cTyfeHaTa BojHa. Taka W 3anagHvoTr
AEMOKpaTCKW CBET NOCTENEHO M CO npeTnas-
AMBOCT (HWUTY AeHec He ce npasarT cylTec-
TBEHW pasnvkn Mery HekorawHa Jyrocnasuja
M OCTAHaATUTE COUMjaNUCTUYKK 3eMjn) ru
HaagMWHYBalle CBOUTE pe3epBu cnpema
3eMjaTta-oTnagHvk o4 6N0KOT Ha peanHuoT
counjanusam.

HecnopegHo co Toa, BO jyrocnoBeHCKO-
MakKeAoHCKaTa CTBapHOCT 3anoyHa
AuHamu4eH npouyec Ha npeobpasba Ha
cuTyauujaTta Bo koja ce passusatue no 1950/
52 roguHa nukoBHaTta ymeTHocT. MNoctene-
HaTa nparmatuyHa nubepanusaumja Ha cuTe
cdepu Ha XUBOTOT, OBO3MOXK BO Makeno-
HWja HeNPeKWHaTo Aa ce paseuea cnoboaara
Ha (hOpPManHoO-CTUNICKOTO UCTPaXyBatbe,
6e3 orneg Ha MOTUBOT. Taa TBOpe4yka
aTtmocdepa (Bo wecrarta geuyexuja) ja
ucKaxkaa Hu3a LpTexu n crnuku Ha Hukona
MapTUHOCKM: AUOHW3UCKKM BNUKOT Ha
YMETHUKOBUTE MOAEPHW NTIMKOBHU UCKa3M 3a

CUTE NNYHM NOPUBU N KONEKTUBHU TPEBOTU,
Taka » HameTHaTUTE TeMu: Aypu U BO
MOHYMEeHTanHaTa yMmeTHOCT (NpeuTe hpecku
1 Mo3auun Ha bopko Jlasecku kako npumep
3a T0a), BeKe BO LecTaTtTa JeueHuja ctaHa
rofieM NpPeavsBuK W BO HUB Aa Ce UcKaxe
cnobogHo oabpaHvoT mogepeH uspas. N go
AEHec Tpae Toraw 3ano4HaTuoT npoLec Ha
MoCTOjaHO NpeBpeaHyBabe Ha UCTOPUCKUTE
HacTaHu, rnopudukaumjata 4ecto e
3aMeHeTa CO CypoBa peBu3Mja Ha HUBHUTE
pesyntaTtu: gpamata Ha noeauHeuoT BO
BMTENOT Ha uctopwujarta, cybjeKTusHUTE
natuna v emouyuu ctaHaa nNpeausBuK Ha
YMETHUYKOTO TOSMKYBaH-e; MUTOT M NnereHaa-
Ta, Konuanja unu nNpoTkKajysarbe Ha pean-
HOTO W paHTacTUYHOTO, MopAen 3a
NUKOBHOTO Ha HOB Ha4uWH Aa XWBEe co
MMHATOTO M cerawHocTa. Toa ro oTkvMea
KpajHO peayuupaHuoT, eBOKaTWUBEH,
Hagpeanuc-TU4KK Unmu cumBonuyeH cocTas
Ha cnukute Ha Cnace KyHoBcku (Jlorop,
1960), Ha lNeTap Mazes ([Norpeb, BojHa), Ha
Borombyb MBkoBuk (Hawarta pesonyuumja,
1961) uTH.



Taka Taa Hawa cneyuu4HoCT AeHec ce
nokaxysa cocema novHakea. Cekage BO
Espona: 3Ha4u 1 HaABOp Of 3emjuTe Ha
McTouHnoT 6n0K, Kage umawe CUnHu
KOMYHUCTUYKMU napTum (Bo ®paHuwuja,
Wtanwja, AHrnuvja) Tue gonro 6ea nocTpoeHu
noA LenocKHa (naeonowka, nonTmHKa utH.)
KomaHga v nocnywHocT Ha CeeTtckarta
KOMYHWCTUYKA napTuja (Ha 6onwesuuuTe).
Toa Baxkewe 1 3a cuTe npallarba Bp3aHu 3a
ymeTHocTa. OTTyKa, ceTa HUBHa MaeonoLw-
KO-napTucka anaparypa: og unocodcko-
ecTeTckara Mucna v yMeTHuYKaTa KpuTuka,
[0 BECHULUMTE W cneuujanuaupanTe cnmcaHu-
ja 3a nuTeparypa v ymeTHocT, 6eckomnpo-
MWUCHO W cnegea v noctynatuTe Ha
couujanuc-TU4KMOT peanusam. Tve um 6ea
337ja/1eHU U HAa CUTE YMETHULM - YNIEHOBU Ha
opadenHa naptuja, o4 HajaHaqajHuTe TBopuM,

FIC. 55

Na6no MNukaco Cranun 1953, uprex
Pablo Picasso, Stalin, 1953, drawing

[0 amaTepuTe u guneTaHTuTe. Taka v ejeH
oA BPBHWUTE BTEMEeNnysa4u Ha MofepHarta
YME@THOCT BO 0BOj Bek, lNabno lMNukaco: yvja
epHuka (1937) cTaHa mofepeH nnacTuyeH
cumbon Ha OTNOpOT cnpema almamoT 1
MOZEnN 3a MHOryCpOAHU OCTBapyBarba, Kako
yneH Ha KIMN® Ha Hekonky naTv ce coobpaau
CO napTuckaTa nonuMTuKa U Kako Teopeuy.
JogeKka HATY ejeH MakeOHCKM YMETHUK: 1

BO BpPEMe Ha Hajronemara 3asBuCcHOCT 04
CCCP, He ro npeTvcTaBu BO Koja U 4z €
dopma J.B. CtanuH, MNMukaco Hanpasy
HEKOJKY LUPTEXW CO HeroBMOT MUK, ro
co3gage v rynaboTt Ha MUPOT, WTO CTaHa
Aemarowkn nponaraHgeH cumbon Ha
ceBeTckara nonuTuKa; a Takea e U cnuvkara
BojHata Bo Kopeja (1951), cBoesuaHa
KybucTuyka napadpasa Ha Noja u MaHe. Co
MOAEPHUOT NUKOBEH ja3uK, €O KOj v
co3gage cuTe CBOW Aena, KOMYyHWCTOT
®epHaH Jlexxe no BropaTa cseTcka BojHa BO
HW3a [Jena ro Benu4a TpPyaoT M
paboTHM4kaTa Knaca. A cnucaHweTo 3a
nutepatypa M ymeTHcT Les Letters
francaises : uzgaxve Ha KMo, ypeaysaro oa
nucarenot Jlyj AparoH (Toraw anonoreT Ha
coumnjanuTUYKMOT peanusam), npasu
TONEPaHTHU TEKCTOBW 3a ancTpakTHaTa

“Stalin” by Picasso, from Les Lettres francaises, March 12-19, 1953

yMeTHOCT, objaBu Aypw BO MOYETOKOT Ha
cegmaTa geueHuja. MNogouyHa ABWXKEHETO
Supports Surface Ke caka BO puroposHara
penpoayKuuja Ha (ancTpakTHUOT) CIIMKapCKu
n3pas ga r BTKae CBOUTE MapKCUCTUHKO-
NeHUHUCTUYKK onpeaenéwm (Vingt -cing ans
d'art en France, 1986). U Bo UTanuja
KOMYyHUCTUYKATa napTuja Hzoiojysawe aa
npvBneYe BPBHU NHTENEeKTyanuu u Teopuv:

10

#OT SCTETCKM OCTPAKM3aM OTTYIU

= Taka WTOo KOH

OSUeHWa eAuHCTBe-

~ea bewe PeHaTo
o

lyTy3o: co csojoT NPOMUCEH NUKOBH
MoaepHuaanm (mery Muxkaco v eKCNPecUBHUOT
peanu3aMm) TOo, 06padoT¥ U MOTUBU CO
nocebHa nopaka 2 BOjHaTa, 3a

napTU3aHcKaTa repuia, Kaksu WTo ce
obpaboTyBaa 4 BO cCeTa KOMyHUCTUYKA
WcTouna Espona

HoToraw un Bo MakepoHuja 6ea pasropeHu
nonemukute (1954), a noToa HanuwaHu v
KPUTUKW 3a ancTpakTHaTa yMeTHocT: Taa( v
APYrv BUAOBM HA MoAepHaTa yMeTHOCT,
BUAEHW U Ha peauua CTPaHCKKU U3noxom Bo
Ckonje u npeg 1963), cTaHa Ha4yvMH Ha
NMUKOBHO MUCNere W TBOpEeHe WU Ha
MakeoHCKUTe yMeTHUUM. Ho co npobusoT

Hukona Maprusocku, Jesojka 8o kagheara, 1930, ypTex
Nikala Martinoski, Girl in & Cafe, 1930, drawing

BO MOAEpHaTa yMeTHOCT: BO eKCnpecu-
OHU3MOT, CMMBONN3MOT, HagPeanusmoT,
ancTpakuwjara, Tue ce aHraxvpaa (MakoTp-
NHO, HU3 TBOPEYKM AUNEMU U Nopasu) Npes
cé 3a coBnagyBarbe Ha HejauHaTa theHoMe-
HOMOWKa NpupoAa 1 3a OTKpuBare Ha
HejauHaTa AyxoBHa cmwucna. Taka ce
oAHecyBaa W Kora ja uckaxysaa concrse-
HaTa eraucTeHumjanHa mMadHuHa v Kora Hea



ja npeTonysaa Bo 3aAaaeHun U camoCcTOjHO
0AbpaHn Nopaku: 3a HauyoHanHaTa ucTopuja
(HekoraluHaTa v HajHoBaTa), 4ecTo v nopaau
CTBapHara Win o4ekyBaHa OnlwTecTBeHa
NoAApLIKA 3a TaKBU Aena; 3a HacTaHu Ha
TaTKOBMHCKA NoYBa unu Kage v 4a e Bo
CBEeTOT (CKOMCKWOT 3emjoTpec, BojHaTa BO
BuetHam) uTtH. OTTykKa 08BOj gen Ha
MakKejoHcKara YyMeTHOCT jac ro rnegas (Bo
ecen U KHWUru Hanuwaxu og 1967 Hasawmy)
NoBp3aH CO CNnoXeHa Teopucka npobnema-
TWKa: corfegysare Ha npupogara,
CTEMNEeHOT Ha couujanHaTa aHraXxupaHocT Ha
coBpemMeHaTa NnMKOBHA YMETHOCT ¢
YMETHUYKWUOT BUJ U3pasyBarbe Ha BOjHaTa,
OTNOPOT crpemMa ¢awmnamoT u pesonyuu-
OHepHUTE, coyunjanHuTe NPecBpPTHU BO CBETOT
n Kaj Hac. Cnopep MeHe (Toraw u cera),
3anyaHo e cekakBa akcuonowka penayuja

- Cn

B i

rm pasrnegysa KpUTU4YKKM M ceondaTHo
npojaBuTe Ha TBOPEYKOTO UCTPaXyBare W
pagukankuTe nonuTUYKY, WAEONOWKN U
couyujanHu npojasu Bo 3anaagHa Espona og
®paHuyckaTta pesonyuuja ao 1968 roguHa;
a 1 cnopeg MHOry Apyru aBToOpu: OHME KOW
nuwysane 3a repMaHCKuUOT eKCrnpecuoHu-
3am, 3a HeroBUOT couujaneH u NONMUTUHKK
aHraxmvad (nsnoxobata so 1997 rogusa Bo
BeHeuwnja: Arte e societa, e egeH og
aprymeHTuTe 3a TOa): 3a yMeTHocTa u
OkTomBpUcKaTa pesonyuuja (3a HagexuTe
Ha pyckarta-coseTckaTa aBaHrapja geka
[AejcTBEHO Ke y4ecTByBa BO npeobpasba Ha
CBETOT); 3a OCcTBapyBarbarta, 3aHecuTe u
3abnyguTe Ha MakeAOoHCKUTE MypanucTu;
4ecTO Ce HameTHyBa npawakeTo 3a
npupoaaTa Ha OAHOCOT Ha CoUWjanHUoT U
YMETHWYKMOT pagukanusam. OQHOCHO: Aanu

2
- - o
U GEOR T  R e

Metap Xayn Bowxos, Mapruaan, 1977/78, metan, PasHe (Cnosewu|a)

Petar Hadji Boskov, Partizan, meatal, 1977/78, Ravne (Slovenia)

€O KOe U fa e ieno camo BO OA4HOC Ha TemaTa
1 COApXMHATA: a € CYLTECTBEHO aHraxmva-
HOT Ha YMETHUKOT BO Hawara enoxa aa buae
npea cé aHra)kmaH 3a pajgvkanHo Hosa
chopma, LWTO Ke ja ocmMuc/Iv HerosaTta TBop6a
BO A€jCTBEH XYMaHUCTUYKU U eTUYKMK
hakTop BO COETO BpEME.

Cnopeg foxana Er6ept (Social Radicalism
and the Arts of Western Europe, 1970), koj

MOXe Aa Cce NOCTaBW anconyTHO eAVHCTBO
Mefy HWB; Aanu MOoXe NpPUBaTHOTO
NONUTUHKN KOH3EpPBATUBHO WUNKU peakumno-
HEepHO CTojanuwiTe Ha AajeH TBopeL Aa 04u
HanopegHo Co HerosaTta TBOpeYyKa paavkan-
Ha, NporpecuBHa BO Taa cMUCNa yMeTHUYKA
Bu3wja, ocTeapysarse? VIcTo Taka noctojaHo
ce HameTHyBalle 1 ocMucrysarse (Teopuc-
KO) Ha (hakToT Aeka edeH UCT TBOpeL BO
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pasnu4yHu CBOW TBOPEYKM eTanu pasnu4Ho
ce onpepgenyea cnpema ucrtopuckara
CTBapHOCT Ha cBoeTO Bpeme. EgeH oa
nonnaysubunHuTe oA4roBOpPU Ha OBUE
avnemu ogamHa ro cdopmynupa Kapno
Llynuo Aprax: cnopep Hero "ymeTHocTa
MOXE Aa 1 NOMOrHe Ha CTpyKTypanHara
TpaHchopmayumja, 3Ha4yn pagukanHa u
peBonyuuoHepHa, Ha efHa ucTopucka
cuTyaymja, camo BO KONKY NOYHyBa cO
TpaHcopmaumja, Ha pagukaneH v Ha
peBonyuynoHepeH HauvyuH, Ha cBowuTe
concTeeHn cTpykTypu" (1964). Ho ApraH
HeMma fa ro co4ysa 0BOj CBOj ONTUMMUCTUYKM
npoexkT: nogouHa (no 1968 u ocobeHo -
cnopep Hero - Mo aHTUMCTOPUCKMUTE Npojasu
Ha nocTmopepHarTa) Toj Ke ro csege Ha
AONYWTaHkeTOo AeKa YMETHOCTa eBeHTYaNHO
y4ecTeyBa BO CO3[aBarbeTO Ha AYXOT Ha

Merap Mases. Mobega. mozank 8o CnomeH-KocTypHkuaTta eo Tutos Benec 1979

Petar Mazev, Victory, mosaic in the Titov Veles Memorial, 1978

BPEeMEeTO Ha gajeHa enoxa. Taka MUCIv 1
A. MuTposuK : Bo Takeo Bpeme (Ha pesony-
LUuuTe, M.3.) aBaHrapAH1Te YMeTHOCTK, Mefy
HWB W NMKOBHATA, y4ecTByBaa u3BeayBsajku
HOBUW KYNTYPHU COAPXUHM, LITO 3Ha4M Aeka
npuaocHecyBaa 3a u3rnegoT Ha LenuHara Ha
WCTPUCKMOT NUK Ha oBa Bpeme. Tue ro
rnegaa nogobpvoT Aen Ha TOralHuoT CBeT,
1 TOA TOKMY NPOU3NEryBajku o4 noTTUKOT



Ha CBOWTE BHAaTPELHW TBOPEYKU CUNU U
NOYUTYBAjKWU ro TBOPELITBOTO Ha YMETHUKOT
- TBOpeU... Mlako ce cTpemea KOH Haaspe-
MEHCKM BPEAHOCTUN, YMETHOCTUTE HE MOXe-
ne Aa He ro Hocat 6peMeTo 1 Ne4aToT Ha
TaksBoOTO Bpeme buaejkun camute bune
HepasgeneH Aen Ha ucropuvjarta Ha cBouTe
OeHoBU

(AHraxxupaxo v neno, 1983). Ho crnopeg [.
ErbepTt 6uno jacHO geka co nopasoT Ha
pagukanHocTuTe o0 CUTe BUAOBMU:
npojaBeHn BO MeTeXHUTe HacTanu o 1968
roguHa peyvcK Bo UenuoT CBeT, e nopaseHa
HagexTa Aeka AYXOBHOCTa Ha YMEeTHUYKOTO
TBOPELTBO MOXe Aa yyecTsyBa (Mnu geka
BOOMWTO MMa KakBa 1 fa e cMucna Takos
aHraxmaH), Bo npomeHaTa Ha Ao6po Ha
rpybata maTtepujanHa cTBapHOCT Ha
YOBEKOBOTO XuBeere. Vl TeopeTnyapoT Ha
TpaHceaHrapaarta: Akune Bouuto Onuea,
npornacysajku ro KpajoT Ha mogepHara v
Ha ucTopuckarta aBaHrapaa, Ke ja objasu u
CMpPTTa Ha CUTE WMAEe0NorMn Bp3aHu 3a
maejata Ha NporpecoT v Ha (YMEeTHUYKMOT)
aHraxmaH (Transavantgarde International,
1982). Taka ce 4uHaT 3aMpeHn uMmnyncute
WTO npouaneroa o[ cnejereTo Ha
dmnosodgckata mucna Ha X. Mapkyae,
cnopea koj EcteTckarta ke ja npeobpasu
nonuTM4kata AMMEeH3nja Ha HaweTo
nocroere. Ho octaHaa cekaxko akTyenHv u
AeHec pasrneaysarsata Ha M. ucbpeH (Art
et polique, Paris 1974). HuB rv noTepgysa v
amepvikaHkarta Kaponuxa [lanHkuH (The Aes-
thetics of Power, 1993) cnopeps Koja ceTta
Temartcka, wuaeonowka, CcTuncka wu
akcuonowka npobnematuka Ha ymeTHocTa
Ha OBOj BEK € Noj AWPeKTHa yCNoBEHOCT 0f
CTOKOBHO - Na3apHUTe 3aKOHWUTOCTU: a
npvBeeayBa v HU3a NPUMEpU 3a oncecuwjata
Ha amepukaHckarta yMETHOCT 04 akTyesnHu
couujanHu 1 NONMTUYKK HacTaHu (BojHaTa Bo
BuetHam). W kaxaHa: Kako v BO
npeaunasukysadvkuTe cnuky Ha P. KonuckoTt
Ha BueHaneTo Bo Beneuwja (1997), Bo nu4yHa
CUHTEe3a CO HeKorawHu curypaTmsHu
Hacoku. [laHkaH yKaxysa W Ha 3Ha4eHeTo
Ha MapKCUCTUHKUOT METOAOMOWKN MoAaen
3a npoy4yysare Ha 0BUE KapAuHarsHu
YMETHWYKM npawara. 3a NonuTUYKnoT
KapakTep Ha YyMeTHOCTa HU3 BEKOBM: 0f
MnatoH go Bopxonosarta cepuja Ha MpPTBU
NPUPOAX CO cpn 1 YekaH (1977), nuwyea u
ApTyp [AaHToO.

lonem gen of OBUE TEOPUCKW AUCKYpCK Bea
Ha pasnu4yeH Ha4yMH WHBONBUPAHW BO
YMETHUYKMOT XMBOT Ha MakegoHuja go
peceTtrata pgeueHuja npeg cé. Bo
NPeABOAHNYKUTE YMEeTHUYKM OCTBapyBarsa
Kaj Hac: OHWE BO KO Ce UCTpaXkyBaa HalumTe
CTPEMeXU UenocHo aa ce buae Bo enoxarta
Koja ce xusee (MUCNOBHO, EMOTWUBHO,
TBOPEYKM), MOMMOT Ha aHraxxmaHoTt [o6u
cneundmyHa amnnutyaa. Cé nomanky ce
nocTasyBalle pecka rpaHuua mefy Temure,

BO CMWUCNa Koja 04 HMB UMma NOLIMPOKO
3Ha4Yerbe: 0 aHTPOMonowkKa, UCTOpUCKa,
HayuoHanHa, nonuTUYKa wunu papyra
npupoaa. Cé no4ecTo Koja u ga e oncecuja
0fi KONEKTUBEH KapakTep (HauuoHaneH,
POAOBCKWU, rpyneH, KnaceH, BEepCKW)
CTaHyBalle nosoj Aa Ce UCKaxe Concrae-
HOTO BuBarbe BO CBETOT: CE WTO € ONWTo -
jacHo, HaMeTnMBO, APCKO, Aa Ce NPOTONKyBa
Kako NM4Ha, COMNCTBEHA TBOpEeYKa AWMEH-
aunja. OTTyka HEKOM o TBOPOUTE Ha HawuTe
ymMeTHUUM, ocobeHO BO cepuTe Kage
AafeHo TBOPELWTBO HAjANPEKTHO e U3noxe-
HO Ha HTepdepeHUWja Co HEeCTETCKM Lenu:
coumjantu, MASONOLWKK, NONUTUYKK, HAUMO-
HaNHW, PenIMrmo3HM UTH.," Kakea WTo €
MOHYMEeHTanHaTa yMeTHOCT, ce napagurma-
TU4HW 32 Aunemara MoXe nn o4 Apyr 3aaa-
AeHa Tema ga ctaHe BUCTUHCKKW NU4eH TBOo-
PEYKM aHraXKMaH.

TakBa € MeTanHarta Bu3Wja Ha napTusax

(CnomeHuk Ha KopywkuTe bpuraaw, PasHe,
CnoseHnuja, 1977/78) Ha Metap Xaywm
Bowkos: guHamMu4HaTa, aHTponomodopHa
hyTYPUCTUHKO - KyBUCTUYKA NOCTpojKa, e
©/HO 04 HajBrneYaTnUBUTE OCTBapyBarba 0f
0BOj BUA 8O Uena Espona. Hajcunex nogem
MOHYMEHTAaNHOTO CANKapCTBO NOCTUrHa BO
TBOpPEWTBOTO Ha MNetap Mases u Murop
Yemepcku, 04 ocMarta u fesetara AeueHvja.
OcmucnyBameTo Ha HauuoHanHara ucTopm-
ja, HU3 NereHaapHoO- MUTCKU U CUMBONNYHK
cocTasu (MO3au4HU U (hpecko); NoHUpareTo
BO NUKOBHUTE OUCKYpPCW OA ApeBHOCTa A0
peHec: ocobeHO BO cTpemex fja ce
HagsuwaT oTBapyBarbaTa Ha Mukaco, AHgpe
MacoH, flexe, ja onpeaenuja aHraxxmpaHoc-
Ta Ha TBOpPewWwTBOTO Ha Mases 1 Hemepcku.
Bo 0B0j TMN MOAEPHO (EKCMPECUOHNCTUYKO)
TBOpPEHE YMETHUKOT NPeau3BuKyBaqKu
HacTojyBa Aa M HagMuHe orpaHvuyysarsaTa
Ha AafeHa cpeguHa u BpemMe - 3a Aa TBopu
BO MepcnekTusaTta Ha 4YOBEYKOTO BO
YOBEKOT BOONWTO. Taka npeTnocraBkara Ha
MOXHOCTa cekoja yMeTHOCT ga 6upe
KPUTUYKO NpeucnutysBare Ha OHa WTo
NOCTOU, BO MOHYMEHTanHaTa yMeTHOCT Ha
Mases n Yemepcku ( Ha Xauwm Bolwkos),
M.3.) Ce 0CTBapyBa Kako NnocTojaHo npucyTHa
cTpykTypa (B. MeTkosBcky, MakedoHCKOTO
MOHYMeHTanHo cnukapcrtseo... 1984). Ho
TOKMY rnopaav Toa v 3aefHo CO gpyrute
BPBHW NWKOBHW OCTBapyBara Kaj Hac,
ONTUMUCTUYKM OYEKYBaB Aeka Ke bupar
3HavajHa ecTeTcka AvMeH3nja Bo npeobpas-
Ha Ha >KMBOTOT Ha MaKe[OoHCKOTO OnlTec-
TBO. HajHOBMOT UCTOPUCKK Mepuog, camo
NPUBMAHO MM COTMPA BAKBUTE HaJexwu.
[MoBeke MakeAOHCKW YMETHUUM cakaa Ha
APYr HA4YMH Aa ce uckaxkaT 3a TPeBoruTe Ha
HalweTo Bpeme: Hemepcku npexy cumbonuny-
HWOT Cyaup Ha 3n0To U fobpoTo (cepujata
pena co Ceetw [‘opfu v namjata); Qumurap
MaHes co npeobpasba (no 1992) Ha
KapnecTtuTte rosefckv v NTU4ju Tena Bso

aneropvja Ha HeoAamHelwHnTe BankaHcKu
BOEHW Y)Kacu; HUB 34PYXXeHO, BO hopma Ha
ancTpakTeH cakpaneH objekT (aunTuxoT
[onemarta BojHa, 1993), ru MHCKMHYMpa U
XaHeta BaHrenu; a Ayo CTaHKOBCKU
UMHM4HO ce nopbuwBa co eaHa of
HajoMpaseHuTe SIMYHOCTU Ha OBOj BEK -
Agond Xutnep. Macoornes aeka XWeoToT
W CMpPTTa Ce MNOCTOjaH NpPeav3BuK WU
COroBOPHUK 3a YMETHOCTA, Y6eaeH Cym Aeka
M OBME MaKeAOHCKW TBOPUW: Kako wn
XECTOKMOT naraHCKu CyAup CO NOCTOEHETO
Ha Maases, ja 3ana3une 3a vgHuHaTa
ncTopuckarta apoma Ha egHa HemMupHa v
HepagocHa enoxa.



Dr. Boris Petkovski
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THE NATURE
OF

THE ENGAGE ART
IN

MACEDONIA

Long lasied our feeling of being separated from the
European art trends of this century: it was based on
the fact that in the new historical circumstances of
construction of socialism (after 1945.) in former Yu-
goslavia and Macedonia, the art was first under the
dictate of an extremely pragmatic political action.
With it, the art became an active, performing instru-
ment of all state, political, social and spiritual projects
of the ruling political force of that time: the Commu-
nist Party of Yugoslavia. Its first postwar action pro-
gram irrevocably ordered the art in our country to
take part in the proclaimed party aims: construction
of a society of non-alienated human persons who
will rule with all their spiritual powers; who (accord-
ing to Marx) will be, inter alia, also producers of the
esthetic. The inclination toward that ideal (humanis-
tic, utopian?) future, was realized in the reality of
the daily political practice in such way that all creat-
ing manifestations were under the rule of the dogma
of the socialist realism. Its esthetic reductionism -
the exclusive recognizing as art, compatible to the
nature of the socialist-communist project, only that
art which inherited the top values of the realistic art
through the centuries; that art which will be interna-
tional by its contents (for each man), and national
by form - was to transform the art into a powerful
instrument of political propaganda. To elaborate top-
ics that will have direct effect on the mind of the
people to follow and realize the daily, phasic tasks
of ‘renewal and construction of the country”: Yugo-
slavia - and Macedonia as one of its federal units -
was undoubtedly among those European countries
that suffered the most terrible physical demolition

and that had the biggest number of victims during
the Second World War. Their dimensions were the
result, most often, of the merciless reprisals of the
fascist invader (the German, the ltalian, the Bulgar-
ian, the Hungarian), provoked by the powerful and
very diversified resistance against it: directed, above
all, by the Communist Party, it was full of military
and other episodes of high morale, courage, patrio-
tism. But, at the same time, a unique social revolu-
tion was going on, as fierce and uncompromising
showdown also with the quislings and with the ‘class
enemy": above all, with the prewar bourgeoisie and
with the capitalistic economic and social structures.
The epic moments - the heroic or in such way ex-
alted episodes and personalities of the four-year
national liberation war, the activities and efforts for
renewal of the country and its complete construc-
tion (economic, political, social educational) - were
the basic and prescribed topics for the fine and other
arts, For the Macedonians, all these historical turn-
abouts had also a specific value: at least in one part
of the Macedonian ethnic territory (the Vardar
Macedonia), a complete national freedom was also
realized; free usage of the Macedonian language
and of all creative activities. Hence, the Macedonian
artists (they manifested it also during the war) felt
these events as their patriotic and creating impulse.
However, during those first postwar years, indeed
not even one work was created that united the moti-
vating engagement also with the engagement for a
truly new and modern fine arts treatment. Because
especially until 1948. (and some years later), the art
creation (like all other spheres of life) was also in

Engu Bopxon, Mpraa npupoga, 1976/77, cutonesar wa nnarHo / Andy Warhol, Still - Life, 1976/77, silkscreen on canvas




our country under the influence of the Soviet art.
Afterwards (with the Resolution of the Cominform
whose member was also the Communist Party of
Yugoslavia) came about a public, internationalized
(all other Communist parties in the world had fol-
lowed it obediently), excommunication of the Com-
munist party of Yugoslavia, headed by Josip Broz
Tito: and because of the ‘betrayal' of socialist aims
and the ‘revisionism' of all kinds, expulsion from the
community of the ‘brotherly’ Communist parties
(1948.) This initiated also various forms of reprisals
against Yugoslavia, totally incorporated in the gen-
eral situation of the Cold War. So, the democratic
Western world gradually and carefully (even today
essential differences are not made between former
Yugoslavia and the remaining socialist countries) left
behind its reservations toward the country-renegade
from the block of the ‘real socialism'.

Parallel with that, in the Yugoslav-Macedonian real-
ity, there began a dynamic process of transforma-
tion of the situation in which the fine arts were de-
veloping, after 1950/52. The gradual pragmatic lib-
eralization in all spheres of life enabled in Macedonia
a continual development of freedom of the formal-
style expressing, regardless of the motive. That cre-
ative atmosphere (in the sixth decade) was ex-
pressed by a dozen of drawings and paintings by

Revolution’, 1961.), etc.

Therefore, this specificity of ours today s manifestec
in a very different way. Everywhere in Europe: mean-
ing also outside of the countries of the ‘Eastern Bloc
where powerful communist parties existed (in
France, Italy, England), they were for a long period
‘lined up’ under the (ideological, political, etc.) com-
mand and obedience to the Soviet Communist Party
(of the Bolsheviks). This was also valid for all issues
concerning the art. Hence, all their party ideological
apparatus: from the philosophical-esthetic thought
and artistic critique, to the newspapers and special-
ized magazines for literature and art, uncompromis-
ingly followed also the postulates of the socialist re-
alism. They were also imposed on all artists-mem-
bers of a distinct party, from the most remarkable
authors, to the amateurs and the dilettantes. In this
way, one of the top founders of the modern art in

this century, Pablo Picasso - whose ‘Guernica’

(1937.) became modern plastic symbol of resistance
against the fascism and a model for many similar
creations - as member of the French Communist
Party, several times faced the party policy also as
an author. While not even a single Macedonian au-
thor - even during the period of greatest dependency
on the USSR - did not present in any form J. V.
Stalin, Picasso made several drawings of his image,

"m SASS N e ', .' "
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Cnace Kynoscxw. fTorop, 1960, macno
Spase Kunovski, Concetration Camp, 1960. ail

Nikola Martinoski: the Dionysian flush of the mod-
ern fine arts expressions by the artist, for all per-
sonal impulses and collective alerts. Hence, the
imposed themes: even in the monumental art (the
first frescoes and mosaics of Borko Lazeski are ex-
ample of this), already in the sixth decade became
a great challenge to state through them the freely
chosen modern expression. Even nowadays still
lasts the then created process of permanent revalu-
ation of the historical events; glorification is often
substituted by raw revision of their results, the drama
of the individual in the whirlpool of history, subjec-
tive sufferings and emotions became challenging for
the artistic interpreting; myth and legend, collision
or interweaving of the real and of the fantastic, model
for the artistic in new way to live with the past and
the present. This is discovered by the extremely re-
duced, evocative, surrealistic or symbolic composi-
tion of Spase Kunovski (‘Camp’, 1960.), of Petar
Mazev (‘Funeral’, ‘War), of Bogoljub Ivkovic (‘Our

creating ‘The Dove of Peace'that became a dema-
gogic propaganda symbol of the Soviet politics. In
this manner is also the painting The War in Korea'
(1951.), a distinctive paraphrase of Goya and Manet.
With the modern fine arts language, with which he
created all his works, the communist Fernand Leger,
following the Second World War, in a series of works
glorifies the labor and the working class. And the
literary-and-arts magazine ‘Les Lettres francaise’ -
published by the French Communist Party, edited
by the writer Louis Aragon (then an apologist of the
socialist realism) - published the first ‘tolerant’ texts
on abstract art in the beginning of the seventies. Af-
terwards, the movement Support/Surface would like,
in the rigorous reduction of the (abstract) painting
expression, to interweave its Marxist-Leninist com-
mitments (‘Vingt-cing ans d'art en France', 1986). In
Italy too, the Communist Party attempted to attract
top intellectuals and authors; however, the Party
esthetic ostracism alienated from the Party many of

14

e S —= — 2 zxm2: m2 only powerful per-

T W3S =2 =_7.32 Dy his compro-
=where between
mi. he produced
on war, on parti-
duced also in all

Then fiery 2
Macedonia (12
abstractart were arin act art (and other
types of modern art. seen at dozan foreign exhibi-
tions in Skopje, even before 1263 ) became a man-
ner of the fine-arts thinking and creating also for the
Macedonian artists. However. with the modemn art
penetration - in expressionism, postcubism, symbol-
ism, surrealism, abstraction - they were all engaged
(with big toil, through creative dilemmas and defeats)
above all in overcoming its phenomenological na-
ture and in discovering its spiritual sense. In this
manner, they acted also when they stated their own
existential pain even when they were transfusing it
in ‘given’ or self-chosen ‘messages": for the national
history (the former and the present), often because
of the real or expected social support for such works;
for events on the fatherland soil or anywhere in the
world (the Skopje Earthquake, the Vietnam War) etc.
Hence, this part of the Macedonian art was consid-
ered by me (in essays and books written since 1967.)
to be connected with complex theoretical issues:
considering nature, the level of social engagement
of the contemporary fine arts and the artistic ex-
pressing of war, resistance against the fascism and
the revolutionary, social upheavals on the world and
in our country. According to me (then and now), fruit-
less is any kind of axiological relation with any work
only relative to the theme and the contents, but it is
essential that the engagement of the artist in our
epoch is, above all, an engagement for radically new
form that would design his creation into an active
humanistic and ethical factor of his time.

According to Donald Egbert (‘Social Radicalism and
the Arts - Western Europe, 1970.), who views criti-
cally and comprehensively the appearances of the
creative expressing of the radical, political, ideologi-
cal and social manifestations in Western Europe
from the French revolution until 1968., and also ac-
cording to other authors: those who wrote about the
German expressionism, about its social and politi-
cal engagement (the exposition in 1997. in Venice:
Arte e societa, is one of the arguments in favor of
this); about the art and the October Revolution (about
the expectations of the Russian-Soviet avant-garde
that actively would take part in the transtormation of
the world); about the realizations, the trances and
the misconceptions of the Mexican muralists; the
issue of the nature of the social and artistic radical-
ism is often imposed. That is: Can an absolute unity
be placed between them?: Can the private politically
or reactionary viewpoint of a particular author be par-
allel with his creatively radical, in that sense, artistic
visions, realization? The elaboration (theoretical) was
also being permanently imposed, of the fact that the
very same author in his different creative stages
treats differently the historical reality of his times.
One of the more plausible answers to these dilem-
mas was formulated long time ago by Carlo Gulio
Argan: according to him, ‘the art can help the struc-
tural transformation, meaning radical and revolution-
ary, of a historical situation, only if it starts trans-
forming, in radical and revolutionary manner, its own
structures' (1964.). But Argan would have not kept
this optimistic project of his: later (after 1968. and
especially - according to him - after the ‘anti-histori-
cal' appearances of the postmodern) he would re-
duce it to the consent that art eventually takes part
in the creation of 'the spirit of the times' of a particu-
lar epoch. So thinks A. Mitrovic: ‘In such times (of
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revolutions, note of the author) the avant-garde arts,
among which are the fine arts, took part by produc-
ing new cultural contents, which means that they con-
tributed to the looks of the wholeness of the histori-
cal image of those times. They constructed the bet-
ter part of the then world, exactly resulting from the
impetus of their internal creative forces and respect-
ing the creation of the artist-creator... Although they
inclined themselves toward above-the-times values,
the arts could not but bear the burden and the sign
of such times because they themselves were an in-
separable part of the history of their days'
(‘Angazirano i lepo’, 1983.). But according to D.
Egbert, it was clear that with the defeat of the radi-
cal elements of all kinds: indicated in the turmoil
events of 1968. almost in all the world, the hope is
defeated that the spirituality of the artistic creation
can participate (or that if there is any sense for
such an engagement), in the change ‘toward the
good' of the rough material reality of human living.
Even the theoretician of the transavantgarde, Achille
Bonito Oliva, in stating the end of the modern and
of the historical avant-garde, will announce also
the death of all ideologies connected to the idea of
the progress and the (artistic) engagement
(‘Transavantgarde International’, 1982.). In this way
are made dead the impulses coming out of the fol-
lowing of the philosophical thought of H. Marcuse.
According to Marcuse, ‘the esthetic’ will transform
‘the political’ dimension of our existence. But even
today the deliberations of M, Dufrenne remained, of
course, very current (‘Art et politique’, Paris 1974.).
They are confirmed also by the American author,
Carolin Duncan (‘'The Aesthetics of Power', 1993).
According to her, all thematic. ideological, style and
axiological issues of the art of this century is under
the direct conditionality of the market laws; she even
cites dozen examples of the obsession in the Ameri-
can art with current social and political events (the
Vietnam War). And said: as in the challenging paint-
ings by R. Colescott at the Venice Biennale (1997.),
in personal synthesis with the former figurative di-
rections, Duncan points also to the meaning of the
Marxist methodology model for studying these car-
dinal artistic issues. Also Arthur Danto writes about
the political character of art through ages: from Plato
to the Warhol series of ‘still natures’ with sickle and
hammer (1977.).

A big part of these theoretical discourses were in
different way involved in the art life of Macedonia,
above all, until the 90’s. In the leading art works in
our country - those which indicated our inclination
to be completely in the epoch which is being lived
(in contemplative, emotional and creative way), the
term of engagement was given a specific amplitude.
A distinct border among the themes was less ans
less placed, in sense of which of them has wider
meaning: from an anthropological, national, political
or other nature. More often, any obsession of col-
lective character (national, tribal, group, class or re-
ligious) was becoming a reason to express one's
own being in the world: all that is general - in clear,
imposing, impudent way, to be interpreted as per-
sonal, own creative dimension. Hence, some of the
works of our artists, especially in fields where the
given creation was most directly exposed to inter-
ference of non-esthetic aims: social, ideological po-
litical, national religious, etc., such as the monumen-
tal art, are paradigmatic for the dilemma: can a
theme, assigned ‘by somebody else’. become a true
personal creative engagement.

Such is the metal vision of a partisan (‘Monument to
the Koruska Brigades’, Ravne, Slovenia, 1977/78.)
of Petar Hadji Boskov: the dynamic, anthropomor-
phic, futuristic-cubist installation, is one of the most
impressive works of this kind in whole Europe. The
monumental painting reached its peak in the works

of Petar Mazev and Gligor Cemerski, during the
eighth and the ninth decades. The elaboration of the
national history, th rough the legendary-mythologi-
cal and symbolical composition (mosaics and fres-
coes); diving into the fine-arts discourses from an-
cient times until nowadays; especially in the desire
to surpass the works of Picasso, André Masson,
Léger, defined the creation of Mazev and Cemerski.
In this kind of ‘modern (expressionistic) creation, the
artist in a challenging way attempts to surpass the
limits of a particular milieu and times - in order to be
creative in the perspective of the human in man gen-
erally. So the assumption of the possibility for every
artto be a critical review of everything that exists, in
the monumental art of Mazev and Cemerski (and of
Hadiji Boskov, note of the author) is realized as per-
manently present structure' (B. Petkovski, The
Macedonian Monumental Painting..., 1984.). But
exactly because of this and together with other top
fine-arts works in our country, | expected in optimis-
tic way that they will be an important ‘esthetic di-
mension’ in the transformation of the life of the
Macedonian society. The most recent historical pe-
riod only seemingly exterminates such expectations.
Many Macedonian artists wanted in another way to
express themselves about the alerts of our age:
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nurop Yemepcki, Monemoro opo Ha cnobogara 8o CnoMeHmKoT Ha criofogata, Kosanm, moszawx, 1981

Gligor Cemerski, The Big Dance of the Liberty in the Kocani Memorial, mosaik, 1981

Cemerski through the symbolic collision of the good
and the evil (a series of works on the theme of ‘Saint
George and the Dragon'); Dimitar Manev with the
transformation (after 1992.) of the ‘stone’ bodies of
cattle and birds in allegory to the recent Balkan war
horrors; them in a restrained way, in the form of an
abstract sacral object (diptych ‘The Great War',
1993.); they are insinuated also by Zaneta Vangeli;
while also Stankovski cynically laughs at one of the
most hated personalities of this century, Adolf Hitler.
Well, in view of the fact that life and death are per-
manent challenge and interlocutor for the art, | am
convinced that even these Macedonian authors - as
well as the fierce pagan collision with the existence
of Mazev - have preserved for the future the histori-
cal aroma of one restless epoch of low spirits.
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'KpajoT Ha BeKOoT nocTtasyBa oBa
npaware cM ecTeTuykarta
‘thopma’ Tpeba Az cTane 20 Meauym 3a
NPEHOC Ha CTaBoBMUTE, £4Ha O COCTaBHUTE
KOMMOHEHTU, HO HE U KOKCTUTYEHCA, a He Aa
OCTaHe CaMOCTOjHa NojaeBHOCT camo3aaoBon-
Ha 0f KaTeropuuTe KOUWTO ja o4pedyBaar.
MpoBoKayujaTa Ha mMatepwjanoT, Herosata
ecTeTu4HOCT (pa3bpaHa 6uno BO HejauHaTa
HeraTueBHa UNW NO3UTUBHA apTuKynauyuja) n
caMO0BOMHOCT, NMpenHayeH e Bo HocuTen
Ha 3Hauerba CO KOW, Noj ycnos ga buaat
HEeABOCMUCNEHO yNoTpebeHu - 6e3 HUBHUTe
meTadmanyKu NocTaByBarba Unu npeHaco-
YyBarba, FOBOPAT CO ja3nKoT Ha cTBapHOCTa
3a cTBapHoTO. MaTepujanoT cTaHysa
CBOEBUAEH CTEPEOTUN KOjLUTO HE MOXE, Ui
yliTe noseke - He cMee Aa buge TpeTupaH
Kako npuMapeH unu ynotpebeH 3a uenute
Ha YyMETHU4YKOTO 00nuKyBare, TOKMY
3apagu Toa WTO Noj osa BTOPOTO ce
noapasbupa HewTo cocema Apyro: ymeT-
HUYKOTO OBNUKYBarbe AeHEC e 00NNKyBarbe
Ha KOLenT, ywTe NoTOYHO 00NUKyBarbe Ha
CTaBOT Ha YMETHWKOT Cnpema cTeapHoCTa.
Co apyru 36oposu, He camo LWTO NOUMOT
'maTepujan’ e NPoWMpeH, TYKY 1 Toa WTOo U
CTaBOT W camara CTBApHOCT CTaHyBaat unu
ce npeTBopaart BO AocTaneH, HO npej ceé
NPUOPUTETEH YMET-HUYKU OPUKONEePCKH
martepujan.

Co To0a, cneunduyHocTa Ha NPUOAO0T KOH
yMeTHU4KaTa apTukynauyuja Ha 'KpajoT Ha
BEKOT' ce ogpe/ysa Bp3 OCHOBA Ha 0AHOCUTE
KOH CrnegHWTe acnekTu. YMeTHWK - CTas,
YMETHUK - CTBAPHOCT U YMETHUK- ONLTECTBO
AW YMETHUK - CTaB KOH CTBapHOCTa U
ONWTEeCcTBOTO.

MpernenoT Ha BUAOBUTE Ha co3aaBarbe Ha
'YMETHOCT co penauwja’ (yMeTHOCT Koja ce
oAHecysa Ha 3aszemarbe CTas BOH Of
AVKOBHOTO, NOTOYHO YUCTO ECTETCKOTO) BO
mMakegoHcKaTa fIMKOBHa YMETHOCT BO
nocneaHuTe AeueHuja u nonosuHa Genexu
npojaBv Kou ce rpynupaart noj HeKonky
AeTepMUHaHTK, BOAEHW rnasHO Npeky
cuHTarmuTe Kou cnepat. Ho, AOKOMKY
NpUOAOT KOH YMETHWYKaTa npoaykuuja ce
nocTaBu KOH HajCyWTWHCKWOT fen o4
cuMHTarmarta 'yMeTHOCT co penauuja’, ke ce
usgubepeHumpa eaeH o4 HajakTyenHuTe, a
Toa € OAHOCOT KOH OofwTecTBeHaTa
cTBapHoCT. Taka noctaseH, nperneaotr rv
npenoaHasa NPBUYHWUTE NojaBu ywTe BO
cpeauHaTta Ha ocymgeceTTuTe. 3adygHo e
Toa WTO OBWE MPBUYHW jaByBarba, Kou ou
Tpebano fAa ce O4eKysaaT ywTe BO

»



Wrop Towesckn, Jocue ‘96, wHetanaumja, dporo: Urop Towescku
Igor Tosevssi, Dossier 96, installion, photo: Igor Tosevski

cegymaeceTTUTe, Ha MakegoHeKaTa NIMKoB-
Ha cueHa ce jaBysaar Tonky gouxa. Otcyc-
TBOTO Ha KOHUenTyanHata yMeTHOCT BO
BUCTUHCKaTa CMUCNA Ha TePMUHOT U MaHK-
thecTauuuTe Kon Hajbnucky ce onpepge-
nysaaTt Ao Hea rosopaT 3a efHa NPOKOH-
uenTyanHa Hacoka TOKMy 3apaau oaberHy-
BarbeTO Ha noceondaTHOTO 3athakarbe co
onwTecTeeHaTa CTBapHOCT.

MmMajku ja BakBarta npeg noctaBeHocT, Nu-
KOBHaTa cueHa Bo MakeaoHuja aypu 8o
AesefeceTTUTe Ke ce 3acerHe co taksaTa
CTBAPHOCT 1 NOCEPUO3HO U N03abenexxnneo
Ke ce 3achatv co Hea. HacnpoTtu TBpauoT
MOAEPHUCTUYKU, NATEHTHUOT UNU Npo-
NOCTMOAEPHUCTUYKU AUCKYPC Of BTOpaTta
NonoBMHAa Ha OcymaeceTTUTe (onpeaeneH Bo
CuUHTarmaTa 'yMeTHOCT Ha ocymaeceTTute')
rv paspewysa coctojébute u ro oTrsopa
ocnoboaeHUoT npucTan KoH npobnemuTe Ha
'kpajoT Ha BekoT'. OTTyka noafaart ucrpa-
XyBarbaTa KOUM BOAAT KOH 'MCHeKopy-
BatbaTta' 04 MeguMyMOoT, MewareTo Ha
MeauyMuTe, 3a3emMarbeTo Ha NpocTopoT CO
ONPOCTOPYBAHETO Ha YMETHUYKOTO AEeno
(B0 maHucbecTaymmuTe Ha uHcTanayujara,
aMOMEeHTOT, NPOCTOPOT Kako Aerno) Koe ja
npUKNy4yysa v npeponpegeneHocTa Ha
NpoOCTOPOT-NoKauuja, HapaTuBHOCTa Kako
06nMKOBEH npouec, cé Ao uchpnareTo Ha
KouenTHoCcTa Ha A4enoTo o4 MoAepHuc-
TU4YKarta 3afjjHuHa BO npejHuMHaTa Ha
PEeLEeHTHOTO Bpeme.

N, koHe4yHO, 360pyBajkm 3a uyenarta
yMeTHUW4YKa cueHa, 3acTaneHocTta Ha
KOHLENTOT 'YMEeTHOCT Cco penayuja’ 6enexw
MOXXebW He efHa NepMaHeHTHa UNu Koxe-
PEHTHAa NWHWja Ha NPUCYTHOCT, TYKY nose-
KenyHKTHa pasHOBMAHOCT M3fBOeHa BO
CNneaHnTe COOQHOCH:

'YmeTHOCT cO penaywja’ Kako 0gHOC KOH
aktyenHoto. OBOj OfHOC Ce ogHecysa Ha
akTyenHuTe cny4ysarba U HUBHUMOT 04pas BO
cthepata Ha YMETHUKOBUOT MHTEpecC.

wHcTanaywja (geran)

-
Nunjana N'yaenosa, BeynoTo BpaKae...3a60pasans, COOHYBae, BDakawa, Npecentn, kopexs 1997
Liljana Guzelova. Eternal Recurrence.. Obitvion, Confrotation, Returning, Displace

ment, Routs 1997, installation (detall), photo: Neboisa Vi, © SCCA - Skopje. Macedonia

CumnTOMaTUYHO e WTO BpojHuTe cnyyyBarba
BO PermoHoT, a ocobeHo oHue of nocnea-
HUTE HEKONKY rogwHuW, He HawaysaaTt Ha
NOWWPOK UHTEpec Kaj MakedoHCKUTe
ymeTHuuu. Bo oBOj cTae He ce cMeTa Ha
AHEBHOMNONUTUYKOTO WHBONBUPaHe Ha
YyMETHOCTa BO OMWTECTBOTO, TYKYy Ha
HeAOCTAaTHO NMPUCYCTBO Ha reHepannanpaqku
V34BOjyBaba 0 KOMNIeKCUTe N KoMnnekce-
HWTEe HacTaHu. 'HenpucycTBoTO' Ha TemuTe
oA ocamocTojyBareTo Ha Penybnukara
(3aefHO cO cuTe NPeTXoaHW 1 nocnego-
BaTe/lHW HAacTaHu), KOHCTUTYUpareTo Ha
WHCTUTYUUUTE, pas3HuTe nsbopu, Henpu-
3HaBarbeTO Ha APXKaBHUOT U HALUWOHANHWOT
EHTUTET 04 CTpaHa Ha MeryHapogHuTe
cybjekTin, bankaHckarta Kpusa U BOjHUTE,
6nokaauTe u CaHKUUUTe, UTH. Ce 3aMeHeTn
co 'Hekowm apyru' Temu. lypy 8o 1996. VicmeTt
PamukeBuk co uicranauujara Aros u bpojku
(oa nanoxbaTa HYudre Amam 2) ro 3achaka
acnekToT Ha npobnemoT Ha BocHa npeky
egHa MHOry nv4yHa npukKasHa KOHUEeH-
TpupaHa okony TenegoHCKMOT 6poj Ha
HerosuoT npujaten og Capaeso. YmeT-
HUYKUOT MCKa3 BO CNy4ajoT Ha osaa
WHCTanayuja ro ynotpebysa HenocpeaHnoT
npuoa wu3paseH npeky cunuHarta Ha
NKOHOTrpahCcKUTE eNemMeHTU; KOHTypa-MeTa
BO COAE|CTBO CO UMhpUTe Ha TeneoHCKUOT
6poj. Bo pamkuTe Ha 0BOj 0AHOC BNeryea v
WHcTanaywjata [llaHreoH Ha bnaroja
MaHeBcku (o4 nanoxbata Kytuja co crimku
B0 1994/95.) BO Koja Ha 28 Tenesu3opu BO
OCYM NUHUW Ce eMUTyBaaT NokKanHuTe
TENeBU3UCKWN CTaHUUKU: KpUTuKaTa Ha
MeaguyMckaTa KakooHuja co HannueoT Ha
OTBOPaHETO Ha NMPUBATHWUTE CTaHUUK U
BO3AUrHYyBa WCTUTE Ha MNaHTEOHCKMU
nuegecTan; co CamoTo Toa KpUTukara ce
npoLIMpyBa W Ha BrinjaHujaTa Ha MacosHUTe
MeauymMu Ha npoce4yHarta nybnuka, Ha
AomawHarta atmocdepa nojageHa BO
noctasyBareTO Ha Tenesu3opuTe Ha
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YECTUTE KYKHU YETUPUHOXXHW npupaqHu
OPBEHU CTONYUHA.

'VMmeTHOCT cO penauyuja’ Kako OgHOC KOH
eraucreHymjanHoTo. 3acerHartocta oj
eraucTeHTHOCTa BO MOLUMPOKMOT OnwiTec-
TBEH KOPMYC U UCKaXKyBareTOo 3a HejanHarta
MPUCYTHOCT BO YMETHUKOBUOT CBET U CBECT
cBojaTa nojaBHOCT ja MaHwudecTpa npeky
WHTPOBEPTHUOT OAHOC Ha YMETHUKOT.
CepTyBaweTo KOH CBOjOT CBeT Kako
‘TepuTopuja 3a H6ercTteo’' HOTUPAHO € Kako
e30TepuyHa nponudepayuumja Ha 3HaKoBHMU
CUCTEMW KOW roBopar 3a NoBnekysare,
ywTe NoTOYHO 3aTBOpPare 0f CTBApHOCTA.
Co T0a MHCcTanayumTe 1 NPOeKTUTE BOAEHU
oA osue npemucy aobusaart uarneq Ha pe-
nokauuja Ha katagHesHuTe npebusanuwta
Ha ymeTHuyuTe (WTo nogpasbupa He camo
aTenjea TyKy v NPOCTOPK 3a XuBeerse). Taka
TpeTupajku ro 0BOj 0AHOC MHCTanauuvjarta Ha
3natko Tpajkoscku "qui sait, lorsque le ciel
nous frappe de ses coups. si le plus grand
malheur n'est pas un bien pour nous." g.a.e.
Ae cage o 1994. Bo Myaejot Ha 'pag Ckonje
cTaHyBa jaBHO MokKaxyBare Ha OBue
CBETOBM CO TpaHcopmayujaTta Ha NMMHHOTO
BO jaBHO. OBOj 'apyr npocTop' ce oaHecysa
W Ha pe-nokauujata koja ja npasu u Urop
TOLWEeBCKM CO U3NOXYBarbeTo Ha HerosuTe
Uprexwn (1994. Myaej Ha Mpag Ckonje) kora
WHTUMHOCTa Ha 3anucuTe-ncuxorpamm
cTaHyBaaT npobuvB BO COBECHOCTa Ha
pPeuUMnNUeHToT.

'YmeTHOCT cO penaywmja’ Kako 0gHOC KOH
npumopAaunjanHoro. 3adakareto Cco
huNocohcKUTE NPEMUCU OKONY acnekTuTe
Ha WCKOHCKOTO Kako OAHOC KOj ce
akTyenuavpa BO AeHewHuuarta ja rpagu
ONO3UTHOCTA KOH TEXHO KynTypaTa co Koja
poafa o 3anocTtaByBarbe Ha KOPEHUTe U
npuMopavjanHocTute. M36opoT ono3umTHoC-
Ta Aa ce ocTBapw CO 3aMeHa Ha AUruTanHoTo
(kako meTadbopa 3a egHOCTaBHOTO BUHApPHO
Koauparbe) CO KOMMNEeKCHOCTa Ha puTyarn-



HWOT 1 0bpeAeH CTPOro oapeaeH pegocnes
AoBedyBa A0 pe-co3jasarbe Ha 'YMHOT' unu
'YnHogejcTeyBareTo' Kako metadopa 3a
YOBEKOT Kako TBOPEL, & He Kak0 KOPUCHWMK.
Oa osue npuynkn Wckpa [umutposa ro
BKNy4yBa TENOTO U KakKo NOYEeTOK U Kako
3aBpweTok. Bo nepdopmaHcuTe Kou ru
peanuaupa Bo nepvonoT 1991-1994. Taa ce
3ahaka coO KOHKPEeTHOTO NPUCYCTBO Ha
CONCTBEHOTO TEN0 KaK0 NOCPEeAHVK HU3 Koe
ce ocTBapysa puTyanHuoT KapakTtep. Bo
BUPTYENHUOT nepdopmanc/muHcTanaymja
Magna Mater Deorum Taa ja HanywTa
huanyKocTa Ha TenoTo v ynoraTa Koja Toa
ja uma BO pUTYanHUOT U YMETHUYKM HWH, 3a
co genoTo Thalamos, og usnoxo6ata Hudgre
Amam 2 Bo 1996, na Hasamy, OTUCOKOT Ha
CONCTBEHOTO TENO CTaHe HOCeYKW Aen oA
aMOUEeHTaNHUOT KOHLUENT KOojWTo ro paspa-
6oTyea. KoKuyenTHaTa nvHUja KojawTo
MPOHWXXYBa CUTE OBME TpaHchopMauum Ha
dopManHnTe acnekT Ha oBa Aernysarbe
yLUTE MOCUIHO ja 3auBpcTyBa akTyenHocTta
Ha OBa TBOPELWTBO MMajKW npeasuns Aeka
ucrtarta ru paspaboTyBa acnekture Ha
XKEHCKOTO.

'VMeTHOCT CO penaymja’ Kako 0f4HOC KOH
nonutudkoto. OBOj o4HOC € eAeH o4
HajcywTecTBeHuTe  3acdakare  BO
onwTecTeeHuTe chepn Ha AenyBarbe Kako
nosne Ha MHTepec 1 3a YMETHUYKO AenyBatrbe.
MpucycTBOTO Ha NONUTUYKOTO U NONIUTU3M-
pa4ykoTo HaBeayBa Ha 3acTanyBarbe Ha
[AUCKYP3VBEH CTaB KOH UCTOTO. YMETHUKOTO
fenysarbe BO W 0/} BaKBaTa cuTyauuja moxe
[la OCTBapu NpoMeHa Ha camara cywTuHa Ha
yMEeTHOCTa CO WTO 3achakareTo Co 0BOj cer-
MEHT ro 0BO3MOXYyBa AeuHMparbeTo Ha
npoaykuyujata Kako pedepeHTHa Ha
spemeTo. PaspaboTkaTta Ha 0BOj O4HOC
AEUMAHO e Ha3HaveHa BO TpuaenHarta
wHcTanayuja MakegoHcka coyujanHa
nnacTuka Ha XXaweta Bawrenu og 1996.
noctaeeHa Ha uanoxbara Liquor Amnii 1 80
Yuchre AmMamoT. JacHo-maTHaTa thoTorpad-
cKka jykcTanosuuuja Ha Tpojuyarta
NpPeTcTasHUUM Ha AyxoBHaTa, anTepHaTue-
HaTa u nonuTu4ykarta cdepa, Bugeo
jykcTanosuuujata Ha antepHatveata u
KOHUeNTyanara, 04HOCHO jykcTanosuuujara
Ha HapaTMBHOTO WU MEeTa(un3n4YKoTO BO
noctasysareTo Ha 10 3Hamurba Ha Pe-
ny6nuka MakegoHuja co HejauHuTe cumoonu
(achvoHOBM YyLLKK, ONOBO U 3N1aTO) M BoAAT
nepmMaHeHTUTe ancypaHu KoopauHauuwt Ao
HecMucna, Ho e4HOBPEMEeHO 1 A0 COBpLUEHa
YMETHUYKA CMHTaKCca Koja noauTU4KOoTO ro
cTaBa BO cuTyaumja Ha KpUTuanpaH cy6jexT.
'VYMeTHOCT co penauyuja’ Kako 0fgHOC KOH
npupogHoTo. Konky 6u moxene npuogvte
KOH NPUPOAHOTO, Kako pedepeHTHn n
ypreHTHu 3a rnobannata cocrtojba Ha
YOBELITBOTO, Aa buaaT NPOBOKATUBHMU M 3a
MaKeAoHCKUTE ymeTHUUM? O4HOCHO, 30WTO
TWe He ce AOBOMHO TakBu WTOM HUBHOTO

Henexerbe ce NpoHaora 04 MecTo Ha MecTo?
(Tyka Tpeba ga ce Hanpaew AUCTUHKLW|a
nomery paboTereTo CO NPUPOAHOTO U
paboTereTo Co NPUPOAHUTE MaTepujani).
Tome AuMeBCKW, Ha NpUMep, BO MPOEKTOT
lonemuoT Yekop Hasag oa 1996/97. ja
paspaboTyBa thacumHaumjaTa og yicrtoTaTa
Ha NPUPOAHOTO KOE Kako enemeHT Ha
NPOEKTOT € BO HaA0NONHYBa4Ku COOAHOC CO
cKynnTopckuTe 3adaTu. Toj He e aHraxupax
0KONy NpobnemoT Ha YHUWTYBareTo Ha
NPUPOAHOTO (WTO 61 6MNO 3a o4eKyBare),
TYKY ro BO34Wra UCTOTO Ha PaMHULITETO Ha
BO3BUWEHO W CO TOA peneBaHTHO 3a
yMeTHU4Ka Tpaxcnoaunuwja. Co Toa T0j ro
3ameHyBa unu n3berHysa KpUTUHKNOT TOHYC
M ro CBpTYyBa BHMMaHWeTO KOH epfeH
ONTUMMUCTUYKM CTaB.

'VMeTHOCT co penayuja’ Kako 0gHOC KOH
penurno3HoTo. Hosocos3ganeHnoT onuw-
TecTeeH (heHOMEeH Ha cé norosemoTo
NMHBONBUPare Ha LipkBarta (Kako UHCTUTY-
umnja) BO OMWTECTBEHNOT XUBOT (MNu
BpaKarbeTo Ha U3rybeHoTO MHBONBUPaHE) U
nojasaTta Ha T.H. 'HOBa PENUruo3HOCT' ro
M34BOjyBa 0BOj OAHOC Of NOBEKeTOo
NPeTXoAHn U eaHOBpEeMeHW ynoTpetu Bo
ymeTHocTa. 3a pasnuka of oHVe MakegoH-
CKU YMETULUM, YWjWTO pOMaHTUYapCKH
npucTan 1 hacumHaumja co Tpaguuymjara u
AYXOBHOCTA Ha XPWCTUjaHCTBOTO 3a-
spwysaart BO ynoTpebara u paspaboTkara
camo Ha 'penurvosHara (npaBocnaBHO-
XpucTujaHcka) MKoHorpadumja kako cue-
HUYHOCT', O AEHELWHNOT YMEeTHUK ce bapa
KPUTUYKKU NpucTan KoH oBue (heHOMEHW.
'UkoHorpadpujaTta’ 6apa aga 6uge npe-
06nMKyBaHa He caMo Kako TasTONOWKMN
pennuuuparba Ha UKoHorpadckuTe pele-
HWja 04 MUHATOTO, TYKY Kako U3Haolarbe Ha
COBpPEMEHW U3pasHu CpefcTea, Komnatu-
6unHK co BpemeTo. Bo nosekeroguHOTO
paspaboTyBatbe Ha XpuUcTujaHckaTta
WKOHWYHOCT XXaHeTa Bawrenu so genoto
OtkposeHmnetro Ha Cs. JosaH opf 1993.
3aguMpa BO KOMNNEKCHOCTa Ha AOKy4y-
BarbeTO Ha XPUCTUjAHCKUTE BUCTUHMU,
ocobeHO agpecupajku ja Ha cMeTKa Ha
nospwHaTa 'HOBa Penuruo3HocT' Ha
BEPHULMTE AEHEC U Ha 3anocTaByBarbeTo Ha
npumapHara ynora koja Lipkeata Tpeba ga
jauma. Nabpanute uutati o4 OTKPOBEHNETO
1 NopakuTe CKPUEHW BO HUB CE& NOTNONHO
pecthepeHTHM Ha AeHelHyaTa, a co HUB 1
€O TOa aBTOpKaTa eHOBEMEHO M 3aKny4yea
[leKa BO 0BME OKONHOCTW TUE OCTaHyBaaT v
noHaTamy CKPUEHW U BOH Of] MHTEPEeCcOoT Ha
OHWE KoM Ce 0ArOBOPHU 3a Toa.

'VMETHOCT CO penayuja’ Kako 0gHOC KOH
coyujanHoro. CoyunjanHuTe cnydysarba v
HVWBHMOT 0Apas3 W NPUCYCTBO BO YyMETHOCTa
ce 4YMHM gexka cé noseke ro sacakaar
WUHTepecoT Ha ymeTHUuuTe. AKTyenHara
couvjanusayumja (UWnv - NOONWTECTBYBabE)
Ha YMETHWYKMOT YMH HEe HY>XHO nogpastupa
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camo KpUTUYKW UNW aHraxupad npucran,
TYKY UCTO Taka v 6eHEeBONEHTEeH OAHOC Ha
'ymMmeTHoCTa BO cny>xba Ha onwTecTBOTO' Uin
'yMeTHeocTa Kako ycnyra, Bo cnyx6ba' Ha
coyujanHaTa 3aegHuua (manuuHcka,
eTHUYKa, NONUTUYKA, PenuruosHa, mapru-
HanHa, retouaupaHa, pacHa, heMmHUCTUYKa,
XomMocekcyanHa 1 T.H.). TakBO egHo
3aghakare 6enexu npoekToT Ha Urop
Towescku u3segdeH Bo TeKoT Ha 1996/97.
WmeryBaH kako Jocwue '96 npoekToT 3agnpa
BO MaHucectaymmute 1M nocneguuuTe Ha
nepuoaoT Ha TpaHauumjaTa Bo MakegoHwja.
M3aBojyBarbeTo Ha npetnpujarnjata Kom
TEeHAEHUMO3HO Nnpou3seaysaaT NpPousBoau
co rpewka (wkapT, henep, pedyc), Kako ou
MOXene noAouHa fJa BnesaT BO cTevajHa
nocrtanka u 6ugaTt npuBaTu3npaHu, U
npeHecyBareTo Ha OBMEe NPOuU3BOAM CO
cooABeTHa yMeTHW4Ka nocrTanka BO
raniepucK1oT NMPOCTOP, He v 3acera uckKny-
ynso npetnpujatujata. OBOj NPOEKT U
npobnemaTtnavpa U camuTe yMEeTHUYKN
nocTanku, 04HOCHO HMBHAaTa cmucna u
CBOEBUAHO NOHYAyBa Npeanor 3a Ha4nmHoT
Ha YMETHUYKMOT NpUCTan KOH couunjantuTe
AesvjauMm WTO BO cBOjaTa KOHE4YHa
MHCTaHUa ja 3acthaka u cepuosHocTa Ha
noauumjaTta Ha YMeTHUKOT U yMeTHOCTa BO
ejHO BakBo onwTecTso. [poeKToT cBeceH
3a HEMOXXHOCTA Aa paspeLuu ro npasy camo
06MAO0T 3a yKaxKyBarbe Ha cocTojouTe.

'VMETHOCT CO penaymja’ Kako 0fgHOC KOH
yMeTHUKoBOTO. TpeTupar-eTo Ha nosuuujata
Ha YMETHUKOT KOj Ce OANy4Yun Aa ce Coo4r
€O OMWTECTBEHOTO U HerOBUTE MHCTUTYLWK
04 efHa cTpaHa, ¥ BOCNpuemMarbeTo Ha
HEroBoTO AEN0 04 Apyra cTpaHa, ro Bogu
0BO] OAHOC HWU3 TECHUTE NaTuliTa Ha Kou
YMETHUKOT Ce 3anpallysa 3a uesmexoaHocTta
Ha COMNCTBEHOTO TBOPELWTBO UM aHTaXXwu-
parbe Kako TBopeL| BO KOMMEKCHWOT CKNon
Ha OKOMHOCTM BOH 0f Hero. CTaHko
Masneckw, Ha npumep Bo aenoto MeranHa
aHatommja 1996, BO TEKCTOT HaHeceH Ha
MecuHraHaTa nnoda e cogpxxaHa mucnara
3a HEOArOBOPHUOT OAHOC Ha UHCTUTYUUUTE
Ha yMEeTHOCTa crnpema YyBCTBUTENHUT CBeT
W 0OQHOC KOH AEnoTO Ha yMeTHWKOT. Bo
nenoto CBeTOT BO KOUKa wiM Kpyr.
ErepreTcku TpaHcghep - cé e gen. Cé e
TpaHcnapeHTHo (1996-97.) To] e oagHanpes
NOArOTBEH 3a TewkoTujata unu Aypu u
HEMOXKHOCTa Ha anocTepuopHara mucna aa
rM AONOBWU CYNTUNHUTE (DUHECU CO Ko ce
60py YMEHTUKOT U 3aToa TOj ucnuwysa:
'Mnegame 1 BO OHa wWTo €7, MNoxatamy o4
&?. Ce nnawam geka BoonwTo rneaame.’
MoHaTamy cneaat 3acerarbeTo Ha YyMEeTHW-
KOT 04 OAHOCOT 0AHaABOP, 04 0AHOCOT KOH
WHCTUTYLMUTE Ha YMETHUHYKOTO AenyBarbe,
of noHatamolHaTa cyabuHa Ha HerosoTo
neno. HerosoTo pasbuparse € 4ecTo natu
CKenTUYHO No OBKeE npallarba u 3apagu Toa
Kako [a HacTojyBa Aa rv goobjacHu osue



npoyecu Kako obua opgHanpesg ga ru
OTCTpaHu Heaopasbuparbara.

M360poT Ha oBue TemaTcku 6NOKOBM Ha
ocTeBapyBarbaTa, 3aCcHOBaH He Ha ecTeT-
CKUTE W NUKOBHW BpeaHyBara, TYKY Ha
nepchopmaTuBHUTE (M3BEA0EHWN) OCOBEHOCTU
Ha n360opoT, YMHOT U paspaboTkarta Ha
akTyernHuTe KoHUenTu /ctasosu/onpeaeny-
8arba Ha yMeTHWUMUTE noHaramy moxart aa
ce ondarar BO CneAHUTE reHepanHu
pasgsojyBarba Ha cneynduyHocTUTe Ha
KPUTWYHOCTA Ha 'ymeTHOCTa co penauumja’.
"YmeTHocTa co He3a0BOSTEH OZ NOBPLUHOTO
1 HEKPUTUYKO Npesemarbe Ha uutati unu
peueHTHU ocTBapyBara W HUBHATa
npepaboTtka oA NUKoOBHaTa cuUeHa Ha
3anagHa Espona, Tome AyuveBcku BO
uHcTanauuwjata Tpyame no 3anag nocraseHa
80 CanoHot 4 (Myaej Ha Makegonwja) Bo
1986. cosgasa MynTU-uuTaTHa CTPyKTYpa Ha
aBTOPCKW NOETUKU Of He-MakKegoHCKMU
yMeTHUUM. Ho, yMeTHU4YKaTa nocranka
n3bpaHa ga ce npeHece 0OBOj cTas ja
HagMUHYBaA HyXHaTa HenocpeaHocT Ha
KPUTUYKUOT YMETHUYKM rOBOP 1 OCTaHyBa BO
npegomuHauyunja Ha nukosHuoT. O apyra
cTpaHa, umknycot Ha Tajun sevepw (1988-
91.), UNu yLwTe NoBeKe LMKNYcoT Ha XuTnepu
Ha Anekcangap CtaHkoBCcKW paboTeH BO
nepuogot 1991-94. ce 3agpxysaar Ha
HEeo4YeKyBaHOCTa Ha MPeCBPTOT Ha MOTUBOT
W NyyMaHoOCTa Ha NpUMoAoT KOW Hemaat
Hamepa Aa rv KpUTuaupaar ToTanuTapHuTe
onwTecTBa TYKy A2 NOHyAaT Henoruyex
3anneT Ha WKOHOrpamu u wnaeorpamu
paspewnve HWM3 pacToBapeHocTa 04

CMET PamukeBuk, Aron u Gpofkin. 1996
smet Ramicevic, Angle and Numbers, 1996, © SCCA - Skopje. Macedonia photo: Robert Jankuloski

cepuvo3HocTa Ha YUHOT Ha HMBHATa
ynotpebeHocT.

'YmeTHOCTa CO penaywja'’ Kako 'yMeTHUYKN
marepumjan’.

OBoj npuoa 'co penauyuja’ ru TpetTupa
penayumTe KOH onwTecTBeHaTa CTBapHOCT
Kako 'YMEeTHUYKW maTepujanun’ HU3 Kou
nporosopysa 6UNo WMAEHTUYHOCTA Ha
cocTtojbara 6uno ABO3HAYHOCTA Ha
'MaTepujanuTe'. WkKoHorpatujata Ha
M3MUHATUTE WACONOTUYHM COCTOj6U BO
NPUMEpPOT Ha uHcTanauvjata Ha ugeonoLu-
Kknot ontap Ha Berko LiseTkoB (Bo pamkuTe
Ha wanoxbata Exkcnpecwuja, ect, Akyuja
1985. Bo MysejoT Ha MakeaoHuja), a ywTe
noseke Ha wmanoxbata Xerox Art BoO
ranepvjara Ha TorawHvoT [JoM Ha mnagute
'25 maj' Bo 1987, unu ocmannuckara cabja
ynoTpebeHa Kako Aen o4 uHcTanauujata
Ge3 Hacnos Ha WicmeT PamMukeBuK Ha
uanoxbata Peg/Xaoc Bo My3aejoT Ha rpag
Ckonje Bo 1992. ce ynoTtpebyBaart Kako
'YMETHUYKM MaTepujann' Kou BocnocTa-
BYBaaT KOHUMETHW 3a4HUHN pedhepeHTHN Ha
CEeKojaHeBneTo.

'YMeTHocTa co penayumja’ kako KoHcTarayuja.
KOHCTaTUBHUOT acnekT Ha 'ymeTHocTa co
penayuja’ ru ondaka genysarbara Kowu
HemnocpeaHo ce oAHecyBaaT Ha onwTecTee-
HaTa CTBAPHOCT NPU WTO YMETHUYKNOT
roBop unu uM3pas € KOMYHWKATUBHO
HegeocmucneH. CKOpo CeBKYNHOTO TBOPeLU-
TBO Ha XKaHeTa BaHrenwu Bo nocnegHurte
AeceTTuHa roguHKu, a 0coBeHO pPeueHTHUTe
ocTBapyBarba KakBeu WTO ce [ToCTKOMyHUC-
Tu4ka nnactuka n MakegoHcka couujanda

nnactuka oa 1996. unu NpoekToT Ha Urop
Towescku Jocue '96 ce KPUTUYKMU
3ahakarba BO cny4yysarbata BO MakegoH-
CKOTO OMNWTEecTBO. HO 0BUE KPUTUYKK
3ahakara ja HemaaT ocTpuHaTa Ha
MOAEPHUPHUCTUYKNOT KPUTULUU3aAM U He
NpOMOBUPaaT MOAYC 3a pa3peLlyBare, TYKY
ce 3aapxyBaaT Ha KOHCTATUBHWOT
KapakTep.

OBwue aHanuau ja TpeTupaar noauyujata Ha
YMETHUKOT BO HEFOBOTO HaCTOjyBake Aa r
AeTepMUHUPa W YMETHUYKW TpaHCrnoHupa
BuayearaTta 3a 'HaJOBpPELWHOTO Kako
HeroBa cTBapHocT'. Tue ja nokaxysaaT
noauuujaTa Ha YMEeTHUKOT BO Koja 61uno koe
HEeroBO aHraXxvipaHo genysarse e Haco4eHo
KOH M3BECHa KOHCTaTUBHA KapakTepHOCT.
Bes xenba aa ro U3MeHW CBETOT, AeHew-
HUOT YMETHMK, NPeKy nogpaYyjeTo Ha CBoeTo
Aenysarbe, CKOpo M fa Hema ambuuuv 3a
peBonyuMoHepeH npespar BO OHaa cMucna
BO KOja NOBEKeTO YMETHUYKW ABUXKEra 04
KpajoT Ha WeeceTTuTe U ceyMAEeCeTTUTE ro
MMaa NocTaBeHO KakKo CBoOja OCHOBHA
oApegHMLa W Hacoka Ha pAenysake.
MoBTopHaTa NojaBa YMETHUKOT Aa 3asepe
cTas OKOJY ONWTECTBEHWUTE Cnydysarba e
rokasaTen Ageka Toj u3nerysa o 3aTsope-
HOCTA Ha W CUTYPHOTO mpubexuwTe BO
CBETOT BO KOj HENPUKOCHOBEHO Bnagee -
CBETOT Ha ceoeTo arenje. OBa nanerysare
ro nocTasyBa BO no3vuuja aa rv 3abenexysa
NPOMEHUTE Ha CTBApHOCTA KOja € Heroso
OKPY>XeHue - TOj cMeTa fjleKa HerosuoT cTas
cnpema Taa CTBapHOCT W cnpema Toa
ONWTECTBO € AeNn 0f UHTepecuTe CO KoW

Bnaroja Masescku, Manrecs 1994, uacranaywa, horo: Pymen Kamunos,
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Biagoja Manevski, Pantheon 1994, installation, photo: Rumen Kamiov
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Tpeba aa ce 3aHUmaBa.

MefyToa, KaKBa e aHraxmpaHocTa Ha
LEHeWHWOT YMETHUK criopej aHanusun-
paHuTe ocTBapyBara? YMETHUKOT U
u3ABOjyBa NOjaBHOCTUTE cneunduyHn 3a
ceralwHocTa Ha onwTecTeBeHara CTpykTypa
(Mnm onwTecTeBeHaTa NOCTABEHOCT) cnopea
ceoeTo ybeaysare. OBaa cerawHocT He e
BeKe oHaa BO Koja TOj camo TBOPW, TYKY W
BO Koja >usee. Moceaysajku ja ceecTa 3a
Toa AeKa HUTY CO aHraxupaHocTta Ha
CONCTBEHOTO TBOPEWTBO (Kako aBaHrapavc-
TUTE Of ABAECETTUTE roAvHU Ha 0BOj BEK
Kou BepysaaT feka Co yMeTHoCTa Ke ce
CMEHMW CBETOT), HUTY CO CBOJOT NU4YeH
aHraxmaH (kako koHuenTtyanuute Oj
weeceTTUTE U CEAYMAECETTUTE rOAUHN KOU
BepyBaa AeKa co peBoslyMOHepHNTEe naeun
Ke ro nonpaBaT CBETOT) AEHELWHWOT yMETHUK
3Hae fJeka HemoXe fAa usgejcteyBa
pagvkanHiu npomeHu. TaksaTa CBecT €
npouaBsoA Ha npudakareTo Ha coctojéara
BO KOja ymMeTHOcTa ce ojpejysa Kako
anocTepuopHa KaTteropuwja Bo onwiTecTse-
HuTe cnydysara. Co Toa, ‘'npoekTnsHaTa
KPUTUKA' Ha 'MUNUTAHTHUOT' MOAEpHU3aM ce
BUIOM3MEHYBA BO UCKNY4MBa 'KOHCTATUBHA
KpuTMKa' Ha 6e3VHTEepPecHUoT NOCTMOAEP-
Hu3am. McknyuusocTta Tyka BOrnasHO ce
cBeAyBa Ha ecTeTu3auujata Ha aHraxupa-
HOCTa LWTO o W3HyAyBa 3aKNy4OKOT Aeka
YMETHUKOT (nocTaseH BO anoctepuopHara
noauumja) He MoXKe noeeke Aa buae arewc
Ha onwTecTBeHuTe npomerun. (Cocema e
APYro NpaLarbeTo Aanu Hekoraw v 6un, 6e3
pasfnuka Ha Toa WTOo TOj camuoT Mucnen 3a
concTBeHoTo pgenysawe!?) OTTyKa,
'aHraXupaHocTa' (cera Beke nog HaBoAHULM)
BO peLieHTHaTa yMeTHOCT noapasbupa camo
KOHCTaTWparse Ha coctojbuTe n ogHoCUTe,
CO WTO anpuopHaTa ynora Ha yMeTHUKOT BO
ONWTECTBEeHUTE NPOMEeHu e 3ameHeTa co
Herosa anocTepuopHOCT.

VYMETHUKOT Ha 'KpajoT Ha BEKOT' ja Hema BeKe
unyaunjata geka Ke ro CMeHu nunu nopobpu
CcBETOT W 3aToa TOoj ro npuchaka oHakos
KaKoB WTO TOj € co 0bug YMETHUHKK da ro
ucrionaysa.

Bo pamkuTe Ha oBue onpepenyeara,
NOTKPeneHn CO NocoYeHuTe npumepu, ce
McupTyBa M cnukarta 3a ymeTHuukarta
npoaykuvja Bo Makeaonwja BO nNepuoaoT
1985-1997. passpcTeHa, nogseaeHa u
pasrnegyBaHa npeky cneuutu4HOCTUTE Ha
TEeMaTCKUTE U KPUTUHKWUTE NPUCYTHOCTM Ha
TEPMWHOT 'YMETHOCT CO penauuja’.

6 Hoemepw 1997

a Vilic

n

2T WITH RELATION"

How does 'the end of the century' begin and what
is the relationship of the artistic attitude toward the
surrounding, toward 'the external as reality of the
artist' (as opposed of the non-reality of the artist's
inner world, manifested in the metaphor 'studio’),
of the Macedonian fine-arts scene?

"The end of the century' poses this question con-
sidering that the aesthetic ‘form' should become only
a medium for transmission of the views, one of the
constituent components, but not a constituency. and
not to remain an autonomous appearance, self-
satisfied by the categories which define it. The
provocation of the material, its aesthetics (perceived
in its negative or positive articulation) and self-sat-
isfaction, is transformed into a carrier of meanings
with which, under the condition to be used unam-
biguously - without their metaphysical settings or
without redirecting, speak, with the reality language,
on the real. The material becomes a stereotype of
its kind that cannot, or even more - may not be
treated as primary or dispensed for the aims of the
artistic shaping, exactly because under the latter
is understood something completely different; ar-
tistic shaping today is shaping of a concept, more
precisely shaping of the standing of the artist to-
ward reality. In other words, not only the term 'ma-
terial' has been widened, but also that the standing
and reality become or are transformed into a ac-
cessible, but above all priority artistic bricoler ma-
terial. With that, the specificity of the approach to
the artistic articulation of ‘the end of the century' is
established on basis of the attitudes to the follow-
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Zaneta Vangeli, The Social Plastic of Maceconia, 1996 © SCCA - Skopje, Macedonia, photo: Robert Jankuloski

ing aspects: artist - stance, artist - reality, and artist
- society or artist - stance toward reality and soci-
ety.

The overview of the types of creating of 'an art
with relation' (art relative to taking a stance out-
side of the fine-artistic, more exactly the purely aes-
thetic) in the Macedonian fine arts in the last 15
years notes manifestations which are grouped un-
der several determinants, led mainly through the
syntagmas that follow. But, if the approach to the
artistic production is set toward the most essential
part of the syntagmas 'art with relation’, one of the
most topical items will be differentiated out, and that
is the attitude toward the social reality. Posted in
such way, the overview recognizes the initial mani-
festations in the mid 80's. It is strange that these
initial appearances, that would be expected to sur-
face even in the 70's, on the Macedonian fine-ar-
tistic scene appear so late. The absence of the con-
ceptual art in the true sense of the term and the
manifestations, that are defined closest to it, speak
of one pro-conceptual direction exactly because of
the avoiding of the more comprehensive treatment
of the social reality.

Having such pre-setting, the fine-artistic scene in
Macedonia only in the 90's would be struck by such
reality and more seriously and more notably would
be treating it. As opposed to the rigid modernistic
one, the latent or pro-postmodernistic discourse of
the second half of the 80's (defined in the
syntagmas "art of the 80's") resolves the situations
and opens the free approach to problems of 'the

end of the century'. From here start the inquiries
that lead to 'the stepping outside' from the medium,
the mixing of mediums, conquering of space by
giving space to the work of art (in the manifesta-
tions to the installation, the ambiance, the space
as a work of art) which adds also the predetermi-
nation of the space-location, narratives as shap-
ing process, completely until the throwing out of the
conceptuality of the werk from the modermnistic back-
ground into the foreground of the recent times.
And finally, speaking of the whole art scene, the
representation of the concept 'art with relation' notes
maybe not a single permanent or coherent line of
presence, but many-pointed diversity, singled out
in the following correlation:

‘Art with relation’ as an attitude to the current. This
attitude relates to the current happenings and their
reflection in the sphere of the artist's interests. It is
symptomatic that the numerous happenings in the
region, and especially those in the last few years,
are not found as very interesting by the Macedonian
artists. In this stance, the daily-politics involve-
ment of art in the society is not accounted for, but
rather inadequate presence of generalizing extracts
out of the complexes and the complex events. The
absence' of themes of the independence of the
Republic (together with all previous and consecu-
tive events), the constituting of the institutions, vari-
ous elections, the non-recognition of the state and
national entity by the international factors, the
Balkan crisis and the wars, the blockades and the
sanctions, etc., have been substituted by 'some
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other' themes. Only in 1996., Ismet Ramicevic with
his installation 'Angle and Numbers'(from the exhi-
bition ‘Cifte Amam 2) treats the aspect of the prob-
lem of Bosnia through a very personal story, con-
centrated around the phone number of his friend in
Sarajevo. The artistic expression in the case of this
installation uses the direct approach, stated through
the strength of the iconography elements: a con-
tour-target in parallel activity with the phone num-
ber. Within the framework of this attitude, one could
also place the installation ‘Pantheon’ of Blagoja
Manevski (from the exhibition 'lmage Box' of 1994/
95.) where 28 TV sets in eight lines broadcast pro-
grams of local TV stations: the criticizing of the
media cacophony with the inflow of opening of pri-
vate stations, puts them on the pantheon pedestal;
by this very act, the critique is widened also to the
mass media of the average public, to the home at-
mosphere appearing when installing the TV sets
on the frequent household four-legged handy
wooden supporting stools.

‘Art with relation' as an attitude to the existential.
The concern from the existence in the wider social
corpus and the expressing of its presence in the
artist's world and consciousness, manifests its ap-
pearance through the introvert attitude of the artist.
Turning around toward one's own world as 'a terri-
tory of escape' has been noted as an esoteric pro-
liferation of sign systems that speak of retreating,
more exactly closing from reality. Thereby, the in-
stallations and projects, led by these premises,
acquire a look of relocation of the everyday resid-



ing of the artists (which includes not only the stu-
dios, but also the living spaces). Thus, in treating
this attitude, the installation of Zlatko Trajkovski, ‘qui
sait, lorsque le ciel nous frappe de ses coups, si le
plus grand malheur n'est pas un bien pour nous.’
d.a.e. de sade of 1994., in the Museum of the City
of Skopje. becomes a public expression of these
worlds with the transformation of the personal into
the public. This 'other space' is relative also to the
re-location which is performed by Igor Tosevski by
exposing his 'Drawings' (1994., the Museum of the
City of Skopje), when the intimacy of the record-
ings-psychographs becomes a penetration into the
conscientiousness of the recipient.

'Art with relation' as an attitude to the primordial.
Treating the philosophical premises on the aspects
of the primeval as an attitude that is made current
nowadays, constructs the contrariness toward the
techno-culture whereby the roots and the primor-
dial things become neglected. The choice that con-
trariness is to be realized by changing the digital
(as a metaphor of the simple binary coding) with
the complexity of the ritual and ceremonial, rigidly
established order, brings about the re-creating of
'the act' or 'the performing of the act' as a metaphor
for man as author, and not as user. From these
reasons, Iskra Dimitrova includes the body both as
a beginning and as an end. In her 1991-1994. per-
formances, she engages herself in the concrete
presence of her own body as a medium through
which the ritual character is accomplished. In the
virtual performance/installation, 'Magna Mater
Deorum', she leaves the physicality of the body and
the role that she has in the ritual and artistic act.
Whereby, with the work, ‘Thalamus', from the exhi-
bition 'Cifte Amam 2'in 1996., and since then, the
artprint of her own body has become the main part
of the ambiance concept that she works on. The
conceptual line, which lines up al these transfor-
mations of the formal aspects of this operation, even
in a stronger way strengthens the topicality of this
creation, bearing in mind that it elaborates the as-
pects of the feminine.

‘Art with relation' as an attitude to the political. This
attitude is one of the most essential penetrations
into the social spheres of action as a field of inter-
est also for the artistic action. The presence of the
political and of the politicized leads to taking a dis-
course stance toward it. The artistic action in and
from such situation may bring about a change of
the very essence of the art, whereby the engage-
ment in this segment enables definition of the pro-
duction as a reference of the times. The elabora-
tion of this attitude is exactly signified in the three-
part installation, 'Macedonian Social Sculpture', by
Zaneta Vangeli of 1996., installed at the exhibition
'Liquor Amnii 1'in the Cifte Amam. The clear-murky
photographic juxtaposition of the three representa-
tives of the spiritual, of the alternative and of the
political sphere, the video juxtaposition of the alter-
native and of the conceptual, i.e. the juxtaposition
of the narrative and of the metaphysical in placing
the 10 flags of the Republic of Macedonia with its
symbols (the poppy seedcase, lead and gold) di-
rect the permanent absurd coordination to the very
absurd itself, but at the same time to the perfect
artistic syntax that places the political into a situa-
tion of criticized subject.

"Art with relation' as an attitude to the natural. How
could the approach to the natural, as referential
and urgent for the global situation of mankind, be
provocative also for the Macedonian artists? That
is, why they are not adequately such, when their
marking is found from place to place? [One should
make a distinction here between the working with
the natural and working with natural materials.]

Tome Adjievski, for example, in the project 'The
Great Step Backward' of 1996/97., in the Skopje
Museum of Contemporary Art elaborates the fasci-
nation by the cleanness of the natural that, as an
element of the project, is in supplementary correla-
tion with the sculptural undertakings. He is not en-
gaged in the problem of the destruction of the natu-
ral (what one might expect), but he elevates it on
the level of the majestic, and in this manner, rel-
evant for the artistic transposition. With this, he
substitutes or avoids the critical tonus, and draws
the attention toward an optimistic stance.

'Art with relation' as an attitude to the religious. The
newly created social phenomenon of greater in-
volvement of the Church (as an institution) in the
social life (or reinstating the lost involving) and the
appearance of the so-called 'new religiosity' sepa-
rates this attitude from most of the previous and
spontaneous utilization in the art. In contrast to
those Macedonian artists, whose romantic ap-
proach and fascination by the tradition and spiritu-
ality of the Christianity end up in the utilization and
the treatment of 'the religious (Eastern Orthodox -
Christian) iconography as sceneric’, it is requested
from the contemporary artist to make a critical ap-
proach toward these phenomena. 'The iconogra-
phy' demands to be reshaped not only as tauto-
logical replications of the iconography designs of
the past, but as finding out contemporary expres-
sion tools, compatible with the times. In her long
elaboration of the Christian iconography, Zaneta
Vangeli, through her work ‘The Revelation of St.
John' of 1993., penetrates into the complexity of
apprehension of the Christian truths, especially
placing it on the account of the superficial 'new
religiosity' of the today's believers and on the ne-
glecting of the primary role that the Church should
have. The selected quotations from 'The Revela-
tion' and the messages hidden there are totally ref-
erential to nowadays, and with them and by that
the author at the same time concludes that under
these circumstances they remain still hidden and
out of the interest of those who are responsible for
it.

‘Art with relation' as an attitude to the social. Social
events and their reflection and presence in art
seemingly more and more preoccupy the interest
of artists. The current socialization of the artistic
act not only involves a critical or engagé approach,
but also a benevolent attitude of 'the art in service
of the society', or 'art as a favor, in service' of the
social community (the minority, ethnic, political,
religious, marginal, ghettoized, racial, feminist, ho-
mosexual, etc.). Such one preoccupation marks the
project of Igor Tosevski performed during 1996/97.
Named as 'Dossier '96', the project addresses the
manifestations and the consequences of the pe-
riod of transition in Macedonia. Selecting enter-
prises that on purpose make products with flaw (re-
ject, defect, refuse), so that they could later go bank-
rupt and be privatized, and the placing of these
products by proper artistic procedure in the gallery
premises, does not bother only the enterprises. This
project problematizes even the very artistic proce-
dures, i.e. their sense, and in its own way makes a
proposal for the manner of the artistic approach to
the social deviations that in their final instance
treats also the seriousness of the position of the
artist and of art in such one society. The project,
aware of the impossibility to resolve, only makes
the attempt to point out to the conditions.

'Art with relation’ as an attitude to the artist's own.
Treating the position of the artist who decided to
face the social and its institutions on one hand, and
the perceptiveness of his work on the other hand,
guides this relation through the narrow roads at
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which the artist asks himself of the purpose of his
own creation or engaging as an author in the com-
plex force of the circumstances outside of him.
Stanko Pavleski, for example in his work ‘Metal
Anatomy' 1996, in the text put on a brass plate,
has included the idea of the irresponsible attitude
of the art institutions toward the sensitive world and
attitude toward the work of the artist. In his work
'The World in Cube or Circle - Energy Transfer -
Everything is Part - Everything is Transparent'
(1996/97.), he is in advance prepared for the hard-
ship or even for the impossibility of the posterior
thought to grasp the subtle finesses that the artist
fights with. Therefore, he writes: ‘Do we see that
which is? - Further from that very 'is'? - | am scared
if we see at all - ' Further follow the preoccupation
of the artist by the attitude from the outside, by the
attitude toward the institutions of the artistic action,
by the further destiny of his work. His perception is
very often skeptic concerning these issues and
because of that, as if he tries to further explain these
processes as an attempt in advance to remove the
misunderstandings.

The choice of these thematic blocks of realizations,
based not on the aesthetic and fine-art assess-
ments, but rather on the performative features of
the choice, the act and the work-out of the current
concepts/stances/commitments of the artist further
can be included in the following general differentia-
tion of the specifications of the criticism of ‘the art
with relation'.

‘Art with relation’ as a latent comment.

This aspect of the artistic activity excludes, or more
precisely makes dull the sharpness of the comment
on some social event. Liljana Gjuzelova, in her in-
stallation 'The Eternal Returning ... Forgetting, Fac-
ing, Returning, Migrations, Roots' arranged in a
private house in 'Kej 13. Noemvri' St., no. 92 just
for two days (31 March - 1 April 1997) speaks of a
very personal side of her life. According to the very
author, the pile of photos of her family scattered in
the metal sarcophagus that is partially open (or by
chance forgotten to be closed) should not repre-
sent any request for the rehabilitation of her father.
But, the carefully selected dozen of photos, that
are copied on slides and projected within the frame-
work of the installation, undoubtedly lead to the
accenting of this act. In other words, regardless of
the intention of the author, the codes determined to
carry the structure and the conceptual foreground
of the work include the latency of the comment in
its base.

'Art with relation’ as pseudo-critique.

The pseudo-criticism of 'the art with relation' is seen
in the transfer of the criticizing note of the work on
the level of observation. Dissatisfied by the super-
ficial and uncritical taking over of quotations and
recent realizations and their processing from the
fine arts scene of Western Europe, Tome Adjievski
in his installation, 'Running After the West', staged
in Salon 4 (The Museum of Macedonia) in 1986,
creates multi-quotation structure of authors' poet-
ics by non-Macedonian artists. But, the artistic pro-
cedure, selected to transfer this stance, goes be-
yond the necessary immediateness of the critical
artistic speech and remains under the predomi-
nance of that of the fine arts. On the other hand,
the cycle of ‘Last Suppers’ (1988-1991), or even
more the cycle of ‘Hitlers' of Aleksandar Stankovski,
produced in the 1991-94 period, treat the non-ex-
pectancy of the turnabout of the motif and the lu-
cidity of the approach that do not intend to criticize
the totalitarian societies, but rather to offer an il-
logical plot of iconographs and ideograms, that can
be solved through the disburdening from serious-
ness in the very act of their use.



‘Art with relation’ as ‘art material’.

This approach ‘with an attitude' treats the relations
toward the social reality as ‘art materials' through
which speaks either the similarity of the state or
the double meaning of ‘the materials’. The iconog-
raphy of past ideological situations in the example
of the installation, ‘On the Ideological Altar'of Venko
Cvetkov (within the exhibition, ‘Expression, Ges-
ture, Action’, of 1985 in the Museum of Macedonia),
and even more at the exhibition, ‘Xerox Art', in the
gallery of the then ‘25 May' Youth Center in 1987,
or the Turkish sword used as part of the installa-
tion, ‘Untitled", of Ismet Ramicevic at the exhibition,
‘Order/Chaos’, in the Museum of the City of Skopje
of 1992, are used as ‘art materials’ that maintain
conceptual backgrounds referential to the every-
day.

‘Art with relation” as conclusion.

The conclusive aspect of ‘art with relation’ includes
the activities that directly are related to the social
reality whereby the art speech or expression is not
vague when communicating. Aimost al the works
of Zaneta Vangeli in the last ten years, and espe-
cially the recent works such as ‘Postcommunist
Sculpture’ of 1996 or the project of Igor Tosevski,
‘Dossier ‘96', are critical involvements in the events
of the Macedonian society. But, these critical in-
volvements do not posses the sharpness of the
modernistic criticism and do not promote a mode
for resolving, but rather they are preoccupied by
the concluding character.
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These analyses treat the position of the artist in his
efforts to determine and to artistically transpose the
views on ‘the external as part of his reality’. They
show the position of the artist where any his engage
activity is directed toward certain conclusive char-
acteristic. Without any desire to change the world,
the contemporary artist, through the field of his ac-
tivity, almost does not have ambitions for a revolu-
tionary change in that sense in which most of the
art movements of the late 60's and of the 70's have
established as their basic determination and course
of action. The repeated manifestation that the art-
ist take a stance on social events is an indication
that he is coming out of the closeness of, and from
the sure hideout in the world where he rules in a
sovereign way - the world of his very atelier. This
going out sets him in a position to note the changes
of reality which is his surrounding - he thinks that
his stance toward that reality and toward that soci-
ety is part of the interest that should preoccupy him.
But, what is the engagement of the today's artist
according to the analyzed realizations? The artist
differentiates the manifestations specific for the
present moment of the social structure (or social
situation) in accordance with his credo. These
present times are not those in which he only cre-
ates, but those in which he also lives. Being aware
that neither through the engagement of his own
works (as the avant-garde artists of the 20's of this
century who believed that through art they could
change the world), nor through his personal engage-

ment (as the conceptualists of e &0 s =g T
70’s who believed that through revoutoran, o=
could improve the world), today s artist «nc =
he cannot cause radical changes. Such awa S
is the product of accepting the situation in which
art is determined as a posterior category in social
happenings. With that, ‘the projecting critique’ of
‘the militant’ modernism is changed evidently into
exclusive ‘conclusive critique' of the disinterested
postmodernism. The exclusiveness here is mainly
reduced to the aestheticization of the engagement
that compels the conclusion that the artist (placed
in a position a posteriori) cannot anymore be a tool
for social changes. (Another thing is the question if
he ever was, regardless of what he thought of his
activities!?) Therefore, ‘the engagement’ (now in
quotation marks) in the recent art apprehends only
concluding of the situations and relations, whereby
the prior role of the artist in the social changes is
changed with his posteriority.

The artist at ‘the end of the century’ does not have
any more illusions that he will change or improve
the world and hence, he accepts the world as it is,
trying to use it artistically.

Within the framework of these determinations, as
is evident from the aforementioned examples, one
draws the image about the artistic production in
Macedonia in the 1985-1997 period, analyzed and
reviewed through the specifications of the thematic
and critical presence of the term 'art with relation’.
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Cranko MNasnecku, Metanwa aHatomma wnw 3a nyboeTa-seesga, nrruya, Kyxka, 1996 (peran)
Stanko Pavieski, Metal Anatomy or About Love-star, bird, house. 1996, (detail) © SCCA - Skopje, Macedonia, photo: Neboisa Vilic
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KoHvya lMupKocka

TOTANINTAPHATA
APTOKPATWNJA
HA
CTAHKOBCKW

B0 KOHTEKCTOT Ha NocTMoAepHaTa,
ymeTHocTa Ha 90-Te BO NOCTKOMYHUCTUYKN-
Te eBp0as3nuCKu NpocTopu, 0cobeHo BO
3emjaTa Kaze LTo € U3BPLUEeH UCTOPUCKM He-
BUAEH aHTUXYMaHUCTUYKN EKCNEPUMEHT, BO
HEj3UHMOT Hajronem gen ce ywre ce ma-
HudpecTupa v ce pedpnexTpa (HU3 ApYyry Ko-
[0BU) XanyuuMHOreHoTo AejCTBO Ha MHOry-
OEUEHUCKOTO TOTanuTapHo HacneacTso.
Bes ornef Ha gecTpykyujata Ha dawm-
cTWYKaTa UAeonoruja U Ha HejsnHuTe
AepvBaTy, TparuTte oA nocneguumTe Ha Mu-
poBaTa nobega ce HeyHUWTNUBM U OcTa-
HyBaaT TpajHO 3aKoAupaHu BO KONEKTUB-
HOTO nameTerbe Ha reHepauyuute og 20-0T
BeK. [0BOEHWUTE HACTaHU LUTO KOHTUHYUPaHO
cnegea: YHrapckarta pesonyuuja, lMpawka-
Ta NponeT, NepMaHeHTHOTO noBekegeue-
HWCKO gejcTByBarbe Ha ConuaapHOCT U
KOHe4Ho nagoT Ha CoseTckarta umnepuja Koj
TpuyMbupalie co pywereto Ha bepnvH-
CKWOT SWA, ja aHTuuunupaa, pe4mcu Ha cute
¢hpoHTOBM, rNobanHaTa AyxoeHa atmocde-
pa Ha 90-Te, ocobeHo BO 3emjuTe Ha MnocT-
KOMYHU3MOT. CeBKYMNHUOT UHTeneKTyaneH
AVCWAEHTCKU NOoTeHuvjan Ha 3emjuTte oA
HEeKOralHWOT COBETCKW narep, oaHaTpe u
0AHaZBOP, MHOTY roAvHU NPpej HejauHNOT KO-
He4eH Kpaj, ja noaroTeysaa CMpTTa Ha ToTa-
nuTapHaTa waeonoruja, AejcTeyBajkn CuH-
XPOHU3NPaHO Ha CUTE MOXKHU NONUHLA.

Bo TO] KOHTEKCT, nukKoBHaTa
ymeTHocT Bo 90-Te, ocobeHo Bo Pycuja, BO
Hajroniema Mepa € BO 3HaKOT Ha JeKOHCTPY-
Kuujata Ha uctopuckara 3agHuHa, NoTo4HO
Ha aBaHrapgHoTo, coupeanucTuykoTo (18-
34) u Ha coyapTucTuykoTo (1972) Hacne-
AcTeo. PeanHaTta u ceondpatHara cnuka 3a
[ejCTBYBarbeTO Ha NnypanHara pycka nmko-
BHa CLieHa, BO pamkuTe Ha rnobanHara cee-
TCKa YMETHOCT, 3acera € HeBO3MOXHO Aa ce
AeTepMuHupa u sanopuanpa. Buktop Mucu-
aHo M3jaByBa AeKa, Pe4ncn cute ekcnepTu
Ha ymeTHocTa Hagsop o4 Pycwja, He moxar
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[a gonpar Ao BUCTUHATa 3a pyckaTta NIMKo-
BHa cTBapHoCT. Tve cmeTaaT geka "Ha Mo-
[AepHUOT naHaryp Ha cyetara Tpeba ga ce
cdhaTtat camo 3a KatactpouTe, 3aWTO KO-
NKY WTO € NOEeKCTPEeMHO W nokaTacTpoda-
NTHO UCKYCTBOTO Ha PycwTe, Toa cTaHysa
TONKY noyHuBep3anHo." BbapokHuoT
HankaHcKu Xopop Koj npu kpajoT Ha 90-Te
3ano4yHa BO 3emjaTta Ha [pakyna, co
HeBuaeHa 6p3nHa 1 XXeCTOKOCT Ce NPOoLLnpU
n Tpuymcuvpa BO EKC jyroCNOBEHCKUTE
npoctopu. KonekTusHaTta karanencuja u
amHesuja WTo rv 063eae pevncu CUTe NMKo-
BHW YMETHUUM, Ce 4YnHn Gea eanHCTBEHUTE
onbpaHbeHn MexaHU3Mu Kou Moxea ga rv
3awWwTUTaT 04 XuneppeanucTUYKuTe anoka-
NUNTUYKK cnvku. Kako wTo atpodumjata Ha
conuaapHocTa ja Npou3seae Kpusarta Ha Xy-
MaHu3MOoT, npeTnocTasysamMe ageka, TOKMY
Taa Kpu3a ro reHepvpa v OTCYCTBOTO Ha
NONMUTUHKUOT aHraxxmaH Bo cdepata Ha
NUKoBHATa YMETHOCT. HajeepojaTHo anubu-
TO 3@ OTCYCTBOTO Ha MONUTUHKNOT AUCKYPC
1 3a eTUYKOTO aMmHecTvparbe Ke Tpeba aa
ce nobapa npea cé Bo NcuxoaHanuaara, unm
BO ctepata Ha oHa wTo LlejMcoH ro
AethHupa Kako NOMUTUYKO HecsecHo. Ha
MakeAoHcKaTa fIMKoBHA CLeHa, acnekToT Ha
NOMUTUHKOTO CBECHO € 3acTaneH eauHcTee-
HO BO €MNUCTEMONOLWKO-OHTOOWKaTa,
¢hmnocodhcko-aHTpornonowkKara crparervja
Ha NPBUOT NOCTMOAEPHUCTUHKN MaKeL4OHCKN
(aHpeprpayHg) cnukap AnekcaHgap CraH-
koBcKW. HeroeaTta rnocneaHa hasa ce Haofa
BO HEKakBa TaMHCTBEHa, KOHCNupaTusHa
BpcKa co hunococbujaTa Ha usonauuwjara Ha
Bepraes. Kako efeH of 6pojHuTe, HO 1 Npw-
haTnueK acnekTy co Kou 6n Moxene aa ru
naeHTU(UKYBaMe HerosuTe gena cos-
papenv nomefy 1987-93 roguHa, BO
cny4ajos, ro oabupame pakypcoT Koj BO
ronemMa mepa KOpecnoHaupa v reHepasnHo
MOXe Aa ce cMecTu nomery "6paTcTsoTo BO
XpucTa v gpyrapctsoTo Bo AHTUxpucTa”.

CnegereTo Ha MynTUMeujasiHuoT Basno-
HCKM AucKypc Ha CTaHKOBCKM nNpeTcTasyBsa
ronema npoBoKauuja, MOXHOCT 3a rnoseKe-
3HAYHO apTUKyNMparbe W NMoBeKekpaTHO
MaHeBpupare HW3 pasnuyHUTe AyXOBHW
XOPU3OHTMW. 3rycHYBaeTO U MHOXEHETO Ha
pasnuyHUTe AUCKYP3VBHU hopmauyun Kou
3aeMHO ce HaAoMnonHyBaaT WU onsnoAysaar,
ro nogpasbupaar npeTnas3nneoTo, NOCTOjaHo
ocBOjyBar-e BO OTCTanysarbeTo. Hukoral
CUTYPEeH BO UCHATYBaHETO Ha UHWUMjanHa-
Ta ugeja Ha aBTOPOT, BO MPeno3Hasar-eTo
Ha oMcanocoT Ha HeroBUOT NABUPUHT, Ha-
6rbyAyBaqoT Tanka, 3acTpaHyBajku og rna-
BHaTa meta. Of Cekoj aron Ha peuvnuparse
Taa ce noMecTyBa, 6era v MeTa-crasupa cuH-
XPOHU3WUPAHO BO cuTe Hacoku. CTpasor, re-
HepupaH of emaHupaqkara cuna Ha Hesu-
ANVBUTE CTanuuW, AeMHe 3aj CeKoj ucnu-
KaH (hparMeHT W ja 4eka mucnara Ha 3ase-
[EHWOT Aa nNagHe Kako MnieH/ KpTea BO KOH-
uenTyanHata mpexa Ha 3asefyBadqor.



MpeTnasanuso KOHCTATUpa Aeka cTparte-
lKaTa ocka HajeepojaTHO ce Haofa BO
HEKOHCEKBEHTHOCTa Ha HapaTuBHaTa CTpy-
KTypa Koja ro Bojw/zaBegysa HU3
pasnuyHUTe CTUICKW, XPOHOTOMNCKK, KOHLe-
nTyanHu n Meguymcku xopusoHTu. MocTo-
jaHnoT cyaup co nageonorujata Ha npegas-
CTBOTO pedepupa Ha aHTPOMOUEHTPUHHUOT
1 TEOLEHTPUYHMOT NPUHLUMN, HO, NPeAa Cé Ha
ApyrapctBoTo BO AHTUXpucta. CobnasHuTte-
nHUTE, (haHTasMaropuyHn KOHCTPYKUMM Ha
EHTPOMNUYKKTE, T.€. HAa BaBUMOHCKMU KOHUW-
nUpaHuTe 3anneTn, ro Mamar, ro BTYPHY-
Baar, 3annetkyeaat [pyrvoT BO NposoKa-
TUBHaTa, HEOA0NUBO NPUBMEYHA, MarnyHa
1 cekoraul HoBa/noMHakea o4 MHuumjanHara,
KoHcnupaTtusHa urpa Ha CtaHkoscKu. [Jomu-
HaHTeH e cTpasoT Ha [lpyrvoT Aa He ja 3a-
rybu ApujagHuHaTta HULKa U Aa He ro npo-
Hajae nanesoT KoH cebecn Ha 6apokHMOT

‘Pyckuor Haposg kako
arnokarnnrndkimn

HEPOLJ HE MOXE [4a IO OCTBAPH
rIPOCEYHOTO XY MAHUC TUYKO
UEPCTBO, TO/ MOXE 4a IO
OCTBAPH WA BPATCTBOTO B0
Xpucra, mn Gpyrapcreoro 8o
Anrmnxpucra.”

H. bepraes,
Hosoro cpegHosekosmne

WKOHOCTAC Ha ToTanuTapHaTa apTokpaTcka
UHTEepAUCUMNNNHAPHA, UHTEepPTEeKCTyanHa
CTPYKTypa Ha CTaHKOBCKUW, Mery ApyroTo -
MHOLWITBOTO ANCKYPCKU, OCBeH chunococmja-
Ta Ha usonauujara Ha bepraes ja npenosHa-
Bame 1 OpBEsioBCKO-MOpPEeHoBCKaTa peTopu-
Ka Ha caTaHucTu4kuoT KynT Ha Monemwuor
TaTtko, Kako n enuMuHauvjaTa Ha CuHOT U
mapruHanusaymjata Ha 60XXeCTBEHOTO.
Mpeky TpaHchepoT Ha efeH UK of
TEoUeHTPM3MOT CTaHKOBCKW M0 aHTULMNK-
pa AeMOHCKNOT NPUHLMUN BO aHTPOMOLEHTPU-
3MOT. Kako LeHTpanHa akuuja cutympaHa Bo
CTPyKTypaTa Ha aHTponoToTanutTapHara
MUTONOrMja Koja e maHudecTupaHa Hu3
pasfin4Hn AUCKYpP3nBHU Moaenu CTaHKoB-
CKW ja akTuBMpa gemuTonorusayuvjara Ha
KynToT Ha onemwoT TaTtko. MpoTaroHuc-
TUTE Ha KYNTOT Ha OBaa MUTONOrMja Kow
pefoBHO Cce reHepupaart/perpytupaar oj

CTePEeOoTUNUTE Ha OpyTan=woT 220 A= 3E
CTaHKOBCKM M1 AeMUCTUDMLM
W UMHU3aM, HU3 eAHa WPOHWUCKE, TPOTECK=2
aucTaHua (npeTnocTasyBame) NnocneaHuTe
roneMn penuKTW Ha uwaeonorujata Ha
TOTanUTapuamoT. [eKOHCTPYMpajKu rv Hu3
KOAOBWUTE Ha CTapuTe W Ha HOBUTE MUTOBM,
€O XYMOpOT ja onecHyBsa v ja katanuaupa re-
XUHaTa M MOKTa Ha [ejcTBYBarbeTO Ha UCTO-
puUCKW oaurpaHuTe A[ONAroTpajHu wu
@KCTEeH3UBHW AEeMOHONOLWKY nepghopmaHcu
4ymja xunHosa Aobu peyncm nnaHeTapHu
pasmepw

TepmuHOT apTokpaTtuija e npesemeH 04 cnukapot, TB
MHTepBjy Ha [opfn Bacunesckn co AnekcaHgap
CTaHKoBCKM N0 NOBOA BUAEO-(MNMOT KOKUHO,
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Anexcangap Ctankoscky, Tajwa sevepa a na Quarw, 1991, macno u konax

Aleksandar Stankoveki, The Last Supper & la Disney. 1991, oil and collage



Konca Pirkovska

THE TOTALITARIAN
ARTOCRACY!

OF

STANKOVSKI

" ‘The Russian nation,
being an apocalyptic nation,
cannot realize the average
humanistic empire;
it can realize either

the brotherhood in Christ

or the friendship in

the Antichrist’.

N. Bergyaev,
The New Middle Ages

In the context of the postmodern, the art of the 90's
in the post-communist Euro-Asian territories, es-
pecially in the country where historically unheard
of, antihumanistic experiment, has been perfomed
in its biggest part still is being manifested and re-
flected (through other codes) bay the hallucinating
influence of the totalitarian heritage of many de-
cades. Regardless of the destruction of the fascist
ideology and its derivatives, the traces of the con-
sequences of the Pyrrhic victory cannot be de-
stroyed and remain permanently encoded in the
collective remembrance of the generations of the
20th century.

The postwar events, that followed continually: the
Hungarian Revolution, the Prague Spring, the per-
manent actions for several decades by the Solidar-
ity Trade-union, and finally, the fall of the Soviet
Empire which triumphed with the destruction of the
Berlin wall, have anticipated, almost on all fronts,
the global spiritual atmosphere of the 90s, espe-
cially in the post-communist countries. The overall
intellectual dissent in the potentials of the coun-
tries of the former Soviet block, internally and ex-
ternally, many years before its definite end, were
preparing the death of the totalitarian ideology,
acting in a synchronized way on all possible fields.
In this context, the fine arts of the 90's, especially
in Russia, is, by greatest measure, under the sign
of the deconstruction of the historical background,
more precisely, of the avant-garde, the socialist
realistic (1934), and the socialist artistic (1972) heri-
tage. The real and complete picture of the actions
on the pluralistic Russian scene, within the frame-
work of the world global art, for the time being is
impassible to be determined and evaluated. Victor
Missiano has stated that aimost all non-Russian art
experts are not able to penetrate to the very truth
concerning the Russian fine arts reality. They are
of the opinion that ‘in the modern vanity fair they
should only treat the catastrophes, because the
more extreme and more catastrophic is the expe-
rience of the Russians, it becomes in that degree
more universal'.

The baroque Balkan horror that at the end of the
90's started in the country of Dracula, with unseen
speed and savageness, was expanded and it tri-
umphed in the former Yugoslav territories. It seems
that the collective catalepsy and amnesia, that over-
took almost all fine artists, were the only defense
mechanisms that could protect from the hyper-re-
alistic apocalyptic images. As the atrophy of soli-
darity produced the crisis of humanism, we assume
that exactly this crisis generated also the absence
of the political engagement in the field of fine arts.
Most probably, the alibi for the absence of the po-
litical discourse and for the ethical amnesia should
be found, above all, in the psychoanalysis, or in
the field of that which Jameson has defined as the
political unconscious.

On the Macedonian fine arts scene, the aspect of
the political conscious is present only in the episte-
mological-ontological, philosophical-anthropological
strategy of the first postmodemistic Macedonian
(underground) painter Aleksandar Stankovski. His
last phase is placed in some secretive, conspiring
link with the philosophy of isolation of Bergyaev.
As one of the numerous, but also acceptable as-
pects by which we could identify his works cre-
ated between 1987 and 1993, in this case, we
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chose the view-point that in great measure it corre-
sponds and generally could be placed between ‘the
brotherhood in Christ and the friendship in the An-
tichrist.'

Following the multimedia Babylonian discourse of
Stankovski is a huge provocation and a chance for
multi-significant articulating and many-folded ma-
neuvering through the different spiritual horizons.
The thickening and multiplying of different discourse
formations, which are compatible and fertilize one
another, assume the cautious, permanent conquer-
ing in retreating. Never certain in reading the initial
idea of the author, in recognizing the omphalos of
his labyrinth, the viewer roams, going away from
the main target. From every angle of reception, the
main target moves, runs away and metastasizes
in a synchronized manner, in all directions. The fear,
generated by the emanating force of the invisible
traps, lurks behind every painted fragment and waits
for the thought of the seduced one to fall as a cap-
ture/victim in the conceptual net of the seducer. He
carefully concludes that the strategic axis are found
in the inconsequality of the narrative structure that
leads/induces him through the different stylistic,
chrono-type, conceptual and medium horizons. The
permanent clash with the ideology of the betrayal
refers to the anthropocentric and theocentric prin-
ciple, but above all, to the friendship in the Anti-
christ. The spectral, phantasmagoric constructions
of the entropic, i.e. Babylonian-conceited plots, lure,
push, entangle the Other One into the provocative,
irresistibly attractive, magic and always new/differ-
ent from the initialing, conspiring game of
Stankovski. Dominant is the fear of the Other One
not to lose the thread of Arisen and not to discover
the exit toward oneself.

On the baroque iconostas of the totalitarian
artocratic interdisciplinary, intertextual structure of
Stankovski, among the other-many discourses,
except the philosophy of isolation of Bergyaev, we
also recognize the Orwell-Morin rhetoric of the sa-
tanic cult of the Great Father, as well as the elimi-
nation of the Son and the marginalizing of the de-
ity. Through the transfer of one character of the
theocentrism, Stankovski anticipates the demonic
principle in the anthropocentrism. As central action
situated in the structure of the anthropolitarian my-
thology. which is manifested through various dis-
course models, Stankovski activates the demytholo-
gization of the cult of the Great Father. The pro-
tagonists of the cult of this mythology, who regu-
larly are generated/recruited from the stereotypes
of the brutal Darwinism, Stankovski demystifies,
through humor and cynicism, through an ironical,
grotesque distance (we assume), the last great
relics of the ideology of the totalitarianism.
Deconstructing them through the codes of the an-
cientand new myths, through the humor, he allevi-
ates and catalyzes the weight and the power of
the effects of the historically played, lengthy and
extensive demoniac performances whose hypno-
sis became of planetary proportions.

The term 'artocracy’ has been taken over from the painter; TV in-
terview by Giorgji Vasilevski with Alekskandar Stankovski, In con-
nection with the video-film ‘Kokina’



Hebojwa Bunuk

ELEH
NPWUME P:
XAHETA BAHFENW

HacTojysajku nogetanHo ga ce onpegenar
acnekTuTe Ha "ymeTHocTa co penauuja” Bo
pPeuUeHTHOTO TBOPEeLWTBO Ha XKaHeTa BaHrenu
(1963.) 3a aHanu3a Ke 6ugaTt 3emeHn ase
Hej3auHW pgena kaj kou obnukosHaTa
nocTanka ce npenosHasa BO UCMUC Ha TEKCT.
Osune pgBe pgena ce wusbpaHu Kako
napagvrmMaTu4Hi 3a Hej3uHOTO TBOPEeLWTBO
6uaejku on eaHa cTpaHa Tue noaraart of
XPUCTOSOLWKUTE pacnpasu - Kou ce Kaj Hea
NPUCYTHU BO Pas3NIM4HM MKOHOrpadCcku
peweHuja, a o4 Apyra of TeKcToT/360poT -
KojwTo gobusa npeobpasba Bo cnuka. U
ABeTe 3aefjHO ro npaear NnoBp3yBarbeTo Co
cerawHocTa ynaTyBajkvm Ha aHanorn4HocTa
Ha cocTojbuTe KOM BO U3bpaHUTe Xpuc-
TONOWKWU TEKCTOBKW, AafeHNn Kako napabo-
fINYHK, CTaHyBaaT KPUTUHKKU TONKyBara Ha
peueHTHaTa CTBapHOCT.

Taka, BaHnrenu nuwyea 3a nornegot KoH
HaABOPELWHOTO W M0 NoCTaByBa YMETHUKOT
BO No3uuuja BO Koja TOj € oapeseH aa rv
BOCNOCTaBsW napanenure co MuHaTuTte
uckyctea. lNocerHyBareTo no n3saaouu og
CseTtoT0 Nucmo (notodHo HoewoT 3ageT) 1
yKaXKyBarbeTo Ha NPOPOHKUTE NpeTcka-
XyBarba Mma 3a Lern fa ja 3acerHe HusHaTta
peanusauuja BO AgeHewHuuaTta. 3a A4enoTo
MocTkOMyHUCTUYKA nnacTnka BaHrenu
u3bupa asa napanenHu Tekcta. EgHuot ce
ase Mocnanuja Ha Ce. Anocton Masne u
APYrvoT e BecHUKoT Hosa MakegoHuja o
19.06. 1996. Tue ce payHO ucnuwaHn Ha
TpaHCNapeHTHW xapTuu. [UCKypcoT Koj ce
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XKanera Bawrenu, Otkposenneto Ha Cs. Josaw 1, 1993, 151x10, nexxano na nnatHo
Zaneta Vangeh, The Revelation of St. John 1, 1993, 151x10, pen on canvas

oTBOpa nomery oBue ABa TEKCTa CBOjaT
CyWTKHHa ja Haora Bo [locnaxuneTto =a Cs
Anocton Naene Ao PununjaHnuTe:

"15. Hekow HaBucTUHa, 04 3aBUCT U NPENUPKK. 3 ApYry
og Aobpa sonja Mo nponosegaar Xpuera...", 04HOCHO 80
Mocnannero go Konocjanure: "21. W pac, KO Hekoraw
Geate ogcrTpaHetn og Bora, u HeroBu Henpujatenu
nopaav NOMUCNNTE KOH NOWWTE Aena, 22. cera Be NpuMu
BO TENOTO Ha Herosara nnoT, NPexy Herosara cMpT, 3a
Aa se npercrasu Cebe cBeTH, HENOPOYHW U B3 BUHA,
23, caMmo aKko ocTaHeTte TBpAW W Henokonebnusw, u
buaeTte HENOABWXHK BO HafexTa Ha EBaHrenueTo, koe
€ NPONOBeAaH0 Ha CeKoe NogHebecHD co3aaHue, Koe ro
4yysTe n komy jac MNasne my cTanas cnyra."

w

OcHOBHOTO HacTojyBare Ha BaHrenu Bo osa
AEno e HarnacyBareTo Ha U3MECTYBaHETO
Ha BpegHOCTUTE HaBegeHw Bo MNocnaxujaTa,
BpeagHocTM kow Tpeba aa ja umaar
Bogeykata ynora Bo BpemeTto 6e3
BPEAHOCTW, U BPeAHOCTW Kon Tpeba aa rv
3ameHaT He-BpegHoOCTUTEe. 3anoctaseHaTta
LipkBa BO couMjanuCcTU4KMOT Nepuos Ha
MakegoHuja geHec ro [0XWByBa CBOETO
NOBTOPHO akTyenuaupare. Ho, BpegHoC-
TUTEe KOou AeHewHaTta Lipkea moxe aa v
NoHyau cTaHyBaaT npobnemaTu4HW: ocno-
pyBatbETO Ha PENUrno3H1TE BPEAHOCTU BO
MWHATOTO rM NOTPecyBaaT UcTuTe spegHoc-
TW BO cerawHocTa npasejku o4 HUB Nceso-
nananvja/speaHoctn. CtasoT Ha BaHrenu e
jacHO ogpefgeH co npenuwyBarbeTo Ha
yenara coAapxuHa Ha BecHuWKoT Hosa
Makegonuja o 19.06.1996 - BECHUK KOjLITO
ro 3emMa BO aBMOHOT Ha AaTyMOT Ha KOjWTo
naTysa o4, 04HOCHO ja HanywTa Makego-
Huja. Co Toa, jyKCTanoHMpareTo Ha efeH
KaHOHW3MpaH TeKCT CO TeKCT Koj ce 3aHuma-
Ba CO CekojaHeBMeTo ja npobnemaTtuaupa
ynorara Koja ja npesema penurujata so nocT-
KOMYHUCTUYKOTO A06a ofapeayBajku ja Kako
AHEBHO-NONUTUYKA.

3a genoto OTkpoBeHueTo Ha Cs. JoBaH 1
BaHrenu ro usdupa OTkposeHueTo Ha Ce..
AnocTon JoeaH borocnos. TeKCcToT e pa4Ho
ucnuwad Ha gea potynyca (CBUTOUM Ha
NEeHEeHOo MNaTHO NpemayvkaHu COo UpBEH
akpunuk). W oBoj TekcT e noBp3aH co
AeHellHaTa peuenuuja Ha penuruo3HocTa,



___Teva IERE

[nedurHupaHa Kako "Hosa penurosHocT". Bo
0B0oj TekcT CB. JoBaH nuwysa:

"5.1. W sngos Bo gecruuara Ha OHoj, Koj cegetue Ha
fIPECTONOT, KHUra Hanwwaxa oABHaTpe ¥ 0AHaABoP.
3aneyarenHa co ceaym neyatu. 2. M BuaoB cuneH ax-
ren, Koj BUKale Co BUCOK rnac: Koj e 4oCToeH Aa ja
OTBOPU KHUFaTa v 4a rv CKPLLIN NeYaTuTe HejauHn? 3.
W HUKOj HE MOXKELLIE, HUTY Ha HeBOTO, HUTY Ha 3emjara,
HWTY NOA 3emjata, Aa ja OTBOPW KHWrata, HATY nak
najarnepa. 4. U jac MHory nnades, AeKa HUKOj He ce
Hajae AOCTOeH Aa ja OTBOpW ¥ Aa ja npoqvTa Taa
KHWra, HUTYy Aa ja rnega.”

KomeHTapoT Ha BaHrenu ce ogHecyBa Ha
npobnemarnavnparbeTo Ha anokKanunTuy-
HOCTa BO TeKcToT. lpu Toa Taa ro octasa
npo6neMoT OTBOPEH U HepelleH, Buaejku Ha
Yuja anokanunca ce ogHecysa HaBeyBarse-
TO Ha TEKCTOT: Ha Nu4HaTa, naeonowkara,
penuruoaHaTa, matepujanHara? Koj rv
peduHupa onwTecTBeHUTe cocTojbu BO
[IeHeLWHNLNTA, KOj M AUKTMPA, KOj HyAu
pelexve unu n3basyearse?

HemoxHOCTa Aa ce Aojae A0 KOHe4YHuTe
oarosopu Bo ABeTe Aena Ha Badrenu e
06nMKyBaHa Ha WAEHTUYEH Ha4uH. Bo
NPBOTO Aeno TpaHcnapeHTHoCTa Ha
xapTujaTa NnpUBMAHO ro paapeLysa npobne-
moT. Co orfeg Ha Toa Aeka craHysa 3060p
3a HeKOMKY NUCTa MocTaBeHW efeH npeky
[Py, YATaHETO Ha TeKCTOT e NoAPeaeHO Ha
CNefHUOT HaumMH: NPBUOT NIUCT € HAjJ4NT/INB,
BTOPUOT AENYMHO, a TPeTUOT e cocema
HeunTnus. Bo BTOPOTO AE€N0 TEKCTOT e
YATNWB CaMo Ha HaJBopellHaTa cTpaHa Ha
poTynycute. Kako wWTo NNaTHoTO ce
3aBUTKYBa HABHATPE TEKCTOT, 3apaju
HEAOCTAanNHOCTa A0 Hero, CTaHyea HEYUTIINB.
3aT0a, MOXHO /T € KOHEYHOTO Crio3HaHue?
Moxe nv ga ce gojae Ao BuctuHata? Of
Apyra cTpaHa, AOKONKY Hacnarute Ha
TEKCTOBWTE BO NPBOTO AES10 U 3aBUTKaHocTa
Ha TeKCTOT BO BTOPOTO Ce TpeTupaar Kako
akymynauywvja/HaTtpynysatee Ha TeKCTOBM
(oAHOCHO 3Hau4erka, BpedHOCTK), Toraw ce
HameTHyBa noMucnara geka akymynauuure/
HaTpynyBarbaTa MCTO Taka ro OHeBO3MO-
KyBaaT AONUpareTo A0 BUCTUHUTE.
AKymynauwnTe cTaHysaart 6peme Koe BeKe

XKameta Bawrenw, Orxposermero Ha Ca. Josak 1. geTan
Zaneta Vange#. The Revelation of St. John 1, aetall

Vi UMa UCLPTaHO rPpaHuLMTe Ha cro3HajHaTa
MOK.

OTTyka, Baurenu He npawysa ganv uma
Hekoj "ga ja oTBopu KHurata", Tyky
KOHCTaTUpa Aeka 3apaguv HeJoKy4usocTa Ha
BUCTUHUTE U HUBHOTO akymynuparbe Tue
cTaHyBaaT HepethepeHTHU, AYPU U HEBAXHW
3a feHelwHuuaTa.

Mefy HeKONKyTe 3HauajHu acnekTu Ha oBue
ABe Aena e HWBHOTO HacTojyBawe Aa
BOCMOCTABAT eAHa HenocpeaHa KOMyHUKa-
uvja co peyunueHToT. CoApXKUHCKUTE
acnekTU Ha TEeKCTOT Kako nopaka ja
noKaxyyBa MOXHaTa yfora Ha yMeTHUKOT U
HEeroBoTO nouvpare u Tpetupatbe BO
OnWITeCTBEHUTE CTPYKTYPU. MNopakaTa npeky
0BWE TEKCTOBW CTaHyBa CpeacTBO 3a
BOCMOCTaBYBarbe Ha jaBHaTa KoMyHuKaumja
Ha YMETHUKOT. A TOa e OHa uanerysarbe Ha
YMETHUKOT BOH Of CBOETO aTtenje u co Toa
TOj Ce BnywTa BO Avjanor co cTBapHoCTa Ha
HEroBOTO OKPYXXeHWe.
KoMyHWKaTMBHOCTA Ha OBMWE fdena ce
corneAyBa BO HEKONKYTe 04 aBTopoT
uabpaHu enemMeHTn Kou TeHaupaaTt Ha
@/IHOCTABHOCT CO WTO, Kako Takeu, ja
ocTeapyBaaT KOMyHMWKaTusHocTa 0e3
MOXXHOCT 3a Hegopasbupare. MNpeg cé,
cammoT U360p Ha TEKCTOT Kako MeToA0 oL~
Ka focTanka ykaxyBa Ha HacTojyBarbeTo
KOH [enoTo Aa ce npujae Kako KOH HewTo
wTo Tpeba pa 6uae "4mtnueo". Co
pakonuwyBameTo Ha TeKCTOT (Kako
HaaHaKa 3a MaHyesnHoCT) ce ofpeaysa (v npu
TOa 3a4pXKyBa) crneyuuyHoOCTa Ha yMeTHNY-
KMOT 4uH. MoBEKECNojHOCTa Ha TEeKCTOT,
ocTeapeHa BO "necHuTte" NUCTOBK ¢
"TelWwkuTe" CBUTOLM, YKaXKyBa Ha Toa feKa
fenara, v rnokpaj HUBHOTO HacTojyBarbe Ha
KOMyHUKaTWBHoCcTa, bapaaTt egHo "Ana-
B6uHCKO" wuTarse. OBa YuTare ce OHeBO3MO-
XKYBa CO (HU3NYKMOT acnekT Ha KOMNoHUpa-
HEeTO KOE € NOCTaBEeHO CO "TpaHcnapeHT-
HoCTa" Ha NMUCTOBUTE UMK 3aBUTKYBarbeTo
Ha cBMTOLMTE: NOMUCNaTa Aeka e MOXHO
npobuBarbe npeky eAHUOT nucT A0
CneAHNoT, OA4HOCHO MOXHOCTa POTYNYCOT Aa
ce ofBue, Ce camo MOTEHTHOCTU Ha KoM
PeLMNUEHTOT Camo Ce HaBeayBa, UTH.
MonHaky KaxkaHo, genata ce uagsojysaat
Kako ycnewHw ocTeapysarba TOKMY BO
BaKBMOT NPUOA KOH 06NUKYBarbeTo CO Koe
ncuekysarbeTo Aa ce fo6ue KOHe4HUoT
ofrosop 3aBpLuyea co npedpnyBarbeTo Ha
3agayarta KOH peuunueHToT. "KomeHTapoT"
KOjWTO Ce WcYeKyBa 04 YMETHUKOT
HegocTacysa o4 ABe NpuunHn. MNpsata nexw
BO OZHOCOT Ha YMETHUKOT fa ro sosfede
NacMBHUOT PELMUNUEHT U [a CTaHe aKTUBEH,
Taa og Hero 6apa npeAnoAroToska Aa rm
NpoHajae TEKCTOBWTE KOM Ce Npenuianxn, Aa
ro HaTepa aa ro oteopu CsetoTo Mucmo u
camMuoT aa v "nposepu” N3BOAUTE U NPU TOA
Aaro "npucunu’ peuunueHToT camnoT Aaro
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anera BaHrenm, MocTkomymmcTiuxa nnactixa, 1996, 210x90,
NEHKANO Ha TPK TPEHCNAPENTHN XaPTHEHI NNCTOBK

Zaneta Vangell, Postcomunist Sculpture. 1996, 210x30. pen on three
transparent paper sheets

uckomyHuumpa CeetoTo lMNucmo. BropaTta, 1
BOE/HO MOBAXHA, NPUYMHA e OHaa BO Koja
YMETHUKOT He cMeTa Aeka Tpeba Aa rv paje
KOMeHTapuTe unu ga ja npeseme oaro-
BOPHOCTA 3a paspeluyBarbe Ha, BO Hej3UHOTO
[eno BOCNOCTaBEeHNTe AVNCKYPCH.

Taka, KOHTPaguMKTOPHUOT OAHOC KOj
3ano4YHyBa M 3aBpwysa BO BaksaTa
ynoTpeba Ha TEeKCTOT 1 KOjWTO ce pa3susa
npeKy HuaaTa Ha BaKBW aHTUNOAHW OAHOCK
rv npasu genarta Ha Baxrenu penepHu. Co
oBa, Ha nps nornej cnpoTUBCTaBeHO
TOMKYBare Ha ynorata Ha yMETHUKOT,
napagurmaTudHo ce oUpTYyBa U KapakTepoT
Ha aHraXmMaHoT Ha AEHeLWHNOT YMETHUK.
KpuTuykata HoTa, cneyunuyHa 3a
MoAepHUCTMYKATa NPOEKTUBHOCT, Cce
3ameHyBa co KoHcTaTvsHa. lpenosHasa-
HeTo U U3ABOjyBareTo Ha cneunduy-
HOCTUTE Ha BPEMETO BO KOe OncTojysa u
onwTecTBeHaTa CTBAPHOCT Koja ro
ogpelyBa ce nonuka Ha UHTepec Ha
YMETHWKOT feHec. HeroBoTo noTepaysarbe
KaKo YMETHVK Ce Cly4yBa camo AOKOIKY TOj
3achaka BO HUB.

TokmMmy oBue ocobeHOCTH BO agenata Ha
YKaxeTa BaHrenu ja coH4vMHyBaar akTyenHoc-
Ta Ha HEej3MHOTO PeLEeHTHO TBOPELWTBO.



Neboisa Vilic

One
Example:
Zaneta Vangeli

Tending to define more precisely the aspects of ‘the
art with relation' in the recent art works of Zaneta
Vangeli [1963) two works of her will be taken for analy-
sis in which the shaping procedure is recognised in
the hand-writing of the text. These two works are cho-
sen as a paradigmatic for her oeuvre because on one
hand they are starting from the Christological disputes
- which are present in various iconographical solutions,
and, on the other, from the text/word - which is trans-
formed into image. Both of them are making the link-
ing with the present, leading towards the analogy of
the states which in the chosen Christological texts,
given as a parabolic, become a critical interpretation
of the recent present.

Hence, Vangeli writes about the gaze towards the outer
and places the artist in the position in which she/he is
determined to establish the parallels with the past ex-
periences. Reaching out for parts from The Holy Bible
(more precisely - The New Testament) and pointing
out on the prophetic predictions has the goal to con-
cem/touch their realisation in the present. For the art
work "Postcommunist Sculpture” Vangeli chooses two
parallel texts. The first one are two of The Epistles of
Paul the Apostle, and the second one is the daily news-
paper ‘Nova Makedonija’ [New Macedonia] from June
19, 1996. They are hand-written on transparent pa-
pers. The discourse which opens between these two
texts finds its own essence in The Epistle of Paul the
Apostle to the Philippians:

‘(15) Some indeed preach Christ even of envy and strife:
and some also of good will ..."

i.e. in The Epistle of Paul the Apostle to the Colossians:
‘[21] And you, that were sometime alienated and en-
emies in your mind by wicked works, yet now hath he
reconciled [22] In the body of his flesh through death,
to present you holy and unblameable and
unreproveable in his site: [23] If ye continue in the faith
grounded and settled, and be not moved away from
the hope of the gospel, which ye have heard. and which
was preached to every creature which is under heaven;
whereof | Paul am made a minster.

Vangeli's basic intention in this art work is the
emphasising of the displacement of the values quoted
in the Epistles, values which have to have the leading
role in the period without values, or values which have
to replace the non-values. The neglected Church in
the socialist period of Macedonia today experiences
its renewed actualisation. But, the values which the
present Church can offer become problematic: the dis-
puting of the religious values in the past shake the same
values in the present time making out of them a pseudo-
values. Vangeli's statement is precisely determined with
the rewriting of the whole content of the newspaper
‘Nova Makedonija' from June 19, 1996. - the newspa-
per that she takes in the aeroplane on the date when
she flies, i.e. leaves Macedonia. By that, the
Juxtapositioning of one canonised text by the text which
deals with common items problematizes the role which
is overtaken by the religion in the postcommunist pe-
riod, defining it as daily-political.

For the art work "The Revelation of St. John 1" Vangeli
chooses the text of The Revelation of Saint John the
Divine. The text is hand-written on two rotuluses [scrolls
of linen canvas painted by red acrylic]. This text too is
connected with the recent reception of the religiosity,
defined as ‘new religiosity". In this text St. John is writ-
ing:

[5.1.] And | saw in the right hand of him that sat on the
throne a book written within and on the backside, sealed
with seven seals. [2] And | saw a strong ange! pro-

claiming with a loud voice, Who is worthy to open the
book, and to looe the seals thereof? [3] And no man in
heaven, nor in earth, neither under the earth, was able
to open the book, heither to look thereon. [4] And |
wept much, because no man wa found worthy to open
and read the book, neither to look thereon.'

Vangeli's comment refers to the problemizing of the
apocalypticness of the text. With this she leaves the
problem open and unsolved, not pointing out to which
apocalypse the quoting of the text refers? To the per-
sonal, ideological, religious, material? Who or what de-
fines the social conditions in the present time, who or
what dictates them, who or what offers the solution or
rescue?

The inability to reach the final answers is identically
shaped in both of Vangeli's art works. In the first one
the transparency of the paper seemingly solves the
problem. Due to the fact that there are several paper
sheets posted one over another, the reading of the text
is subordinated in the following way: the first sheet is
most legible, the second one incompletely legible and
the third one is completely illegible. In the second art
work the text is legible only on the exterior side of the
rotuluses. As the canvas rolls inside, the text, because
of the inaccessibleness to it, becomes also illegible.
Therefore, is the final cognition possible? Is it possible
to reach the truth? On the other hand, if the layers of
the texts in the first art work and the roll of the text in
the second one are treated as accumulations of texts
(i.e. accumulations of meanings, of values), than a
thought occurs that accumulations also prevent the
reaching of the truth. The accumulations become a bur-
den which has drawn out the limits of the cognitive
power.

Hence, Vangeli does not ask whether there is some-
one who ‘is able to open the book’, but concludes that
because of the immeasurablenes of the truths and the
accumulating, they become non-referential, even un-
important for the present time.

Among the few of the most important aspects of these
two art works is their attempt to establish a direct com-
munication with the recipient of the art work. The as-
pects of the text's content as a message show the pos-
sible role of the artist and his location and treatment in
the social structures. The message through these texts
become a means for opening a public communication
of the artist. And that is the artist's stepping out from
his/her own studio with which he/she begins the dia-
logue with the reality on his/her environment.

The communicability of these art works could be seen

in some, by the author chosen, elements wnicn a2
tending towards simplicity by which, and as such tna
are realising the communicability without any cnanc
for misunderstanding. First of all, the choice of the text
it self as a methodological procedure points the attempt
to receive the art work as something which has to be
‘readable’. With the hand-writing of the text (as a mark
of the dexterity) the specificity of the artistic act is de-
termined. The multi-layerness of the text, realised in
the ‘light' sheets and ‘heavy’ rolls, points that the art
works - even that they claim to be communicative -
request a ‘deeper’ reading. This reading is disabled
with the physical aspect of the composing which is
given through the ‘transparentness’ of the sheets and
the rolling of the rolls: the thought that the going through
the first of the sheets to the next one. i.e. the ability for
the rotulus to be unrolled are only potentialities by which
the recipient is seduced, etc.

Differently said, the art works are recognised as suc-
cessful ones due to the such approach towards the
shaping, the approach with which the expecting to get
the final answer ends with the turning of this aim to the
recipient. The ‘comment’ which is expected from the
artist is missing due to the two reasons. The first one
lays in the attitude of the artist to involve the passive
recipient inte an active position; it requests from him
certain preliminary preparation to be able to find the
quotes of the texts which are re-written, to force him to
open The Holy Bible and to ‘check’ the quotes by him-
self and by that also to ‘force’ the recipient to commu-
nicate The Holy Bible herseli. The second, and more
important reason is the one in which the artist does
not count on that he/she has to give the comments or
to overtake the responsibility for solving the discourses
established in his/her own art work.

Hence, the contradictory relation which begins and
ends in such a use of the text and which develops
through a row of such an antipodal attitudes makes
the art works of Vangeli as ones to refer to. With this,
atfirst sight a contradictional interpretation of the artist's
role, the character of the artist today is paradigmaticaly
drawn out. The critical note, specific for the modern
project, is replaced with the conclusive one. The rec-
ognition and the singling out of the specifics of the time
in which he/she exists and the social reality which de-
termines him/her are fields of interest of the present
artist. His/her confirmation as an artist happens only if
he/she takes out of them.

Exactly these characteristics in the art works of Zaneta
Vangeli are consisting the actuality of her recent oeuvre.

M ‘=

translated by N.V. &

XKaneta Barrenu, MocrokyMuneTnyka nnactuxa. netan/ Zaneta Vangell, Postcomunist Sculpturs, datail
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TIPUPOLATA/OKONMUHATA

3a pasnvka of cybjeKTUBUM3MOT Ha OCYMAECEeTTUTE, ceralHaTta fAeLeHuja @ BO noTpara no HOBWU eTUYKW U AyxOBHM ynopuiuta. Waky ce
yliTe He MoXeMe fa ce ocrnioboavme o4 BEYHUTE AUNemMu fany yMeTHUKOT/YMeTHOCTa MOXaT Aa ro MpoMeHaT NOCTOeYKUOT CBET, cakame
[a BepyBamMe [eKa The MOXaT Ha CBOj Ha4uH Ja BnvjaaT Bp3 NoAobpyBar-eTo Ha cerallHuTe CocTojou.

MpoekToT Ha Tome Ayuescku: TonemmoT Yekop Ha3ag” (1996/97) coctaseH 04 napanenHo nocTasysarbe Ha hoTorpacum (04 n3sopHaTa
npvpo/a) ¥ Ha OPTOAOKCHO U3PaboTeHW CKYNNTYpK (BO KOM Ce YuTaaT napaaurMuTe o4 eruneTckara, aHagonickara v npeKyokeaHckata
nnacTuyHa Tpagvumja), metadopuyKK ja COONWTYBa CBECTa 3a HEMOXHOTO OAPXYyBarbe Ha "TeXHOMOWKOTO cuyeHapuo 3a BTOPOTO
CO3/aBar-e HaCOHEHO KOH YHULTYBate Ha NpeoTo" (Puyapa Kpuiw). ABTOPOT rv cHUMan hotorpacuure Ha umoToT Llypacu so KanudgopHuja,
MECTO Ha Koe Ce NOCOMHeBan BO HanpeoKOT Kako MCHEKOP KOH nogobpa nepcnekTusa. TonemmuoT Yekop Ha3ay" e napasexa sonja 3a
BpaKkarbe BO NPOCTOPOT Ha HernbHaTarta npupoaa o

npeasepbanHnoT nepuoA. [lBa aprymMmeHTu ce BO Npunor Ha ocnoboaeHocTa Ha oBaa njeja o4 poMaHTU4apcKu 3aHec. HacTojyBarbeto ga
ce 3auyBa ncuxaTa (NPUPOAHOTO) e CO Apyrv 360pPOBM MCKaxaHa CBECT 3a arpecujaTta Bp3 ekocdepara u 3anoxba 3a 3awTuTa Ha
ABTOHOMHMOT WHTErpUTET Ha XXMBOTHWOT NPOCTOP. Toa 3Ha4M AUCTaHua Vis a vis poMaHTU4apcKkuTe ugen, OQHOCHO cTasarbe Ha
paLMoHaNHOTO U eTUHKOTO BO (hYHKUMja Ha eCTeTCKOTO.

AuyneBcku rvn obeauHysa “art-like art” u “life-like art” (AnaH Kenpoe). CneyuchuyHocTa Ha oBaa cuHTesa e HajpeneBaHTHOTO MECTO BO
HEeroBMOT fIMKOBEH rOBOP W OCOOGEHO 3aToa WTO ynaTyBa Ha eKCMMMUMTHO WCKaxaHa 3acerHaTocT 3a coctojéarta Ha HOBEeYKOTO

KODAK 5053 TMY KODAK 5053 Tmw

Tosme Aunesciku, lonemmor Jekop wasag, 1996/97, geran (MoTok 1 egHa yTYpUCTHHKE CTpanuua)

ONKPYXXyBarbe, Kako PeAoK NpUMep BO MOHOBAaTa Make/JOHCKa NIMKOoBHa npakTuka. O6euHyBarbeTo Ha choTorpadmjaTa u ckynnTypara rv
WHULMPA 1 AWjanosnTe Mefy XepojcKoTO (MOHyMEHTanHaTa 03Ha4eHOCT Ha CKYNNTYpPUTE) U CEKOjAHEBHOTO (XOPU3OHTOT, OKEaHOT, NOTOKOT,
Tpesara, ApsjaTa, XWUBOTHUTE); TEXHNYKOTO COBPWEHCTBO Ha CKynnTypaTta U CTepPeoTUNHUTE amaTepcku choTorpacum; TpUBKjAnNHOTO
(nenewK1Te) U MUTCKOTO (CUMBONTHOTO 3Ha4ere Ha Madkara). TeHaeHuujaTa 3a obeauHyBarbe Ha pasnu4HoOCTUTE BO MeAUTe NocTom U
Ha HWUBO Ha camarta coTorpadmja. Bo ToTok 1 egHa ¢y TypucTulka cTpaHmya ce cnojysa Bojata co LMBUIM3MpaHoTo (no nospwwmHaTa Ha
BogaTta nnosu 6pog4de 04 XapTuja, BCYLWHOCT (hyTypuCTUHKa noeaunja of POMaHCKWOT noet reny Haym og 1942.). Bo Matepujanort 3a
nupamuga, cTapute CeKBOW, CHUMaHU of xabja nepcnekTvsa, ce HabrbyyBaHn CO OKO 3apa3eHo 04 yMETHOCTUTE Ha ronemuTe KynTypu.
HaTamoluHaTa aHanuaa Ha AoNUpUTE Mefy KynTypHOTO 1 MPUPOAHOTO HE BOAM BO NOHOBATA UCTOPUja HA ymeTHocTa. Bo TpunTUxoT Tparu,
CTPYKTypaTa Ha npeTcTasaTa e OpraHnanpaHa Kako Mpexa 6nmcKa Ha NpUBMAHO PasNIMHHITE CIMKK LWTO Ce eMuTyBaat 04 MOHUTOpUTE
Ha Ham LlyH Majk unu Ha TanetuTe co Kpasu Ha EHau Bopxon. [lypu v TparuTe of KonuTata Ha cTokara cyrepupaat eHthopmMencku
npeTcTasu, HAaMEeCTO NPUPOAHU. VCNPEKUHATUOT XOPU3OHT Ha KOHGMrypaywjata Ha KanuopHUCKUOT Npeaen (CHUMaH BO ABUXerse) v
KOHTUHyWpaHaTa fiMH1ja Ha OKeaHoT (CHAMaH Co cTaTu4Ha KamMepa) He ynaTyBaar Ha HeBUHOCTa Ha nej3aXkoT 04 NPeAUCTOPUCKOTO BpemMe.
WNako 3a paznuka of JaH [iubeTc, KpyXHOTO ABUXEr:e Ha NorneaoT € 3aMeHeTo CO fiHeapeH rosop 3a 6eckpajHocTa Ha NPoCTOpOT,
oCTaHyBa [ja ce KOHCTaTupaar Ase HewTa. EAHOTO ce oAHecyBa Ha NpuhakarbeTo Ha NpUpoAaTta Kako NpuMep unu NnapTHep BO KpeaTuBHUOT
aKT, 0AHOCHO KaKO MOXXHOCT [ja Ce CaHupa pasHuLLIaH1oT O4HOC Mefy HOBEKOT U HeroeaTta OKOJIMHa. [OpyroTo ce ogHecyBa Ha chakarbeTo
AeKa OBa COjy3HULITBO Ce CYAUpa CO MHOTY NPeyky, TOKMy nopaau (hakToT Aeka OTyfyBareeTo Tpaeno npemHory 4onro 3a Aa Moxe 6p30
Aa 6uae 06HOBEHO Ha HUBO Ha YUCT norneq. [ 01eM1oT YeKop Ha3ag e MUCNEH Kako meTachopa Ha 6eckpajHOTO 1 BEHHOTO: U choTorpachumnre
U CKyNnTypuTe ce BO (hyHKUuWja Ha oBaa uaeja.

Bo npouecoT Ha MHTerpauuvjaTa Ha BpemurbaTa, NpoCTOPUTE, KYNTYpUTE, Ha HYOBEKOT U OKONWHATA, CTaHysa jacHo HacTojyBarbeTo Aa ce
MCHEKOPW Ha3az, BO OHTOMOWKMOT CTATYC Ha 4enoTo Kako npunaraqko Ha NpupoAara, 3a Yuja HaTamolHa oncTtojba Tpeba Aa ce pasmpaaar
pasmucnysarbaTa o4 MoparneH kapaktep. Bo cnyyajot Ha AYMeBCKV MOBUKOT 3a BKMy4yBarbe W yHecTBO BO Taa Hacoka poara cnoHTaHo ,
Ofi BHATpe, OAHOCHO He @ ONWTEeCTBEHO UNK MAEONOWKM N3HyAeH. TOKMy BO OBaa TOYKa CTaHysa jacHa AUCTUHKUM|jaTa Mefy CTaBoT Ha
(N0)BOEHMOT Nepuog (Kora 3agaynTe Ha TBOPELOT Ce emuTyBaa aBTOpUTapHO U apbuUTpapHO Of MOBUCOKA MHCTaHUa) u CTaBoT Ha
BPEMETO Mo OCYMAECETTUTE (Kora CBecTa/BonjaTa Ha yMeTHWKOT CTaHyBaaT ognydyBadka Kateropuja vis a vis npughakareTo unu He Ha
oApefeH aHraXmaH).



VIE ADJIEVSKI

RETURN TO

THE ONTOLOGICAL STATUS OF NATURE/ENVIRONMENT

Contrary to the subjectivism of the 80's, the present decade is in search of new ethic and spiritual strongholds. Although we still cannot free ourselves from the
eternal dilemmas if the artist/art can transform the existing world, we would like to believe that they can, in their own way, exercise an influence on the
betterment of present conditions.
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Tome Adjievski, The Big Step Backward, detail (Stream and a Futuristic Page)

The project of Tome Adjievski, The Great Step Backward, made up of parallel staging of photographs (from the original nature) and of othodoxly elaborated
sculptors (in which the paradigms of the Egyptian, of the Anatolian and of the overseas plastic tradition are read), speaks metaphorically of the awareness of
the impossible performing of ‘the technological scenario for the second creation, aimed at destroying the first one’ (Richard Kriesche). The author shot the
photographs at the Jurassi location in California, a place where he doubted the progress as a step toward a better perspective. The Great Step Backward is an
expressed will for return to the space of the untouched nature of the preverbial period. The attempt to preserve the psycho (the nature) is, in other words, the
expressed awareness for the aggression upon the ecosphere, a commitment for protection of the autonomous integrity of the living space. This means a
distance vis-a-vis the romanticist ideas, that is, placing the rational and the ethic in function of the esthetic

Adjievski unifies the art-like art and the life-like art. The specificity of this synthesis is the most relevant place in this artistic speech, directing at an explicitly
expressed engagement, as a rare example in the recent Macedonian artistic practice. The unification of the photograph and of the sculpture initiates the
dialogues between the heroic (the monumental designation of the sculptures) and the everyday (the horizon, the ocean, the stream, the grass, the trees, the
animals); between the technical perfection of the sculpture and the stereotype amateur photographs; between the trivial (the droppings) and the mythical (the
symbolic meaning of the cat). The tendency for unification of the differences in the media here is enlarged on the level of the very photograph. In Stream and
One Futuristic Page, unified are the naturalness of the water and the civilized (paper boat, actually a futuristic poesy by the Romanian author Gelu Naum, of
1942). In Material for the Pyramid, the old sequoias, photographed in the frog's eye view, are monitored by an eye, infected by the arts of the great cultures.
The further analyses between the cultural and the natural leads us in the recent history of art. In the triptych Traces, the structure of the exhibiting is organized
in a net, close to the seemingly different images that are shown on the monitors of Nam Ju Paik, or it reminds of the wallpapers with cows by Andy Warhol. The
interrupted horizon of the configuration of the Californian region (photographed in motion) and the continuous line of the ocean (photographed by static camera)
lead us to the innocence of the landscape of the prehistoric times. Although unlike Jan Dibbets, the circular motion of the view is changed with a linear informing
on the endlessness of space, still there are two points to be concluded. The first one deals with the understanding of nature as an example or a partner during
the act of creation, that is, as an opportunity to redesign the shaky relationship between man and his environment. The second one deals with the understand-
ing that this partnership faces many obstacles, because of the very fact that the alienation lasted too long so that it could be renewed on a level of clean view.
The Great Step Backward is also elaborated as a metaphor of the endless and of the eternal: both the photographs and the sculptures are in function of this
idea.

In the process of integration of times, spaces, cultures, of man and environment, the striving - to step backward in the ontological status of the work as belonging
to nature - becomes evident; for whose further existence, contemplation of moral nature should be made. In the case of Adjievski, the call for joining and
participating in this direction comes spontaneously, from within; i.e., it is not socially or ideologically extorted. Exactly at this point, there is a clear distinction
between the stance of the (post)war period (when the assignments to the author were given from a higher ievel) and the stance of the period following the 80's
(when awareness/will of the artist become the decisive category vis-a-vis accepting or not a particular engagement).




Mapuka Bo4ysapoBa

NMTOP TOWEBCKWU

OnycoT Ha Wrop ToweBcku BOrnaBHO e
NPOTKAaeH Co eAeH CBOeBUAEH aKTUBUCTUYKM
aHraxmaH, Yuj KapakTep coofBecTsyBa Ha
NOCTMOAEPHUCTUYKATA NOTUKA Of KPajoT Ha
ocymaeceTTuTe U gesedeceTTuTe.
KOHKpPEeTHO HeroBMOT aHraxkmaH MoxXke ga ce
NPOTONKYBa Kako WHAUBUAYANHO AejcTBY-
Bakbe KOe Haj4ecTo KopecnoHaupa co
KOOPAUHATMTE M AYXOT Ha peanHocTa Ha
BpeMeTo, 0cobeHOo CO COUMONOLWKO-
€KOHOMCKUTE W WAEe0NOWKUTE cOoCTOojou.
LobnmxyBareTo A0 HajKapaKTepucTUYHUTE
UpTK Ha “NOCTMOAEPHUCTUHKUOT CTUN" ro
ocTBapyBa TOKMY Mpeky MelwareTo Ha
BU3YyernHU AUCKYPCU U NPEKY HasnerysameTo
BO OApeAeHWn couujanHu nonukba Ha
cerawHocTa, KoHUenToT Ha HeroBute
NPoOexKTU- gena (CNWKK, UPTEXu, cTpun-
rpachMT!, WHCTanayuu) e HajyecTo
noeAHOCTABEH U cBefeH Ha benexerbe,
OAHOCHO KOHCTaTuparbe Ha OBOj TWUM Ha
COCTOj6U, Kako CBeAOoWTBO W pearvparbe
Ha egeH cospemeHuk. Of Tve npuYnHU
BaKBUTE peakuun BykBanHo He moxart Aa
ce cdhataTt Kako rect Ha npoTecT.
EgHocTaBHo xenbarta Ha aBToOPOT € Ja rm
ncnonHu “obepckuTe” Ha KynTypHata u
rpafaHckaTta aHraxwpaHocT CcO WTo
WUCTOBPEMEHO Y peanuanpa yMeTHUYKuTe
1 onwTecTBeHuTe Hamepu. lNpu Toa ce
jaByBa gunemara ganv BakBuOT npuog
MOXE fAa Ce NPOTONKyBa Kako HeyTparnHa
npakTuka 6e3 HeKoj KpUTUHKM uMnysc u 6es
NoTEHUMpaHa UCTopucka CBecT Unm nak Toj
nocefyea U3BECHO KPUTUYKO MONUTUHKO
3Hayere U concTeeH npugoHec. Cnopeg
MHOTYCNOJHOCTa Ha HEroBUTE VMPOHUYHMU
Aena, 3HayereTo e cenak UMaHeTHO Ha
“nopakara”, HO He e AeTepMUHUPaHO COo
WHTEPNPEeTaTUBHUOT KOHTEKCT. MHTeHuujaTa
Ha aBTOPOT € Aa ce oaberHe KOpUcTereTo
Ha Aenata BO MNOMUTUYKKM Uenwu,
KapakTepucTUYHO 3a BEKe U3MuHaTtu
ucTopucku ycnosu. Cera Tue LUenu u He ce
KOHTpONWpaaT, Aypyv U He MoxaT ga ce
npeasuaaTt, WTO € CBOJCTBEHO Ha
NpeTnocTaBKUTe Ha NOCTMOAepHMCTUYKaTa
Teopuja Koja 3abenexysa peka
NONUTUYKUTE 3Hayera ce HaofaaT BO
€amoTO feno, a He BO HeroBoTO “MOBPLUHO
yutaree”.

MoyeTHaTa KpeaTuBHa akTUBHOCT Ha
ToweBCcKU (Kako cnukap) e Bp3aHa 3a
pejcteyBarbeTo BO  paMKuTe  Ha
HechopmanHaTta, asaeprpayHa rpyna 3epo
(B0 BTOpaTa NOMoOBMHA Ha OCYMAECTTUTE).
YWwTe TOraw CBecTa Ha 0BOj YMETHUK belue
0COOEHO HyBCTBUTENHA HA UCTOPUCKUTE W
WMAEO0NOLWKN KOMeHTapu. HUBHUOT KapakTep
W WPOHM3MpareTO Ha akTyenHuTte
COCTOj6UTE Cekako geka umaa cBoja
noHakea 3afHuHa, a 6ea v peanuavpaHu Bo
BPEMETO Ha CamoynpaBHWUOT coLlujannaam.
[esepeceTTute AoHecoa U306MNCTBO Ha
HacTaHu Kow npeanssvkaa Kpuau WTo ce
nOTTUKHATKM 0f nomecTyBarara BO
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rnobanHuTe U noeguHeYHUTe (NoKanHu)
NONUTUYKKN, EKOHOMCKMK, ONWTECTBEHU W
KYNTypHU cuctemu. Ha cnyyysawara BO
MakepfoHuja HajaocnegHo, “HajekcnnuuuT-
HO" 1 Ha meTadhopuyeH HauuH ce obuge aa
yKa)ke TOKMY OBOj aBTOP, MOTEHUMPajKu r
MOMEHTUTE Ha BPEMETO WTO € ONTOBAapeHo
CO NPOMEHU KOWWTO NpeaussBukysaart
coyujaniHa HecurypHocT Ha ronem 6poj
rparanv (paboTHuum).

MpoekToT [locue 96 e peaynTtart Ha HanopoT
WTO TOj ro BMOXW BO edeH noaonr
BPEMEHCKM Nepuroj 3a Aa r peKoHcTpyupa
OHME COUMO-NONUTUYKU U EKOHOMCKM
eNeMeHTH Ha cocTojouTe BO 3emMjaTa H1U3 Kon
Tpeba pa ce nomuHe BO (pasaTta Ha
TpaH3vumja, 3emajku ro npu Toa efeH of
rNaBHUTE CErMeHTW - npueaTmusayujata Ha
jaBHuTe npeTnpujaTuja. Peanusauyujata Ha
0BOj NpoekT Hapawe Heroso NPeTXOAHO
pasrnepgyBarbe Ha nocToe4kara couyujanHo-
nKoHorpadgpcka peanHoct. CtapTtysawe co
thoTorpadhckute 3anucu Ha pyumHUpaHuTe
hacagu 1 eHTepuepu BO KOW NopaHo ce
npoussegysalwe “crtokarta 3a wupoka
noTpowysayka“, a Kov cera ce UCMONHeTK
CO OrPOMHM KONM4ecTBa Ha He Cny4ajHo
co3aaneH wkapT. VictospemeHo Toj ogbupa
[en oA oBue npegmeTw ru “apaHxupa’
CHUMA W Ha KPajoT M BHeCyBa BO ranepucku
npocTtopu. 3Ha4ym habpuykuTe xanu u
[ABOPOBM Ce HyAaT Kako pa3gpobeHo aeno
10 KO YMETHUKOT npebupa "penuksun’ Kou
npeKky cycneHaupareTo Ha npakTu4HaTa
ynoTtpeba ce npeHecysaar BO YMETHUYKWNOT
KOHTEKCT, ce BoBegyBaaT BO chepuTe Ha
ecTeTCKOTO (Toa e BCeywHocT [uwaHoBnoT
AYyX, KOjWTO KOHTUHyupaHo nebaee BoO
[ABaeceTUOT BeK, a 0COOEHO e aKTyenuaupaH
BO OBUE KPU3W HA COBPEMEHOTO Bpeme, Ha

Wrop Towescxun, @-x

Igor Tosevskl. Porce



camMuoT Kpaj Ha BekoT). BcywHocTt
npegmeTuTe ce ogHanpen ucpneHn og
ynotpeba - pedpyc, thenep, oTnagok co
npegomucna. Bo cekoj cny4aj mHory
npobnematuyHu aptedakTv uaejkm Kako
HamepHo Npou3seeH WKapT Tue ce cocema
NPUCTOEH NPOU3BOJ: COBPEMEH NPOW3BOJ,
3a Xan v Haw Npou3soa, a Bo onpejeneHa
cmucna v aprtedakT KOj cO cBojaTa
ABO3HAYHOCT e MHOry 6nmM3oK Ao efeH
YMeTHUYKM 06jexkT. 3Hauyn, oBue npegmMmeTv
WMCKOPUCTEHU KaKo LUMTaT Ha cTBapHOCTa r'v
ocTBapyBaaT MAEjHUTE acnekT Ha aBTopoT.
Cera Tve ce enemMeHTW KOW cnyxart npu
KOMMOHWPaH-eTO Ha AenoTo, HcTanauumjara,
3006MBajKKU ce Npy TOa U CO ynora Ha
“etpbTuHn" cumbonm Ha wucTopuckarta
(coumjanHaTa) peanHocT. Co efeH Bakos
penaTtuBeH KOMeHTap TOj W ja oapenysa
Temarta. Mlako NpBUYHUOT BNeYaTok e ageka
OCHOBHaTa Herosa npeokynauvja e Haco4eHa
KOH KOHEYHWOT BU3YeneH Bne4YaTok, cenak
WHCUCTMpareTo BP3 HapaTWBHOCTA ro
AeMOoHCTpUpa (hakToT AeKa OnwTecTBeHNoT
KOHTEKCT (CTBaApHOCTA) € OHOj KOjWwTOo ja
npessema ynorarta BO peanusauujara Ha
aenoro.

Ha kpajoT e 6UTHO Aa ce 3aknyyu -
ToweBCcKW He ranm Wny3uu Aeka BakBuoT
YMETHUYKWN YUH MOXe Aa Bnujae Bp3
WUCTOPUCKUTE TEKOBW (BP3 HEMWUHOBHUTE
cuTyauum). YnatyBajkm Ha ApacTU4HWUTE
NPOMEHW Ha COBPEMeHaTa peanHocT, KOu ce
npuMaar co pamMHOAYLWHOCT, caka BOeJHO
cBOjaTa HEMOK Aia ja NpeTBopy camo 3a Mur
BO MOKHO 4yBCTBO Ha CONWAAPHOCT.

Wrop Towesacxkw, Craknapwnya, Cxonje, 1996
Igor Tosevsk, Staklarnica. Skopje, 1996

Marika Bocvarova

IGOR TOSEVSKI

Igor Tosevski mainly weaves his opus with a spe-
cific activist engagement, the character of which
resembles the postmodernistic logic of the late
80's and the 90's.

Specifically, one can interpret his engagement
as individual acting that most often corresponds
with the coordinates and the spirit of the reality
of the times, especially with the social-economic
and ideological conditions. He approaches the
most characteristic features of ‘“the
postmodernistic style” exactly by mixing visual
discourses and by penetrating into particular
social fields of the present. The concept of his
project-works (pictures, drawings, comic strip -
graffiti, installations) is very often simplified and
reduced to nothing, i.e. concluding of this type
of situation, as testimony and reaction by a con-
temporary. Therefore, such reactions cannot be
practically understood as a gesture of protest.
Simply, the wish of the author is to fulfill “the
obligations” of the cultural and civil engagement
thereby realizing at the same time the artistic
and social intentions. In this context, a dilemma
appears whether such approach can be inter-
preted as neutral practice without a critical im-
pulse and without an underlined historical aware-
ness or whether he posses certain critical politi-
cal significance and his own contribution. In ac-
cordance with the multi-layering of his works, the
significance is still immanent to “the message”,
but is not determined by the interpretation con-
text. The intention of the author is to avoid using
the artworks in political purposes, that was char-
acteristic of the already past historical conditions.
Now these motives are not controlled, even they
cannot be predicted. which is typical of the as-
sumptions of the postmodernistic theory that
says political meanings are found in the artwork
itself, and not in its “superficial reading.”

The initial creative performance of Tosevski (as
painter) is related to the activities within the in-
formal, underground group “Zero” (in the sec-
ond half of the 80's). Even then the conscious-
ness of this author was highly sensitive to the
historical and ideological commentaries. Their
character and the ironical expressing of current
events certainly had their different background,
and were realized during the selfmanagement
socialist period. Many events happened in the
90's that caused crises initiated by the shifting
tendencies in the global and individual (local)
political, economic, social and cultural systems.
Tosevski had been the very author who tried to
point out most consistently, “most explicitly” and
metaphorically the events in Macedonia, under-
lining the moments of the times that have been
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burdened with changes, causing social uncer-
tainty of many citizens (workers).

The project “Dossier 96" has been the result of
his very attempt, during a longer period of time,
to reconstruct those socio-political and economic
elements of the conditions in the country that
cannot be avoided during the transition phase.
The author used here one of its major segments
— the privatization of socially owned enterprises.
The very performance of this project required
his prior consideration of the existing social
iconographic reality. He began with the photo-
graphic shots of ruined fagades and interiors
where “the merchandise for mass consumption”
had been previously produced, and that are now
filled with huge quantities of, not unexpectedly,
produced refuse objects. At the same time, he
selects some of these objects, “arranges”, pho-
tographs and finally brings them in the gallery
premises. This means that the factory halls and
yards are offered as a depot broken to pieces
where the artist selects “relics”. Suspended of
their practical use, they are transferred in the
artistic context; they are introduced in the
spheres of the esthetic (this is actually the spirit
of Duchamp constantly floating in the 20th cen-
tury, especially popular in these contemporary
crises, at the very end of the century). Actually
the objects have been in advance thrown out of
use — refuse, discarded, trash material intended
to be very that. In any case, these are very prob-
lematic artifacts because like an intentionally
produced refuse, they are quite a proper prod-
uct: a contemporary product, unfortunately our
product too, and in a sense, an artifact that is
very close to an artwork, with its double mean-
ing. Therefore, these objects, used as citations
of reality, realize the notional aspects of the au-
thor. Now they are elements that are used when
composing the artwork, the installation, thereby
acquiring the role of “cheap” symbols of the his-
torical (social) reality. He defines the theme by
such a relative comment. Although the first im-
pression is that his basic preoccupation is di-
rected toward the final visual impression, his in-
sistence on the narrative shows the fact that the
social context (the reality) is what takes over
the role in the performance of the work.

Finally it is essential to conclude — Tosevski has
no illusions that such an artistic act can influ-
ence the historical courses (upon the inevitable
situations). Pointing out the drastic changes of
contemporary reality that are accepted indiffer-
ently, he wants at the same time to transform,
just for a moment, his helplessness into a pow-
erful feeling of solidarity.






OrHoBuTE, WTO MM YHULWITHjA AenaTa Ha YMEeTHULUMUTE U
nucatenute Ha Bajmapckarta penybnuka He ce
3abopaseHu. HauucTuukmMTe ngeonosu, kako Andpes
Jlyy Bekep Posen6epr, Jozed Mebenc u Agond Xutnep, ro
Lutz Becker WHMuupaa ayToaadeto. OBOj YMH Ha BapBapu3am
noTceTyBawe Ha MKOHOKNaamaTa WTo Aoj4ae no
npoTtectaHTckara pedopmauuja, ‘Bi sturm’
Hauuctuykara ‘KyntypHa pesonyumja’, (Kulturkampf).
mMawe 3a uen KOMNIeTHa nukeugauyuja Ha
nubepanHata MOAEpPHUCTUYKA KynTypa, Koja ce
paseusale Bo [[epmanuja, u nokpaj becHara onosuumja
04 HenpocBeTeHaTa npucTpacHa dypxoaaunja u of
MUnuTapucTuy4KarTa Kotepuja Ha yapor.'
Ob6epguHyBaweTo Ha [epmanunja Bo 1870/71., un
OCHOBareTO Ha BTopoTo uapcTBo, npetcraeyBaa BO
MHOTy nornegu UCnonHyeBare Ha acnupayuvjata Ha
pOMaHTU4YHaTa reHepauuja, WTO OBaa ro nocakysallue
ywTe oa BojHute 3a ocnobopysarse npotus HanoneoH.
Mog Bnapgeereto Ha Bunxenm II, camo3agosonyea-
HETO, LWOBMHU3MOT W TpuymdanuamoT ja 3ameHunja

ACNEKTWUTE poMaHTU4HaTa Buauja. HaunoHanHuTe eHeprum He 693
BNOXYBAHW BO repmaHckara peHecaHdca 3a Koja

HA MHOrYMUWHA Ce HageBaa, TyKY BO efeH UMnepujanncTuy-

YMETHOCTA KW COH 32 CynepuopHOCT U eKCl'IaHS.M]a. Osa 6ewe
cunHara Tpaguumja WTo HaumoHancouujanuctute 6apaa

HA fa ce etabnupa nNoBTOPHO.

TPETUOT PAJX Kora MNepmaHuja 6etye nopaseHa Bo 1918. n yapot
noberta Bo XonaHavja, lepmaxuuyte 6ea octaseHn BO
eneH 6eanupgepcku numbyc, oTkopHaTtu u 6es
opueHTauuja. EaHa HedhokycupaHa aBTopUTaTMBHOCT C&
ywTe 6eLle akTUBHa BO ronemu 4enosu 04 HaceneHneTo
W npuaoHece 3a MUHWpare u gectabunusauuja Ha
BajmapckaTa penybnuka v Ha Hej3uHUTe AeMOKPaTCKU
WMHCTUTYLUMMN HKU3 cuTe 15 roguHn o4 CBOETO NOCTOEHE.
Toa Gelwe HeycnewHWoT cnukap, Agond Xutnep, 4uvja
MecujaHCcKa nopaka 3a pecTtaspauuvjata Ha cTtapuoT
NOPEeAOoK 1 3a CO34aBareTo Ha efHa norosema, nocunHa
FepmaHuja, Hamge Ha nonynapeH KOHCEH3YC W
nogaplwka. EgHa reHepalmja Ha genpecupaHu CoHyBa4m
W upauyuoHanucTu ro ocnobogum TpeTuoT pajx,
TUpanwjaTa Ha meguokpuTeTuTe. Bo cBouTe o4u, HoBaTa
apxasa Tpebawe, egeH AeH, Aa buae pevHkapHauwja
Ha CBeTOTO PUMCKO LapcTBo.

OB0j npeHanperHat UCTOPUCKU XOPU3OHT ro gape
onpasayBarbeTo 3a 6€3MUIOCHUTE MEPKW BO pamKuTe
Ha repMaHCcKOTO OMWTECTBO W HEroBUTE WHCTUTYLUW.
[onro guckpeauTupaHuTe U 3acTapeHu BpedHOCTU
noYHaa fa buaart noBTOpHO eTabnupaxu. MHgusnayan-
HaTa cnoboaa belwe 3ameHeTa CO npenocTaskKaTta Ha
eflHa KONeKTUBHA BONja, OHaa Ha HaywcTu4kara
naprvja.

YMETHOCTUTE LyTea HU3 CUTe BajMapCKu roguHu.
YMeTHUUMTE, WTO ce Kopuctea co cnoboau bes
npeceaaH, UCTo Taka 6ea aHraxvpaHv BO pa3suBarbeto
Ha efHO pechopMmpaHo ONWTeCcTBO, AoAeKa BO UCTO
BpemMe MOCTUrHyBaa eKCTEeH3UBHO MeryHapogHO
npudakarse. [lectpykumjata Ha efgHa Taka HanpegHa
KynTypa o4 CTpaHa Ha HauucTuTe, umatle AOoNroTpaeH
KaTaknMamuyky ehekT Ha repmaHckaTa yMeTHOCT U ja
OAAENV 04 MefyHapoOAHWOT KyNTypeH passoj. He e 3a
U3HeHagysare, WTO cTygujata 3a yMeTHoCTa,
oTdpreHa o PeXUMoT Kako ‘aereHepatuBHa’ (entartet).
npeTcTaByBawWe rnasHa rpuxa Ha uctopuyapure Ha
ymeTHocTa BO nocnegnute 40 roguHun.” OBaa xecTtoka




eHepruja, co Koja HauuCTUYKUOT KOHUenT
Ha ymeTHocTa Oewe cTtaBeH Ha npegeH
nnaH, ctaHa ekcnavyutHa Bo 1937., Kora
Xutnep ja otaopu 'KykaTa Ha repmaHckara
YMETHOCT' U HejsuHaTa Kpeaumja, TonemaTa
repMmaHcka ymeTHudka uanoxoba’ (Grosse
Deutsche Kunstausstellung) 80 MuHxeH.

‘He cakam HWMKOj Aa uma NaxKHW unysuu:
HaumoHancounjanuamoT Cu Hanpaeu Kako
cBOja rnaeHa 3agada ga ru ocnotogu
[epMaHCKMOT pajx, Kako U repMaHcKuoT
HapoA W HEroBuOT XXUBOT, Of CUTE OHWE
BNvjaHuja WTO ce haTtanHu U pasopHu 3a
HeroBara eraucteHyuja. Mlako opaa 4ncTtka
He MOXe Aa Ce u3Bepe BO efleH [eH, He
cakam fa ocTtaBam CeHka Ha COMHeBaH-e 3a
hakToT geka nopaHo unu nogouHa, YacoT
Ha NUKBMZauMja Ke OoT4yykKa 3a OHue
heHOMeHM WTO yyecTeyBane BO oBaa

Kopynuuja.
... OTcera, HMe Ke BogumMe HemunocpgHa
BOjHAa Ha nNpo4yucTyBare nNpPoTUB

NnocnegHUTe enemMeHTV Ha 3araflyBarbeTo
BO Hawara kyntypa...

Hauyuctute ro Hapekoa HauuoHanHa
pesonyuuja (Erhebung) HUBHOTO Npe3emarse
Ha BnacTa Bo 1933. BeywHocT, Toe He bele
HULITO APYro OCBEH eAHO paAvuKanHo CUMHo
pearvpare, M €O noaapwka oA
aHTUNEBUYAPCKU N aHTUCEMUTCKU CUNK,
perpyTupaHo BO NoroneMuoT Aen of eaHa
oTyfeHa cuTHa 6yprkoasuja. 3a kyco Bpeme,
pexumoT bewe Bo MOXHOCT aa obesbean
KOHTpONa BP3 CEKOj acnekT Ha jaBHWOT
XUBOT; CUTE KYNTYPHU M YMETHUYKMK
akTuBHOCTM HBea epogupann. Pectaspayu-
jaTa Ha ‘TpaguuuMoHanHWTe BPeAHOCTH',
WTO ce goeegysaa Hasaj 4o crapute
repMaHcKu mnneMeHckun obudan un
NPeTXPUCTUjaHCKMOT naHTensam, pakoso-
[ea co pa3BojoT Ha ymeTHocTuTe. CocToj-
HaTa Ha HaumjaTa nuyeLLe Ha eaHa cocTojba
Ha noctojaHa eydopwuja. MNMonuTukara u
yMeTHocTa ja uarybuja ceojata ctabunHocT
BO peaniHMoT U Cno3HaBa4ykKuoT CBeT.
dupepoT, BO UEHTapOT Ha osaa HoBa
ApXasa, ro MHuuMpalle KynToT Ha upauu-
OHanHOTO, BETYBajKN rofemu aHtumare-
pPUjaNUCTUYKK OTKpUBaMa WTo 61 Bogene
[0 Bpakarse Ha uarybenvoT paj. Hauvonan-
counjanuamoT belle AeKadeHTHO useTare
HA POMaHTWYHMOT HauuoHanuaam, WTo
umalle 3a Len Bpakare Ha 'epmaHuja Ha
CTaTycoT WTO Taa ro umaile Bo cpegHuTe
BEKOBW, faBajku noTkpena Ha arpecusHa
©KCNaH3UMOHUCTUYKA Kamnarba, noTkpe-
neHa co uaeu 3a pacara v Lebensraum. OBaa
yTonuja TepAewe geka Taa 6w ja pelumna
Henomupnueata AucKpenaHuuja Ha
XUBEeHe BO CBETOT 0f CPeAHMUOT BekK,
npeky ynoTtpeba Ha npeauHayCTPUCKK
Ha4YMHW Ha NPOM3BOACTBO, Co baparkarta Ha
BUCOKO MHAYCTPUjann3npaHoTo OnuTeCTBO
og 20-o1 Bek. OBaa KoOHTpagukuuja bewe

npuynHa 3a cybcTaHuyujanHa HespoTCKa
TeH3Wja, efjeH Hemup WTo MoXelwe camo
npeky BojHa Aa ce paspelun. BojHata ctaHa
ncuxonoLka notpeda u NoHyAu NpakTuyHa
conyuuja 3a uaeonoLWKUTe AUCKpenaHLumn.
Cute npobnemu 6u 6une peweHu Kora
FepmaHuja 6u cTtaHana uwHAycTpucka
TpadgocTaHuya Ha naHata Espona. Ha
OCBOEHWUTE TepuTopuu, nonynauujata og
aoceneHuun u og dapmepun 6u ce
pasMHoXyBana, cnpemHa Ha HaTamoLUHO
wuperse Ha PajxoT BO MAHUTE BOJHW.
MocTojaHOTO NpPUCYCTBO Ha nponaraHga
6ewe HEONXO4HO 3a OApPXyBare Ha
AvHamu4yHata HesBpoTCKa cnupana.
YmeTHOCTa 04 0BOj nepuoA bewe gen og v
u3pas Ha 0BOj KOMNNeKc, co obspcka fAa
ce npukaxaT BM3yenHo u pga ce
MaHugectTupaat cuTe acnekTu Ha
HauucTuykunoT ‘Weltanschauung'. Hapatue-
Hata penpeseHTauuja, npeky obHoByBa-
HETO Ha )KaHPOBCKOTO crnvkapceTeo og 19-
oT Bek, bewe HajcooaBeTHa 3a oBaa
NONUTUYKKM WHCNUpUpaHa yHKUKja,
popeka  yMmeTHocTa, WTO o4 Toa
pesynTtupawe, O6ewe aHemMuyHa u
onywTeHa. BakyymoT mery npeTteHyuos-
HOCTa W peanHocTa Hukoraw He bewe
3aTBOpPEH, YMeTHoCcTa mopawe ja ce
noeaHoCTaBK 3a Aa KOMyHULMpa Ha HUBO
Ha HajHUCKUOT 3aeAHWYKU UMEeHUTen.
[MoBekeTo o4 Aenarta, cenekTupaHu 3a
roguwHaTa ‘Grosse Deutsche
Kunstausstellung®, 6ea HeBne4YaTnusu
KOHCTPYKUUKU Ha oduymnjanHoTo pasmuc-
nysarbe. Tomac MaH, BO efeH of cBouTe
paguo rosopu 3a BpeMe Ha BojHaTa, ro
AetunHupa HauvoHancouujanuamoT Kako
‘repMaHcku ngeanusam wTo 3ackuran'.’
OpAHOCOT KOH cTapute uaeanu of ctpaHa
Ha HauucTuUTe, ocTaHa YUCTO ekcnnoa-
Tupayku. Ce ogaasalle no4uT, camo Ha
300p0OBU, HA POMAHTUYHWOT aeanusam of
CTpaHa Ha CEeHTUMEHTANHUTE y4YuTenu Bo
yyunuwTarta v cgakyntetute, U Ha
napTuckute bupokpatu. MNpumepute co
Kapn ®puapux LLinHken Bo apxutekTypara
u ckynntyparta, u Ha Kacnap [asug
Opugpux n dununn OTo Puxre 8o cnukap-
CcTBOTO, 6ea UMTUPaHU HEeNpeKuHaTo oA
CTpaHa Ha PexuMoT, Kako rnpumepu Ha
npegHauMcTuyKa yMeTHOCT, HO HUBHaTa
marvja He moxelue Aa buae nosTopeHa o
y3ypnaTtopute. HoBocoszaageHuTe MUTOBU
rM 3amenuja crapure, 6e3 meHyBarse Ha
nojaBHocTa W NOBpIMHATA Ha CAuUKap-
CTBOTO.

Mporpamckara ymMeTHOCT, nponulaHa o
naptujata v pApxasata, 4YecTto ce
rojaByBalle BO BUA Ha MOHYMEHTAaNHOCT CO
aneropuv4eH nartoc w TeaTpanHocT.
LleHTpanHuTe Temu, kako ocHosa, 6ea
Volksgemeinschaft, 3aeAHUWTBOTO Ha NyfeTo
u Hauujata, Kpeta u MNoysara, PacaTa #
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TaTkoBuHaTa, BojHaTta n Xepojckata CmpT.
Bo oBue cnuku, thapmepute, paboTHUUMTE,
MajkuTe 1 mnaguHaTa, cuTe ce aHraxupaa
BO 6opbaTta 3a ONCTaHOK BO ejHa
MuTOonowkKa 6utka. Llenute Ha 'HOBOTO
repMaHcko cnukapcTeo' 6ea onwvwaxu Bo
efeH namcneT o4 NapTUCKUOT TeopeTuyap,
®. A. KaychmaH:

'‘BO UEHTapoT Ha HawaTa yMEeTHOCT CTou
repmMaHckuoT Hapod ... Co BUCTUHCKM
WHCTUHKT, YyMeTHUUuTe ce BO noTpara no
mogenu ocobeHo  Mmery OHWe YNeHOBW Ha
3aegHuyarta (Volksgemeinschaft), Kou no
cBojaTa cama npupoja ce 3apasu
npumepoyun. Tve moxe aa ce HajaaTt BO
cocepacTBaTa Kage uma nocebHo cunHa
NPUBP3AHOCT KOH NoYBaTa U eKCrnoHupame
KOH CUNEH peroHaneH KOHTUHYUTET, WTo
ja wTuTea KpBTa ofpa3sBogHyBarbe, Kaje
cunata Ha pasBueHaTa Tpaguuunja u
6narocnoBuTe Ha AOCTOMHCTBEHa paboTa
covyBane egHa sapasa cyncraduuwja. Kako
pesynTaT, MOXe Aa ce HajaaTt BO HawuTe
CNWUKW, NOBTOPHO W NOBTOPHO, NuUUa Ha
cenanv 1 curypu Ha nyre nocseTeHu Ha
npupogHu npodecun (naturnahe Urberufe),
Kako noseyoT, pubapoT, 0BYaporT,
ApsoaeneuoT, v nyfe WTo ce 3aHuMmasaat
CO OCHOBHMWTE 3aHaeTH, LUTO ce CUMBoNU Ha
6naropogHocTa Ha MajcTOPCTBOTO U Ha
KOHCTPYKTUBHaTa WckpeHocT ... o
cpeTHyBame hapMepoT BO HErOBMOT MNejcax
KOj uBee 6nu3y Ao 3emjata u HeboTO,
nnogHaTta no4Ysa NoA HeroBuTe TEeWKU
HA3MA ...

Kora uma Tonky MHory ceHanbunurer
NoBP3aH Co 3emjaTta BO KOja CMe BKOPEHETH,
NPUPOAHO € Aa ja cmeTame Hawara
npeokynauuja co nejcakoT 3a HajyucT
YMETHUYKM Hanop ... MejcaxxoT 3a Hac geHec

_ja npetcTaByBa TepuTopujata Ha PajxoT,

WwTOo ja 6apa Hawarta OArosBopHa
MoCBETEeHOCT ...[epMaHCKOTO CrMKapcTso
AeHec caka ja ru Harnacu sgpasuTe
(hM3MHKKN KOpeHu, buonolikarta spegHocT
Ha evHKaTa v 06HoBYBar-eTO Ha HauujaTa
n ayxot'.’

dy3noHMpakeTo Ha YyMmeTHocTa W
nonuTtukata Gewe ycnewHo camo Ao egeH
orpaHuyeH cteneH. Cenak, BO paMkuTe Ha
»aHpoT 3a Kpeta u Noysarta, Moxe Aa ce
HajaaT npuMepu Ha 3ajoBonyBaqka
MHTEH3UBHOCT K ybeayBarse. OBa MoXxe Aa
€ NOBP3aHo co (haKTOoT LWTO NnocToelle eaHa
HeckplueHa Bpcka, nocebHo npeky MuHxeH-
ckaTa wkona, co ‘Bauernmalerei’ o 19-01
BeK, eagHa ngeanusaumja Ha nej3axoT u Ha
)KUBOTOT Ha CenaHeLoT, efieH CBET [JOSIH CO
meTacopu Ha HanopHa paboTa u
npoMeHnueu cesoxu. flenata Ha ®paHy
Nedperep u Bunxenm Jajén, AnéuH Erep-
Jluny, gypy u Ha ®epavHang Xognep,
MHCNUpWpaa ymeTHuuuTe kako Cen Xunu,
KoHcTanTuH MepxapguHrep n Ockap Map-



TuH-Amopbax. OfekHyBaraTta Ha CTapoTo
repmMaHcko’, 6asnpaHu Bp3 UMMTaUMK 04
Mopuy, chon LWenHT u Qupep, ce nojasuja
BO rpachuykuTe gena Ha Meopr Cnytepmax
doH JNaHresajge, EpHcT [JombpoBcku u
Agond OuHwTepep. BnarogapHocT KoH
HEeOpOMaHTU4YHUTE TeHAeHUMn Ha HoeaTta
06jeKTUBHOCT € HajaeHa BO genarta Ha
Apond Bucen, XepmaH Tubept, Bunu
Maynwu u BepHep MajHep.

Co no4HyBareTo Ha BTopaTa cBeTcka
BOjHa BO 1939., 0BME YMETHMUM r'1 BNOXuja
CBOUTE BEWTWHU BO BOEHWU uenu. Bo
npeTcTaBuTe Ha BUTKa W Ha BOjJHULMTE Ha
(POHTOT, cera mMoxewe pa ce BUAK
hapmepoT 1 HeroBMOT CUH Kako ce bopar
M MaplmpaaT HU3 CTPaHCKUTE 3eMju.
BoeHoTo cnukapcTBo 6ewe NOru4yHo
npoAoKyBare Ha »XaHpoT 3a KpsTa u
MoyBaTa, O3Ha4YeH CO pJgane4yuHa u
HEUCNONHeTU naeanuavparsa.
HauuoHancounjanuamoT HUKOraw He ce
30061 co cuna ga CTUumynupa opuriHanHm
YMETHUYKWU NMYHOCTY; TOj Camo akTuBMpa-
e yMeTHUUW KOU nHaky 6u bune mapruHa-
NU3npaHn Co NPOrpecoT Ha MoaepHarta
ymeTHocT. Toa, WTO ocTaHano oj
ymeTHocTa Ha TpeTuoT pajx, ce 4yea BO
cknaguwra, U MMma camo UCTOPUCKO
3Ha4Yerbe, HO He U AOCTOMHCTBEHO KyNTyp-
Ho HacnegecTso. Kora Xutnep ro nocrasu
KameH-TeMesTHMKOT Ha HerosaTa ‘Kyka Ha
repmaHckaTa ymeTHocT' Bo 1933., yekaHoT
ce CKpLK.” PeTpocnexkTUBHO 0OBa cera MoXe
[a ce cMeTa Kako fow npegs3Hak Ha
TpareguwjaTta, wTto 6w nagHana Bp3
[epmaHuja co HayucTuykaTta ‘Mucuja Ha
uusunuaunpamse’.
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Cyau Mabnuk MocTou jacHa NOBP3aHOCT Mefy HallaTa NpeTcTaBa 3a CBETOT W Ha-
YMHOT Ha KOoj 6ea pa3bpaHm KyNTypHUTE MMNepaTUBU Ha MOAEPHMU3-

moT. NMoBekeTo pgeduHUUMM 3a yMeTHOCTa ro

¢ Sl : A06uja BUCTUHCKOTO 3HaYere BO TEKOT Ha eaeH

I'm questioning the cultural' and societal o, ueropuckm npouec. B moxene, Hanpumep,

changes in the role of the artist...  aa ckuuupame egno reneanowko apso -

| am afraid that if we don‘t address NouHyBajku 04 KyOUCTHYKHOT KOnax W
; 5 A ecreTMKaTa Ha 0TNagoKoT, BO KOj 61 ce BKNy4une

broader issues in artmaking,  awusuponmenTannara koHcTpykumja Mepybaye Ha

we'll be left with an empty bag. Kypr lBUTEpC NpeKky KOMOMHUPaAHUTE CIIMKKN Ha
Pobept PayweHbepr, cé go bpuraHckurte cKyn-

Kut COHVIep (Ke'th Sonmer) ntopu ToHn Kper u bun Byapos opgHocHoO Ao

YMETHULMTE KOU ' pacyucTyBaart bperosure Ha

rpagckuTe ynuuyv og oTnagHuTe marepujany WTO MOXKaT Aa rv

uckopucTar 3a u3paboTka Ha HUBHUTe flena. Kako n ymeTHU4Kara,

[domuHuk Ma3o oBMe yMeTHULUM ro KonekuuoHupaa rybpero, HO He

oA ekonowku nobyau Kako Hea , TYKy CO Hamepa Aaru npowwvpar

rpaHuLMTe Ha HUBHUOT ecTeTcKM uapas. Kora so 1955. Paywenbepr

no4YHa fa cnuka Bp3 CBOjOT KpeBeT, Toa uarnejawe BO U3BeCcHa

cmucna rpy6o, 6uaejku 3Havewe geka c& MoXe fa ce KOpUCTH 3a

YMETHUYKM LieNTM — KaHTUYKK 0] KOKa KOona, CTapu BECHULM, HEYUCTH

yopanu, CKpLeHU Yafopy, BOGHU NapawlyTu, KOPUCTEHU T'YMU, Aypu

v npenapupaHa ko3a. Bo 1956. PayweHbepr v peye Ha KpuTudapkara

LI Curn :"OTKako Ke chaTuTe feka NnaTtHOTO Ha Koe ce CNnuKa e

egHocTaBHa Kpna, Toraw e 6es3HavajHo ganu ynortpebysarte

npenapupaHy KOKOLWKM, ENeKTPUYHA CBETUNIKKU UK YUcTH hopmu.”

Tonu Kper ucto taka cobupa u ynotpebysa otnagoum, ppneHu

napyviba Ha oboeHa nnacTuka, NNacTUYHKU Halm, Yewnu, AeTCKU

WrpaYyku, UBEeKWHba, CBUPYMIbA, Kanayura o4 WUlinkba —

nogpeAyBajku rm XpomaTcku (hparMeHTUTe, Kako fa ce nap4uma

04 MO3avK LWTO NpercraByBaaT YoBeyka urypa wnu npegmer.

fenarta Sug w lMNonunyaey (1988) uenocHo ce HanpaBeHU Of CUHKW

nnacTu4HU oTnagouu, a nperpHaTuTe rbyboBHUUM BO AenoTo

BuctuHcka nnacruyHa sby6os (1984) ce cocTaBeHM Of CUHU U

pPO30BM NNAcTU4HU napymrba. Bun ByapoB ceye Ha KPULWKK cTapu

“ ” nagunHuLM UNKu Knuma ypeau, a egHaw paarnobysa egda ctapa
ﬂ ENO BE3 CMMWU ChnA ¢oTenja, 3a ga rm Hanpasu CBOMTE U3BOHPeaHM ckynnTypu. Mako
%! ﬂ N OBME YMETHULM ' CO37jaBaaT CBOUTe Aena o NocToe4ku npegmeTv
- , v og otnagouw, 6e3 npobnem ru npucakame Kako
ETUWKA HA BHMWMAHWETO ymeTHu4Ku.MoHaTtamy 61 moxena ga ce Nocoyn apyrara fvHuja -

KoHUenTyanHara yMeTHOCT U YMeTHOCTa Ha 3emjaTa o 1970., kora
ymeTHUUuTe Kako Bonrtep ge Mapuja u Puyapp JloHr natysaa Ha

[aneyHn MecTa M AMPEKTHO rv M3segyBaa cBouTe gena BO
npupopgarta. MoHekoraw Tue ja ogbenexysaa camo TpacaTta Ha
npolweTKara unu npepacnopeaysaa HeKONKy Kamersa — CUTyauyum
WwTO BO TOoa Bpeme Gea 6e3 npecefaH BO yMETHUYKaTa NPaKTUKa.(...)
Be3gpyro HUe BeKe MMame UCKYCTBO CO YMETHOCTA WTO ' Kpu
MHCTYUWOHANHUTE PaMK1 UMK r'v U3HEeBepyBa HalLlMTe O4YeKyBatba ,
6uaejku ywrte oa AuwaH cme NOAroTBEHU fa ro ToNKyBame CeKoj
npegMmer Kako ymetHocT.(...) Bo pamkuTe Ha ecteTukara, akyuure
noBp3aHu co peanHuoT xueor (real-life actions) unu co ogpegexn
CUTyauuu, MOXaT noHekoraw ga 6maar yMeTHoCT, HO AOKONKY He
ce (hyHKLMOHANHM U He U CNyXaT Ha HeKoja uen. Bo KOHTeKCToT Ha
Mo[epHaTa ecTeTuka KpeaTMBHOCTAa € MHKomnatubunHa co
tyHKkyuoHanHaTta yen. Kpeseror Ha PayweHbepr He bGewe
npeasuAaeH 3a cnuerse. [lucoapor 6Gewe MCKNy4eH og HopmanHa
¢yHKUyMja co cammoT ¢hakT wTo Hewe cmecTteH Ha uanoxba - u
TOKMY TOa My Aajie yMeTHU4Ka KoHoTauuja. MuHarara nponer sugos
eaHa nanoxb6a Bo HOBMOT My3e] Ha coBpemeHaTa YMETHOCT BO
Hbyjopk, Ha Koja wWTo GenruckuoT ymetTHuk Mujom Buxn Gewe
uwHcTanupan futon shop. Bupgejku cranyBawe 360p 3a ymeTHocT ,
npegmeTuTe wWTo ce npogasaa ‘‘He 6ea 3a ynortpeba”. Bo 1985.
MCTUOT YMETHUK ja npeTBOpU u3noxbeHarta cana Bo 8o Cregenujk
My3ejoT BO NPOAaBHMLA Ha OPWEHTanHW KUNnumu, Kou wrto Gea
nocnaHu U 3aKa4yeHu Hu3 uenuor npoctop. OHa wTo Hanpasu Juwax
CO efjeH eMHCTBEH HajaeH npegmeT, BMXkn Hanpasu co egeH uen
aHBMPOHMAaH: ro NPeTBOPKU BO YMETHUYKO Aeno ocnoboaysajku ro
op HeroBaTa (hyHKUMja M CTaBajKu ro BO YMETHUYKM KOHTEKCT.
Apyrure aHBUPOHMAaHM WTO TOj rM npucnocobu v MHcTanupa Bo




Pa3nNUyYyHu My3eu, ranepum U yMeTHUYKKU caemu Gea: rumHasnym,
(hpu3epHuULa, NnepanHuLa, KasuHo, NCUXKjaTpUcKu oagen u huTHuc
UeHTap. YMETHUKOT ' TONKYBa Kako COUUjanHu MHCTUTYLMK WTO
rv ogpasyBaar BpefJHOCTUTE U BepyBarbarta Ha HalleTo Bpeme.

Bo HallaTa KOHTponupaHa KanutanucTuyka Kyntypa uMa MHOry oTrnopu
KOH naejaTa 3a “kopucHa" yMeTHOCT — eCTeTCKUOT cTas Tpeba aa buae
uHAWepeHTeH N ogaeneH of ApyruTe HYoBeyKu uenu. “YmMeTHocTa He e
yenecoobpasHa”, usjasu Kpuc bpas Bo 1974. Taa e cnoboaHa 3oHa BO
OnNWTEeCTBOTO, Kaje WTo MoxeTe aa npasute ce.” OcobeHocTa Ha
eCTeTCKOTO UCKYCTBO Gele Taksa WTO , BO UMETO Ha HenpedeHaTa
KpeaTuUBHOCT W ancTpakTHaTa cnoboaa, ymetHocta bewwe 6e3HagexxHo
1 HeiBOCMUCNEHO OgAefieHa 0f MopanHuTe u onwTecTeeHuTe bapa-
Ha. OcobeHo aBaHrapgHOTO TBOPELWTBO MMalle pPeyYucu rpaHavosHa
apbutpaxa Bp3 ceto Toa; floHang Kycnut ro yutupa [dejsua Cmut
TBPAEjKN AeKa HeroBaTa eAuHCTBEHa MOTuBauuvja 3a npasere
CKYNNTYpY € aporaHTHaTa TBopeyka HesaBucHoCT. HajueHeTaTa uaeja
Ha HawarTa KynTypa ocTaHyBa arpecMBHOTO MHCUCTUpare Bp3
cnobogara 3apaav camaTta Hea, cnoboga 6e3 npakTuka — efeH sng Ha
HE3aBMCHOCT LWTO My AaBa YMETHWYKW KOHOTauuu Ha cobupareTo
fybpe camo 3a ga ce pomMaHTu3upa OTNajoKoT (WTO 3Ha4M Herosa
ynoTpeba 3a ga ce fobue ecteTcku edekT), Ho, NoMHaKy e Kora Tpeba
Aa ce ucuuctu pekata . Bo ume Ha ectetckara cnobopa, egHa
OCMWUCNEHa akuuja 3acHoBaHa BP3 NepuunupareTo Ha cTBapHaTa
noTpeba noeeke Ke 6uae BUAeHa Kako “peanHo” geno OTKONKY Kako
YMETHUYKO, 6UAEjKIN BO ja3MKOT Ha MoAepHaTa ecTeTuka, ymeTHocTa e
peduHnpaHa Kako “aeno 6e3 3Haqere “.

Bo 1960. YmeTHukoT BonTep ge Mapuja nagage Kyc ecej, Hapedex [leno
6e3 3Hauerbe, Kako MUHW MaHUMECT Ha YMETHUYKUOT noum aeno 6es
3Haqere:

Ha npumep, cTaBareTO Ha [PBEHU KOLKM Of efHa BO gpyra KyTtvja, a
10T0a HUBHOTO CMECTYBarbe BO OPUrMHanHaTa Kytuja n noBTopysareto
Ha oBaa akTMBHOCT e y6as npumep Ha GecmucrieHa pabota. Unm
KonaweTo Aynka, a noroa HejaMHOTO 3atpynysame, e Apyr Takos
npumep. KonaweTo Bo rpaguHa He e becmucnerHa pabora. [uraweto
Ha Te'wHa, maky MOHOTOHO, He e 6ecmucrieHa pabora BO Herosara
ecrercka cmucna, 6ugejku Kako WTO e ONWTONO3Haro,Toa rm
3ayspcrysa myckynute. becmucneHara pabora e noreHyujanHo
Haj3Ha4ajHoOTO YMETHUYKO M aKUMOHO MCKYCTBO LUTO HEKO] MOXe fa ro
Hanpasu feHec.

Bo paHuTe WeeceTTU, BO NOCTOEYKMOT couumjaneH nopefok Ha
ONWTECTBOTO, OTNOPOT KOH BPEAHOCTUTE MMAHEHTHU Ha BewTuHaTa Ha
uaeeabata U Ha NPoOAYKTUBHOCTA, Gelle nonynapHo ogHecysare. Toa
fele BpemMeTo Ha ABuxereTo @ykcyc, eaHa o paHuTe opmu Ha
Heo-Aafausam, echemepHa yMETHOCT BO noTpara no wjejata sa
ancypaHoTo, NOTTUKHaTa Bo ronem gen of Niuteaxeuor Llopy MakjyHac
Koj cTyaupan Ha Cooper Union Bo Hbyjopk. [len‘'eHeTo Hkorall He ycrea
Aa ce camogedunHmnpa, HO Toa jacHO UCKaXa M3BeCHa HEeCcOor/1acHoOCT
CO ecTeTukarta, AMAaKTUKaTa, “Bucokara” yMeTHOCT.

Llenta Gewe pga ce co3gaje HaMepHo  aHTUXEpojcKo w
aHTUMOHYMEHTANHO AEeno, Koe CTPEMU KOH pylerse Ha TexHu4kara
BUPTYO3HOCT, Aeno 6e3 CTUN, KOHLEeHTPUPaHO BP3 A4HOCTaBHU AYpU U
TpuewjanHu HewTa. MakjyHac ro chat @ykCyc Kako aHTUYMETHUYKO
[ABWXKerbe Koe ja OpuvLue pasnukara mefy yMeTHOCTa 1 06MYHMOT XMBOT.
Llopy BpexT egeH apyr @aykcyc yMeTHUK, co3gage uena cepuja Ha
“event scores”, WTO NpeTcTaByBaa ne4aTeHn ynaTcTea BO BUJ Ha KapTh
(file cards) wTo rv YyBawe BO KyTWja HapedeHa Water Yam . Toa Gea
noBeke 6GecuenHu Bex6u Kou Hukoraw He 6ea W3BeAeHW, Kako LWTo
6ewe No smoking Event (...)

Joko OHo ro Hanpasu genoto Jabosnko (1966), Bo koe eaHO jabonko
6elw cTaseHo Ha maca, u nyreTo og ayaguTopuyMmoT 6ea nokaHysaHu ga
ro rpuanat. LloH Kejy ro sosefe NOMMOT Ha My3uKaTa KOMNoHUpaHa
npeky cny4ajHu metogn. EHau Bopxon ro cHumalwe PobepT UHaujaHa
Kako jage nedypku 45 MuHyTW. AneH Kenpos npasele XeneHuH3n —
rpy6u, cnyHajHu 1 4enyMHO UMNPOBU3VPaHU HacTaHu, BO Kou nybnukara
4ecTo ce BKNyYysatue.

(...)Kako BoOnwTo Aa ce Hanpaew noTpebHaTa pa3nuka Mery ymeTHocTa
v oHa wTo ApTyp [laHTo ro Hapekysa “4ucTo peanHu HewTa" (mere real
things)  WTO HY OBO3MOXYBA Aa rv NpUhaTUMe Kako yMeTHUYKK gena
cUTE OBWEe Npeau3BuKyBadku MaHespu. Bo npoBoKaTUBHWUOT ecej

HapeyeH PeaneH ExcriepumeHT, Kenpos ja noapxysa TesaTta eka Bo
MOAEPHU3MOT OTCeKoraw nocrtoene CUMynTaHo ABe Tpaguuwu:
yMeTHOCTa Kako yMeTHOCT - artlike art- (Bo Koja ymeTHOCTa e ogaeneHa
O/ XXMBOTOT U 04 OCTaHaTOTO) K yMeTHOCTa Kako xusoT -lifelike art- (8o
Koja YyMETHOCTa e MoBp3aHa CO XMWBOTOT M co ocTaHaToTto). Cnopeg
Kenpos, nocCToM YMETHOCT Kako YMETHOCT, Koja, npep ceé, ro
NpMBEKYBa BHUMaHNETO Ha YMeTHULMTE K NybnuKaTa u ce cMeTa Kako
Hajcepuo3eH Aen Ha rnasHaTa CTpyja Ha 3anagHaTta Tpaguuyuja Ha
ucropuwjata Ha ymeTtHocta. OBaa yMeTHOCT € BO AOCNYyX cO ApyraTa
YMETHOCT W € NOAPXYBaHa 0f ranepuute, My3enTe U CTpyYHUTe
crucaHuja 3a YMeTHOCT, 04HOCHO Of CUTE OHWe , BeNW TOj “Kou umaart
notpeba o yMETHUUM Yunja YMETHOCT € Kako YMETHOCT WUNu Nn4u Ha
yMeTHoCT".

Bo TekoT Ha uyenara npukasHa Ha MOAEPHU3MOT ce MpoBneKkysa
npawareTo Aanu HewTo e yMeTHocT unu He. Ho ‘apyrara’ Tpaguuuja,
OHaa Koja rv gobnuxxysa yMETHOCTA W XKWUBOTOT, HUKOraw He e
CMecTyBaHa BO pamkuTe Ha ecteTukara v buna 4ecTo onnakysaHa og
“noceprosHun” ymeTHUUW, o4 TUNOT Ha [puHbeproBuTe NPUBP3EHULW.
Burbem ge KyHuHr, Ha npumep, egHaw My pekon Ha LloH Kejy paeka
NPOM3BONHOTO BpaMmyBarbe Ha TPOLKUTe ned Ha maca He MoXe Aa ce
CMeTa Kako YMEeTHMYKM akT. Ml nokpaj oBue antepHaTvsu Ha osaa
nocopmManHa, MHCTUTYUUoHanuavpaHa uctopuja Ha yMmeTHocTa,
3acHOBaHa BP3 NOUMWTE 3a KBaNUTET U WUCTOPUCKO 3HaYerbe —
CTUNCKUTE BOjHU 32 Kou [laHTO peye geka 3aspluvja, Hukoraw He 6ea
cTaBeHu B0 (POKYC Ha BUCTUHCKMW Ha4uH. Cnopeg Kenpos, He nocToelue
AOBOSHO aBTOPUTETHA OCHOBA 3a CO3/laBaHbe BUCTUHCKM anTepHaTUBeH
KOHTEKCT Ha XeremoHujata Ha CTWICKUTE eCTeTUKN CO CUTE Hej3UHU
naTpujapxanHiu 03Ha4eHoCTw.

“Ha noBekeTo og Hac Hu belue HejacHa ghunocogckarta cMuca Ha oHa
wTo ce cnydvysalue, " 36opysatue Kenpos, “v noseke ce uMmalle Bre4aTox
Aeka cTaHysa 360p 3a ‘HoBMHA" OTKONIKY 3@ MpomeHa BO cMucna Ha
pagvKkanHo pasnuqeH norneg Ha CBETOT, BO KOj peanHocra belue

LinnGepr u Liopu, Jexopareps 1978 / Gilbert & George, The Decorators, 1978



“Tkmeo 6e3 wesosn”,

Co apyru 360poBM, OHa WTO Kenpos ro Benn 3Ha4u, geka u nokpaj Toa
WITO MHOTY yMeTHWLW ce obugene noaonro speme Aa paéoTar Hagsop
0ff MHCTUTYUMOHaNHUTE pamMKn”, cenak TWe BO W3BecHa cmucna
ocTaHane (1 cé ywTe ce) poboBu Ha  mpudateHaTa ugeonormja Ha
ecteTukata. M nokpaj (hakToT WwTo hopManucTUHKOTO BnMjaHue ce
Hamanu, HeroBUTe MATOBW, PEAsTHOCTM U CTUNOBU NPOAOIIKUjA, MHOTY
ANaboko , KOHTUHYMPaHO Aa ro OAPXKYBAAT HAYUHOT Ha KOj LTO HUe
MUcnumMe 3a ymetHocTa. MNMuwysajku 3a Tum Ponuke u 3a K.O.C Bo
WeajyapckoTo cnucaHue Mapkert, Kputuyapot [eH KemepoH
KomeHTUpa:" Of yMeTHULMTE KoM 4ejCTBYBaaT BO KyNTypaTa 3acHOBaHa
Bp3 My3euTe, He Tpeba Aa ce O4eKyea Aeka MHOry Ke genysaaT BO
HacoKa Ha coyujanHara NpoMeHa, HUTY Nak Tue acnupaumm Moxe Aa ce
CMeTaar 3a pefieBaHTHW BO O4HOC Ha OLEHYBaeTO Ha YMETHUYKUTE
KyNTYpHW BpegHocTu” . MHory ycneluHuTe yMeTHUUM, 40AaBa TOj, 06UYHO
KopucTat efHa , 04 BTOpa paka, BpCKa Vis a vis couyujanHute
MCXOAUWWITA, NOAAPYBajKN YMETHUYKM fena of crieuymdnyHv nobyam unu
NPUHUHA.

OHa wTo BO OBaa cMUCNa jacHO HW HeAoCTacyea e Hekaksa paboTHa
pamka 3a coyujanHo UMM eKONOWKKU 3acHoBaHaTa yMeTHOCT — egHa
YMETHOCT Koja ce 0gHecyBa Ha efjHa NOLWMPOKa LenunHa, Bo cMucna Ha
MOCTOEH:E HA HWBO Ha KOHTEKCTyanHa BTeMeNneHocT BO BuTanHara
NoBP3aHOCT CO efHO ceondhaTtHo opraHcko none. W jac 6u cakana aa
nogeneyam, feka He MOXeme Ja umame efHa Taksa KoHuenuuja cé
AO0deKa CMe 3akadYeHu 3a MUTOT Ha YucTaTta KpeaTUMBHOCT U 3a
MHXepeHTHaTa Helyenecoobpa3HoCT Ha YMeTHOCTa nopaauv ymeTHocTa
— WTO 3Ha41 BOSHO NOMUPYBarse CO BPEAHOCHUOT BakKyyM Koj ja Apxu
YMETHOCTa HacTpaHa o4 couujanHara, mMopanHaTta WM npakTudHaTa
tyHKuuja. He Moxxeme fa mame Takea KoHUenuwja cé aoaeka Hawara
npeTcTasa 3a Toa WTo e "4obpa yMeTHOCT" ro cneau natpujapxanHuoT
uhean 3a aBTOHOMHa eCcTeTcKa KyNnTypa, WTO Ha KPajoT Ha KpauwTaTta
ce npeTeopa BO 046MBaHETO aHraXmaH co couujanHu sagadqu.

Osa 6ewe ocobeHo o4UrNefHO Ha naHesn guckycwjata Ha Koja
y4ecTeysas B0 1989. Ha roguwHoTo cobpanue Ha College Art Associa-
tion Bo CaH ®paHuucko. Temata 6ewe MopanHuoT umnepaTus Ha
yMeTHOCTa W Ce YMHelle AeKa MOCTOM KOMCEHCYC Mefy naHenucTuTe
(co uckny4ok Ha MeHe), OAHOCHO Aeka ce nogpasbupa camo no cebe,
AeKa yMeTHOCTa HemMa MopaneH umnepaTus — AeKa NocTou camo
MHAMBUAYAnNHa CBECT Ha YMETHUKOT. “He BepyBam Aeka NnocToM HewTo
TakBO Kako MopanHa yMeTHOCT', OTnOoYHa NPBMOT FOBOPHUK,
Kputudapkara Ejmu Bejkep. “iMa caMo MOpanHu yMeTHULM. YMETHUKOT
ro oleHysame OA44eneHo of HerosoTo geno. bu bune usHeHagewu co
naHen guckycuja 3a MopanH1MoT UMNepaTUB Ha BOAOUHCTaNMpar-eTo.
.. 3a MeHe” 3akny4yu Taa, “ MOParnHoCTa e OueHyBare KOe He € BO
thyHKumja Ha ecTeTckaTta uen”.

YMeTHUKOT LloH Bangecapu Apyr y4ecHUK Ha naHen guckycujara, peye
AeKa ce napanuaupa npej npawareTto . KakBa e Taa “BUCTUHCKA"
ymeTHocT wto Tpeba fa ce npasu. Toj pede geka yMeTHOCTa € oHa
HajA4o6pOTO WTO HEeKOj ro NPaBsu, CAYXEjKN Ce CO CUANTE WTO MU UMa:
Toa e MopanHa uen. Cocema e curypHo Jeka mopanHara uen e Haasop
O/l AOMEHOT Ha MOAepHaTa ecTeTuKa, Kako LWTO € UCTO Taka CUrypHo
fleKa e HaABop U 04 [OMEHOT Ha Hay4HaTa MeTo4onorvja: u AseTe ce
HeMW BO OJHOC Ha OArOBOPHOCTA , YMETHWLMTE AeHeC HemaaT HUKaKso
4YBCTBO 3a MOPANHOTO MU COLMjanHOTO 3HaYerbe Ha HUBHATa ynora.
Monckuot HayyHUK Josedp PoTénat koj ydecTsysalue so floc Anamoc
Manhattan Project, (3acnyxeH 3a 0TKpUTMeTO Ha atomckara 6oMba BO
1940), BO aHrnUckoTo cnucaHue Resurgence, KOHCTaTWpa geka BO
3aefHuyara Ha Hay4YHWUuTe, OHMe CO MopanHa COBECHOCT ce BO
ManumMHCTBo. MHO3MHCTBOTO, BENU TOj, CO 3340BONCTBO MM OCTaBa Ha
ApyruTe ga ognydat Kako Ke (hyHKUMoHWpa HUBHOTO aeno. UcTo Taka,
TOYHO €, Aieka MopanHarta moTvBauwja He e Toa LWTO ja Harnacysa
AKTMBHOCTA WITO CE CMEeTa UMaHEeHTHa Ha YMETHWYKWUOT CBET, Kako
WTO € UCMpaKkar-eTo CNajaosu U NPOMOBUPArETO Ha Heuve 4eno Ha
pasnu4Hmn Ha4ynHu. CTpaTeLKUoT, a He MOPaNH1OT N3BOp PaKoBOAW CO
osue akyuu. MpobnemoT e Bo Toa WTo , 6e3 pasnuka WTO oBaa
KOHCEHCYCHO Baxke4ka 1 no cebe uHTepecHa MOTUBaUMja, e Ha naT aa
6uae HagMuHaTa (Kako WTO BeKe MocoYuB, MPeKy MOTMBaLMM KoM ce
noBeKe MOpPasnHo 0TKOSKY CTPaTELKN OPUeHTUPAHM), Cenak Kako aa ce
Aoseaysa BO npawarbe  YMeTHUYKWMOT KpeavbunuTeT Ha paenara.

Apaxasa u Mune, Enunruixo none, Janowuja
Arakawa & Gins, Efliptical Field Site of Reversible Destiny in Japan

Apakaga u M'uke, EnunTiyko none, Janouuja
Arakawa & Gins, Elfiptical Fieid Site of Reversible Destiny In Japan

WctaTa 1969 roguHa kora WUCTypu efeH wnenep co achanT Ha efeH
6per, PobepT CMUTCOH, cera nopaay UCTOBapyBar-e Ha CKPLUEHO CTaKNo
Ha efieH o0 ocTposuTe 0f BaHkysep, 6elue npeaynpeseH 04 eKonoaute
nopaju 3arposyBsarbe XUBOTOT Ha MTUUMTE BO Taa ob6nacT. “Ekonolukara
cTeap”, usjasysa PobepT CMUTCOH BO Herosute Cobparu TekcTosu *
“Mma Bp3 TOa PENMrMcKo eTUHKO BnuvjaHue... Hema noseke notpeba of
pedepeHum Ha npupogaTa. Jac cyM UenocHo OnceaHaT co NpasereTo
ymeTHocT.” Majkn Xajuep 4uja ckynnTypa JBoeH HeraTie 8o nycTuHaTta
Ha Hesaga ce cocTou 0/ ABe OrpOMHW 3acedysarba BO noysaTta Ha
nyctuHarta (npemectyearse Ha 249.000 ToHu 3emja), egHaw pede:'He
MW € rpuxa 3a nej3axoT. Jac cym ckynnTop. HegeuxHocTa e HevucTa,
1 maTtepujanoT e HeumucT." [la ce 6uae yMETHUK Ha “3emjaTa” He
nogpasbvpa asTOMaTCK1 W eKOSOLKa CBECT.

EfeH 3HavaeH gen of Hawarta feHewHa npakTuka e cnen u
KOHTpanpoaykTveeH 6uaejku ce 3acHoBa BP3 MPETNOCTaBKU KOWU He
npasat uUnocodcKn n eTUYKU MHBANUAWN. [JOMUHAHTHUTE HAYMHU Ha
MUCNee Hé ycnosysBaaT ga MWUC/MME Ha YMETHOCTa Kako Ha
crneumjanvanpaqu npeaMeTIn, Co3AaaeHu He 0 MOPasTHU UK NPaKTUYHN
NPUYUHK, TYKY 3a HabrbyayBarbe U yXXusare, Bo UMe Ha (hopManHoTo
3a40BoNCTBO. ABTOHOMMjaTa, cenak, 6p30 ja ocyayBa yMeTHoOCTa Ha
coyvjanHa umnoTeHumja... MNpawareTo gany Hekoraw ymeTHocTa Ke
ro NPOMeHN CBETOT U/U He, He € NOBEKEe PeNeBaHTHO Npallarse: CBeToT
BeKe ce MeHyBa Ha HeusbexeH Ha4dmH. He Moxeme noseke ga ja
Hermpame eBUWAEHTHOCTA WTO HM e Ha godpart... MNoTpebaTa ga ce
NMPOMEHN erouyeHTpuYHaTa Buamja WTo e MHKOAUPaHa BO LEenvoT Hau
nornej Ha CBeTOT e KpyuujanHa v rnasHa 3ajaqa Ha Hawara KynTypa.
WanesoT 3asucu og Toa fany yMeTHocTa Ke ja cornega taa npunuka
W Aanu Ke ce cTasu BO (pyHKUMja Ha CETO OHa WTO Ce Cry4ysa.

fa cTaHe NOBTOPHO KOPUCHA: BUCTMHCKOTO 3Ha4eHe Ha 0BOj 360p 3Haum
LienIocHO U3BPTYBarbe Ha OHOj oM NPOLIeC HU3 KOj ecTeTukara cosgane



[pesoau

cBOja concTeeHa 06jeKTUBHOCT, CTaHa (hopManuanpaHa v ce oTTyfv o4
6a3u4HNOT MOPAN 1 O NPaKTUHHUTE pasMUcnyBarsa. BUCTUHCKWOT Noum
“geno 6e3 cmucna” e Wnakasuuya Bp3 NUUETO Ha yTunuTapHaTa noruka.
Huve npetnocTasyBame Aeka Wrpar-eTo KOpPUCHa yriora Ke ja Hanpasu
yMeTHOCTa OpyAue, a He noBeke 3Ha4ajHa yen no cebe. “Bo BpemeTo Ha
[OKTPMHATA Ha yMeTHOCTa Nopaau yMeTHoCTa, Taa HaBucTMHa ogurpa
ocnobogysayka ynora,” nuuysa XaHc Xake 8o HerosuoT ecej Mysejor,
meHayepute u ceecta (Museum, Managers and Consciousness).
“fypu n geHec (MPOJoNXKyBa T0j), BO 3eMjuTe KagewTo ymeTHuyuTe ce
OTBOPEHO NMPUCUNIEHN [a 1 CIyKaT OAHanpej Ha yTBpAeHa NnoyinTuKa,
T0a C& yLTe MMa emMaHUMnNaTopCKy 3ByK. EBaHrenMeTo Ha yMmeTHocTa
nopaau yMeTHOCTa, ja M30aMpa yMeTHOCTa U ja NocTympa HejanHara
€aMofoBOJTHOCT, Kako yMeTHOCTa a uMana unv cnegena npasuna Kon
ce HenponycTINBM 3a COYMjanHOTO ONKPYXyBarse . [Tpusp3eHnymnTe Ha
[OKTpUHaTa BepyBaar fleka yMeTHOCTa He rv peghriekTupa u Hema ja
rv peghnektupa fgHesHuTe pacnpasuy. OunrnegHo Tve rpelsar 8o
HUBHUTE NPETINOCTaBKM [jeKka NPoAYKTUTe Ha CBecTa MoXar ga bugar
co3gageHu Bo usonaymja.

[lonro Bpeme ce cMmeTalle Aeka nparmaTtuyHaTa yen ou moxena Aa ja
KOMNPOMUTVPA BUCTMHATA WTO caka Aa ja coonwTy ymeTHocTa. Merytoa
ce cnyuy 06paTHOTO: BO MMe Ha pagvkanHaTa asToHOMM|a, HYUCTOTO !
HeyTpasiHo YMeTHUHKO ieno MoXe Aa buae HajouurneaHo npeobpaseHo
BO couujaneH npouec , noAaTtnve 3a NeCcHO npukny4vysarbe BO
©KOHOMCKMOT anapart. Bu moxene aypy 4a peHeme AeKa Konky noseke
©CTETCKWUOT KOLenT ce 0croboAyBea o4 coLujanHara ynora, Tonky noseke
TOj ce OTBOpPa TOKMY KOH Taksa WAeornouwlka masunynaywja v npe-
nakyBar-e.CornacHo Ha Toa, yMEeTHOCTa Koja He € aBTOHOMHA U He e
0ACeYeHa 0f KOHTEKCTOT Ha XWBWOT CBET, BCYLUHOCT MV npeTcTasysa
CTPYKTYpanHuTe KapakTePUCTUKN PE3UCTEHTHU Ha KanuTanueTuikuTe
MMnepaTuBu.

MocTojaT MoZenu 3a OBOj BMA YMETHOCT. MaejaTa Aeka ymeTHu4KarTa
npakTMKa MMa MopanHa u couyvjanHa avMeHauja e BO jagpoTo Ha
KOHLENTOT Ha “coumjanHara cKynnTypa" Ha repMaHcKuoT yMeTHUK Josed
Bojc koj ce 0buaysa fa ro oTTPrHe HaweTo cihakarbe Ha yMeTHOCTa 0f
co3faBarbeTo Ha BnpeaMeTeHuW 06jeKTu, 04 HaknoHeTocTUTe
(npeapacyavTe) Ha camo3auHTepecupaHocTa U A4a ja kaHanuaupa
KpeaTMBHOCTA BO KOHKPETHW coumjanHn 3agaqu wro Tpeba ga ce
W3BpLWaT, T.e., KOH MOPaNHOTO 06NMKyBar-e Ha camata kyntypa. U
nokpaj Toa WTo MUcnereTo Ha Kenpos e Ha CAu4Hu nosuyvm, Tpeda
fa ce peye Aeka oBaa akuuja Ha ‘rpuxa U HaKNOHeTOCT KOH
uHTerpanHocTa” e nouenecoobpasHa U rM HagMuHysa paHnuTe Hanopu
Ha “npouecHaTa ymeTHocT" Aa ja npeau3BMKyBaaT AOMUHAHTHaTa
napagvrmMa co 3aTBoparbe Ha npouenoT Mefy YMEeTHOCTa W XKUBOTOT.
Hekonky natv o 1986 u 1987., 6pasnnckuoT yMETHUK, My3u4ap 1 noet
Bexe DoHTenec, n3sege nepdropMaHc Ha rnasHUoT niowTag Bo Kyuaba,
rnaseH rpaj Ha sanagHarta 6pasuncka gpxasa Mato poco, Ha
rpaHMuaTa co bonveuja u AMasoH. Toj UM ro Bpatyv Ha nyfeto og Kynaba
0TNafoKoT WTO ro ucthpnune so Wwymara, 3anMeute U BogonaguTe 3a
BpeMe Ha MUKHWUUTE BO BuKeHAWTe. 3aedHO CO Apyrn yMeTHULUM
npujaTenu, GoHTENec e 0OCHOBaY Ha eKOMOLWKOTO ApywTBo Mato I"poco,
Yuja rnasHa uen 6ewe aveara obnacT Bo 6nmauHaTa Ha Kywaba jace
npeTeopu BO nMpupojeH pesepsaT. MpeTxo4HO cnomeHas feka
yMeTHOCTa WTO copaboTysa co XWBOTOT AaTupa 04 HeoAamHa, Ho OHa
WTO e penesarHo 3a ymeTHuyure [lomnHnk Maso u beHe ®oHTenec e
copaboTKaTa CO XWBOTOT Ha €eH PECNEeKTUOUNEH Ha4uH, CO NOLIMPOKO
nocrasena uen. “CeeToT”, nuwyea JyHroBuoT nouxoaHanutudap Llemc
XunmaH “ He 6apa sepba. Toj 6apa 3abene’yearbe, BHUMaHuWeE,
npoueHysarse 1 rpu‘a”. OHa WTo ja pasnukysa pabotata Ha Maso og,
na pedeme, Mpujatenure Ha 3emjaTa Kov OpraHuaMpaaT CooMpHU TOHKM
3a OTnagHaTa xapTuja, Cropes NOHAOHCKMOT yMeTHUK Llemc MepuoT e
(hakToT WTO HejanHaTa akuuja uMa cnuputyenHa w ytunutapHa
¢yHKUMja 1 oBaa KoMOGUHaUuMja e KpyuujanHa. N3gurHyeareeto Ha
KOpucHaTa akuuja BO cnupuTyenHa (Co WTo cTaHysa 3By4Ha W
KaTanuTu4Ka), @ TOKMy OHa LWTO e Tewko. Maso, Ha npuMep, e COBPLIEHO
cBECHa [ieKa Taa camara He MOXe Aa ja UCYMUCTU pekaTa, HO BraejKi
HEj3NHUOT rNaBeH MOTUB & CNUpUTYeneH, a He TEeCHO yTUnuTapeH,
Hej3MHaTa aKTMBHOCT € UCTO Taka CUMBOnMYHa LWTOo ja CMecTysa BO
obnacTa Ha ymeTHocra (...).

Bo pamkuTe Ha yMETHOCTa Kako WTO ce pa3bpa v NpakTukysa cera,

neaurpeTo Ha AenoTo OPUEHTUPaHO KOH MUNOCPAHA aKTUBHOCT CeKorall
e COMHUTENHO U HeoAPXXNWBO, BuAejKU HeroBaTa MOXHOCT Aa cosgase
npuUXo4 € mMana v He COAPXW Npeaycnosu 3a NpouyT Ha OGU3HUC
KyntypaTta. OuurneagHo e Aeka BO KyfnTypHara Knuma kage wro
pagvkanHaTa asToHOMMWja 40Nro Bpeme bele Hoceyka npeTnocTaska
3@ YMETHUYKOTO Aenysarse, NPeAnoroT 3a NpoMeHa Ha ymeTHuKosaTa
ynora oA UHAWBWAYanNHO ynpasyBaH U YCMEpPeH KOH ycnexoT
npoghecuoHaneL, BO HELWTO WTO NW4K Ha KyNTypeH Byauten v nekysad,
€ paMeH Ha NoKpeHyBarbe 06BUHEHWE NPOTVB HEKOro KOj Mo rpelka ja
3aMeHW YMETHOCTA CO MeAUUMHCKMN TUM Ha MTHA MOMOLL Koj ce 0buaysa
Aa ja cnacy 3anagHaTa KynTypa of camarta Hea. Kako wro 3abenexyea
Cy3aH Jlejcu “MpeTnocTasyBam Aeka NpouecoT Ha npasere yMeTHOCT,
KaKo LWTO e No3HaTo, UMa NeKOBWUT Unu TpaHcopmaTueeH eexT Bp3
YMETHMKOT, HO CTaBOT AeKa YyMEeTHOCTa MOXEe Ha HeKoj Ha4uH da ja
“neun” KynTypaTta... My € e Ty Ha oBa 0cobeHO Bpeme BO HaleTo
onwTecTBo. PaKTUHKK, AOMUHAHTHWOT CTas Ha YMETHUKOT e OTyfeHO
HabrbyayBarse v nacueeH ogpas.”
3a pa ce 3ayspcrar 0BUe YMETHUYKM MOJENN BO TePMUHMU LUTO
BUCTUHCKM K€ ro MHTerpupaar MopasioT M COHyBCTByBa4KoTO (compas-
sionate) gejcTeysare, Tpeba ga ce HagMuHarT rpaHuyuTe Ha ‘He-
3aBefysayqkarta’ KynTypa, 04 Koja WTO ogamHa cme ce otyrune. Bo
KYNTYPHUTE OKOMIHOCTH Kage criobogara v asToHoMMjara rv ykuHane
coymjanHuTe BPCKM, HAaLara penayuja co gpyraot — n3bopoT pga ce
ceau HacTpaHa, uMa M3BOHPE[HO 3Ha4ajHn NonuTu4Ku nocneguyy. Toa
He e HeaHayvaeH n360p. Jac BeKe cyrepvpas jjeka MogepHara ecreTvka
v npunara Ha KapTe3anjaHckara guxoTomuja Ha pasymor u Tenoro. Bo
TOa naTpujapxanHo, MHAYCTPHUCKO Bpeme, noMmuciara 3a usgenysarbe
0/] OBUE KaHOHN MMalle KOHCNMpaTuBeH Kapakrep.
Kako WTOo HayyHuyute ru obeguHysBaar artOMUCTHYKNTE U
MEXaHNUCTUYKUTE CBETOBHM MOrne[n co eMmnupujckara 0YurnegHocT,
Mmoxebu gojne Bpeme, LWTo ro cyrepupa uflesuH so genoto OTsopatse
Ha Buaujata (Opening of Vision), ga ce 3arno3Haeme CO HapyM3MOT Ha
mogepHocTa. Moxebn MoJepHOTO xepojcko ero Gapa Aa Guge
PEKOHLeNTYann3npaHo BO PaMKUTE Ha Le/TMOT KOHTEKCT Ha CUCTeMUTe,
KaKo ejeH HTepaKTMBEH NPOoLec 3aCHOBaH BP3 UcrnpenaeTeHocTa Mery
e/MHKaTa u CBeToT, a He Bp3 ba3a Ha ocameHaTa MoHaga. Kako wro
yMeTHULUTE Ce y4ar fa rm COoegnHat ConcTBeHNTe NOTPEe6HU 1 TaneHTy
co noTpebuTe Ha gpyruTe (OKonmHaTa n 3aegHuyata), Taka 6m MoXxeno
Ja ce co3gage HoBa OCHOBa 3@ He-CamO-CBECEeH MHAMBUAyanu3am.
Toraw 6u umano , Moxebu He nogobpa ymeTHocT, HO No[o6pu
BpegHocTy, ‘enbu n Bepysara. Ho eroto Mopa ga nomuHe nNpso HU3
concTeeHara cMPT, Kako WTo Harnacysa flesuH, , npeg 4a Moxe ja ce
poau MOBTOPHO BO Apyrara Bu3uja Ha 3aegHuyara #u
MHTEPKCYBjeKTUBHATA KOBI3UCTEHMja; eroTo 3a Koe cTaHysa 360p He
e camo MHAMBUAZYaTHO ero, Toa e coymjanHo M UCTOPUCKO ero UCTO TakKa,
umja Mucna e, cé ywrTe marencaHa 0f Hapuu3MoT Kako Mogen Ha
COMCTBEHUOT Pa3BMUTOK.
(...)KaponuHa Kejcu Benu geka “ce oHa WTO He @ CoLMjaiHo v eKOMOLLKM
04roBopHO BO Hawara jekaga, Hema jga npexwusee’. Toa 6u 3Ha4eno
[eKa MCYeKopyBawero 04 HaTnpesapysadykuTe Mmogenn Ha
MHCTUTYYNOHaNM3NpaHaTa ecTeTuka e egeH 04 Ha4uHuTe [Ja He ce
noBTOPYU [OMUHATOPCKMOT (MMNEPUjanncTNiKMOT) CUCTEM:
HagMuHyBare Ha pUTyanuTe Ha NpogyKuuja n noTpoLlyBadka Kako
Mojenu 3a npasere yMeTHOCT, MUTONorujaTa Ha rMpopecmuoHanu3moT
W HEroBUOT MOKEH apxeTun Ha ycnexoT. Camo Torai 6u Moxesne garo
oTrNoYHeMe BOBEJyBareTo Ha HOB naker 06asuyHu npasuna 3a
ugHmHaTa. 3a3gpasyBareTo — UCHeKOpPOT Of KynTypara 6e3-BpegHocT
KOH KynTypara 6asupaHa Bp3 BpefHocTa — e xenba 3a npoMeHa Ha
cuctemute. Kako wro Kenpos nogsnekysa:"YmeTHocTa LTO MY Ha
JKUBOTOT BO KOja HULLTO He € OAAeNneHo, e TPeHUHT 3a 04BOjyBate 0f
cebe...Bo3MoXXHO e, AypH, HeKofa yMeTHOCT LUTO JIn4M Ha XWBOTOT Aa
cTaHe nexyBayka gUCLMNInKHA ... HelwTo crimyHo BeKe ce cyysa. AKo
TOa Ce pa3suBa Co MoBeKe MHTEeHUMOHAaNHOCT (MaKo He ce 3Hae ganu
T0@ € MOXHO), 61 MOXene ga BuAUME Kako 4naboKo ce MeHysa
UHTErpanHoTO 3Ha4Yere Ha yMeTHOCTa — 0f] BuBarse (nocToere) co yen
B0 6uBare CO 3Haqewe, 0f Of4p)XyBare Ha BeTyBawerTo 3a
nepcgekymjaTa Bo HeKoja Apyra 0bnacT LWTo ro nocoyysa Ha4nmHoT Ha
OCMUCIEHOTO XNBEEHE BO 0BOj CBET".

Mpesog : C.Abayunesa



Pasrosop Ha Mukene BoHyomo co JOSE® EOJC

CEKOJ YOBEK
E

KPAN GOQHUE

U Ol

Beueprta Ha 23 aekemepu 1985. Jozed Bojc ja oTeopalwe Bo Heanon, so Museo di
Capodimonte, ceojata nocnegHa uanoxba: Palazzo Regale.

Bo gBe ronemu BUTPUHM O MECVHI W KpUCTan TOj cakale Aa ja cobepe yenata csoja
uctopuja, Mucna u xusoT. Bo H1B Gele cmecTeHa HeroBaTta Jonra KpaHeHa byHaa WTo ja
Hocelle BO AeHOBUTe Ha oKynauuwjata Ha Akagemujata so fiucengopd (1972), metanHara
rnasa (Tram Stop, 1976) Ha AHaplasuc KnyTc (repmaHcku pesonyumoHep, poaeH 8o 18
BeK Bo Krnesec, Kage WTo ce PoAnn 1 Toj), KOj BO eeH MOMEHT npea Aa buge
rMB0TUHUpaH Bo Mapus no Hapeaba Ha Pobecnuep, nasvkan npej HacobpaHara
Tonna:"locnoAa, BHUMATENHO rneaajte ja osaa rnasa: Ke Bv 6uae Tewko aa HajgeTe
Hekoja cnuyHa ." Bo BUTPUHUTE MMalle UCTO Taka ABa AyBadku WHTPYMEHTU KOPUCTEHU
3a Bpeme Ha akuwjata Mgpurenmja - Tutyc AHgpoHukyc (1969), kako n efeH paHeu,
KameHa napuyka, napuuvrba noj, Asa 6akapHu 6actymu, KnewTu 3a enexkTpuka...Ha
sugosuTe, 6ea NOCTaBeHu CeayM CocemMa NpasHu rofemMnm MecUHraHy naHoa 06M0XeHu co
3nato. bojc noyHa ga paboTu Ha oBaa uanoxoa, opraHuaupaxa og PoHaaumjata Amenuo
u oa Soprintendenza ai Beni Artistici e Storici Bo Heanon, 3a Bpeme Ha HeroBuouT NPecToj
Ha Kanpu, netoto 1985. bewe o4eBnaHO AeKa Toj cakalwe LenoKynHoTo Heroso
TBOPELWTBO fa 04AaBa peanHo YyBCTBO HA MOHYMEHTaNHOCT, OAHOCHO Aa 6uae orpomHa v
AethvHUTUBHA apXMTeKTypa Ha LienoTo Heroso AejcTeyBarbe, Kako fa My ce 6p3alle ga ro
Hanpageu cBojoT TectameHT. CjajoT v 6egaTa, bnaropogHocTa U XymaHocTa, 3BYKOT U
TUWMWHATA ro COMMHYBaa NPOEKTOT Palazzo Regale, koe noseke oA 6uNo Koe Apyro
Zeno, HX u3rnegalle Kako aBTonopTpeT, NoAobpo ucLpTaHo 1 nocunHo of bojc.
WcToBpemeHo, Toa belle Herosa HajcTpacHa rbyboBHa M3jaBa 3a XUBOTOT, NyfeTo,
cnoboaara.

Camo HEKONKy AeHOBU Npej OTBOpameTo Ha uanoxbara, bojc mu ro Aage osa , BCYWHOCT
HEeroBoTO NOCNEAHO UHTEPB)Y:

Jozed Bojc / Josel Beuys, Palazze Regale, 1985




M.B.: bBojc, Tn TBpgewe Bo 1971: “PeBonyywjata, Toa CMe HUe": u3jasa Koja TecHo rv
rnospa3ysaLLe yMeTHocTa 1 nonutukara. 1o JeceT roguHn osa nHANBUAYaHoO
cornegysarse belue JoBeeHO BO npaliarke nopagn HeBpamHOTEXXeHOCTUTE Ha
Aenoto Terramoto in Palazzo. Co Palazzo Regale, 0Boj ynknyc ce 3aspluysa
noTBpAyBajKku ja Ha efeH ReUHNTUBEH Ha4ynH CyBepeHoCcTa Ha YOBEKOT...

J.B.: OBre Tpy MOMEHTY ce TecHO mefycebHO noBp3aHu. BCyLWHOCT, BO NPBUOT, YOBEKOT
6else CMeTaH Kako KpeaTop Ha TpaHcchopmauuuTe, T.e. Ha pesonyuywjata. Terramoto in
Palazzo o3nadysalle AeMHUTUBHO Nponararse Ha efeH CBeT KOj CamuoT Ce Npexusyea.
[eHec Palazzo Regale e MeCcTo KagewTo XuBee camaTta HoBeyka CoBecT.

M.B.: Criopeg Toa, ganu pesonyumjara ja 0CBOM MOKTa, 4anu KOHeYHO fa 3as3efe

cBojata aumMcka nanara?
J.B. MNpo6nemoT He ce nocTasyBa Ha 0BOj Ha4uH. Jac He 36opyBam 3a MOKTa BO
MHCTUTYUMOHANHa CMMUCNa UK YWTe NONOLWO, Kako Aa ce paboTu 3a HeKakos
MOHaPXMCTUHKM NPOEKT, T.€. 3a HeWTO WTO e NOBP3aHO CO Kpanckara nanara, co uaejarta
3a cyBepeHocTa Ha [lpxasara. Manarara wro Tpeba Aa ce 0cBOM K BO Koja Tpeba aa ce
XUBee e 4oBeykarta rnasa, Hawara rnasa. igejata 3a Palazzo Regale 6ewe npucyTHa
BO MHOry MOv NpeTxogHu gena. YwTe npeg 25 roavHu, 3a Bpeme Ha efjHa akuuja 8o
KenH jac usjaBue gexa cekoj Hosek npetcrasysa Kpan CoHue (Roi Soleil), aeka Ha kpajoT
Ha KpauvwTaTa cekoj YoBek e cyBepeH. Ho Toa cé ywTe Hu ro 3abpaHyBa nonutukara:
HalaTa CyBepeHOCT e AeKnapvpaHa v Bo UCTO BpeMe npekplieHa (noraseHa) o4 Apyru
UHAVMBUAYN.

M.B.: Janu 80 0B0j cny4aj e noTpebHo ga ce ocnobogume 0f TexunHara Ha crapute
nanatu 3a ga ja ocTeapume ugejata Ha ‘kpanckara’ cysepeHocT?

J.B.: Ce pazbupa. [la ce TBpav Aeka PesonyuumjaTta 10a CMe HUe, 3Hayu Aeka e
NOCTUIHATO eAHO MHOTY BUCOKO HUBO Ha cnoboja, aBToAeTepMUHUPaHOCT, CYBEpeHoCT.
OTTyKa 4YOBEKOT MOXe f4a buae NpeTcTaBeH Kako KpyHWUCaH, Kako BUCTUHCKMW Kpar. Bo
UCTO BpemMe, OBaa yHUBEep3ania ugeja Ha cyBepeHoCT npeTcTasysa Hajsucoka cdopma Ha
aemokparuja.

M.B.: Bojc, T Benuiw fgeka nonmMTukarta, counocoghmjata gocera He ycneane ga My ja
rapaHTupaaTt aBTogeTepmMuHaymjaTa Ha HYoBeKoT. [jann T1oa MOXe ga ro Hanpasu
ymeTHocTa?

J.B.: Cekako. Ho npobnemoT Tpeba Aa ce nocTaev Ha MHOry nopagukaneH Ha4uH. Kora ce
360pyBa 3a yMeTHocTa, Tpeba 4a ce MUCIK Ha LienaTa 4YoBe4Ka KpeaTuBHa akTUBHOCT, He
camo Ha yMeTHOCTa BO NoTecHa cMmucna. Bo cnpoTUBHOCT, NOCTOM PU3UK yMETHOCTa Aa
NoTOHE BO HajCTyAeH akagemmsam.

M.B.: Jo6po Tv ce no3HaTv NCTOPUCKMTE, (hNNoCOopCKUTE, EBKOHOMCKUTE,
opraHu3aLUnoHNTE NPUYMHI KOW ro CripedyyBaaTt YOBEKOT MOBTOPHO Aa ro npoHajge
naroT wro 61 ro ogeen 4o aBTOAETepMUHaymjaTa v ro 3atsopaar 80 TECHMOT
nHgueugyanusam. LLITo npegnaraly Tv kako antepHatusa?

J.B.: Toa e 3aT0a WTO CTaHyBa Ce NOYPreHTHO npalarbeTo 3a pylerbe Ha cTapute
NONUTUHKM, eKOHOMCKM, hunocodicku u ymeTHUYKK Wwemn. Tpeba , npea ce, ga ce
ybeaume Aeka OHa WTO ro HapeYysame passuToK € camo egHa cTanuua, egHa naxHa
naeja, buaejku cé Hu goara og rope. Kora ja npegnaram astogetepMuHaumjata mucnam,
npep cé, Ha ocnabyBarse Ha erou3mMoT W Ha maTepujanHuoT npocut. Ho He Mucnam Ha
aBToAeTepMUMHaLMjaTa Kako Ha NoONUTUYKK LeHTpanusam. MNpobnemoT ce noctasysa BO
OAHOC Ha NOTpebuTe Ha YOBEYKMOT AyX, @ HUKaKo BO CMUCNa Ha NOCTUrHyBare Ha
matepujanHu npuaobueku Kou Ke Hé npeasoaat. Osaa HOBa KOHUenuuja npeTcTasysa
nocnejHa Wwaxca WTo My e NoHyAeHa Ha HYOBEKOT 3a pasBUTOK Ha HEroBMOT AyX W
cornacHo Ha Toa, 3a nodobpyBarbe KBanuTeToT Ha OHa LWITO ro Npou3seayBa HYOBEKOT.
OTTyKa, yMETHOCTA BO HejauHaTa Hajlumpoka cmucna, ja npetcrasysa nocnejHara waxca
WTO ja umame.

M.B.: Bo Palazzo Regale, aBTo61OrpaghckuTe KOMMOHEHTN CE MHOTY [aKu, U3MT0XKeHN
BO ¢hopma Ha ornoauuyun: cjajlbega (Kp3Ho u paHel) Bo BUTpuHaTa, cgpateHa
e[HOBPEMEHO KaKo MalumHa 3a MPoM3BO4CTBO M KaKo CBeYeH capkogar...
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J.B.: Bo oBa feno cumMbonnMYHUTE KOMMNOHEHTIU C& MHOIY jaku; BCYLIHOCT cakas Aa
Harnacam ABa enemMeHTU NOCTOjaHO NPUCYTHU BO MOUTE Aena, KOUWTO MUcnam geka ou
Tpebano aa noctojaT BO CEKoja HoBeYKa aKTUBHOCT: AOCTOMHCTBEHOCTA Ha YyBCTBOTO
AeKa CMe CyBepeHu BO HalMOT XMUBOT M BO HaWMTE NOCTanku U CKyaHOCTa Ha
CeKojAHeBHUTE aKkTUBHOCTU U paboTtara. Bo cekoj cny4aj, oBa e uapaseHo 6e3 MHory
BpeBa, Ha MHOTY TUBOK HauvH.

M.B.: Bo mHOry npunuku T¥ ja 06BMHM NONUTHYKATA U KYNTypHaTa HeopraHn3npaHocT
B0 Hearion v Bo JyxHa WUrtanuja. 3apem, Ha npumep, He mucnunll geka PoHgauyvjata

Amenno, VItanujaHCKMOT MHCTUTYT 3a (DnnoCOCKU CTYANMN NI PYrv peanu3aymmn He
6u moxxkene ga 6ugar peaneH o4rosBop Ha oBaa coctojba Ha HewiTara?

J.b.: [la. PabotaTa Ha ®oHgaumjata AMenuo uma KoHoTauuMn Ha KOMyHa Koja ce
OpVEeHTUpa 1 OpraHnanpa Ha asToHOMeH Ha4uH. CTpyKTypa Of OBOj BUA € CylTecTeeHa
BO MOMEHTOT Kora Ha Heanon my ce nocrasysa npalarbeTo 3a HanpeaysareTo Ha eaHa
pasBueHa naeja 3a KpeaTMBHOCTa Ha YOBEKOT M 3a HeroBaTa cnoboja Ha u3pasyBarbeTo.
Bu Tpebano ucTo Taka Aa ce pasABuKK e4eH MexaHu3am Ha copaboTka Mefy pasnuyHu
KYNTYpHU opraduaauwm n nHetutyummn. Oa osaa copaboTka 6u moxeno ga npousnese
efHa rnojaka cBecT 3a uenvoT ceeT. Hajnocne, 61 MoXeno ga ce npocneav eaHa
3aefHuYKa uen Bo cute obnactu. 3a 0Boj BUA Ha paboTa Bo Heanon 1 Bo Uena JyxHa
Wtanuja He Tpeba fa buae 3avHTepecupaHa camo eaHa rpyna, He Tpeba aa ru ondaka
eNUTUCTUHKUTE XeremoHuu. HanpoTtus, Tpeba fga ce pa3svBa Ha O4Urnes v co 3Haere Ha
cuTe, CO YHEeCTBO W CBECT Aeka pesonyuujara, Toa cme Hue. Cure Hue.

M.B.: Heanon 3a Tebe oTcekoraly 6un egHa noctojaHa pegeperya, egHa
3agonmkuTenHa etana BO TBOMTE naTyBara.

J.B.: Kora npe nat gojaos 8o Heanon, seaHall NnOMUCNNB: eBe Me AoMma, eBe ja MojaTta
3emja. Cé WTo npasam oBAe e BO penauyunja co naejata Ha katactpodgara Koja e noctojaHo
npucyTHa Ha JyroT. AKO CeKOj 0f Hac ycnee Aa Uamucnv HewTo, oBoj Jyr 6u moxen
MOBTOPHO Aa CTaHe CpekHa 3emja, nnoaxa obnacT 3a co3aasarbe.

Heanon, pekemepu 1985

lMpeBog of ¢ppaxuycku: C.Abaumesa

Josedh Bojc / Joset Beuys, Palazzo Regale, 1985



3A EAHA
EOUHULUMNJIA
H A
ONNTUKATA
BO

COBPEMEHATA YMETHOCT

(...) Bo nonutu§kaTa yMETHOCT HEMA TUNCKW U YTBPAEHW CUXEeW:
CYWTECTBEHN Ce McTopuckaTta cneyndm4HocT v nosuumjata Ha
Kyntypata. Cnopea T0a, npeucnuTyBaweTO Ha npaswnata Ha
aBaHrapgara He € OCrnopyBarbe Ha HejauHaTa uammHaTa Kputudka
MOK, TYKy HanpoTue, npoHaofare Ha MOXHOCT 3a HEej3UHO
obHoByBarbe 3a ga 6uae ogpxXNMBa N KPUTUYKA BO CerawHocTa.
3Ha4er-eTo Ha 0Ba Pe-nosnymoHnparse e cyrepupaHo Bo (BoeHara)
meTacopa Ha ABaTa TepmuHa: asBaH-rapgarta NnoBuWKyBa Ha
peBoNnyunoHepHa TpaHcrpecuja (Kpwerbe) Ha couyujanHuTte u
KYNTYpHUTE (PPOHTOBK; OTNOPOT (resistence) cyrepupa MMaHeHTHa
bopba BHaTpe U BO no3aguHaTta Ha (hpoHTOBUTE.

TonkyBareTo Ha OTNOPOT Ha OBOj HAYMH He 3Ha4u objaByBarbe
‘empT” Ha aBaHrapgata (06M4HO Toa e Npoknamauuja Ha gecHarta
opueHTauuja), TYKy, npeg ce, AoBeAyBarbe BO npawarme Ha osue
ABa NPUHUMNW: CTPYKTYPaNHMOT KOHLUENT Ha KynTypHaTa ‘rpaxduua”
wro Tpeba ga ce npowMpu M NONUTUKaTa Ha coyuujanHoTo
“ocnoboaysarbe” cthaTeHa Kako nporpama co KojalwTo aBaHrapaHara
ymeTHOCT Tpeba ga ce ycornacu unu Aypu Aa ce NOTTUKHE.
MogepHucTu4kaTa TpaHcrpecuja Kako NpUHUMN CUTYPHO MY
nocTaeyBa rpaHvLa Ha KynTypHOTO UCKYCTBO , NPeKy Koja ce Wwupu
“CKaHganosHoTo, rpaoTo, HEBO3MOXHOTO" (BO U3BECHa cMucna u
CBETOTOTO). BO 84HO BUCOKO CTPYKTYPUPAHO OMNWTECTBO KAKBO WTO
€ KanuTanucTUu4koTo MOHOMOMCKO ONWTEeCTBO, NocToelwe eaHa
Takea rpaHuua: eeH ‘npupogeH” ekcTepuep, efeH “UpH” KOHTUHEHT,
npobueH on waseceH rocnoguH Kypuy (Kurtz) co puauk no
CONCTBEHaTa jacHOCT, cBoOjaTa CBEeCHOCT (4a He 36opysame 3a
rpelKnTe WTO rM 3acerdaa gpyrute). Bo egHo Takeo onwTecTso
TpaHcrpecujata BCYLWHOCT vMalle cTpaTerucka cuna: nomucnere
camo Ha nposokauujata Ha MOAEpPHUOT NPUMUTUBU3aM NpeTCcTaBeH
80 NOYETOKOT Ha BEKOT CO goararbeTo Ha camuTe nNpeameTy of
esponckaTta uMmnepujanucTuyka penpecuja, HeBoAejKu cmeTka 3a
aBTOHOMMjaTa Ha 3anafHuTe KyNTypHu Tpaguuuu. EgHa Taksa
TpaHcrpecuja uma MHory nomanky edekT¥ BO efHO OnwTecTBo
KakBO WTO € HaweTo, KagewTo cTapuTe CTPYKTYpW - Ha
nHAMBKMAYyaTa, Ha thamunujaTta, knacara, penurujaTta, Haumjara - ce
ocobeHo norogexu (Aypu U Kora ce nojasysaart BO (hopma Ha aHTK-
MOAEPHU3aM, XEeCTOK HauuoHanuaam, penurinodeH pyHaameH-
Tanuaam, UTH.).

Ha cnuyeH Ha4ywH, counjanHoTo ocnobogysarse NPeB3eMeHo o4
CTpaHa Ha asaHrapgara, ro uarybv ceojot uctopucku npegmet. dyko
(Foucault) oTuae noHaTamy, cMeTajku geka TEepMUHOT
ocnobogyBarse”, CNpoTUCTABEeH Ha penpecujata, BOOMWTO He e
ocnoboaysayku, aeka Moxe ga buge coyHecHWK BO KynTypHarta
NoOAPEeASHOCT KOra Ce cTaBa BO KOHTEKCT Ha Hekoe y4ecTBO BO
vsaAMBMAYanHa pacnpasa 3a eroTo unu 3a cekcyandocta. (Taka

Ha npumep, DYKO ja 4MTa NcuxoaHanuaara Kako AucUUnMHapeH
CUCTEM BO KOj NpeagMeToT ce cno3Hasa bHnarogapejku My Ha
“‘ucnoseayBarbeTo” 1 Ha coumjanHaTa KOHTpona MHTepuopuanpaHa
CO noMow Ha “csecta’). HanpoTue, OTNOPOT HE UMNAUUMPA HUTY
CNMUYHKU OrpaHuYyBarba, HUTY ocnobogeHa nosuvuumja - TyKy camo
AEKOHCTPYKTUBHA CTpaTeruja saacHosa+a Bp3 Hallarta nocTaseHocT
oBAe W cera, Kako npawarba BrpafeHv BO KYNTYPHUTE 3Ha4Yera u
couynjanHuTe gucumnnuHv. EgHa TakeBa npakTuka ja crasa nog
COMHEHMe Luenara TpaHcueHanpaYka BUCTUHa UNn LUenoTo NpUpoaHo
noTeKno WTO e HaABop 04 uaeonorujata (cornacHo geuHuymjaTa
Ha aBaHrapgara), UCTO Kako 1 L|enoTo NpeTcTasyBakrse WTo ce cMeTa
3a “ocnoboAeHo", T.e. HATY U3rpaaeHo HUTY pasHUWaHo og xenbarta
(BO KOHTEKCTOT Ha fetuHuparbeTo Ha 0BOj TEPMUH O CTpaHa Ha
KOHTpa-KyNnTypHaTa nonMTUKa Ha LWeeceTTUTe roguHu).

OBOj NpeMuH o4 WemaTa Ha aBaHrapgHaTta TpaHcrpecuja Bo wemara
Ha KPUTUHKMOT OTMOP He € CaMo TEOPUCKU; TOj Tpeba Aa ce ToNKysa
WUCTOPUCKMK, BO penauyuja co pasnuyHuTe KOHTEKCTU KOWU, BEKe CTO
roguHu AejcTeyBaart BO NpoAyKuuwjaTa v peuenuujata Ha ymetHocTa.

Cartier

Xanc Xake / Hans Haacke. Les Must de Rembrandl, 1986
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Komap 1 Menamug, 3ajgucorye 8o Bajor 1988
Komar & Melamid, Sunset at Bayonne, 1988

OBaa BM3Mja BO WAHWHA Ke Ce ABWXMW BEepojaTHO BO MpecpeT Ha
HawwuTe Boobu4aeHu cchakarba. Ha npumep, asaHrapaara ce cmeTa
BO NOYETOKOT 3a CNPOTUCTaBeHa Ha akajemujarta, KpLuejku v
rpaHuuuTe Ha canoHckaTa Kyntypa v Ha 4o6pomMucneukoTo
ONWTECTBO. Ha 0BOj HAYMH 3HA4YWU, KpUTUYKATa YMETHOCT unu
YMETHOCTa Ha OTMOPOT € CNpoTUCTaBeHa Ha othuuvjanHaTa moaepHa
KynTypa npectaByBaHa Npeky MacoBHUTE MeAun v My3euTe Ha
moaepHa ymeTHocT. Cenak crpoTucTasyBarbata OCTaHysaar
[ieNyMHY, ancTPaKTHU, NOBEKE MOPANUCTUHKN OTKOJTKY aHaNMTUHKK,
noseke hopManHu OTKONKY UCTOPWUCKKU (Ha Np. asaHrapaara e
OTCNUKaHa €AHOCTABHO KaKo HeraTMBucTU4YKa, a gopmanucTuykara
YMETHOCT Kako aBTOHOMHa). HaKyco, 0B1E TePMUHI Ha KYNTypHUTE
pebatu, Tpeba aa buaat o6paboTyBaHu AujanekTUHKK, 4a ce cTasat
NOBTOPHO BO KOHTEKCT (Aa ce pe-KoHTekcTupaar) ceé go
noCTUrHyBare WucTopu3auunja Ha Kyntyparta, nosps3aHa co
©KOHOMCKUTE U COLMjanHnTe 3aKOHUTOCTU U MOAANNTETH.

®pepaepuk LlejmcoH (Frederic Jameson) Hanpaew wema (co genymHo
y4ecTBo Ha EpHCT MaHaen), criopeg koja moaepHaTa nucTopuja Ha
kanuTtanoTt 6u Moxena Aa ce objacHu CO Tpu HeaAHaksu Nno
AVMeH3vja AUHaMVKW: Na3apHaTa eKoHoMu|a, KojaluTo pasjaaysajku
M TpaguuuoHanHuTe (hopMu NMpeky ekBuBaneHTHa pasMeHa Ha
CTOKW, O OBO3MOXYBa NPBMOT MOAEPHU3aM (HeraTMBMUCTUHKK);
MOHOMNOMNHWOT Kanutanuaam, YU MOHONUTHU CTPYKTYpPU T
chopcupaa MHHUTE U MPOHUYHM ja3nLy Ha KacHWUOT MOAepHU3am;
MYNTUHALMOHANHUOT KanuTanuaam Bo nocpeaysaH NpocTop BoeAHO
XOMOTEH ¥ AVCKOHTUHYWMPaH, BO KOj ce nojasysaat “wusongHute”
Npou3BoAM Ha NocT-mofepHU3moT. Wako pegyyupaHa oeaa
KOHTEKCTyasHa Lwema jacHo NnokKaxysa Aeka HUTY efHa KyntypHa
eTana He e LUenocHa unv AetuHUTUBHA (Kako LWTO e Cny4ajoT co
MOAEPHU3MOT W NOCTMOAEPHU3MOT) , HUTY NaK Taa oTCaMKyBa unu
ce AUCTaHuMpa Of HEeKakoB EeKOHOMCKW acnekr. LLlemaTa Ha
MOAEpPHU3MOT 61 moxena Aa buae npukaxaHa BO ¢opma Ha
TPWAronHWK, Ha 4uv arnu 6u ctoene : akagemvjara pasbpaHa Kako
penpecuBeH KOA Ha Oyp)KoasKuTe ¥ apucTOKpaTCKUTEe KOHBEHLUK
BTOpaTa MHAYCTpUCKA peBonyuuja co csojata penpoaykTvsHa
TEeXHONOrMja » MOBMNHOCT; W coumjanucTuyKara pesonyuuja ( ce
pasbupa, pyckara, ) Kako napagurma 3a KynrypHa TpaHctopmauuja.
Mogaynupajku ja cornacHo KOHTEKCTOT (Ha npuMep akapemujata
aenymHo Gewe hopmynupaHa Bo penauuja co aHtuyunupadkara
mMacosHa KynTypa ), OBaa Wwema BO MHOry nomara ga ce samucnar
OCHOBUTE Ha pafuKanHuTe W anokanunTu4kKuTe acnekTu Ha
aBaHrapAHvoT MoAepHU3aMm - HeroeaTa TpaHCrpecusHa cTpartervja
W napanenHaTta Ha Hea, yTonucTtuykaTta xenba Bo npsara
YyeTBPTMHA HA BEKOT. Taa MHOry nomara Aa ce 03Haqu pasnukara,
6uaejKkv ouMrneaHo AeKa 0B0j KOHTEKCT He e Hall. MHory ymeTHuUmM
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1 KpUTUYApV CMeTaaT Aeka AeHelHWHaTa nponara Bo XX1BNOT Necok
Ha (haTanHara urpa Ha MoAepPHUCTMHYKATa MPOHWja, Urpa 4ij 0Arosop
MoXe aa 6vae camo nacusHa napoauja unm nypuTaHcko oabuear-e.
Ho Ha Toa Ke 0aroBopam AeKa Hue ce Haofame BO e/leH HOB KOHTEKCT
- HE e1eH ENVUCTEMVONOLIKM HUCT U JaceH NPEKWH, TYKY HOB coLmjaneH
pen co3AafeH 0f PasHOBMAHW €NeMEeHTU KON NOBMKYBaaT Ha HOBO
NO3NUUMOHNPae Ha NonuTU4Kara yMmeTHOCT. OcTaHyBajkn BO
pamMKuTe Ha crnoMeHaTarta Wwema, BO aKTyenHWOoB KOHTEKCT
AOMUHAHTHUTE TEPMWHU Ce NoManky akagemujata OTKOMKY.
macoBHaTa KynTypa; nomanky sToparta UHaycTpucka pesonyuuja,
OTKOJKY efHa TpeTta (Koja HacTpaHa of HykneapHata eHeprmja n
eNneKTPOHCKUTE WH(OopMmauuw, He HasecTyBa TONKY
“NOCTUHAYCTPUCKO" BPEME KOMKY KOMNNIETHO MHAYCTpUjanusnpaqa
enoxa); W Hajnocne nomanky pesonyuyujata Bo BTOPUOT Unu BO
TPETUOT CBET, OTKOMKY PeBONT BO OAHOC Ha (HEO)KONOHM|jaNM3MOoT,
KOj Mako ancTpakTHo, MOXe Aa Guae nosps3aH CO PeBoNToT Ha
EHWTe vis a vis oncTojyBareTo Ha naTpujapxaToT, Ha
ManuuHcTBaTa BO OAHOC Ha Pacu3moT, Ha NpupoaaTa Bo O4HOC Ha
6e3mMunocHaTa goMuHauuja. ..

(...) MogepHucTUYKaTa crpareruja Ha TpaHcrpecujata, Koja ce
O/lHECYBa Ha efjeH UCTOPUCKM Nepuoz, Mopa Aa 1 nogaje paka Ha
HOBaTa KpUTMUKA CTpaTeruja Ha BHaTpewHuoT oTnop. Egxa Takea
Wwema UCTO Taka Hil OBO3MOXYBa Aa OTroYHeMe Co uctopusaumja
Ha cTpaTeruuTe Ha TpaHcrpecujaTa ¥ Ha OTNOPOT BO CMUCNA Ha
mogepHaTa u noct-mogepHara. ( Ha npumep, npakTukute Ha
OTNOPOT W Ha MOCT-MOAEPHUCTUTE 3aeAHO, ja CTaBaaT Harniackara
BP3 KYNTypHUTE pe-npe3eHTauuu HamecTo Bp3 yTOMUCKUTE
ancTpakLuuu, UCTPaXKyBajKu r1 couujantnuTe TEKCTOBM Kora BO HUB
He ce getuHMpaaT aHapxXMCTU4KUTE Herauum Ha yMeTHOCTA).
OpaHOBO ce paboTu 3a HeedHaKBW pasBou, caMo Ha TeHAeHUUH, a
3afaya Ha NoNIUTUYKMOT YMETHUK € Aa rv hopmynvpa. BepojaTHO
oBae 61 MOXeNo Aga ce Hanpasu asanoruja co nporpamarta Ha
YMETHUKOT “Kako NMpou3BOAUTEN': Ha UCT HauWH Kako WTo bewe
NPUHYAYBaH 4a He ro CTUMynnpa CBOjOT NPOAYKTUBEH anapar, TyKy
fAa ro NpoMeHun, AeHec NONUTUHKNOT YMETHUK Tpeba ga bupe
NOTTWKHYBaH Ja He rv npeTcTasyBa NOBTOPHO NOCTOEYKUTE
npeTcTasu W cTepeoTunHuTe dopmu, TYKy Aa M UcTpaxysa
npocegeara U CUCTeMUTE WTO M KOHTponupaar.

3BeCHM acneKkTv Ha BakeaTa NpakTuKa ce HaofaaT BO genara Ha
MHOTY AEHELUHW YMETHULM: NPej Cé MuUcnam Ha Xawc Xake (Hans
Haacke) u Ha MapTa Po3nep (Martha Rosler), 4um WTO 3Ha4ajH
KPUTUKW  Ha “nHaycTpujata Ha My3euTe” U Ha goMuHaumjata Ha
MeauuTe, cera genyMHo ce Bo (hyHKuuja. [la ce TonKysaat BaksuTe
NPaKTUKM KAKO NAacuBHM, He 3Ha4M camo Aa ce A0jAe BO cuTyauma
Ha NaXkHa ornosuumja (akTuBHa/nacueHa, NPakTU4Ha/TeopucKa). T
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¥ Aa ce 3rpelwn BO BPCKa CO MO3ULMOHWPAaHeTO Ha KpuTudkarta
YMETHOCT BO HALWIWOT KYNTYPEH cucTem, buaejkv o4urneaHo HaweTo
BPEME He e Bpeme Ha “cyaupu” BO Knacu4Ha nonuTuyka cMucna.
He e BaXHO KOMKy Macku jaBHO Mefyceb6HO cM CcumHyBaar
MAEOoN03UTE Ha AecHuuarta Wnu nesuuarta, Kora marepujanHute
onepayuu Ha peanHaTta NoNMTUYKa MOK OCTaHyBaaT HejacHu, a
HMBHATa CNeKTakynapHoOCT ru 3acnenysa Kputudapute. Moxebu
3ajja4aTa Ha NONMUTUYKM aHraxxupaHara yMeTHOCT He e camo Aa ce
CNpOoTMCTaByBa Ha OBME onepauuuv, TyKy U 4a rn obenogeHysa npeky
“TepopucTuHKK” NPOBOKaLUW, Kako LWTO € HabrbyayBareTo unu
KOHTpOnara Bp3 jaBHUTE MHopMaLmM Unu aa um ce cnpoTUcTasu
Ha 3annawysarbara.

3Haum, Kou ce MecToTo U hyHKumMjaTa Ha “nonuTuykara ymeTHocT”
AeHec? Bo MWMHATOTO OBOj reHepuYKu TepPMUH O3HaYyBale eaeH
YMETHUYKU, HEe MOAEPHUCTUYKMN HaYMH, KOj nako bewe ctumyna-
TUBEH, (hyHKUMOHMpalLe BP3 KOAOBUTE [0OMEHN Of eaHa nacusHa
peakuuja, npeTcrasyBayka v nocpegyBadka Mery YyMeTHUKOT W
nyénukara (efAeH TakoB NpUMep € counjanmncTUHKMOT peanuaam).
Oeaa yMeTHOCT Ha NpeTcTaByBareTO, BO UCTO Bpeme e BO Cyaup
CO Ha4YMHWTE Ha TpaHcrpecuja u Ha OTNOPOT Ha NoNUTUYKaTa
YMETHOCT, npBaTa co 3ajada aa TpaHcgopmupa, a BToparta fa rv
ocropyBa AaAeHWTe CUCTeMM 3a NPOM3BOACTBO U nNpomMeT. TaksaTa
nonuTUYKa YMETHOCT Ha npesepsauuja peTko ja goseaysa BO
npawarbe ConcTeeHaTa peTopuka unv No3UTUBM3MOT Ha Hej3uHuTe
penpeseHTauuv. Bo HejanHuTe coynan-peanucTuyki hopmm v HecTo
BO aruT-npon MOHTaXuTe, Tve ja cchakaart knacHaTta bopba Ha efeH
PeYnUCcH OHTOSMOLWKM HAYMH. Toa e 3aToa WTO Kako NpoTecTHa
YMETHOCT Taa ja nocTasyBa onoauuujara - mefy ABa UHTepecu unu
knacu, Ha npumep paboTHuuykaTta u bypxoackarta - 4uja
chopmynaumja rm NnoYUTyBa WHCTUTYLMOHANHUTE rpaHvuuyn Ha
OnwTecTBOTO, AobueHnTe “npocTopu”. 3a BO3BpaT, yMETHOCTA Ha
TpaHcrpecujatau oTnopoT NPeuU3HO M3UCKYBa WHTEepBeHLWja Bp3
oBUe KyNnTypHu npoctopu. (MomucneTte, Ha NpoayKTUBUCTUHKATE
nporpama o4 ABaeceTTUTE,BO CNy4ajoT Ha yMeTHocTa Ha
TpaHcrpecujata , OAHOCHO Ha CUTYauUMOHUCTUYKATa ecTeTuka of
WweeceTTUTE BO C/y4ajoT HAa YMETHOCTA Ha OTNOPOT W Ha
TeKCTyanHuTe cTpaTerm Kora ce BO npawarbe ocymgecerTuTe
rogvHun).

MpeTcTaByBa4kKMOT HAYUH BO MNONUTUYKATA YMETHOCT,
COOABETCTBYBA, KaKo U Aa e , Ha opraHckaTta u3pasHoCcT Ha
cneumduyHN coyunjanHu rpynu, kora Tpeba Aa ce npetcTasun efeH
aBTEHTUYEH NONUTUYKKM KoNneKTuBuTeT. Besapyro, 0Boj Ha4WH UCTO
Taka ce NpuMeHyBa W BO NMONeMUKUTE BO AOMEHOT Ha YMETHOCTa.
Ho 6uaejku e gennacupan, 4ypyv 1 HEOCHOBAaH, YeCTO Ce TpeTupa Ha
heTULLIMCTUYKN HAYMH, KaKo Aa ce uma notpeba oj Bpakare KOoH
usrybeHata MOK Ha npetcrasara (image) Ha UPOHUYEH Ha4uH,
3abopaBajku geka O0BOj HaYMH Ha npeTcTasyBarbe cTaHan
cTepeoTunHa thurypa Ha nonuTuYKaTa HauBHOCT U Ha ucTopuckaTa
nexepHocT. Taka npuHyAeH fa buge ceedeH Ha KOHBeHUuja, Ha
CTaB W KNuwe, OBOj YMETHUYKO- NOMUTUYKW HaYUH cTaHyBsa
6e3onaceH u napogucku. Bo Teopujata, osaa ynotpeba Ha
npeTcTaByBaqYkaTa nonmMTuyKa yMeTHOCT MoXe aa buae aosegeHa
[0 TOYKa Ha AecTpyKuuja KafewwTo BpeHocTa Ha BucTuHaTa (unu
CTPYKTypUpaykarta MOK) Ha uenarta nocToevka nosmtuyka pe-
npe3eHTauuja, BO COrNacHoCT co Apyrute, ce pacnara. Waky
cdunmosuTe Ha lFogap rv cogpxaT KaHoHWTe Ha efHa BakBea
noauuuja, genara Ha ymeTHuuuTe kako Buto AkoHuu (Vito Acconci)
u Bapbapa Kpurep (Barbara Kruger) ce 3Ha4ajHn npumepu 3a Toa.
Cenak, gypv 1 oBaa cTpareruja (rogaposckara), AethuHupara Kako
anTepHaTMBa Ha CTepPeoTUnHaTa NoNMTUYKa yMeTHOCT, 61 Moxena
na 6uae geHec egHa KOHBEHUMja BO OAHOC Ha KpUTUKaTa - efeH
OVCTaHLUMPaH PackuH CO CBETOT Ha cuMynauujata pasasuxxeHa of
KanvTanor.

OpbpaHbenara nonuTuyka ymetHocT (I‘art politique de preservation)
ocTaHyBa 3Had4u npobnemaTtvyHa. Toa e Taka, npep ce, buaejku

something

you do with

your hands

Bapbapa Kpurep, ez wacnos (Bawara 6ega 6apa gpywrso), 1985

Barbara Kruger, Untitied (Your Misery Loves Company) 1985

TakBaTa yMETHOCT € HaK/OHeTa Aa ja pe-npe3eHTvpa couvjanHara
npakca Kako npaware Ha WaeuTe/MKoHu4yHuTe naeanu. Konky u
ONWTY Aa ce couujanHuTe npakcy Ha MHAYCTPUCKUOT PaboTHMK,
0TKako Ke 6uaart pe-npe3eHTMpaHn Kako yHUBep3anHu unu
e[HaKBW, OBME pe-npe3eHTauunn cTaHysBaaT a-UCTOPUCKU, T.e.
naeonowku. OBAe CTaHyBa eBUAEHTHA peTopuKaTa Ha nonuTuykara
YMETHOCT Ha NpeTcTaByBareTo: OMAejKu Kora egHa Taksa yMeTHOCT
caka aa buae BO AMPEeKTEH KOHTaKT CO peanHoTo, Toa CTaHyBa jacHo
camo Npeky ogHanpes cMUucneHuTe petopuyku durypu. [leHec, Ha
3anag He MOXxe Aa NoCTOM efHOCTaBHO pe-fpes3eHTuparse Ha
peanHocTa, UcTopujata, NonUTUKaTa, ONwTEecTBOTO: MOXe Aa ce
KOHCTUTYMpaaT camo TEeKCTyanHo; BO CMPOTWBHOCT camo 6w ce
NOBTOPYBane HWUBHUTE  WAEONOWKW pe-npeseHTUpama.
CTepeoTunHaTa nonuMTUYKa yMeTHOCT YecTo nafa Bo 0Baa MoXHa
cTanvua Ha BUCTMHATa UK Ha NMO3UTUBHOCTA Ha NpeTcTasara, caMmo
Ha efieH YeKop 40 aKCUOMOWKUOT HaYMH Ha NoNUTUYKaTa yMeTHOCT
BO KO] WMEHYBarEeTO U OLEeHyBareTo npaeart eanHcTeo. OTTyKa,
nonuTUKaTa e cBefeHa Ha eTuKa - Ha mgonartpuja unu Ha
MKOHOKNa3ama - a yMeTHOCTa Ha YucTa U elHoCcTaBHa naeonoruja, a
He Ha HejavHaTa KpuTuka.

Osaa gesujauyuja BO ymeTHoCcTa joafa of uwaeanuctuykara
KoHUenuuja Ha naeonorunjata - Kako efleH Kopnyc Ha KnacHu
BepyBarba (egHa hukumja Koja rv npasu nopeanHu, noctabuHu
OTKOSKY WTO ce). HanpoTtus, naeonorujata mopa Aa ce npudaru,
KakowTo MapKCc BCYWHOCT ja cmeTale, Kako rnpaware Koe e
nomanky “naxHa cBect” WNM KNacHo 3aCHOBAHO, OTKOMKY
uaeonoLKa orpaga unum CTPYKTypasnHo orpasudyBare Ha mucnarta
NpeKy HeroBOTO KMAacHO NO3ULMOHWparbe BO onwTecTBeHaTta
rno6anHocT. 3Ha4uu, MOXe fa ce Npasu pasnuka Mefy ‘noauruykara
YMETHOCT", KOja 3aTBOpeHa BO PeTOPUYKW KOA, M penpoayuyupa
WAEONOLWKUTE pe-npeseHTuparsa v “ymeTHocTa co nonuruka” (art
avec une politique), KojawTo 3acerHarta o4 KynTYpPHOTO
No3VUUMOHMParbe Ha MucnaTa, of marepujanHarta epukacHoOCT U og
npakcara Ha couujanHuoT rnobanuteT, ce Haofa BO noTpara no
pAeduHnymja Ha nonuTUKaTa cCoofBETHa Ha HalweTo Bpeme.
MoTnupareTo Bp3 egHa Bakea AecbuHuumja e 6e3 COMHeHue TeWwKo
¥ NPOBU3OPHO - HO OBa UCTO Taka 6w mMoxeno fAa 6uae TecT Ha
crnpaeegnuBocTa U Ha MepKaTa Ha HejauHaTa BpegHoCT.

MpeBog oA dpaHuycku: C.Abayvesa
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Bo nepuogot og 15 okTomepu go 13
HoemBpy 1997. Bo My3ejoT Ha
cospemeHaTa ymeTHocT, Ckonje bewwe
NPEeTCTaBeH roneMuoT EeBpOomncKu
npoekT Ha U®A oa BepnuH noj
nacnos: ®JTYKCYC Bo NepmaHuja
1962-1994. EaeH o4 AUpPeKTHUTe
y4eCHULM BO NOAroTBYBaHEeTO Ha
oBaa 3Ha4ajHa uanox6a, nokpaj PeHe
Bnok e Mabpuene KHanwTajH, Koja
npecTojyBalwe 8o Ckonje 3a Bpeme Ha
oTBOpaH:eTo Ha usnoxobara. OBoj
pasroBop, KOj e npef ce
nHopMaTUBEH, Nopaaun HeJoCTUr Ha
Bpeme 6ele peanuanpaHd 4enymHo BO
[AVPEKTEeH KOHTaKT, AefnyMHO no
NMUCMEH nar.

FLUXUS IN THE MUSEUM OF CONTEMPORARY ART IN SKOPJE

The big European IFA’s project from
Berlin, Fluxus in Germany 1962 - 1994,
was presented at the Skopje Museum
of Contemporary Art, from October 15
to November 13, 1997. Beside Rene
Block, Gabriele Knapstein was one of
the direct persons in charge of prepar-
ing this significant exhibition, as well.
She came to Skopje for the inaugura-
tion of the Fluxus exhibition. This
interview, which is mainly informative,
was done partly in direct contact and
partly in written form due to time
shortage.
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Pazrosop Ha Corsa Abaynesa co MNabpuene KHanwrajH og BepnuH.

AKAOQEMCKW KPUCTANMN3ALUNUN N ANCONYTU3MU

Coma AbaymeBa: bu cakane nv fga Hu gagete noseke nHopmaumumn 3a nanoxbara
@aykcyc Bo [epmanuja 1962-1994 , no nosog HejanHoTo npercrasysarke Bo My3ejoT Ha
cospemeHara ymeTHocT, Ckonje. 3aluto, Kako un Kora Taa bele mHuympaHa, Kou bea
rnasHUTE KDUTEPUYMU NMPU KOHUMNMUParse Ha OBOj 3HajyajaeH u ambuymo3eH NpoeKkT?

Fa6puene KnanwrtajH: Kora Llopy MakjyHac, ymeTHUK, ranepuct 1 “ocHosay" Ha
aswxerseto @nykcyc, nojae Bo Nepmaxuja Bo 3umarta 1961. 3a ga paboTu Kako gusajHep
BO BojckaTa Ha CA[l, Toj BegHal ce NoBp3a Co MNaguTe YyMETHUUW BO OBaa 3emja - mefy
kou Bea Ham LlyH Majk, Bond ®octen, Emet Bunujamc n Tomac Lmut - Kou nogouHa
cTaHaa Kny4Hu courypy BO paHuoT passoj Ha @nykcyc o Mepmanuja. Tve ro npetcrasuja
MakjyHac Ha repMaHcKaTa CLueHa Ha Koja Brageeja HoBaTa My3uka W KOHKpeTHaTa noeauja
1 nomorHaa fAa ce opraHuaupaar npseute ronemu @nykcyc tectusanu Bo BucbaaeH,
DOvcenpopd, AxeH v Bo Byneptan, Bo nepuogot mefy 1962 n 1965 roguHa. Og osue
akTMBHOCTM Ha MakjyHac Bo "epmanuja npousneroa KOHUepTHUTe npecTasyBarbata Ha
@nyxyc Bo Mapua, Amctepgam, KonexxareH uTH. Mo Bpakareto Ha MakjyHac Bo Hbyjopk
BO NeToTo 1964., repMaHCcKuTe yMeTHUUM BKNy4eHU BO PIyKCyC ABWKEHETO, 3aeHO CO
APYruTe 3Ha4ajHu yMeTHUUM of MefyHapoaHaTa rpyna Ha @nykcyc, npoposxuja aa
fdejcteyBaat BO [epmaHuja 3aeHo CO NOBEKeTO yMETHULM LUTO Ce Hacenwja Bo osaa 3emja
BO celyMaeceTTuTe u ocymaeceTTute, Ha npumep Llopy Bpext, An XaHceH, Takako CauTo,
LJo LloHc n BeHyamud MeTepcoH.

Kako WTO MOETO UHTEPBjy BO KaTanoroT CO NMOpaHeLHWoT AUPeKTop Ha My3ejoT BO
MeHxeHrnapbax - JoxaH Knagepc - ce obugyea fa Harnacu, repMasckara ymMeTHu4Ka
cuyeHa BO WweeceTTuTe K cegymaeceTTuTe Hele oTBopeHa 3a naeute Ha @IykCyc u Npummn
3HaYyajHu UMNyNcu 04 akTUBHOCTUTE Ha @nykcyc. Uanoxbara ®nykeyc 8o [epmaHuja,
KojawTo 3a DA (MHCTUTYTOT 3a copaboTka Co CTPaHCTBOo) ja noarotemsme PeHe Bnok u
jac, ja cnegw Hacokata Ha @ykCyc yMETHUUMTE HM3 uena [epmanuja, npeTcrasyBajku
[OKYMEHTU M YMETHUYKK fgena. HaweTo ucTpaxysarbe Koe Tpaewe egHa roguHa u
NoSIoBUHA, M MOKPUBA NOBEKETO akTUBHOCTU Ha dnykcyc Bo Mepmanuja oa 1962 go 1994.
Bo 1995. nanoxbara 3a nps nar 6ewe npeTcraseHa o [epa.

C.A.: Ce 3abefniexyBa OTCYCTBOTO Ha HEKOM 3HaqvajHn @nykcyc ymeTHuym, kako fla
MoHTe JaHr, Joko OHo, AneH Kenpos, Aj-O, Wapnota MypmakH... Janu He pacrnonaraste
CO HUBHYM gena uam Tue He 6ea TONKy aKTUBHWU U BIWjaTenHn Ha TorawHara repMaHcka
yMeTHuYKa cyeHa?

[.K.: Bo uanoxbara ce BKNy4eHN repMaHcKv yMeTHULW UHBONBUPAHU UNK NOBP3aHU
co asuxereto @nykcyc kako Josed Bojc, Tomac Lmut, Bond docten, ApTyp Kenke,
Nypewk Mocesuy v utep POT; ymeTHUUM Kou npasea nepcopmaHcy Ha npsute Pnykeyc
KoHUepTy Bo Mepmanuja , kako Ham LIyH Majk, EmeT Bunujamc, flasnen Cnoepu, MK Xuruxe
¥ AnucoH Hoynuc, Kako U ®nykcyc yMeTHULM KOU XuBeeja HajManky HeKosKy roguHu Bo
Fepmanmnja Kako Pobept ®ujy, Takako Cauto, An XaHceH v Llo LloHc. Hekou oa Hus
npesaBaa Ha repMaHcK1Te YMeTHUYKY Wkonu. Oxve ymeTHuum of PyKCyc Kou camo o4
Bpeme Ha Bpeme npasea nepdopmaHcy unu uanaraa 8o Mepmaxuja, He ce NPeTCcTaBeHu co
CBOM flena Ha oBaa uanoxoba.

C.A.: N3anox6ara ja orno4yHa obukonkata Bo VictoyHa u JyxHa Espona. Janu
nnaxHuMpare [a ja npeTcTaBuTe v BO 3anagHuTe 3emiu v noLumpoko. Ha npumep, Wro e co
OpaHymja Koja Gelse [naboko MHBONBMpaHa BO [afan3MoT, Heo-gagan3mMoTt n @aykcyc
CHHEPOMOT, Ui CO JarnoHuja, Co ornefd Ha MoBeKeTo 3auHTepecupann yMeTHYmM o osme
3emju 3a oaa npobnemarnka?

I K.: Uanox6ata e npetcraBeHa Bo WMctanbyn, BunHuyc, Bapwasa, Bygumnewra,
Jby6rbana, BpuH 1 8o Ckonje. MaHuTe aectuHaumm ce Codmja, ATuHa, Munawo. Ce nnanvpa
Aa ce npexece Bo LWnanuja, N3paen, Asctpanuja n Bo Janowwja.

C.A.: QuurnegHo e feKa egeH 0f TaTtkoBuuTe Ha nuoHepute Ha @rykcyc e paga -
ABUXereTo. KoH KpajoT Ha nejeceTTute M MOYETOKOT Ha LeeceTTuTe, BpCKuTe mery
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(hpaHLyCK1TE 1 repMaHCKUTe yMeTHUYM, 3a NpB nart no Bropara cseTcka BojHa, 6ea MHory
6IMCKM, PUjaTENCKY, CIOHTaHU M UCKPEHU. BO TOj MOMEHT NpuMaToT BO /TMKOBHaTa cgepa
op Mapus bewe npeHeceH BO MONETO Ha HOBMOT Ayx Ha cnobogara creynguyeH 3a
ymeTHuynTe 04 Toa Bpeme Bo [epmaruja. [anu yyecHnymute 8o @iyKcyc nokpaj aagan3mor
Y aMepUKaHCK1Te XeneHnH3v 6ea 3arno3HaTi co gejcTByBarkata Ha [arnoHCKOTO asaHrapHo
asuxere [yran?

.K.: IoBTOPHOTO OTKpUBat-e Ha Aafan3moT He Camo LWTO M1 rnosp3a repMaHckuTe 1
thpaHLycKUTe MNaau YMETHULM, HO MCTO Taka M MHCNWPMUPa 1 aMepukaHcK1Te Bo BTopaTa
nonoBuHa Ha neaeceTTuTe. Bo HajMana paka akTMBHOCTUTE Ha rpynarta [yrau um bea
no3HaTV Ha aMEepPUKaHCKUTE YMETHULM KOH KpPajoT Ha nedeceTTuTe Npeky yMeTHU4kuTte
cnvcaHuja Kako WTo cu crioMHysa Anex Kenpos Bo kaTanorot Heo-gaga. PegecpuHmparse
Ha ymeTHocTa 1958-62 ( Neo-Dada. Redefining Art 1958-62, ed. Susan Hapgood, The Ameri-
can Federation of Arts, New York, 1994). Co janoHCcKuTe yMeTHUUM WHBONBUPAHW BO
HoyjOPKWKMTE aKTUBHOCTU Ha DNYKCYC Ce 3ronemuja nHhopmaLmmnTe 3a aKTyeNHUOT passoj
Ha yMeTHOCTWTE BO JanoHuja.

C.A.: [J[pacTm4HO HOBUTE EKCNepUMEHTH BO My3ukaTa BKOPeHeTW BO OCHOBaTa Ha
@riyKcyc BO MOYETOKOT KaKo Jja Hemaa CBOj af4eKBar BO N1acTuHHUTe yMEeTHOCTY, opaamn
BeKe 103HaTnTe CKaHAano3Hu ogHecyBarba Ha gagancTute. Mimam sneqaTtok geka rno 1962.
HACTaHNTe BO BU3YETTHUTE yMETHOCTH CE HaMETHaa Haj My3nqKkuTe, aHtnyunupajkv rn mail
art, BUgeo U KoHUenTyanHara yMeTHOCT. anv My3udkuTe yMeTHUUyM BO NMOCOHEHNOT Me-
puog Beke 6ea ucypneHn?

I.K.: TepMUHOT “uHTepMeauja’, KOPUCTEH Of cTpaHa Ha [iuk Xurukc of 1966 3a ga ja
objacHu rnasHaTta TeHAeHuuja BO ecteTukata Ha @ykcyc , Cé ywTe COOABETHO v
KapaKTepuaupa uHTepecuTe Ha PnyKcyc yMETHULMTE BO MONETO Ha My3ukara, noeaujata,
BU3YEeNHUTE YMETHOCTH, TAHUOT W TeatapoT. Mmnyncute Ha ®nykcyc 3a pasBuToKOT Ha
eKcrnepuMeHTanHarta Mysuka BO NepuoaoT Ha CeayMAeceTTUTe U OcymMaeceTTUTe He 6u
Tpebano Aa ce NOTUEHAT, Kako WTO MOXe Aa ce BUAW OA cneaHuTe ny6nukauuu: cf.Michel
Nyman, Experimental Music, Hbyjopk, 1974; exh.cat. Berlin 1980, Fur Augen und Ohren (For
Eyes and Ears), ed. Rene Block; exh.cat. Berlin 1996, Klangkunst (Sound Art), ed. Christian
Kneisel, Matthias Osterwold, George Weckwerth.

C.A.: 3eH opneHTayumjata BO rpynara Ha camuoT rOo4eTOoK, CTUMynnpaHa rnasHo 04
LloH Kejy, n3secHo Bpeme Belue BO pamHOTEXa CO ApyruTe opueHTayuu. Kora otrno4Ha
HEj3MHOTO KOHDPOHTMpaare CO COUMJanHnTe 1 MoMTUYKUTe ngen? fypu n TepMUHOT
arut-npon 6eLue cromeHar Bo HEKOW JOKymeHTu? Jamu Toa belwe egHa of npu4unHuTe 3a
pacnararweTo Ha @nykcyc?

IK.: Bo rpynara Ha ®nykcyc copaboTyBaa HEKOSIKY roAuHU yMeTHUUM CO MHOry
paznuyHu kapaktepu. Op 1962 o 1965 nocToelwe cTpora KOXepeHTHOCT mefy osue
yMETHULM paboTejKn Ha NNaHoT Ha uHTepMeaujaTa u npasejKu 3aeHV4KKU nepthopmaHcy
Ha ®nykcyc cecTusanuTe. Ho ywTe BO NMOYETOKOT MMalle MHOrY WWpOKa ckana Ha
TEMNEepaMeHTH, LITO CTaHa NooYMrNeAHO Mo jaByBarbeTo Auckpenaqyvjara vis a vis naejata
Ha MakjyHac aa npoMoB#Mpa “pesonyLnoHepeH 6paH BO yMeTHoOCTa" U ja OCHOBA “yHWTapeH
¢hpoHT"; TOj cakalue @nyKCyc Aarv UMa eKCKITy31BHUTE aBTOPCKM MpaBa 3a CUTe YMETHUYKK
nena. kavenayanHute Kapaktepu 6ea NpecunHv 1 AUBEPreHTHU 3a Aa Moxat Aa ce
cBeAaT Ha egHa eTukeTa. Tyka umalue “Teopetndapu” kako bpexr, Kenke n LmuT, "noeTn"
kako ®ujy n Bunujamc, "arpecusrn Myaudapu” kako flajk u ®octen, "nonuTtnyapu" Kako
MakjyHac, ®nvHT 1 Bojc, "ymeTHUUM - weraymmn” Kako LloHe u CauTo, Aa uMeHysam camo
HEKONKY MOXHM “KaTeropum”. Mokpaj HUBHUTE MHANBUAYANHN YMETHUYKW Kapuepy, cenak
oBuve yMeTHULM Gea NpujaTeny U Ha HeKoj Ha4uH “4NeHoBM Ha cemejcTBOTO" PnyKcyc.

C.A. Bo cnopepgba co comHeBarata Ha nybnvkara 8o '60TuTe, kako Taa pearvpa
eHec Ha osue gena?

IK.: TpynaTta ymeTHUUM W1 AemxerbeTo PriyKcyc Ce UCTOPUCKO Teno co cunHa
KOXEPEHTHOCT V1 eHepryja Bo LeeceTTUTe U Co Nocnata KOXePeHTHOCT BO ClIeAHUTE AeKaaw.
WNHAVBMAYanHUTE YMETHULW, & HEKOM Of HWB BO MefyBpeme ja HanywTuja sacekoraul
NMKOBHATA CLEHa, UMaa CBOW fIMHHU Kapuepw v Nokpaj nospaaqocTta co @rykeyc. Ho 8o
cnopeaba co faaa- ABMKereTo, @iyKCyc ce 3acTanysalle 3a CKenTu4eH Ho 3abaByBaqkmn
CTaB BO OAHOC Ha YMETHUYKMOT CBET, 33 efeH eKcnepuMeHTaneH MeTo U AuHamuyeH
nornea WTo e NPeBEeHTUBA 3a aKaIeMCKM KpUCTanuaauunn 1 anconyTusmm. PecnekTupajkv
ro oea, U3BOPOT Ha @niyKcyc He 6u Tpebano ga npecywu.
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Gabriele Knapstein interviewed by Sonia Abadjieva

PREVENTION FROM ACADEMIC CRYSTALLIZATION AND ABSOLUTISMS

Sonia Abadjieva: Would you be so kind to provide us with more informations on FLUXUS IN
GERMANY 1962 — 1996: why, how and when did it start, what were the main criteria and the guidelines
of the very concept, how long does it take to prepare such a large, important and ambitious project?

Gabriele Knapstein: When George Maciunias, artist, gallerist and “founder of the Fluxus move-
ment, came to Germany in the Winter of 1961 to work as a designer for the US Army, he immediately
made contact with young artists living in this country —among them Nam June Paik, Wolf Vostell, Emmett
Williams and Tomas Schmit — who became key figures in the early development of Fluxus in Germany.
They introduced Macunias into the German scene of new music and concrete poetry and they helped to
organize the first big Fluxus festivals in Wiesbaden, Dusseldorf, Aachen and Wuppertal in 1962 and
1965. In connection with these activities of Maciunas in Germany arose the Fluxus tour through Europian
cities with concerts in Paris, Amsterdam, Kopenhagen, etc. After Maciunas’ return to New York in the
summer of 1964 the German artists involved in the Fluxus movement as well as important artists from the
international Fluxus group continued to perform in Germany, and many Fluxus artists settied in this
country during the seventies and eighties for example George Brecht, Al Hansen, Takako Saito, Joe
Jones and Benjamin Patterson.

As my interview in the catalogue with the former director of the museum in Monchengladbach,
Johannes Cladders, tries to outline, the German art scene of the sixties and seventies was open for the
Fluxus ideas — and received important impulses from the Fluxus activities. The exhibition “Fluxus in
Germany” which was prepared by Rene Block with my collaboration for the Institut fur Auslandsbeziehungen
follows the pats of the Fluxus artists through Germany, presenting documents as well as artworks. Our
research which took us one and a half years covers most of the Fluxus activities in Germany from 1962
up to 1994 — in 1995 the exhibition was presented for the first time in Gera.

S.A.: In this context, some very important artists like La Monte Young, Yoko Ono, Allan Kaprow,
Ay — O, Charlotte Moorman...are not present at the exhibition in Skopje. Were you short of their art
works, or they have not been so influential on the German arts scene?

G.K.: The exhibition includes german artists involved in or connected to the Fluxus movement like
Joseph Beuys, Thomas Schmit, Wolf Vostell, Arthur Kopcke, Ludwig Gosewitz and Dieter Roth; artists
who performed in the early Fluxus concerts in Germany like Nam June Paik, Emmett Williams, Daniel
Spoerri, Dick Higgins and Alison Knowles; as well as Fluxus artists who settled for at least some years in
Germany like Robert Filliou, Takako Saito, Al Hansen and Joe Jones; several of these artists teached at
german art schools. Other Fluxus artists who only occassionally preformed or exhibited in Germany are
not presented with their works in this exhibition

S.A.: The exhibition began its tour in Eastern and Southern Europe in 1995. Is it scheduled to be
moved to Western Euripian countries and even further. for example, what about France, deeply involved
in the dada, neo-dada and Fluxus syndrome. or Japan, taking into consideration the great number of its
interested artists?

G.K.: Since 1995 the exhibition was shown in Istanbul, Wilnius, Warschau, Budapest, Ljubljana,
Brunn and Skopje. The next places will be Sofia, Athens, Milano; there are plans to show it in Spain, in
Israel, Australia and Japan.

S.A.: The dada movement was evidently like a father to the Fluxus initiators. At the end of the 50's
and in the beginning of the 60's. German and French artists, for the first time following the WWW I,
maintained a very close, frendly, spontaneous and sincere relationship. It had been the very moment
when Paris surrendered its primacy in the art field to the German artists' new and free spirit of mind. In
addition to the dada and American happenings, were the participants of the Fluxus phenomena informed
more on the Gutai avant-garde movement in Japan?

G.K.: The rediscovery of Dada not only connected the german and french young artists, but also
inspired the americans in the second part of the fifties. At least among the New York artists the Gutai
activities were known in the late fifties via art magazines as Allan Kaprow recollects in the catalogue *
Neo-dada.Redefining Art 1958-62" (ed. Susan Hapgood, The American Federation of Arts, New York
1994). With the japanese artists involved in the New York Fluxus activities the informations about actual
developments in Japan increased.

S.A.: Drastically new music experiments, rooted in the Fluxus origin, did not have in the beginning
their adequate conterpart in the visual arts due to the previously known ‘scandalous’ dada behavior. |
have the impression that following 1962, the visual arts took over the priority from the new music, thus

Fapuana Kuanwrajx / Gabriele Knapstein
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Bond Bocren / Woll Vostell, Fiuxus - Piano - Lilua

anticipating the mail art, the video art, and the conceptual art. Were the music artists aware of their own
exhaustion?

G.K.: The term “intermedia”, used by Dick Higgins from 1966 on to describe a main tendency in
Fluxus aesthetics, still seems very appropriate to characterize the interest of Fluxus artists to work in the
fields between music, poetry, visual arts, dance and theatre. The impulses of Fluxus for the development
of experimental music through the seventies and eighties shouldn’t be underestimated as the following
publications made very clear: cf. Michael Nyman, Experimental Music, New York 1974; exh. cat. Berlin
1980, Fur Augen und Ohren (For Eyes and Ears), ed. Rene Block; exh. cat. Berlin 1996, Klangkunst
(Sound Art), ed. Christian Kneisel, Matthias Osterwold, George Weckwerth.

S.A.: The Zen orientation in the beginning stimulated mainily by Cage, was for some time in bal-
ance with the other orientations. When did its confrontation start with the social and political ideas? Even
the notion of agit-prop was mentioned in some documents. Was this the very reason for dissolving the
Fluxus coherence?

G.K.: In the Fluxus group many different characters collaborated for some years. From 1962 to
1965 there was a strong coherence between these artists working in the field of “intermedia” and per-
forming together in Fluxus festivals. But from the beginning there was a wide range of temperaments
which became more obvious after discrepancies arose vis-a-vis Maciunas’ idea to promote a “revolution-
ary tide in art” and to establish a “unitary front"; he wanted Fluxus to have the exclusive copyright for all
the artists works. The individual characters were too strong and diverse to be held together under one
label — there were “theoreticians” like Brecht, Kopcke and Schmit, “poets” like Filliou and Williams, “ag-
gressive musicians” like Paik and Vostell, “polititians” like Maciunas, Flynt and Beuys, “playful people”
like Jones and Saito, to name just a few possible “categories”. Beside their individual artistic careers the
artists neverthless were friends and in a certain respect “family members" of Fluxus.

S.A.: Compared with the suspicious minds of the 60's, what has been the reaction of the public (in
Germany and in other countries, too) when looking these works and documents today?

G.K.: The Fluxus movement and group of artists is a historical body with a strong coherence and
energy in the sixties and a weaker coherence in the following decades. The individual artists — many of
them are dead meanwhile — went through indivudual careers beside their connections with Fluxus. But
comparable to the dada movement Fluxus stands for a sceptical, but playful attitude towards the art
world, for an experimental method and a dynamic view which prevents academic cristalizations and
absolutisms. In this respect the Fluxus source should not dry up.

ania, Hommage a Maciunas. 1994 (exhibition view) Skopje, Qctober 1997



BaneHTuHO QUMUTPOBCKU

FLUXUS

CospgasarbeTo Ha UCKYCTBOTO MO3HATO Kako
®dnykecyc ( WTO He e efHOCTaBHO Aa ce
Hape4e npasel, TeHAeHUuja unu ABuxxeH-e)
HajHenocpeaHo Nponanerysa of pamkuTe Ha
oHa wro mery 1958 — 1962 belue foXKMBEAHO
Kako pagukanHo npekuHyBarbe co
€KCMNPEeCcVBHUOT N ancTpakTHUOT hopmanu-
3am. Toa 6elwe cnposeaeHo o4 noronem 6poj
aMepuKaHcKu (o4 HyjopKlikarTa cueHa) u
€BPONCKMU YMETHUUM KOUWTO Xpabpo
BOBE0a XeneHuH3uTe, akumute, cny4ysa-
HaTa W CNy4YKUTe, CEKOjAHEBHUTE HewTa,
MeAUYMCKUTE NpenneTysarba U OTBOPEHOTO
pywere Ha HUBHUTE Mefn BO (hOKYCOT Ha
akTyenHocta. Wako nogouHa osue mnaav
aBToOpX Ke erauctupaar nog pasnuyHu
eTUKETN U Ha3uBW , 3a CUTE HUB, C& YUHW,
61no npecyaHo npawarbeTo WTo ro uman
thopmynupaHo Paywerbepr: ga ce paboTtu
BO ja30T WTO rv pasgsojyBa ymeTHocTa u
xuBoToT.! Unu nouHaky KaxaHo, ga ce
OMnCTOjyBa BO ja3anuTe Kage WTo ce cny4vysa
HWBHOTO npenneTyBare. Bo KOHTEKCTOT Ha
0Ba NOMeCTyBaHe Ha yMeTHUYKaTa CLeHa o
noyeTokoT Ha 60-Te, ®nykcyc ce jasysa
Kako Auy3HO M OTBOPEHO, NONMBANEHTHO
¥ HEOrpaHM4eHO WCKYCTBO. ABaHrapgHuoT
Haboj Oa ce Xueee MUroT U cerawHocTa ro
3apobu oBa UCKYCTBO BO “aBTEHTUKATa Ha
MHULUWjANHOTO", @ WHTEH3UTEeTOT BO
3abp3yBarbe Ha bnunckarta “cMpT’, He3aBUCHO
0 TOa WTO CnyYyBarbata v AenysBareTto Ha
dnykcyc ce nportera M noHatamy oj
KNy4HUTE roguHK Ha HeropaTa ekcnnosuja
(1962-1964). OHa wTo 6ewe 3aMUCNEHO
KaKo KOHEYHO pyliere Ha CUTe NIUMUTU U
xnacudpukayum ce coo4nm co napagok-

canHoTO UCTOPUOrpadicCKo Kananere, Kako
wTo e n usnoxbata 8o Ckonje, unu nak oHaa
npBa UCTopUCKa peTpocnekTuaa Bo KenH Bo
1970 roa. (XeneHuHr n dnykeyc), 3a Koja LWTo
1 caMmuoT opranmusarop, Xapang 3emaH, ke
npuaHae pAeka “aKTUBHOCTWUTE Ha
YMETHULWTE rNasHO AoXuUBeane Heycnex,
ako He 1 nNoTnosnH kpax” 2

CamuoT noyeTok Ha ®nykeyc e og 1 go 23
centemspu, 1962 rog. kora Bo BuzbapneH ce
opranuavpa “Fluxus internationale festpiele —
Neuester Musik"co yyecTtBo Ha Llopy
MakjyHac, vk XurnHe, Enncon Hoyne, Ham
Llys Majk, EmeT Bunujamc, Aptyp Kenke,
Bondg ®octen , Pobept dunujy. Osue
aBTOPW, MHaKY CO pasnunyHo npodecnoHanHo
noTeKno, 3a NpB naT 3aefHo Ke ce nojasar
Ha maHudecTtaymjata “Neo-Dada in der
Musik"so Ausengopd, jyHn 1962 rog. Mo
BOCTaHyBareTo Ha dnykcyc Bo BuabageH
WHWUKWjanHaTa rpyna ce Wwupu cO HOBM
aBTopu (Ha np. Bo 1963 roa. ce npugpyxysa
n J. Bojc ), a ce HwxaT n maHudhecTayuure:
Bo 1962 npeata maHudecrtayuja BO
BusbageH ce nostopyBa Bo AmcTepaam,
JlonpoH, KonexxareH u MNapua. Bo 1963 rog
e "Festum Fluxorum “Bo [usengopd, “Yam
Festival'so Hbyjopk, ®nykcyc thecTuBanoT
Ha ToTanHara Mmyavka so Huua v MHory apyru
MaHudecTaymm wrto cobupane camo no
HEeKONKy ydecHuyuw. MaHudecTayunte
(hnykcyc KoHUepTUTE) NPoAoIXyBaaT BO
1964 roa. Bo Hbyjopk 1 BO MHOry apyru
mecta. TepmuHoT “Fluxus'e noHyaeH of
MakjyHac, n Toa Kako Hacnos 3a efeH
“UHTepHayuoHaneH Mara3uH Ha HajHoBaTa
YMETHOCT, aHTWU- YMETHOCT, My3uKa, aHTu-
My3uKa, noeauja, aHtu-noeavja u TH." OBOj
MarasuH HuKoraw Hema pa 6uge
nybnukyBaH, HO CaMMOT Ha3UB Ke OCTaHe
Kako oapeaHuua 3a 6pojHUM KOHUEpTH,
cny4yBsarba, MaHuecTauui u eauumu, Kako
onuc Ha efHO BUCTWHCKO HOoraTtcTeO 0Of
HajpasnuyHu NephopMaTUBHN aKTUBHOCTH
oa 1962 roa. Hasamy. Taka, Dnykcyc
n3pacHysa BO “...MHOTYAUMEH3WOHANHO
TKUBO Ha cpefbu, nepchopmancu, naev n
06jeKTK, WTO ce npoTera Npeky eaeH fonr
BPEMEHCKW Nepuos W MHOTY ApXagwu.
dnykeyc, Toa e heHOMEH Ha e4HO none Yum
WTO rpaHuLy ce HepasfBoOMBM U TELKO e Aa
ce AeTepMuHupaar. dnykcyc, Toa e, Bo eAeH
cnoboaeH npesoa Ha Jlyuc Kepon, gonra
npukasHa co MHory jasnu.” A, aejcTeueTo
Ha Taa MpuWKasHa He ce pa3euBa camo A0
AeHec, Toa NoHWpa 1 BO npeagucTopujaTa Ha
CBOJOT NOYETOK, BO NPBUTE rOAWHWU Ha OBOj
BEK.

BosegyBarweTo Ha npegmMeToTr oA
CTBapHOCTa Ha cueHaTa Ha YMeTHOCTa,
npearta ckaHganosHa nposokauyuja Ha
“UnyanBHUOT", “NPMBMAHNOT", “aBTOHOMHWOT"
KapakTep Ha yMEeTHUYKWOT apTedpakT, bele
nHuymMjanHarta uwHcnupayuvja. WNako, 3a
paznuka og fivwaH, dnykcyc e “...cTpeMex
KOH HepoaTnNMBOTO, HEMNO3HATOTO,
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CNy4ajHOTO Pacn/IMHyBare Ha yMETHOCTA B0
cekojaHeBueTo.™ HajaHa4ajHoTO MCTOPKCKO
M3BOPUILTE € AAaAaU3MOT, HA Y4MM LWTO
cy6BEep3vBHMN CTABOBWU 3@ aHTUYMETHOCT
DnyKcyc AMPEKTHO U CBECHO Ce HaaoBpP3yea
nako BO HEroBuTe PeaoBM NONUTUHKATA
060eHOCT MHOTYy pPeTkKo e 3acTtaneHa
YHUWTYBaHETO Ha e4Ha BUONWHA, UK Nak,
packnonyeBaweTo Ha eAeH knasup (Ha
dnykcyc KOHUEepTUTe) ja cneav gagavctvy-
KaTta paguvkanHocT. "[ecTpyKTUBHMOT"
hU3MYHKK recT rm oTCTpaHyea U3BETBEHUTE
naeun, TOHoBK, U 06jeKTH, 3a Aa ja UcTakHe
cBojaTa CONCTBeHa XWBOTHa cuna. Ho, BO
cywTuHaTa Ha Pnykeyc recToBUTe ro Hema
OHa anokasnunTU4YHO YYBCTBO Ha
eraucrteHymnjanHa kpum3a wu TerobHa
thpycTpMpaHocT, TyKy obua 3a XUBOTHO
camoogpeayBarbe Ha concreeHaTa erav-
CTeHuuja, “...3a pa3suBarbe Ha cpeacTeaTa
Ha caMoCBecCTa, Ha4nHUTe U cpeacTeaTa aa
Ce N3ApPXW NPUTUCOKOT"..."...3a pa3BunBarb-e
Ha papbaTta 3a xuseere..." Llon Kejy,
My314apoT Ha 3BYKOT U TULLMHATA, CO CBOUTE
npeaasarba n maHudectaymm ke 6uae
HajHenocpeaHnoT NOTTUKHYBaY U KpeaTuBeH
nBuraten Ha pgswxeweTto. "Kejy ja
KOMBUHMpawe ucToyHaTa unosoguja co
3anagHarta geHomeHonoruwja. Toj ja
cTtyaupawe Xyadr Mo gokTpuHaTa Ha
yHuBep3anxuuot ym u 3eH byamamot co [.T.
Cyayku. YnoTpebysajku ja Ju Huur (Knurara
Ha npomenuTe) , Kejl rv BoBeae crny4ajHuTe

il it

LJox Kejy / John Cage, Mozart Mix, 1991 (exhibition view)

npoyeaypu BO YyMETHOCTa Kako ejHa
TEeXHUKa 3a AUCTaHumpare Ha yMeTHocTa 04
eroyeHTPUYHUTE KapakKTepucTuku Ha
ecTeTckara npoAykuwmja og PerecaHcara 0
peHec. Toj cMeTawe fgeka cBecTa He e
HekakBa cTBap, TyKy npouec, geka
ymeTHocTa Tpeba fa ro uauckysa cnyyajor,
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HeogpeeHocTa U Cny4ajHUTe acnekTu Ha
npupoAara v Kyntypara, fjleka npoyecute Ha
oAHecyBare NocTojaHo ro uHgopmupaat
e/]HO Aerio Ha YMeTHOCTa Kako 06jeKTueHa
cocTojba UMnu HewWTO KOMNNETHO, U AeKa
peanHuoT CBET CTaHyBa He efleH 06jeKT,
TyKy npoyec.” °®

dnykcyc ce cmecTyBa BO A4HO NPOLWMPEHO
none Ha nepgopmaTuBHU UckycTsa og 50-
Te HaBamy, 6a3npaHu Ha OTKNOHyBarbe Ha
YMETHOCTa 0/ 4MCTO (hopManucTu4KuTe
WHTEpPEecU. XeneHUHroT e HajHerocpeaHuoT
npeaxoaHunk Ha dnykcyc Bo 0Ba NPoWUPeHo
HeoaBaHrapHo none. HMBHUTE BPCKK Ce
NOBEKECojHW, a NoBeKe YMEeTHUUM LWTO
y4ecTByBaaT WNKM npasaT XeneHwH3u o
kpajot Ha 50-Te (. XuruHe, Mek Jloy, Ll.
BpexT u Ap.) Ke buaaT nogoyHa HneHoBu Ha
®nyKeyc. XeneHWHroT e BaXKxeH 3a nojasara
Ha @nykcyc. Pa3sueajku ro acambnaxot u
aMbMeHTOT BO Bpeme, Kako WTo ro
aeduHnpa HeroBuoT cosgasad Aned
Kenpoy, BO XENeHWHroT "...yMeTHUKOT

Ham Llym Najk, Jac sepy
Nam June Paik, | believe in Reincarnation, 1993.
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Warneps oa wanoxbata Fluxus 8o epmannja 1962-1994, Myaej na cospemenara ymeTwoc, Ckonje, 1997 / Installation view Fiuxus in Germany 1962-1994, Museum of Contemporary Art, Skopje, 1997,

jyKkcTanoHvpa pasnu4HM  rpynu  Ha
CUMYNTaHW, NONUMOPMHN, MYNTUMELUCKH
cny4ku u akuyuu. [losegysajku rv Bo
npaware rpaHuunuTe Mery oaBoeHuTe
YMETHUYKN 0BjeKTU M CeKojaHeBHUTe
cnydyBara U akuuu, XeneHuHroT gage
BU3yenHa geduHuumja 3a npenneTysarbara
mefy ymeTHocTa u xusotoT".” JluHnjata Ha
nospaysatbe, HO cera BekKe BO ejHa
MowmMpoKa CMUCNa, cekako Moxe ga ce
noBneYye M KOH ApYyru UCKycTBa WTO ro
opbenexaa spemeTto Ha 50-Te u 60-Te:
[AenyeareTo Ha rpynata ‘lyran” Bo JanoHuja
BO MNeAeceTTUTe, CneKkTakynapHuTe jaBHu
cny4ku Ha M KnajH, paenysareTo Ha
Hosute peanuctu Bo ®paHuuja, dpaHuyc-
KuoT Hos pomaH, HosuoT 6paH 80 hpaHuyc-
KMOT hynm.

Nma egHa KapakTepucTuyHa upTta WwTo
npouanerysa og cneuyuduyHoTo MecTo Ha
MyaukaTa BO AenysarbeTo Ha dnykcyc. He
cnyyajHo, parareTto Ha ®nykcyc e Bp3aHo
3a ABe MaHudhecTauumn WTO Ce HAcnoBeHU
kako: Heo-flaga Bo my3ukaTta u ®nykcyc
MHTepHauuoHaneH ectmsan Ha HajHoBaTa
My3uka. Herosute maHucecTayum BoonwTo
ce no3HaTu Kako Dnykcyc-KoHUepTu.
MoronemuoT Aen oA amepukaHCKuTe
npeTcTaBHULW NpOU3Nerysaar o Kypcesute
wro LloH Kejy rv gapxen Ha New School for
Social Research Bo hbyjopk (BpexT, XuruHc,
Mek Jloy, An XaHCeH — a HUKOj Of} HUB He e
npochecroHaneH myavyap). Kora ®nykcyc
fnoYHan ga genysa BO HEro He y4ecTByBsan
camo Kejy, TYyKy W Apyrv amepukaHcku
KomnoauTopu kako Epn BpayH, KpuctujaH
Bond u Puyapg Makcchung. Ho, MyaukaTa

Bo ®nykcyc He € HekakBa yHuuuupaHa
My3udka copma unu TeHgeHywja BO
BOOOUYAEHUTE, UNWN BO HajMoaepHUTe
My3U4KU HopMu. OHa WTO e AOMUHAHTHO BO
dnykKeyc komnosuuujaTta e eaHa noTpara no
3BYK W 3BYYHO WCKYCTBO HajBoOp 04
KOHBEHUMOHANTHNOT MY3UYKU UHCTPYMEH-
Tapuym, a OTBOPEHO 3a cny4vajHuTte
WUCKPCHYBarba 04 3ByYHaTa OKOMWHA, Wnu
ambueHT. Ho, oBae BO urpa He ce camo
3BYYHUTE NapTUUMNaUWn, TYKY U TaKTUNHATE
U BU3YEnNHWTE acnekTu W cny4yearba.
Henpeasuagnueute cekojaHeBHW 'Manu
CNy4Ku" YecTo ce NoHeTHUTE TOHKU Ha eaHa
Komnosauyuja." Hajgobpata ®nykcyc
KOMMo3uumja e HajHenepcoHanHara — Kako
ready-made."® MyauykuTe npocegev
HacTaHyBaaT wnu ce cos3jasaar npeky
HEeKOoja yMeTHWYKa akuuja, Xusa unu BO
cnuka. BuayenHuTte, akyCTUUKUTE WU
aKUVWOHWUTE acnekTW Haj4ecTo cos3gasaat
eWHCTBEHO [JOXuByBarbe WTO Ce
pacnosHasa kako komnosuywja. Co
NpOLIMPYBar-ETO Ha 3BYHHUOT MaTepujan o4
OKOMUHaTa ce YMHU oHa WTo PobepT dunujy
ro 03HayyBa Kako 3aejHW4Ku cTas Ha
yMeTHUUUTE acouupaHun co dnykcyc:
UHTEepNpeTupar-e Ha ce Of] XXUBOTOT Kako
My3uka — "EfHO neTarbe Ha nenepytkara e
TONKY My3u4yka cnyyka KOMKy WTo e
KanereTo Ha egHa BofgHa cnasuHa."
HaenerysareTo Ha Cny4ajHOTO BO My3ukaTa
(BO ®nyKcyc UHaKy NpakTUKyBaHo He camo
BO akycTu4HoTO) Belue, npej ce, KejuosuoT
NpPUACHEC BO ABMXEHETO. Kako HajucTakHar
@KCMOHEeHT Ha aneaTtopHaTa cTpyja BO
My3ukaTa Toj AocnegHo ro cnpoeepysa



AnwaHoBMOT KOHUENT, OTBOpajku ja
KOMno3auyujaTa 3a 3syuuTe, WYMOBUTE WTO
Cny4ajHO MCKpcHyBaaT BO TEeKOT Ha
uasagbara, gogeka caMoTO KOMMNOHWpare
ro nogseaysa noa “cnyqajHute onepaumn’.
soBefgyBajku Tabenu 3a sapupare Ha
CTPYKTYpWUTE HanpaeeHu Bp3 OCHOBa Ha Ju
LivHr(KHurata Ha npoMeHuTe) Kou WTOo Ha
KOMMO3WTOPOT My OBO3MOXYyBaaT Hemewa-
b€ BO Mpawararta Ha u3bopoT u ro
cnpedysaaT Aa ro HameTHe CONCTBEHWOT
Bkyc. Cny4ajHocTa, HeogpepeHocTa,
HEeUMHTEeHLUMoHanHocTa, HesocpeaoTo4e-
HOCTa, NMPOMEHUTE, MOBEKECnojHoCTa,
B3aemHaTa NpOTKaeHOCT, Ce OHUEe MoAycu
wTo Kejuy rv npeTnocTasysa Kako YMETHOCT,
cnepejkn ro CUCTEMOT Ha opraHu3auuja Ha
npupoaara.

KejjoBaTa akTUBHOCT CUNHO I'M NPOTKajysa
UCKyCcTBaTa Ha OCTaHaTuTe 4YNeHoBM Ha
®nykcyc.Bo paHute 60-tu BpexT ja
UcTpaxyea My3uykarta npupoga Ha
06jeKTUTE U eAHOCTaBHUTE CIYYKU Kako
npowecyaneH KOHTUHYYM Ha cuTe MHUnaeH-
THU aKyCTUYHW U BU3YENHN MOMEHTU BO
nssepbeHaTa cutyaumja.Hecto natu Toa ce
6aHaHu eNemMeHTH WTOo ce 3aurHysaar go
pamMHULITETO Ha “cnyyyBare”liTO OTBOPEHO
ce Hyau Kako He-ymeTHocT. Bnusok ao
cny4kuTe Ha bpexT e Jla Mon JaHr. Ako 3a
Kejy ce penesaHTHM 3ByLUTE U LIYyMOBUTE
WTO Ce Cny4YyBaaT Kako Myauka (Ha npumep
HeroBaTta “silent piece 4'33" wTo TOj He ja
cthaka Kako TULLMHA, aMU KaKO HEOAMUHIIVB
HannmBe Ha 3Byuu u Wwymosw), Jla MoHT JaHr
0AM NoHaTaMy 04 CBETOT Ha YyjHaTa My3unKa,
BO OHa LWTO Ce A0XMWBYBA Kako "BuU3yenHa
my3uka" (Ha npumep “Butterfly piece”-
KoMNo3uuuja WTO Tpae Aoaeka egHa wnu
noBeKke nenepyTku He u3nesaTt Hageop 04
amMbueHTOT Kapge WTO ce wussBegysa
‘nepcdopmaHcoT”; UNM nak Herosute
KOMMO3WUMK 3a Kou WTo nybnukara pellasa
WTO € My3uKa 1 KONKy Tpae). Ha Toj HauuH,
yMeTHUUMTEe Ha dnykcyc gopmarta Ha
cBouTe n3senbu ja ceegyeaar Ha HeKoj
noTcTpek, (hparMeHTapHoO ynaTtcTeo BO
napTutypata 4ve gewudpupare dapa
aKTUBHO Y4eCTBO Ha u3segysayuTte. Bpexr,
BoTc 1 Ap. npakTukysane 4ygxu 36o0posu u
thpasu 4uja peanusayuja He e CTporo
oapeaeHa : “Event scores, TEpMUH CKOBaH
o4 BpexT, ' aHraxupalue n3seaysaqvTe Bo
akuumMTe Taka WTo ja ocTasale peanusa-
uujaTa Ha cnyykara oTBopeHa cnpema efeH
HeorpaHumyeH 6poj Ha KOMMNNEKCHU unu
£QHOCTaBHW, jaBHW UNWN NPUBATHU, UHAVBU-
AyanHu WNuM KONEKTUBHWU , MEHTaTHU Unu
hranykm nHTepnpetauun.”'’
YHULWITYBaHETO Ha YMETHUYKNTE KOHBEHLUK
W NPakTUKyBarweTo Ha “ He-ymeTHocT"
0cobeHO e HarnaceHa He camo kaj bpex,
TYKy 1 Kaj P. ®unujy n beH BoTje. ®unujy
OTBOPEHO ce 3anara 3a pa3BuBare Ha
‘anaTkuTe” Ha camocBecTa (a Toa Moxe Aa
tupat nepcdopmaHcuTe, Urpute, CnyykuTe,

XENeHWH3WUTE) NpeKy NpoMeHa Ha CTPyKTypa-
Ta Ha HaWuoT yM, CO pafocTa h KpeaTuBHOC-
Ta Aa ce u3ocTpysa Aapbarta 3a XKuseerse.
CMmeTajku paeka cekoj Moxe ga buge
YMeTHUK, ce 3anara npotus 6Mno Kaksea
cneyuwjanuaayuja u 3a pywerse Ha bapuepu-
Te: “‘noemata moxe aa buge ckynnTypa, Koja
WTO MOXe aa buae My3au4ka KOMNo3wu-
umja...""' OBa e CpoAHO CO CTaBOT Ha XUruMHC
Aeka "KomMnoanTopoT e MPTOB YOBEK ako He
KOMMOHWpa 3a cuTe meauymu’'?, BoBeayBaj-
KW ro TEPMUHOT “intermedia”, kapakTepucTu-
YeH He CaMo 3a Hero, TYKY U 3a ocTaHaruTe
ymeTHuun. [lopeka Ben BoTje Hu3 360p U
akuuja ja Bu3yenuaupa B3aemHocTa mefy
NUHTBUCTUY-KUTE cpeacTeBa WTO 1K
opraHvMaupaaT KaTeropuuTe Ha UCKYCTBOTO
U akyuvmMTe Ha YMEeTHUUUTE KOU WTOo
nocpeaysaar Mery rnegaqoT v BUAEHOTO 3a
[a ce yrosopar KyNnTypHUTe 3Hauera. Bond
®ocTen e aBTop WTO ro BOBe/e KOHLenToT
Ha p[ekonaxoTt BO dPnykcyc “Kako
CUHTEeTU3Upare Ha fecTpykTusHaTta/
KpeaTusHaTa AujanekTuka Ha 3anagHarta
enucTemo-noruja’’, coafaspajkn AeKonaxmu-
XEMNeHWH-31 Kako “opyxje” 3a nonuTuanparse
Ha yMeTHOCTa. "XeneHuH3uTe u cny4kute
(uenerse Ha AeKonaxku , NnakaTu, Kplere
Ha Tenesusop, AeMonupar-e Ha eaHa Kyka,
pywer-e Ha efeH sug — WwTo ocnobogysa
cneyncmyHa Pnykcyc My3uka) ce paMmkuy Ha
pecbepeHymja 3a UCKYCTBOTO Ha MPes3eHT-

MN3n0x6u 80 hokyc

HocTa. Mnepa4vyoT MOXe wnu Mopa aa
avhbepeHyupa mefy opMaTta v CoapXuHa-
Ta. YcornaceHute akuum Kou WTO Cce
oA6GUBHWM M 3acTpawysBaaT BO XWBOTOT,
YecTonaTu UMaar hacuMHUpaYKn ecTeTCKu
emMaHaluumn, Mako COAPXUHUTE UM KOHCEeK-
BeHuuTe Tpeba aga 6upgart oTdpneHu.
XeneHuH3uTe ro gosegysaaT TakBuoT
Kowmap A0 CBecTa , U30LWTPYBajKK ja Hea
3a HEeeKCNNMKaTUBHOCTA M 3a cny4ajoT.”*

MoeTukata Ha ancypaoT ocobeHo ce
OTKpUBaA BO akuuute Ha XuruHe, Ham LlyH
Majk, EmeT Bunujamc, AHgepcoH, co
npeagv3BnKyBarbe Ha HeBooOu4aeHwu
OAHecyBarba U KOpUCTEHEe Ha npeameTi,
KOMYHMKaLUWU U CNYYKN 0f CeKOojaHEeBUeTo
M 04 KYNTYPHUOT XKMBOT CO HarnaceHo
3acTpaHyBarbe, OTBOPEHO NPen3BrKyBajKu
ckaHgan. Cekasatata Ha Kejy 3a
nckycTBoTo co Ham LlyH Majk so 50-Te BO
Konor, MNepmanuja, pe4yuTo rosopar 3a
HeroesaTa KpajHa nyungHocT (HeHaaejHo
ceverbe Ha BpaToBpckarta Ha Kejy, KuHerse
Ha HeroBaTa obneka, peaneH crpas Ha
NPUCYTHUTE Aeka O6u MOXen fa CKOKHe
npeky eAeH OTBOpeH Npo3opeL 04 WecTuoT
Kar, NoToa HanywTarbe Ha npocTopujaTa, Ha
KpajoT SBOHEeHe Ha efeH TenempoH BO
npocTopujata co wro Majk rm nHhopmmupa
npucyTHUTE pAeka nepdopmaHcoT e
3aBpleH). HasusuTe U oaBuBarbeTo Ha
HerosuTe KOMNO3UUuW nocTasyBaart KpajHo

Ham Llyw Najx, Jac sepysam 8o pemikapraymja, 1993 / Nam June Paik, | believe in Reincarnation. 1993



N3n0x6M1 BO (DOKYC SRS IR et

nomecTtenu cutyauum (Danger Musik for Dick
Higgins: Creep into the Vagina of a Live
Whale, nnu HerosaTta “Cumcbonuja 6p.5", Ha
npumep). Co lWapnota MypmaH Kako
mHTepnpetartop, lNajk peanusupa MHOry o4
HeroeuTe "Sex musiks”, a npu ussegbara Ha
HeroeaTta “Opera Sextronique”so 1967 rog.
so Carnegie Hall, Bo Hbyjopk, AgBajuarta ce
yanceHu og nonvuyujara.

deHomeHOT Bojc Ha cneuynuyeH HayvH e
npucyTeH Bo dnykcyc. HeroBoto ®nykcyc
UCKYCTBO ce 6a3upa Bp3 BKIy4HyBareTo Ha
aKyCcTU4HWTE npouecu BO KoMNnekcHata
TpuauMeHsuoHanHa nepuenyuja. bojc
y4ecTsyBalue BO pa3nuyHu nepgopmaHcy n
cny4yearba 80 paMKUTe Ha ABWKEHEeTo, a
6eLue 1 opraHusaTop Ha OnyKCyc KOHUEepToT
Bo Ausengopd (1962). Ho Toj paHo Ke
pazeve efeH cneuuuyeH KOHUenT WTo ro
pasnukysa o CTaHAapAHOTO AenyBatbe Ha
®nykeyc. Herosute akywu ctaHysaat
noBeKke KOHLUM3HW, a CNy4ajoT He e Taka
HarnaceH KOHUENTOT Ha akywuTte ce
huKcupa Ha HerosaTa fIMYHOCT, WTO € BO
KOHTpacT co H6asuyHata PnyKcyc aHTu-
uHanBMAayanHocT. dnykeyc akuujarta cexko-
raw chokycypa Ha ceralwHocTa, Bo 6necHyBa-
HETO Ha E4HO KpaTKO crydyBarbe Unu Bo
MOHOTOHOTO W NHEeapHO NPUYBPCTYBaLe 3a
OHa oBJe v cera , BO AocajaTa Ha npowuvpe-
HaTa akuuja, goageka akuujata Ha bojc
NOEeHTUPa KOH MAHWHATA, BO O4eKyBatbeTo
Ha Hekaksa ganekycexHa npomexa. A, Toa
€ cocema pasnuyHo oz 3eH UCKYCTBOTO LUTO
dnykeyc ro npumi nocpeaysaHo o Kejy.
Toa v ro ofBojyBa ®nykcyc o4 OHue
MCKYCTBa (KOHLenTyanHarta u yMeTHocTa Ha
nepd)opMaHcoT) BO KOW LWTO UHaKYy napTuum-
nupan: Bo GryKcyc KOHUeNTyanHoTo mucne-
€ W eKCNPECUBHUTE MeCTOBU HUKOraw He
6une npusunernpandu. EkcnnosusHara cuna
Ha ®nykcyc ce A0MXW Ha penaTusHo
MUHUManHUTEe cpeacTBa. YneHoBuTe Ha
dnykcyc cBecHo ce guctaHuyupane o
ceKakBa eKCnpecusHa, KoHuenTyanHa unv
cumbonuyka petopuka.

dnyKcyc e BeK WcTopwja , nako Tpae Ao
AeHec. AKO OBa e efjeH napajokc, HULWITO
nomarsky He e napagokcaneH (akToT geka
OHa LWITO M YpUBaLLe CUTe UHCTUTYLIMOHANHN
Knacugukauyum cera Knacu4HoO My3eosoLKu
ce obpaboTysa. Mako, My3eonolikara npe-
3eHTaumja Ha heHomeHuTe Kako PnyKcyc
CKOpO e HeBO3MOXHa. Kako wTo 3abenexy-
sa XaH Mapk lMoeHco, uctopuwjata 3a
dnykceyc, Kako v 3a flaaa, Ke ro codysa camo
MuTOT. 3aToa WTO, “®nyKcyc HaBUCTUHA He
€ eAHO YMETHUYKO ABUXEHE, TYKY eaeH
CTaB Ha YMOT, He eiHa KOHCnupaTuBHa rpyna
Ha YMETHWULW, TYKY eKCTPeMHO cnobogHa
acouujauuja Ha ocameHuun v ayTtcajaepu
KOWLITO, Aaneky oA YMeTHUHYKMOT nasap,
namucnuja opmMu Ha ofgHecyBarbe U
Kpeayuuu WTO AeHec HMe MoXeme nep-
hekTHO Aobpo Aga ru onuweme Kako
yMeTHoCcT"®
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Exibitions in Focus Uanox6u Bo ¢hokyc

MAPUHA AGPAMOBMK BO MYIEJOT HA TPAJ CKOMJE

MPOEKTUPABE
HA
BUCOKA EHEPIUJA

UnTepsjy co
MapuHa A6pamoBHK

PasroBapana
Cy3ana MuneBcka

¢horo: Pobepr
JaHKynocku

00 22 00 28 ceiituemepu 1997 zoouna 6o Ckoiije, KaKo 20CHiUH HA
Myaejoiui na zZpao Ckoiije, zociiysaue Mapuna Abpamosuk. [loeoo
3a Hej3uHainia fioceiia 6ea upoexiwom “Mocii” u iipedasar-eiio
“Iepghopmupatko wieao " kou zu uzeeoe o Hapayka na Mysejoia.
IIpoekiwom “Mocii” ce cociioewe 00 08a Oeaa: 6udeo
UHCIanauujaiiia dociiasena
60 locliaskaia HoceeieHa
o ] Ha Pesoayyujaiia u HOB
= (koja @io0oazo epeme He e
oiiieopena 3a ilybaukaiua) u
ipoekyujaiia Ha UHIUEPAaK-
wiusHuou tpoexiu. Co osaa
uncinasayuja Mapuna Abpa-
MOBUK 3a Upe uai ce Upeiu-
ciiiasu co c60j upoexiu 60
Hexoja 00 opxcasuitie oghop-
MEHU Ha Upociwiopomi Ha
iiopanewna Jyzocaasuja 00
MOMEHIOW KoZa cu 3amu-
Haaa 00 Beazpao eo 1975
Zoouma, a 60€0HO € U Hej3u-
HOWIO Up8o upewciiasysarse
iio oceojyearseitio Ha 3aaii-
HuoW aae Ha Beneyuckouio
Buewnanae 3a 1997 2oouna
doodeneH 3a Hej3uHalia
deaecelli u UeWzZOOUWHA
paboiia Ha Uoaewo Ha
iiepghopmancoii u 6udeo
apinoud.

Paszosopoiu 3a “loaemoiiio
ciiakao” zo eodewe Cysana
Muanescka, kypawiopoii Ha
upoexiuoiu “Mociu”.
Mapuna Ab6pamosux e
pooena 6o beazpao, Jyzo-
caasuja, 60 1946 Zoouna.
Citiyoupaaa na JluxoeHnaiuia
axaodemuja 60 Beazpao (1965-
1970).

00 1973 waa e exay4end 60
600u apiu Oeuxcerseitio. Bo
1975 Zoouna 60 Amcitiepoam
3aUOYHA HeJ3UHAIUA AUYHA U
iipoghecuoranna peaayuja co

2



Nanox6m Bo hokyc Exibitions in Focus

A 1A A A )

\PUHA ABPAMOBUK BO
Yaaj co kozo paboiliewe 3aedHu4Ku fdepdopmancu u 6udeo
fipoexiau (“Ocaobodysarse Ha 2aacow” (1975), “Ocaobooysarse
na memopujaiiia” (1975), “Ocaobodysarse na weaowio” (1976),
“Bouwyeare/uzduwyearse” (1977), “Hemepausocia” (1977),
“Peaayuja 6o dsuxcere” (1977), “Penayuja eo epeme” (1977),
“Ceeitino/iiemno” (1977), “Ko M_\"Hll(‘ITlll‘lh‘{.; weao/Kanuianuc-
fuuko iwmeno” (1979), “Oomoplenepzuja” (1980), “Ilpemunyéatrbe
na noknoiiio mope” (1982-1986), “IMosuitiusna nyaa” (1983),
“Mooyc eusenou” (1983) u op.

00 1980-1983 uaitiyea 6o Lenitipaano Aeciipaauckaiaa Caxapa,
Tap u I'obu.

Bo 1988 zo0una 3aedno co Yaaj 2o ociiéapysa 20AeMuoul ipoexi
na Kuneckuoiu suo “Ipoweitika” 00 Koj fipousaezysa u 16 mm.
puan “Jbyboenuyu”. Ilo oeoj upoekiti Ho4nysa oa pabouiu
uHOUBUOYanHO U ociusapyea zoaem 6poj ilepghopmarcu u 6uoeo
fipoexitiu 00 kou iiosaxcku ce: 1989 - “Bpoooii ce dpasHu/ciupyjaia
naeaezyea”, 1992 - “Ciuanysajiu éudauea’, 1993 - "Buozpaghuja”
. 1994 - “Hayauonucitiunku”, 1995 - “Hucitierve na kykaiwa ", 1995
- “Yycitierse Ha ozaedaaoiio 1, 2, 3" . 00 1990 iiounyea oa iipedasa

#a JTuxosnuite akademuu 6o IMapus, Bepaun u Xambypz. Bo 1995
8o Myaejoii Ha Modepna ymeiinocui, O

opo, ce o0pxcyea
Zoaemaitia peiipociiekiiuera uanoxba “Mapuna Abpamosur -
objexiiu, ieppopmanc, sudeo, 36yk "(kypaiuop Kpucu Ajac) Koja
faiiyea 6o Eounbypz, Jdabaunn, Munxen, XpoHunzen, l'eniu,
JIuom...

C.M. : OBa MHTEPBjy € 3aMUC/IeHO KaKo efHa npoLueTka mery Asa
BUfa Ha METOAM Of KoM Ke Npomu3niesar npaillamwara. lpBuoT B1A
npatwarka 6y 61N OHOj XPOHOIOLKMOT, AOAEeKa BTOPHUOT 6u ce
ogHecysan noBeKke Ha KOHYENUWUCKNOT OJHOC KOH MefguymuTe U
TemuTe WTO Be npegu3Bukysane BO pas3niM4H1uTe nepuogn Ha
BalL/eTo TBOPELUTBO.

By 3anoyHana co npalare WTo ce 0gHecysa Ha KOHTEKCTOT -
6enrpagckata nMKoBHa cueHa BO CegympeceTTuTe, BO KOj ce
ogBuBawe Bawwnot npemMuH BO Kapuepara oj Me[UyMoT Ha
KN1acUYHOTO CMKApPCTBO BO HEKOM Jpyru, Ttorail ce ywre
HEUCTPaXKEHH, MKOBHM MCKa3n 1 Teputopuu. Kako gojae Ao 1oa
Hanywrarke He caMo Ha criMkarta TyKy U Ha camara npercrasa u
HejauHOTO 3aMeHyBare CO 3BYKOT, LUTO CMOPes Kpuecn Ajnc,
npercTasysa 3a4eToK Ha MPeMUHOT KOH npegopMaHcoT ?

M.A. : Toa HanywTare 6ele NocTanHo, Ho 3ano4HyBa MHOTY paHo,
yLITE CO TEMUTE BO CaMWUTE CIUKH.

MpBO WTO NOYHAaB Aa crvkam 6ea MoUTe COHULITA. Toa ro npases
TaKa LTO CNMKas camo Bo Age 6ou: cuHa u 3enexa.Og Toa speme
npouaneryea v egHa noadasa, kora caTue Aeka ceeTnmHaTa Tpeba
[a wanerysa of cnvkarta, geka camara cnuka Tpeba aa 6uae
HOCUTen Ha ceeTnuHara. MNoaouHa Toa ro NoBp3ae Co MKoHaTa, a ro
Hajao. v Kaj laH ®nasuH Koj cBOUTE Aena Co HeOH rv NoBp3yBa Co
cBETNMHATa BO MKoHaTa. MHory 6ele vHTepecHo Toa npobnec-
HyBabe: Kako aa belwe o461ecoK Ha gywara. Toa Tpebawe ga buae
KoHAeH3upaHo Bo 6ojata. Kako Moxe criukarta Aa 3pa4qu co
CBETNMHA MU Gelle MHOTY BaXKHO YWTe Ha LecHaeceT roAgvHu. A
TOraw, 0/} BHaTPELUHWOT Ce CBPTUB KOH Ha4BOPELUHUOT CBET. Mo4yHa
CUNHO Aa Me MHTepecupa HeKoj BWA Ha cypoBa peasnHocT. EpeH
nepvoa noTnonHo 6es ob3emeHa o ronemuTe coobpakajHu Hecpeku
Ha kamMuoHu. OHWe ronemMu 3eneHy CoLmnjanucTUHKn KaMmmoHu Kou

MU M3rneaaa Kako Hekomn nHcekTv. Oes No NONUUMCKUTE CTaHULu
1 6apaB Aa B14aM BUCTUHCKM HECPEK Ha TaKBW KaMUOHM - NOTMOSHO
yHULWTEHN o4 HecpekaTta. bapas Aa me ofseaar Ha camoTo MecTo
Ha HecpekaTa 3a Aa Hanpasam ckuuw wmnu doTtorpadmm. Kako
peaynTaT Ha Toa HacTaHaa OrpOMHU CIMKU: MHOTY Cakas Aa Crivkam
CNVKM LITO HE MOXam aa rv ondartam co palimpeHu paye, C/iMku Bo
KOM MOXaMm Aa Bnesam uenarta. ®uanyku aa cym Bo cnvkara. Ce
pasbupa, Toa bewe (UHAHCUCKU HEU3BOANWBO 3@ MeHe BO Toa
BpeMe, na co npujatenuTe Kpagesme ynoTpebeHn Kynucu og
TeaTapcku cueHorpapuu.

Bo efgeH MOMEHT rocakae ga Buaam Kako 6w warnegan
CYAVPOT Mefy Taa peanHocT U MOjoT ceeT. 3atoa 0TMA0B BO
NpoAaBHMLA 32 AETCKU UrPaqKu U KYNuB Manu AeTCKN KaMmoHYuba.
M 0A4HEecoB Ha aBTONATOT U 'V CTABUB NOA TpKanara Ha ronemurte
KaMWOHW W rNefAaB Kako Ke rv yapu ronemmoT KamuoH. Ho wro ce
cnydyeaiwe? PeAoBHO ManuTe KamuoHu ocTaHyBaa HEeoWTeTeHw.
Toa cTaHa TemMa Ha MouTe CNMKKU Koja 6p3o ja ucypnes. loToa ce
CBPTEB KOH HEB6OTO, NOYHAaB Aa criMkam obnauyy u Hoseuku Tena. n
camMyTe YOBEYKM Tena HanukyBaa Ha nejsaxu, HMKorall He um ce
rnepaa nuuara, TyKy npeo notceTyBaa Ha pekw, nnaHvHW, 3a Ha
Kpaj Aa ctaHaTt cocema amMopgoHm, ancTpakTHU, Kako obnauu.
Cnukas 4YeTupu Buaa obnauu: obnauu Kou cexoraw 6ea Ha Hebo,
obnauu Kou goaraat, MMaB npoekuuja Ha obnauw o sceneHara u
obnauwm - UpHU Aynku kou 6ea aHTMobnaum.

Toraw ce cny4uw M npeaTta uanoxba Ha rpynata
“[Opanrynapuym” Bo CTyAeHTCKWOT KynTypeH ueHTap. WpejaTta
Gelwe cekoj aa AoHece No Hekoj 06jeKT WTo ro uHenupupa npu
paboTara, a Koj He ce rfieAa Bo camuTe gena. EsreHuja [leMHu1eBCKa,
Ha npumep, ja AOoHece BpaTaTa 04 CBOETO aTeree WTO ja
WHCMpUpana goAeka ce 0TBopa M 3aTBopa. YMEeTHUKOT [prers
noHece efHo Kebe co Koe ce NoKpvean cekoraul npej Aa paboTu v
sacnusan. 3opaH MonoBuk goHece paano uaejku cekoraw goaeka
paboTen cnywan pagvo: Ha caMoTo OTBOpakbe TOj OTMAE BO paguo
cTaHuuaTa 1 oTTamy ja oTBopalle u3noxoarta, a Hue ro cnywasme
[AMPEKTHUOT NPEHOC Ha HEeroBOTO paguo.

Jac uanoxwe Tpy 06jeKTy WTO rv Hapekos obnauu. MpsuoT

obnak BcylHOCT Gelle Kukupuka npobogeHa co urnudka, manky
opaanedveHa o4 sWAoT Taka WTo pnawe ceHka, a HacnosoT bewe
“O6naKoT ¥ HeroBaTa ceHka”. BropuoT 0bjekT Gewe KpP3HO 04
oBla 1 Toa bewwe BTOPUOT 06NakK, a TPeTnoT 6Gele HeKoj meTaneH
6poj, 345, WTO ro cUMHaB 0f eaHa 3rpaja. Mo Taa nanoxba moute
CMUKM CTaHaa NOTNOMHO CUHKM, 683 HUKAKBU 06jeKTH.
Moxxebu HajouTeH MOMEHT 3a NPOoUecoT Ha UCHesHyBarbe Ha MOjOT
MHTepec 3a cnukarta belwe Kora Hekaje Ha Mope Ha HeboTO
340rneaaBs BOEHV aBUOHW WTO npasea UpPTeXu kou seaHall
ucyesHysaa, a He60TO NOBTOPHO OCTaHyBawe YMCTO Kako Ha
noyeTokoT. Toraw pewus Aa No4Ham ga rv npasam npoekTuTe, Aa
npecTaHam Aa CriMKam 1 Aa rv Kopuctam OrHoT, BogaTa, BO3AyXoT,
BUCTUHCKM OCTPOB, ia F'M KOPUCTam OCHOBHUTE enemeHTW. Bo npso
BpemMe He 3HaeB Kako /ia r1 u3seAam, CuTe The 3aM1CIIeHn NPoeKTw
Gea BO OrpoMHY pasmepy. Toral 4o6uBs uaeja Aa noyHam 4a paboTam
co 3Byk. EaHa of naeute Gewe ga ce nocrasar 3By4HUUW Ha MOCT
CO 3BYK, Ha MOCT WTO ce pywu. Toa felwe naejata geka kKora
BU3YESIHO K& CU NPeTCTaBull HewWTo Toa HaBUCTWHa noYHysa Aa
NOCTOMW.

Toa wTo T ro 3abenexa Bo TekcToT Ha Kpucu Ajnc e
HaBWUCTUHA BaXKHO, jac BO nepgopMaHcoT A0jA0B NpeKy 3ByKOT.
3ByKOT Me AoBefe 40O TenoTto. Taka, puTMOT BO nepcdopmaHcoT
“Putam 10" co HOXeBUTE Me AoBeae Ao ynoTpebara Ha TenoTo.

C.M. : [MepchopmaHcOoT npeTcTasysa NPUCyCcTBO Ha yMETHUKOT, ‘na
ce buge Tamy” BO UCTUOT MOMEHT Kora v nybnukara, 3a pasnnka og
crmKkaTa Koja MoXe ga buge uanoxxeHa He3as1CHO 04 NpUCyCTBOTO



Ha YMETHUKOT. KOJIKY TOa U3/10)KyBare Ha CONCTBEHOTO Tes10 3Ha4u
maeHTugbmkaymja, hpopmumparbe Ha yMeTHUKOBMOT CyBJeKT nnv nax e
Camo MOBTOPHO M3NoXyBare Ha cebe cu Kako 06jekT?

A e

M.A.: Bo nepchopmMaHcoT MHOry e BaXKHO oHa “osae” u “cera”. Toa e

MOMEHTOT Kora ce cosgasa efjHa nocebHa KOHCTpyKuuja co Koja
cyb6jeKTOT M 06jeKTOT cTaHyBaaT e€f4HO WUCTO, Toa € eaHo
obeaunHyBarbe, eagHa ceanba mery cybjekToT u objekToT. Toraw
3ano4yHyBa efHa KOMyHUKauuja U pasMeHa Ha eHeprun mery
rneaaqvoT M yMeTHUKOT. MHOry e BaXKHO YMEeTHUKOT Aa buze oTBopeH
Kako 6u moXen aa upnu eHepruja og nybnukara, 3a Aa MoXe ga rv
[oBeAe CBOUTE rpaHvum Ao Makcumym. AKo He Me rnefa nybnukara
jac He usseaysam nepcopmaHc, Hemam npuymnHa. Toa e UCTO Kako
CO cfuMKaTa Koja ja gasalwl Ha nybnukara, ako Hema Koj Aa ja rnega
TV HEMaLL NpUYuHa Aa ja coszgagell. Jac Ha nyénukara v ro gasam
nepchopmaHcoT, moeto Teno. MHory e BaxHO npu nepdopMaHcoT
Aa cv NpucyTHa U (PU3UHKK U MEHTanHo, Toa e pasfukara co
CNUKapCTBOTO Kafe YMETHUKOT HE MOpa BOONLWTO Aa NpucycTeysa
Ha uanoxbara, ugejata so nepopmaHcoT e aa bugew yenocHo 8o
TOAa, a He camo huanyku, a co mucnuTe Bo XoHr KoHr. Mopa npu Toa
Aa ce co3page efHoO MarHeTHO Mnone, ako Toa ro Hema Toa 3Ha4u
AeKa KOnoTo e 0TBOPEHO, AeKa NnocTojaT uaneau.

C.M. : UHCTUTyumoHanu3npamwerTo Ha TenoTo co nepgopmaHcoT
MCTOBPEMEHO 3Ha4Yu 1 HeroBo NMPeTBopare BO ready made NPexy eAeH
ucka3s - nepghopmaTms Koj Brivjae Bp3 npmusatHocTa. Koj og Bawunre
nepgopmarHcn 6u 6un nps, ganu Toa nogpasbupawe u
UHCTUTYUMOHASTHO Npe3eHTuparse ?

M.A. : CurypHo, HEONXOAHO € Aa ce uMa oapeaeHa nybnvka crpemHa
Ha rnegarse nepdopmaxc. Jac n goma cyMm npasena Hekou npobu,
HO HYXHa e nybnukarta. 3aToa Kako Npe Ke ro Hasejam
nepcopmaHcoT “Putam 10" nseegeH Ha cectmsanot so EQuHOypr
Kaje WTo ja No4ycTBYBaB Taa eHepruja u feka camo Taka Moxxam
Aa paboram. Toa e OHOj 4eKop o4 NPVUBATHOTO BO jaBHOTO, Of OHa
Mano, HUCKO jac BO NOBMUCOKO jac, OHa jac WTO MOXKe Aa ro Hanpasu
OHa LWTO NOManoTo jac He 6u Moxxeno. Bo Taa jasHa cutyauyuja Moxe
[a CTaHew cynep4oBeK: KoMKy noseke nybnuka, Toa noronema
TpaHcdhopmaymja. YwTe [duwax Tepaewe geka u nybnukarta Moxe
na buae kpeatueHa. BeywHoceT, u camarta nybnuka ja ryéu ceojata
npyvBaTHOCT, U Taa mopa ga 6uae oBae W cera, Hema MUHaTo U
naHuvHa. Taka ce HaofaTe Ha Hekoja gpyra Teputopuja. Kaj meHe
NoCcTOM M e4ieH APYr MPOLEc, Ce OHa WTO MU Ce CRyyyBa MHTUMHO Ha
npuBaTHa OCHOBA jac ro NpeTsopam BO jaBHO W yHWBep3anHo. Taka
MOETO pasgenysare co Ynaj wro e egHa HajuHTumHa paboTta
ofie[lHal cTaHysa MOAen 3a cuTe pa3genon Ha pasnuyHun nyre Kou
MOXaT BO TOa Aa Cce NpoeKTupaaT Kako BO orneaarno.

C.M. : Kako 6u ce ogpeguna BpegHocTa Ha Tve gerna Kou Beke ja
HagMuHyBaarT rpaHuyara Ha oHa LITO e eCTeTCKO M Hasrierysaart BO
cghepara Ha eTMHYKOTO, u3nerysaar 04 pamkara u Hasserysaar BO
XnBOTOT?

M.A. : Jac Hemam 04roBop Ha Toa. 3a MeHe J0Op0o YMETHUYKO Aeno
MOXE [a Ce Hapeye camo Kora ro npeAusBrnKyBsa HyBCTBOTO WTO o
MMame Kora Bnerysame BO pectopaH, Hapadysame W BO eZeH Mo-
MEHT UMaMe HyBCTBO AeKa HeKOj ceav 3a Hac v Hé rneaa, ce BpTuMe
W rnegame geka Hekoj HaBuCTUHa He rnedan. Toa YyBCTBO WTO Te
Tepa Aa ce CBPTULW ro 6yau u 4o6poTO YMETHUYKO Aerno, Ho Toa He
e ecTeTUka, Toa € HeKOoj ApYyr BUj eHepruja: Taa nocTtou Bo
nepcdopmMaHcoT, BO adpuKaHCKUTE CKYNNTypW, Kora ro rnejgat
POTKO, Kaj HA3a YMETHUUM KOW NpoeKTupane BUCOKA eHepruja Bo
cBOUTE gena.

C.M. : Cera 6u npemuHana Ha oHoj cnoj Wro 8o Bawure gena ce
jaByBa mery nepghopmaHcoT u BugeoTo. TOKMy CO MeguyMoT Ha
BMAEOTO U peasiHo ce nojasysa yLuTe efeH Cy6jeKT: Kamepara-0ko
koe rocpegysa mery nybnukara un nasegysador. OHoj wro rneaa



_W3nox6m BO QOKyC

seKe He & 08/Je. HeroBoTO MPUCYCTBO € 04NoxXeHo. flanu Toa
YyBCTBO BNMjae BP3 yMETHUKOT Koj Tpeba fa u3sene nepgopmaHc
¥ Kako ce cTumynupa nybnukara?

M.A. : Tyka uma HeKonky cnoesu. Bo No4eToKOT BUAEO Kameparta
cnyxele camo 3a AokymeHTayvja. Og kamepmaHoT camo 6apas aa
ja HamMecTM KamepaTa 4 Aa uanese oj npoctopujara. He cakas
HUKAKO Aa Brvjae BP3 CHUMKATa, CO HWKAKOB pes, 3ym unv
ABWXerbe: maTepujanoT mopauwe Aa 6uge 1:1 BO ogHOC Ha
peanHocTa. 3Ha4u CTaTUyHa Kamepa WTo camo ja perucTpupa
peanHaTa cutyauuja. Bo geHewHo speme TaksuTe NeHTn umaat
eAVHCTBEH [JOKYMeHTapHa (byHKuuja, HO ce HeynoTpebnuen 3a
rrefarse: YXXacHo ce AocagHu

W CO Nnow KBanuTeT. 3aroa, Kora gpXam npegasarse of AecetvHa
caTu maTtepujan ynoTpebysam camo no egHa MUHyTa. Bo
OCyMAeceTTUTe rOAUHI, Nopaau MMMUTaLmjaTa Ha TenoTo, kora Mopa
Aa ce 6uae UCTOBPEMEHO Ha HEKONKY MecTa, M1 Ccé HameTHa eaHa
apyra notpeba, Aa nsseaysam nepopmarc npej kamepa Bo CTy-
AVO, UCKAY{MBO 3a MeanymoT. Toa e cocema nouHakos npucran,
Mopa ga ce opraHuaupa CTyAuo, CHUMare, Aa cé ocmucnart CcuTe
TeXHWHKU U eCTETCKUM MOMEHTM 3a Toa BUAEO Ha Kpaj Aa Moxe Aa
tyHKUMOHUPA HamecTo Tebe, Kako nepgopmaHc. Toa He ro
VCKy4yBa nepopmMaHcoT, Toa e camo BTOp Hajaobap usbop. Tyka
TW BEKe He CW MPUCYTHa, a cenak KoMyHuumpall npeky BuAaeoTo.
Ona “Tyka" 1 “cera” He ce rybu TyKy camo ce 3emMa MakCuMymoT O4
efeH apyr meguym. Toa e camo eneKTpoHCcKa 3ameHa. Taka 6ewe
HanpaseH BWAEO apToT “Kpomua’, jac He cym oBge, Toa Aeno
BOOMWITO He e u3sedyBaHo npep nybnuka, a cenak Moxew Aa
Breaell BO Taa ApamMa, Aa ja novyecTeysall uctara eHepruja, 6apem
MUCrnam Aaeka ycneas fa Hajaam Ha4duH aa ro octeapam Toa.

Bo aenoto “MomMerfy”, nak, nyénvukara noTnuiysa 4orosop co MeHe
AeKa Ke ro uarneaa uenoTo suageo 6es aa ja Hanywtv npoekuujaTta,
[eKa Ke M1 1o Aaae CBOeTO Bpeme, a jac ro Aasam MoeTo Aeno: Taa
ja Hema ceojaTa cnofoaa ga OAnydyBa KONKY MUHYTK caka Aa
oArnesa, vy BOONWTO HemMa A4a ro Buav AenoTo uim Ke mopa garo
oAarneaa ueno.

Jac He fo3BONyBam Ha nybrvkara aa suan camo eaHa crimka. Taa
Mopa fa y4ecTsysa UCTO KOMKY W jac.

C.M. : CopaboTkaTa co Y naj 3Hajqelue BHeCyBare Ha 8TOp cybjeKkT
BO CaMuOT NPOLEC Ha COo3haBarbeTo Ha AenoTo, a He camo npn
pevenyujara. [pu Toa npobnemarrkara Ha MaLKn/ KeHCKIM MPUHLAI
ce HameTHa MHOry npes AeHewHnoT npobus Ha oHa LWTO BO
Teopujara ce HapeKkysa gender studies. Kako rnefaw Ha toa geHec
KOra co (heMMHUCTMYKATa Teopuja n NKoHorpagmja Tne MpuHYUnm
CTaHyBaar JOMUHaHTHa Tema?

M.A. : To4HO e Toa geka Toraw Toa He Oewe TONKY akTyenHo.
CaMmoTo 3ano3HaBakbe co Ynaj fojae Bo eAeH BUCTUHCKN MOMEHT
BO MOjOT XWBOT W Kapuepa, Kora jac Aojaos Ao HeKoja rpaHuua Ha
CaMOYHULITYBaHe CO OH1E OnacHu nepcopmaHcy. Toraw cakas ga
0/aM cé noAanexy, MMas HeKoj haHaTnaam KOj Me goBefe v A0 OHa
ryberse Ha cBeCTa BO see3jaTta. Kora ro cpeTHas Ynaj BUA0s eaHa
MOXHOCT 3a OTBOparbe, r’m WM3BeAOB OHWE Tpu fena Ha
ocnoboayeare: ocnobojysare Ha rnacoT, Ha TenoTo, Ha
Memopujata. Bo Toa Bpeme M BO MOJOT W3rneg v BO MouTe Aena
KapakTepucTU4YHO Gelwe Toa WTO AOMUHMpalIe MawkaTa, a He
xeHckaTa eHepruja. Kora ro 3anosHas Ynaj Toj paboTewe TOKMY Ha
Toj Npobnem: umaile egaHo Aeno Bo Koe ce rnojasyea Kako ABojHa
NUYHOCT: NONOBUHA NuLEe My 6elue HalWMUHKaHO Kako Ha )XeHa, co
fonra Koca, a Ha gpyrara nonoevHa uvmawe bpafa u KpaTka koca.
Toj BepojaTHo BO cebe rv bapalue asata nona. Kora ce 3anosHasme,
cchaTveMme AeKa jac Moxam Aa Guaam XKEHCKMOT Aen. Taka, Taa
cUMBMO3a Ha XXEHCKO 1 malko Tpebale ga ro oTeopy U HaaMuHe
eroTo; 3a TvVie ABaHaeceT roAvHKU HWKOoraw He noTnuwasme efHo

J1leno camo CO ef4HO MME U HUKOral He pacnpasaBme Yve e Hekoe
Aeno. Toa 6elwe HeKoj BUZ YMETHUHKM XxepmMacdpoanT. Toa Kako ga
6elwe nuoHepcka paboTa Ha OHa WTO AeHEeC ce Hapekyea npobnem
Ha NonoT. Hue ylwTe Toraw ri UCTpaxysaBme cUTe TUe napajokey,
HO BO HalLeTO A4eno A0jA0BME U A0 HUBHATA rpaHWLa WTo AoBEAE U
[0 Taa gpamatidHa pasgenba Ha KUHeckuoT sua. OTTamy Beke
Hemawe kage noHatamy. Bea ucupneHu cuTe MOXHOCTM. Kora ja
BMAOB Taa rpaHuLa jac TPN roAUHU HEe MOXEeB Aa Cu ro NpusHaam
Toa, He cakas fa ro npudatam nopasoT. [la ce HanywTh CBOETO ero
3a meHe belwe Hamop Aa ce OAW NOBMCOKO, 3aToa Kora Tpebalwe
NOBTOPHO Aa ce BpaTam Ha camocTojHa paboTa Toa ro noYyecTsysas
Kako Nag, Kako Bpakarbe KOH OHa MeCTO O/} Koe CyM noYHana, a jac
CeKoraw cakas A4a OAiaM LTO NOBUCOKO... MHory Bpeme My Tpebalue
fa ccatam geka cenak He ce BpaKam Ha UCTO MecTo, AeKa jac CyMm
ce npomeHuna... bes Bo ucrara peka, Ho Boaata 6ewe apyra... 3a
meHe ronem yuuten bewe LloH Kejy: Konky xapmoHuja umawe o
HEroBUOT XXMBOT U HeroBuTe gena. 3a Hero fewwe MHory BaXKHO Aa
HE Ce XpaHu CONCTBEHOTO ero W eAHa AeTcKa OTBOPEHOCT. MHory
yMETHWLM npasaT 3aTBOP Of CONCTBEHOTO TBOPELWTBO. 3a meHe e
Ba)KHO CeKorall Aa rv npobveam CONCTBEHUTE rPaHnyy, aa MoXxam
cebe fa ce naHeHagam.

C.M. : Bpckara co Kejy nocTou 1 peKy TBojoT MHTepeC 3a Apyrute
kynTypu. Bo egeH nepuog Kora cute yMeTHAUM ro Hanyu Tuja
nepghopmarcoT Toa He GeLue cy4aj v co Bac?

M.A. : Kora cuTe ro HanywTuja nepopMaHcoT 1 ce CBPTHUja KOH
objekTuTe Mopalle cenak Aa [ojae v [o Hekoja npoMeHa.

Bo TOj Nep1oa 04 KpajoT Ha CeayMAeceTTUTe CUTe YMeTHWLM Kako
Aa noyHaa Aa cnukaat nepopmaHcu, Kako Aa He moxea Aa
oarosopaT Ha nperonemute 6aparba Ha nepcopmaHcoT. Jac
noHeKorall Benam Aeka MHory notuv nepdopMaHc yMeTHUUM cTaHaa
notwum cnvkapu. 3a mexe nepopmMaHcoT HUKoraw He [nojae Ao csojoT
AVMUT, HUKOraW He Gele cocema UCUpreH i Taa npomeHa Geuwe
nomarnky TaxHa.

Bo Toa Bpeme Toj 6eLle 03Ha4eH CO UCTPaXKyBarse Ha TenoTo, HO He
1 Ha AyxoT.

Kora ce cnyuy Toa HanylwTare Ha nepthopMaHcoT jac v Ynajnsnesor
ro 6apasme BO npupogara. OtnaTtysasme 3a ABcTpanuja, BO OHOj
HajMUHUMATNNCTVNYKN Nej3ax Kaje WTo HABUCTMHA Cu cam COo cebe.
Toraw Ao0j4OBME A0 TOj MEHTaneH acnekT Ha TenoTo Koj cTaHa
HajaHa4yaeH 3a Hac: CUTe Pasnu4HW acnekTu Ha Tenoto Kaj
abopuynHuTe, TubetaHuuTe, JarnoHUWUTe KOU ' 0TKpUBABME U Npexy
HuBHaTa hunocochuja HK Nokaxa Konkasa obnacT e T0a, AeKa Hue
BO NPETXOAHUOT NEPVOZ Camo CMe ja HauHane, nocebHO MEHTanHUoT
acnekT Ha TenoTo. Taka aojae Ao nepdopmarcot “MpemuHysarbe
Ha HOKHOTO Mope” WTO 6elle UCTOBPeMEHO 1 OAr0BOP Ha cuTe WTO
Hé npawysaa fanu cnvkame cnvkun: aa, Toa fewe Hawara xvsa
cnvka, Cé ywTe Me UHTepecvpa WTo e Toa rpaHuya Ha TenoTo v Ha
MeHTanHaTa cBecT. 3aToa ce CBPTUB Ha UCTOYHATa CTPaHa, mojaTa
3anagHa TpaguLvia He M1 jasa 4OBOMHO OATOBOPW Ha TOA Npatlarbe.
3emam 0 UCTOK W gasam Ha 3anag. Cekorauw fo6uBam 04 UCTOK, &
3anag Mme ucupnyea.

Op abopuymHWTE ro 4OOMB OHOj KpaeH penarususam, Kaj HMB Hema
MUHATO U MAHO BpeMe, cé e cera v oege. UcTo Kaj HUB Hema 360poBU
3a fa v He.

C.M. : fanun 61 MOXeso [a ce Kaxe geka focTojar HajageKksaTHu
Meauymu 3a ofpeaeHa Kyntypa?

M.A. : Jac MeauymOT ro 6upam BO CAMUOT MOMEHT, T0a € Kako pobap
KyBap BO KyjHa, HUKOrall Hema HeKoj peyent. Jac cakam ga ri mewam
cUTe MeauyMu crnopej notpebure.



C.M. : TpaH3nTOpHUTE O6JeKTM LUTO M M3NOXKYBaTe MoCneaHNBE
roguHn npetcrasyBaart NpemMuH 0f efAeH 8O APYr NPUHUKMN Ha
MHTEpaKyuja: 04 U3M0XyBare Ha CONCTBEHOTO TENO 1 NPoBoUMpParke
Ha nybnvkarta Ha uHTepakymja 4o o4ekysare og nybnukara ga ro
BII0)XXH CONCTBEHOTO TE/I0 BO O4PE[EH0 BpEME...

M.A. : MeHe oTceKkoraw Me nHTepecupalle Tpadcdopmauyunjata toa
Hajgobpo ro cdatus no “KuHeckuor sua”, nocebHO BO
nepcopmaHcuTe, HO UCTO Taka chaTuB Aeka cenak nybnukara Hu3
Toa MUHYBaWe nacusBHO. 3aToa noyHas ga ru npasam Tue
“TPaH3UTOPHU 06jeKTN” KOW HUKOraLl He Mi HapekyBam CKY/NTypu.
My6bnukaTa Tpeba npeky Tue 06jekT Aa Aojae A0 CNUYHU UCKYCTBa
Ha MOMUTE, a BO OHOj MOMEHT KOra Toa Ke ce 0cTBapy camuTe 06jekTu
BEKe He ce noTpebHu, moxar ga ce oTcpnart. Toa 6ewe NpemMuH 4o
efeH KpaeH Bu Ha uHTepakuuja wro gojae co “Momefy” kage wTo
nybnvkarta Beke Hema u3bop ganu Ke ri ctaeu “desnute” (eaeH oA
TPaH3UTOpPHUTE 06jeKTU) KOra efHal BeKe Ke ro nornuwe
[0rosoporT.

Bo NoYeTOKOT KpUTUKATa MMaLLe roNem OTNOP KOH TPaH3UTOPHUTE
06jeKTi, KOH Toa AeKa MaTepujanoT cTaHan BaXKeH 3a meHe. v
HapekyBaa “new age”, “spiritual™ “spooky”, “witchy"... OcobeHo kora
[0jaoa 1 “power objects”. 3a MeHe, nak, Toa 6ele cocema HopManHo
Haf0Bp3yBarbe: OHa WTO bewe ‘ymeTHMKoBo Teno" (MOeTo Teno) Ha
OHa LWTO ro Hapekysam ‘jasHo Tes10” (TenoTo Ha nybnukara).

Bo oBue 06jeKTun nocTojaT ABa BuAa: ‘objekTu 3a Hoseyka ynotpeba”
Kou MOXe Aa v ynotpebysa nybnukarta u ‘o6jekTu kou He ce 3a
yoseyka ynorpeba” - HameHeTH 3a ynotpeba of cTpaHa Ha
HeBMANMBOTO. Kaj MeHe cekoraw nocTou Taa pasnvka mefy
MarepujanHuoT U HeBWANMBUOT CBET. Toa ce Ha npumMep Asarta
cTona: e4HVOT Ha KOj MOXe Aa ceaHe cekoj oa nybnukara, a ApyrvoT
CTON KOj UMa cegym MeTpu, BefHall [0 Hero, e 3a Herosara Jylwa.

C.M. :[lo npoekToT u3segeH Ha BeHeyuckoTo bueHane ‘bankaHckn
6apok”, a n oBoj cera so Ckonje, 4ecTto Bu ro nocrasysaar
npawareTo 3a BalmoT 04HOC KOH aHraXxumpareto Ha yMeTHUKOT
Ha Koe ogroBapaBTe fJeka 1oa Ce MPOeKTH Kou Hemaart TONKy
aHraxupaHa rnopaka Kosky LTo ce iMyHu. 30To?

M.A. : Jac cekorauw ce nnawam gexka MoXe Aa ce Cny4v yMeTHUKOT
[a oaroeapa Ha TemaTa Ha [AeHOT, Kako Bo BecHuuute. Mucnam
Aeka eAHO Aeno mopa Aa CoOApPXu MHOry Crioesu Kou MoxaT Aa ce
KOpUCTAT MOCTOjaHO, BO pasnu4Hu Bpemutsa. Mapcen [uwaH e
Hajgobap npumep 3a Toa, HEeroBuTe gena ce Tonky 6oraTu co
3Hauerba LWTO BO CeKoja AeKaa TOj Ce TOMKyBa Ha pasnuyHi HaunHu
KoM ce ajeKBaTHu Ha Toa Bpeme. Cera 4uTas Hekoja cocema
pas3nuyHa uHTepnpeTauvja o4 oHaa Ha LUsapl. YMeTHUKOT uma
noBeKe WaHcK [a npexusee ako uma noeeke cnoesu. 3aroa ce
nnawam 0f Taa aHraXXupaHocT BO ymMeTHocTa. 3atoa W He cakas
oHa Aeno Ha BeHeuuja aa ro Hapedam “Jyrocnasuja” TYKy ro Hapekos
“BankaH bapok”, co Toa cakas ga My gajam egHa nowupoka,
rnobanHa gumeHsunja. Cenak mucnam geka Hajaobpo e cekoj Aa ro
paboTv OHa 3a LITO Ce ONpeAenin, Kako LTo nekapoT nedve neo,
YMETHUKOT co3faBa yMeTHoCT, paboTtu co ceon cpeacTea. Mucnam
[eka Taa “aHraxupaHocT” ro yHuwTK bojc, kora no4Ha ga ce 6aeu
CO COUMjanHUOT aHraxkmad Toj ce uarybu cebe cu, mucnam geka Toa
ro ybw Ha kpajoT. Toa e gpamara Ha aHraxkupaHocta. MaTuc Bo TEKOT
Ha uenarta Bropa cBeTcka BOjHa CNuKalue LBeke.

C. M. : Kako gojge 4o npomeHaTa BO KOHLUeNnToT Ha npoekToT “MocTt”

B0 Mysejot Ha rpag Ckonje koj npBobuTHO 6eLue 3amnceH Kako
Asa crtonba co o nNer MOHUTOPKM Ha Kou Tpebawe ga ce
npukaxysaat npoekTute “Yucrewe Ha orneganoro 1m 2" un
rpoeKymja Ha MHTePaKTUBHUOT Buaeo npoekT “Tomery”? fanu Toa
€ MoBP3yBarbe Camo Ha Pas/INYHUTE KyNnTypu Nnv n Ha pasnmyHuTe
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nepwoau og Bawmot xusor?

M.A. : Uenarta ugeja ga ce gojge osge 8o Ckonje u cooqysar-eTo
co Toj 3abopaBeH cknajg Ha ucTtopuwjata mMe NOTTUKHA Aa ro
pacnap4yam Toa ““Yucterbe Ha orneganorto” 6uaejku u camarta
UCTOpMja e Taka pacnapyeHa. Vimas Taksa cunHa notpeba og Toa.
Kora #0jaoB pexkoB “BO pef, NeT MOHUTOPW OBAE, NeT Tamy”, Kako
wTo Gewe AOroBopeHo... Toraw caTus Aeka Toa e noTnonHa
6ecmucnuya. [leka BACTUHCKUOT OArOBOP Ha Lienara cutyayuja e toa
pacnap4yysarbe Ha TenoTo. Jac cekoraw cakam ga paboram co
nokauujaTta, AMPEKTHO Aa pearupam Ha npocTopoT. oTnonHo
MHTYMTUBHO Kako OBAE, CeKoralwl octasam MOXHOCT Aa ce Cy4yu
HeWTO APYro Of OHa LWTO CyM ro NPeAnoXuna, oHaka Kako LWTo
Mopa 3a egHa u3noxba u MHCTUTYUMja Kako mysej. Toralw Kora
[0j40B NPBUOT NaT BO TOj A4eN Ha My3ejoT Taka ce Bo36yauB WTO
3HaeB feKa Ke ce cny4u HewTo. MNpBo No4YHaB co pacnapyyBareTo
Ha KOCTYpOT, na ccaTvB Aeka W ceTo Toa CTaHa Hekoja Taksa
CTPYKTypa, Kako Teno, Toa nak e nosp3aHo co MOEeTo Aeno
“Buorpacmja’.

Kako gvwerbe Ha BceneHaTa Kora rpasutauujaTa Te Bpaka Hasag,
oAVl HaHanpea, HaHanpes, W Ha Kpaj nak ce Bpakalu BO CBOETO
MMHATO.

C.M. : Kako ro nosp3yBall “4nCTereTo Ha Orne[anoTo’, putyanot
0/ Koj npouanerysa HacroBoOT Ha TOj BUAEO MPOEKT, LTO e efgeH
gen og nHcranaywjara “Moct”, co yennoTt npoekxT?

M.A. : TubeTaHCKUTE CBELTEeHUUN ro umaaT Toj puTyan Kora Tpu
MeceLy ce 3aTBopaart BO KenujaTa v ro BUsyenuaupaar pacnararbero
Ha HUBHOTO TENo A0 Kocku., Cé A0 MOMEHTOT Kora Toa ce npetsopa
Ao npas. Toraw nanerysaar W ogat Ha rpobuwiTa u nerHysaat Ao
Tpyn. He ce 6nokupaar npea cMpTTa TyKy ce obuaysaar ga gobujart
MaKCMMyM MHOpmMaunMu, OU3NYKKW U MeHTanHu,3a Hea. Toa
paamucnyearse 3a CMpTTa ce HaMeTHyBa BO efHa (hasa o4 XKMBOTOT,
nocebHOo Kora ce CooMyBame CO CONCcTBeHaTa UCTopuja BO Koja umaro
MHOTY YyMUpaHe.

C.M. : MHory ogamHa, co Ynaj, umaBTe NPOeKT HapeyeH
“‘KomyHuctuyko Teno/ kanutanuctndko reno’... anu Toj uma Hekoja
BPCKa CO 0BOj MPOEKT?

M.A. : BUCTUHCKMOT HAcnoB Ha Toa [eno Koj HUKoralw He Gelle
objaseH, 6ewe "KoMyHUCTUYKO Teno/alumcTnyko Teno” : Bo Mojata
Avnnoma umawe spesfa netokpaka, a Bo Heroeata - CBacTvKa,
Taka [ojaosme 4o Toj Hacnos, Ao The cumbonu. Toa Gele NOTewWwkKo
3a Hero ga ro kaxxe. 3a MeHe Taa Bpcka e camara neTtokpaka.

C.M. : Vwrte og nepuogot Ha nepgopmaHcoT 80 CTyReHTCKUOT
KynTypeH uyeHTap neTokpakara ja KOpUCTUTe Kako cumbos min
merachopa 3a pasninyHu ngeu...

M.A. : NpeaTa sBe3Aa LWTOo ja WTo ja BpeXas BP3 CTOMaKOoT e oHaa
anxemuckara, co ABaTta Kpauv Harope. Taa e BO cuTe CUMBONNKK
HeraTuBHa, faBosicka, NeHTarpam...

Mu TpebGaa MHOry roauHu Aa ja Hanpaeam nosutusHaTa. Cera Ha
MOjOT cTOMak nocTojaT Tparute oj [ABeTe SBe3au, ce
HeyTpanuaupaar.
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PROJECTION OF HIGH ENERGY

Interview with Marina Abramovic
Suzana Milevska

Marina Abramovic stayed from 22-28 September 1997 in Skopje, as guest

of the Museum of the City of Skopje. The reason for her visit were the
project ‘Bridge’ and the lecturing ‘Performing Body'’ that were performed
upon the very request of the Museum itself. The project ‘Bridge’ was
made up of 2 parts: video installation placed in the arrangement dedi-
cated to the Revolution and the National Liberation War (which has not
been open for the public for a longer period of time) and the projection
of the interactive project. Through this installation, Marina Abramovic
for the first time has presented herself with a project in some of the
states that have been established on the territory of former Yugoslavia
since the moment she had left Belgrade in 1975, and at the same time
this is her presentation after winning the Golden Lion at the Venice Bi-
ennial for 1997, given to her for her 25 years of work in the field of the
performance and video art.

The interview about ‘The Great Glass’ was made by Suzana Milevska,
the curator of the project ‘Bridge’.

Marina Abramovic was born in Belgrade, Yugoslavia, in 1946. She stud-
ied at the Belgrade Fine Arts Academy (1965-1970). Since 1973, she has
been incorporated in the body-art movement. In 1975 in Amsterdam she
started her personal and professional relation with Ulaj with whom she
had worked joint performances and video projects ‘Liberation of the Voice’
(1975), ‘Liberation of the Memory’ (1975), ‘Liberation of the Body' (1976),
‘Breathing in\Breathing out’ (1977), lmmeasurableness’(1977), ‘Relation
in Movement’ (1977), ‘Relation in Time’ (1977), ‘Light\Bright’(1977), ‘Com-
munist Body\Capitalist Body’ (1979), ‘Break\Energy’(1980), ‘Crossing the
Night Sea’ (1982-86), ‘Positive Zero' (1983), ‘Modus Vivendi’ (1983), etc.

In the 1980-83 period she traveled to the Central African Sahara, Tahr
and Gobi deserts. In 1988 together with Ulaj she realized the big project
on the Great Chinese Wall, ‘The Walk’, out of which a 16 mm film came
out - ‘The Lovers’. After this project, she began to work individually and
realized many performances and video projects of which more signifi-
cant were: 1989 - ‘The Ship is being Evacuated\The Current is Entering’,
1992 - ‘Becoming Visible’, 1993 - ‘Biography’, 1994 - ‘In an lllusionist
Manner’, 1995 - ‘House Cleaning’, 1995 - ‘Mirror Cleaning 1, 2, 3'. Since
1990 she lectures at the Fine Arts Academies in Paris, Berlin and Ham-
burg. In 1995 in the Oxford Museum of Modern Art, the great retrospec-
tive exhibition ‘Marina Abramovic - Objects, Performance, Video, Sound’
(curator: Chris Isles) took place that was later moved to Edinburgh,
Dublin, Munich, Groningen, Gent, Lyon...

S.M. This interview has been planned as a promenade between two types of
methods out of which the questions will appear. The first kind of questions
would be the chronological ones, while the second one would more treat some
conceptual relation to the media and the themes that had been provocative for
you during various period of your creativity.

| would like to begin with a question that relates to the context - the Belgrade
fine arts scene of the 70’s where your passage of the career took place from
the medium of the classical painting into some other, then unexplored, fine
arts expressions and territories. How did it happen for you to leave not only
the painting but also the very presentation and its substitution with sound,
which according to Chrissy Isles, means the very initiating of the crossing
toward the performance?

M.A. This crossing was a gradual one, but it started very early, even with the
themes of the various paintings.

The first thing | started to paint were my dreams. | did it in such way so to paint
only in two colors: blue and green. from that period there was a subphase,
when | realized that light should come out of the painting, that the very paint-
ing should be the carrier of light. Later, | connected this with the icons, but |
also found it with Dan Flavin who connects his artworks with the neon and with
the light in the icon. It was very interesting that flash: as if it were a reflection of
the soul. It should have been condensed in the color. The way a picture can
radiate the light was very important for me even when | was 16 years old. And
then, | turned from the inner to the outside world. Then a kind of crude reality
started to interest me. For a period | involved myself completely in the great
traffic accidents of the trucks. Those big socialist green trucks that seemed to
me like some kind of insects. | visited police stations and demanded to see
real traffic accidents by such trucks - completely destroyed by the accident. |
demanded to be taken on the very place of the accident in order to make
sketches or photos. As a result from this, great paintings came out: | wanted
very much to paint paintings that | could not hold in size with both my hands,
paintings that | can enter myself completely. To be physically in the picture. Of
course, that was not possible financially for me at that time; then with my
friends | was stealing used scenery from theater stage decorators.

At one moment | wanted to see the look of the collision between that reality
and my own world. So | went to a children's toy shop and bought little children’s
toy trucks. | brought them to the highway and | placed them under the wheels
of the big trucks and saw how they would be hit by the bigger truck. But what
was happening? The toy trucks very often remained undamaged. This be-
came a motif in my paintings that was quickly exhausted. Afterwards | turned
to the sky, and started painting clouds and human bodies. Even the very hu-
man bodies resembled the landscapes, their faces never could be seen, rather,
they reminded at first of rivers, mountains, than at the very end to become
amorphous, abstract like clouds.

| painted 4 kinds of clouds: clouds that were always in the sky, clouds that
were coming, | had a projection of clouds from the universe, and clouds -
black holes that were anti-clouds.

At that time the ‘Drangularium’ Group has its first exhibition at the Students’
Cultural Center. The idea was that everyone should carry some object that
was inspiring for him during his work, and that could not be seen in the very
works. Evgenija Demnievska, for example, brought the door of her studio which
inspired her while closing and opening it. The artist Grgelj brought a blanket
that he used to cover himself before the very work, and thus becoming sleepy.
Zoran Popovic brought a radio receiver because during his work he always
listened to the radio: during the opening of the exhibition, he went to the radio
station and from there he was opening the exhibition, while we listened the
live broadcast on his radio receiver.

| exhibited three objects that | named as clouds. The first cloud was actually a
peanut pierced with a needle, a little bit away from the wall so that it cast a
shadow, while the title was ‘The Cloud and Its Shadow'. The second object
was a fur from sheep, and that was the second cloud, while the third one was
some metal plate number, 345, that | had previously taken off from some build-
ing. Following this exhibition, my paintings became completely blue, without
any objects.

Perhaps the most essential moment for the process of the disappearance of
my interest for the painting was when somewhere on the sea coast | saw
military aircraft that were making drawings which disappeared immediately,
while the sky remained again clean like in the beginning. Then | decided to
start making the projects, to stop painting and to use fire, water, air, real is-
land, to use the basic elements. At first | did not know how to realize them, all
those imagined projects were of great proportion. Then | got the notion to start
using the sound. One of the notions was to place loudspeakers on a bridge,
with the sounds of a tumbling bridge. The notion was that when you visually
imagine something, then it really starts to exist.

Yours observations of the text of Chrissy Isles are really important, | approached
the performance through the sound. The sound led me to the body. Therefore,
the rhythm in the performance ‘Rhythm 10’ with the knifes has lead me to use
the body.

S.M. The performance represents the presence of the artist, 'to be over there’
at the same moment with the audience, as opposed to the painting that can be
exhibited without the very presence of the artist himself. How much does it
mean this exposing of one’s own body as an identification, shaping of the
artist's subject or is merely a repeated exposing of one self as an object?



M.A. In the performance those ‘here’ and ‘now’ are very important. It is the
moment when a special construction is being made whereby the subject and
the object become the same thing; that is a unification, a wedding between the
subject and the object. Then a communication and an exchange of ideas be-
tween the spectator and the artist start. It is very important for the artist to be
open so that he could draw energy from the audience, thus increasing his
potentials to the maximum. If an audience does not watch me, then | do not
make a performance, there is no reason. Same thing with the painting you
give to the audience - if there is no one to see it, then you have got no reasons
tocreate it. | give the audience the performance, my body. Itis very important
during the performance that you are both physically and mentally present; this
is the very difference from painting where the artist is not at all obliged to be
present at the exhibition; the idea in the performance is to be completely in it,
not only physically, with your thoughts in Hong Kong. A magnetic field should
be made in it; if this is missing, it means that the circuit is open, that there are
exits.

S.M. The institutionalization of the body through the performance means also
at the same time its transformation into ready made by an expression - per-
forming that has influence on privacy. Which was your very first performance,
was it also an institutionalized presentation?

M.A. Certainly, it is necessary to have a particular audience ready for watch-
ing a performance. | have even made at home some rehearsals, but the audi-
ence is a necessity. Therefore | will state as the very first one, the performance
‘Rhythm 10’ presented at the Edinburgh Festival where | felt this energy and in
this way | can only work. This is that step, from the private into the public, from
that little, short | into the higher I, that which | can make which the shorter |
cannot not. In that public situation you can become a super human: the bigger
the audience, the greater the transformation is. Even Duchamps was saying
that the audience should be creative. Actually, the audience itself loses its
privacy, and it must be here and now, there is no past and future. In this way
you find yourself in some other territory. There is also another process with
me, all that happens to me intimately on private basis, | make it public and
universal. So my separation from Ulaj, which is a very intimate thing, suddenly
becomes a model for all separations of different people who are able to project
themselves in it like in the mirror.

S.M. How could we assess the value of those works that have already crossed
the border of the very esthetic and thus penetrate into the sphere of the ethic,
they come out of the frame and penetrate into life?

M.A.| do not have an answer to this. For me, a good artwork can be called as
such only when it provokes the feeling that we have when we enter a restau-
rant, order a dish and in a very moment we have some feeling that somebody
sitting behind us is watching us, we turn around and see that someone has
indeed been waiching us. That feeling which makes you turn around also
awakes the good artwork, but this is not esthetics, it is some other kind of
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energy: it exists in the performance, in the African sculptures, when you see
Rothko, with numerous artists who have projected high energy in their works

S.M. Now I would like to talk about that connection that appears in your works
between the performance and the video. Exactly through the medium of the
video and the real, there appears one more subject: the camera - an eye that
acts as intermediary between the public and the performer. The person who
waiches is not here anymore, his presence has been postponed. Does this
feeling have an impact on the artist who is about to do a performance and how
is the public stimulated?

M.A. There are several levels here. In the beginning the video camera was
used only for documentation. | demanded from the cameraman only to adjust
the camera and to go out of the room. | did not want him to influence the
shooting, with some cuts, zooming or movement: the material had to be 1 to 1
in relation to reality. This meant only a static camera just to register the reality
situation. Nowadays such shots have only a documentary function, but are
useless for watching: they are terribly boring and of low quality. So when | hold
a lecture of 10 hours, | use only material of one minute. In the 80's, due to the
limitation of the body when you have to be at the same time on several places,
another kind of necessity was imposed on me, to do performance before a
camera in a studio, exclusively for the medium. This is a very different ap-
proach, one must organize the studio, recording, to elaborate all technical and
esthetic moments for that video to operate at the very end instead of you, like
a performance. This does not exclude the performance, this is just the second
best choice. You are not anymore present here, still you communicate through
the video. Those ‘here’ and ‘now' are not lost, just the maximum is taken from
another medium. It is a mere electronic substitution. In this manner was made
the video art ‘Onion’, | am not here, this work has not been performed before
an audience, yet you can still enter that drama, to feel the same energy, at
least | think | have found a way to realize it.

In the work ‘In Between', the audience signs a contract with me that the whole
video will be watched without leaving the projection room, that the audience
will give me their time, while | give my work; the audience does not have the
freedom to decide how many minutes it wants to see, either it will not see the
work at all or will have to see it completely.

| do not allow the audience to see just one picture. It must participate in the
same way | do.

S.M. The collaboration with Ulaj meant bringing inside a second subject in the
very process of creating the work, and not only during the presentation. Thereby
the problem of the male\female principle has been imposed a lot before the
contemporary penetration of that which the theory calls gender studies. What
is your opinion of this, today, when with the feminist theory and iconography,
those principles are becoming a dominant theme?

M.A. It is true that was not so popular subject matter then. My knowing Ulaj
came in the true moment of my life and career, when | had reached a certain
level of self-destruction with those dangerous performances. Then | wanted to
go far away, | had some fanaticism which lead me to that losing conscious-
ness in the star. When | met Ulaj, | saw a possibility for opening, | performed
those three works of liberation: liberation of the voice, of the body, of the memory.
At that time it was very characteristic for my looks and my works that the male
energy was the dominant one, not the female. When | met Ulaj, he was work-
ing exactly on this problem: he had one work where he appeared as double
personality, half of the face was in women's makeup, with long hair, on the
other half of the face he had a beard and a short hair. Perhaps he was search-
ing both genders in himself. When we got acquainted, we realized that | could
have been the female part. So that symbiosis of male and female should have
opened and overcome the ego: for those 12 years we never signed a work
with one name only, and we never discussed whose work that was. He was a
kind of an artistic hermaphrodite. That seemed to be a pioneer's job concern-
ing what we call today problem of the gender. Even then we made research on
all those paradoxes, but in our work we came also to their limit that led to that
dramatic separation on the Chinese Wall. From there, one could not go fur-
ther. All means had been exhausted. When | saw that limit, | could not admit to
myself for the next 3 years, | could not accept the defeat. To leave my ego was
for me an attempt to go higher, so when | had to return to my solo work, | felt
it as a downfall, as a return to the place of the very starting point, and | have
always wanted to go higher... | needed much time to realize that still | am not
coming back to the same place, that actually | have changed... | was in the
same river, but the water was different... For me, John Cage was a great
teacher: What a harmony there was in his life and his works. For him. it v
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very important not to feed one's own ego and a child's honesty. Many artists
make a prison out of their creation. For me, it is always important to go beyond
my limits. so that | could surprise myself.

S.M. The connection with Cage exists also through your interest for other
cultures. During one period, when all artists left the performance, that was not
your case?

M.A. When everyone left the performance and approached the objects, there
had to be yet some change.

During that period since the late 70's, all artists seemed to start painting per-
formances, as if they could not answer the too big demands of the perfor-
mance. Sometimes | say that very bad performance artists became bad paint-
ers. For me, the performance never approached its limits, it was never com-
pletely exhausted and that change was somewhat sad.

At that time, the performance was noted for its search of the body, but not of
the spirit. When that leaving of the performance took place, | and Ulaj were
looking for the exit in nature. We went to Australia, to that most minimalist
landscape where you are indeed alone with yourself. Then we came to that
mental aspect of the body that became the most significant for us: all different
aspects of the body of the Aborigines, the Tibetans, the Japanese whom we
were discovering and through their philosophy they had shown us the size of
that area, that we in the former period just barely touched it, especially the
mental aspect of the body. In this manner we arrived at the performance ‘Cross-
ing the Night Sea’ that was at the same time the answer to all who were asking
if we do paintings: yes, it was our live painting. | am still interested to know
what represents the limit of the body and of the mental world. So | turned to
the Eastern side, my Western tradition cannot supply me with adequate an-
swers. | take from the East and give to the West. | always get from the East,
while the West exhausts me. From the Aborigines | got this extreme relativ-
ism, they do not have the past and the future tense, all is now and here. Also
there is no word for yes and no.

S. M. Could we say that there are the most adequate media for a particular
culture?

M.A. | chose the medium in the very moment, this is like a good cook in a
kitchen, he never has some particular recipe. | like to mix all media according
to the needs.

S.M. The transitory objects that you exhibit in recent years represent a pas-
sage from one into another principle of interaction: from exposing one’s own
body and provoking the audience for interaction till the expectation of the au-
dience to invest their own body in a particular time...

M.A. | have been always interested in transformation. | fully understood this
after the ‘Chinese Wall', especially in the performances, but | also understood
that the audience was still very passive in it. Hence | began to make those
‘transitory objects’ which | never call sculptures. The audience should come
through those objects to similar experiences as | have. In the moment when it
is done, the very objects are not any more needed. They can be thrown away.
This was the passage to an extreme kind of interaction that came with ‘In
Between' where the audience has no more choice to put or not ‘the shoes'
(one of the transitory objects), once the contract has been signed.

In the beginning the critics had repulsion for the transitory objects, due the fact
that the material has become very important for me. They called them ‘new
age', ‘spiritual’, ‘spooky’. ‘witchy'... Especially since the arrival of ‘the power
objects’. For me, this was a very normal connection: that which was ‘the artist’s
body’ (my body) with that which | call ‘the public body’ (the body of the audi-
ence).

There are two kinds of these objects: ‘objects for human use’that can be used
by the audience, and ‘objects that are not for human use’- intended to be used
by the invisible. | always maintain this distinction between the material and the
immaterial world. For example, those are the two chairs, the first where any-
one from the audience may take a seat, and the second is the chair having 7
meters, immediately behind him, for his soul.

S.M. Following the project staged at the Venice Biennial, ‘The Balkan Ba-
roque’, and this presently in Skopje, you have been very often asked about
your attitude toward the engagement of the artist whereby you have replied
that these were projects that did not have so engagé message as they were
more of a personal nature. Why?

M.A. | have always been scared that it might happen for the artist to answer
the topic of the day, as in the papers. | am of the opinion that one work should
include many levels that can be used permanently, in different times. Marcel
Duchamps is the best example of this, his work are so rich with meanings that
in each decade he is interpreted in different ways that are adequate for those
times. Now | have read a very different interpretation than that of Schwarz.
The artist has more chances or survival if he has more levels. That is why |
am afraid of that engagement in the arts. That is why | did not want to call this
work in Venice ‘Yugoslavia', but rather to call it ‘Balkan Baroque', thereby |
wanted to give it a wider, global dimension. Still | think it is best for everyone to
work that for which he has determined himself, as the baker bakes the bread,
the artist performs art, working with his means. It is my view that such ‘en-
gagement' destroyed Beuys, when he started to be preoccupied with the so-
cial engagement he lost himself, | think that this killed him at the end. Matisse
during the whole WW || painted flowers.

S. M. How the concept of the project ‘Bridge’ at the Museum of the City of
Skopje was changed that was initially elaborated as two chairs with 5 monitors
each where the projects ‘Mirror Cleaning 1 and 2' were supposed to be shown
and the projection of the interactive video project ‘In Between'? Is it a connec-
tion only of the different cultures or also of the different periods of your life?

M.A. The whole idea of coming to Skopje and facing that forgotten storage of
history initiated me to dismember that ‘Mirror Cleaning' because history itself
has been dismembered in same manner. | had a very strong urge to do it.
When | arrived | said ‘OK, 5 monitors here, 5 there', as was previously agreed
Then | realized that this does not make any sense. That the true answer to the
whole situation is this dismembering of the body. | always like to work with the
location, to react directly to the space. Completely intuitive like here, | always
leave a possibility for something other to happen than that which has been
proposed by me, in such way as is fit for an exhibition and a museum. Then
when | arrived for the first time in that part of the museum, | was so excited that
| knew in advance that something would happen. | started first to dismember
the skeleton, then | understood that it became such a structure of its own, as
a body, that is again connected with my work ‘Biography’. Like breathing of the
universe when gravity brings you back, you go forward, forward, and at the
end you come back into your own past.

S.M. How do you connect ‘Mirror Cleaning’, the ritual out of which comes the
title of that video project that is one part of the installation ‘Bridge’ with the
whole project?

M.A. The Tibetan priests have that ritual when they lock themselves for 3
months in their cell and visualize the dismembering of their body up to the last
bone, till the very moment it becomes dust. Then they go out and visit a grave-
yard and lie down next to a corpse. They do not hamper themselves before
the very death, but rather they try to obtain maximum information about it,
both physical and mental. This contemplation about death is imposed at one
stage of life, especially when we face our own history where there had been
many deaths.

S. M. Long ago, you had together with Ulaj a project named ‘Communist
Body\Capitalistic Body'... is he related somehow to this project?

M.A. The true title of that work which was never made public, was ‘Communist
Body\Fascist Body': in my diploma there was the 5-pointed red star and in his
- the swastika, in this way we came to the title, to these symbols. It was more
difficult for him to say. For me, that relationship is the very 5-pointed star.

S.M. Since the period of the performance in the Students' Cultural Center you
have been using the 5-pointed star as a symbol or metaphor for different ideas...

M.A. The first star that | had engraved on my stomach is the alchemist's one,
with the two its rays being upwards. It is in every symbolism a negative one, of
the devil himself, a pentagram...

| needed many years to make the positive one. Now there are traces on my
stomach of the two stars, they neutralize each other.
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NMPOEKTOT "MOCT"

“MocToT ce HuWa ‘1eCHO 1 MOKHO' Hag pekara. Toj He rv moBp3ysa
camo 6perosme KOM LUTO nocro;ar Bperosure ce no;aa yBaar Kako
6perosu gypv Kora MOCTOT Ke Ce u3Bue NPeKy pekara’. (MaptuH
Xajgerep)

Bperosute wro MapuHa A6pamMoBMK v noBp3yBa cO NMpoeKToT Mocr,
peanuaupaH Bo MyaejoT Ha rpag Ckonje, ce 6perosu nouvpaHun U UMeHyBaHu BO
csojaTa cumbonuyka ryctuHa kako VcTok u 3anag, Kako gsa cBeTa KOWLWTO
Merycebe ce CpOTUBCTaBEHM Kako LWTO Ce CNPOTUBCTABEHU CNUPUTYaNHOCTA U
MaTepmnjanuamoT, MyapocTa U UMMYICUBHOCTA, KOHTeMNNauuvjata v akTMBHOCTa:
“Jac notekHyBam og bankaHoT, MOCTOT Mefy 3anagHuoT U UCTOHHWUOT CBET, Mefy
CTYAEHOTO U TONNOTO, Mely KOHLenuujata Ha UCTOYHOTO Bpeme Ha 6aBHOCTa U
MeguTauwjara u 3anagHoTo-3abp3aHo, AUHaMUHHO TemMno Ha nporpecot”.’ He e
NecHo Aa ce NpemocTaT W Aa ce NoBp3aT TONKY CUMHO U3pa3eHn CNPOTUBHOCTH,
0CO6EHO aKo MOCTOT MO KOj Ce 4eKOpU € COMNCTBEHOTO Teno.

Mapuna Abpamosuk. MocT, Buaeo wHcTanaymja, Aetan. doro: PobepT JaHKynocku
Marina Abramovic, The Bridge, video installation, detail. photo: Robert Jankuloskl
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MpoekToT MocT Ha MapuHa AGpamMoBUK Mako AUPEKTHO He Hé CO0HM CO HEej3MHOTO
Teno, TyKy Hu NOHyAu e4HO NocpejyBaHO YUTarbe Ha HeroBUTE MCUXUHYKK 1
hManyKK cocTojbm, cenak ycnea Ha efeH ocobeH Ha4uH Aa HU ja AoGnwmKu
cMuUcnaTta U cylTuHaTa Ha HeroBaTa ymeTHU4Ka npeseHtauuja. MNpoekToT ce
cocToelle 0f BUAeO nHcTanauvja (eAeH Bug Buaeo parMeHT! Ha HejauHnTe
nepdopmMarcu) U npoekumja Ha Buzeo 6um Ha npoekToT Ogerero o roemmoT
KkuHecku sug op 1988.,04HOCHO Npoekumja Ha genoTo Momery (npoekuujata Ha
KuHecknoT suj Tpaewe camo efeH AeH, BCYLWHOCT ce ofBuBalle camo Ha
oTBapareTo Ha “‘uanoxbara’). Buaeo uHcTanaumjaTa ce cocToewe o4 noseke
MOHUTOPY Pa3MECTEHU HA3 NPOCTOPOT Ha KOULLIO Ce NpuKaxkyBaa pasnuyHu engea
HacTaHaTV BO PasnUYHU rOAUHU O HejauHaTa ymeTHW4ka akTusHocT. OBaa
MHCcTanauuja nopaaw NpUCYCcTBOTO Ha ABe nocTapy paboTn MoXe Aa ce 4uTa u
Kako obua aa ce noBp3aT ABe pasnuyHN BpeMUHa 0f HejaHUOT XKNBOT: OHA Of
cpeavHarta Ha 70-Te v oBa WTo npunara Ha 90-Te roguHu(uen eaeH nepuog, Toa
Ce roavHUTE Ha 3aefHWYKO XUBeere U paboTa co Ynaj, € NpeckokHar).
CeyereTo Ha sBesgata of 1975. w oHa o 1993. nocTaBexu egHo A0 Apyro,
KaKo [a cakaar Aa Hu MoKaxkaT Kako ABe UCTU A4ejcTBuja u3BeAeHn BO pasnnyeH
nepvog, MoXar Aa ce AOMNONHyBaaT U BKPCTyBaaT: XPOHOMOLWKOTO Bpeme oBje
He (yHKLMOHWpa, Toa CTaHyBa KOHLUEHTPUPaHo 1 pedyunpaHo. Bo egHo Taka
KOHL@HTPUPaHO Bpeme pasnukuTe He ce UCTakHyBaar, TyKy Ce HaaononHyeaar
KaKo LWTO ce HaAononHyBaaT pasNU4YHUTE HAacOKW Ha BPBOBUTE Ha sBesguTe
3aceyeHu Ha HejauHaTa Koxa. BakBoTo BKPCTyBarbe U HagonnHyBare MoXxe Aa
ce npoYMTa U Ha HUBOTO Ha OHa LITO 3Ha4W CBECT 3a COMNCTBEHOTO YMETHUYKO
MCKYCTBO, HA MMHATOTO U CeralwHoTO: Ha OHa 60MHO UCKYCTBO Ha UCMUTYBaHE
Ha CONCTBEHWTE rPaHuLUM Ha U3APXKNUBOCT BO KoewTo Oelle BKNy4YeHa u
nybnukaTa ( kora Taa BO HeKOM CBOM nepdopMaHcy Yekopele no nsuyata Ha
XUBOTOT 1 CMPTTa, KOra CBOETO Terlo ro AoBeyBalle BO KpajHO nacusHa coctojoa
WTO ofelle AoTaMy WTO BO HEKOW CBOM NepdopMaHcu, Kako BO OHOj HapeyeH
Putam, nasegeH Bo Heanon, 1974, Taa n go3sonu Ha ny6nukata cocema
cno6ogHo Aa “paboTy’, Aa pacnonara Co Hej3MHOTO Teno) W Ha ‘CLEeHCKOTO",
KOHTPONVPaHOTO Bnajeerbe CO CONCTBEHOTO TeNo KapakTepucTu4Ho 3a 90-Te.
CoouyBajKku ce co pasnuyHUTe (hparMeHTH Ha HejanHaTa yMeTHUYKa npeseHTaumja
(Ceverse Ha ssesgara, 1975. n 1993., Yucrewe Ha orneganoro 6p.1, 6p. 2,
1995, Muere, 1995, YmeTHocTa Mopa fa buge ybaBa-YMeTHUKOT Mopa [a buge
y6as,1975, nasute Ha 3mejot, 1990, Kpommng, 1996 ....) HUe BCYWHOCT ce
COOYMBME CO eAHO AN(Y3HO [OXUBYBare Ha AerioTo, Kako HewTo WTo ce
paseuBa v Tpae, MOGMNU3UPAjKK M NOAEAHAKBO MWHATOTO, CerawHocTa u
naHuHaTa.

Mapura Abpamosuk, MocT, Bugeo uHeTanaywja, aeran. goto: Pobepr JaHkynockn
Marina Abramovic, The Bridge, video instaliation, detail. photo: Robert Jankuloskl
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Bo oBa Ha n3seceHr Ha4uH NapTuuunupalle v KOHLUENTOT Ha NocTaBkara Ha oBaa
uHcTanayuja. MocTasysajku ja BO egHa npocTopuja Ha My3ejoT kage ce Haofaar
UCTOPUCKM AOKYMEHTM U MaTepujani 04 KOMyHUCTUHKOTO MUHATO Ha NopaHeluHa
Jyrocnaguwja, MapuHa A6pamoBMK co3gage egHa HeobU4YHa M NO MHOTY HELWTO
MpOHWYHa cuTyauuja: oHa WTo Hekoraw Oelwe CBETO, HENPUKOCHOBEHO, cera
Aenysalle Heno4HOCNMBO ucnpasHo h 6aHanHo. OHa NPOTUB LWUTO Taa KPUTUYKK
ce oAHecyBallle, cera ctaHa oAnuYHa cueHorpaduja, MU3aHCLEH 3a HEj3MHOTO
Aeno. “Toa e NpocTop Ha MOUTE cekaBarba M COMEHW 04, AECTBOTO, HEWTO 04
LTO Ce cpameB W Ha LWTOo cera My AasBaM HOB KOHTEKCT BO BeKe noctojHaTa
cogpxuHa:HOB, pesonyuuja, naponu, TpaHcnapeHTu, naTeTuka...Ja mu peyelue
HeKoj npeq 25 roguHn aeka Ke u3noxxysam Bo BaKOB MPOCTOP-Ke ce n3Hacmees”
MpoekToT lMomery og 1996 (HapadaH og My3sejoT Ha rpag Ckonje) ce ogsuBaluLe
13BOEHO BO eflHa 3aTeMHeTa npoctopuja Ha MyaejoT. Ha npoekuujaTta Ha 0BOj
npoeKT , cnopeq 3amucnara Ha MapvHa AbpamMoBKK, MOXea Aa npucycTeysaat
camMo OHWEe KOV NPeTXO0AHO Ke NoTnuwaT AOroBop CO Hea Aeka Ke ocTaHaT BO
TEKOT Ha UenoTo Tpaere Ha npoekuuwjaTta. A npoekuujata Tpae 45 muHyTu. Bo
0BOj MPOEKT rnefayoT ako caka Aa y4ecTByBa, ako caka ga buge gen o
NPOEKTOT, MOpa Aa rv cnegu MHCTPYKUMAUTE WTO ce CNnylaaTt 04 MOHUTOPOT . Toj
Mopa HajHanpeg Aa rv nokpue o4uTe Co UpPH NpesBe3 U BO Taa cocTojba Aa ro
cnywa rnacoT Ha aBTopkarta Koj Co eAHa Tepanescka MOHOTOHOCT ce obuaysa
Aa ro penakcupa v uanykn n NcuxuyKkK. Nortoa, oTkora TeNoTo ce OTNyWTa, ce
Bau NpeBe30T 04 04uUTe: rMeAaqvoT e cera cnpemMeH Aa rv rnefa CrmkuTe 8o Kou
CO owTap npeaMeT ce “uecnutysaat’ ogpefeHn AenoBu 04 TeNnoTo: Koxarta Ha
pakaTta, 6enkarta Ha OKOTO... LlenuwoT npoekT pgenysa Kako epHa
ncuxoaHanuTuM4Ka Tepanuja Koja Wwro Tpeba pa He ocnobogn of CONCTBEHUTE
CTpaBoBMW, 04 OHaa (hyHAAMEHTanHa MadHuHa Npeau3BuKaHa 04 cnukara Ha
TenoTo BO NOCTOjaHa NpoMeHa. AKO ce uma BO npeasua nHTepecoT Ha AGpamoBuK
3a UcToyHaTa MUcna Toraw e jacHo geka Tyka ce paboTu 3a KOpucTerse Ha
eflHa cTapa TexHWKa Ha MHTpocnekuuja, Ha Koja WTO ncuxoaHanusara e
HacnegHuWk. CTpasoT 04 CONCTBEHOTO TeNo, 04 HeroBaTa NpoMeHa 1 pacnararse
osae Tpeba Aa ce 3aMeHu CO 3rofiemeHaTa CnoCOOHOCT 3a AO0XKMWBYBare Ha
pasnuyHMTEe BHaTpeLHK cocTojou WTo, nak, Tpeba Aa ro 0BO3MOXW TENecHOTO
1 OYXOBHOTO npouncTyBarse. Mnn kako wro senuv MapuHa Abpamosuk:"Toa e
cocema HOBO UCKYCTBO. Toa € ..., HEKOj BUJ YnCTere 3a AeNn0To Aa Ce NPUMM Co
YyucTa ceecT. Toa e v NaToT KOH LenocHa copaboTka, pasbuparse, koxeawja mery
YMETHUKOT 1 nybnukarta”. *

1) BukTopuja Bacesa [umecka, Mojata kyka-moeTo Teno. Pasrosop co MapuHa AGpamosuk,
Kyntypen xusot 3, 1997, Ckonje, cTp.58-65

2) Ucto

3) Ncto

Mapuha Abpamosuk, MocT, Buaeo uHcTanauwja, aetan. ooto: PobepT Jankynocku
Marina Abramovic. The Bridge. video installation, detail. photo: Robert Jankuloski
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Bo Bpeme Kora ce 3bopyBa 3a ecTeTukara
Ha UCYE3HYBaAMETO W UCHE3HYBaHEe Ha
ecTeTukaTa yMeTHOCTa HY>XHO e yrnaTeHa Ha
npevcnuTyBarbe Ha OCHOBHUTE eCTeTUYKN
kaTeropuu. dopmanucTu4kara nogenda Ha
eTUYKN N eCTeTUYKKW BpeaHOCTH Ha eaHo
YMETHUYKO [eno BeKe ce NoKaxyea Kako
HeagekBaTHa WU HenpuMeHnuea nopagu
ry6ereTo Ha rpaHuuuTe Mefy yMeTHocTa v
XKUBOTOT.

cTanauwjara

1997, Photes: Kalina Bunevska. SCCA

rpamxy, Kowon, 1

MoaHaTo e aeka ywre Jlyasur ButreHwTajH
(Ludvig Wittgenstein) BO HEroBoTO paHo Aeno
“Nlornuko-cpunocockuoT Tpakrart”
(1922) TBpaun aeka ‘Etukara u EcTteTnkara
ce egHo™. MNogoyHa, cO CBOUTE aHanoruu
Merfy ja3ukKoT U YMEeTHOCTa, hako 36opyBsa 3a
aBTOHOMMjaTa Ha eAHO YMEeTHUYKO Aeno
npeky aBTOHOMMWjaTa Ha ja3ukoT WTO e
MEeTOA0NOWKMN BNNCKO Ha (hopManucTuTe 1
CTPYKTYpanucTuTe, cenak BUTreHwTajH ro



HaBecTyBa u OpULLIEHETO Ha rpaHuLaTa Mery
YMETHOCTa W CTBapHOCTa KOra TBpAW AeKa
¥ CTBApPHOCTa MOXE [a Ce HUTa Kako TEKCT
KOj OBO3MOXYBa eCTEeTCKO pasbupare (B0
“@unosogckuTte ucTpaxysara' (1953)
MopouHa, nak, 3a pasnuka og BUTrexwTajH
3a KOro U eTukarta u ecTeTuKaTa ce Bo
chepaTta Ha TpaHcUeHAeHTHOTO, Muwen
®yko (Michel Foucault) ce o6ugysa ga ru
3ameHn “TexHUKUTe Ha jac” Kkako
AOMUHAHTHW NPON3BOAN HA XPUCTUjAHCTBOTO
W MOgepHUCTUYKaTa ONCEeAHATOCT CO
ancosyTHU WU ancTpakTHW BPeAHOCTU CO
eaHa “ecteTuka Ha eraucteHyumjaTa” Koja
6u 6una 6nucka Ha NPeACcOKPaTOBCKUOT
rpydku Teno 5 M BO Koja eTukarta 6u
npouanerna og ecretukarta. [pumepoT 3a
Kpanot Ha Kunap Hukokne Koj e BepeH Ha
cBojaTa conpyra He camo 0f NONUTUHKK TYKY
1 04 eCTETUYKM NPUYMHK, NOpaan Toa LITO
‘nonuTu4Kara Mok, 6ecMpTHocTa u ybaBuHa-
Ta ce NosBp3aHn BO OfpeaeH MOMEHT', 3a
dyko npeTcTaByBa napagurma Ha taa
HepasfenHocT Ha yb6aBoTo 04 eTU4KOoTO2 -
Hajaobpo TOj KOHUenT ce rnega og
aHTUYKKMOT TEPMUH KanokauraTva nosHar o
lo3b6ara Ha KceHooH.

naBHaTa ecTeTnyka kareropuja, ybasoTo,
[onro speme bewe

3anocTasysaHa BO TeopujaTa Ha yMeTHoCTa.
Moa HaneT Ha NOCTMOAEPHUCTUYKUTE
npencnuTyBarsa Ha KNacu4HUTE eCTETUHKN
uwaeanu N HaepakareTo Ha TpaavuuuoHan-
HOTO WAEJHO HacNeACTBO AEHEC NOBTOPHO Ce
jaByBa uHTepec u 3a osaa npobnemartvka.
Bo nepuogoT Ha BOCnoOCTaByBareTO Ha
MOAEPHUCTUYKUTE KOHLIENUMUCKU MaHUecTu
CamMOo HajKNacu4HUTe ecTeTnyapm ce ylTe ce
3aHMMaBaa CoO nNpeucnuTyBare Ha OBOj
TEPMWUH KOj, N0 HanNeToT Ha 3acueHnoT
WHTEepec 3a HerosaTta CNpPOTUBHOCT, rPAOTO,
npeTpne ronemv NPOMEHU BO penHTepnpe-
Tauyujara.

Taka ecTeTukara e 3ameHeTa of ejHa HoBa
AUCUMNNNHA KOja YCNOBHO € HapeyeHa
aHTMecTeTMKa co LITO camo ce Npowupysa
TepPMUHOT y6aso M MO HEroBOTO KOMMMETHO
peayuyuparse A0 anctpakuvja nosTOpHO ce
HajasyBsa efjeH 6paH Ha Heroeo 36oraTyBarbe
€O HapaTuseH Haboj.

Bo HacnosoT Ha lMeTTOTO MefyHapoaHo
nctanbyncko 6bueHane “3a xwusororT,
yb6aBuHata, npesogute u [pyrute
npo6nemu’ coapxanv ce ABa TEPMUHA KOU,
TOKMY nopaau hopmManucTuyknTe w
MOAEPHUCTUYKUTE KOHLENTK, Ha NpB norneg
ce BO KOHTpagukumja: XuBoTOT Kako Tema
e AeTepMuHMpaHa o 04HOCOT Ha YMETHOCTa
CO peanHocTa gogeka ybasuHata e Tema
KOja e AeTepMuHUpaHa o4 O4HOCOT KOH
naeanoT. [NaBHUOT CENEKTOP U KypaTop Ha
nanoxbara, Po3a MapTuHes (Rosa Martinez),
AonrorogviHa AvpeKTopka Ha choHaaumjata
Na Kaxa og BapuenoHa v 4neH Ha TUMOT
KypaTtopu Ha Manudpecta 1, ce obuaysa aa

TV CTasu BO penayuja npeky HapaTuBHaTa
CXEME Ha PA3NUYHUTE |a3U4HN CTPYKTYPMU.
MpesoaoT 04 €AHUOT YMETHUYKU ja3uK -
|a31MKOT Ha peanHocTa,

Ha OpYrvoT YMeTHUYKW ja3uk - ja3uKOT Ha
naeanHara ybasuHa, Hy>HO BOAU KOH HEKOM
OCTaTOUW, HEKOW Pasfnvkun BO CUCTEMUTE Ha
penpeseHTauuja. Bo cBOjoT npearosop KoH
Katanorot Posza MapTuHes ja Herupa
anconytHata Bpcka Mefy jasukoT wu
peanHocTa noTceTysajku He Ha apbuTpap-
HarTa nNpupoja Ha jasukoT Koja BCYLIHOCT ja
etabnupa camaTta peanHocT CO NOMOLW Ha
CONCTBEHUTE Npasuna u 3aKoHu 3.

Toa Hy>KHO BOAW KOH eAHa penaTusuanpaHa
MeTohonoruja npu
KOHUeNnTyanuanpamweTo Ha Hej3MHWUOT
NpoeKT, crnu4yHa Ha oHaa Ha Pyko cnopes
KOja ja3uKoT Ha ymMeTHocTa e BO penauuja
CO jaauuuTe Ha xuBoToT. Llenoto BueHane
e noA 3HakoT Ha nonuBaneHTHaTta
CTPYKTypa v 06uaoT Aa ce ondarar noseke
aKkTyenHu jasvyn 6e3 ga ce BepyBa BO
MOXXHOCTa 3a HUBHO nomupysaree. Camo ga
ce HabpojaT HeKoW 04 OBME CNPOTUCTABEHU
TeMaTCKuM npoBOKauuvu: OAHOCOT Ha
YMETHUYKOTO Aeno KOH aMBUeHToT, 04HOCOT
Ha [enoTo OCTBApeHO Kako NpucycTBo BO
akTyenHoTo Bpeme: npedopmaHcoT,
OAHOCOT Ha YMETHWUKOT KOH MeAuyMOT:
BMCOKaTa TexHonorvja Kako egHo og
cpeacTBara 3a NPOMEeHa Ha YMETHUYKUOT
ja3nK, 0HOCOT Ha YMETHOCTa KOH NonoT 1
TenoTo ( Tema nNpeTeXxHo npucyTHa BO
Aenara Ha XeHUTe YyMeTHUUW Kou ce
NnonoBuHa of BKYNHUOT BpOoj Ha y4ecHULK).
Xenbarta Ha MapTuHe3 co CBOjOT KOHUenT
Ha BueHaneTo ga pedepvpa v HHa HEKOj
Ha4YuH fa ro uHKopnopupa v camMuoT
WcTanbyn Bo uanoxbara, Aa ro UCKOpUCTH
HEeroBoTO 60raTCTBO Ha NABUPUHTUYHM
ynvum NonHW CO pasnnyHU CNUKKU Kako
nognora 3a yMeTHUYKUTE KOHUEeNnTu Ha

I3n0x6M BO hOKYC

YMETHULUTE, UCTOBPEMEHO 3HANELLE U A& o8
WHKOpPNOpUpa M UENUOT Xa0C H& OEO0)|
neTHaeceT MUNMUOHCKU rpaj pacnpocTpaxeT
Ha 150 kunomeTpu AonxuHa. Taka
BueHaneto MuMuKpUCKM o  aobwu
aMopH1OT 06/IMK Ha MeTpononucoT. MHory
o4 AenaTta Ha ymeTHuuute wTo Hea
v3BegeHn HagBsop o4 oduuujanHuTe
npoCcTOpM HaBUCTUHA Ce cTonuja co
rpagckarta spesa W npecrtaHaa ga otuaar
aTpakuvja eguHCTBEHO 3a npodecuoHan-
HaTta nybnuka. JlaxxHata MeTpo cTaHuua Ha
YHrapeuot AHTan JlakHep (Antal Lakner), Ha
npumep.

Ekcnnoaujata Ha nepchopmaHcu ogpxxaHu Bo
ogpeAeHn TepMUHMW, HO Hacekapge Ha
TepuTopujata Ha MctaHbyn, a He camo BO
rnasHuTte npoctopu Ha bBbueHaneto
(MmnepujanHaTa KoBHMUya o4 18 Bek,
upkeaTta Aja UpuHe o 6 sek 1 LiuctepHaTta
JepebaraH o/ 6 Bek) 36opyBa 3a ywTe egHa
HOBMHa BO OpraHu3uMparweTo Ha efHo
BueHane - 3amucnara Toa ga 6uge MOXHoCT
yMeTHUUUTE Aa u3senar geno koe ke buge
BO AVPEKTHA MHTepakumja co noceTuTenure
(bapem BO NpBUTE AEHOBU HA OTBOPAH-ETO)
BO crneuujanHo ogbpaH NnpocTop.
MepcopmaHeute Ha Tpejeu EmMuH (Tracy
Emin) ogpxaHum Ha WcTtaHbynckuoT
aepoapom u Bo xotenot [lepa Manac, Bo
HejauHaTa concTeBeHa coba, Hajgobpo ja
ogpasysaaTt Taa umgeHTtudukauymja Ha
YMETHUKOT CO rpagoT U HEroBUTE CKPUEHU
KaTyurba. AsTopkarta Tpejcu EMuH cBojoT
nepchopmanc Bo lMNepa MNanac ro 3amucnysa
Kako npuem Ha roctu BO CBOjOT AOM Kaae
WTO Taa 0OBO3MOXYBa efHa site seeing Typa
Kako U3neT BO Hej3nHaTa MHTUMa NpUKaxy-
BajKN NPUBaTHU CHUMKW WU PackaxyBajKu
HaJUHTUMHKU JeTarbv 04 Hej3MHOTO MUHATO.
MepcbopmarcuTe, nak, Ha Jaen faBuac (Jael
Davids), Eynanua Banpgocepa (Eulalia
Valldosera), Erne Pakayckaute (Egle

Cepeep femvpraw, Maunwa, metan, 1997 | Server Deminas, Machine, metal. 1997
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Rakauskaite), Wykpan Mopan (Siikran Moral)
Dea U3BEAEHN KakOo KpaTKu deja vii CLUEHU
UCTPrHaTv 0f cekasarbeTo, HO Hapauujata
He Helue BO NpeAeH NnaH. dparmeHTapHocTa
Ha NpeTcTaBeHuTe puTyanu og pasnuyHo
speme (6uno Toa ga e honNKopHa urpa Ha
AeBOjKu Ka] PakayckauTe unum putyanoT Ha
ruHexonowku nperned kaj Mopan) kako ga
Hea HYXXHO NOBP3aHW CO XeHaTa Kako
HOCUTEN Ha CTPyKTypaTa Ha puTyanor.
CeHKUTE Ha cajoBuTe CO CpeacTBa 3a
YncTeHe oA UHcTanauvjata Ha Bangocepa
noctaseHa Bo LluctepHata JepebaTaH Ha
suaosuTe gobuja noronema AuMeHsunja u
CeHVWWeH wnarnes, sacTpawyBadku ro
noTeHuumpaa CypoBMOT peanu3am Ha
NNacTU4HUTE TPAV MPEeAMEeTU Of CeKojaHe-
BUETO Ha CeKoja XeHa.

Toa 6elwe AOMUHAHTHa Tema v BO UpKBaTa
Aja WpuHe kage MapTuHesa ru nocTasu
Hajronem Aen o aBTOPKUTE YYECHUYKK Ha
BueHaneTo. VcknyynTenHo packowHara
apxuTekTypa cO peAyuupaHa AexkopaTus-
HOCT Ha OBaa WKOHOKMNAacTU4Ha ypkea
Tpeballe Aa NOCNY>Xu Kako nognora 3a egHa
MHOTY CUnHa m3jasa, obuj Aa ce HameTHa
TemaTta 3a nonosarta pasnuka gypu u Bo
ened ambuweHT Ha TpajuyvoHanHa
[OMMHauMja Ha MalKocTa no aeduHuymja:
penurujata. Toa cenak Ce nokaxa Kako
npeTepaH, Nako MHTePeCceH KoHUenT: UMeHo,
camuTe Aena He cekoraw ja onpaspgaa
BakBaTa xpabpa KypaTopcka ognyka:
noce6HO NpeauMEH3NOHUPaHNOT CBEYeH
thycTaH 04, po30BM U NOPTOKANOBKU BONaHW
Ha amepukaHckara asTopka Besepnu Cemc
(Beverly Semmes), nocTaseH BO ONTapoT Ha
upKBsara, Mako nyuyunaHo W MPOHWYHO Cce
noaurpyea co aHAPOUeHTPUYHWUOT KoHLenT
3a xpucTujaHckunoTt 6or, ja gesactupa
TpaHcueHAeHTHaTa pamHoTexa Ha
amMBMEHTOT - KOj TOKMYy nopaju csojata
cBeveHa ybasuHa e 0A0paH Kako nokauuja.
Opf cocem Hepa3bupnuem NpUYUHK BO ncTata
upKBa bele npukaxaHa W BUZAeo neHTata
Ha hpaHuyckarta asTopka Opnad (Orlan) co
HEj3UHUTEe AOKYMEHTapHW CHWUMKK 0f
NNacTUYHUTE OMepauun Kou BeKe HeKonKy
roAVHU Ce KPajHUOT NPOU3BOA Ha HejauHaTa
naeja 3a TpaHcopmauymjaTa Ha peanHocTa
Ha COMCTBEHOTO Teno Kako yMeTHUYKHU
objekT - ready made. MHoOry noycnetwHo 6ewe
HEJ3MHOTO npeseHTupare Ha CUMNo3NyMoT
Kage e4Ha oA naHen Aguckycuute Gewe
noceeTeHa TOKMYy Ha Hej3uHaTa nosHarta
usjasa “oBge e MOeTo Teso, 0BAe e MojoT
cogpTeep”. TokMy BO OBOj NPOEKT Kako Aa
ce COAPXKaHW CUTe eTUHKU gunemu okony
KpajHUTe rpaHuum Ha kaTeropujarta yo6aso BO
KOHTEKCT Ha COBPEMEeHWUTEe NPOMEeHn Ha
cthakareTo Ha TenoTo Kako TpaeH HocuTen
Ha uAeHTUTeTOT U ybasuHaTa.

Enna o HajcTapuTe Agunemu Bo ecteTukata
3a Toa ganu y6asoTo 0 npupogarta Moxe
£a ce NoABPrHe Ha NCTUTe KPUTEPUYMU KaKo

bibed it s
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Netpe Hukonockw, MMejzax - Omas Ha TRCMAHHCKHTE aBOPHUMHI, MHCTANALM]A, TPAHKK, KON, 0pU308a xapTuja,
thoTorpadum, xpana, 1997
Petre Nikoloski, Landscape - An Homage lo the Tasmanian Abongines, installation, branches, thread, rice paper, photos, food, 1997,

W yMETHUYKOTO ybaBo bewe Hesaobukon-
nuea u Ha osaa usnoxb6a. Hekonky aena
AvpeKkTHO pedbepupaa Ha ybasuHaTa BO
npupogara, NpocToOpoT U amMOueHToT:
KOHLeNTOT Ha aBcTpanuckara aBTopka co
TajnaHacko notekno, lWumpuH Fvn (Simryn
Gill) kKoja cTagawe 3eneHn, HeBUANUBU
neyaTt CO HEYUTNWUBU TEKCTOBW BpP3
3eMeHnTe nucja Kankynupajku ro BpemeTo
KOe Ke goBefe 40 HUBHO NoXXonTtysarbe W
UCTOBPEMEeHO cornepgysarbe Ha TeKCTOoT,
KoHuenToT Ha asTopoT Begn Ubpaxum oj
MakegoHunja KoOj cO CBOeTO peno
“HanywTrare Ha rHe34oTo"” , eHBUPOHMEH-
TanHa uHcTanauvja ucnneTeHa of rpaHkn 1
KOHOMN, MOTCeTyBa Ha MOXHOCTa 3a
pamHoTexa mefy npupoaHarta u HoBeqKu
KpeupaHaTa ybasuHa - CnojoT Mefy NTuuuTe
N YOBEKOBMUTE Adena - apxuTtekTtyparta of
Tpaguuujata Ha TYPCKUTE apXuTeKTu npu
rpagbaTa Ha 06jeKTu ga ocTasaTt nNpocTop
3a HacenyBare Ha NTUUUTE Kako “
koHuenToT Ha Onadyp EnmnacoH (Olafur
Eliasson) Bo JepebataH LucTtepHaTta ga
nocTasu camo eaHa 3aBeca Of napea Bp3
Koja e NPoeKTUpaH cnektap o4 6owm WTo Ha
nosBplIMHaTa Ha sojgaTa cosjasa ejgHa
chaHTazmaropuyHa Buauja, ce Camo HeKon 04
[lenara WTo AUPEKTHO Ce HaaoBp3yBaar Ha
eHBUpPOHMeHTanHata noetvka. O T0j
acnektT penoto “Kagugpe” Ha Jlopa
BukepcoH (Laura Vickerson) COAPXMW U3BeCHa
ambuBaneHTHOCT: CO3a/eHo e Co npuuBspc-
TyBatbe Ha UnjagHuumn Nus4UHLa of po3un BO
e/fHa orpomMHa Apanepuja Taka WTo Herosata
y6aBuHa Kako Aa ce HaTpesapysa CoO
ybasuHaTa Ha NpUPOAHMOT UBET: cenak, Toa
ro nocTaByBa W €TUYKOTO npawarbe 3a
YHUIWTYBareTO Ha Taa ucTa npupoaHa
ybaBuHa.

Kako AVMPeKTHO CNpoTUCTaBeHW Ha oBue

[AeNVKaTHW, AUCKPEeTHN W YecTo BU3YenHo
ambuBaneHTHUW KoHuentu, bBea oOHue
KOHUeNTH WTO HaeaHO U AOMMHMPpaa no
6POjHOCT ¥ NPOCTOPHOCT, BCYLWHOCT Aenara
n3Be[eHu BO HeKOj 04 MeauymuTe Ha
BucokaTa TexHonoruja. Bugeo wHcrana-
LUMUTe BO KOW CHUMKWUTE 6ea NpoeKkTupaHu
Ha Pa3NUYHN Ha4MHW (TeNEeBU3NCKN eKpaHi,
suaeo 6umosm, JILIJ expaHu) 6ea Haj4ecTo
3acTaneHvoT meauym Ha osa Buenane. 3a
pasnvka o UCKNY4YvMBO AOKYMEHTapHWOT
npucTan KOH 0BOj MeAuyM MPUCYTeH Ha
NMOYEeTOKOT Ha HeroBaTa nojasa, feHec e
sBuanuea ynotpebarta n Ha MOXHOCTa 3a
HEeroBO HapaTUBHO CTPYKTypuparse, 3Ha4u
HerosaTa 6nMCKOCT co (hUIMOT.

Buaeo uHcTanauujata of 4etupn 6umosu
wTo aBTopkaTta Wupuu Hecxar (Shirin
Neshat) ja noctasu 8o Aja VipuHe Kako eaeH
Tpunep BO Koja camara Taa ce nojasysa BO
ynora Ha MporoHeTa XeHa WTo fera HU3
cokauute Ha MWcTaHbyn oa Hekoja
HeBMANMBA OMNACHOCT NOBTOPHO Ce
HagoBp3yBa Ha Temara: XWBOTOT BO
meTpononucoT v [lpyrocta Kako epHa
CKpYeHa anTepHaTuBa Ha MAEHTUTETOT, HO
11 ONacHOCT 3a HEero, CNMYHO Kako BO genaTta
Ha Mununotwu PucT (Pipilotti Rist), Eja Jluza
Atuna (Eija Liisa Ahtila) vnu Ana Jlaypa
Anae3 (Ana Laura Alaez), Kou oBaa
npo6nemaTtuka ja npeucnuTysaat BO
KOHTEKCT Ha pasnuyHuTe KyNnTypu Ha Kow
npunaraar. MNapagurmaTuyHo 3a oBBa rpyna
fAena e cBeTnocHaTa uHcTanayuja Ha
duHknata Mapuja Bupkana (Maaria
Wirkkala) Koja €O CMHO CBETNO ja
akLeHTupalwe [leBojynHara Kyna 3a Koja e
Bp3aHa nereHaaTa AeKa Hekoj CynTaH Tamy
ja cokpun nocnepgHata Kepka nopagu
NPOKMETCTBOTO KOE A0BEN0 A0 CMPT Ha cuTe
APYr¥ HEroBu KepKu, KacHatu o4 3muja.



Oner Kynuk, CemejcTBOTO Ha ngHuHaTa, wHeTanaumja, hoTorpadvi, BUAeo, 2 yweka, Cnywankm, uprexw, 1997
Oleg Kulik, Family of the Future, installation, photo: Kalina Bunevska, SCCA

3Hauu, Kako caMo cuHaTa Kyna HacpeauHa
Ha Bocdhop Aa npeTcTasysa 3acoNHULLTE OF
HensbexxHaTa OnacHOCT 3a Koja 3mujara
npeTcraBysa meTaghopa Bo cUTe Tpaanumu.
OHa HeMMEeHNMBOTO, YYAHOTO M 3a30PHOTO,
ce ywTe npeTtcrasysaaT NpeausBMK 3a
yMETHUUUTEe nopagu WOKaHTHOCTa W
pajukanHocTa LWTO 0OBO3MOXYBa HUBHOTO
Aeno pAa pojae A0 rpaHMuUMTe Ha
“eraucreHymjanHara ecretuka”. Mpucyc-
TBOTO Ha BUAEO AilenaTta Ha BeKe noYnHaTara
KybaHcka asTopka AHa Menguera (Ana
Mendieta) Koja oTne4aToumTe 04 CBOETO TeNo
CO KpPB BO CeAyMAeceTTUTE roAuHu rm
HapekyBawe “kpsaBo nucmo” e eaHa
nocseTa Ha CUTe YMETHULM KO Of XKMBOTOT
M ecTeTukara uctkajysaat lMeHenonuHo

Opnas, "Onepupan flakau: 5-Tn NephopmManc Ha nnacTu<Ha xupypraja” - "Yenewna onepauuja”. 1991
Successtull Operation”, 1991

Orlan, "Operated Lacan: 5th Plastic Surgery Performance -

TKaerwe 3a Koe eAWHCTBeHa Tpara ce
AOKYMEHTUPaHWUTE 3anucu.

WHcTanaumjata Ha pyckuoT ymeTHuk Oner
Kynuk (Oner Kynuk) coctaeseHa of
cthoTorpachum 1 BUAEO NEHTa 04 HEeroeuoT
bYB0OBEH XUBOT CO Ky4eTO, KOe Cnopea Hero
e metachopa 3a oHaa XUBOTWHCKa [pyrocT
CKpMeHa BO Hac NpPOTMB Koja HYOBELWTBOTO ce
6opu co egHa npeHarnaceHa aHTPOnoLeH-
TPU4HOCT, 300pyBa 3a nocrojaHara notpeba
Ha YMETHUKOT Aa rv npowmpysa rpaHuumTe
Ha TEPMUHUTE YMETHOCT U ECTETUKA, HUKAKO
He MOXejku ana usbera of noneTo Ha
eTukata. Bo MOMEHTOT Kora XXuWBOTOT U
ybasuHaTa ce cnojysaaT BO efeH eTu4Ko-
eCTeTUYKW amanram, YMEeTHUHYKMOT Npous-
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BO/A BCYLUHOCT Ce NpeTBOpa BO efeH Tearap
Ha CypoBOCT Kaje LWTO XWBOTOT Ha
YMETHUKOT CTaHyBa XxpaHa 3a CNeKTaknor.

HenzbexxHocTa Ha cxemara, HeBUMAMBUOT
MexaHusam noj Yme BnujaHue ce ob6nvkysa
BuAnNMBaTta peanHocT, bewe ABUXEYKU
npuHumn Ha “XenbeHute mawuHu”,
KypaTopcku npoekT (CysaHa Munescka) Koj
6ewe egHa o4 NPUAPYXXHUTE MaHudecTauum
Ha BueHaneto. YmeTHuumTe o4 MakegoHuja
n Typuwja (Mrop ToweBscku, AnekcaHaap
CrankoBcku, MeTpe Hukonocku, Cepeep
AemupTaw (Server Demirtas), McmeT [oaH
(Ismet Dogan), XycenH AnntekuH (Huseyin
Alptekin) n ApxaH Kajap (Arhan Kajar))
M3Noxuja Aena Kou Ha pasnuyeH Ha4uH ro
npeseHTupaa KOMMNMEKCHUOT O0AHOC
nHaueuaya-cTpykTypa. Cnopea fenes u
FaTtapm (Deleuze/Guattari) 1 HUBHOTO Aeno
“AHTH-Egun” 4 onwrecTeBeHaTa xenbeHa
MaluHa npeTcTasyBa MHOry nocunHa
aetepmuHadTa og ®pojgosara egunanHa
TpUaronHa cemejHa cxema: Mako CKpueHa, r
OTKPUBA NOTUCHATUTE EKOHOMCKU M
couvjanHu chaHTasmu BO €4HO OMNLWTEeCTBO.
Taka, ancTtpakTHUTe npuHuunu (ybaeo,
xenba, paHTazam) ce cygupaart co
NPVHUUNWUTE Ha pearnHocTa U XUBOTOT U
npercrtasysaaT cekoraw Heucupnex
martepujan 3a yMeTHUKOT - NpeBeyBadq WTo
bewe npobnem, He cekoraw ycnewHo
paspelweH, u Ha oBa bueHane.

3ABENEWKN

1.Wingenstein, L., Tractatus logico-philosophicus,
Veselin Maslesa, Sarajevo, 1987 (6.421), sur. 185
2.Wolin, R., “Foucault's Aesthetic Decisionism™, Telos,
Nu. 67, Spring 1986, p. 83

3.Martinez, R., On life, Beauty, Translations, and Other
Difficulties or Finding Angels in Istanbul, (catalogue),
5th International Istanbul Biennial, Istanbul Foundation
for Culture and Arts, Istanbul, 5 Oct.-9.Nov. 1997 pp. 2-
31

4.Milevska,S., Desiring Machines, (catlogue), Yuksel
Sabanci Art Center, Istanbul, 2-16 Nov.1997



M3noxom B8O hokyc B F

5" INTERNATIONAL
ISTANBUL
BIENNAL

Suzana Milevska

LANGUAGES

OF

BEAUTY

AND
MORAL

When one speaks of the esthetics of the disap-
pearance, and of the disappearance of the esthet-
ics, the artis necessarily directed toward reexami-
nation of the basic esthetic categories. The formal-
ist separation into ethic and esthetic values of an
artwork is already manifested as inadequate one
and cannot be applied due to the loss of borders
between the art and the life.

It is well known that even Ludvig Wittgenstein in

his early work - “Tractatus logico-philosophicus”

(1922), says that “ethics and logic are one.”'. Later,
with his analogies between the language and the
art, although speaking about the autonomy of an
artwork through the autonomy of the language
which is methodologically close to the formalists
and the structuralists, still Wittgenstein foretells also
the erasure of the border between the art and the
reality when he says that reality too could be read
as a text enabling esthetic understanding (in “The
Philosophical Inquiries”, 1953).

Later, as opposed to Wittgenstein who considers
both ethics and esthetics to be in the sphere of the
transcendental, Michel Foucault tries to substitute
“the techniques of |" as dominant products of Chris-
tianity and the modernistic obsession with abso-
|ute and abstract values, with one “esthetics of ex-
istence”, that would be close to the pre-Socrates
Greek body V and in which the ethics would come
out of the esthetic. The example of the king of
Cyprus, Nikokle. who is faithful to his wife not only
for political but also for esthetic motives, because
“the political power, immortality and beauty are con-
nected in certain moment”, for Foucault means a
paradigm Qf that inseparability of the beautiful from
the ethic <. - this concept is best seen from the
ancient term kalokaigatia, known from “The Feast”
by Xenophon.

The principle esthetic category - the beautiful, was
for a long time neglected in the art theory. In the
overflow of post modernistic reexaminations of the
classical esthetic ideals, and the return to the tra-
ditional idea heritage. today again reappears the
interest for this topic too. During the period of es-
tablishing the modernistic conceptual manifests,
only the most classical esthetes were still preoccu-
pied with the reexamination of this term that in the
inflow of a stronger interest for its opposite, the ugly,
underwent great changes in the reinterpretation.
Therefore the esthetics has been substituted with
a new discipline that is conditionally named anti-
asthetics whereby the term beautiful is just being
widened. and after its complete reduction to ab-

straction, there is announcement of a wave of its
enrichment with narrative charge.

In the title of the 5th Istanbul Biennial, “On Life,
Beauty, Translations and Other Difficulties”, included
are two terms that due to the formalistic and mod-
ernistic concepts, at first glance are in contradic-
tion: life as a theme is determined by the relation of
the art with the reality while beauty is a theme that
is determined by the relation to the ideal. The chief
selector and curator of the exhibition, Rosa
Martinez, a long-term manager of the Barcelona
La Caja Foundation and member of the curator
team for The Manifesta 1, tries to place them in
relation through a narrative scheme of different lan-
guage structures.

The translation of one art language - the language
of reality, to the other art language - the language
of the ideal beauty, necessarily leads to some
remainings, some differences in the systems of rep-
resentation. In her catalogue foreword, Rosa
Martinez denies the absolute connection between
the language and the reality, thus reminding us of
the arbitrary nature of the language that essen-
tially establishes the vely nature itself by means of
its own rules and laws. ~.

This necessarily leads to a methodology made rela-
tive when conceptualizing her project, similar to that
of Foucault according to which the art language is
in relation with the language of life. The whole Bi-
ennial is under the sign of the polyvalent structure
and of the attempt to include more current lan-
guages, without believing in the possibility for their
reconciliation. Let us just number out some of these
opposing thematic provocations: the relationship of
the artwork to the ambiance, the relationship of the
work produced as the very presence in the current
times: the performance, the relationship of the art-
ist toward the media: high technology as one of the
means for changing the art language, the relation-
ship of art toward sex and body (theme mainly
present in the artworks of women who are half of
the participants).

The desire of Martinez, through her own concept
at the Biennial to refer and in some way to incor-
porate even Istanbul itself into the exhibition, to use
its abundance of labyrinth streets full of various
images as basis for artistic concepts of the artists,
at the same time meant incorporating also all the
chaos of this city of 15 mil. inhabitants, extending
on 150 km in length. Therefore the Biennial in mimic
way acquired the amorphous shape of the metropo-
lis. Many artworks, performed outside the official
premises, indeed melted themselves with the city
noise and stopped being an attraction only for the
professional public. For example, the false subway
station of the Hungarian artist Antal Lakner.

The explosion of performances presented in vari-
ous times, but all over the territory of Istanbul, and
not only in the main premises of the Biennial (the
18th century Imperial Smithy, the 6th century church
Aja Irine, and the 6th century water tank Jerebatan)
speaks of one more novelty in the organization of a
Biennial - the notion that it would be an occasion
for the artists to perform a work that will be in direct
interaction with the visitors (at least during the first
opening days) in specially selected premises.
The performances of Tracy Emin, staged at the
Istanbul Airport and in the hotel Pera Palace, in her
own room, best reflect that identification of the art-
ist with the city and its hidden corners. The author
Tracy Emin has made her performance in the Pera
Palace to look like a reception of guests in her own
house where she enables a site seeing tour as a
picnic into her intimacy, showing private photos and
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Jaen flasuac, Hixof goma, nictanauvja » nepdopmasc,
Aja Vipumn, 1997

Joel Davids, Nobody Home, instaliation and performance,
photo; Kalina Bunevska, SCCA

telling most intimate details of her past life. Whereas
the performances of Jael Davids, Eulalia Valldosera,
Egle Rakauskaite and Sukran Moral were pre-
sented as brief deja-vu scenes, extracted from the
memory, but the narration was not in the foreground.
The fragmentation of the staged rituals from vari-
ous times (whether be it the girls’ folk dance by
Rakauskaite, or the ritual of a gynecology checkup
by Moral) seemed necessarily connected to the
woman as carrier of the structure of the ritual. The
shadows of the dishes with the cleaning stuff from
the installation of Valldosera, staged in the water
tank Jerebatan, obtained on the walls bigger dimen-
sions and ghastly look, underlining in a terrible way
the harsh realism of the plastic ugly utensils of the
everyday life of every woman.

That was the main theme also in the church Aja
Irine where Martinez placed most female authors,
participating at the Biennial. The exclusively rich
architecture with the reduced decorativeness of this
iconoclastic church was to serve as basis for a
very powerful statement, an attempt to impose the
theme of a sexual difference even in an ambiance
of traditional male domination in its definition: the
religion. However this was seen as somewhat ex-
aggerated, although interesting concept: namely,
the very artworks did not always justify such a brave
decision of the curator: the especially oversized
formal woman'’s dress of rose and orange driving
wheels of the American author Beverly Semms,
placed in the altar of the church, although in a lucid
and ironical way makes fun of the man-centered
concept of the Christian god, devastates the tran-
scendental balance of the ambiance - that has been
chosen as a location site exactly because of its
solemn beauty.

From totally inexplicable reasons, in the same
church was also shown the video footage of the
French author Orlan with her documentary shots
of plastic operations that have been for several
years the end product of her idea for transforming
reality of her own body as art object - ready made.
Much more successful was her presentation at the
seminar where one of the panel discussions was
dedicated to her well known statement: “here is my
body. here is my software". It seems that in this
project are contained all ethic dilemmas concem-
ing the final limits of the category of the beautiful in
the context of the contemporary changes of under-
standing the body as the permanent carrier of iden-
tity and beauty.

One of the oldest dilemmas in esthetics - if the beau-
tiful in nature can be subjected to the same criteria
like the artistically beautiful - could not be avoided
also at this exhibition. Several artworks made di-
rect reference to the beauty in nature, space and
ambiance: the concept of the Australian author of
Thai origin, Simryn Gill who put green, invisible
seals with illegible texts on the green leaves, cal-
culating the time for their becoming yellow and at



the same time for reading the text; the concept of
the author from Macedonia, Bedi Ibrahim who with
his work “Departure from the Nest”, environmental
installation woven from branches and thread, re-
minds of the possibility for balance between the
natural and the man-made beauty - the connection
between the birds and the man-made objects - the
architecture from the tradition of the Turkish archi-
tects when constructing objects to leave room for
settling of birds; as well as the concept of Olafur
Eliason to place in the water tank Jerebatan just
one steam curtain upon which is projected a spec-
trum of colors creating on the water surface a phan-
tasmal vision, are just few of the artworks that di-
rectly relate to the environmental poetics. From that
aspect, the work “Velvet” of Laura Vickerson
contains certain ambivalence: it has been created
by the adhesion of thousands of rose leaflets into
one huge drapery so that its beauty seems to be
competing with that of the natural flower: however,
this puts forward the ethical issue of destroying that
same natural beauty.

As directly opposed to these delicate, discrete and
often ambivalent concepts, were those concepts
that were dominating at the same time, in number
and spaciousness, actually the artworks performed
through some of the hi-tech media. The video in-
stallations in which the shots were projected in vari-
ous ways (TV screens, video beams, LCD screens)
were the mostly represented medium at this Bien-
nial. As opposed to the exclusively documentary
approach toward this medium present in the begin-
ning of its appearance, today one can see evidently
the use also for its narrative structuring, i.e. its
closeness to the film.

The four-beam video installation, staged by the au-
thor Shirin Neshat in Aja Irine as a thriller in which
she appears herself in the role of a chased woman
running through the small Istanbul streets away from
some invisible danger, relates again to the theme:
life in the metropolis and the Otherness as a hid-
den identity alternative, but also as a threat to it;
similarly as in the works of Pipilotti Rist, Eija Liisa
Athila, or of Ana Laura Alaez, who reinterpret this
theme in the context of different cultures that they
belong to. Paradigmatic for this group of works is
the lighting installation of the Finnish author, Maaria
Wirkkala, who accented with gray light The Tower
of the Girl of which a legend says that a certain
sultan hid his last daughter there due to the curse
that caused the death of his other daughters by
the very snake bite. This means that as if only the
gray tower in the middle of Bosphorus is the shel-
ter from the inevitable danger which is metaphori-
cally represented by the snake in all traditions.
What cannot be named, the bizarre and the odi-
ous, still is a challenge to the artists because of the
shocking and the radicalism that enable their work
to reach the very limits of “the existential esthet-
ics”. The presence of the already deceased Cuban
author, Ana Mendieta, who called her bloody body
prints in the 70’s “a blood letter”, is a dedication to
all artists who weave out of life and esthetics a
Penelope weaving of which the documentary foot-
age is the only trace.

The installation of the Russian author, Oleg Kulik,
made up of photos and video footage of his love
life with a dog, which according o him is a meta-
phor for that animal Otherness hidden in u
which mankind fights with a much acce
centralization, speaks of the perma
the artist to widen the limits of the 1
esthetics, but with no escape from 1
ics. In the moment when life and be

in an ethical and esthetic amalgam, the art product
actually is transformed in a theater of brutality
where the life of the artist becomes food for the
spectacle.

The inevitability of the scheme, the invisible mecha-
nism which influences the visible reality, was the
moving principle in “The Desiring Machines”, the
curator’s project (Suzana Milevska) which was one
of the supporting manifestations at the Biennial. Art-
ists from Macedonia and Turkey (Igor Tosevski,
Petre Nikoloski, Server Demirtas, Ismet Dogan,
Huseyin Alptekin and Arhan Kajar) performed art-
works that in various ways presented the complex

relation of the individual vs. the structure. Accord-
ing to Deleuze and Guattari and their work “Anti-
Oedipus” 4, the social desiring machine presents a
much stronger determination that the Freudian
Oedipus triangular family scheme: although hidden,
it reveals the inhibited economic and social phan-
tasms in a society.

In this way, the abstract principles (beautiful, de-
sire, phantasm) collide with the principles of reality
and life, and are always an endless material for the
artist - translator which was a problem, not always
resolved in a successful manner, also at this Bien-
nial.
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Cranuya. nporoHcTe0 04 pajot, nepgopmanc, Aja MpuHu,1997
ap. Expulsion from P aradise, live sculpture, Aya Irini, 1997
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NAPANENW, NPOEKT HA W®A BO BEPJIUH PARALLES, IFA PROJECT IN BERLIN

Juprex Tomac

HAOD MOBPWWUHATA

J[Napanenu’: Fanepujata Ha Viha 8o ceoMTEe HOBM NPOCTOPUM ' NPETCTaBsyBa Aenarta Ha HeTupu
Mmnagu ymetTHuum o MakegoHuja

CeeTkaBaTta 6poH3eHa CKy/NTypa Ha ronema Ma4ka noTceTyBsa Ha HeKoja er1neTcka 300mMopchHa
nnactuka. Taa e nocTaseHa Bp3 efeH UMNMHAPWUYHEH MOCTaMeHT U CO norneaoT e cepTeHa KoH
upHobenuTe choTorpachuu Ha suaoT. HUB ru uma 28 v nocTaseHu ce Bo ABsa peja. Bo ropHuoT peg
Ce MNaHVHCKY Nej3axu, a BO A0NHUOT CLUEHU O/ MOPCKMOT 6per.

Tome ALMEBCKM CBOETO Aeno ro Hapekysa ., 0nemMuoT Hekop Hasaa". Bo Hero Toj rv kombuHupa
npaenemMeHTMTE BOAA U 3eMja CO eAHa Of NPBUTE HOBEHKM KyNTYpuU 1 Taka noTCcBecHo thmnozodpcku
rv MocTaByBa npawarbara 04 Kafe goafa u kage ogv 4YoeekoT. OBa penpeseHTaTuBHO Aeno Ha
MaKe/JoHCKaTa YMETHOCT cera MoxXe Aa ce Buav Bo Manepujata Ha Wda.

MHCTUTYTOT 3a O4HOCK €O CTPAHCTBO, KOj CBojaTa npea uanox6a ja umawe Bo 1991 roguHa 8o
BepnuH, e cneuvjanuaupaH 3a ymeTHuUM oA CpegHa u WcTouna Espona. Manoxo6ara co koja
Fanepujata M oTBOpa CBOWTE NMPOCTOPMKA BO HOBOTO CeAMWTe OBOj NAt 1ce NocseTysa Ha
MakefoHuja.

TpyZ0BUTE HA HETBOPULA YMETHULIM MOXAT Aa Ce BUAAT NOA HacnosoT ,Mapanenu”. Beke cammnoT
HacnoB Ha uanoxobara Tpeba ga yKaxke Ha Toa Aeka MakedoHcKaTa Kyntypa Ha AesefeceTTure
roAvHU ce passuBana BO rofieMa Mepa aHanorHo Ha 3anaHoeBPONCKUTE TPEHA0BU U TeHAEHUWN.
1 Bo WcToura EBpona ymeTHULMTE ce 06uayBaaTt BO CBOMTE TPYA0BK Aa ro oTC/ivkaaTt BpemeTo
BO KOE XWBear, Aa r1 U3pasar CBoUTe YyBCTBa W Aa ro pasBUBaaT CBOJOT YMETHUHKMA PEYHMK.
CuTe gena wTo ce uanoxeHu Bo Manepujata Ha Mda ce HacTaHaTi Unu HanNpaseHu oBaa roguHa,

Tome Ayvencxy, MonemMnoT Yekop Hazag (peran), 1996/97 Cnaeu4o Cokonoscxun, Apcenan, 1997 (aetan o uMcTanaumja)
Tome Adjievski. The Big Step Backward (detail) instaltation view Slaveo Sokolovski, Arsenall, 1987 installation view
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LUTO 3Ha4Y¥ AeKa ro npeseHTupaaT HajakTyeNHUOT YMEeTHUHKM Passoj. YMeTHUUUTE WTo
usnaraat ce cute Ha sospact o 30 o 40 roguHu. Tpojua o4 HUB Ce POAEHU BO MMABHUOT
rpaa Ckonje, a eaeH o4 HuB, JoBaH Banos, og npes Ase roavHn xueee 8o BepnuH. banos
Ce npeTcTaByBa CO efjHa UHCTanauuja of OCym CNMKW BO MAcflo KOW AEKopaTUBHO ce
nocTaeBeHu BO (hpo3BM 04 8JHOCTaBHN reOMETPUCKM MycTpu. Co NpUMeHaTa Ha ocymaroneH
wabnoH HacTaHyBaaT CepucKu KOMOMHAaLWMKU, KoM HaBUAYM Ce CTPOro noapeaeHu, a
BCYLWHOCT CTOBPEMEHO MOCTOjaHo ce NpekpLuyBaaT v Co Toa BogaTt Ao ancypa.
Ha npB nornea TpyAoT Ha Cnaeyo COKOMOBCKM ,ApceHarn’ ce YuHU npemMHory pasbupnms
BO 3ajHWHaTa Ha akTyenHara jyrocrioBeHcka uctopuja. TpyAoT npetctasysa geseT
OTVCOUM Ha PasHOBUAHK MOAENN HA NULITOSN BO rNUHA KO Ce CTPOro noapeAeHn eaeH
A0 Apyr BO noAeAHaKBO roniemu ApseHu caHpaun. Tyka cetunHo ce pediekTupa 3a
BOEHOTO W MOKTA, 38 HUBENMPAH-ETO W MOTVICHYBaHeTO Ha MHAVBIMAYanHaTa crioboAa Wwo
Tve rm Hocar.
WHcTanauvjata Ha JosaH LymkoBsckn ,Hag nospuwimHata’ ce coctou og 18 nnoun og
nonuecTepHa CMosia OCBeTIeHN co pethIeKTopK, KoM Kako Ja cBeTKaaT 0f eAeH TEMHO
060eH b6aseH co Boga. Tue genyBaaT Kako CBETKaBu 6MBOSICKU 04, Ko BO cebe umaar
BMETOLM 1 NoTCeTyBaaTt, Yac Ha MuHepanu, 4ac Ha apTeakTi Ha HYoBeykaTa uMBunu3aumja.
OpA eqHo ONKpyXXyBarbe NOTONEHO BO OMWTa MUCTUYHA TEMHULA TUe Ha HabrbyayBaqoT
My npakaat MUCTepUO3HM NopaKu YMeLTo Aelmndpuparbe Bo rofieMa mepa Hemy u My ce
npenyLwiTa, a Bo CeKoj cny4aj Tepaart Ha pa3MucyBarse.

lNpes3semero og Berlinger Morgenpost, Berlinger Algemaine, Bepnux 2. 09 1997.

a, Aeran o vHcTanauwjara, 1996/97
nstallation view, 1996/97

Josau Banos, warneg og wHcTanauwjara 1996/97 Josas Wy
Jovan Balov, installation view, 1996/87 Jovan Sur
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MY3EJ HA COBPEMEHATA YMETHOCT, CKONJE, CENTEMBPU -OKTOMBPW 1997

Coma Abayuesa

nyJ KAH CIUKAP
1967 - 1997
LOUIS CANE ARTISTE PEINTRE

“NYJ KAH CNUKAP 1967 - 1997" e npoekT WTO Hawarta no3HaHudka og uanoxbara Moxorta - cppaHuyckarta
ucTOpUYapapka Ha yMeTHOCTa U ekcnepT 3a rpynata Supports-Surfaces - Mapu Enen percbegep (Marie Hélene
Grinfeder)og Mapwa ro Hanpaeu cneuujanto 3a My3aejoT Ha coBpemeHaTta ymeTHocT Bo Ckonje.

CrnuvKapoT, CKynnNTopoT u TeopeTudapoT Jflyj KaH oTBopu HOBO nornasje 80 (hpaHyyckaTa v cBeTckaTa yMeTHOCT.
OHa WwTo Hue Bo MakegoHuja nogobpo ro 3Haeme e cekako TBOPeWTBOTO Ha npunaaHuyuTe Ha Mapuckara wkona,
OIHOCHO CrivkapuTe Ha chpaHuyckaTa Tpaguymja. Osaa nanoxba He MHdopmMMpa 3a OHa NoToa: 3a CBECHOTO pyleHke
Ha MUTOT Ha MOAEPHU3MOT W TPAAULMUTE W 33 CBPTYBAHETO KOH MOCTMOAEPHUCTUHKMOT AUCKYPC. AKO HEKONKY
CKYNNTOpYM BO CBETOT ro NpoLuMpuja NoMmoT 3a ckynntypara, Jlyj KaH u rpynata Ha koja i npunara - Supports -
Surfaces - co nocTankaTa Ha AEKOHCTPyKUWjaTa, W3BpWUja eKCTeH3nja Ha NOMMOT CNMKapCTBO, AaBajkn My
ocnoboAgyBayka v couujanuavpaska gumeHsuja.

Ha oBaa manox6a jacHo ce ynTa 6e306sMpHaTa MaHunynaumja co cnukapckute enemerTu (6oja, chopma, noter,
NWHWja, Komnosuumja, nepcnekTuea). fMyj Ka cekoja oaaenHo of 0BUe KNacu{Hu COCTOjKW( MpeKy nocTankara Ha
cevere, KONaxXnpare 1 pasmpexyBarbe) r1 U3AB0jyBa, UM JaBa PaMHONPaBeH CTaTyC 1 rv Bpaka Ha Apyr HauvH Bo
eaHo aeno. Cekoj CrMKkapcky enemeHT ce TpeTvupa Bo NPBO NWUE eAHWHA, Xuepapxuute ce sameHysaaT CO efHa
[lemokpatcka chopma Ha penatveusauuja.lnaTHoTo 6e3 pamka , He ja NpeTcTaByBa NoBEKe KnacuqHaTa nosuyuja
Ha CnMKaTa Kako npo3opel, TyKy Cnvkarta-pamka v 3ufoT 3aefHU4Ku ja NnpeTcrasyBsaar yenuHara , 1 no sHaverbe
egHakso My npunafaat Ha npoctopoT. Jlyj KaH ja ynoTpebysa thopmynaywjara “thpecka 6e3 sua" unu “sng 6e3
chpecka’, 3a Aa ja Harnacu NNOWHOCTA Ha CNMKaTa U HejanHaTa He3amucnMBoCT 6e3 SMAOT Kako noanora. “Na ce
CNVKa Ha NnaTHo 6e3 pamka e Kako oanenysarbe Ha (hpecka” , e Herosa nouHaxkea hopMysaumja Ha ucrara rnocranka.
CTpacHOTO aHanuTUHKO NOHWParse BO Cnukapckara heHoMeHonorvja: Bo TenoTo Ha 6ojata, noteaute unu cthopmara,
€ COONLUTEHO CO ja3nKOT Ha CNagocTpacTUeTo, epoTckaTa xenba fa ce gonpe HesuaANueoTo. Konky v aa ru dutame
(hpaHLyCKMTe CTPYKTYPanucTyv BO HEroBUTE AEKOMMOHWPAHO - KOMNOHWUPaHK NaTtHa 6e3 paMKK, 0cTaHysa HyBCTBOTO
Ha [eno Co rofiem pecrnexT, CBOeBUAEH OMaX Ha CIIMKapCTBOTO BUAEGHO OA cneyutuyeH aBTopcKu aron.
Mpuka3sHaTa 3a 0cnoboayBarbeTo Ha NAaTHOTO @ eKCNIMUMTHO Packaxaxa Ha oBaa n3noxoa. durypatueHute gena
v ckynnTypute Ha flyj KaH ce Apyru npukasHi, MOTMBMPaHU Ha APYT Ha4WH, HO aPTUKYNIMPaHK CO ucTata ymeTHUYKa

eKcTasa.

. sl
Nyj Kaw, Louis Cane Artiste Peintre 1967 -1997, usrnea oa wanoxt6ara so MCY, Cxonje
Louts Canes, Lowis Cane Artiste Paintre 1967 - 1997, ition view, M of Ci porary Arl. Skopje
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MY3EJ HATPALO CKONJE, CENTEMBPW 1997
Bukropuja Bacesa [umecka

MAPITAPUTA KUCEJNTMYKA KANAJLIMEBA

3aTsopeHaTa 6e3BpeMeHa AvMesauja BO CLeHUYHUOT npocTop Ha Mapraputa Kncenndka Kanajunesa kako wnyauja 3a
efHa xenba, Kako BU3Mja 3a €AHO CHOBUAEGHME eheKTHO ja MHCUHyMpa BrieryBarbe BO OHa ApYroTo, BO KomopaTta Ha
TparnuTe Ha CoNCTBEHWOT NMpoLec Ha pasmucysarse. BCyLHOCT, 0BOj MPOEKT MOXKe fa ce NpudaTt 1 Kako ‘nveca’ Bo gsa
Aena: efHuoT e cTaTuyHaTa rpajba- My3sej — BUTPUHM BO KOW ja CMECTYBa apXeosolKaTa 36MpKa o4 MNHHUOT TBOpeYki
WHBEHTap ( UM Kako capkacTuyHa anysuja Ha 3aTBOpeHa UHCTUTYLM|a) , LITO e HaZABOp Of CBETOT Ha aBTOPOT , HO HE U
BOH 0/} Hero.Toj e NpeAn3BMKyBaY Ha PECNeKTOT 0/ My6NMKaTa KOH OBEKOBEHEHO- 0CBEA0HEHU BpegHOCTU. Bo ApyrvoT
Hasnerysame BO BUCTUHCKWOT, [lyXOBHWOT MPOCTOP Ha aBTOPOT WTO Tpeba fja cTaHe U Aes 04 HaWUOT NpocTop ( 3a OHOj
W0 6apa HeLTo NoBeKe 04 OHa LUITO HeKoj ApYr BeKe ro eTabnupan) 1 Taa MHcLeHpaHa 6e3BpeMeHoCT Tyka Tpeba Aa ja
noYycTByBame, OKOSIKY ycrieeme ja ja OTBOpUMeE HEBUAMBaTa MopTa.

36opyBajKku 3a cOAp>XMHaTa Ha 0BOj MPOEKT U HeroBaTa YOeANMBOCT, CMETaM feKa Taa e Npef ce cofpaHa Bo Y6eAnmBIoT
1 CEH3MGUMHMOT roBOp Ha TaKTU/HaTa CTPYKTypa Ha [pBOTO, HEroBaTa fIeCHO, CyNTUIIHO MOAenMpaHa usBopHa opma
411 3aKOHMTOCTM aBTOPOT 3Hae Aa N No4UTyBa U TUe CamuTe BeKe ro onpaszyBaart U BU3yanuaupaar norofieMuoT gen
O/ HejanHaTa npukacka sa 6esspemeHoTo. Knucenuika ro npeobpasdysa npocTopoT, co3aasa “06BMBKa’- CLEHa 3a OHa
WTO Kako MpeaMeT — CKynnTypa Kako COAPXUHA UM Kako fen of Tparute Ha BpemeTo, Ke ro mocTasu BO OBOj
WNY3NOHNCTUYKKN ambreHT. HerosoTo “ry6etbe” — cmanyBsarbe BO BPEMETO 0 MHCLEHMPa CO ONTMHKOTO CMasyBarbe Ha
KBap/paToT LWTO HamalleH ce yMHOXYyBa- ce rybu Bo nepcriekTusaTta, 6enexejku ro BpeMeTo Kako rofoBUTe Ha ApBOTO.
flpyrata 6e3BpemMeHOCT Unu nNapanenHarta npukacka 3a 6e3BpeMeHOTO ja co3fjaBa HejauHaTa NnacTka Kako Aen of
oBaa “ofa “ 3a NpOCTOPOT U BpemeTo.BCylHOCT, Beke nosHaTUTe KOAOBW M Npeobpasysa Ha €[eH MaricKu HauuH.
MpoCTOPOT MOCTOM U KaKo MOBUIEH — KaKO ABUXEHE 1 Kako 0fpas Ha MpeaMeToT- CKYNTypaTa, LWTO BCYLWHOCT CTaHyBa
cpeavTe Ha emvouunTe 1 ABUXKeYKa cuna Ha genoto. Osaa cumMbonMYHO- Marmcka “ cnuka” 3a TajHuTe NpeacTasu 1
NpacnK1 NOTEKHaTU O MUTCKUTE U3BOPULLTA, MMaaT BO cebe Hekoja HyHa eHepruja LUTO 041 KOH pUTyasniHoTo 06HOBYBatbe
Ha XXMBOTOT — Taa e NocpeHNK Mefy MPancKOHCKUTE CUMW U MOLEPHUOT CEH3MOUNUTET, OHOj ABMraTers WTOo O/ ONLITUOT
Xaoc MOXe fAa ja U3aBou penukeunjata Ha 6e3BpeMeHOCTa Kako pUTyasneH ABuraTtesi, Kako Cuma LWTO BOAW Of HECMOKO)
KOH MO3UTMBHa KOHTeMMnnauvja u pasbuparse.

Broparta 6uTHa KapaKTepucTVKa LTO ro AechuHnpa o4HOCOT Mefy CKynnTypaTa u aMb1eHTOT- MPOCTOPOT, € KOHLEHTpUparbe
Ha NMpeaMeToT Bp3 CpeAullTeTo, ynaTyBare KOH jagpoTo Ha aMOUEeHTOT, BO OBOj Crly4aj KOH 3amuciieHaTa To4ka BO
6eckoHe4HoTO. CKynnTypaTta BO cBojaTa €HOCTABHOCT ja CBPTYBA KOH MPOCTOPOT 6€3 HernoTpebHu nnaHoBm — Taa e
cBeAieHa Ha npumapeH 06JI1K CO LUTO cyrepypa JOBPLLEHOCT, NOCTaByBajKW ro MPOCTOPOT HEMOKEH Aa ja MeHyBa dhopmara,
4a ja pasfenu, npexkpLum nnu aeduHnpa nouHaky of HejavHaTta BHaTpeluHa ogpeaeHocT. Of Apyra cTpaHa, cBeTnocHaTa
06BMBKa NPOCTOPHO ja (A0) AeduHupa ckynnTypaTa. Ha Toj HauuH Kucenuyka ri noctaBsyBsa npocTopoT U CKyNTypaTta Bo
HEro Kako BeKe fethHUpaHu LiennHy Bo 3aemMeH Aujarnor, Kaje LWTo ce XapMOoHU3upaar, ro “hakaaT” putaMoT, cosgasaat
ambueHTanHa yenuHa, 6es aa My ce aaje npuopuTET Ha efleH Of OBME HOCEYKM €MeMEHTU Ha OBOj MPOEKT.

CraHysa 360p 3a OpraHunauparbe Ha NPOCTOPOT Kako UHTEH3WBHA C1Ma LITO MPUTCKA CO CUTE HEroBM MOXKHYW areHc 3a
“AecTpyKuuja” Ha ckynnTypata, Koja, Of CBOja CTpaHa e Co3AajeHa W nocTaBeHa Taka ja He [03B0O/yBa MOXHOCT 3a
nomecTyBatbe Ha HejsuHaTa 06/MMKoBHa AeduHupaHocT. CBeTnMHaTa nak, OCBEH WTO uMa ynora Ha “moaepaTop” Ha
NNacTUHHUOT 06MUK, o NpeobpasdyBa HeroBoTO 3Ha4eHe BO KOHTEKCT Ha MPOCTOpHATA NOCTABEHOCT, KaKo LUTO UCTOTO ro
H1HW 1 CO NPOCTOPOT BO OAHOCOT Ha CKYNNTypaTa 1 BO Taa CMUCNa CTaHyBa 3aeAHWUYKM UMEHUTEN U Ha ABaTa HOCUTENN
Ha oBaa NpoCcTopHa LienmHa.

Mapraputa Kucenuyka Kanajuuesa, esspemeroct, 1997 / Margarita Kiselicka Kalajdjieva, Timelessness, 1997




MY3EJ HATPAQOD CKONJE, Jynnm 1997

BukTopuja Bacesa [Jumecka

CNABYO COKONOBCKWU

Opa penarta nanoxenuw Bo My3ejoT Ha coBpemeHaTa yMmeTHocT 1994 roguHa, wTo nogpasbupaart naTtuHa Ha
eH(OPMENUCTUHKA CTPYKTYPa, NPeKy OnycoT WTO credysa notoa W Kage WTo BHAMAHWETO € KOHUEHTPUpaHo Bp3
TekcTypaTa (4pso, 0foBo, ManTep...), Cnas4o COKOMOBCKM ro NPeAnoXn aM6MeHTOT BO KOj “HEBMANMBOTO Ke Ce NpeToym
BO BUANMBOTO". OHa WTO € BOOHNUBO BEKE 04 NPBUTE HEroBi TBOPEYKMN YEKOpU e TeHAeHUMjaTa KOH 3HaKOBHOCT nnu
CUMBONUYHA 3HAKOBHOCT, reoMeTpuanpana hopma, BO NOYETOK NPUrylweHa, caMmo uHuumpana. Kako wro Toa gobpo ro
3abenexa Naszo MNnasescku , Beke cnegHara, 1995 roanHa , HcTanayujata YuH Bo HueTe amam, AOHECEe 0ApeaeHn
NOMECTyBarba BO HAYMHOT Ha /IMKOBHOTO M3pasyBarbe Ha MHULMjaNHUTe eNeMeHTH: 40 NoHarnaceHa reomeTpusaumja,
CUMBONMNYHOCT M YyBCTBO UMM NoTpeba 3a TAaKTUMHOCT ( OHaa WTo Taka CpamMeXxnueo Ce jaBysa BO HEroBMOT LMKNyC
Eppa,MpuctanniuHa 6ega v Cnuku CO ONOBHA pamka) W Koja BO HaTamoWHOTO 06/MKyBare CTaHysa npouyecyanHa,
puTyanHa.

Cnasyo COKONOBCKY € CeHTUMEHTANHO, HOCTANTUYHO YYBCTBUTENEH HA CBOJOT CBET, HAa UHBEHTApPOT Ha concTeeHaTa
TpaguuMja U Ha MMHaTOTO. Wl Taa HOCTANMMYHOCT WTO Ce NOTKpenysa CO MEeMOPWPaHWOT WHBEHTap Ha 06nuuu 1
napuvjanHuTe cekasarba ce BOEAHO M 3HaK M CUMBON Ha HerosaTta NMKOBHa WKoHorpadwmja. Toj cneunduumpan rpet
cUMBONM, , HEKOrall NOBTOPYBare Ha OAAEMNHU PeLieHua | KNUMHOBW, KPCToBK, codpu... cnopea ceojata cumbonu-Ha
chopma ce NuYHW penukeuu Ha asTopoT. Bo nocnegHata Herosa uanox6a Tve ce “perpyTpaart’ BO HOBOCO3AaAeH
ambUeHT- “efleH Man yHusepayMm Ha hopMU U CUMBONK peanuaupany Kako objekTu’.AKO nopaHo KNWHOBUTE, Kako U
copuUTe , KPCTOBUTE. .. CME MW CMeTarne 3a MKOHWU3WPaHu CUMBONM ( CO NO3HATK, ONWTH 3HaYerba), cera Tue fJobusaar
HEKOW ApYr1 KOHOTaUuu NPEeMUHYBajKKU OA OMWTO KOH MOEAUHEYHO, BO NOCEOHU 3HaYerba PeneBaHTHU Ha CBEeTOT Ha
aBTOPOT, Ha HEroBMOT NIMKOBHO- acouMjaTMBeH BoKabynap, Kaje WTo He e ToNKy GuTeH pefocnefoT, Ha cumoonu-
06jeKTu, TyKy 3BYKOT W puTamoT. [ucnepanjata Ha 06MMuMTe OTBOpa Npawarbe TOKMY 3a PeAoT W PeaocneaoT Koj
BCYLIHOCT 1 He € OHaa 3HajajKka penesaHTHa 3a BU3YenHOTO Npudhakarse v 6enexerbe Ha UenmHaTa, Ho e 3HadajHa 3a
HejauHaTa BHaTpelHa COAPXUHA. Takoe KakoB WTO e, 0BOj apceHar Ha 06nuMuu, Ha MeMopUpaHu onpeaMeTEeHN CINKW,
e [leN 0 COAPKUHATA Ha HeroBMOT CBET — HerosaTa aBTobMorpadicka CTopuja, Kage WTo 04 cekasarbara ro oabupa oHa
HajBNEYaTNMBOTO, WTO BEKE Ce ONPeAMETIUNO BO NOACBECTA 1 LWTO ro AechvHupa co enemeHTapeH 06nmk-cumbon. OTTyka
cuTe noeavHesHU (hOpMM NOCTaBEHW BO NPOCTOPOT Ha HEroBWOT ApCeHan, Ha HerosaTta AyxOBHa KyKa, uMmaar cBoja
3aCHOBAHOCT, CBOja BHATPELHA NOTMKA Ha NOCTOEH:E U NOCTABEHOCT (MOTNPEHN UK 06eCeHN Ha SWA0BUTE, TerHaTh Ha
NoAOT AW UCNPaBEeHM BO NPOCTOPOT) BO aypata Ha Cnae4o COKONOBCKM, BO HErOBMOT NPOCTOP 38 MEMOopHja Kaje WTo
ro o3Haqysaat HeroBoTo CTBapHO, HErOBOTO TBOPEYKO HyBarhe Ha BUCTUHATa 3a AeN0TO. M Kako NpoCcTOpeH BUA W Kako
HOCWUTENM HA OAPEASH eMOLUMOHaNeH Haboj, TUe ro UMaaT 3aeAHUYKUOT UMEHUTEN: TPAJHOCT, NOBTOPYBarbe Ha obnuuuTe
( KaKo y6eAnMBOCT) Kage WTO 3HAKOT-CUMEON Ce jaByBa Kako HOCUTEN Ha pasHoBuaHW dyHkuuu. Cute Tue Genexar
eAHOBPEMEHO TPAeHe Ha NoBeKe MaTepujanHoCcTi, CUTYaLMK Ha 3aeMHO fenyBearse.

YMETHUHKVOT cBeT Bo ApceHanoT Ha COKONOBCKM @ AeNyMHO BOCMOCTaBeHa XapMOHU|a 1 PaMHOTEXa BO HeMUPOT nomery
BUAGHOTO (CBETOT) W 4OXKMBEAHOTO(jac), 3acHOBaHa 8pa NNaTopMUTe Ha CMUPEHOCT U HECNOKO), co3gaBajku Hosa
noeTUKa Ha MPOCTOPOT W efHa NnovHaksa, “MHTpoBepTHa” peanHocT. Moxetn Toa e oHoj 6anauc co Koj CoKonosCky ja
cMUpyBa concTBeHaTa noTpeba 3a Hapauuja, OCTaBajkv Tyka, BO BU3yenHoTo, BO OnpeAMeTeHara uaeja, npocTop 3a
uHTpura. MNeAaHTHO YpeaeHNoT aMBUeHT Co3AaBa CNVKa 1 3a OApefeHa MoXHa UPOHUYHE YPEAEHOCT Ha diparmeHTupannTe
chopMU-CeKaBarba, Kako My3ejcku AenoHnpaH marepvjarn.

Ho, BCyWHOCT, AanW YMETHUKOT HaBUCTUHA Toa cakan Aa ro kaxe?

Cnasuyo Coxonoacku, Apcexan, 1997 / Slavco Sokolovskl, Arsenal, 1997



A-p Bopuc Merkosckm

XAHC BENTWUHT:
‘KPAJOT

HAWCTOPUJATA
HA YMETHOCTA"

bubnuoteka Vigew,
‘Kyntypa”, Ckonje 1997

Xz=c BenTuar (1935) e repMaHcku uctopuyap
=2 YMETHOCTa CO MOLWHE LWWPOK AOMEH Ha
Hay-Hu UICTpaXKyBarba, OnnoAeHu co ronem 6poj
KHUMW W CTYAuKM nosp3aHn co Hus. flonro
HEeroBUOT NPBOCTENEH MHTEPEC, CO KOj CTaHa
no3HaT Ha MeryHapogeH nnaH, bewe cpegHo-
BEKOBHaTa UCTOpUja Ha YyMeTHOCTa, co ocobeHa
Harnacka sp3 sudaHTuckata. CeTo Toa ogewe
HacnopeaHo Co yHMBepauTeTckara Kapvepa:
BenTuHr ja 3anoyHa 8o Xambypr, a o4 HeKONKy
roguHW Hasamy ja NpoAonxu Ha Bucokarta
LKOnMa 3a BU3yenHu ymeTHocTu Bo Kapncpye.
Ce BUAON3MEHMN U HAYYHO - MOBNUUMCTUYKMOT
aHraxxmaH Ha bentuHr: Beke Bo 1983 roguHa
nanese Herosara Kuura "Kpaj Ha ucropujara
Ha ymeTHocTa?", Koja nokaxa geka Toj BO
mefyBpeMe ce MOCBETUN Ha coBpemeHaTa
YMEHOCT K Toa co npobnemarTuavpare Ha
cMmucrara Ha concTteeHata npodecuja Ha
ucTopu4ap Ha ymetHocTa. Kuurata goxveea
aHrNNCKO, (hpaHLIyCKO, janoHCKO W UTanujaHCKo
vwafanve: nocnegHoTo Gewe co Hacnos “Kpaj
Ha uctopujata Ha ymeTHocta nnm cnoboga Ha
ymetHocta” (1991). leka Toa 3Ha4velle passoj
Ha BenTuHroearta KoHuenuuja U nocreneHa
“pagukanusauyuja” Ha HeroBuTe cornegysarba,
€ jacHO BO HajHOoBaTa Bep3unja Ha HerosaTa
KHura (1995) koja cera rnacu “Kpajor Ha
ucrtopujata Ha ymetHocta'(?). Taa e
3HA4YUTeNnHO noronema o NpPeTxofHuTe
n3gaHuja, 30WTO BO Hea Ce BKMYYeHU Hu3a
HOBM nopgpadja: BenTuHr ru npoyyun w
npeTcTaBsnn 3a HWU3 HUBHO WCTOPUCKO
YMETHUYKO, (DUNoCOPCKO N eCcTeTU4HKOo
npoydysarbe, Aa ja npocnean v fokaxe
nocrtanHata paguwkanHa npeobpasba Ha
6utueTo, cmucnara, byHkumjaTa, hopmute Bo
KOW ce npojaBysa NUKOBHOTO TBOPELTBO BO
oBoj Bek. bBea pasnuka Ha peguya
“3a0bukonyBarba”’ Ha BaXXHU U TBOPEYKM,
TIMKOBHW U TEOPUCKM NpojaBu - Auckypeu, bent-
VHI NpYy>Xa CBOeBMAHA CUHTE3a Ha HEKOoW oA
HajycneluHuTe acnekT Ha yMeHocTa 04 OBOj
BeK.

ButHa yen Ha BakBM nocnegyBarba M
HacTojyBarba Ha BenTtuHr e: co nocTojaHun
pehepeHLu Ha MUHATH ENOXU KaKo napagurmm
3a “yucta” u "HenpobnemaTuyHa" NUKOBHOCT,
Aa ce fokaxe feka 6earpaHuyHaTa cnobopa
Ha TBOpe4YkuTe 3adatv BO AOMEHOT Ha
NUKOBHaTa YMEHOCT, KOHEYHO Ce Hej3auHOo
CBOEBUAHO YKUHYBarbe Kako CTPyKTypa Koja
MOXe fa ce mucnu u “obpaboTtysa” opf
TpaguuMoHanHaTa uctopuja Ha ymeTHocta. A
Takea e, U cnopea BentuHrosute cornegy-
Barba, BEKe ucTopmjata Ha ymeTtHocTa v
NWKOBHaTa KPUTUKA KOM Ce uckaxysaa 3a
NWKOBHW MoOjaBu O Npej HeKONKY AeueHUu:
BenTuHr mocTojaso npueeaysa apryMeHTH Ha
APYrv TeopeTu4apu n Ha cammTe yMeTHULUM WTo
ce nosoj 3a HerosuTe naeun. M Toj HeMUHOBHO
TPrHyea og ronemvoT “cmytnueel” Mapcen
[OuwaH, Kako NpoeKTaHT 3a ceta UMHU4YHa
[ecTpyKLyja Ha CUTe CaKpOCaHTHWU Bpe4HOCTH
Ha ceTa YMeTHOCT A0 Hero v no Hero. BenTuHr
ja cneaun nuHWjaTa Koja Teye of amepukaH-
CKMOT Heopapansam, ppaHyycKuoT HOB
peanusam, Ao ®nykcyc u Josed bojc, HecTo
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HWU3 Aunjanor co BTeMenysayuTe Ha MogepHaTa:
Mukaco, Jlexxe uTH. Bo paanuyHu 4enosu Ha
KHuraTta, BentuHr ro cnegun MMNakToT Ha
ronemaTta WHCTUTYyLUOHanNHa W nasapHa
MallvMHepuja Bp3 cuTe 0BUE TBOPEYKU TEKOBK.
N oa HMB npouanerysa NoBp3aHOCTa Ha
aKCVONOLWKUTE KaTeropuv Ha uctopujata Ha
yMeTHOCTa U 0cobOeHO Ha MUNUTaHTHaTa
KpUTWKa, CO MHCTaHUWTe Ha MOKTa: My3euTe,
ranepuuTte, aykyuute, CTtokonasapHuTe
MaxuHauuM co YMETHUYKOTO AENo Kako co
ceKkoja apyra cToka ofl BpegHocT. Cakajku unu
He, BenTuHr ja HacoyyBa mucnarta Ha
yuTaTenor Aa ja cpatv u gpyrata cepa Ha
AEHeLHOTO TBOPEYKO UCKaxyBare: cute
hopmMm Ha KoHLenTyanHaTa yMeTHocT (“‘ctapu”
W “HoBM"); nepdopmaHcuTe, TenecHara
YMETHOCT, MHCTanayuuTe, cuTe BUAOBWU Ha
NPOMU3BO/CTBO Ha BU3YE HWN HAacTaHW, ehekT,
NPOEKTN UTH. CO KOj U Aa € eNneKTPOHCKMK
anapar /ypea/ nocTpojka, kako “HegodaTnmeo”
3a nopaHelwHUTe MeTOAO0MNOLWKO-aKCUOMOLLKN
matpuuun. Cnopes BenTuHr gocerawHarta
MCTOpUja Ha yMeTHOCTa e 3aBplueHa, 3awTo e
3aBplWeH OHOj BMA UCTOPUCKKW Npouec Ha
“Npomn3soACTBO" Ha YMETHUYKUOT NpeaMeT Koj
MOXele Aa ce noaseae Nnog CUTe Hej3uHu
KaTteropuu. Ha cBoj nu4eH, peayKLUUOHUCTUHKN
Ha4uH, HeoJaMHa BO HalaTa cpeguHa MapuHa
AbpamMoOBUK HajaBu geka ymeTHocTa BO
HapeAHWOT BEK Ke Ce [BWXKU Mo narekara Wro
Taa ja cnegena v ja cnegu: HenocpegHa (ako
Tpeba npoBokaTuBHa WNU Tenenarcka)
penauyuja co nybnukarta u Toa cO cuTe
cpeAcTsa.

BenTuHr wuaHuMHaATa Ha ymeTHocTa ja
nporpamupa TakawTo Taa Hema pAa ce
pasnukyBa Of XXMBOTHUTE aKUuuu Ha YOBEKOT
KOj WTeApOo ce CNy>Xu CO cuTe NpuAoOUBKMN Ha
TexHonowkarta uMsunusaumja. BeylwHocT moxe
v Aa Hema “ymeTHuK' BO “TpaguynoHanHata”
cMmucna Ha 360poT: Cekoj Koj Ke ru Bnagee
TemenHo nepOopMaHCUTe Ha MOAEepHUTe
€NEKTPOHCKU WK ApYry NPOAOIXYBaYM Ha
HalKUTe ceTuna M MOKW, noTeHuyujanHo ( a
BepojaTHo “nogobpo” of “HeobyyeHuoTt”
YMETHUK) K& ' NOKPEHe 1 KOPUCTYW N HUBHUTE
“ecTteTcku cnocobHocT”. lNpeTnocTaska koja
HWKaKo He e Henoru4Ha. Ho Taa Toraw
HaBucTuHa Bapa: HeKaje Tyka e mucnara Ha
BenTuHr - u cneynunyHo 0byHeHu “oleHyBasqn”,
Kako LWTO W 3a OuUeHyBareTo Ha ‘crtapara’
YMETHOCT ce nocakysa 6apeM MUHUMYM
TEXHUYKO 3Haere. Bo MOjoT noroBop KOH
MakefoHCKOTO n3aaHune Ha BenTtuHroearta
KHura npu “Kyntypa" so Ckonje (1997), a Bo
npesog Ha JleoHopa JakosnescKa, 6eB ykaxkan
AeKa cuTe npegeuaysatrba: a Toa ro nokaxysa
n roguHawHoso bueHane so BeHeuywuja u
HEKONKY MefyHapoAHW YMETHUHKM nperneaw 8o
camaTta epmanuja, 3a efHOCTpaH4yMBa UNu
eKCKNy3usHa OopueHTauuja Ha YMEeTHUYKOTO
TBOPELWTBO (MCTOPUCKOTO MCKYCTBO TyKa e
Henokonebnus aprymeHT), ce npobnemaTnyHu
n HenpucdaTtnuen. Ho Toa HUKaAKO He ro
Hamasnysa rofleMoTo 3Ha4erse WTo ro uMa 3a
Hawara cpegvHa objaByBarbeTo Ha BentuH-
roBaTta KHura 3a ‘Kpajor Ha mcrtopujara Ha
ymeHocTta”.
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