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[lanu HarnaceHaTa pa3ABUXXEHOCT HU3 KOHTUHEHTUTE Ha HEKOW O HOBOOPWEH-
TUPaHWUTE NO3HATKU KPUTUYAPU 1 TeopeTuyapy Ha ymeTtHocTa og 3anag/CAL, rv
HajaByBa NpBUTE CUMMMTOMM Ha eAHa NOMHaKBa NpakTUKa of AoceralHara,
Kora ctaHyBsa 360p 3a NMKOBHWUTE AUCKYPCU Ha “ApyruTe’/“TpeTuTe” yMeTHuum?
W, ako oaroeopoT € noTepAeH, Aanu pedepeHuMUTe 04 OBa OAHECYBae ce
YYBCTBYBAaT BO 36MjUTE Ha HEKOrawHWOT COLMjanucTUYKy nopeaok?

Op oBoj Tematcku 6poj Ha MonemoTo cTakno 6poj 4, NOCBETEH Ha NIMKOBHUOT
XWBOT BO NPOCTOPUTE Ha AeHelwHarta Pycka ®epepauuja, YkpawHa, Moncka,
Makegonuja, Xpsartcka un Cpbuja He MoXar Aa ce HaceTaT ropecrnomeHaTuTe
aKTUBHOCTU HA NPETCTaBHUUUTE 04 eTabnupaxuTe NMKOBHU jaapa. MefyToa, Ha
Aohart Ha YuTaTenuTe e npoeKuvjata unu pe-aktyenvusayujata Ha efjHa cBoes-
maHa y T 0o n 1 j a: xenba cnuyHa Ha oHaa of npeasBeyepueTo Ha
OkTomBpuckaTta pesonyuyuwja (pasrosopute Ha B.CtunaH4uk co Backo #
MucuaHo), NOBTOPEH eHTy3unja3aMm CTUMYNUPaH Of UHCUCTUPAHETO Ha KOMYHM-
UMparbeTo CO CBETOT: WMPEH:e Ha UCTOYHATa Mpexa Hagsop Of rpaHuuyuTe Ha
CONCTBEHaTa 3eMja W BOCMoCTaByBarbe Ha HOBWM penayvmn co sanagHara mpexa
Ha CUTe paMHULLITA PeneBaHTHU Ha Bu3yenHute ymetHocTu. Of gpyra ctpaHa,
CTPEMEXOT 3a HaAMWUHYBarb€ Ha penepkycuuTe of npespusarbata BO HEKO-
rawHa Jyrocnaeuja, ce OlBMBa HW3 rPHOT 3a ONCTOjyBarbe Ha NIMKOBHOTO buTHe
HE Camo BO COMCTBEHUTE CPeAnHM, TYKy v Bo 3anagnute (XK.Kow4esnk) unu o
camMoTO My3€e0MoLWKO jagpo in situ, npeky 6apare Ha nocoucTuympary hopmu
Ha npesexTaumja (U1.Cy6oTuK). U gBaTta Mogeny Ha npuctan (nosexe 1 nomasnky
ONTUMUCTUYKMOT), rO MUCNAT NPOEKTUBHO OTYyfyBareTo of status quo - To.

MornegoT Bp3 MakegoHckaTa NMKoBHa coctojba (BaneHTuHo [IUMUTPOBCKM)
oncaka cenekuywja Ha HEeKOnKy aBTOPCKW UMWHbE, HOCUTENW Ha eaHo Apyro
pazbuparbe Ha BU3YENHUTE YMETHOCTM, KOULITO Ce W Haj4ecTu NpeacTaBHULM
Ha MakegoHuja Ha CBETCKUTE NIMKOBHW U3M0XOM.

OcTaHyBa rop4nvMBMOT BNEYATOK Ha egHa nebgeqka nosuumja Ha NUKoBHaTa
YMETHOCT BO OBWE 3eMju Vis a vis nocroeykara MmefyHapogHa cueHa.
MurpayuuTe, emMurpayumuTe - HOMaau3MoT Ha no3HaTuTe yMeTHUUM og Mctokor
unu Jyrot Ha EBpona, peaynTtupaar Bo HegeduHupaH ctaTyc, nouupaH 8o npo-
uenoT mefy HeAOBONHO er3oTU4HOTO (3a 3anapg) v 3a4yByBaHeTO Ha ConcTee-
HUOT YMETHWUYKN WAEHTUTET, Mefy KNacM4yHoTO W POMaHTUYHOTO, Aa ro
napadpasupam Bopuc pojc.

YwTe eAeH TEKCT 04 HEKOralHUOT COUMjanuCTUYKK apear, o4 NepoTo Ha LeHe-
TUOT Noncku TeopeTtuyap Tageyw Mwuka, HanosnHo ce ogrnenysa 0f creuu-
thuyHaTa TepuTOpHUja Ha nonckara yMeTHOCT, HYAejKU HU efHa TemenHa
pas3mucna OKOMy MEHYBaHeTO 3HAYEHETO HAa OCHOBHWTE BUAOBU Ha KOMY-
HUKauuja, NpoManeseHa Off KOHTEKCTOT Ha Heconupnueata ekcnaHauja Ha
MeknyaHoBOTO rnobanHo ceno.

HacnpoTtu cneuudmunuTe BuayBarsa Ha NWMKOBHATa YMETHOCT BO ApyruTe
€BPONCKU 3eMjU, € eKCKNY3UBHOTO UHTEPBjy 0 [laneyHuoT UCTOK, pesynTar Ha
efHa téte a téte cpepba co AeHeluHaTa Kpanuua Ha janoHckaTa yMeTHoCT - Jaou
Kycama, ymeTHuuKa of egHa etabnupaxa cueHa, 3a Koja npawarerto 3a MecTo-
TO Ha APYrMoT aBTOp BO CBETCKaTa MCTOpMja Ha NMKOBHATa YMETHOCT
MOXHOCTUTE 33 HEroBOTO MeHyBare OCTaHyBaaT HeOArOBOPEHW U HeKopWru-
paHu.

Konerata XaH-W6ep MapTeH co 3a40BO/CTBO HW O OTCNanu CBOjOT TEKCT 3a
HeroeaTta opurvHanHa nocraska 8o OapoH. Toj ykaxyBa Ha HeucTpoLLMBuTe
NOTEHUMjanu Ha KPeaTMBHOTO MUCMeHe Ha COBpemeHarta fWKOBHa rpara,
COOYEHa CO CeBKYMHUTE CNOEBU Ha MUHATOTO coapxaHnu 8o [lsopeuot OapoH
Ha Jloapa.

C.Abayvesa

Is the striking activity of some differently oriented famous critics
and theoreticians of arts from the West/USA through the conti-
nents announcing the first symptoms of a practice different from
the present, when referring to the artistic discourses of
“other’/"third" artists? And, if the answer is affirmative, do the
references of this attitude reflect on the countries of former
socialistic order?

In this thematic issue of the “Large Glass" no. 4, dedicated to
the artistic life in'the regions of the present Russian Federation,
Ukraine, Poland, Macedonia, Croatia and Serbia, one can not
trace the mentioned activities of the representatives from the
established artistic nuclei. However, the readers are offered a
projection or a re-actualization of an utopia: a desire similar to
the one on the eve of the October Revolution (the interviews
with B. Stipanchic, with Wasko and Misiano), a renewed enthu-
siasm stimulated by the insisting on the communication with the
world: widening of the eastern net out of the country boundaries
and establishing new relations with the western net at all levels
relevant to the visual arts. On the other hand, the efforts to over-
come the consequences of the changes in former Yugoslavia is
being realized either through the strains to maintain the artistic
being, not only in its own environments but in the western ones,
as well, (Z. Koscevic) or through the very musealogical nucleus
in situ, by searching for more sophisticated forms of presenta-
tion (I. Subotic). Both models of approach (the more and the
less optimistic ones) refer to the projective alienation from the
status quo.

The review over the Macedonian artistic situation (Valentino
Dimitrovski) covers a selection of several artistic names - bear-
ers of different understanding of the visual arts and, most often,
representatives at the Macedonian and worldwide exhibitions.

The bitter impression remains of a hovering position of the fine
arts in those countries vis-a-vis the existing international scene.
The migrations, the immigrations - the nomadism of the famous
artists from the East or the South of Europe, are leading into an
indefinite status, located in the crack between the insufficiently
exotic (in the West) and the preserving of their own artistic iden-
tity, between the classical and the romantic, as Boris Groys
once said.

Another text from the former socialistic area, signed by the
renown Polish theoretician Tadeusz Miczka, is completely
detached from the specific territory of the Polish art, offering a
thorough elaboration on the changing of the basic types of com-
munication, originating from the context of the unrestrainable
expansion of the McLuhan global village

Against the specific views of the fine arts in the “other”
European countries stands the exclusive interview from the Far
East, a result of a téte a téte conversation with the present
queen of the Japanese art - Yayoi Kusama - an artist that comes
from a fully settled artistic scene, but for her the question of the
place of the “other” author in the world history of fine arts and
the possibilities of its correction is still not answered and not cor-
rected.

The colleague Jean-Hubert Martin was kind to renounce his text
on his original display in Oiron. He pointed to the inexhaustible
potentials of the creative thinking on the contemporary art sub-
stance when faced with all the layers of the past, comprised in
the chateau Oiron on Loire.

S. Abadjieva
Translated by Maja Hadjimitrova
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OHaka Kako WTo Bo 6apoKOT npeTcrasaTta 3a reHujanHuoT YOBEK ce 0AHecyBana Ha OHoj
LITO CYBEPEeHO Bnajee co NpUMepouuTe, Taka v npeTcrasarta 3a AeHeLHNOT YMETHUK (HO
6e3 OHOj enuTeT Ha Xapu3MaTUYHOCT) ce OLUPTyBa BO HEroBOTO NPUCBOjyBar-e Ha rnpume-
pouuTe Of CUTE PerMM Ha akTyenHoTo UWBUNM3aUMCKO Munje. TOj HMB MM 3ema Kako
npumepouu-o6pasum o4 efeH HeucLUpreH apceHan cocTaBeH O/ peru Ha cTeapHocTa U
chukuumjaTa. BKpPCTYBajKu r'v BO pa3HOBUAHW NapagurmaTckun KombuHauuu, ja notepaysa
reHepaTtusHaTa 6eckpajHOCT Ha JaaukoT-CBETOT U Ha YMEeTHOCTa LTO NoBeKe He MoXe
na 6uge aBToHOMHa thukuuja. PaHTasujaTa, TBOpEUKaTa MoK chaTeHa BO MofepHa CMUC-
na Kako Mepuro Ha dyxoBHaTa xuepapxuja, YMETHUKOT W 4enoTo rv nocrtasyBalle Ha
npuBunerMpaHa gucTaHua ofl OHaa cTpaHa Ha CBeTOBHOTO. [leHec CBETOT ce 0TBOpa npej
TUBKaTa KOHTemnnauyuwja kako 6eckpaeH pebyc cO MHOryCrnojHM WHCKPUMNLUUMA U BKPCTY-
Bakba WTO ro cHabgysaaT UCKa3HOTO TKUBO Ha YMETHUYKMOT ambueHT. Co Toa yMeTHoC-
Ta HanpocTOo He ce u3egHaYysa co CBeTOT. Ho CBeTOT He e noseKke oHa WTo 6ewwe PeanHo
U KOH3UCTEHTHO. Ce [JOXWBYBa KakO HEeucupnHa MHOryrnacHocT, Kako Hekaksa 6u6-
nMoTeKa WTo ja 3arybuna ceojata KapToTeka, Mpv LWTO BEKe He € efHOCTaBHO Aa ce
Knacuduumpa HerosaTa CTBapHOCHO-er3ncTeHUujanHa 3acHoBaHocT. Co BMeTHyBaHeTo
80 KHurata Ha cBeTOT, BO "HenperneaHarta 6ubnuorexka”, yMETHUHKMOT aHraxmaH Kako
uckas e 3apobeH og CeetoT-JasukoT. 3apobeH e Bo peTopuykuTe Habopu, BO npasuna-
Ta ¥ Urypute WTO MM HamMeTHyBa AWKTATOT Ha UCKaxyBarbeTo. HenponycHocTa Ha
jasuynaTa maTepuja, Ha beckpajHaTta pebycHa Mpexa, ja oTcTpaHyBa onacHocTa Aa npo-
rOBOPM HEWTO O OHaa CTpaHa Ha UCKasoT, Ha CBETOT. HUBHOTO Opo/yBarbe ja CHUXKYBA
cunara Ha pedepeHumjanHocTa. YMEeTHUHKUOT aHraXmMaH MoXe Aa NoHYAW Camo No HeKoj
"npobnemaTuyeH" Uckas, 3ronemyBajku ja Taka 3bpkara WTO BeKe He MOXe Aa Ce KOH-
TPONupa o4 COBECHUTE KnacutukaTopu-4ysapu Ha PeanHocta 1 Ha asToHOMHaTa ymer-
HW4Ka cmucna. MogepHara [yxoBHa xuepaxuja 8o rnocrnegHuTe 4euyeHun u 04 UCTeKOT Ha
0BOj yNTpa-Mo4epeH BEK HenoBpaTHO Ce pyuHMpa KOoH pebycHata cuHTarmaTtuka Ha
jasuyHUTE KOAOBU BO KOW LiapyBa aneropuckmoT UMNYIIC Ha HenpecyLH 3aMeHn U roBo-
perba, WTO HEe MOXaT Aa Ce ComnpaT BO HeKaksa CamoA0BOMHA, UAEHTUYHA U Npe3eHTHa
cMMCIa Ha 3Ha4eHeTo.
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AKO yMeTHUYKaTa cueHa JeHec u BO cBe-
TOT € pa3bueHa, HafoBp3yBajku ce Ha
NOCTMOAEPHUCTUHYKOTO pacejyBare, coc-
Tojb6ara cekako He MOXe aa buae nouHak-
Ba BO CpeAvHa Kako HawaTa, BO KojalTo
eX0TO Ha HacTaHuTe He Ce npuma npeky
NOAroTBEHO W Cco06pa3Ho ocnylyBarse,
amu cocema MHUMAEHTHO, Kako peakuwja
Ha uHausuayanuute b6aparba. Bo munjeto
Ha manybpojHu KoHUenTyanuauparba u
0TBOparba KOH, NOAEeAHAKBO, YMETHUYKK 1
BOHYMETHWYKM  WMMMyncu, nokanHaTa
cueHa XuBee BO cocTojba Ha Ae30pUeHTU-
paHocT. ®deHOMEHUTEe Ha uK-
LUMOHanNHoCTa U Ae3nny3noHuparse-
TO CO CBOWTE pa3HoobpasHu cumy-
nauywu, ja sronemysaart napagok-
canHocTa Ha YMETHUYKMOT aHrax-
MaH, co3gaBajku egHa pakransa
M Kpeeka aTtmocdepa BO KojalTo
BAUpeaT camO  NoeAUHEeYHUTe
"kpukoBu" u "samupama". Coc-
TojbaTa He e HUTY anoKanunNTU4Ha,
HWUTY neTapruyHa, camo XaoTu4Ha u
WHUMAEHTHa, Kako wTto 6ea w
noyeTouuMTe Ha HEeKOHBEHLUWoHan-
HWOT aHraXkmaH O No4YeToKOT Ha
90-Te kaj Hac. 3a ga ce KomnneTu-
pa Bne4aTtokor Tpeba paa ce
ucTakHe geka ymetHocrta Ha 90-Te
€4HO 0f, MHOrybpojHuTe pedepeHT-
HM UCXoAMLITA Mo UMa BO HeoasaH-
rapaHUTe U KOHUeNnTyanHuTe ymer-
HUYKKU NpakTuku Bo 60-Te n 70-Te.
Ho 3a Hawara cuyeHa Toa BOONwTO
He Baxku. Kaj Hac Takea npakTuka
€[HOCTaBHO Hemawe (ocseH "map-
ruHanHuoT" aHraxmaH Ha Cume
YayHoBcku oa 70-Te, co HerosaTa
noBepucTU4Ka Cy6BEep3uMBHOCT).
Taka, akTyenHara cuyeHa cnobogHo
ja xuBee cBojaTa HeBTemeneHa
eraucTeHumja, ynartesa Ha cnyva-
HWoT "Aayx Ha BpemeTo". lNa, Bo Taa
cMMcNa, 3a cueHa (Mnu NOTOYHO 3a Makpo
cuyeHa) He Moxe pa crade 36op.
EAWHCTBEHO 3a MHOLWITBO MWKPOCLEHUYHM
Bupeerba. AKO onwrara coctojba geHec
npovaneryea Of MPOLWWMPEHNOT MNoUM Ha
YMETHUYKOTO UCKYCTBO, MOTONEHO BO A0U-
HOLMBUNN3ALUUCKUOT JIMHIBUCTUYKU YHU-
BEpP3YM, €NEeMeHTUTe Ha HeBTeMEeneHoCT,
AEe30PUEeHTMPaHOCT, CUMYNaTUBHOCT He ce
camo ambueHTanHa pamka BO Koja ce
NpakTUKyBa YMETHOCT, amu U UMaHeHTHa
upTa Ha YMETHUYKOTO pgenysare. A,
30WTO TOraw Hawara CKpOMHa W TUBKa
“cueHa” 6u 6una UCKNy4oK.

Onpegenbata ga ce vM3aBojaT HEKONKY
aBTopcku wumurea (B. MaHescku, J.
LLlymkoBcku, XK. Badrenu, U. [lumMuTtposa,
B. Bnaxecka - B. pabynocku u A.
MasHeBCcKM) He npouanerysa off Hekaksa
Hamepa fJa ce CuHTeTu3upa epjHa
MUKpocueHa. BogeHa e o 4yBCTBOTO
AeKa e HEeMOXHO Aa ce oaberHe NUYHUoT
n3bop u og norpebarta ga ce ogonee Ha
pacteykata €eHTponuja M WYMOBUA LWTO
HawaTta "CuyeHa" ru emutupa. N3bopot ce
OOMKM Ha NPeno3HaTNMBOTO MPUCYCTBO,
npochunupaHocT Ha "KoHuenToT" u pena-
TUBHaTa BoeAHa4YeHoCT Ha uaseabute. Og
Apyra cTpaHa nak, He nomanky moTusvpa
3araTkara Ha U3BECHM jasu4Hu napagurmm
WTO genata Ha OBMe aBTOPU M HyaaT:

Bnaroja Manesckw, Manor,
1995, anymuHKyM, 3naTHa pamka, nonuyperax, 260x 90x30
Blagoja Manevski, Galot, 1995, aluminium, golden frame, polyuretan

AenymHO dopcuparbe Ha 06jeKToT
KOHKPETHOTO, HO CO amanram Ha 6naro
WNY3UOHWParse U cyrepuparse Ha Hekaksa
aypa” (Hekou og Aenata Ha MaHeBCKU Ha
camocTojHaTta wm3noxba op 1995.).
Haco4eHOCT KOH M3BECHa CLEHWYHOCT-
ambueHTanusauuja Kaj noBekeTo of osue
aBTOPWU, MAKO He Kaj cuTe pamHOMEpPHO U
CO pasHoBMAHW npeasHaun (ocobeHo
Oumutpoea, BaHrenu, Bnaxecka-
pabynocku, a He nomanky wuspaseH, HO
CBOEBMAEH, Ha4YMH W Kaj apyrure).
MpuTaeH, HO BNUWAH, KOHTPANyHKT Ha
NPBUYHOTO, NPUPOAHOTO M apTuduLmenHo-

+

10 (Bnaxecka-lpabynocku, MaHeBcKu).
PeTopvka Ha TauHCTBEHOCT, MUCTUYHOCT,
HO W WNyMUHaUuja, NpW WTO, PEAoBHO €
NPUCYTHO 3ampadyBare BO u3sepbara
(AumuTpoea, bnaxecka-Ipabynocku). KoH
oBa 604H0 pedepupa v LLlymkoscku, oTBO-
pajku ro CBOjOT UCKa3 3a napagurMute Ha
TEXHOMOLWKOTO ¥ SIMKOBHOTO BO "MOHYMEH-
Tanuavmpasm" NnoCTaBKW, NOCTPOjKMN
(oTBOPEH Mnu 3aTBopeH thpu3 oa u3en-
Ha4YeHn KOMMOHEHTW BO NpecMeTaH putam,
o4 wrto wu3buea um3BecHa aypa).
Putyanusauvja Ha nocrankara v pequcu
MUTCKaA npucuna Ha  CUMBONHOTO,
o03Ha4eHoTo ([dumuTposa). Kopuctere Ha
e[HOCTaBeH HO CUrHUGMKAHTEH UCKa3 0f
TENeMaTCKOoTO MUje Ynja 0bUNHOCT U CUM-
yNaTUBHOCT € peayumpaHa co MUHK-
ManHa KOHUenTyanuaauuja
(MasHescku). "lMourpysarse” co
pedepeHTHUTE MEANYMCKU U KOMY-
HUKauuckm kogoeu  (Bawrennm,
MasHeBCcku) M CO BOHBpPEMEHUTE
apxavyHy kogosu ([Jumutposa).

WckyctBata Bp3 Kou ce noTnupa
YMETHUYKMOT jasuk Ha bnaroja
MaHeBCKM (rnaBHO genarta Ha Hero-
Bata camocTojHa u3noxba BO
Ckonje, 1995) ce oupTyBsaar Ha Xxop-
M30HTOT Ha BUCOKUOT MOAEPHM3aM.
Ho He BO Hekoja oA HeroBuTe
ambnemarcku NoeTUKn unm
CTUNU3aLMKN, TYKY Kako WCKYCTBO
wTo o06Bp3yBa Ha PUroposHa
nocranka u TexHu4ko-thopmanHa
3a0KPYXXEHOCT. MiMa HewWwTo BO oBUE
Aena wTo co ceojata Aukuuvja noT-
cetysa Ha OputaHckara HoBsa
ckynntypa oa 80-te (3a koja e
peyeHo feka BplM AEeKOHCTPYKLja
Ha meTtadmankata Ha BUMCOKOMOA-
epHucTuyKaTa ckynntypa). flenara
3pa4at Cco HekakoB "nukoBeH"
tnyua, ocnoboaeH o4 HapaTUBHU U
CUMBONUYKHK, 04 eraucTeHumnjanHn n
naeonowku 6anactu. N3senburte ce cnoj
Ha UHAYCTPUCKKU maTtepuwjany u Aenosun Bo
HEOOMYHU CTPYKTYPU WITO CU nourpysaar
CO  MOAEPHUCTUYKUOT  cXxemaTusam.
OTcTpaHyBareTo Ha EeKCNpecusHUTe W
KOMYHUKATUBHUTE CEAUMEHTU v npub-
nuxXysa oBue gena A0 NagHWoOT 06jekTeH
amMbUeHT Ha ymeTHocTa of nocnegHwuTe
roavHu. HarnaceHaTta umnepcoHanHa AvK-
uvja e bapaH u npecmeTaH edekT. Ha Toa
ce HaaoBp3yBa W 3a4yHOTO UMEHyBaHe
LWTO, CE YMHK, € COCTaBEH Aen Ha OCHOBHO-
TO OHeobuyyBarse Ha nssegbara. N Tokmy
Ha Toa HMBO (Aenara genysaaT Kako Kpaj-



HO HEeOBU4YHM 1 6espasnoxHu "npegmeTn”)
Kako fAa ce jaByBa HEWTO JINM4HO,
nauomarcko. Mima u3BeceH WTUMYHr Ha
Bpakare Ha MNOTUCHATOTO NEepPCOHasHO,
BrHe3AeH0 BO nNagHuTe OO6jeKTHU CXemu.
Ha T0j Ha4yuH BNWWaHa e ocHoBHaTa ABOj-
Ha KOAWPAHOCT BO aKTyenHOTO TBOPEWTBO
Ha MaHeBcku, WTO NoToa ce MynTUnNAnLm-
pa wu Bubpupa BO acnekTm Ha
TEXHOJOWKOTO U NMIMKOBHOTO, NPUPOAHOTO
M aprtudpuymenHorto... Bo  genoto
“MaHTeon" (Ha wuanoxbarta Image Box),
TexHonowkara, Tenemarckara napagurma
(egHa Wwyma of Tenesusopu), cMecTeHa Bo
efeHa pe4yucu CnoMeHWYHa WHcueHauwuja,
nyuuaHo e feTtponHuaupaHa. Cyrepupajkv
ro cospemeHuoT "lMaHTeoH" Kako MOHY-
MEHT Ha eneKTpoHcKaTa cnuka. MaHescku
MpOHM3Mpa CO HeroBaTa HenpukKoc-

HejauHaTa UenocT) genyea kako ga e no
cebe, kako npupoaeH deHomeH. Ho
reomeTpuckara npaBuSIHOCT ja Hermpa Taa
nocebHocT, "npupoaHocT”. lenoto subpu-
pa BO OBa ABOjHO KOAUparbe Co eAHa cyn-
TWUNHA BHaTpewHa nyncauuja. flenara Ha
MaHeBCKu1 ce HemMO CBeAOWTBO 3a yMmeT-
HOCTa WTO o XXuUBee U34e3HyBareTo Ha
O6nukoT. Ynpu3opyBaaT efHa cueHa Ha
o3HauuTenu 6e3 03Ha4YeHW, Ha TOTanHo
3amuparbe Ha pedepeHunjanHocTa w
peTtopukarta Ha TajHara.

Bo noyeTtokoT Ha 90-Te JoBaH LLlymkoBcKM
ro 3a0KpY>XU UCKa30T, Ha hOHOT Ha nocpe-
[AyBAHUTE KOHCTPYKTUBUCTUHKU UCKYCTBA,
WTO Ce W3HeaApW Kako cBoeBuAHa
BuU3yenuaaumja n objekTuemsayuja Ha "cse-
ToT0" WM "npochaHoto". Co pertka

JoBaH LUymkoBcku, 3aTBOpeHo exo, 1996, nonuecTephu Nnoyw, Metan - usctanaumja, horo: SCCA, Ckonje
Jovan Sumkovski, Closed Eccho, 1996, polyester plates, metal - installation view, photo: SCCA, Skopje

HOBEHOCT. Bo [enoTo “Bapga”
(cboTorpachum), Ha WUCYWEHOTO AHO Ha
[ebapckoTo e3epo uaseaeHa e npasunHa
Kpy)XHa neHTa, Npu WTO Ce OCTpaHeTw
Tparute Ha uaseaysarbeTo. Tnoto, "nog-
norara" Ha u3sepbarta ce HameTHyBa CcO
cBojata MCNpasHeTocT U NPUMapHOCT.
KpyxHaTa chopma e HarnaceHa cekyHgap
Ha uHTepeeHuuwja. Ha "nognorara" Kako
Bp3 HernbHaTa npupoga ce uMHTepsBeHupa
CO anconyTHo aptuduuyuenHa dgopma-
Kpyr. KpyxHarta ¢popma co csojarta Tortan-
HOCT U CaMOAOBONHOCT (TparuTe o usse-
AyBareTo 6u umnnuuupane Herauuwja Ha

YyBCTBUTENHOCT, CO MeKocTa Ha "majc-
TopyBaweTo" ce nocTurHa  oOHaa
MHTUMU3AUM]a HA TPOAUMEH3UOHaNHUTE
KOMMO3uUUMM noco4veHa BO genarta Ha T.H.
Hosa O6jekTHa YmeTHocT.2) Ho KoH cpe-
AvHaTa Ha geueHujaTta ce Cry4u M3BecHO
OTKNOHyBare 0f CcOPUCTULMPaHUOT
"O6jekT" KOH CBOEBUAHO OTBOparbe KOH
NPOCTOPOT BO AYXOT Ha akTyenHara ambu-
eHTanuaauvja Ha YMETHUYKUTE NPaxKTUKW.
Osa bewwe cnegeHo U co uameHa Ha mare-
pujanute u ussepbeHara TexHuka. Ce
jaByBa HEONXOAHOCT Of CLEHUYHO 3aTem-
HyBare W akueHTupaHa WunymuHauymja.

+

[enata (Ha Image Box, 9 1/2: Hoea make-
AoHcka ymeTtHocT, Ckonje u Balkan Art Bo
Hoeu Cap) ce cocTojaTt o4 UCTOBETHU noe-
OVHEYHU EeNeMEHTU U HUBHO cepujanHo
noepayeare. OBaa "npucuna” Ha uctoseT-
HOTO U NPUMEHETUOT NajeH cxemaTusam,
Kako TexHONOWKa KOMMOHeHTa, Aenysa
KOHTpacHoO BO oAHOC Ha 604YHOTO OCBeTIy-
Barbe, NPecMeTaHo Taka ga ja noreHuyupa
NMKOBHAaTa UHTEpBeHUuja, TekcTyparta Ha
eKcrnoHaTuTe UNu NONUEeCTEpHUTE N0YW.
TkaeweTo BO Hu3a, (hpus, MynTUnIvKa-
TUBHUOT PasBoj Ha TEKCTypaTa Ha nNno4uTe
n "MUCTUYHMTE" uMNynCM Ha OCcBeTnNy-
BareTO, BO COAEJCTBO CO MOHYMEHTanHa-
Ta nocTaBka Ha uenuHarta, cospasaar
M3BeCHa aypa Ha TauHCTBEeHa CTPOrocT...
ucyekysawe. CyntunHarta wurpa Ha
NUKOBHOTO U TEXHONOLWIKOTO, Ha "cBeToTo"
n "npochaHoTo" noBTOpHO € BO urpa. Ho
peTtopukara cera e nouvHakea o/ oHaa Ha
80-Te, anyaupa Ha AnabuHCKUTE MeMopuc-
Kv 3anucw.

Bo wmeTtadopuyHuoT Hasue "lopra" Ha
uHcTtanauujata og 1994 so Ckonje (Myasej
Ha coBpemeHaTta ymeTHocT), XKaHeTa
BaHrenu cyrepupa ynatyBare, "NnpoexkTu-
parbe" KOH TeKCTyanHuot yHueep3ym.Co
MOHYMEHTanHa CTPOrocT v CO eAeH BuA Ha
ackeTcKa 3apXXaHocT, npocnegeH e hpus
0f 3rycHaTu MeHTanHu uHckpunuuu. Osue
NAEeorpaMckn KOHUM3HOCTU BO TUBKMWOT U
CBEYEH Ccnej ja oTKpuBaaT cBojaTa KOH-
TEKCTyanHocT: of T.H. BUCOKa KynTypa v
o4 Mac-meguymckuTe npoctopu. Ho Hue-
Hata KOAWPaHOCT He e npobnemcko-
KPUTUYKK CONOCTaBeHa, TYKYy BO CHWXEH
KOHTPanyHKT Ha OHa WWTO BO KyNnTypara Ha
cumynaTtusHaTta npeobunHocT ogamHa e
BEKe u3eHa4yeHO: BUCOKOTO W HUCKOTO,
eNUTHOTO ¥ MapruHanHoto. EgHa ymer-
HUYKa npakTuka BUAHO OfBOEHA O0f
naTocoT Ha ucTtopujata v o4 naronorujarta
Ha couuWjanHoTo, nako, napagokcanHo, rv
KOPUCTU  HUBHUTE  "MOHYMeHTanHu"
ncKasu, Ho BO efleH cocema HekopenaTve-
eH ambueHT Ha CONCTBEHWOT uckas. Bo
Aenarta nocrtaBeHu Ha uanoxbute 9 1/2:
Hosa makegoHcka ymeTHocT, Ckonje u Ha
WcTanbynckoTto 6uenane (1995.), Banrenu
ja ynpusopysa "pgokymeHTapHaTa" suauja-
NnOpTPeT Ha Henocrtoeykara JfIMYHOCT
Bnagumup AHTOHOB. "[loKymeHTapHuoT"
3anuc o MHOWTBOTO NUKOBW U Avcnapar-
HW COCTOjOU CM nourpyea CoO NepcoHanHo-
TO, CO unyaujata 3a HEKaKoB aBTEHTUYEH
MpeHTuTeT. HeroBata HEMOXHOCT, OHa
Hukoj Bo "noprpetoT" ce pacnojyBa fo
HewTo OeckpajHo, HO W MNOeAUHEYHO.
WpoHujata m3supa u of hakToT Aeka
"NopTpeToT cenak cyrepupa HeKakos nuK,
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XKaueta Baurenw, [lokymextaper counm 3a Bnagummp AHTOHOB,
1995 , geranj op wHcranaumja, poro: Pobepr Jaukynocku - SCCA, Ckonje

Zaneta Vangeli, A Documentary about Viadimir Antonov,

1995, detail from installation, photo: Robert Jankuloski - SCCA , Skopje

uma aypu u ume. Bo wuHcTanauwjata Ha
UctaHbynckoTo 6ueHane ce WHCTPYMEH-
Tanuawpa anodarmykara mucna 3a
HEMOXHOCTa 04 MNO3UTUBHO, npeauKa-
TUBHO Onpegenysare Ha CyLTEeCTBEHOTO.
Hecomepnueocta Ha NOEAUHEYHOTO
UCKA3HO W MpeTnocTaBeHOTO eAWHCTBO
ocTaHyBa Heuckaxnuea. M3sepbute Ha
BaHrenn He cyrepupaaT HeKaksu
BUCOKOMAapHW NOpaku unv coumoKynTypHO
mobunuauparse. Tue ce 3agoBonysaart co
XepMeTU3MOT LTO rM conocTasysa, NoAso-
jyBa u obegvHyBa UCKasHUTE HUBOA.

OcHOBHaTa KOMMOHEHTa BO JSIMKOBHWOT
jasuk Ha Uckpa [iuMMTpOBa e apTukynauu-
jata Ha o03Ha4eHoTO, cumbonHoTO. Toa
noapasbupa npouec Ha cuiHa U uHTerpan-
Ha cemaHTusauwuja. ) Emucujata Ha cuM-
60NHOTO BpWM npechopMynupare Ha cé
LWITO € NPUCYTHO BO n3seabuTe: a Toa He ce
camo martepujanu M OpMKU, HUTY Camo
nocTankyv u ambueHT, Toa ce u 3BY4HU U
TakKTUNHU CeH3auun, Kako 1 ApasHerba Ha
ceTunara 3a TONNUHA, MUpMUC...
WHTerpanHocTa Ha 3HadeHckara Luenoct
ynatysa Ha npuMmuTMBHaTa ceondarHocT,
HO HE BO HEKOE KOHKPEeTHO W3BOpUWTE,
TYKY BO BOHBpPEMEHATa YHUBEP3anHocT Ha
"obpegHuTe uckycTBa", Kako KoA Ha
apxau4HoTo. "ObpegHocTa" BplwK nocee-
TyBarbe Ha MPOCTOPOT-aMOMEHTOT, Ha
aptedakTUTe U NocTankuTe co uen ga ce
OTenoTBOpYM MUCTepujaTa Ha uaeepgbara.
Mpu TOQ, ce nogpasbupa U3BECHO Bpeme

Ha ofABuBarbe, npouecuja-npouecyan-
HocT."Hocay" Ha npouecyanHocta BO
nasenbute og npeara nonosuHa Ha 90-Te
€ OrHoT un nepcopmMaTMBHOTO NPUCYCTBO
Ha aBTopkata (M HejauHata "o6pegHa”
npuapyxba). Petopukata Ha “cBeToT0"
NCKYCTBO nogpasbupa Tpu BPEMEHCKHU, HO
M 3HAYEHCKU CermMeHTu: WHUUKMjanHo

Uckpa OumuTtposa, Thalamos, 1996, ukcranaumja, hoto: PobepT Jarkynockw -
Iskra Dimitrova, Thalamos, 1996, installation view, photo: Robert Jankuloski -

+

OTNOYHYyBare, KynMuHauuja-ekcrasa w
3aBplieTok-3amuparse. Bo osue pgena,
cemaHTu3auvjata Ha enemMeHTUTe € BO
COAEJCTBO CO HapaTUBHWUOT MOAen Ha
uckaxysarwe. Ho, oa cpeauHara Ha
AeueHuvjaTa, BUANuBa e efiHa onepauuja Ha
peayuuparse, CHUWXYyBare Ha
peTtopuykute, ambueHTanHuTe, Hapa-
TMBHUTE umnyncu. Bo "Lapis” ( 9 1/2: Hosa
MakeaoHcka ymeTtHocT) u  “Thalamos"
(Ymchte amam 2) npeTxogHarta WckKasHa
cxema noegHocTaseHa € A0 MPOYUCTEH U
3aTemMHeT aMbMeHT BO KOjLUTO ce akUueHTu-
pa npumapeH O06nMK CO BHaTpelwHa
ceeTnuHa. Bo Thalamos kako ga npuc-
ycTByBaMe Ha HEKakoB CKameHeT-
KpuctanuaupaH obpej o4 KOjTO OocTaHa-
no camo H6eckpajHOTO nyfcuparse Ha npu-
MapHOoTO, Ha “npeBobuTHaTta ceeTnuHa". Ho
CTUNU3MPAHUOT aHTponomopdeH ob6nuK
WTO nyncupa, No oApeAeHO Bpeme ce
pacnara: ce cywm obBuBKaTa 1 ce packpw-
Ba BHaTtpewHocTta. Coo4YeHn cme co Muc-
Tepujata, HO ganu Ha co3gaBarbeTo Wnun
Ha cmpTTa? OTKNOHOT KOH NOeAHOCTaBy-
BatbeTO Ha eNemMeHTUTe Ha WCKasoT BO
oBue gena Ha [lumuTpoBa napuyunupa so
ONWTOTO CHWXyBare Ha pedepeHuunjan-
HocTa.

Bo ymeTHuukarta npaktuka Ha Buonera
Bnaxecka u bBorgaH [pabynocku of
nocneaHarta cepuja octeapyBarba ce jasy-
BaaT gBa OUTHU MOMEHTU: ocnoboaysarbe
Ha 3BYK 04 ogpeAeHu NpupoAHu martepu-




janu cO HUBHO Kplerbe, pexere Wnu
ce4yere U Komnjytepcka obpaboTka Ha
3BYYHUOT 3anuc BO CEerMeHTMpaHu wu
putMuyky nacaxu. Osa npouecuparse Ha
NPMMapPHUOT 3BYK A0 CeKyHAapHaTa enek-
TPOHCKa MOHTaxa (MM Kako WTo
aBTOpPUTE o HapekysBaaT nnacTu4Ha Wnu
nukoBHa o6paboTka) ce 3aoKpyXXyBa BO,
ceKkoraw pasnuyHo, ambueHTanuaupare
Ha u3seabute. AMBUMEHTaNHUTEe NOCTaBKMU,
CO HMBHaTa coducTuympana u 3aragoyHa
CBETNOCHa uWnyMuHauuwja, noceaysaaTt
HEeLWTO TaWHCTBEHO, NeCHO WU Npu3paLqHo.
Hacnpotu Toa, ce jaByBaatT TELWKUOT W
UPUTUPAYKK 3BYK YW pUTam U HarnaceHu
amnnuTyau, Co ceTa cBoja cunuHa, genysa
CMUCNEHO nNOTpecyBayku W pa3opHo.
"PutyanHara" guvkuyvja Ha pywuTenHuor
cekyHaapeH ("eneKTpoHCKKW") 3By4eH
3anuc Kako ga Hyau WTuMmyHr 3a “ocnobo-
aysarbe" Ha ckameHeTuTe "cossyuja'.
Ctporata NMOBTOPNUBOCT Ha
TEXHOMNOLWKMNOT 3BYK HAcnpoTW 3anpeTtaH-
MOT, 3ryCHaTUOT BO HEMOCTA Ha npupoaa-
Ta u 06jeKToT. [pUTaeHnoT 3eB, NyKHaTK-
Ha, AUCKOHTUHYWUTET BO OBa ABOJCTBO HE
npubnnxysa A0 CroesuTe, HO U NpoBanu-

AHTOHU MasaHescku, TB. coba KoHCTpyKuuja,
1995, uicTanaumja, (hoto: Pobept Jankynocku - SCCA, Ckonje
Antoni Maznevski, TV room Construction,

1995, installation view, photo: Robert Jankuloski - SCCA, Skopje

Buoneta BEnaxecka u Borgax Mpabynocku, MNepcnekTuea Ha 3BYKOT, 1995, uxcranaymja
Violeta Blazeska and Jordan Grabuloski, Sound Perspective, 1995, installation view

uTe Kage ce cooYyeBaar
npupoaHuTe  “ ynem-
nusayuckute pabosu.

YMeTHu4Ykata npaktuka Ha
AHTOHM MasHeBCkM e cBoe-
BuaHa acumHaumja opf
theHoMeHOT Ha OeckpajHa-
Ta penetuyuja, oA
cKameHeTarta ancrpakuuja
Ha ekpaHoT. Bo Herosute
Aena enekTpoHckaTa napa-
Aurma e cBegeHa Ha
eKCTpakT, ocnobogeH of
pPeTopuykuTe W Hapa-
TUBHUTE COAPXWHUM  BO
npasHoTujata Ha umnep-
COHanHOTO W Heekcnpe-
cuBHocTa. Bo HenospaTtHo-
TO 3amuparbe Ha
aypaTtCKuTe WMNyncu Ha
MUCKasoT, BO HE3MUNOCHOTO
6puwere Ha 3arago4HoTo,
ce oupTyBa NpasHUOT Npoc-
TOP Ha eKpaHoT. EkpaHoT
Kako CKamMeHeT MOHYMEHT.
Bo wHcTtanayuwjata The End
(Mysej Ha coBpemeHaTa
ymeTHocT, Ckonje, 1996)
MasHeBcku ro HanywTta u
nocneaxuoT "Hocay",
3afpXKyBajku ro enemeH-
TapHuoT uckas The End n

B

HeroBaTa NeKcuyka ekcnnukauwmja.
MuHuManHaTa ryctuHa Ha uckasor ja cyr-
epupa Hyntara ToYKa Ha 3HaKoT-
3HayereT0. HO Ha4YMHOT Ha KOjWTO UcKa-
30T € ONpOCTOpPeH BO MHCcTanayujarta (co
M3BECHa MOHYMEHTasiHa CTPOrocT), Kako u
hakTOT Ha HEroOBOTO NOTEKNO, Ce YUHU, T
ocnobogysa aa ctaHe "cueHa" Ha 6pojHU
BNUwWyBarba. TOKMy HeroeaTa anctpakTHa
MUHUMaNHOCT BO NOHyAeHaTa WHCLeHauu-
ja ro npaeu nogaTteH 3a nasuHa Ha KOAU-
parba U 03Ha4vyBarba Ha beckpajHuTe urpu
Ha KpajoT. Yl noBTOpHO 683 MOXXHOCT fa ce
oapeav Hekaksa [OMMHAHTHa ped)epeHT-
Ha pamka.

"H. Bunuk, Show Versus Topic, MonemoTo crak-
no, Ckonje, 1995, 6p.2. (3a genara Ha T.H. Hoea
ObjektHa YmeTHocT, Bunuk Haseagysa pgeka
"Tue HemaaTt pehepeHTHOCT KOH npegmeTHaTa
cTBapHOCT Ouaejku ja Opuwar pasnukara
nomery WNysMBHOTO W KOHKPETHOTO; Tue ja
nocegysaar payvoHanHocTa BO NPOLecoT Ha
KOHCTpyKUujaTa, npeky cybjeKkTusHocTa BO
YMETHWYKMOT npouec Tve ce BTonysaaT BO
MeKocTa Ha "majcTopucyBarbeTo” U KOHEeYHO,
MOBTOPHO C& OCMUC/EeHW BO KOOpAWHATUTE Ha
NUKOBHOCTA, CO BpakareTo Ha wuarybeHara
aBpaTUYHOCT Ha YMeTHUYKOTO Aeno”

“Ibid

" NN. Hepenkogcka, "[pyrvoT rosop” Ha Wckpa u-
muTpoBsa, MonemoTo crakno, 6p.3 Ckonje, 1996.
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Valenting Dimi ki

THE ASPECTS OF
THE CURRENT
ARTISTIC “SCENE”

The way the idea of the genius man
was related to the one that indis-
putably rules the samples in the
Baroque is the same as the way the
idea of the artist of the present
(without the charismatic attribute) is
reflected in his arrogating the sam-
ples of all the regions of the current
civilization milieu. He takes them as
samples-forms from an inex-
haustible arsenal composed of the
regions of reality and fiction. By
crossing them into diverse paradig-
matic combinations he confirms the
generative  eternity of the
Language-World and of the art that
can not be an autonomous fiction
any more. The fantasy, the creative
power understood in the modern
sense as the criterion of the spiritu-
al hierarchy used to place the artist
and his work at a privileged distance
from beyond the secular. Today the
world is being opened before the
quiet contemplation as an endless
rebus of multi-layer inscriptions and
crossings that provide for the
expressive tissue of the artistic
ambiance. The art simply can not
become equal to the world in that
way. But, the world is not what it
used to be Real and consistent. It is
experienced as an inexhaustible
harmony, as a library that has lost
its card file, where it is not that sim-
ple to classify its real-existential ref-
erence. With the act of introducing
into the Book of the World, in the
"immense library", the artistic
engagement, taken as a statement,
is captured by the World-Language.
It is captured in the rhetoric folds, in
the rules and figures imposed by the
dictate of the statement. The opaci-
ty of the language substance, of the
endless rebus net is excluding the
danger of uttering something from
beyond the statement, beyond the
world. Their kinship is decreasing
the power of the referral. The artistic
engagement can only offer a few
"problematic" expressions, thus
increasing the mess that has
already escaped the control of the
conscientious classifiers-keepers of
the Reality of the autonomous artis-
tic sense. The modern spiritual hier-
archy in the last decades of this
ultra-modern century is irretrievably

being ruined towards the rebus syn-
tagm of the language codes, where
an allegoric impulse of inex-
haustible replacements and speak-
ings reigns and which can not be
stopped into a self-content, identical
and presentable sense of the mean-
ing.

If the present artistic scene on the
world is broken up, adding to the
post-modernistic dissipation, than
the situation, obviously, can not be
much different in this ambiance of
ours, where the echo of the events
is not being comprehended through
a prepared and appropriate articula-
tion but rather incidentally, as a
reaction to the individual requests.
In the milieu of the numerous con-
ceptualizations and equal openings
towards the artistic and non-artistic
impulses, the local scene lives in a
state of disorientation, The phenom-
ena of the fictionality and disillusion-
ing, with the accompanying hetero-
geneous simulations, are increasing
the paradoxicality of the artistic
engagement, creating a fractal and
vulnerable atmosphere where only
individual "screams" and "fadings"
thrive. The situations is neither
apocalyptic nor lethargic, it is only
chaotic and incidental, same as the
beginnings of the unconventional
engagement from the beginning of
the 1990s. In order to supplement
the impression we must point out
that the art of the 1990s, among the
numerous solutions, however,
founded its way over the neo-avant
garde and conceptual artistic trends
in the 1960s and 1970s. But, this
does not refer to our scene. Such a
practice never existed here (except
for the "marginal" engagement of
Sime Uzunovski in the 1970s with
his poveristsic subversiveness). So,
the current scene is happily living its
unrooted existence, related to the
fluid "spirit of the time". From that
point of view, however, we do not
have a scene ( more precisely, a
macro-scene), but only a plenty of
micro-scene survivals. If the present
situation generally originates from
the broaden concept of the artistic
experience, soaked into the late-civ-
ilization linguistic universe, the ele-
ments of unrootedness, disorienta-
tion and simulation are not just an
ambiental frame where the art is
being practiced, but an immanent
feature of the artistic engagement.
Why, then, make an exception of
our modest and quiet "scene"?

The decision to point out several
names (B. Manevski, J.
Shumkovski, Z. Vangeli, |.
Dimitrova, B. Blazeska - B.
Grabuloski and A. Maznevski) is not
a result of the intention to synthe-
size a micro-scene. This decision is
a result of the feeling that it is
impossible to avoid the personal
choice and of the necessity to resist
the increasing entropy and the
sounds produced from our “scene".
This choice is due to the recogniz-
able presence and profile of the
"concept” and to the relative equal-
ization of the creations. On the other
hand, not less motivating is the rid-
dle of a certain language paradigm
offered by the works of these artists:
a partial forcing of the object and the
actual, but amalgamated with a
slight illusion and suggestion of an
aura " (some of Manevski's works
on his exhibition in 1995). The incli-
nation towards creating a certain
scenery-ambiance is obvious with
most of these authors, although
they offered various marks (espe-
cially Dimitrova, Vangeli, Blazevska-
Grabuloski, and the others also, but
in a rather particular way). A con-
cealed, but inscribed, counterpoint
of the primal, of the natural and the
artificial  (Blazevska-Grabuloski,
Maznevski). A rhetoric of secrecy,
mystic, but also of illumination,
where the darkening of the perfor-
mance is obligatory (Dimitrova,
Blazeska-Grabuloski). Sumkovski,
also, partly refers to this, when
opening his expression for the para-
digms of the technological and artis-
tical feature in the "monumental-
ized" displays, installations (open or
closed frieze made of equalized
components in a calculated rhythm,
which radiates with a certain aura).
The ritualization of the procedure
and almost mythical compulsion of
the symbolical, the denoted
(Dimitrova). Application of simple
but signifying expression from the
telematic milieu whose abundance
and simulation is reduced by mini-
mal conceptualization (Maznevski).
"Playing” with the referent media
and communication codes (Vangeli,
Maznevski) and with the timeless
archaic codes (Dimitrova).

The experiences that were the basis
for the artistic language of Blagoja
Manevski (mainly the works dis-
played at his exhibition in Skopje in
1995) are appearing on the horizon
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of the high ‘modernism. But, this
does not refer to one of his emblem
poetics or stylizations, but to the
experience that forces him to apply
a rigorous procedure and technical-
ly-formal fulfillment. There is some-
thing in these works that reminds in
their diction of the British new sculp-
ture from the 1980s (that was said
to be deconstructing the meta-
physics of the high modernistic
sculpture). The works are radiating
a kind of "artistic" fluid, released
form narrative and symbolic, exis-
tential and ideological ballast. The
creations are a combination of
industrial materials and parts com-
bined in unusual structures that are
playing with the modernistic
schematism. The removal of the
expressive and communicative sed-
iments is bringing these works clos-
er to the cold objective ambiance of
the art in the past few years. The
emphasized impersonal diction is
the required and the calculated
effect. It is followed by the strange
titing that seems to be an integral
part of the basic strangeness of the
creation. And exactly on this level
(the works look like extremely
unusual and groundless "things")
there seems to be appearing some-
thing personal, idiomatic. A certain
mood of return to the curbed, to the
personal that is nested into the cold
object schemes. That is how the
basic double coding of current
Manevski's works is inscribed,
which later multiplies and vibrates in
the aspects of the technological and
artistic, natural and artificial... In the
construction "Pantheon” (displayed
on the exhibition /mage Box) the
technological, the telematic para-
digm (a whole bunch of TV-sets),
placed within an almost monumen-
tal scenery, is lucidly dethroned.
Suggesting that the contemporary
"Pantheon" might be the monument
to the electronic image, Manevski
ironizes its untouchable character.
In the creation "Vada" (pho-
tographs), on the dried bottom of
Debarsko Ezero (the Debar Lake)
he installed a regular circular band,
wiping out the traces of the process
afterwards. The ground, the "basis"
of the creation is imposing with its
emptiness and primeness. The form
of the circle is the emphasized sec-
ondary intervention. The "basis", as
an intact nature, was intruded with
an absolutely artificial form - the cir-
cle. The circle, with its totality and
self-sufficiency (the traces of the
performance would imply the nega-
tion of its totality) looks as if it is of
itself, as if a natural phenomenon.



But, the geometrical regularity
negates that particularity, the "natu-
rality". The creation vibrates in this
double coding with a subtle inner
pulsation. The works of Manevski
are a silent witness of the art that
lives through the disappearing of
the Shape. They picture a scene of
exponents without the exposed
ones, a scene of complete fading of
the referentiality and the rhetoric of
the Secret.

In the beginning of the 1990s
Sumkovski completed his statement
on the echo of the mediated
costructivistic experiences, that
appeared to be a kind of visualiza-
tion and objectivization of the
"sacred" and "profane". With a dis-
tinctive sensibility, with the softness
of the "craftsmanship", he acquired
the intimization of the three dimen-
sional compositions introduced in
the works of the so called New
Objective Art . But, by the half of
the decade there was a certain dec-
lination from the sophisticated
"Object" towards the opening of the
space for the spirit of the current
ambiance-placing of the artistic
practice. This was followed by the
change of materials and the per-
forming techniques and by the
necessity for accented illumination
and darkening the scene. The
works (shown at Image Box, 9 1/2:
Nova makedonska umetnost,
Skopje and Balkan Art in Novi Sad)
are composed of serially connected
equal elements. This "imposing" of
the equal and the applied cold
schematism as a technological
component looks contrasted to the
side lights that emphasize the artis-
tic intervention, the texture of the
exhibits or the polyester plates. The
string weaving, the frieze, the multi-
plicative development of the texture
of the plates and the "mystic"
impulses of the lights, together with
the monumental scale of the whole
display shine with a certain aureole
of mysterious severity... expecta-
tion. The subtle game of the artistic
and technological, of the "sacred"
and "profane” is back again. But,
now the rhetoric is different from
that of the 1980s, it alludes to the
underlying memory inscriptions.

With the metaphoric title "Porta"
("Gate") of the installation from
1994 in Skopje (Museum of
Contemporary Art) Zaneta Vangeli
suggests a direction, a "projection”
towards the textual universe. With a
monumental severity and with a
kind of ascetic restraint she offered

a frieze of dense metal inscriptions.
This ideographic conciseness in a
quiet and solemn procession dis-
cover their context: the so called
high culture and the mass-media.
But, its coding is not thematically-
critically articulated, but in a flat
counterpoint of the concepts that
were equalized in the culture of the
simulative abundance a long time
ago: the high and the low, the elite
and the marginal. An artistic prac-
tice, obviously distanced from the
pathos of history and from the
pathology of the social, although
paradoxically, uses their "monu-
mental" utterances, but within a
rather uncorrelative ambiance of the
personal expression. In the works
shown at the exhibitions 9 1/2: The
New Macedonian Art, Skopje, and
on the Istanbul Biennial (1995)
Vangeli pictures the "documented”
vision - a portrait of the non-existing
person Vladimir Antonov. The "doc-
umented" evidence, composed of
many figures and disparate states,
is playing with the personal, with the
illusion of an authentic Identity. The
incapability, the Nobody in the "por-
trait", is being dissolved into some-
thing eternal, but particular. There is
irony in the fact that the "portrait",
however, suggests a personality, it
even has a name. In the installation
on the Istanbul Biennial she utilizes
the apophatic idea of the incapabili-
ty of the positive, predicative deter-
mination of the essential. The
immeasurability of the particularly
expressed and supposed unity
remains unuttered. The creations of
Vangeli do not suggest pretentious
messages or socio-cultural mobi-
lization. They are satisfied with the
hermetic state that establishes, sep-
arates and unites the levels of
expression.

The basic component of the artistic
language of Iskra Dimitrova is the
articulation of the denoted, of the
symbolic. That requires a process of
strong and integral semantization “.
The emission of the symbolic refor-
mulates everything that is present in
the creations: and that comprises
not only materials and forms, or pro-
cedures and ambiances, but sound
and tactile sensations, as well as
the irritation of the senses of touch,
smell... The integrity of the denoting
entity leads to a a primitive univer-
sality, not acquired from a specific
source but from the timeless univer-
sality of the "rite experiences", as
the code of the archaic. The "ritual"
performs a dedication of the space-
ambiance, of the artifacts and the

procedures in order to incarnate the
mystery of the creation. Besides,
the procession-procedure requires
a certain time for its fulfillment. From
the first half of the 1990s the "carri-
er" of the procedure of fulfillment is
the fire and the performance-aimed
presence of the artist (with her "ritu-
al" escort). The rhetoric of the
"sacred" experience requires three
temporal, as well as denoting seg-
ments: the initiatory beginning, the
culmination-ecstasy and the ending-
fading. In these works the semantic
processing of the elements is in cor-
relation with the narrative model of
expression. But, in the second half
of the decade, an operation of
reducing, flattening of the rhetoric,
ambiental and narrative impulses
occurs. In "Lapis" (9 1/2: New
Macedonian Art) and "Thalamos"
(Chifte Amam 2) the previous
expressive scheme is simplified to a
purified and darkened ambiance
where only the primary shape with
an inside light is emphasized. In
Thalamos we seem to witness a
petrified-crystallized ritual where
only the endless pulsing of the pri-
mary remained. But, the pulsing
stylized antropomorph shape disin-
tegrates in time: its cover dries up
and the interior appears uncovered.
We are facing a the mystery, but is it
the mystery of creation or of the
death? The declining towards the
simplification of the elements of the
expression in these works of
Dimitrova influences the general
flattening of the referantiality.

The artistic practice of Blazeska-
Grabuloski, referred to their latest
series of works, shows two impor-
tant moments: the release of sound
from certain natural materials
acquired by breaking, sawing or cut-
ting them, and the computer pro-
cessing of the sound track in seg-
mented and rhythmic passages.
This processing of the primary
sound to the secondary electronic
editing (or, as the artists called it:
plastic or artistic processing) is
always performed in different
ambiances. The ambiance displays,
with their sophisticated and mysteri-
ous light illumination, bear some-
thing secret, light and transparent.
But, heavy and irritating sound is
produced against it, whose rhythm
and stressed amplitudes, with the
top of their strength, act deliberately
towards shaking and destructing.
The "ritual" diction of the destructing
secondary ("electronic") sound track
seems to offer a mood for "releas-
ing" of the petrified "harmonies".
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The persistent repeatedness of the
technological sound against the
buried, condensed sound in the
silence of the nature and the object.
The concealed opening, crack, dis-
continuity in this duality brings us
closer to the junctures, and some-
how, to the abysses as well, where
the natural and the civilization
edges meet.

The artistic practice of Antoni
Maznevski is a kind of fascination
by the phenomenon of endless rep-
etition, of petrified abstraction on
the screen. In his works the elec-
tronic paradigm is reduced to an
essence that is freed from the
rhetoric and narrative themes of the
emptiness and the impersonality of
the inexpressive. In the irretrievable
fading of the aural impulses of the
expression, in the merciless wiping
of the mysterious, appears the
empty space on the screen. The
screen as a petrified monument. In
the installation The End (Museum of
Contemporary Art, Skopje, 1966)
Maznevski abandons the last "carri-
er', retaining only the elementary
expression - The End - and its lexi-
cal explanation. The minimal densi-
ty of the expression is suggested by
the zero point of the sign-meaning.
But, the way he choose to place the
expression in the space (with a cer-
tain monumental severity), as well
as the issue of its origin, seems to
allow it to become a scene of
numerous inscriptions. It is his
abstract minimality in the offered
scenery that makes him liable for an
avalanche of codings and denotings
of the endless games in the end.
And, again, without the possibility to
establish any dominant referential
frame.

Notes

1. N. Vilic, Show versus Topic, The Large
Glass, Skopje, 1995, br. 2 (Considering
the works of the, so called, New
Objective Art, Vilic says that "they do not
hold reference towards the objective real-
ity since they eliminate the difference
between the illusion and the actual; they
own the rationality in the process of con-
struction; through the subjectiveness of
the artistic process they fuse into the
softness of the "craftsmanship® and then,
by returning of the lost aureole-bearing
attribute to the work of art, they are, final-
ly, established within the coordinates of
the artistic."

2. Ibid.

3. L. Nedelkovska, "The other language"
of Iskra Dimitrova, The Large Glass,
Skopje, 1995, br. 3

Translated by M. Hadjimitrova
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BIKTOP MHCHAHO

Bpanka Crunasupg

aspects of art in the post-s

ACneKTH Ha NMKOBHATa YMETHOCT BO NOCT COLY!

[ BUKTOP MICWAHO (MCTOpUYap Ha yMeTHOCTa, AOKTOpMparn Bo
MockBa 1989.) e kpuTu4ap u KycToc, a og 1992. e aupekTop Ha

LleHTapoT 3a cospemeHa ymeTHocT Bo Mocksa. Mokpaj
MaprapeTa TynuuuH, Josed BakwTajH u Bopuc pojc, Toj
HajMHOry NpUAOHeN 3a WHTepHauMoHanuaaymjata Ha pyckara
coBpemeHa ymMeTHOCT ("pyckuoT 6paHn"). Buktop MucuaHo noseke
roguHu copabotysa Bo cnucanujata Flash Art u Contemporanea, a
npea n3secHo Bpeme Bo MockBa ro nokpeHa CrnimcaHmeTo 3a
ymeTHocT. Opranuaupan ronem 6poj Ha u3noxeou, mefy Kou Hase-
Aysam camo Hekou: MockBa BueHa, Buena 1989; Mocksa 90,
MunaHo, 1990; YmerHocTa Ha ekcneguymjata, Mockea, 1990;
Bexon og ectetukara, Mocksa, 1991; CrioxeHu kyntypu, Pum,
1992; KyntypHu pasnuku: nsapabotka Ha pemekgena, Vicraméyn,
1992; OnachHu Bpcku, Mockea, 1992; AkyctuqeH Tpuo, Typ, 1993;
Apt Art Int., MockBa; MlgeHTUTeT-CBEeCT 3a NoAerIeHOTO NoCToeHe,
XencuHku, 1993/94; lNpemurn, Bpatucnaea, 1994. Kako npepa-
Bady roctysan Bo [peHo6n, MNapus, Hbyjopk UTH.

Ha nosuk Ha Copoc LieHTapoT 3a coBpemeHa ymeTHoCT 3arpe6, Buktop Mucuao oapxa
npegasare BO [lpylWTBOTO Ha MCTOpU4ApUTE Ha yMeTHocTa Kage 3abopysawe 3a
HajHOBWTE HacTaHW Ha MOCKOBCKAaTa yMETHUYKA CLieHa NpeTcTaByBajKu ja akTMBHOCTA Ha
LleHTapot 3a cospemeHa ymeTHOCT. 10 TOj NOBOA € BOAEH W 0BOj pasrosop.

* ok *

Bpanka CTunaHumk: Hus yenoro Bawe npegasarbe ce YyscTsysalue notpebara ynorara
Ha KycTocoT [a ce npowmpy, WTo e BUANIMBO BO Baiwmte u3nox6m n BO BOAEHETO Ha
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LleHTapoTr 3a coBpemMeHa yMEeTHOCT.
Moxete nm pga HU ja npercrasute
akTusHocTa Ha LjeHTapoTt?

Bukrop MucuaHo: To4yHo, ce obugysam aa
NpoHajaaM HOBM HaYMHW Ha KYCTOCKM
akTuBHocTW. Bo Taa mana, mnaga,
thparunHa M HeucKycHa WHCTUTYUMja Koja
ja Bogam Bo Mockea - LeHTapoT 3a cospe-
MeHa yMEeTHOCT, OANY4YMB Aa ja NpoMeHaMm
BooBMYaeHaTa akTUBHOCT Ha YMETHUYKUTE
UEeHTPM BO KOW ce npoussBegysaar

KOHBEHLMOHAMHO: 3a eAHa roguHa umasme
OCYM U3MOXOM KO M CMeTaB 3a KyCTOCKM
npoektu. CakaB fga ro WCTakHam
3Ha4YeHeTO Ha KYCTOCOT Kako OAroBOPeH
opraHusaTtop, Ja ucTakHam geka ga ce
npasaTt M3noX6W He 3HauYM camo ga ce
NpoOMOBMpa YMETHOCTa, TYKYy Aa ce rnocra-
BarT CEpWO3HW W OArOBOPHU CTaBOBMW.
MoBMKaB KYCTOCH CO CMIPOTVMBHU NO3ULMK
KOM y4yecTByBaa CO MOLWHE pPasfnuyHu
NPoeKTH, b1 peKon: efeH Bua Ha KycTocu,
3awTo Toa 6ea U YMETHULM CO OPUTUHASHU
U KpeaTUBHU U3NOXOEHU NPOEKTK.

v

Oner Kynuk/ Muna Bpegukure, Kyderto Ha MNaenos, Manudecta, Potepgam, 1996
Oleg Kulik/ Mila Bredikhine, Pavlov's Dog, Manifesta, Rotterdam

n3noxom, noManky unuM  noseke
pagukanHu, OpUeHTUpaHW KOH mMnajgara
reHepauvja unM KOH oHaa Beke etabnu-
paHarta, Kou ce noTpaguunoHanHu BO CBO-
joT TpaguuyuoHanu3am unu ce nomanky
TpaguuymoHanHu...Ogny4ms aa [okaxam
HewWTo cocema HoBO, HapemM HOBO 3a
MOCKOBCKaTta ymeTHW4ka cueHa. VmeHo,
npeg ABe roAvHW, Kora 3anoyHas Aa ro
Bogam LleHTapoT u camuoT paboTes gocta

Bo TekoT Ha 1992/93. umasme, oA eaHa
cTpaHa, Mnaav MOCKOBCKW YMETHULM Kako
wTto e Manoscku - pagukaneH, Heoa-
HapPXUCTUYKU YMETHUK CO MPOBOKaTUBEH
NpoeKkT Hape4veH BojHata npogornxkysa, na
cé go, ucto Taka mnaguot MNow OcTtpuuos,
ybeneH HEOOpPTOAO0KCEH YMETHUK,
HEOCNUPUTYanucT. 3Ha4n, BO paMmKuTe Ha
nporpamata 6ea BUANVBU Pa3NUYHK
no3vuuy. Konky wro noeeke paboTtes Ha

—t2-

nanoxbute poaraB A0 3aKNyyoK pAeka
Tpeba na ce Hanpasu obug Aa ce nokaxe
HeLTO HOBO. YyBCTBYBaB [leKa He e BaXXHO
ha ce AeknapupaaTt UBpPCTU CTAaBOBMU BO
MaHUpOT Ha 60-Te Kako WTo e "cMpTTa Ha
ymeTHocTa", "cmptTa Ha wuanoxoéurte",
3alITO MOCTOjaT MHOTY YMETHULM Ha Kou
UM ce notpebHn wn3noxbu, nocrtojar
pasnuyHKU, HarnaceHo 3Ha4ajHvu BUAOBK U
TeHAEHUUW BO YMETHOCTA, Liena peauua Ao
AEHeC MOLWHe pecnekTabunHu ymMeTHUUM
0f4 nocrtapaTta reHepauuwja kou paéotar
06jeKTH KoM ce, cekako, NpeaocapeaeHu 3a

na3noxobu. Cakas ga 6ugam nocTtmogep-
HUCTUYKK hnekcubuneH, a He ToTanuTa-
peH BO cCBOMTE CTaBoBWU. YyBCTBYBaB
ManakcaHocT BO uanoxxbeHata npoayKuu-
ja. 3a MeHe, U 3a yMETHMUUMTE CO KOou
paboTeB, uanoxbute He Hea Beke AOBON-
HW, 3alTO HUMBHATa aKTUBHOCT Ce OABWU-
Balle unu Hagsop unu no usnoxobara. Tve
paboTtat cO CBOETO Teno, CO NUYHOTO
WUCKYCTBO WM MNak €O Meguymute, co



ONWTECTBEHUTE OKOMHOCTW. Tue Bnery-
BaaT BO CaMOTO YCTPOjCTBO Ha KynTypara
1 He ce camo efieH HejauH aern.

Wcto Taka, Mu ce YvMHM feka feHec Ha
YMETHOCTa W Ce npucTanysa PYyTUHCKMW.
AKO npumumMe nokaHa 3a usnoxba, ako ro
3HaemMe  KycToCOT, HAacnosoT  Ha
nanoxébara, ymMeTHUUUTE KOM u3naraar,
HMe Mmoxeme u 6e3 pa ja sugume
n3noxb6ara ga cegHeme v Ha KoMnjyTep aa
Hanvweme TekcT, buaejku u taka 90 npo-
LUEHTU Of CEeKOj TeKCT € OonuwyBare Ha
uanoxbarta. Taa pytuHa Gewe rnasHara
NpU4MHa LWITO ME NOTTUKHA KOH NnouHakea
pabota. [lpyrata npuyuHa bewe nosp3aHa
3a KyNTYPHUOT W ONWECTBEHUOT KOHTEKCT
Ha ymeTHocTa. [lecTpykuujata, KojawTo e
npucyTHa Hacekage, Bnujae Ha yMeTHWUY-
KaTa CLeHa: 3Ha4ajHu YMeTHULW KOWN HeKO-
raw 6ea jagpoTO Ha YMETHUYKUOT XUBOT
3amMuHyBaaT 0f 3emjata Kako Ha npumep
Kabakos, BynaToB..., UCTO Taka u mMnaau
yMeTHUUM kako Bagum 3axapos..., na v
OHWe Kou ocTaHyBaaTt Bo MockBea ce LWOoKu-
paHW, ce 4yBCTBYBAaT WHTENEKTyanHo W
YMETHUYKM HecnocobHu aa oarosopart Ha
HesepojaTHaTa eckanauyja Ha npoMeHuTe,
Ha WTO AeHec cme cseaouu Bo Mocksa.
Mucnes geka e BaxHO Aa ce BoBejar
HOBW CWUNK, HOBM reHepauun. CeTo Toa ro
obeguHue BO uaejata Ha paboTUnHUUM
(workshops) kou ru cdopmupam Bo LjeHTa-
POT 3a COBpeMeHa yMeTHOCT.

Bo no4eTokoT Gewe jacHo: ceeaoun cme
Ha AecTpykuujarta -Ha crapuTte WHdpa-
CTPYKTYpH, & BO UCTO BpemMe 1 Ha 6aBHUOT
M ycneweH npouyec Ha HoBaTta MWHpa-
CTPYKTypa ¥ Ha HOBMOT cucTeMm. MoTpebHn
ce nyfe KOW WTO Ke BOAAT YMETHUYKU
cnucanvja, Ke nuuwyeaar cratuum, Ke pabo-
TaT HOBM KYCTOCKW MNPOEKTW, Ke Bsoaar
ranepvu, Ko Ke coeeTtysaart npu opmu-
pareTo Ha Konekuww... [la Hanpasume,
3Ha4M, Kyctocku paboTunHuum. [la cos-
hajeme ycnosu mnagute nyfe co xyma-
HUCTUYKA cneumjanuaaumja og MOCKOBCKU-
OT YHWBEP3WUTET, Of OTCEKOT 3a uctopuja
HAa YMETHOCT, My3eonoruja v apyrute
MHCTUTYUMW, Aa BnesaT BO YMETHUYKUOT
CBET KOj UM e HepocTaneH, nopaau
HeAoCTaToK Ha uHgopmauum n convaHara
penyTauuja Ha MHCTUTYUuuTe. Bue moxeTe
OYPV U Ja XuBeeTe BO UcTarta ynuua kage
ce Haora LleHTapoT, a ga He 3HaeTe geka
TyKa ce cnyqyea HewTo wWwTo 6u MoXeno
pAa Be wuHTepecupa. Taka Bo 1993.
3ano4yHasme CO nporpamara Ha Kyc-
TockuTe paboTunHUUM, co 25 CTYAeHTU
KOW rv usbpasme nocne efeH MHory cepu-
03€eH KOHKypc. Toa He e wkona co ukcHa

nporpama, na otTramy ctygeHtute paborar
Ha NpoekTW Kako BO nabopatopuvja. Ha
mnagute nyfe UM ru npeTcTaBuB MoC-
KOBCKWTE KycTOCU, MM 360pyBaB 3a CBoja-
Ta pabora, Josed bakwrajH 36opysale 3a
ceojaTta, a AHgpej Epochbees 3a csoute
u3noxobu. Mo aagos nPBMOT MMNYNC Ha
cpeabuTe, KoM WTO MOToa NPOAOIXUja
camo ga ce passveaar. 1oBUKaB yMeTHU-
uM ga pabotat npoektTu BO paboTun-
Huyute. [ojae Anekcej Lynrud Koj npeg-
NOXW NPOEKT CO PenpoayKuuun: 3Ha4yu
YMETHULM KOW ja KopucTaT penpogykuuja-
Ta BO NPOLECOT Ha cO34aBarbeTo Ha cBoe-
TO Aeno. lNocTtasysame npawarsa, 6apame
oArosopu... U npasume uanoxbéa. fla nor-
ceTume geka Anekcej LLynrux e chotorpad
1 3a Hero penpoaykujaTa He e camo npeg-
MET Ha aKagemCKu UHTepec, TYKY € MOWHe
3HayaeH Jen Ha Heroeara pabora.
Pasrosapasme €O KycTtocuTe 3a TOj
npoekT. Tue cmetaa geka e noTpebHo
NOCEepMo3HO Aa ce 3ano3HaaT co rMaBHUOT
npobnem. lNMopagu TOa oOpraHusupasme
HW3a Ha npepasara, cpeabu co ymer-
HULMTE, AUCKYCUWM W TpKanesHu macu. Ha
KpajoT usbpasme neTMmMHa YMETHULM KOW
Ke M MoHyAaT cBOUTE NpOoeKkTU. TOokmy
Kora 3amuHyeae og Mockea 3a 3arpeb, ce
OANYYMBME 33 HAYMHOT Ha KOJWTO Ke W
npucTanume Ha manoxbarta Koja Ke 6uge
KpPajHUOT pesynTar Ha Hawata egHoro-
AvwHa pabota. Waejata 3a KycTockute
paboTUNHUUM MeHe MW ce gonara, 3aroa
WTO CMeTam fileka MHOry uzeu co romotu
Ha Kou ce npasaT u3noxbu ce b6aanpauu
BP3 BakyyM, Bp3 HuwTO. Cute THE 0buan
Aa ce npousseje HewTo MHOry 3Ha4ajHo,
WTO npeTepyBa BO NPOLEHYBareTO Ha
MOCKOBCKaTa yMeTHU4YKa cueHa e, pesyn-
TaT Ha uaeonowkara Hesposa.

McTo Taka, My ce YuHelle AeKa e 3Ha4ajHo
NpoeKTUTe Aa ce nocrasart 3aegHo. He
ceKoj BO cBoja coba, TyKy noBp3aHu Ha
cocema anctpakTeH, apTuduyueneH
Ha4uH. CeKoj Ha4uH MoXe Aa ce HameTHe,
3Ha4M Aa r U3NoXuWMme Tue gena BO egHa
reomeTpucka c¢opma, ga noctasume 20
cnukn BO chopma Ha keagpar. Cé wro
fAeHec rnepjame ce camo opMu Ha
AUCKYPCOT, MOXEMe [a UCKaXeme MHory
CTaBOBMW, HO HULITO HEMA Aa Ce MNPOMEHM.
bapem pa ja oTkpueme Taa Hespo3a.
3awTo, Kora rv usnarame Crvkute BO
KBajpar, co Toa uspasysame geka rnpole-
cOT Hekage nykHan. Nanox6ara, cekako,
Ke npeau3Buka nonemvku Bo Mocksa, HO
Ke uMa cunHa v oAroBopHa noauyuja.

Bo ucTO Bpeme, opraHu3vpaBMe U MHOTY
cpegbu  CcoO  KpUTUHapu,  KycTocCH,
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ranepuctn. Toa Oewe npunvka ga ce

‘CyMmupaart HUBHUTE naeun, HUBHUTE pasMmuc-

nysarba 3a yMeTHUYKaTa cueHa, 3a HOBUTe
cuctemn Bo kKyntypara. lNpegasarbata w
cpeabute 6ea MOWHe YycCnewHw, na
o4Ny4YMBME Aa M neyaTume BO KaTanoror.
3Haum, umame rpyna koja pabotu Ha
nanoxbara, rpyna Koja pabotu Ha Katano-
roT v rpyna koja pabotu Ha Teopujata u
ucTopujata Ha coBpemeHaTa YMEeTHOCT.
Wmam Hamepa ga npogoskam co paboTtun-
HUYUuTe, a BO HMB 6M cakan aa spabortam
HEKOM Of} HajyCrewHUTe YHEeCHULUM Ha KyC-
Tockata paboTunHuua, BepojaTHO Co
MHOTY HWCKW nnaTtu, HO cenak Aa uMm
Aageme wawca. im gaaoeme 3Haerse, cera
Heka paborTar.

B.C.: EgHa og pabotunHuynTe nocseteHa
Ha meguymnTe, e Hape4eHa naboparopuja
Ha HosuTe meguymm (New Media Lab).

B.M.: labopaTtopujaTta Ha HOBUTE MeaVYMU
e opraHuaupaHa Bo copabotka co Copoc
LeHTapoTr 3a coBpemeHa yYMETHOCT -
MockBa v co rpyna Ha yMETHUUM WTO
paboTu co HOBK TexHosoruu. MNo4yHasme BO
thespyapu 1994., Toa e gocta KOMNAULW-
paH NpoekT 3aToa WTO € nosBp3aH Cco
TexXHonorvjatTa w“ €O MHOry napw.
MocTeneHo ce pa3suea.

B.C.: W7o o4ekysate 04 TOj NpPoeKT?
lNpetnocTaBysam geka Bo Pycuja He noc-
TON passBueHa BuAeo npogykywja, na
MOXebu 0BOj MPOEKT Ke W MNOMOrHe Ha
KpeaTusHocTa Ha BuUAEO yMeTHUYWTe,
AofeKka Bugeo TexHosnorvjara ke um osos-
MOXW Ha YMETHULUTE Aa ce n3pasar nogu-
PEKTHO...?

B.M.: OuurnegHo e pgeka HoBUTe
TEXHONOrMK, BUAEOTO W KOMNjyTepuTe,
cTaHaa MOLWHEe BaXXKHU MeuymMn BO coBpe-
MeHaTa yMeTHoCT. [opaav HegocTaTok Ha
HOBW MeAWyMM HWe [onro Bpeme Gesme
Haasop o4 Toj npouec. imame Hamepa Ha
nyfeTo ga wMm AagemMe 3Haere, MOXHOCT
etabnupaHuTe yMeTHWUW, HO W HajMna-
avTe, aa paborar co HuB. Bo ogHOCOT Ha
HOBUTE MEeANYMU TUe ce eaHakBu. TewKo e
Aa ce npeABvAaM LWTO Ke ce Cny4u, Moxeotu
efleH 0f 3aknyyouuTe Ha paboTunHuuata
Ke buae aeka ymeTHoCTa 1 HOBUTE Meauy-
MW HEMaaT HULITO 3a8AHWUYKO.

B.C.: Koj e Bawwor cnegeH npoexkT?

B.M.: BaxeH e npoekToT Ha Bu3yenHata
aHTpononoruja. Toa e ucTo Taka paboTun-
Huya. Mosukas Hajnos3HaTn unocohwm,
Kako wTo e Banepwj Mogapor, ga pabortar




co yMmeTthHuyute. PeTko ce cnydyea
thunocoduTe Kou He ce ecTeTudapm U Kou
He ce cneuvanusupaHu 3a coBpemeHarta
YMETHOCT, TYKy ce KynTyponosu, aa pabo-
TaT Co yMeTHUUW. MIcTo Taka, yMeTHuuuTe
Hemane MOXHOCT pga paborar co
cunococu. OBoj ekcnepumeHT e H6aaupaH
Ha KOHTWHyupaHW pasrosopu. Ce pa3suBa
CaMOCTOjHO, CamuMOoT Ce reHepupa.
dunocooT UM NPeANoXN Ha YMEeTHUUUTE
Aa pasmucnysaaTt 3a npobnemot Ha
nospwuHaTa Koj BO HEroBMoT CUCTEM €
yHUBEp3anHa, aHTonorucka kareropwja.
YMeTHUUMTE, BKYNHO OCYMUHA, Aojaoa co
CBOV MNPOEKTM 32 KOULLTO Ce pasrosapalle.
Twe Hanpasuja gena kKouwTo He Gea
3amucneHn 3a wu3noxbu, TyKy Kako
npetekcT 3a dunocodcka, Teopucka W,
ako cakame, 4oBeyka guckycuja.
dunocochuTe He ro gasaa CBOJOT CyA, HUTY
1 NPoLeHyBaa YMETHUYKUTE Aena, TyKY rv
u3pasyeBaa camMoO CBOWTE MUCNEHa BO
OfHOC Ha Tue npoekTu. bewe Toa egHo
KOMMAUUMPaHO rPynHO UCKYCTBO. 3a ceTo
Toa Bpeme ce Tpydee aa 6ugam Bo nosa-
AVHA, HagBOp 04 KONokBWymoT. [ opra-
HU3Mpae cpeabuTe, UM TONKYBaB Ha yMeT-
HUUUTE LWITO 3Ha4M Aa ce paboTtun 3aefHo...
MHTepecHo 6ewe WCKYCTBOTO Ha yMerT-
HukoT Jypuj JlajgepmaH, Hanpepgex
WHTeneKTyaney Koj BO MOYeTOKOT Gelwe
MHOTy HepBO3eH 3aToa WTO Mmopawe Aa
pasrosapa co gmnocodoT 3a cBojaTta pa-
6ota. Ha kpajoT TOj MM npusHa geka e
MHory 6naropapeH WTO yyecTsyBan BO
npoekToT, 6uaejkn paborara co Moaapor
BEpOjaTHO My 0 M3MEHUN >XWBOTOT. Toa
6ewe MHOry NnaTeTU4HO U HeO4eKyBaHO Of
Hero, HO Toa 3Ha4m geka paboTunHuyara
umawe cmucna. beB TporHat v of
MUCKYCTBOTO Ha bopwuc JyxaHoB, cnaseH
TeaTapcku, BUAeo 1 nepdopMaHc yMeTHUK
KOj HW Ce Npuapy>u BO TpU paboTUNHULW.

B.C.: Koniky BKynHO paboTuniHuyn umare
Bo LjeHTapot?

B.M.: Umame 4yetupu paboTuUnHULM: KyC-
TocKa, 3a nepcopmaHcu, nabopaTtopuja Ha
HOBUTE Meguymm wu paboTunHuuya 3a
BU3yenHa auTpononorvja. aHarta roguHa
6u cakan Qpga oTBOpaMm YMeTHU4YKa
paboTunHULUa 3a Aa UM ce Aafe MOXXHOCT
Ha yMeTHUUMTE Aa nodyyysaaT, Cekako Ha
MOLUHE HeTpaavuuMoHaneH Ha4yuH. [la um ce
0BO3MOXKN Ha @Puwkud, Jlajgepmad, Ha
CUTE TUe UHTEPECHU MOCKOBCKMN YMETHULU
[a ocTBapaT MHTepaKTVWBHA, AWAAKTUYKA
Bpcka co mnagute yyenuuu. Cekako, Ke
NOBUKYBaM W CTPaHCKK ymeTHuun. Mucnam
[eKa e 3Ha4yajHO YMeTHUKOT aa paboTu BO
AVPEKTEH KOHTaKT CO NyfreTo, na HewTo u

Aa npousnese o4 Toa uckycteo. Momanky
€ BaXKHO WTO HEroBUTE BUCOKO OCUrypaHu
CNUKK Ke CTUrHaT CO ronemMu KammoHu n ke
6uaart 3akadeHn Bp3 sua, WTo usnoxbara
Ke ce OTBOPMU U Ke ce Nue wamMnars.

Toa e, QAoHekaje, CTpyKTypara Ha
LleHTapoT 3a coBpemMeHa yMeTHOCT.

B.C.: Bue cre, ucro taka, u nucaren Ha
TEKCTOBU, KpUTUHaEP.

B.M.: VickpeHo, MOjOT COH € ga nuuwysam
TEeKCTOoBYW, Aa buaam couuonor Ha Kynty-
parta, COUMONOr Ha coBpeMeHaTa ymer-
HOCT, HE CaMO KyCTOC W, CEKaKO, He camo
agMuHucTpartop. BpemeTto u cutyauujata
ogpeauvja Aa ja Bnoxam uenarta csoja
eHepruja BO co3jgaBarbe Ha WHCTUTYLUM.
Hekoraw wMmHory nuwysas, MOXebu u

npemHory.
B.C.: Kora noyHaBTe ga nuwysare?

B.M.: 3a coBpemeHaTa yMeTHOCT No4HaBs
Aa nuwysam Kora 3anoyHa npoLecoT Ha
WHTepHauuoHanuaauuja Ha pyckara cospe-
MeHa ymeTHocT. Toa 6ewe 1986/1987 roa-
mHa. Cekako, nuuiyBas W NopaHo foaeka
paboTeB Kako KycToC 3a coBpemMeHa ymer-
HOCT BO My3sejoT [MyluKnH KOj HeMa Konek-
uuja Ha coBpemeHa ymeTHocT, bnarogape-
HWe Ha AuMpeKTopoT Ha My3ejoT Koj Toa He
ro caka. Cenak, paboteB Ha Konekuyujara
Ha coBpemeHa doTorpadmja, LWTO M1 OBO3-
MOXWU Aa paboTam Ha My3ejCKv HauuH, a He
camo fga cegam, 4uTam U nuwysam
ancTpakTHW TEKCTOBM 3a coBpemMeHarta
YMETHOCT KakBW LITO BO TOa BPemMe eAuH-
CTBEHO W MOXea pja ce nuwysaar.
Muwysae MHory 3a Flash Art, 3a
Contemporanea, 3a My3sejor XXopx
Momnuay... HeogamHa ro Hanuwas Tek-
crtot "CtyaeHo pasmucrysarse”, co nog-
HacnoB: Tean. Tyka rn 6paHes cBouTe
waen 3a HOBOTO ONWTECTBO, HOBUTE
YTONMUCKW UAEen, HOBUOT CUCTEM Ha Bpea-
HocTu. Tue ja ogpasyBaart mojata eTudka u
HEeoyTOnucKa noauyuja HacnpoTu TPUym-
doT Ha pgecTpykuujata, upoHujata u
cn.TekcToT Ke buge npeseaeH so CAL.

B.C.: Ha npepaBar-eTo HU ro nokaxaste
CrvcaHneTo 3a YMeTHOCT...

B.M.: Kora oanyuus peduHuTMBHO Aa
ocTtaHam Bo MockBa v BeKe Aa He natysam
Kako Hekoraul, cchaTvs geka ako cakam ga
»ueeam Bo Mockea BO HOpManHu (MHTep-
HaUMOHanHW) ycnoeu, Toraw Mopam u ga
M cospagam. bBewe notpebHo mecto 3a
coBpemeHaTa yMeTHOCT, 3Ha4u, ro chopmu-
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pas LleHTapoT 3a coBpemeHa yMEeTHOCT.
Bewe notpebHo pga ce pabotu co ymet-
HUUMTE, fa ce HajaaT HOBWM NUYHOCTM, Na
' WHAUMPaB KyCTOCKUTE paboTunHuuw.
Bewe notpebHo aa ce nuwysa 3a ymeT-
HoOCTa, na ro hopmupas cnucasneTo. Toa e
[oHekaae norukata Ha Mojara paborta.
MHory mou ugew nosp3aHu 3a paboTun-
HUUUTE ce jaByBaaTt M BO CTpyKTyparta Ha
cnucaHneTo. HasMBOT Ha cnucaHueTo e
efHocTaseH: CriMcaHue 3a yMEeTHOCT Unu
Ha aHrnuckun Moscow Art Magazin . Osa
crnucanue He e rnaeHo Bo Pycuja, Tyky e
©[IMHCTBEHO, na A[0jaoBMe A0 3aKny4ok
Aeka e fobpo ga My ce faae efieH CTy/eH,
CyB HasuB, a He NWUTOPECKEH Kako Ha
npumep KabuHer, JlaBupuHT, Artis.

B.C.: Bue cTe rnaseH ypegHUK Ha crimcanqm-
ero.

B.M.: Jac cym rnaseH ypeaHuK Ha cnucaHu-
eTO BepojaTHO nopaau mojata eHepruja u
MOXHOCTa Aa npoHajaam usgasad, Aa rm
yBepam CrnoH30puTe, Aa Broxam napu, aAa
cobepam nyfe Kou Ke nuwysaar v nopaau
CBOUTE WHTEpPHALUMOHANHN BPCKU KOM,
cekako, nomaraaTt BO MpoLWUpyBareTo Ha
un3gasaykmor coset. Cobpas pasnuyHu
nyfe Kako LWTo e rocnoguHoT Heanep Koj
CO rogvHu Gewe BoAeYKa NWUYHOCT BO
cnucaHueTo JexopaTtusHu YMETHOCTH, Haj-
pobpo cnucaxve of 60-Te A0 BPEMeTo Ha
[opbayos. NocnoguHoT Heanep paboTu 3a
Hac, 3aTtoa WTO CcakaBMe HewTo jJa
Hacnegume, a He Aa packuHeme co cé oA
muHaTtoTo. Cakasme pa 6ugeme co
OTBOpPeH AyX, MnekcubunHu, cekako
pagvkanHu, HO He AECTPYKTUBHWU. Toj HK
Aaje 3Haere W MHOry uckyctso. Bo
cnucanveTo pabortar mnagarta Wpuna
Kynuk koja e cneuujanuaupasa 3a tearap,
nepcopmaHc, BUAEO, HOBU TEXHONOTUW.
CobpaBme, 3Hauu, nyfe o 65 o 23 rogu-
HW KONKy WTo e ctapa MpuHa Kynuk. Osaa
amMnnuTyAa Ha ypeAHUWTBOTO € BaXHa.

Bo eaeH 6poj Ha cnucaHueTo y4ecTeyBsatlle
rpynata /RWIN op JbybreaHa, Bo Hapepd-
HUOT 6poj npoekT Ke wuma MnageH
CTUnNuHOBKK, ymeTHUK oa 3arpeb, notoa
WHrong AvpnvHc, XonaHAcKy YMeTHUK KOj
pa6otn B0 KenH. Ke nuwysaat mnagm
(hpaHUyCKW KpUTUHAPH, Kako v Knacuuute
Ha NUMKoBHaTa KpuTuKa MepmaHo YenauT,
JoHang KacnuT, pycku KpuTU4apu Kako
Bopuc pojc... Cakame pa ja nokpueme
pasHOBMAHOCTA Ha cospemeHaTta yMmeT-
HOCT, KaKO Ha MHTepHauMoHan+ara, Taka u
Ha pyckara, 04 MMHaToTO 40 CerawHocTa.
Cekako, MOBMKYBame Kputu4apu 1 opf
WcTouna EBpona. MNoToa, cakame BO cnuc-




HWeTO Aa Aafeme MHOry uHcopmauuu: ce
paboTaTt u3noxxém n Hekoj 3a HMB Mopa ga
nuwyBea, HO NpM Toa, He cakame Aa bugeme
cnucaHve Koe caMO pa3MucnyBa 3a OHa
LWTO € HanpaBeHo, TYKY U Aa Aaje umnync
Ha uaHuHaTa. Mopaau Toa cMe M eHTy3u-
jacTu BO OQHOC Ha NPOEKTUTE Ha ymeT-
HULMTE KOM He Ce BUPTYO3HW BO CTUNOT Ha
Flash Art, Tyky ce o0ArosBopHu wnu
"oTKa4eHu" NpoekTu Bo hopma Ha KOMOU-
Hauuja Ha TekcT u cnuka. Cakame aa um
Oafeme MOXXHOCT Ha HOBUTE TeHAeHUUn
camuTe Aa ce uapasar.

McTo Taka, uwaejata 3a gujanor npucytHa
HU3 paboTunHuuuTe Ha LjeHTapoT wnu BO
MOUTE AEHELUHWN NPOEeKTH, KaKo LUTO e Xam-
6YpPLIKUOT UM CTOKXOSIMCKUOT, Ce npoTe-
ra u BO HOBUMHUTE: Aa ce BOCNoCTasu auja-
nor mefy pasnuyHu nNosvuyuu, aa ce cos-
Aaje MOXHOCT 3a cpegba Ha cueHara.
Mojata KpuTM4Ka nosuuynja He e BO
n360pOT Ha ypeaysBaykuoT oa6op, TYKy BO
M360pOT HA HEKOW TEeMaTCKU akueHTW.
Wpejata Ha gujanor e Buanuea v Ha
HacnosHaTa cTpaHuMuya, Kaje cekorauw
MMamMe YMETHUYKM NPOEKTN U TOa He efieH,
TYKy Asa. Taka BO 0BOj 6poj, NPOEKTOT Ha
Ceprej LUykoB, ymeTHuUK Koj pabotu co
BUAeO U Ha Bnagek MoHpO, TpaBecTuT,
XoMocekcyaney, ymeTHuK opf CaHkT
MeTepcbypr, Koj paboTn cO CBOETO Teso,
ummuTUpajkm ja Mepnud MoHpo, ce
NnocTaBeHn 3aepHo. Tue rnm HajasysaaTt
ABeTe AOMMHAHTHW TEMM Ha CrucaHwWeTo:
TemeTa Ha TenoTO U Ha HOBUTE MeAUYMU.

HapegHuot 6poj Ke 6uae nocsBeTeH Ha
ONWTECTBEHUTE Temu: ©Of HoeBaTta
onwTecTBeHa  yTtonuja  Ha Neue
Slowenische Kunst po gupektHarta nonu-
TUYKa aKTUBHOCT, AogeKka CneaHuoT 6poj
Ke 6uze NOCBETEH Ha HOBUTE MOAENU Ha
pasbupatbe Kage Ke yyectByBaaT MHOry
yMeTHUUM of cTpaHcTBo. EfeH 6poj ke
6uae noceeTeH Ha emouumuTe: Ha cTpacTa u
MHCTUTYLUMWUTE, 3Ha4YW Ha 4YyBcTBara M
CTPYKTYpUTE, MoToa: Ha wuctopuwjata, Ha
BPEMETO Ha HacTaHuTe, ako Tue cé ywre
noctojar... Ce goroBapame OKOsy Temure,
HO Uueno Bpeme cakame pa 6ugeme
OTBOPEHW 3a pasnu4Hu uHgopmauymm. He e
CNyyajHO WTO BO CNWCaHWeTO 3HayajHa
ynora uma pybpukara nucma.

B.C.: HanpasusTe mHOry wuanoxoébu BoO
CTPaHCTBO...

B.M.: Kora Bo EBpona 3anoyHa T.H. pycKu
6paH, Me noBMKaa fa nuilyBam TEKCTOBU

3a U3NOXOUTE Ha PYCKUTE YMETHULW KOU
rm pabotea kyctocu opf 3anag: 3a
nanoxobute Ha BynaTtos, Kabakos...

MoTtoa v pobue csouTe NpPBU U3NOXOM
Kako Kyctoc emucap koj og Pycuja Hocu
NPeKpacHu KoreW, MM u3bupa u nokaxysa
Kaksu 3abu umaar, KOnky uMm ce ybasu
HO3eTe... Toraw ce Aojae Ao Apyrarta
cueHa Kora oj Taa eprena ce cenekrtupaa
HEKONKY (haBoOpUTH, HEKONKy nuaepw.
Mo4yHas HMB Aa M u3naram, 3aefHo co
3anagHUTe npecTaBHUMUW, Kako WHAW-
BUAYW, @ HE KakKo EeTHUYKU PenpeseHTu.
Toraw camo HEeKONKyMuWHa CTaHaa WHTep-
HauyuoHanHo nosHaTv, a jac 6es efeH oa
KYCTOCUTE KOj NpexuvuBeea BO Taa cenekuu-
ja. Toa 3a meHe Oewe MHOry BaXHO,
6uaejku mMoxes aa ru paboram csouTe
COMNCTBEHW NPOEKTU 3a MHTEepHaLUMoHanHa-
Ta YMETHUYKA CUeHa, 3Ha4u Beke He 6eB
camMO KyCcTOC MeHayep, KycToc emucap,
KycTOC npou3sefyBad, TYKy MOXeB Aa
6uaam Kyctoc ymeTHuwK. Bo ucTto speme
Kabakos cam ru paboTelwe cBouTe Npoekx-
M Kou 6M MoXene aa rm Hapeyeme Kyc-
Tocku 1 TH. lNpep ABe roguHu ocobeHo me
pagysawe wWTo Moxes ga paboram 3a
Moltiplici Culture Bo Pum: TO0a 6ewe
u3noxba Ha NPoekTn Ha Kyctocu. Toa He
Gewe cnyyajHo. Bo TOa Bpeme pycKuoT
6paH Gelwe BO cBOjaTa HagonHa nWHUja.
Pyckarta yMETHOCT no BTOp naTt no4Ha Aa
nara Bo 36opae. Toa 3a MeHe Oewe
MOMEHT KOra Mopas Ja oafny4am ganu ke
ocTaHam Ha 3anajg wnu Ke ce BpaTtam BO
MockBa. KabakoB oany4u aa octaHe Ha
3anag, a jac pa ce spatam u ga paboram
BO Mockgea. Jac v noHaramy natysam, HO
yecTto m3berHyBam fa ro npasam Toa.
BeywHocT, cera e cocema nouHaky. Co
napuTe e roToBO, XUBOTOT Ha Begera e
3aBplUEH, HO 3aToa NO4HYBa eAHa NouHak-
Ba paboTa, MHOry HanopHa, HO Koja HocK
ronemo 3aposoncTteo. Peuecujata Ha
3anapg BepojaTHO 3aBpLuyBa, UHTEpecoT 3a
pyckarta yMeTHOCT NMOBTOPHO Ke ce BpaTw,
HO WUCTO Taka u 3a apyrute semju. Ke
BUAMME WTO Ke ce cny4u. Cenak, nocnea-
HVBE rofiMHN ce paboTaT MHOTY HOBU PyCKM
uanox6u. Ke Habpojam camo Hekou:
Xambypwkuot caem (Hamburg Messe),
HeycnewHa u3noxb6a, HO CUMNTOM Ha
HewTo Hoeo. 3a 1995. ce nogroTsysaar
HEeKONKY u3noxbu: npeara ja paboTu
Maprapeta Tynuuux, pgpyrata bBopuc
Ipojc, a TpeTara Ke ja pabotam jac. Bo HuB
e npucyTHa uaejata Ha KoHcppoTaumja: Ha
MWHATOTO, ceralHocTa v uaHuHara.

MpeBog oA XpBaTCKM:
1. Hegenxoscka

VIKTOR
MISIANO

Interviewer:

—Branka Stipancic

Viktor Misiano (art historian, acquired his pH. D.
in Moscow in 1989) is a critic and curator; since
1992 he is the director of the Center for
Contemporary Art in Moscow. Together with
Margareta Tupicin, Joseph Bakstein and Boris
Groys he contributed to the internationalization of
the Russian contemporary art ("the Russian
wave"). Viktor Misiano was writing for the maga-
zines Flash Art and Contemporanea, and he has
just found an Art Magazine in Moscow. He orga-
nized numerous exhibitions, among which are:
Moscow Vienna, Vienna, 1989; Moscow 90,
Milan, 1990; The Art of Expedition, Moscow,
1990; Exercises in Esthetics, Moscow, 1991;
Complex Cultures, Rome, 1992; Cultural
Differences: the Production of Masterpieces,
Istanbul, 1992; Dangerous Liaisons, Moscow,
1992; Aqustic Trio, Tours, 1993; Apt Art Int.,
Moscow; The Identity and the Comprehension of
Separate Existence, Helsinki, 1992/94;
Transfers, Bratislava, 1994. He held lectures in
Grenoble, Paris, New York, etc.

He was invited by the Soros Center for
Contemporary Art in Zagreb to hold a lecture in
the Association of the Art Historians where he
spoke about the latest events on the Moscow art
scene and he presented the activities of the
Center for Contemporary Art that he manages.
That was the reason for this interview.

Branka Stipancic: The necessity to develop the
role of the curator could be felt throughout Your
lecture. That was, also, obvious from Your exhi-
bitions and from the way You manage the Center
for Contemporary Art. Could you describe the
activity of the Center?

Viktor Misiano: That is right. | am trying to
establish new modes of curator’s activities. In
that small, young, fragile and inexperienced insti-
tution that | am managing in Moscow - the Center
for Contemporary Art - | decided to change the
usual activity of the art centers that produce,
more or less, radical exhibitions which are orient-
ed towards the younger or the older generation in
a rather traditional style. | decided to prove
something completely new, as far as the Moscow
art scene was concerned. Namely, two years
ago, when | took to manage the Center, | was
working pretty conventionally: in the course of
one year we had eight exhibitions which | con-
sidered to be curator's projects. | wanted to
demonstrate the importance of the curator as the
responsible organizer, | wanted to prove that set-
ting exhibitions does not mean only promoting
the art but it also means establishing serious and
responsible attitudes. | invited curators with
opposite attitudes to take part in various projects.
| would say, the so called curators, because they
were artists with original and creative exhibition



projects. During 1992/1993 we had,
on one hand, young Moscow artists
like Malovsky - radical, neo-anar-
chist artist with a provocative project
called "The War is Going On", and
on the other hand we had one, also
young artist - Gosha Ostricov, a
convinced neo-orthodox, neo-spiri-
tualist. So, various positions were
apparent within the program. The
more | worked on the exhibitions the
more | became convinced that we
must show something new. | felt that
it was not important to determine
resolute attitudes in the manner of
the 1960s, like "death to the art" or
"death to the exhibitions" because
there are many artists that need
exhibitions. There are different,
quite important, genres and tenden-
cies in the art and a long list of, so
far, very respectable artists from the
older generation who create objects
meant only for exhibitions. | wanted
to be Postmodernist-like flexible,
not totalitarian in my attitudes. | felt
exhaustion in the production of exhi-
bitions. Exhibitions were not satis-
factory, neither for me nor for the
artists | worked with, since their
activity was shown either out or
after the exhibition. They work with
their bodies, with their own experi-
ences or with the media, with the
social environment. They are incor-
porated in the very essence of the
culture, they are not just a part of it.

It, also, seems to me that today the
art is approached with routine.
When we receive an invitation for an
exhibition, in case we know the
curator, the name of the exhibition,
the artists that are being presented,
we could simply seat by the com-
puter and write a text about the
exhibition since 90 percent of every
text is the description of the exhibi-
tion. That routine was the main rea-
son that motivated me for a different
way of working. The second reason
was referred to the cultural and
social context of the art. The
destruction, that is present every-
where, is influencing the art scene:
notable artists that used to be the
axis of the artistic life are leaving the
country, like Kabakov, Bulatov...
Young artists as well, like Vadim
Zaharov... Even those that stayed in
Moscow are shocked, they feel
intellectually and artistically inca-
pable to respond to the incredible
escalation of the changes that we
witness in Moscow nowadays. |
thought that it was important to
introduce new forces, new genera-
tions. | embodied all that in the idea
of workshops that | am founding in
the Center of Contemporary Art.

In the beginning everything was
clear: we are witnesses to a
destruction of the old infrastructure
and, at the same time, of the slow
and successful process of building a
new infrastructure and a new sys-
tem. We need people that will man-
age art magazines, write articles,
make new curator's projects, man-
age galleries, take advises when
arranging collections... So, let us
make curator's workshops. Let us
set conditions for the young people
from the humanistic departments of
the Moscow University, from the
department of art history, museolo-
gy and other institutions, let them
join the artistic world that is inacces-
sible for them because of the lack of
information and the high reputation
of the institutions. You could even
live in the street where the Center is
and not know that the things that
happen there might interest you.
So, in 1993 we started with the pro-
gram of curator's workshops, with
25 students that we had selected
after a very serious contest. That is
not a school with a fixed program of
lectures, so the students are work-
ing on projects, like in a laboratory. |
presénted the Moscow curator to
the young people, | told them about
my work, Joseph Bakstein told them
about his work and Andrey Yerofeev
about his exhibitions. | gave them
the first impulse with meetings, and
then it went on by itself. | invited the
artists to work on projects in the
workshops. Then came Aleksey
Shulgin who proposed a project with
reproductions: artists would use
reproductions in creating the work
of art. Let me remind You that
Aleksey Shulgin is a photographer
and for him the reproduction is not
only the matter of academic interest
but a very important part of his work.
We talked with the curator about
this project. They thought that it was
necessary to get to know the main
problem more thoroughly. So, we
organized a series of lectures,
meetings with artists, discussions
and round tables. We, finally, select-
ed five artists that will offer their pro-
jects. Just when | was leaving for
Zagreb we chose the mode to
approach the exhibition that was to
be the final result of our one-year
efforts. | like the idea of curator’s
workshops since | think that many
ideas applied in setting the exhibi-
tions are built upon vacuum, upon
nothing. All the efforts to produce
something very significant caused
exaggerated evaluation of the
Moscow art scene as a result of an
ideology neurosis.

| also thought it important to set the

projects together. That did not mean
to place each project in a separate
room, but to connect them in an
entirely abstract, artificial way. Any
way might be used, so we decided
to display all the works according to
their geometric form: let us set 20
paintings in the form a square. All
that we see today are only shapes
of viewpoints. We might articulate
many attitudes, but nothing will
change. We could, at least, diag-
nose that neurosis. When we set
the paintings in a square we
showed that the process failed at
some point. The exhibition will, cer-
tainly, provoke many polemics in
Moscow, but it will give rise to a
strong and a responsible position.

At the same time we organized
many meetings with critics, cura-
tor's and gallerists. It was an occa-
sion to sum up their ideas, their
opinions of the art scene, of the new
systems in culture. Those lectures
and the meetings were very suc-
cessful and we decided to publish
them in a catalogue. So, now we
have a group that works on the exhi-
bition, a group that works on the cat-
alogue and a group that works on
the theory and history of contempo-
rary art. | intend to proceed with the
workshops and | would like to
employ there some of the most suc-
cessful scholars of the curator’s
workshop, probably with very low
wages, but however, they will have
their chance. We gave them the
knowledge, now, let them work.

B. S.: One of the workshops is con-
cerned with the media. It is called
"The New Media Lab".

V. M.: The New Media Lab was
organized together with the Soros
Center for Contemporary Art -
Moscow and with a group of artists
who work on the new technologies.
We started in February 1994, This is
a pretty complicated project since it
requires technology and a lot of
money. It is developing gradually.

B. S.: What do You expect of that
project? | suppose that an
advanced production of video works
does not exist in Russia. Maybe this
project will help the creativity of the
video artists, while the video tech-
nology could give the artists the
chance to express more directly.

V. M.: It is obvious that the new
technologies, the video and the
computers, became very important
media in the contemporary art. We
were out of this process for a long
time because of the lack of new
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media. We intend to give the people
the knowledge, the opportunity, both
to the rather renown artists and to
the very young ones, to work on
them. As far as the new media are
concerned, they are all equal. It is
hard to predict what will happen.
Maybe one of the outcome of the
workshop will be that the art and the
new media have nothing in com-
mon.

B. S.: What is Your next project?

V. M.: The project of visual anthro-
pology is very important. It is, also,
a workshop. | invited the most
renown philosophers, as Valery
Podaroga, to work with the artists. It
rarely happens that philosophers
that work with the artists are neither
estheticians nor specialized in the
contemporary art, but culturologists.
Neither did the artists have an
opportunity to work with philoso-
phers. This experiment is carried on
by continual conversations. It devel-
ops independently, it generates
itself.

A philosopher suggested that the
artists should think about the prob-
lem of the surface that is universal
in his system, it is an anthological
category. The artists, eight of them,
came with their projects that were
the topic of the talks. They created
works that were not meant to be
exhibited but to serve as a preface
for a philosophical, theoretical, and,
if You wish, human discussion. The
philosophers did not judge or evalu-
ate the works of art, they only
expressed their opinions on the pro-
jects. It was a complicated group
experience. | tried to be in the back-
ground all the time. | organized the
meetings, | interpreted to the artists
what working together means... The
experience of the artist Yuri
Leiderman was interesting. He is a
progressive intellectual and, at first,
he felt very nervous since he had to
talk to a philosopher about his work.
He, finally, confessed that he was
very grateful for participating in the
project because the work with
Poderoga probably changed his life.
It was very pathetic of him, and
rather unexpected, but that meant
that the workshop hit the point. |
was touched by the experience of
Boris Yuhanov, the famous perfor-
mance, theatre and video artist who
joined us in three workshops.

B. S.: What is the total number of
workshops in the Center?

V. M.: We have four workshops: a
curator, a performance, a new




media lab and the workshop of visu-
al anthropology. Next year | would
like to open an art workshop, to give
the artists a chance to teach, of
course, in the most untraditional
way. | would like to let Fishkin,
Leiderman, and all the interesting
Moscow artists to establish an inter-
active, didactic relation with young
scholars. | will, of course, invite for-
eign artists, as well. | think that it is
important and up-to-date to bring
the artist to work in a direct contact
with people, and maybe something
will come out of this experience. Itis
less important that his highly
secured paintings will arrive in large
trucks and that they will be hanging
on the wall while champagne is
served at the opening of the exhibi-
tion.

That is, more or less, the structure
of the Center for Contemporary Art.

B. S.: You are, also, an author of
essays, a critic...

V. M.: Sincerely, my dream was to
write texts, to be a sociologist of cul-
ture, a sociologist of contemporary
art, not only a curator and, of
course, not only an administrator.
Times and situations forced me to
put my energy in creating institu-
tions. | used to write once, maybe
even too much.

B. S.: When did You start writing?

V. M.: | started writing about the
contemporary art when the process
of internationalization of the
Russian art began. That was in
1986/1987. Of course, | used to
write earlier too, when | worked as a
curator of contemporary art in the
Museum Pushkin, which does not
have a collection of contemporary
art because the director does not
want to. However, | worked on the
collection of contemporary photog-
raphy, which allowed me to work in
the museum way, and not only seat,
wait and write abstract texts, since
that was the only way You could
write about the contemporary art at
that time. | wrote for Flash Art, for
Contemporanea, for the Georges
Pompidou Center... Recently | wrote
the text "Cold Thinking" with the
subtitle "Thesis". There | defended
my ideas on the new society, on the
new utopian ideas, the new system
of values that reflect my ethical and
neo-utopian position against the tri-
umph of destruction, irony and so
on... The text will be translated in
USA.

B. S.: You showed us the Art

Magazine at the lecture...

V. M.: When |, definitely, decided to
stay in Moscow and not to travel as
before, | realized that if | want to live
in Moscow in normal (international)
conditions, | must create them. The
contemporary art needed its place,
so | founded the Center for
Contemporary Art. | needed to work
with the artists, it was important to
find new people, so | organized the
curator’'s workshops. It was neces-
sary to write about the art, so | start-
ed a magazine. That is, more or
less, the logic of my activities. Some
of my ideas, related to the work-
shops, appear in the structure of the
magazine. The name of the maga-
zine is simple: Moscow Art
Magazine. It is not the main maga-
zine in Russia, but it is, however, the
only one, so we decided that it was
good to call a cold, dry challenge,
and not a picturesque one, like, for
example, the Kabinet, Labirint,
Artis.

B. S.: You are the editor in chief of
that magazine.

V. M.: | am the editor in chief of the
magazine, probably because of my
energy and my capability to find the
publisher, to persuade the spon-
sors, to invest money, to gather
people that will write and because of
my international connections that, of
course, help the enlarging of the
board of publishers. | engaged peo-
ple like Mr. Nedler who was, for
years, the number one in the maga-
zine Decorative Art, the best maga-
zine since the 1960s to the
Gorbatchov times. Mr. Nedler works
for us because we wanted to inherit
something, we did not want to cut all
the links with the past. We wanted
to stay with open minds, flexible,
radical, of course, but not destruc-
tive. He transferred us his knowl-
edge and a lot of experience. We
have the young Irina Kulik, who spe-
cialized for the theatre, perfor-
mance, the new technologies and
the video, working for the magazine.
We have people aged from 65 to 23,
which is the age of Irina Kulik. This
amplitude of the board is important.

The group IRWIN from Ljubljana
took part in one of the issues, in the
next we shall have Miladen
Stojanovic, an artist from Zagreb,
with his project, then we shall have
Ingold Airlines, a Dutch artist that
works in Kéln, or the young French
critics, then the classics of the art
critics like Germano Celant, Donald
Kuspit, Russian critics like Boris
Groys... We want to cover the diver-

sity of the contemporary art, interna-
tional as well as the Russian, from
the past to the present. Of course,
we invite critics from eastern
Europe. We want to offer consider-
able information in this magazine
since exhibitions are being opened
and somebody must write about
them, but we do not want to be a
magazine that is concerned only
with what has been done but it
should give an impulse to the future.
That is why we are very enthusias-
tic about the projects of the artists
that need not be virtuous in the
"Flash Art style", but who offer
responsible or crazy projects in the
form of a combination of text and
picture. We want to offer the new
tendencies the possibility to express
themselves.

The idea of dialogue lives through-
out the workshops of the Center, as
well as in my present projects, like
the Hamburg or the Stockholm
ones. It refers to the innovations, as
well. We want to set a dialogue
between the different positions, we
want to create the possibility for a
meeting on the stage. My critical
position is not in the choice of the
Board but in the choice of some
topic accents. The idea of dialogue
is announced on the front page,
where we always have art projects,
not only one but two. In this issue
we have the project of Shukov, an
artist that works with video, and
Viadek Monroe, a transvestite and a
homosexual from St. Petersburg,
who works with his body imitating
Marilyn Monroe. They announced
two dominant topics of that issue:
the body and the new media.

The next issue will be dedicated to
the social topics: from the new
social utopia of the Neue
Slowenische Kunst State to the
direct political activity; the issue that
follows will be dedicated to the new
models of understanding and a lot
of artists from abroad will take part.
One issue will be dedicated to the
problem of the emotions: the pas-
sion and the institution, i.e. the emo-
tions and the structures, then we
shall have the history, the time of
the happenings, if they still exist...
We agree on the topics, but all the
time we want to be open to various
information. It is not unintentional
that the role of the "letters" column"
was so important.

B. S.: You set a lot of exhibitions
abroad.

V. M.: When the so called Russian
wave started in the west | was invit-

e &

ed to write texts about the exhibi-
tions of Russian artists that were set
by curators from the west: those
were the exhibitions of Bulatov,
Kabakov... Then | had my first exhi-
bitions as an emissary curator that
brings from Russia beautiful horses,
selects them and shows their nice
teeth, their beautiful legs... Then,
from that herd only several favorites
were selected, several leaders. |
started showing them, as individu-
als and not as ethnic representa-
tives, together with the western
artists. Then only several individuals
became internationally renown, and
| was one of the curator that sur-
vived the selection. That was impor-
tant for me because | could work on
my own projects for the internation-
al art scene, which meant that | was
not only a curator manager, curator
emissary, curator producer, but that
| could be a curator artist, as well. At
that time Kabakov worked alone on
his projects that could be called
curator projects, etc. Two years ago
| was happy to work for Moltiplici
Culture in Rome. It was an exhibi-
tion of curator projects.. Then |
returned to Moscow and started
establishing institutions. That was
not accidental. At that time the
Russian wave was in his second
downward fall. The Russian art was,
for the second time falling in obliv-
ion. For me that was the moment
when | had to decide whether to
stay in the west or return to
Moscow. Kabakov chose to stay in
the west, | chose to return and work
in Moscow. Of course, | still travel,
but | often try to avoid traveling.
Namely, today it is completely differ-
ent. There is no more money, the
life of a vedette is over, but a com-
pletely different kind of working
began, a very hard work that brings
great pleasure. The recession in the
west is probably at its end, the inter-
est for the Russian art will be
renewed, and for the other coun-
tries’, too. We shall see what hap-
pens. Nevertheless, in the past sev-
eral years a lot of Russian exhibi-
tions were produced. | will mention
only some of them: Hamburg
Messe, that was not successful, but
which was a symptom of something
new. Several exhibitions are being
prepared for 1995 in Minchen, and
they will follow one another: the first
will be set by Margareta Tupicin, the
second by Boris Groys and | will set
the third. They maintain the idea of
confrontation: the past, the present
and the future.

Translated by:
M. Hadjimitrova
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aspects of art in the post-soc

Kemumup Komuerug

HiA HA HEBO
HI HA SEJA,
HO CEMAK..

[a ce page Aypv v efHa KOHUM3HA WHoOpMauuja 3a YMETHWYKUTE crnydysarba BO
XpBartcka nocne noBeKeroguWHUOT NPEKWUH Ha KOMyHUKaUuuTe, e Npunu4yHo Hebnarogap-
Ha paboTa. MefyToa, KpajHO BpeMe e nNpekuHaTUTe BPCKKU Aa ce nonpasar, a TeMHuHaTa
Ha WHopmaLumckmoT ambuc aa ce npemocTv 6apem co UMPOBU3MPaH MOCT, U Taka Aa ce
y6naxm nokanHata knayctpoobuja oa koja npousnerysaart MHOTY AEHELHN HECPEKU.

Bo BpemeTo Kora oBa ro nuwyeam (29 maj 1995) Hema nosHayaeH HacTaH BO Kyntyparta u
yMEeTHOCTa Ha XpBaTcka Off OTBapaweTo Ha HoBaTa 3rpajga Ha HaywoHanHata u
YHusepantetckata bubnmortexa. 3arped v XpBaTcka HaBMCTMHa CO ropAocT MoXaT Aa
pedyat "YcneaBme" W NOKpaj BpeMeTo W npunukute. Toj HacTtaH e KpyHa Ha efeH
noBeKerogulieH nepuoj, HO BO OBaa PETPOCNEKTUBA Ha YMETHUYKWUTE HacTaHu BO
XpBarcka BO TEKOT Ha 1994. un 1995. BakoB 06jeKT Ha KynTypHata uHgpacTpykTypa
3acnyxysa nocebHoO Aa ce wcTakHe. M nokpaj Toa WTO eKcnnuuute Hema Bpcka co
OBWXeraTa v HacTaHuTe BO coBpemeHaTa yMeTHOCT, HoBaTta 3rpaja v UenvoT WaeH noroH
Ha HoBarta HaywoHarnHa n YHueepantTeTcka bubnmorexka e CTUMynaTuBeH npuMmep Ha Kyn-
TYPHUOT KOHCEH3YC Ha MPOeKTUTEe Of HaLMOHANHO 3Hayer-e, 0CO6EHO BO BPEMeTO Kora
cTaHyBa jacHO Aeka 6e3 HoBa 3rpafa (oA Temen wnu co agantauuja Ha nocTOeYKMOT
06jekT) 3a My3ejoT Ha coBpemeHaTa yMeTHOCT, 3arpeb Beke Hema fa MOXe [a ja U3A4pXu
HW peruoHanHara, a Aa He 36opyBame 3a eBporickara KOHKypeHuuja.

MpalwatbeTo Ha HoBaTa 3rpaja 3a MysejoT Ha coBpemeHarta ymeTHocT Bo 3arpeb Bo oea
BpeMe e MOLUHe 3a0CTpeHo. IHTepecHo e Aeka HajcuneH OTnop 3a peanusauyvjata Ha Taa
waeja gasa BNUMjaTeNHWOT Aen Ha KOH3epeaTUBHATa rpajcka agmunuctpaumja. Co nonu-
TWYKa Aemarorvja, co aAMUHUCTPATUBHU MEPKW, Na Aypy M CO 3acTpallyBarse, Ce YUHMU cé
[a ce cnpeyaT KOHCTPYKTUBHUTE aKTUBHOCTU Ha HejsuHaTta peanuaauuja, BKIy4yBajku ro
1 pPeLeHTHWOT 06Ky 3a NocTaByBarbe Ha HOB AWPEKTOP W Toa CMPOTUBHO Ha CTPY4YHOTO
MUCNEeHe M Ha OHa Ha noronemuoT 6poj 3arpebcku ymeTHUUW. Ho 3a cpeka, cerawHara
ekuna B0 MWHUCTEPCTBOTO 3a KyNTypa ja YMHAT NoBeKe pasdyMHW nyfe CO MHOTy PecnekT
KOH npodhecujata. Co HUBHWOT aHraXkmaH, afAMUHUCTPATUBHOTO HAcWNCTBO Ha MoeauH-
umuTe of rpagckara ynpasa koH My3ejoT Ha coBpeMeHaTa yMeTHOCT (nopaHelHa Nanepuja
Ha rpagot 3arpeb) goHekage e ybnaxeHo, HO Npo6nemMoT Ha HoBaTa My3ejcka 3rpaja
OCTaHyBa W1 noHartamy.
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M popeka xpBatckarta HavBHA YMETHOCT
YNOpHO Ce HacTojyBa Aa Ce npukaxe Kako
HaUMOHaneH NMKOBEH u3pas, coBpemeHaTa
yMeTHWYKa npoaykumja Bo XpBaTtcka, a
0CO6€EHO Hej3aMHUTE UHOBATUBHU W eKcnep-
UMeHTanHu hopmu, HeonpasgaHo ce 3a-
NoCcTaBeHu, OAHOCHO - MOXebu 61 6uno no-
TOYHO fa Ce Kaxke - He ce LeHaT OHOMKY
KONKYLITO BCYLWHOCT 3acnyxysaar. Hacra-
not Ha lMopaH lMetepuyon Ha 22. BueHane
Bo Cao [Maono, Ha [y6paska Pakouu BO
BepnuH, ycnexoT Ha cenekuujata Ha Mo-
AepHata ranepuja og Pueka Ha Buenane-
TO Ha mnagute ymetHuuu Bo JlncaboH
1994, npusHaHujata Ha Carba VIBEKOBUK U
Hanubop MapTuHUC Ha CBETCKWUTE BUAEO
cthecTmBanu, npeTcrasyBarteTo Ha coBpe-
MeHaTa ymMeTHU4Ka npoaykuuwja Ha 3arpeb
BO KonexxareH npu kpajot Ha 1993., n Ha
KpajoT, 3abenexaHoTo y4ecTBO Ha Joaje-
HWUTE Ha XpBarckaTta MojepHa YMETHOCT
(O.lJamorba, B.Puxtep, A.CpHey, W.MNu-
uers, O. MNuxa) Ha nanox6ara "EBpona-
Espona" Bo BoH BO cpeguHaTa Ha 1994,
notoa uanoxbara Ha xpBarckara CKynnTy-
pa Bo MysejoT Ha B. Jlembpyk B0 Aucopyr
BO eceHTa 1994., ja npukaxaa cospe-
MeHaTa XpBaTcka yMeTHOCT 6e3 npoBuH-
LIMCKX KOMMIEKC U HAa eA4HO BUCOKO HUBO.

Manoxb6ara "Hoeata xpeartcka ymeTHocT"
wTo Hewe npukaxkaHa KoH Kpajot Ha 1993.
B0 MoaepHarta ranepuja so 3arpeb, cobpa
Ha efHO MEeCcTO MoBeKke 04 CTO Mnagu w
penarvBHO MNaau yMeTHuuu (80 n3bop Ha
Urop 3uamk): uako ce 3Haewe pgeka
NnoroneMuMoT Aen oA wuanarayute He Owm
MOXKene Aa U3APXAT HEKOW MOOCTPU KpU-
TEPUYMU HA ECTETCKO BpeaHyBarLe, cenak
oBaa uanoxba bewe ONTUMUCTUYKM 3HAK
Ha KONMEKTMBHUOT KpeaTUBEeH noTeHuujan.
AKO HMWTO Apyro, u3noxbara pgage
Hafex; HegocTacysa ywTe Karanor - Koj,
Kako WTo ce cnywa, Tpeba ga wusnese
Hackopo. HeogamHewHaTta wu3noxb6a Ha
Mnaau ymetHuum (oa 18 anpun go 12 maj
1995), noctaBeHa BO rOMEMOTO CKpu-
BanuwTe - TyHen WTO ce Haofa nojg
lopHuoT pag, Gelwe 3Ha4yaeH HacTaH Ha
3arpebckata antepHaTMBHa YMETHU4YKa
cueHa. W nokpaj Toa WTO Cce cny4u
Anaboko noa 3emjara, cenak Tpeba aa ce
O4YeKyBa Taa mnaga reHepauuja Hackopo
Aa uanese Ha ceeTnuxa. Nanoxbara belwe
jacHa nopaka A0 WHCTUTYyuuuTe (A0
My3ejoT Ha coBpemeHaTta YMETHOCT M
MopaepHaTta ranepuja Bo 3arpeb) manky
noao6po aa ro norneaaar CBOjOT COMNCTBEH
AOM U YMETHOCTa; Ha muanoxbarta nokpaj

MeaH Mapywwuk, Be3 Hacnos, 1993, xowow

IMetepuyon, [. Pakouyw, . Tpbymak
yyecTByBalle Uena efHa nnejaga Ha
Mnagn yMeTHUUW, CO CBeXu wuaenm wu
KBanuTeTHU peanu3uuun. MeaH Mapylumk,
Bnacrta JKaHuk, MwupjaHa Bopgonwja,
Nanunen Koea4, MarganeHa lNegepwvH, rpy-
nata Blind Confidance ce ymeTH1UM CO KoM
Hackopo Ke Tpeba cepuo3HO Aa ce cMeTa.
Kako Taa mnapga reHepaumja Ke ce cHajge
BO NPUIMKUTE KO HE UM Ce HaKNOHeTw,
Toa € Apyro npaware, Ho 6e3 063up Ha
KYNTYPHOTO 3aragyBarse co hONKIopeH v
UCTOPUCKU AEKOp, CBEXMHATA Ha HUBHWUOT
Hactan e NPUNYHO ONTUMUCTUHKA.

Taa mnaga reHepauwuja, 3a Xan, He e
npocnegeHa oa odaH3avMsBHa W yBepnusa
KpuTtuka. lNo3uvumjata Ha HEKOU KpUTU4apu
Ha ymeTHocTa e ocobeHo xpabpa - npu Toa
MOpam Aa rv UCTakHam KpUTU4KUTE pearu-
patba Ha 3BOHKO MakoOBWK BO TEKOT Ha
1993. n 1994. BO 3arpebCcKUOT ABO-Heaen-
HUK 3a KynTypa Bewxey - HO ce 4ycTByBa
HeJOoCTaToOK Ha MnolupoKa TeopeTcKa
no3aguHa. Toj HepocTaTtok Tpeba ga ce
npunue Ha o06jeKTUBHUTE OKONMHOCTU, HO
HUB AeHec-yTpe HUKOj Hema ga rv npudartu
Kako onpasgyBare. Toa UHPOPMaTUBHO
cvBuNo (aa ce pede "TemHuua" moxedbn bu

lvan Marusic, Untitled, 1



WUarnepn og uanoxobara:"KOHCTPYKTUBU3MOT U KUHETUYKATA YMETHOCT, Myaej cyapemene ymjetHocTu, 3arpet
(oa neso kow aecHo: Metep Nese?, Usapan, Jypaj flobposnK, Basapenw, Bjenuecnas Puxtep, Boun BaxuK, Hanaa Buro)
Installation view ,exhibition:"Constructivism and Kinetic Art, Museum of Contemporary Art, Zagreb

(from left to right: Peter Loewe, Yvaral, Juraj Dobrovic, Vasarely, Vienceslav Richter, Vojin Bakic, Nanda Vigo)

6uno npeTepaHo) ycnewHo ro ybnaxysa
akTuBHocTa Ha SCCA 3arpeb n MysejoT Ha
coBpemeHaTa YMETHOCT CO CBOUTE cruca-
HYja u npegasarba. 3aeAHoO CO YMEeTHUYKO-
TO cnucaHue KoHTypa xpBaTckaTa cekuuja
Ha AICA Bo gekemspu 1994. ro opraHusu-
pawe CumnosuvymoT 3a nonoxbarta Ha
aBaHrapgara BO 3emjuTe Ha NocT-KOMyHU3-
MOT, a UenuoT matepujan Ha CumnosmymoT
ABojasn4HO e ob6jaBeH BO CnNUCaHWeTo
KoHTypa. CumnoauymoTt O6ewe MoLHe
WHCTPYKTUBEH, a 0cobeHo Gelle uHTepec-
HO WTO Taa Tema ja enabopvpaa KpUTu-
yapu og 3anagHa u UctoyHa Espona.

Kora ke ce norneaxe gHeBHaTa nporpama
Ha u3nox6u so 3arpeb, Ha npe nornej
narnega peka cé e Bo pea. Ho Bo
CTBapHOCTa, CEPUO3HO MOXe Aa ce 36opy-
Ba Camo 3a HEKOJKY ranepucku npoctopu
KOW oOcTBapyBaaT Hekoja Ccepuo3Ha
nanoxbeHa nporpama Bo 3arpeb. Toa ce
obHOBeHaTa akKTWBHOCT Ha ranepwujara
lMpolumpern meguymin, HOBO OTBOpeHata
ranepuvja Aptepuja, n foHekage ranepuja-
Ta 3BoHMMMP. Ha cnoMHaTuTe ranepucku
nporpamu ce nNpuknyyysa u uanoxbeHara

akTMBHocT Ha Myasejor Ha cospemeHaTta
yMeTHOCT u Ha MogepHarta ranepuja. Osuve
APXaBHU MHCTUTYLMK, Cé ywTe, ce BPBEeH
MEpUTYM, na Aypu M ako BO CEepuo3Ha
CTpy4yHa Aguckycuja 61w MOXeno MHory Aa
WM Ce NMpUroBopwu, cenak, oBue ABe UHCTU-
TYyUuu 1 noHaTamy ce cMeTaaTt 3a MaTU4HU
BO MogepHaTa 1 coBpemeHaTa yMeTHOCT.
YMeTHn4YKknoT nasusjoH BEKe nofonro
BpeMe ce "TpaHctopmupa”, hamosHMoT
Mysejcko - lanepucku LleHTap ctaHyBa
BEKe [pamaTuyeH eKOnowku npobnem Ha
XpBarckara Kyntypa, Mysejor 3a ymer-
HOCT M 3aHaeTv BO NPUHUWUN e 3aTBOpeH
nopagn obHoBa, HO Npu Kpajot Ha 1994,
ycnea - cO 3af0UHyBame - Aa ja npukaxe
conugHata crtygucka wmanoxba Ha
thoTorpachujata Bo Xpsarcka og 1839. go
1945.

Ako ja npowwvpume wuHpopmayujata 3a
ranepuckuoT XUBOT Ha Luenarta TepuTopu-
ja Ha XpBaTcka, Tpeba aa ce Kaxe jeka ce
3abenexysaar ofpefeHNn NO3UTUBHU
TPEHAOBM Ha Agucnokauuja Ha MeTponon-
ckarta TexwuHa Ha 3arpeb. Osge Tpeba Ha
NnpBO MECTO Aa ce uctakHe Pueka u Hej3u-
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HaTta MogepHa ranepwmja 4vja nporpama, a
0co6EeHO WHTEepHauMoHanHaTa akTUBHOCT,
cTaHysaaT cé nouHTepecHu. lNMpeMuHyBa-
HETO Ha HejavHaTa TpaguumoHanHa bueH-
anHa u3noxba Ha UpPTexOT BO TeMaTCKu
NPOEKTU CO eAeH NOKaHEeT cenekTop (4o
cera Toa 6ea loHTyc XynteH u CraHe
BepHUK) ce nokaxa MOLWHe onpaBAaHo.
Cnnut 1 [lybpoBHUK CO CBOUTE ranepum Ha
ybasa n gobpa Tpaavuuja ce Bo gnaboka
Kpu3a. Hue wm ce npugpyxysa u
YmeTHuukarta ranepuja Bo Ocuek. 3a HuB-
HaTa Kpu3a Mma MHOry onpasgyBarba,
ocobeHo BO cnyyajot Ha [ly6poBHUK W
Ocuek, HO BOjHATa W nocTojaHaTa
3arpo3eHOCT He Ce eUHCTBEHUTE MPUYUHN
Ha Kkpusata. Vima HewTo ¥ BO nyfeTo.
MHTepecHn HewTa ce oAgsBuBaaT BO
BOAEHETO Ha ranepuckuTe nporpamu Bo
CnaBoHcka lMoxera, Ymar u llabvH kage,
6narogapejku, npeg cé, Ha npueaTHaTa
MHUUMjaTUBA Ha EHTY3ujacTUTe, NOCTENEHO
ce co3faBa XuWBa YMETHUYKa U KyNTypHa
cuyeHa.

M nokpaj ymeTHuykaTta cuTyauuja Koja,
cnopep cé, ce YMHW AeKa He e HenoBomHa,
ceHuwTeTo Ha BykoBap cekage e npucyT-
HO. BykoBap Kako CTBapHOCT M Kako
MeTadopa Ha YyHULWTYBareTo ja oabenexa
oBaa reHepauvja Ha Mnagum ymeTHuuu u
TWe TOj me4aT Ke ro HocaT ywTe A0Mro
Bpeme. [IoTONKY MU U3rniegaat nospeaHu
CATE HUBHM HaNopu 3a AYXOBHOTO W
KpeaTuBHOTO npexuByBare. 3HaMm Jeka
TOa He e ecTeTCKKU napameTap, HO BO ymeT-
HOCTa e BrpajieHa u Yoeeykara AumMeH3auja,
1 3a Taa gumeHauvja Tpeba ga ce Mucnu.
DyHAYCUTE Ha HaLUTe My3eu U ranepum ce
BO MobunHa cocTtojba, NUMEHUTe npo-
TUBMNOXapHU caHZaun nocTojaHo ce nog-
roteeHn. Hwe 3Haeme 3a BapBapckarta
[ecTpykuuja Ha KynTYpHOTO HacneacTso,
M NOKpaj Toa WTO HAWMOT YMETHUYKU W
KPUTUYKW aHraXKmMaH e Haco4eH KOH yTpe,
cenak 3acTpawypadkute O6pojkun Ha
YHUWTEHU W orpabeHn my3en v ranepuv
HU3 uena Xpeatcka, 6onat u npegynpeay-
Baat. CoBpemMeHOTO, MOJAEepPHOTO U Hacne-
[EHOTO YuHAT eAVHCTBEeHa LuenvHa, na
oTTamy, ako mnagara xpsarcka yMeTHOCT
Hé WCNoNHyBa CO W3BECEH OnTUMU3am,
cenak, MHOry HelTa OKOSly Hac ce MOLWHe,
MOLLHE TaXHMW.

(maj 1995)

Mpesog oA xpeaTCKu:
1. Hegenkoscka



Zelimir K A

NEITHER IN THE
SKIES NOR ON
EARTH, BUT,
HOWEVER...

To offer even a compressed infor-
mation on the artistic happenings in
Croatia after a several years break
of communications is a rather dis-
tasteful duty. It was high time, how-
ever, to mend the broken ties and to
bridge the darkness of the informa-
tion abyss with, at least, an impro-
vised log and to ease the local
claustrophobia that generates most
of the present evil.

At the time | am writing this (29
May1995) the most important event
in the culture and art of Croatia is
the opening of the new building of
the National and University Library.
Zagreb and Croatia could, with real
pride, say "we managed", in spite of
the times and the circumstances.
That event is the topmost after a
long period, but, looking from the
prospective of art events in Croatia
during 1994 and 1995, this object of
the cultural infrastructure deserves
to be particularly mentioned.
Although it explicitly has nothing in
common with the actions and
events in the contemporary art, the
new building and the whole future
section of the new National and
University Library is a stimulative
example of the cultural consensus
on projects of national importance,
especially now, when it becomes
obvious that without a new building
(completely new or by adaptation of
the present object) for the Museum
of Contemporary Art, Zagreb could
not stand neither a regional nor a
European competence.

The question of the new building for
the Museum of Contemporary Art in
Zagreb is now very intensified. It is
apparent that the most persistent
resistance to the realization of that
idea came from the influential part
of the conservative city administra-
tion. By employing political dema-
gogy, administrative measures,
even by threatening, they did every-
thing to disrupt the constructive
works, including the recent attempt
of imposing a new manager, and all
that against the opinions of the pro-
fessionals and the majority of the
Zagreb artists. Luckily, the present
team in the Ministry of Culture con-
sists of much more reasonable peo-
ple that pay more respect to the pro-
fession. Their engagement softened

to some extent the administrative
violence of certain individuals from
the city administration towards the
Museum of Contemporary Art (the
former Gallery of the City of
Zagreb), but the problem with the
new building still remains.

And, while the Croatian naive art is
constantly being presented as the
national art expression, the contem-
porary art production in Croatia,
especially its experimental and
innovative forms, is unfairly neglect-
ed, or, to be more precise - it is not
evaluated the way it deserves. The
participation of Goran Petercol on
the 22-th Biennial in Sao Paolo, the
participation of Dubravka Rakoci in
Berlin, the success of the selection
of the Modemn Gallery from Rijeka
on the Biennial of the Young in
Lisbon in 1994, the credits to Sanja
Ivekovic and Dalibor Martinis on the
world video festivals, the presenta-
tion of the contemporary art produc-
tion of Zagreb in Copenhagen by
the end of 1993, the remarkable
participation of the doyens of the
Croatian art (D. Djamonja, V.
Richter, A. Srnec, |. Picelj, O. Gliha)
on the exhibition "Europe-Europe"
in Bonn by the mid 1994, the exhibi-
tion "Croatian Sculpture" in the
museum W. Lehmbruck in Duisburg
in the autumn of 1994 showed that
contemporary Croatian art has no
provincial complexes and that is
keeps up a considerable level.

The exhibition "New Croatian Art",
that was shown in the Modern
Gallery in Zagreb at the end of
1993, assembled more than a hun-
dred young and relatively young
artists (selected by Igor Zidic) and,
although it was evident that the
majority of the artists could not
stand a somewhat sharper criteria
of esthetic evaluation, that exhibi-
tion was an optimistic sign of the
joint creative potential. That exhibi-
tion, at least, aroused some hope;
only the catalogue is still missing,
but, as we heard, it is to appear
soon. The recent exhibition of
young artists (from 18 April to12
May 1995), displayed in the large
shelter-tunnel under the Zagreb
Upper Town was a first-class event
of the Zagreb alternative artistic
scene, and, although it occurred
deep under the ground, it is expect-
ed that the young generation will
soon appear in the day light. The
exhibition was a clear message to
the institutions (the Museum of
Contemporary Art and the Modern
Gallery of Zagreb) to take e better
look at their own homes and the art.
Besides G. Petercol, D. Rakoci and
G. Trbuljak there was a whole pleiad
of young artists with fresh ideas and
high-quality accomplishments. Ivan
Marusic, Vliasta Zanic, Mirjana

Vodopija, Danijel Kovac, Magdalena
Pederin and the group "Blind
Confidence" are the artists that
must be, very soon, taken into seri-
ous consideration. Another question
is how will that young generation
manage the conditions that are not
in their favor, but, regardless of the
substantial cultural pollution with
folklore and historic decor, the vigor
of their performance is rather opti-
mistic.

But, unfortunately, that young gen-
eration is not supported by an
aggressive and convincing critic.
The position of some of the art crit-
ics is extraordinary brave - here |
must point out the criticizing reac-
tion of Zvonko Markovic in 1993 and
1994 in the Zagreb biweekly cultur-
al journal "Vijenac" - but the defi-
ciency of a more comprehensive
theoretical support is still obvious.
That deficiency could be attributed
to the actual circumstances, but,
nevertheless, it can not be constant-
ly accepted as an excuse. The infor-
mation grayness ("darkness" might
sound too strong) is successfully
overcame by the activity of SCCA
Zagreb and the Museum of
Contemporary Art with their maga-
zine services and lecturing pro-
grams. Together with the art maga-
zine "Kontura" the Croatian section
of AICA organized in December
1994 the "Convention on the
Position of the Avant-garde in the
Countries of the Post-communism",
and the whole material of the con-
vention was published in two lan-
guages in the magazine "Kontura".
The convention was very instruc-
tive, and especially interesting was
the fact that the topic was elaborat-
ed by critics both from the west and
from the east of Europe.

When we look at the daily program
of the exhibitions in Zagreb it seems
that everything is all right. In fact, we
could seriously speak only of sever-
al gallery showrooms that are per-
forming a slightly more serious exhi-
bition program in Zagreb. Those are
the renewed activities of the gallery
"Prosireni mediji", the recently
opened gallery "Arterija" and, to
some extent, the gallery "Zvonimir".
Those gallery programs are joined
by the exhibition activities of the
Museum of Contemporary Art and
the Modern Gallery. These govern-
mental institutions are still the ulti-
mate meritum, and, although a seri-
ous professional discussion might
find certain faults with them, those
two institutions are still considered
the homes of modern and contem-
porary art. The Art Pavilion is being
"transformed" for quite a long time
and the celebrated Museum-Gallery
Center is becoming a dramatic eco-
logical problem of Croatian culture.
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The Museum of Arts and Trades is,
generally, closed due to renova-
tions, but however, by the end of
1994 it managed - with a consider-
able delay - to show a seriously
elaborated exhibition on photogra-
phy in Croatia from 1839 to 1945.

If we extend this information on the
gallery life on Croatia we must admit
that certain positive trends of dislo-
cation of the Zagreb metropolis
weight are discernible. First, we
must point out Rijeka and its
Modern Gallery whose program and
the international activities are get-
ting more and more interesting. The
transformation of its lucid biennial
exhibition of drawings into topic pro-
jects with only one guesting selector
(Pontus Hulten and Stane Bemnik,
so far), proved to be very remark-
able. Split and Dubrovnik, with their
galleries of fine and good traditions,
are in a deep crisis. The Art Gallery
in Osijek is in the same situation.
Their crisis could, of course, be
excused, especially in the case of
Osijek and Dubrovnik, but the war
and the constant threat are not the
only reasons for their crisis. There
must be something in the people, as
well. However, interesting things are
happenning in the gallery programs
in Slavonska Pozega, Umag and
Labin, where, mainly, due to the pri-
vate initiative of some enthusiasts,
an active artistic and cultural scene
is being set up.

In spite of the situation in the ar,
that is, accordingly, not that bad, the
ghost of Vukovar is present every-
where. Vukovar, as a reality and a
metaphor of destruction, marked
this generation of young artists and
they will bear this sign for a long
time. That is why | find their efforts
to survive spiritually and creatively
more deserving. | know that this is
not an esthetic parameter, but a
human dimension is incorporated
into the art and this is the dimension
that should be thought of. The
depots of our museums and gal-
leries are in a state of readiness, the
tin fire-proof trunks are always pre-
pared. We know what a barbarian
destruction of the cultural heritage is
and, although we point our artistic
and critical engagement towards
tomorrow, the terrifying figures of
destroyed and robbed museums
and galleries all over Croatia hurt
and warn. The contemporary, the
modern and the heritage compose a
unique entity, but despite the fact
that the young art of Croatia fills us
with a bit of optimism, a lot of other
things around us are very, very sad.

May 1995

Translated by
M. Hadjimitrova
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aspects of art in the post-soc
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KPUTEPUYMWTE RA

WETHOCT

Kora cTaHysa 360p 3a cuTyauujata Ha coBpemeHaTa yMeTHOCT BO YKpauHa MOWHE TewwKo

€ [a ce yTBpAaTt Kputepuymute BO coBpemeHaTa yMEeTHOCT, BO cMucna Ha npoueHka Ha

HejauHuoT kBanuTeT. Mpea Aa NPOACIKUME CO OMWITUOT UCTOPUCKYM Npernej 3a osaa coc-
T0j6a, BAXHO € Aa Ce UCTaKHe Aeka 3emjaTa uMa 55 MUMNOHN XWUTenn n Aeka HejanHuTe
YMETHUYKY 3aeAHULM Ce HeCTO OAAeNeHn eaHa o4 Apyra, UCTOHHWOT PEervioH v cera, a v Bo
MWUHATOTOTO, Ce nospaysa co Pycuja, AoAeKa 3anagHuoT Aen noHarnaceHo ce noep3aysa co
Moncka u AecTpuja. Ha KoHdepeHumjata oapxaHa MWHATWOT HoemBpu BO Kues, Ha
KOJaLWTO Ce AMCKYTUpalWe 3a O4HOCUTE BO COBPEeMeHaTa yMeTHOCT BO YKpauHa, nyfeto oa
aHjeprpayHg yMeTHuukuTe 3aegnvum Bo Opeca ce cpeTHaa Co NIMHHOCTM Of MecTaTta
KaAewwTo MoBeKe ce HeryBa eKCrnepuMeHTOT BO IMKOBHATA YMETHOCT, Kako WTOo € Ha np.
NBeos. [McKycujaTta WTo cnejewe Bo TEKOT Ha AEeHOBUTE Ha OAPXYBareTO Ha 0Baa KOH-
thepeHumja Gelle ekcnnoausHa, 6uaejku 3a nps nat 4ojae A0 U3pas pasnukara mefy apbu-
TPUTE HA YMETHOCTA U YMETHULUTE.

CuTyauujaTa BO COBpeMeHaTa yMeTHOCT BO YKpauHa ce KapakTepusupa co HeaoCTur Ha
MHCPACTPYKTYpa, WTO 6U ja CTUMYyNUpana akTyenHara npoAykuuja Ha mMnagute yMeTHu-
LW, KaKO M CO OTCYCTBO Ha YMETHUYKM Nasap 1 Mpexa Ha ranepuu, Wro 6u ja noTTukHane
coBpemMeHaTa YMETHOCT M Ha KOMEpLUjanko 1 Ha HenpodmTHO pamHuwTe. Osaa cocTtojba
noHaTaMmy ce BMoWyBa U CO HEAOCTUI Ha COOABETHA edykauwja n HacTasHa nporpama Ha
YMETHUYKUTE aKkaemun BO OAHOC Ha TeopujaTa U Ha KpuTuKaTta BO coBpeMeHaTa ymeT-
HOCT. WIHMUMjaTMBaTa Ha KyCTOCUTE € UCTO Taka orpaHudeHa, 6uaejku naHaorareeto Ha
cneuudnyHM naen Bp3 Kou 61 ce KOHLMnupane onpeaeneHn u3noxou, e HemcTpaxeHa
TepuTopuja v Boobu4aeHa e TeHaeHumjaTa ga ce opraHuaupaat ad hoc rpynHu n3noxom
6e3 COOABETEH TEOPUCKU UNK mpakTudeH npuod. HegocturoT of cTpydeH kKagap BO
jABHUTE WMHCTUTYLMM, UCTO Taka NpUAOHECYBa 3a OAYCTBO Ha COOABETHA efykauuja v
uHchopMaumja HameHeTa 3a NoceTUTenuTe Ha M3noxow, 3a Aa ce cospage notpeba og
yMmeTHocTa Kaj ny6nukara. MMHUCTEPCTBOTO 3@ KyNTypa U WHCTUTYLMUTE 04 obnacra Ha
KynTyparta ce OrpaHW4eHN CO OHOj KPUTEpUyM BO YMETHOCTa KOjwTo npesexTaymjara ja
CBe/yBa Ha CNMKApCTBO W HA TPaAULMOHanHa ecTeTuka. HCTUTyLuUTe YujawTo ynora 6u
Tpe6ano Aa 6uae BanopuaMparbe Ha BUCTUHCKATa yMETHOCT BO OAHOC Ha OBU4HUOT y6aB
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npeameT unu (HeTuwoT, HemaaT UHTepec
3a y4eCTBO BO BOOOUYAEHUTE YMETHUYKM
AWUCKYCUM, LWITO 4eCcTO ce OAHecyBaaT Ha
npobnemuTe 3a gopmaTta U coapxuHara,
Unn Ha TOa Kako cpopmarta ja 3ameHyBa
cogpXuHaTta uUnu Kako cogpXxuHata ja
3ameHyBa popmata. OBue ycnosu u
HUBHUTE BHATPELWHW Npobnemu, BO CeKoj
crny4aj OTCNMKyBaaT efHa MOLWHe TMypHa
cuTyauuja BO 3emjata, MeryToa, Hajcepu-
O3HWOT npobnem e Hey4ecTByBare Ha
YMETHULMUTE Ha MEefyHapoaHU U3NoX6mu Ha
KOWLUTO Ce NoKaHyBaaT 1 HuBHaTa npuepe-
MeHa usonauuja.

Bo egHa Baksa cuTyauuja ymeTHuuuTe ja
usrybuvja gosepbara BO MUCTUTYLUUTE K
HMBHATA CMOCOOGHOCT Aa ro NOTTUKHyBaaT
COBPEMEHOTO NMKOBHO TBOpewTBo. Ce
Y4MHW feka Toa cosgajde efeH Bua Ha
Tepopu3aMm BO YMETHOCTa Of CTpaHa Ha
Pasnn4yHn NMYHOCTU BO OAHOC HA HUBHOTO
HacTojyBarbe fa ro cBpTaT BHUMaHWETO
KOH HepocTur Ha nyénuka Bo coBpemeHarta
YMETHOCT, Aa ' KpUTUKyBaaT UHCTUTYLM-
UTe WTO HaMecTo Ja ce Haco4aT KOH Npo-
rPamMcKkuTe WHUUMjaTUBK, Ce 3aHumasaaT
co 6upokpaTtuauparbe. Kako pesynrar Ha
TOa, cuTyauujata Ha coBpemeHaTa yMmeT-
HOCT BO YKpauHa ce passu co 6enesn Ha
AnTtepHaTtuea, co hopMupar-e Ha Hesasuc-
HU acouujayuy U opraHu3auumn, KOUWTO ce
rnoBeke ja npee3emaar ynorata Ha
My3euTe U ranepuuTe, NpUKaxyBsajku v
pasnu4HUTE Nnojasun BO COBpeMeHaTa ymeT-
HOCT BO 3emjata. W nokpaj Toa wTo co
BakOB BMA Ha fejcTByBarbe ce NpuaoHecy-
Ba 3a HEKOXEe3MBHOCT M 3a HECOoOABEeTEeH
KBanuTeT Npeky Koj MoXe Aa ce cornega
coBpemMeHaTa yKpauvHCKa YMETHOCT, Bak-
Bara cuTyauuja cenak ro nOTTUKHyBa
PasBUTOKOT U YMETHOCTA, 0OUYHO OrpaHu-
YeHa o4 peavua Kputepuymu 3a ga MoXKe
Aa oncTojysa BO nonHa cmucna v 3a Aaa
MOXe aa ce passusa ocnobogeHa og npu-
TMcouuTe Ha nasapoTt. OHa WTO e no3su-
TUBHO BO YKpawuHa, WTo MOXebu cé ywre,
NocCTOM BO TakaHapeyeHuTe 3eMmju Ha
McTouHmnoT 610K, @ MOXKHOCTa YfieHoBUTE
Ha yMeTHU4KUTEe 3apyxKeHwja, aa gobujar
epTuH paboTeH npocTop.

CospemeHaTa ymeTHOCT BO YKpauHa, a jac
TEePMUHOT ro ynoTpebyeam cnoboaHo,
CMeTajKu Ha ymeTHu4KarTa npoaykuuja og
OCyMAECeTTUTe Hasamy, He Ce COCTOMU Of
ucrata KOHTpakyntypa wWTo Moxebu
UCTOBpEeMeHo noctoewe BO Mocksa.
3artoa, ymetHuuuTe BO 3emjaTa He ja
cnogenysaa wucrarta Tpaauuvja Ha nonu-
TUYKW OTNOP, NPeAN3BMKaH 0f coBeTcKarta
nponaraHja, 4ecTo ce cnyxea co urpure

ApceH Casapgos / Meoprit CEHYEHKO, Whcranauymja npetcrasena ka Marmdeca, Poreppaam, 1996
Arsen Savadov / Georgy Senchenko, Installation presented on Manifesta, Rotterdam

Ha jasukoT u 6pojkuTe. Bo Toa Bpeme Ha
MepecTtpojka u (NacHocT, Ha coBpemeHara
YMEeTHUYKa cueHa Bo YKpauHa AoOMUHUpaa
YMETHUUM KOUWTO WHCNUpauujata ja
Haofaa BO CaMMOT YMETHWYKMU O6jeKT.
Mas3sonejor 3a npetcegarenor 6ewe
akuuja wro Tpebawe fa ce peanusvpa BO
MysejoT Ha y6aBuTe ymeTHoCTM BOo Opeca,
HO OTKako HEeKONKY MUWHYTW npesa OTBO-
pareTo ce A03Ha 3a BUCTUHCKATa npupo-
Aa Ha akuuwjata, My3ejoT ro OHeBO3MOXMW
npukaxyeareto. Bo wTto ce cocrtoewe
npoekToT? EaeH cag HanonHeT co rofiemo
KONM4ecTBO cTBpAHAaTA MacT ce 3arpesa v
Npu TONeHeTo ce nojaByBa NWUKOT Ha
TorawHuot  npetceparen  Kpasuyk.
Bpolwypu co Taka npuKakaHuoT fMK Ha
MpeTceparenor 6ea nogeneHn Ha HoB-
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WHapuTe Ha AOeHOT npea akuuvjata, a Ha
pasysHasaykara cnyxba Ha
MpeTcepgarenoT Ha camuoT AeH Ha u3se-
AyBareTo Ha akuuvjata. OHa WTO CUrypHo
Gewe nocTUrHaTo e jaBHMOT ckaHaan 3a
My3ejoT KOojWITO i 3aTBOPM CBOUTE BpaTtu
3a YMETHUKOT YujawTo nanoxba bewe aen
04 My3ejckarta nporpama. Hekonky
HeZenu no oeaa akuuja, Mysejot Bo Ogeca
ro uctpnu ckanaHoto Meco Ha ymer-
HUUMUTe, Aen oA UHcTanauujata BO YecT Ha
ByHTOT Ha lMNoTemKkuH, 1 ro usbpka og pa-
60Ta KyCTOCOT KOjWTO ro BKAy4un osa
Aeno Ha nanoxbara.

[Lenoto Ha Urop Mogonyak YmetHocT 8o
npocTop Ke 6uae npukaxkaHo Ha bueHa-



neto 8o Cao lNaono.

Bo jynu oBaa roguvHa ja opraHusaupas
nanoxbarta A/IXeMUCKO MpenascTBO Ha
BoeHnoT 6pog CnaBytud BO KpuMcKoTO
npucTanuwTe, BO 6nM3nMHa Ha BOEHOMNO-
mopckuoT rpag Cesactonon. M nokpaj Toa
wTto ce pabowe 3a ob6bua nanybata
kagewTo Gewe nocrtaseHa uanoxobara aga
ce ocnoboau og 6UMNO KakoB MONMUTUHKK
KOHTEKCT CO Toa WTo 6eLe onkpy»XXeHa co
6enn 3Hamurba, Ha KouwTo 6ea oTne4a-
TEHW NMKOBWM HA COBETCKMOT doTope-
noptep AMuTpu BantepmaHTc, MHCTanauu-

BOEHa WK jaau4Ha cmucna. flogexka Hekoun
Aena co3fjaneHu 3a osaa usnoxba uane-
roa of paMmKuTe Ha osaa meTtadopa,
ApYruTe nocnyXxuja Kako nposokauuja Ha
0BOj npobnem. TprHyBajku of pasmuciy-
Barbata Ha Muwen Pyko 3a MOKTa, Haj-
Hanpen MoXe fa ce pasbepe AeKka BojHaTa
e becmucneHa, a noroa Aeka He ce Boan
cnoped HuKakeu npasuna. Mefytoa, ®yko
TBpAY AeKa OAHOCUTE Ha MOKTa ce CO3-
AasaaTt no ys3op Ha BojHata W pgeka
ONWTECTBOTO (hyHKLMOHMPA criopef BOeH-
ute KoHpnukTv. Co  4uHOT  Ha
OnNKpY>XyBareTo Ha bpogckara nanyba co

YMeTHUKOT Hanpasew ready made myTauyuja
6e3 u Hajmanky pa 6uge [uwaHoscKu
o3Ha4yeH. HamepaTta Ha YuykaH He Gewe
Aa WoKupa, Aa 3annawm unu ga 3abasysa,
Kako WTO e Toa 4Yecto cny4aj co
YygoBuwTata BO Mac  meguymure.
HanpoTtue, HeroBuoT wuHTEpec OGewe
NnoBeKke Haco4yeH KOoH chopmara, OTKOSKY
KOH cogpxwuHata. Pecnektupajku ro
TPaAULUMOHANHUOT HaYuH Ha npes3eHTauu-
jaTa Ha genara, OHaka KakoLlTO NocTou BO
nabopaTopuute UNU BO MEAULMUHCKUTE
KONeKuuMn, YMEeTHUKOT ro nocTasysa
MYTaHTOT BO CakaHuoT NPOCTOp HWU3 yena-

Mukajnos/Bpuagkos, XKpTea Ha 60roT Ha BojHaTa
Mikhajlov/Briadkov, Sacrifice to the God of War

jaTa Ha 6pofoT, cenak 6ele co NONUTUYKK
KOHOTauum.

HasusoT Ha u3noxbarta vmnnuuupawe
[e30pueHTaumja BO KOHTEKCTOT Ha 6pogoT
N HeroBumoT cTpemex KoH MokTa wTo e
WMaHEHTHO 3a nonuTuykarta knuma. He
6elle BOOMWTO peanHo Aa ce opraHusvpa
nanoxba Ha COBpeMeHa yMeTHOCT Ha 6poj
BKOTBEH BO BoguTe Ha Cesactonon 6es
BoeHa metacpopa, 6uno aga ce mucnu BO

6enn 3Hamuba ce umawe 3a uen ga ce
cosfage NpocTop W HeroBaTa BHaTpeLl-
HOCT Kako eAHO He3asucHo none. Ha
3HaMuHbaTa ce Haofaa NUKOBM 0f BOjHaTa
OHaKa Kako WTo 6ea CHUMEeHU oA cTpaHa
Ha COBETCKMWOT penopTep BO NOYETOKOT Ha
1940 r. MHOrynaTtu nybnukysaHu Bo COBET-
CKWOT BECHWK M3BecTuja BO TOa Bpeme.

WHTepecoT Ha Mnuja YuukaH BO Tpetu-
pareTo Ha HaBWAYM rPOTECKHOTO U Taby
fewe 0f 4YMCTO ecTeTcka npupoAa.
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Ta 6poAcka nanyba cuMynupajku egHo
OMNKPY>XyBare BO KOEWTO Koerauctupaar
ybaBuHaTa u huanukara gerpagauyvja.

WHcTanayuwjata /JupektHa rnuHuja co
MpeTcegarenoT Ha XHWMMUKK, eaeH gen
Ha 6poackaTta nanyba ro Tpaxcdopmupa
BO jaBeH MPOCTOP W Ha XYMOPUCTU4YEH
HayuH ce 3aHMMaBa CO COBPEMEHUTE Npob-
NeMMW Ha jaBHOTO MUCNEeH:e, UCTPaXYBajKN
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ja ncuxonorujata Ha NMYHOCTA BO ynora Ha
rnacav.

CnpoTtucraseHocTa Mefy BojHaTa U ja3ukoT
6elwe HarnaceHa BO 3aeAHNYKOTO Aeso Ha
ymeTHuuyute Bopuc Muxajnos u Ceprej
Bpagkoe. [locetutenute moxar Aa
supkaat Bo KyTtujata co Tpu 6ykBu v Ha
HUB € Aa oANyYaT Aanu efeH BakoB 00jeKT
e BeywHocT MaHgopuHa Kytuja. TprHysaj-
KW Off peanHocTa Ha NoNUTUYKUTE TEeH3UK
noBp3aHu co NPo6neMoT Ha COncTBEHOCTa
Ha upHomopckata pnorta, Kytujara v
COAPXMN TpuTe OYKBU MPEKy KOW yKpauH-
ckarta asbyka ce pasnukysa of pyckara.
HarnacyBajku ja cunuHaTta Ha 0gHOCUTE Ha
ja3UKOT, MPUAPY>KHUOT BUAEO Mmarepujan
T NpUKaxxyBa UHTepBjyaTa Ha YMETHUKOT
CO NOKanHUTe KyNTYpHW OpraHnsauum u co
rparaHuTe Ha Kapkve CO HUBHWUTE KOMEH-
Tapu BO BpCKa CO COApXWHata Ha
Kytujara.

BTropata wuHcTanauuja Ha Mwuxajnoe wu
Bpaakos XXprea Ha BoroT Ha BojHara ce
OfHECYBa Ha HaK/IOHETOCTa Ha YO0BEKOT
KOH KpBTa W BoOjHaTa. Kako HafgononHy-
Barbe Ha genara Ha OBuMe Mnagu yMeTHU-
UM, CNMKapCcTBOTO BO YKpauHa ce Kapak-
Tepuaupalle ¥ co Tpaauumja Ha KojawTo u
e 6nucka ancTtpakuujata Ha KaHOuHCKW.
Osve ugeu Ha anctpakuwjata 6ea TecHo
noBp3aHu co HEONIaTOHCKUOT
MeTau3nykn peanusam 3a AyXOBHWUTE
BPEAHOCTU UMK CO ancTpakTHUOT ekcnpe-
CMOHU3aM, CO OHOj CNIUYEH HA EKCNPEeCUOH-
M3MOT Ha amepvKaHCKuTe cnukapu BO
1950 r., KOjWTO BepyBa BO HEKOj BUA Ha
TPaHCUEeHAEHTaNHoTO.

OBaa kombuHauumja Ha AYXOBHO UCTpaXxy-
Barbe U UCTOPUCKO NOTBPAYBaHe € A0MU-
HaHTHa BO Aenara Ha noTpaguuuoHanHuTe
yMeTHUUM BO YKpauHa, mefytoa BO Taa
obnacTt uctpaxysaa u COBpeMeHuTe ymeT-
HUMUM. YMeTHOCTa WTO ce co3jasa BO
YKpauHa Kako KynTypa Ha Kpcronart co
CUNHa penuruosHa Tpagvuuja u uctopuja
Ha MUCTULM3aM, NaraHCTBO U MaTpujapxar,
6e3 comHeHue npetcTaByBa pednekcuja
Ha 0BOj KyNTypeH U UCTOPUCKU Npecex.

AnekcaHgap Cy4onuTt 3aefHo co Herosarta
rpyna AndabeT ce nicnupupalue oa gena-
Ta Ha apxeonowWKWUTe WCKoMnysBara WTOo
MOXewe Aa ce Buan Ha manoxbara BO
MUHaTaTa roguHa Ha KojawTo CKynnTypure
¥ noonyobpaboTeHMoT KameH 6ea npeT-
CTaBeHW Kako APEeBHMU CBEAOWTBA Ha efHa
HeOTKTpMeHa uusunuaauyuwja. [lenara 6ea
obenexaHun CnuM4HO Ha aprtedakTuTe
NPOHAjAEHN BO ApPXEONOLWKUTE UCTPaxy-
Barba. Cy4onuT He e 3auHTepecupaH 3a
npMMeHa Ha WUCTOpUUM3MOT BO cOBpeme-

HUOT NTMKOBEH marepujan, TyKy noBeke 3a
co3paaBarbe Ha NpocTop Vis a vis cekasa-
HeTOo.

Kako wTto [lpyct ja uctpaxysa pnabo-
YyuHaTa U rycTMHaTa Ha MUroT BO O4HOC Ha
UCKYCTBOTO Ha CekasarbeTo, rpyna ymer-
HUUM npeasoaenu og Oner Tucton 3egoa
Yy4YeCcTBO Ha efjHa KOnekTuBHa nanoxoba so
Maj MuHartata roavHa Bo Moxuna
akagemwujata, akagemuja oa 18 Bek BO
Kues. HajHanpea notnomorHaTt oA naTpo-
HOT MNMeTpo Moxuna, NOCTOe4KUOT NPOCTOP
6elwe BO (hpa3a Ha peHoBUpare Kora ymeT-
HUKOT Tucton 3aegHo co AnekcaHaap
YapueHko, Mukona MartceHko, PycuHoT
BukTtop KucuaHo, Weajuapkata CysaH
Hepepap n Axaton CrtenaHeHko, opbpaa

Cekoja ogaenHa wHcTanayuwja ru nor-
TUKHyBalWe rnefaquTe Ha HaTamoLHu
UCTpaxKyBara Ha NMPO30PCKUTE HUWWM nUnn
BO MMHATOTO UK BO MAHUHATA.

M nokpaj Toa WTO OBME MAEM HA CNUpU-
TYENHOTO W CeKaBareTO Ha naraHckara
Kyntypa aomuHupaa Bo Kues u Jisos,
Kapkue 6ewe epgHa uaonupaHa eHknasa
Ha doTtorpadn KOHUEeNTyanucTn npenso-
penu op bopuc Muxajnos ywTte og KpajoTt
Ha 1970. Toj Bo no4eTokoT Ha 1980 ce
npetcTtasn Bo Mocksa co ceojaTa KoHuen-
TyanHa ¢goTorpacmja u pa4yHo 60eHun cou,.
apt dotorpacdun. bugejkn cotorpadumja-
Ta BO YKpauHa, cé ywTe, ceé CMeTa Kako
NPoOAOXyBare Ha AW3ajHOT, a Aypu of
HeofaMHa Kako ymeTHu4Ka copma, npus-

Warneg og wHcTanayujata, 3HameTo Ha npegaearbeTo co cnukara fonrora 8o auma
Ha [umutap Bantepmad
Installation view of the Flag of Surrender with Dimitri Baltemant's Calvary in Winter

Aa pa6orar co oBoj npoctop. Opgaj
OCBETNEH CO Manky npupogHa ceeTnvHa
WTo ce npobusaiwe HU3 npasnuBuUTe Npo-
30pyM, @ Ha HEKOW MecTa TeaTpanHo co
pechNeKTopu NocTaBeHn BO NyKHaTUHWUTE
HU3 UenuoT npocTop, rneja4or ce
Haco4yBa HU3 HCTanauumjata co NoMoLl Ha
NeHTW oA TpaHcnapeHTHa nnacTuka Ha
Mukona MaTCceHKo WTo BUucea BepTUKANHoO
0/, TaBaHOT. 3auHTepecupaHocTa Ha ymeT-
HWKOT 3a ersucTeHuujanHata gunema Ha
NOCTOjaHOTO HAacnpoTW HEeNoCcTOojaHOTo, ro
HaBege Ha ynoTtpeba Ha marepuwjanu WTo
MOXea Aa ce Hajaat BO MPOCTOPOT Kako
wrto 6ea rpaduTuTe Ha nukKTorpacdu u
apxeTunuTe Ha npaBnuBWATE NPO30PLW.

=26

HaBareTo Ha TBOpewTBOTO Ha Bopuc
Muxajnos Kako efeH BuA Ha coBpemeHa
YMETHOCT,04 CTpaHa Ha YKpauHcKata
yMEeTHUYKa 3aefHuua, ce cnyyu npej
u3BecHo Bpeme. Bo Toa Bpeme, TOj cé
ywTe, Baxele Kako goTorpad - JOKYMEH-
Tapuct. Of HeogamHa HerosuTe gena ce
uanaraat BO WHCTUTYLUMMUTE Kako WTO e
My3sejoT Ha MogepHaTa YMETHOCT BO
Hbyjopk wn Carnegi International, a
BK/y4eHu ce 1 Bo konekyuute Ha MOMA u
MeTpononuTeH my3ejoT BO Hyjopk.

M nokpaj TOoa WTO 3rofiemyBaweTo Ha
anTepHaTMBHWTE aKTUBHOGTM WTO Cce
ogBuBaaT HM3 uena YkpauHa Moxebu e
pesynTaT Ha He3aA0BONCTBOTO Ha AeN 04



YMETHUUMTE CO HecooaseTHata WHdpa-
CTPYKTYpa, CO TOa Ce KapakTepuaupaar u
HacTojyBarbaTa Ha HEKOM YMeTHUUM co
TpaavuMoHanHo NMKOBHO obpasoBaHue aa
ro 4onoBaT ABWXEHETO BO YMETHOCTa CO
3aMp3HyBame W [AEeKOHCTpyKuuja Ha
cuTyaumjata WTo nHaky unanyku cebe cu
ce maHudecTupa TOKMy Npeky ABuXerbe.
Bo mwuHatata roguHa 6pojoT Ha ymerT-
HULUMTE KOM MPeTXOAHO AejcTByBaa Kako
CnuMKapu a cera ekcnepumeHTupaar co
cdoTorpachuja M BMAEO € 3HAYUTENHO
aronemeH. YMeTtHukotr Wnuja Yuuka ja
npowupyeBa cBoOjaTa akTMBHOCT BO
CNMKAPCTBOTO CO TOA LWTO ja npeHaco4ysa
cBojaTta npeTxogHa doTorpaccka
aKTUBHOCT BO nocTeneHa ynotpeba Ha
uctara co uen ga ce cumynupa unm-
CKMOT Kajap W ga ce npertcrasar pgpa-
MaTUYHU cUTYyauun.

Bo nocnegHvute Meceun yMeTHoOCTa LWTO rm
CUMynupa NonuTUYKMTE GpaHysarsa AoMK-
HUpawe Ha u3noxbeHata cueHa CoO
LUnperseTo Ha KynTypHara pesonyuuja,
CnobogHa 3oHa w Mas3onej 3a nperce-
Aarenotr. Massonej 3a npercegaresor e
efHa o4 cepujata akuum nosBp3aHu co
MmefyHapogHata opraHmsauyunja Macox Bo
JlBoB, opraHusauuja nog pakoBoACTBO Ha
ymeTHukoT Wrop lMogonyak, a HaumeHy-
BaHa no Jleonong Caxep Macox koj 6ewe
pozaeH Bo JIBOB v KOj ro noapxxysatue map-
rmHanHoTo BO ymeTHocTa. OBue akuwum
cpeacTBaTa Ha MacoBHUTE MeanyMU U cy6-
jeKTUBHUTE peakuwu rv nocrasyBaaT BO
eaHa chopmanHa Tpaguuvja. Hekou opf
OBWe yMeTHULM ce obugoa Aa ce 3pobujat
CO MOnNynapHOCT MnNpeky wuanararwe BO
MockBa, kako LTo 6ewe cny4ajot co Urop
KonucTtujaHcku Koj e no notekno oz Jisos.
KonuctujaHckm 6Gewe nog BnujaHve Ha
CONCTBEHWOT CTaTyCc Ha HeoduuyujaneH
YMETHVWK BO COBETCKOTO MONMUTUYKO Teno,
coo4yBajku ce co (hakToT geka TakeBaTa
nosuyuja npuaoHecysa HErosoTo
TBOPEWTBO Aa He MOXe Aa ja Hagkusee
HeroBaTta cmpT. OBa co3HaHue, npBso, ro
HaTtepa YMETHUKOT Aa M YHWWTKU con-
CTBEHUTE fena, a notoa WM Aenara Ha
apyrute. Toj ja npowwpn cBojaTta
aKTUBHOCT npeky Tpu asu: Ha pen-
nuKauuja, pacnararbe, a nortoa Ha pesu-
Tanuasauuja.

YenexoT Ha yMeTHUUMTe BO YKpauHa WTo
ce ogHecysa 4o gobuBarbe Ha NpuaHaHue
Ha pervoHaneH unm Ha MefyHapoaeH nnax
BO rofieMa Mepka 3asucelle 0f HUBHOTO
uanararbe M ycnex BO MOCKOBCKUTE
ranepuv.  [loNONHUTENHO,  MAaauoT
uctopudap Ha ymeTHocta KOHCTaHTUH

AKVHLLIA, KaKO AOMWUCHUK Ha aMepUKaHCKO-
To cnucaHue Art News v 3a nps nar v
NPeTCTaBu YKPAUHCKUTE YMETHULM KaKo
Taksu.

YmetHuumte on Kuee ApceH Casapos u
Jypuj CeHyeHko 3a nps nar ce 3go6uja co
npu3HaHve Ha wmusnoxbarta Ha HUBHUTE
Aena so [lomoT Ha ymeTHUuuTe Bo Mocksa
1991 r. MocTMOAEPHUCTUHKOTO AEeno Hac-
TaHaTo BO NepuoAoT Ha OAyMUpPaHeTo Ha
NOCTMOAEPHU3MOT 3Ha4yewe W Kpaj Ha
urparta Bo ymeTtHocta. Oner Tucron 3aea-
HO co KoHctaHTuH PeyHoB og Kuee co
HUBHUWOT NPETXOAEH NPOEKT 3a NOCTEKNeK-
TULM3MOT ja npogdormkuja naejata 3a ybas-
uMHaTa Ha CTepeoTunoT. Tue Toa ro Kom-
6uHMpaa Co acneKTUTe Ha KOHUenTyanua-
MOT KagewTo goara Ao u3pas cogpxxuHarta
3a CMeTKa Ha 3anocrtasyBarbeTo Ha ¢op-
mara. TUCTON KOPUCTU CPeAacTBa LWTO M
HapekyBa KoHuenTyaneH 6apok, MUCNEKN
Ha 6apoKOT BO YKpawHa u HeroBaTa TeH-
AeHUVMja KOH OPHAMEHTanHoTo.

Bo Herosuot uuknyc [llapy epeH 6ewe
HacnoBeH [TpoeKT 3a yKpauHCKu rnapu v ke
6upe npukaxaH Ha Buenaneto so Cao
Maono Bo 1996, a ce opgHecyBa Ha
CTEepeoTUNnoT Ha napute Kako cumbon Ha
HauvoHanHata Kyntypa. Toa wWTO €
HacnMKkaHo He ro uHTepecupa asTOPOT,
KakO HU MOXHOTO CBefyBarbe Ha Aenoto
Ha cpeacTBO 3a pasmeHa. Co HerosaTta
ynotpeba Ha matepujany u co NnoKpuear-e-
TO Ha UenoTo Aeno co 68 cermeHTn of
CTaKO, OHA WTO € U3MOXEHO YMETHUKOT
npaeu NpakTU4HO Aa buae HefjocTanHo M
3a rnegarbe v 3a JOKYMEeHTUpare.

Bo npeTrxogHuTe NpOEKTW, Kako WTo e
umknyucot [lnaHuHa, wpejata Ha ymet-
HWKOT € eJHOCTaBHA Kako OHaa LITO MOXe
[a ce Hajae Ha KyTujaTa pycKu uirapy unu
KakowTo e eaeH Mox BnaH Bo LWeajyapu-
ja, mefyToa, OHa LITO e NPeTCTaBeHO He e
CYLWUTECTBEHO 3a AenoTo buaejku Toa e Bo
COAE|CTBO CO NEj3aXO0T U OPHAMEHTOT.

Oga npBo u3narare Ha yMeTHULMTE NpeKy
MockBa ce cnyyu BO BpPemMeTO Kapaktep-
MCTUYHO MO MHTEPECOT Ha Aen o4 MefyHap-
OAHWUOT YMETHUYKM Nasap 3a NopaHewWwHNoT
Cosetcku Cojy3. CornacHo Ha Toa OBOj
MHTEpPEC Ce Hamanu co nararbeTo Ha Toj
nasap. Mockea cUrypHo, c€ ywTe, CryXu
Kako (hopyM Of KOj MHOry yMETHWUU oA
YKpauHa TprHyBaat KOH HaTaMOLUHW
n3noxobu, mefytoa, MHOry 04 HuB
noyHysaaT fa ccakaaT fgeka nososiHata
Knuma HajHanpes Tpeba aa ce cosgasa BO
concTeeHarTa 3eMja JOKONKy ce caka fa ce
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npoaoMmkM co paboTa U CO XuBeewe BO
YKpauHa.

pyna Mnaav yMEeTHULUM KOULWWITO AUNNOMU-
paa Ha YMEeTHWYKMOT MHCTUTYT BO KpajoT
Ha OoCymAeceTTUTE uanaraa Ha peaoBHM
n3nox6bu opraHuanpaHu of cTpaHa Ha
YMETHUYKWOT  KpuTudap  Anekcagap
Conosjos. Osue ymeTHuum Gea cobpanu
oKony epHa nokauuja so Kues wWTO ce
cveTtawe 3a apucka KoMyHa, a fOMUHK-
paa urypatuBHUTe CNMKapw, 3auHTepe-
cupaHu 3a uaeute Ha boapujap BO Bpcka
CO YMETHOCTA WTO HaBnerysa BO peanHoc-
Ta. [peky NOCTMOAEPHM3MOT 3a ymeT-
HUUMUTE Ce co3aaze MOXHOCT fa ro uHTe-
rpypaaTt CBOETO Aenio BO MefyHapoAHOTO
YMETHUYKO [ABWXEHEe Ha KpajoT Ha
ocympeceTTute 6e3 Aa ce OTKaxar of
CBOjOT TpaavuuoHaneH Meguym Ha
CNMKapCcTBOTO U cnoboaara of npoueHKa-
Ta nocrtasBeHa 0f cTpaHa Ha chopmanuc-
TUTE Kako WTo e KnemeHT puHbepr w
HEroBuTEe WAen W3HECEHW BO HACNOBOT
Kpusata Ha wraghenajHoTo crmkapcTso.
Tue, BO cekoj cny4aj He 6ea geduHVpaHu
oA CTpaHa Ha Teopujata Ha TpaHcasaH-
rapaata Ha Onuea, MefyToa CoO MOXXHOC-
TUTE Ha BU3YENHWOT ja3uK Ha ABUXEHETO
ycnesaart ga ro HanywTart nucKOT/IMBUOT
aormaTtusdam Ha YMmeTHu4ykara akagemuja.

MNpesog o aHrnucku
Cno6opaanka Mapnuk Bapuwuk




Martha Kuzma

CRITERIA OF
CONTEMPORARY
ART

Today's symposium is dedicated to
identifying the criteria for contempo-
rary art in terms of measuring quali-
ty, offerring examples from various
situations. This is certainly not an
easy topic to grapple with when dis-
cussing the contemporary arts situ-
tation in Ukraine. Before proceeding
with a general historical overview of
that situtation, it is important to
emphasize that the country is 55
milion in population and that its arts
communities are often mutually
exclusive of one another, the
Eastern region aligning itself both
presently and historically with
Russia, and the Western region.
aligning itself to a greater extent to
Poland and Austria. In a conference
held last November in Kiev relating
to the dialogue within contemporary
art in Ukraine, individuals from the
underground art communities in
Odessa met individuals from the
more experimental areas of visual
art in, for example, Lviv. The con-
versation which followed in the days
of this conference was explosive as
it was the first time that a distinction
was being drawn between the
arbiters of art and the artists.

The contemporary art situation in
Ukraine is one marked by an
absence of an infrastucture to sup-
port that art which is presently being
produced by young artists as well as
an absense of a market and a net-
work of galleries to support contem-
porary art on both a commercial and
nonprofit level. This situation is fur-
ther exacerbated by the lack of edu-
cation and curriculum offerred by
the Art Academies related to con-
temporary art theory and criticism.
Curatorial initiative is also limited as
the forging of specific ideas around
which to develop exhibitions is
untracked territory and the tendency
to create ad-hoc group exhibitions
without some type theoretical or
practical approach is common. The
lack of curators in public institutions
also makes for the lack of educa-
tional and informational tools avail-
able to the general public about
those exhibitions being shown,
curbing creation of a public con-
stituency for art. The Ministry od
Culture and existing cultural institu-
tions are limited by criteria for art

which limits its discourse to the con-
fines of painting and traditional aes-
thetics. The institutions whose role
should serve to dictate what sepa-
rates art from a beautiful object or
fetish do not have the interest in
partaking in the regular artistic dis-
course which often relates to the
issues of play between form and
content, or how form replaces con-
tent or how content replaces form.
These conditions and their inter-
related problems certainly paint a
fairly grave situtation for the country,
however, the most serious problem
is the lack of exposure the exibitions
and artists receive from internation-
al curators and critics and their
pending isolation.

Given these realities, artists
seemed to have lost confidence in
the existing institutions and in their
ability to support contemporary art.
There seems to have developed a
type of art terrorism of sorts by vari-
ous individuals in an effort to bring
attention to the lack of a forum for
contemporary art, and to criticize
existing institutions for immersing
themselves in bureaucratic func-
tions rather that redirecting their
efforts toward programatic initiative.
As a result, the contemporary art sit-
uation in Ukraine has developed
into one marked by the Alternative,
with the formation of independet
associations and organizations
increasingly substituting the role of
museums and galleries and in illus-
trating the various faces of the
country's  contemporary  art.
Although this contributes to an inco-
hesive and uneven in terms of the
quality to the nature to face of
Ukrainian contemporary art, it does
serve to provide for the develop-
ment of a unique situation on which
art normally limited by a set of crite-
ria is allowed to exist will full expo-
sure, and that art is allowed to
develop free of the pressures of the
market system. What is positive in
Ukraine, which may, for example
still exist in the other countries pre-
viously referred to as the Eastern
Block is the ability to still be partial-
ly subsidized if you are member of
the Artists Union, with in inexpen-
sive studio space.

Contemporary art in Ukraine, and |
use that term loosely as it applies to
art which was produced in the 80s
and onwards, did not consist of the
same counterculture that perhaps
existed in Moscow at the same time.
Therefore, artists in the country did
not share in the same tradition of
political resistance, which integrated
regurgitation of Soviet propoganda
imagery and often partook in lin-

guistics and numerology. Ukraine's
contemporary art scene during this
time of perestroika and glasnost
was dominated by painters who
drew from the proposed art object.
Mausoleum to the President was an
action which was blocked by the
museum of fine arts in which it was
to show, after the actual nature of
the action was revealed several
minutes prior to the opening. A jar
which contained a lagre amount of
solidified fat, sat on a heater, which
would reveal the image of the
President Kravchuk when melted.
Brochures with the revealed image
of the President in Fat were distrib-
uted to journalists the day before
the action and to Presidential
Intelligence Agents the day of the
action. What ensured was a public
spectacle of the museum closing its
doors to an artist, whose exibition
they had scheduled in advance.
Several weeks following this action,
the Odessa Museum of Fine Arts
removed the artists moth infested
rotting meat in homage to the
Potemkin revolt and fired the muse-
um curator for including the work in
the exhibition. Igor Podolchak's Art
in Space will be included in the Sao
Paulo Biennial.

In July of this year, | curated the
exhibition, Alchemic Surrender, on
the battleship Slavutych in the
Crimean port and closed naval city
of Sevastopol. Although the attempt
was made to neutralize the exhibi-
tion deck from any political context
by surrounding the deck with white
flags upon which were printed
images by Soviet photojournalist
Dmitri Baltermants, the installations
in the ship were nevertheless politi-
cal.

The title implied the disorientation of
the context of the ship and its incli-
nation toward Power, contained
within a highly political climate. It
was unrealistic to organize an exibi-
tion of contemporary art on a ship
docked in the waters of Sevestopol
without military metaphor, be it in
terms of war or language. As some
art work created for the event
departed form this metaphor, other
work served as a provocation of this
issue. Drawing from Michel
Foucault's thoughts on power, it is
understood that firstly, war is sense-
less, and that secondly, war is not
governed by a set of rules.
Nevertheless, Foucault maintains
that power relations are modeled on
war, and that society is shaped by
military conflicts.

The act of encircling the ship's deck
by white flags of surrender attempt-
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ed to establish the space and its
interior as an independent field. The
flags carried images of war as taken
by Soviet photojournalist in the early
1940s as widely printed in the
Soviet newspaper lzvestia during
that time.

liya Chichkan's concern in dealing
with the seemingly grotesque and
taboo was purely aesthetic.The
artist provided a ready-made of a
mutation without being in the least
Duchampian. Chichkan's attempt
was not to shock, horrify, or enter-
tain, as is often the case with the
presentation of freaks of nature in
vehicles of mass media. Rather his
interest was to deal with form, rather
than content. Respecting the tradi-
tional context of the objects' presen-
tation as it exists in laboratories and
medical collections, the artist places
the mutant in coveed spaces
throughout the ship's deck simulat-
ing an enviornment in which beauty
and physical deformity coexist.

Hnilitski's Direct Line to the
President transforms a portion of
the ship's deck into a public space,
presenting an installation which
deals humorously with contempo-
rary issues of public opinion polling
and explores the psychology of the
individual who assumes the role of
voter.

The contrast between war and lan-
guage was emphasized in the col-
loborative work by artists Borys
Mikhailov and Serhiy Bratkov.
Viewers are invited to peer into the
Box for Three Letters, leaving it up
to the viewer to decide whether
such an object is a Pandora's Box.
Drawing from the reality of the polit-
ical tenstions associated with the
ownership of the Black Sea Fleet,
the box contains three letters which
distinguish the Ukrainian language
for the Russian Language alphabet.
Emphasizing the relations of lan-
guage, the accompanying video
peice present the artist's personal
interviews with local cultural organi-
zations and citizens of Kharkiv who
provided commentary on the con-
tents of the box.

Mikhailov and Bratkov's second
installation entitled Sacrifice to the
God of War related to man's inclina-
tion toward blood and war.

In addition to the work of these
young artists, painting in Ukraine
was characterized by a tradition of
spiritual self understanding of
abstraction associated with that
abstraction perhaps of Kandinsky.
These ideas of abstraction were



heavily reliant on a neo-Platonic
metaphysical realism about spiritual
values, or in abstract expressionism
similar to that of the American.
Painters in the 1950s who beleived
in some sort of transcendentalism.

This combination of spiritual explo-
ration and historical validation is
predominant in work produced by
the more traditional artists in
Ukraine, it is an area explored by
contemporary artists as well. Art
produced by artists in Ukraine, as a
culture at the crossroads of strong
religious tradition and a history of
mysticism, paganism, and matrira-
cy, would | cultures, would undoubt-
edly be reflective of this cultural and
historical profile.

Oleksander Sucholit together with
his group Alphabet, explored the
ideas of cultural excavation, and
possession of memory, as was in
last year's exhibition, in works of
sculpture and semi-carved stone
were presented as ancient artifacts
of an undisclosed civilization. The
works were tagged and registered
similar to artifacts found in arheo-
logical research. Sucholit is not con-
cerned with applying historicism to
the contemporary material but
rather with the formation of space in
relation to memory.

As Proust explores the depth and
density of the moment in relation to
the experience of memory, a group
of artists coordinated by artist Oleh
Tistol, partook in a group exhibition
last May in 18th century corpus of
the Kiev Mohyla Academy.
Originally supported by the patron
Petro Mohyla, the existing space
was in midst of renovation when the
artists Tistol, with Oleksander
Charchenko, Mykola Matsenko,
Russian Viktor Kisiano, Swiss
Suzanne Nederaer, and Anatol
Stepanenko chose to work with the
space. Dimply lit by what little natur-
al light passed througt the dusted
windows and in other place more
theatrically, by spot lights located in
crevices throughout the space, the
viewer was ushered forward by
Mykola Matsenko's sheets of trans-
parent plastic hanging vertically
from the ceiling. The artists'interest
in the existential dilemma of perma-
nence versus impermanence drew
him to the use of existing materials
in the space, efforts which included
graffiti of pictographs and arche-
types on dusted windows. Each
separate installation enticed view-
ers to further investigate the window
boxes either to into the past or
future.

Although these ideas of spirituality
and recollection of pagan culture
predominate in areas such as Kiev,
and Lviv, Kharkiv has been an iso-
lated enclave of conceptural pho-
tographers since the late 70s led by
pioneer. Borys Mikhailov, who still in
early 1980s, introduced to Moscow
his conceptural photography and
hand -colored Sots Art photographs
as photography is still considered
an extension of disgn and only just
being considered an art form in
Ukraine, recognition of Borys
Mikhailovs'works as a form of con-
temporary art was not recognized
by the Ukrainian art community until
recently. At that time, he was still
referred to as a documentary pho-
tographer. Recently his work was
shown at such institutions as The
Museum of Modern Art in New York,
And Carnegie International, and
included in the private collections of
MOMA, and the Metropolitan
Museum of Art in New York.

Although the rise of alternative
actions, happening like activities
throughout Ukraine may be due to
the realistic frustration on the part of
the artist in the weak infrastructure,
this may characterize the efforts on
the part of artists traditionally
trained in the art of painting, to seize
motion and movement in art, by
freezing and deconstructing a situa-
tion that physically manifests in
movement. In the past year, the
amount of artists who were previ-
ously regarded as painters, who are
now experimenting with photogra-
phy and video is quite high. Artist
lliya Chichkan, extends his activity
in painting, which reversed the
activity of successionist photogra-
phy, into the sequential use of pho-
tography to simulate film stills and
dipict dramatized situations.

In recent months, art simulating
political agitation have dominated
the exibition scene with The
Expanse of the Cultural Revolution,
Free Zone, and Mausoleum to the
President. Mausoleum to the
President is one in a series of action
- related spectacles by the
International Masoch Foundation in
Lviv, a symbolic organization direct-
ed by the artist Igor Podolchak,
which was named after Leopold
Sacher Masoch who was born in
Lviv, and which pursues the margin-
al in art. These actions manipulate
vehicles of mass media and subjec-
tive reaction to a formal traditions.
Some of these artists went on to
gain some prominence through
exposure in Moskow as was the
case with Igor Kopystiansky, who is
originally from Lviv. Kopystansky

was influenced by his status of
unoffical artist in the Soviet body
politic, facing the reality that his
position of inoffical artist would
insure that his work would not sur-
vive his death. This was what drew
the artist toward firstly, destroying
his own work and then the work of
others. He extended this activity to
include a three step process of repli-
cation, decay, and then revitilization.

Success for artists in Ukraine, in
terms of gaining recognition in the
regional or international circuit, was
predominately determined by their
exposure and success in Moscow
galleries. Additionally, a young art
historian by name of Konstantin
Akinsha was hired as correspon-
dent for the American magazine, Art
News, and was the first correspon-
dent to provide exposure to
Ukrainian artists as defined as such.

Kievan artists Arsen Savadov and
Jurij Senchenko received their first
accolades during the exibition of
these works at the Moskow Hall of
Artist in 1991. The work which was
postmodernist in the face of the
death of postmodernism related to
the andgame situation in art. Oleh
Tistol, who, together with Konstantin
Reunov from Kiev, proceeded with
their project on post-eclecticism,
pursued the ideas of the beauty of
the stereotype. In combining this
with aspects of conceptualism in
which could be present but form
neglected.

Tistol, using the tools of what he
refers to as Borogue Conceptual,
referring to Ukrainian Boroque and
its tendency toward ornamentation.
Peter Osbourne refers to the idea of
the postconceptual painter in his
essay, Modernism, Abstraction, and
Return to Painting, where a painting
capable of "addressing the framing
conditions of a painting, through the
intervention with the realm of repre-
sentation itself.

In his Money Series, one of which
entitled Project for Ukrainian Money,
which will be shown at the Sao
Paulo Biennale this Fall, relates to
the stereotype of money as a sym-
bol of national culture. That which is
depicted does not concern the
artist, neither does possible refer-
ence and reduction of the work to a
value of exchange. In his choice of
materials, and by covering the
entire work with 68 rectangular seg-
ments of glass, the artist makes that
which is represented practically
impossible to view and to docu-
ment.
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In previous projects, such as the
mountain, the artist's source for
image may be as simple as one
found on a package of Russian cig-
arettes or a Mont Blanc in
Switzerland, however, what is rep-
resented is not important to the
work, as the work is interplay
between a landscape and an orna-
ment. For the artist, end product of
what is inferred by an image is inad-
vertently open to fluctuation, or
even deterioration, and as a result
painting as an activity is upheld that
which may be at the same time
infininite and immediate.

These initial exposure these artists
via Moskow which occurred at a
time which was marked by an
interesest on part of the internation-
al art market in the former Soviet
Union. Eventually this interest
waned as the art market also
declined. Moscow certainly still
serves as a forum from which many
artists in Ukraine travel to gain
exposure, however, many are find-
ing that a situation must be created
in their own country if they are to
continue to work and live in Ukraine.

A group of young artists who recent-
ly graduated from the Art Institute in
the late 80s, exhibited on a regular
basis under the curatorial initiative
of the art critic Alexander Soloviov.
These artists were centered around
a location in Kiev referred to as the
Paris Commune, and was dominat-
ed by figurative painters who were
interested in Baudrillard's ideas
about art penetraing reality.
Postmodernism allowed these artist
the opportunity to integrate their
work into the international art move-
ment of the late 80s without depart-
ing for, their traditional medium of
painting and the freedom from
judgement propounded by formal-
ists such as Clement Greenberg in
his ideas expounded in the Criss of
the Easel Painting. They were cer-
tainly not defined by the theories
proposed by Oliva's Transavan-
guardia, however, they were drawn
to the movement's provision of a
visual language and means to
depart from the strident dogmaticm
of the Art Academy.
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MAPHJA BACKO :

T (OHCTPYK
Bpatika Cranammg BO HPOHECM

W Ha NUKOBHATa ymeT

acnexT

Bo rpagot Jlor, Bo 1981 roguHa, BO
BPEMETO Ha [AejcTByBarbeTO Ha
amwxereto "ConuaapHocT”, non-
CKUTE YMEeTHUMUW opraHudvpaa
ronema uanoxba Ha coBpemeHarta
YMETHOCT HapedeHa KOHCTpykyuja
BO npoyec. Toa Gewe Hajronema
HesaBucHa MaHudpecTaymja 6uno
Kora oZp>xaHa Bo nosoeHa loncka.
OTToraw ce ogp>kaHu ywTe 4eTupm
n3noXx6m KoHCTpyKuymn BO npouyec,
a nocnegHarta 6elue BO anpun osaa
roguHa BO Mitzpeh-Ramon BO

A ; Mapwuja Backo
apaen Maria Wasco

__Mapwia Backo (popgeHa 1957.), ymeTHu4Ka o Moncka Koja xusee v
pa6oTu Bo Jlof n BepnuH, copaboTysalue co Pudapg Backo Ha opra-
Hu3auujata Ha cute KoHCcTpykyun BO rpoyec. Kako rocTuH Ha
Copoc LleHTapoT 3a coBpemeHa ymeTHoOCT - 3arpeb, npecTojyBalle
BOo 3arpeb Kade ogp)xa npejasarbe W rm npukaxa dgunmosute
HanpaBeHn No noBoa uanoxbarta: KoHCTpykyuja BO rnpoyec rnos-
TopHo Bo Jlor (1990.) Ha Jlex HYonHOBCKM, Kako 1 cBOUTE (PUNMOBU
Mojot gom e TB0j gom (1993.) u AneH mHc6epr Bo My3ejoT Ha ymeT-
Huymte Bo Jlor (1993.). Toa 6ewe noBoj 3a HAWWOT pPasrosop.
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Bpaska Ctvnanumk: Bo 1981 roguHa BO
Jlor egHa mana rpyna Ha yMeTHuym ja opra-
Huanpawe wuanoxbara KOHCTpyKuymja BO
npoyec. WWTo Bn gage cuna 3a ga opra-
HU3npare egHo Taka rosiemo cobmparbe Ha
yMeTHUYnTEe?

Mapuja Backo: Cekoraw ce notpebuu ase
paboTu: rpyna Ha nyfe Koja caka aa
HanpaBu HeWTO W HEeKoj Koj Ke 6uge
AYXOBEH ABuraTen Ha Toa, He wed, Tyky
OHOj KOj Ke rn aasa ugeute. A AyXoT Ha

XKUBOTHO KO€ XXuBee BO 300/0WKa rpagu-
Ha. Toraw 3a npBnat BWAOB Jeka
NpPOMEeHUTE ce BO3MOXHW. Toa BegHaw ce
3abenexa Ha nyreto: Tue noyHaa npwuja-
TeNCKU Aa ce ofHecyBaaTt efHU KOH Apyru,
HEeKako Ce OTBOpuWja, CMTe HewTo opra-
HU3Upaa, ro MeHyBaa CBOJOT XMWBOT ¢
cutyaumjata Bo 3emjata. Cekako, oBue
npoMeHu Bnujaea U Ha ymeTHuuute. Ce
coBnagHaa HEeKONKY OKONHOCTWU: npBo,
Tyka bewe wuaejata Ha Pwyapg, noroa
MOLUHE eHTy3ujacTu4kara cuTyauuja BO
3emjaTa Kako v rpynara mnaaw nyre: ymet-
HALUM M CTYAEHTM KOW, UCTO Taka, cakaa

Pwuuapg HoHac, uHctanaumja Ha Tema "MojoT aom e TBoj Aom"

npercrasexa Ha "KoHcTpykuwja 8o npoyec "IV, 1993, Myaej Ha ymerHuymre, Tunka , Nloy, Moncka
Richard Nonas, Installation "My Home is Your Home"

presented on "Construction in Process” IV, 1993, The Artist's Museum, Tylna Lodz, Polland

uenara npukasHa e ymeTHukoT Pudapp
Backo. Toj nopaHo natysawe no
3anagHute 3emMju 1 cakawe u Bo lNoncka
Aa Hanpaew gobpa u ronema uanoxba. Bo
1980 roguHa y4ecTsyBale Ha uanoxobara
Bo Hayward Gallery Bo JloHAoH u BO
Myzejotr "Kroler Mdller" Bo Orteprno,
n3noxou KoM ja npeseHTUpaa ymeTHocTa
Ha 70-Te, rNaBHO MUHUManNHaTa u KoHuen-
TyanHata ymeTHocT. Toraw ce paojae Ha
uwpejata ga ce Hanpasu u3noxba BO
Moncka, a Taa uaeja BUCTUHCKU 3axkusea
CO NONMUTUYKKUTE ABuXera BO [loncka.
YyBcTByBaBMeE Aeka cé e BO3MOXHO. Hue
1 NpeTxoaHo paboTeBmMe Co rpyna Ha ymeT-
HAUM nomanu " cnydysama", He3aBUCHU
(OUNMCKM NPOEKUMKN, M3NoX6K, HO Toraw
ce YyBCTByBalle cunara Ha NpoOMeHuTe BO
cekoja cutyauuja. PogeHa cym u nopacHas
BO couujanucTuyka 3emja U MUCnes: Toa e
Taka W Taka cekoraw Ke 6uge, Kako

HEeLWTOo Aa Hanpasar. A WTOo HU Aaae cuna?
Mucnam geka Toa He e npawarse. AKo ce
caka HewTo Aa ce Hanpaswu, Toraiw Toa ce
npasu.

B.C.: Ha wuanox6ara og 1981 roguHa
nosukasTe ymetHuyn mery kom b6ea Con
JleBut, Kapn AHgpe, Puvapg /JloHr, JaH
Auberc, Puuapg Cepa, [enmnc OneHxajm,
uHTEP EKEp 1 TH., MOLIHE No3HaTn ymer-
HuYn. Mu ce 4YuHu gexka couymjanHoTo
asmxerse Bo [losicka cunHo rv npusneyve
nyrero.

M.B.: TouHo. BcywHocTt, Pwuyapg ja
Hanpasu nucTara Ha ymetTHuyute. Naejata
6elwe aa ce Hanpaew npernej Ha yMmeTHoc-
Ta Ha 70-Te, na TOj r'v NOBUKa YMETHULMTE
KOW cakale Aaa rv npetctaeu Bo Noncka.
Toj He pa3mucnyBsawe aanu ce Toa "rone-
Mu" yMeTHUUM W ganu Ke ro npucparar
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NOBUKOT. Hekou oA YMEeTHUUUTE TOj v
3anosHan npeTxoAHoO Ha CcBOWUTe nary-
Barba, HO NOroNemMuoT Aen Of HUB He U
nosHasawe. Cekako, coyujanHuTe
npomenu Bo Moncka ru Bo3byaysaa nyreto
TONKY MHOry WTO TWE cakaa oAbnucky Aa
rv 3anos3Haar. Toa 6ea 3Ha4yajHM UCTOPUC-
KW HacTaHu 1 ce pa3bupa geka npusnexkoa
N YMETHWUUM KOU MM uHTepecupaart cnobo-
para Ha nyfrero, cnoboparta
BOONWTO...HWEe He o4ekyBaBmMe AeKa cuTe
nokaHetTn Ke fojaar, merytoa, peuyvcu
cuTe ja npuchatuja nokaHara. bapaesme oj
yMeTHUUUTE Aa v ucnparar cBouTe
NPOeKTM u 6eBMe UW3HEeHaAeHn Kora,
peuyvcn, cuTe nu4HO pAojaoa. bewe
npekpacHo, MOXeBMe [a M cpeTHeme
cUTEe TUEe yMeTHUUM, Aa paboTume CO HUB.
PaboTeBMe Ha NOMHAKOB HAYUH Of OHOj Ha
KojwTo paboTaT ranepuuTe Kora opra-
HU3MpaaT U3nNoXXo6u: AMPEKTHO 1 CNOHTaHo,
cuTe copaboTyBaBme, OAAENHW rpynu Ha
nyfe pabortea 3aefHo. [poexkTuTe ce opra-
Hu3mpaa "in situ". Co ymeTHMuMTEe oaesme
B0 (pabpuku, 3artoa wWTo 3a minimal art
6ewe noTpebHa wHAycTpucka uasepgba...
Toa 6Gewe ronem aHraxxmad u Bo3byay-
Barbe 04 AseTe cTpanu. Ho nmasme u feed
back og onwTecTeoTO: paboTHULUK, Nyfe oA
"ConuaapHocT", ABMXeHe 4Yne 3Ha4ere
Toraw 6ewe cocema MOVMHAKBO OTKOMKY
pexec. "ConupapHocT" HM ja gape ceTa
MOXHa TMOMOLW: MmaTepujan wu ycnyru.
KoHcTpykyuja Bo npoyec He Gewe camo
n3nox6a, TyKy Tyka umailue u Myntumeau-
janHu cnyyyBarba, Teatapcku npeTcrasu,
KOHUEepTH, npeapasawa, cpefgbu co
uHTenekTyanuu...MHTepecuparbeTo 3a Toa
6ewwe ronemo 8o MNoncka n MHorymuHa Aoj-
Aoa Ha oTeaparbeTo Bo J1of.

B.C.: Kakos bewe KOHTaKTOT co Apyrute
rpagosu so lNoncka?

M.B.: Pu4apg umalue naeja nanoxbara aa
cé opraHuaupa BO MHOry rpagosu BO
Moncka. KoHTakTupawe co nyfe opf
Bpounas, lNosHars, JlybnuH u T.H., HO
copaboTkara He bewe cocema pgobpa u
Hemawe [OBONHO Bpeme, na ce oAny4u
uanoxobara ga ce Hanpasu camo Bo Jlof.
Ho 3artoa cute nyre kou umaa (nonynpu-
BaTHW) ranepwm gojaoa Ha oTeapareto U
Toa HaBucTuUHa Oewe ronem HacTaH BO
Moncka.

B.C.: Con /fleBur Hai

SugHa crnnka

(wall painting) Bo TexctunHxara gabpuka,
WTO MogouHa ce yHuwTH. Karanoror 3a
M3n0Xx0 ro nNos syeasrte 8o [loncka,

TO] € PUHAIN3 80 HbyJOpK..




Kako 3aBplum Bawara npsa KOHCTpyKyuja
BO npouyec?

M.B.: Con JleBuT 6elue BeKe NpeTxogHo BoO
Moncka u Toraw ro Hanpaew NPOEKTOT 3a
suaHaTa cnuka. Toj Hu Aage MHCTPYKUMK
Kako ga ro ussegeme v Hue camuTe ro
nasegosme. Cekako, nocne wusnoxéarta
HWe cakasMe fa ja 3agpXume Taa crapa
thabpuka Koja Beke He 6Gewe BO ynoTpeba,
a Koja Hue co eaHa ucupnyeadka pabora ja
cpeausme 3a usnoxbara. Besme MHory
3a10BOSTHA CO MPOCTOPOT U cakasme ¢hab-
pukata faa ja 3agpXume 3a YMETHUYKK
akTusHocTu. Ho, 3a xan, Ha 13 gekemspu
1981. n3bysHa BOjHMOT ypaap. BeywHocT,
uanoxobara Tpebawe fa buae oTBOpeHa
of 22 okTomBpK Ao 15 HoemBpwu, HO nopa-
AW TONeMMUOT WHTepec Ha nyreto Kowu
foafaa oA uenaTta 3emja 3a Aa ja Bugar
u3noxobara Taa e NpoAoc/MKeHa A0 KpajoT

fAanxnen [utpue, "KoHcTpykuuja Bo npouec”, Moy, 1993
Daniel Dutrieux, "Contruction in Process", Lodz, 1993

Ha HoemBpu. Beke 6eBme Ha nat ga ro
pobueme npocTopoT, HO Toraw, Ha 13
Aekemspu, cé nponagHa. Co geHoBM Ha
ynuuute wumawe TeHkoBu. Cé bGewe
3abpaHeTo, HUWTO He MoXewe jJa ce
paboTtu. MImawe nonuyucku Hac, na nocne
AeBeT 4acoT HaBeyep He cMmeelwe ga ce
uanerysa. 3abpaHeTo Gewe cobuparbe Ha
nyfeto, noepeke oA Tpojua Beke bewe
rpyna...3abpareto Gewe pga ce “"oTsopu
ycTa". AKO HeKoj cakawe Aa Kynu xapTuja
3a nuuwysarbe Tpebawe pga ja nokaxe
nuyHata Kkaprta, a nucrtoeute Gea
obenexenn. W, ako nogoyHa ce
AOKaxkele feka 0f HUB ce NpaBeHu neTo-
uu, TMe Gea ocyayBaHu. Mnu nak, ja
npoBepysBaa malmMHaTa 3a ga Bugar ganv
6yKBUTE CE UCTW KAKO OHME Ha neTouuTe.
Cenak, BegHaw no4yHaa "nogsemHute"
asuwxerwa. O epHa cTpaHa cé 3anpe,
6eBMe LWOKVMPaHW n OGNOKUpaHu, HO no
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HEKONKY feHa MoYHasMe MOBTOPHO Aa
paboTuUMe, 3alITO HEe MOXe caMo Aa ce
ceau u aa ce nnave.

3a Bpeme Ha BoeHaTa gukTartypa Puyapa
Aojae Ha waeja Aa HanpaBu HEWTO Kako
KHura Ha ymeTtHuum ("art book"): Ha
pas3nuyHu ymetHuuyu, oa loncka u opf
CTpPaHcTBO, Off KOM Hekoum bHea u Ha
nanoxobara. W, cekako, He MOXeBMe ga
Habasume xapTuja, na KynueMme naknanup
KOJLLITO e4UHCTBEHO MOXeLe Aa ce aobue.
Ha kpajot, pobueme epgHa npekpacHa
KHWra u Kora ja nokaxysasme Toe ce
YMHeLLe KaKo HejauHa npegHoCT, a He Kako
€4NHCTBEHO MOXXHO peLueHue.

A WTO ce opgHecyBa A0 KaTanorot
KoHetpykymn Bo npoyec uenata paborta
3anpe BO AeKeMBpU, Na HawmnTe npujatenu
BO Hbyjopk ognyyuja aa ro otneyarar Kar-




anorot oa uanoxbara. bewe TOa epeH
MHory y6as rect. ' cobpaa marepujanure
Ha YMETHUUUTE KOW Yy4ecTByBaa Ha
uanoxbara u ro otnevaTuja KaranoroTt co
CBOM napw.

B.C.: YmeTHuynte kom y4ecrsysaa Ha
uanoxbara ru nogapuja ceouTe gena...

M.B.: Tue Hu rv nogapuja ceoute gena, Ho
HWe cmeTaBMe faka e nogobpo goHauwja-
Ta Aa My npunagHe Ha "ConugapHocT”, Ha
OBWKEHEeTO KOe HaBUCTUHA O WU3MEHU
xusotor BO [loncka wu BO EBpona.
"ConugapHocTt" Gewe He3aBUCHO
ABWXKEHbe, a Heroparta nonynapHoct bele
ronema. HanpaesuBme [JOrosopu CO ymeT-
HAUMTE M UenaTa Konekuwja My ja
noaapveme Ha "ConugapHocTt".
Mnanupaeme paa pgobueme nocTojaH npoc-
TOp BO KOj OM ja HyBane konekuujata un Bo
KOj 61 oApXKyBane yMeTHUYKU aKkTUBHOCTH,
HO KOra ce Cny4u BOjHUOT yaap, Konekuyu-
jata ja gagosme Ha Mysejot “"Stuzki" BO
Jlof kage v geHec e uanoxexa.

B.C.: Bropara KoHcTpykyuja Bo npeyec ce
ogpxa 8o MuHxeH...

M.B.: Bo 1983. Puyappa v jac otnatysasme
3a (epmaHuja n NoBeKe He MOXeBMme Aa ce
spatume Bo [loncka. Mo cakane Toa unum
HE, HWe MopaBMe pfa ocTaHeme BO
[epmaHuja. Ho HacTojyBaBMe u noHatamy
Aa paboTume na Taka v Aojaosme Ao uae-
jaTa KoHuenuujata Ha KOHCTpyKUmnUTe BO
npoyec aa ce npeHece Bo Mepmanuja. Cute
36opyBaa feka TakBO HEWTO MOXe Aa ce
opraHuaupa camo Bo [loncka, B8O
WcTouHuTe 3emju, a He BO 3anagHute
3eMju, BO KanuTanuamoT Kajae yMeTHuuuTe
HUKoralw He 6u ce cornacune aga paéorar
Ha TaKOB Ha4YuH W Noj Takeu ycnosu. Hue
MUCNIEBME JeKa e MOXHO KOoHCTpykuymjata
BO rpoyec pa ce Hanpasu UM Ha 3anag u
ycneasme Aa ja opraHusmpame 80 MUHxeH.
MoBTOpPHO [Aojgoca  yMEeTHUUUTE KoM
yyecTByBaa Ha npBaTta u3noxba, a
noBMKaBsMe U ApYyru YMeTHULUM. VIHTepeceH
€ Ha4YMHOT Ha KOojwTo ce u3bupaa ymer-
HuuuTe: u3bpasme camo 15 ymeTHUUM o4
npsara u3noXxba v Toa OHMe KOMU HajMHOry
ce aHraxkvpaa v Kou v gajgoa nogplika Ha
nanoxobara. Cekoj o4 HuB notoa usbpa
ywte gsajya ymeTHuum, 3Haum 1 nnyc 2. Ha
TOj] Ha4uH cobpasme okony 50 yMeTHUUM.
CopaboTyBaBme CO OAAenoT 3a Kynrtypa
Ha rpagoT MukxeH, co Manepujata "Brigitte
March" Koja Hajge crnoH3opu u abpuku
KOW Aagoa matepujan v nomoLl Bo ussen-
6ara Ha pabotute. pagoT MUHXEH UM ro

obesbegn NPecTojoT Ha YMETHULUTE U CN.
3Hauu, fJoKaXkaBMme Aeka Toa € BO3MOXXHO.
Bewe Toa ronem HacTaH BO
Kunstlerwerkstadt. FlepmaHckuTe ymeTHULM
ywTe nopaHo uMmaa uanaradHo BO Taa
habpuyka 3rpaga (3rpaga, WTO nNopaHo
6ewe habpuka), a HUe camo Manky ja peH-
BMpaBme... YMeTHULMTe NOBTOPHO Aojaoa
Aa BUAAT Aanu Toa Ke (PyHKuuoHupa BO
HoBuTe ycnoeu. Mianoxbata KoHCTpykumja
BO npoyec Beke 6ele nosHata Bo Hyjopk.
Toa He Oewe obu4Ha un3noxba,TyKa
noeeke ce paborewe 3a Koonepauuja u
3aeHVLLITBO, 3a NPOTeK Ha nAeun n eHepru-
ja. Bo cwunmoT WTO ro npukaxasme BO
3arpeb KoHcTpykyuja B8O npoyec rnosTopHO
Bo Jlof ymeTHuUKOT KeH YHCBOPT o0f
ABcTpanuja ja cnopeau usnoxbarta co
TONMMHA WTO cOo3jaBa eHepruja unm, Kako
wTto peye Puyapp HoHac, Ha uanoxo6ara
cTaHyBa 360p 3a copaboTka, KOeraucTeH-
uvja, 3a pasmeHa Ha ugen M eHepruja,
3Ha4YM NOTTUKHAT € edeH npouec.
CnoHTaHo, ce opmupalle BTOpara
Konekuuja Ha KOHCTpyKuun BO rpoLec W
Taa e nogapeHa Ha rpagot MuHxeH Kage
MOXe Aa ce BUAN BO pasnnyHu My3eu.

B.C.: Bo lMoncka nocrou Tpaguywja Ha
36UpKY Kou v cobparne caMmuTe YyMeTHUL.
Mpynara Ha ymeTHuyn PesonyynoHepHu
ymeTHuyn: Bnagucnas CTpXeMUHCKM,
KaraxuHa Kobpo, XeHpuk CTaxescku...
BO TPUECEeTTUTE roanHn cobpaa egHa
3HavajHa 36upka Ha pgena ogf Apn, BaH
Hecbypr, EpHer, Wsutepe, Jlexe... Mu ce
YMHW geKa BawmTe Konekuywn ja
npogosKysaart Taa Tpaguyvja.

M.B.: CtpxemuHcku 6ewe npodecop BO
Jlof 1 6u MOXeno Aa ce Kaxe geka Toj
ympe oa rnag so 50-te roguHu. Bo Toa
BpEME Ha PpeancouujanuaMoT HUKOj He
pasbupawe wro pabotn TOj. Cekako,
MMame HarnaceH emMouvoHaneH oAHOC KOH
TWE rOMeMM YMETHUUM KOW ro MeHysaa
chakareTo Ha ymeTtHocta. Bo wucTo
Bpeme, Tve 6ea W OMWTECTBEHO MOWHEe
CBECHW YMETHULW: OpraHuanpaa uanoxom,
co3fjaBaa KoMekuum M NOCTOojaHo
nokaxysaa feka yMeTHocTa ro MeHysa
ONLTECTBOTO.

B.C.: Kora 3aBpwu BoeHaTa AuKTartypa,
Bue ce Bparmere Bo lloncka...

M.B.: Bo lMoncka nonutuyku nNpomMeHn ce
cny4uvja Bo 1989., Toraw umatue cnoboaHu
1360pu... AypU Toraw MoXeBMe Aa ce Bpa-
Tume BO [Moncka. Cekako, cakasme W
uanoxbarta aa ja "sBpatume" Bo [loncka,

-

pa "warpagume moct" co usnoxbara
KoHeTpykymja BO npouyec WTO ja Hanpa-
BuBMe Bo MuHxeH. Hu 36opyeaa: "Hema ga
MoxeTe Aa paboTuTe BO TaKBMW YCNOBW BO
Moncka". N HaBuCTUHA, HA MOYETOKOT
fewe MHOry TEWKO, WMawe ronemu
EKOHOMCKM W NONUTUYKK npobnemu,
HULWTO He thyHKumoHupalwe utH. Cobpasme
nyre Kou cmeTtaa geka waejata e gobpa.
CopaboTyBasme co ranepuvjata
"Wschodnia" koja Bo TekoT Ha 80-Te ja
covyBa ceojata underground akTWBHOCT,
notoa co Agam Knumuak u co Jepxwu
Mkeprocku. Tue BO TEKOT Ha cuTe Tue
roguHu 6ea BO KOHTaKT CO YMETHULUTE 04
Moncka, u CO CUTE HEe3aBUCHU ranepuu.
Hue r Boogywesysawe ugejata Ha
KoHcTpykymja Bo npoyec, Koja nocne 10
roguHn opf npeata u3noxba, 6ewe
MUCTOPUCKM HacTaH. lMoyHasme pa pabo-
Tume, cobpaBme HOBW, Mnagu nyfe u ce
co3gape atmocdepa... UM Toraw ymer-
HULUTE NOBUKAaa yMETHULW, NOBEKE 0f CTO
ymeTHuuu. MNoauHata 1989. 6ewe roguHa
Ha MONUTUYKKM NPOMEHU BO Lena McToyHa
EBpona, no4HyBajku op  [oncka.
YMeTHUUUTE ce pagysaa Aeka MoXart nos-
TOPHO Aa Aojaat Bo [loncka nopagu
[obpuTe CnoMeHV Kou rv Bp3yBaa 3a npsa-
Ta usnoxba KoHCTpyKyuja BO npouec, Ho,
UCTO Taka, W onuwrtecTeeHatra U
nonuTU4YKara cutyauuja 6ewwe 3Ha4vajHa.

YMeTHUUUTe M noctasuja csouTe fAena
HW3 uUenuoT rpagd... BeywHoct, ywTte BO
MuHxeH pgenaTta rv nocrasysaBme Ha
pasnuyHu Mecta, HO OBOj maT rU nocra-
BUBME W BO NPUBaTHW CTaHOBW, XOTENW,
cnyxbeHun wn Hecnyxb6ewu ranepuu, BO
cdwmnmMmckaTta wkona, BO TeaTapoT, BO
napkoBuUTe, Ha ynuuuTe, Ha SUAoBUTE Ha
Kykute...Ha npumep, penoto Ha Jlec
JleBuH Gewe nnakart Koj Tpebawe fga ce
cTaBu Ha TpamsauTe. Peuucu cute Tpam-
Baun Kou Bo3ea Hu3 J1of rm Hocea HeroesuTe
nnakatu. Toa bewe ronema akuuja: egHa
HOK OTMAOBME BO Aeno kage Tpebawe 3a
HEKOSKY 4aca ga ru 3anenvme cute Tue
nnakatu. Pabotesme gecetopuua-netHae-
ceTopuua, Maykajku ro nenakort co paue.
Bo epgeH momeHT Jlec JleBuH wu3BuKa:
"Tonky MHory nyfe, a camo fse 4eTku"!

B.C.: Kako ce gojge ao naejara 3a chopmu-
pare Ha MysejoT Ha ymeTHuyute (Artists’
museum)?

M.B.: [lo oBaa uaeja aa ce opraHuaupa
My3sej Kako egHO hUKCHO MECTO Ha yMeT-
HU4YKaTa akTMBHOCT aojae Pwsapa Backo.
[obueme epra dabpwuxa xana Koja ja
peHoBMpasmMe.
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B.C.: Usrnega pgexka ymeTHuyute ce
MoCrnoco6HN 04 UCTOPUHAPUTE Ha YMETHOC-
Ta, 3aWTO CUTe npeypesysarka rv Hanpa-
BUBTE camu, co cBou pauye. Bue 3Haete
Kako Toa ce npasW, UMaTe WUCKYCTBO M
Bosja... Kora Hekoj 6um um pgan Ha
UCTOPUHaPUTE Ha YMETHOCTa Takea 3rpa-
Aa, 6ea napm 3a ypejysare, HULTO He bu
ce Cry4urno.

M.B.: TouHO. 3Hauu, NOBTOPHO ro Cpeau-
BME NpOCTOPOT U ro oTBopusme My3sejor
Ha yYMeTHUYMTe KOj O Hapekosme
MeryHapogHo npuBpeMeHo YMeTHUHKO
3gpyxenme (International Provisional Artists
Community). Imasme CoBeT Ha yMeTHULM,
04 KOM MHOTyMMHa y4yecTsBysaa BO
npeTxoanute KoHcTpykywn. Mpetcepaten
e Emet Bunujamc. Ho, Hu TOj npocTop He
MOXeBMe Ja ro 3agpxume, na ce
obugoeme ga pobueme Apyr. KoHeyHo
pobueme ybaBa Kyka Koja BO npusemjeTto
uMa rpacdmyka pabotunnuua, notoa coba
3a pasBuBarbe Ha hoTtorpacum, KaHuena-
puja n coba 3a cegere. Tyka ce Haora
u3nes 3a rpaguHara BO Koja ce Haofaar
CKynnTypu Kou rv nogapuja byku LLsapu,
Tom Bunc v uHcTanayujata Ha Tunmad
KyHuen. Ha npBuOoT KaT ce HaofaaT
nanoxbenute canu, 7 cobu... Tyka e
TpnesapujaTta u KyjHaTta Koja H1 e ocobeHo
3Ha4ajHa. Pwyappg ceojata eHepruja ja
Haco4yBa rpuxejku ce 3a nyfeto, Heroea
rpuxa e Aa r Hanpasu CpekHW U aa rv
Haxpauu. 3a Bpeme Ha wu3noxbara
KoHcTpyKymja BO npoyec Toj ueno speme
roTeewe. 3a Bpeme Ha 4ersprara
nanoxba Mojor gom e TBOj [4OM, BO
My3ejoT Ha ymeTHUUWUTe HeroBaTa WHCTa-
nayuja belwe roTeere Ha cyna.

Apgam Kumyak rm BOogu OpraHu3auuoHuTe
paboTtu Ha MyasejoT.

B.C.: Puyapg wma kaxaHo gexka Herosa
Xxenba buna ga opraHnsvpa nanoxoba koja
uckpeHo 6w Ouna wuHTErpupaHa BoO
ONWTECTBEHUOT XM1BOT...

M.B.: MpeobutHata upeja bewe ymeT-
HUUMTEe mefycebHO Aa ce noBpaar, 3awTo
ceKorall ce nojasysaat Mnaaw v HoBu nyfe
KOW umaaT uHTepec u xenba ga paborar.
Co Hac He paboTaT camo yMEeTHULUW, TYKY U
APYr: CeKOj KOj MOXe Aa MOMOrHe, Koj
caka ga copaboTysa wnM nak camo Aa
6uge Tyka. Toa e npBOTO HMBO Koe e
MOLWHE KOHKPEeTHO. BTOpOTO HMBO €
WHpere Ha yMeTHUYKaTa akTUBHOCT HU3
UenuoT rpag, a CnegHoTo HUBO € Koon-
epauuja co nyfeto, 6uaejku cekoraw
6apame CNOH30pW, MNOMOW W3paseHa BO

paboTa, BO matepujan. Ha npumep, cera 8o
W3paen, umasme egHa 6eaymHcka thamun-
vja Koja HW nomarawe. Tue XuBeeja BO
nyctMHaTa Kage u Hue pabotesme, Kako
Hekoraw npea wunjaga roavHW. Hekowm
ymeTHuUn pabotea co Hue. [lokpaj
HWBHWMOT WaTop u3pacHa geno. O6uyHo e
Taka- 3a KOHCTpykyuuTe BO rpoyec ce
3Ha4ajHu CUTEe MOXXHW KOHTaKTW CO NyfeTo,
He CaMO KOHTaKTUTe CO yMETHULUUTE, 3a Aa
ce npowvpu cakareTo Ha YMEeTHOCTa,
nogpayjeTo Ha yMmeTHocTa M Toa ga ce
nocTurHe co Kkoonepauuja, cO MOWHe
06M4HM aKTUBHOCTM KaKo LUTO Ce roTeeHe,
Aasarbe ycnyrv unu ocranysare Ha npoc-
TOp 3a BO Hero Aa ce peanusupa geno. U
TOa HaBUCTUHA PyHKLMOHUPA.

B.C.. Jdamm T ce 4uHu geka
CKynnTopcknoT npoekT 8o MuHctep 1987.
umMa cnm4HocT co KOHCTPpyKYymUTEe BO MPOo-
yec m ganu rnoctom Bpcka mery tve fgsa
npoekTn?

M.B.: Cekoraw noctoM YMETHOCT BO
ONWTEeCTBEHUOT npoctop. Toa bewe
3Ha4yaeH NPOeKT, jac ro ueHam, HoO Hemawe
BpCKa CO HaWMOT NpoeKT. Kaj Hac akueH-
TOT € CTaBeH Bp3 copaboTkara Ha ymeT-
HUUMTE, COCeMa He3aBUCHO Of, UHCTUTYLM-
ute. Toa @ KapakTepucTU4HO 3a HawwuTte
n3noxou, OAHOCHO cnydysBara (evants)
Kako WTO HWe M Hapekyeame: 3awTo
nanoxba, Kako u cpegba Ha ymeTHuumuTe
MOXe Aa uMa cekaje, MoOXe ga nocTou
nogobap “nu nosiow MPOEKT, Toa He e
cywTecTBeHo. OHa WTO € CyWTEecTBEHO
Toa € Aa Ce aHumupa 3aejHuykarta
eHeprvja u Taa Aa ce pawvpu.

B.C.: peg Hexkonky meceuyn ce ogpxa
nerrara KoHCTpykuyuja BO npoyec B8O
Uspaen, Bo manoto mecto Mitzpeh-Ramon
cpeje nycTuHa, a cregHara ce nnaHvpa so
CugHej...

M.B.: MNocTojat mHory orpaHouy Ha Mysejor
Ha yMeTHuyuTe BO CBeTOT: BO Hbyjopk,
Kapgud, AjHaxoseH, BepnuH, [Mapwus,
Mockea, Ten Asue, CupgHej Kou ja
npogoskyeaaT Taa akTueHocT. letTata
KoHcTpykymja Gewe BO nycTuHa BO
Wapaen. MNoTTUKOT Aojae o4 ymMeTHuuuTe
KOM CUNHO cakaa ujejata Ha
KoHeTpykuynnTe Aa ja npeHecar noHatamy
BO cBeToT. lNoronemvoT aen of opraHu-
3auujaTa ro npessege rpyna Ha uspaencku
yMeTHUUM. Toa 6elle UHTepecHO UCKYCTBO.
[Lojnoa okony 120 yMeTHULUM CO CTYAEHTH,
aCUCTEHTW, HOBMHAPU W KpUTU4apu, Kyc-
Tocu... BkynHo okony 300 nyfe. Ce
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paboTewe BO MNycTUHA... HEKOW Of yMeT-
HUUUTE oany4unja ga He ja MeHyBaaTt
npupogara, na 3aroa pabortea BO rpagoT.
Mmawe npekpacHu cpegbu, wvaew.
CnepHata KoHcTpykywja Tpeba pga buge
Bo CwugHej, 3aToa WTO nyreto Tamy ja
cakaarT. TyKylTO noyHasme 3a Toa ja pas-
ropapame. Tue He cakaart ronem 6poj Ha
nyfe Ha uanoxbarta, He noeeke op 60
yMETHULUW. Jac He 3HaMm Kako Toa Ke
hyHKUMOHMPE, OUAEJKN He NocTou KycToc
KOj ja npaeu nucrara, TyKy camuTe ymeT-
HUUM U3bupaar v NnoBuKyBaaTt Apyru ymeT-
HULUKM, @ HMB BeKe rM uma noseke og CTo.
AKO v NOBUKYBaLL YMETHULUMTE, Mopall Aa
1M objacHuL 3a KakoBs BUA Ha u3noxoba ce
pabotu. 3a Bpeme Ha efeH pas3roBop BO
Wapaen Hekoj peye geka KoHcTpykywjata
BO MPOYEC e Kako KyjHa - He pecTopaH BO
KOj ceaull M Yekalw KenHepoT Aa Tu
AOHece xpaHa - TYKy KyjHa BO Koja Tpeba
cam unu 3aeiHO CO roTBa4oT Aa cu
HanpasuLL jageHse, 1 Toa Kako LUTO MOXeLl
1 ymeew, unu nak camo ga buaew Tamy v
Aa ce cMeluKaul.

MpeBop oA XpBaTCKU:
Nunjana Hepenkoscka



"CONSTRUCTIONS
IN PROCESS"

Interview with
Maria Wasko

Interviewer:
Branka Stipancic

In 1981 In the town of Lodz, in the
time of the activities of
"Solidarnost”, the Polish artists
organized a large exhibition of con-
temporary art called "Construction
in Process". It was the largest inde-
pendent artistic manifestation ever
organized in post-war Poland. Four
other exhibition were organized
since, and the last was in April this
year in Mitzpeh-Ramon in Israel.

Maria Wasko (born 1957), artist
from Poland, lives and works in
Lodz and Berlin; together with
Ryszard Wasko she worked on the
organization of all the
"Constructions in Process". As a
guest of the Soros Center for
Contemporary Art in Zagreb she
was in Zagreb where she gave a
lecture and showed Lech
Czolnowsky's film made on the
occasion of the exhibition
"Construction in Process in Lodz
again" (1990), and her films "My
home is your Home" (1993) and
"Allen Ginsberg in the Artists'
Museum in LodZ" (1993). That was
the reason for this interview.

Branka Stipancic: A small group of
artists in 1981 organized in Lodz
"Construction in Process". What
gave You the strength to organize
such a large assembly of artists?

Maria Wasko: You always need two
things: a group of people that wants
to do something and someone who
will be the spiritual mover, not a
chief, but someone who will provide
the ideas. And, the spirit of this story
is Ryszard Wasko. He traveled
through the western countries and
he wanted to make a big and good
exhibition in Poland. In 1980 he par-
ticipated at the exhibitions in the
Hayward Gallery in London and in
the museum Krdler Mller in Otterlo.
Those exhibition presented the art
of the 1970s, mainly minimal and
conceptual art. Than he came to the
idea to organize an exhibition in
Poland which coincided with the
political happenings. We felt that
everything is conceivable. With
some groups of artist we had
already been performing smaller
happenings, independent film pro-
jections, exhibitions, but this time
we felt the strength of the changes
in every situation. | was born and

raised in a socialistic country and |
thought that this is the way it is, and
that is how it will always be, like an
animal in a zoo. Then, for the first
time, | saw that changes are possi-
ble. That was immediately shown in
the manners: people started being
friendly to each other, they opened
themselves, everybody was orga-
nizing something, changing the life
and situation in the country. Those
changes, indeed, influenced the
artists, as well. Several circum-
stances coincided: first, we had
Ryszard's idea, then we had a very
enthusiastic situation in the country
and we had a group of young peo-
ple, artists and students that also
wanted to do something. And, what
gave us the strength? | do not think
that is the right question. If You want
to make something than you make
it.

B. S.: For the exhibition in 1981 You
invited artists like Sol LeWitt, Carl
Andre, Richard Long, Jan Dibbets,
Richard Serra, Dennis Oppenheim,
Glnter Uecker etc., who are famous
artists. It seems to me that the
social movements in Poland attract-
ed people.

M. W.: That is right. Ryszard made
a list of artists. The idea was to give
a survey of the art of the 1970s, so
he invited artists that he wanted to
present in Poland. It never occurred
to him that they were "great" artists
or whether they would accept the
invitation or not. He had already met
some of the artists while he was
traveling, but most of them he did
not know. Of course, the social
changes in Poland excited the peo-
ple and they wanted to experience
them. Those were important historic
events and they, naturally, attracted
artists that were concerned in the
freedom of the people, freedom in
general. We did not expect that all
the invited artist will come, but we
were surprised when we saw that
almost all did come. It was wonder-
ful, we were together with those
artists, we worked with them. We
did not work the way the galleries do
when they organize exhibitions:
very immediately and spontaneous-
ly we cooperated, certain groups of
people worked together. The pro-
jects were performed "in situ". We
went with the artists to factories
because the minimal art items
needed to be industrially processed.
It was a great engagement that
brought excitements on both sides.
We, also, had a feed back from the
society, from the workers of the
"Solidarnost’, a movement whose
significance was completely differ-
ent than today. "Solidarnost" offered
us all the possible help in material
and services. "Construction in
Process" was not just an exhibition,

it included multi media happenings,
theater performances, concerts, lec-
tures, meetings with intellectuals...
It aroused great interest in Poland
and many people came to the open-
ing in Lodz.

B. S.: Did You have contacts with
other towns in Poland?

M. W.: Ryszard planned to organize
the exhibition in many towns in
Poland. He contacted with the peo-
ple in Wroclaw, Poznan, Lublin etc.,
but the response was not satisfacto-
ry and he decided to show this exhi-
bition only in Lodz. But, all those
people that had (semi - private) gal-
leries came to the opening, and that
was really a great event for Poland.

B. S.: Sol LeWitt made a wall paint-
ing in the textile factory, but it was
destroyed afterwards. You prepared
a catalogue in Poland, but you com-
pleted it in New York. How did Your
first "Construction in Process" end?

M. W.: Sol LeWitt had been in
Poland before and then he made
the project for the wall painting. He
gave us instructions how to make it
and we made it ourselves. Of
course, after the exhibition we want-
ed to keep that old factory that was
already out of use, and we worked
like mad to prepare it for the exhibi-
tion. We were very pleased with that
showroom and we wanted to keep it
for artistic activities. But, unfortu-
nately, on the 13 December 1981
the army took over. Namely, the
exhibition was meant to be opened
from 22 October to 15 November,
but because of the immense inter-
est from the people that came from
all over the country to see it, we
extended it untii the end of
November. We were very close to
getting that showroom, and them on
the 13 December everything broke
down. Tanks were in the streets for
days. Everything was forbidden.
You could not do anything. There
was the curfew, so after nine o clock
in the evening You could not go out.
Grouping of people was forbidden...
More than three was considered a
group. It was forbidden to “open
Your mouth". If You wanted to buy
some paper for the typewriter You
had to show you identity card, and
the paper would be marked. If, later
on, they found out that the paper
was used for making leaflets they
would charge You, or they would
check the letters on you typewriter
to see if they are the same as those

on the leaflets. However, the
"underground" movements
occurred immediately. At one

moment everything stopped, we
were shocked and blocked, but after
a few days we started working again
because there was no use in sitting
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and crying. During the military dicta-
torship Ryszard got the idea to
make something like a book of
artists ("art book"), of various artists,
from Poland and from abroad, some
of which were at the exhibition. And,
of course, we could not provide the
paper, so we bought wrapping
paper, because that was all you
could get. However, it turned to be a
wonderful book, and, when we were
showing it, the paper appeared to
be its virtue and not the only possi-
ble solution.

And, as to the catalogue
"Construction in Process”, in
December everything stopped and
our friends in New York decided to
publish the catalogue. It was a very
nice of them. They collected the
material from the artists that partici-
pated the exhibition and published
the catalogue with their own money.

B. S.: Artists that took part at the
exhibition donated their works...

M. W.: They donated their works to
us, but we thought that it would be
better if we sign the donation to
"Solidarnost", a movement that,
actually, changed the life in Poland
and Europe. "Solidarnost" was inde-
pendent, and it was very popular.
We made contracts with the artists
and we donated the whole collec-
tion to "Solidarnost". We were plan-
ing to obtain some permanent
showroom (artists space) where we
would keep the collection and orga-
nize artistic activities, but after the
"coup" occurred, we trusted the col-
lection to the depot of the museum
"Stuzki" in Lodz, to maintain it. That
is where it displayed today.

B. S.: The second "Construction in
Process" was held in Miinchen.

M. W.: In 1983 Ryszard and | went
to Germany and we could not come
back to Poland. Like it or not, we
had to stay in Germany. Of course,
we continued our engagements and
we came to the idea to transfer the
concept of the "Construction in
Process" to Germany. Everybody
thought that such a thing was possi-
ble only in Poland, in the eastern
countries and not in the western
countries - in the capitalism - since
the artists would never agree to
work in that way and under such
conditions. We thought that
"Construction in Process" could be
performed in the west and we man-
aged to organize it in Minchen. The
artists that participated the first exhi-
bition came again, but we invited
some other artists, too. The way we
selected the artists was interesting:
we selected 15 artists from the first
exhibition, those that were particu-
larly engaged, and who supported




the idea of the exhibition. Each of
them was to choose two more
artists, that is 1 plus 2. In that way
we gathered about 50 artists. We
contacted with the Section for
Culture of the City of Miinchen and
with the gallery "Brigitte March", that
found the sponsors and the facto-
ries which provided the material and
the help for the working process; the
City of Muanchen provided the
accommodation for the artists. So,
we proved that it was possible. It
was a great event in
Kunstlerwerkstadt. German artist
had been exhibiting their works in
the factory building before, and we
only slightly renovated it... The
artists came again to see how will all
this function in the new circum-
stances. "Construction in Process"
was already famous in New York.
That was not an ordinary exhibition
any more, it was the matter of coop-
eration and colectiveness, a flow of
ideas and energy. In the film we
showed in Zagreb, "Construction in
Process in Lodz again", an artists
from Australia, Ken Unsworth, com-
pared the exhibition with the heat
that produces energy or, as Richard
Nonas said, the exhibition is a mat-
ter of cooperation, coexistence,
exchange of ideas and energy...
The process has  started.
Spontaneously, the second collec-
tion of "Construction in Process"
shaped up, and it was donated to
the town of Minchen. Now it could
be seen in several museums.

B. S.: There is a tradition in Poland
that the artists compile their own
collections. A group of artists, called
"The Revolutionary Artists", like
Vladislav Strzeminski, Katarzyna
Kobro, Henryk Stazevski, in the
1930s compiled a respectable col-
lection with the works of Armp, van
Doesburg, Ernst,  Schwitters,
Leger... It seems that your collection
maintains that tradition.

M. W.: Stzeminski was a professor
in Lodz, and one might say that he,
actually, died of hunger in the
1950s. In that real-socialistic time
nobody understood what he did. We
are, of course, emotionally devoted
to those great artists that were
changing the comprehension of art.
They were, also, deeply socially
engaged: they organized exhibi-
tions, they compiled collections and
they always pointed to the fact that
the art is changing the society.

B. S.: After the military dictatorship
You came back to Poland.

M. W.: The political changes in
Poland occurred in 1989. It vas only
after the free elections that we could
come back to Poland. Of course, we
wanted to "bring back" the exhibi-

tion to Poland and "built a bridge"
with the "Construction in Process"
we made in Minchen. They said:
"You could not work in such condi-
tions in Poland". And, really, at the
beginning it was very difficult, there
were great economic and political
problems, nothing functioned... We
gathered the people that thought
this idea was good. We contacted
the gallery "Wschodnia", that man-
aged to retain its underground activ-
ity during the 1980s, and Adam
Klimczak and Jerzy Grzegorski.
During all those years they were in
contact with the artists from Poland
and with all the independent gal-
leries. They were delighted by the
idea of "Construction in Process",
which was now, 10 years after the
first exhibition, a historic event. We
started working, we gathered new,
young people and the atmosphere
was there... The artists, as usually,
invited other artists, there were
more than 100 artists. The year
1989 was the year of political
changes in eastern Europe, starting
from Poland. The artists were glad
to come again to Poland because of
the good memories they have been
bearing from the first "Construction
in Process", but the political and
social situation also mattered to
them.

The artists placed their works all
around the town. In Miinchen we did
the same thing, we displayed the

. works in different places, but this

time we used apartments, hotels,
official and unofficial galleries, the
School for Film, the Theater, the
parks, the streets, the house walls...
For example, the work of Les Levin
was a poster that was meant for the
tram cars. Most of the trams in Lodz
were "wearing" his posters. It was a
great action: one night we went to
the tram depot where we had to
stick all the posters in a couple of
hours. The ten of us spread the glue
with our bare hands. At one
instance Les Levin cried: "So much
people and only two brushes!"

B. S.: How did You come to the idea
to found the Artists' Museum?

M. W.: It was Ryszard Wasko's idea
to organize a museum of the artists
as a permanent place for art activi-
ties. We were offered a factory hall
that we renovated.

B. S.: It seems that the artists are
more capable than the art histori-
ans, since You did all the rearrange-
ments on Your own, with Your own
hands. You know how to do that,
You have the experience, the will...
If someone gave the art historians
such a building without the money
for renovation, nothing would hap-
pen.

M. W.: That is true. So, we
rearranged the hall and opened the
museum of the artists under the
name of "International Provisional
Artists Community". We had a
Council of artists, mainly consisting
of artists that participated in the pre-
vious "Constructions". The presi-
dent is Emmett Williams. But, we
could not keep that hall for long.
Eventually, we finally got a nice
house that has a graphic workshop
on the ground floor, a dark room, an
office and a sitting room. We have a
back yard where we put the sculp-
tures donated by Buky Schwatz,
Tom Bills, the installation of Tilman
Kuntzel... The showrooms are on
the first floor, 7 rooms... We have a
dinning room and a kitchen, which
means a lot to us. Ryszard directs
his energy towards the care for the
people, towards making them
happy and feeding them. During the
“Construction in Process" he was
cooking all the time. For the fourth
exhibition "My Home is Your Home",
in the Artists' Museum, his installa-
tion was: making a soup.

Adam Klimczak is in charge of the
organizational matters of the
Museum.

B. S.: Ryszard once said that he
wished to organize an exhibition
that would be sincerely integrated
into the social life...

M. W.: The original idea was to
associate the artists with each other
because young, new, people always
come out of the school. They have
interests and they want to work. But,
we do not have only artists working
with us, we have others, too; that is:
anyone who can help, who wants to
cooperate or just to be here. That is
the first level, which is rather pre-
cise. The second level refers to
expanding of the artistic activity all
over the town, and the next level is
cooperation with people because
we always look for sponsors, for
help in services and material. For
example, when we were in Israel
there was a British family that
helped us. They lived in the desert
together with us, like a thousand
years ago. And, latter on, a work of
art aroused next to their tent. It usu-
ally comes up that way - the
"Construction in Process" welcomes
all the possible contacts with peo-
ple, not only contacts with artists.
We want to widen the comprehen-
sion of art, the field of art, by offer-
ing cooperation and very simple
tasks as cooking, services or by
lending our rooms for working. And
it, really, functions that way.

B. S.: Do You think that the
"Skulptur Projekte" in Minster,
1987, bears any resemblance to the
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"Construction in Process”, is there
any connection between those two
projects?

M. W.: The art is incorporated into
the social areas. That was an impor-
tant project, | appreciate it very
much, but there was no connection
between them. We emphasize the
cooperation of artists with artist,
completely independently of the
institutions. That is typical for our
exhibitions, i.e. events, as we
always say, for, an exhibition and
meeting of the artist could be set
anywhere. You could have a better
or a worse project, that does not
matter, what matters is that we
excited the collective energy and
spread it all around.

B. S.: A few months ago the fifth
"Construction in Process" took
place in lIsrael, in the small town
called Mitzpeh-Ramon, in the mid-
dle of the desert, and the next is
being planned to take place in
Sydney?

M. W.: There are a lot of branches
of the Artists' Museum in the world,
in New York, in Cardff, in
Eindhoven, in Berlin, Paris,
Moscow, Tel Aviv, Sydney. They
carry on with that activity. The fifth
"Construction in Process" was in the
desert in Israel. The incite spur
came from the artists that wished to
transfer the idea of the "construc-
tion" further on. A group of Israel
artists took most of the organiza-
tional tasks on themselves. It was
an interesting experience. About
120 artists came, together with the
students and assistants, journalists
and critics, curators... About 300
people. We worked in the desert.
Some of the artists decided not to
change the environment and they
stayed in the town. We encountered
amazing people, ideas, etc... The
next "Construction” is planned to be
in Sydney, because the people
there want it. But, we have just start-
ed the talks. They do not want a lot
of people, not more than 60 artists.
| do not know how will that work
because we usually do not have a
curator that proposes the list of
artists, but we have the artists select
and invite other artists, and there
are, already, more that a hundred.
When You invite the artists You
must explain to them what sort of
exhibition it is. During the conversa-
tions in Israel someone said that the
"Construction in Process" is like a
kitchen - not like a restaurant where
You seat and wait for the waiter to
bring You the food - You have to go
to the kitchen and make the meal
Yourself, or together with the cook,
or maybe only be there and smile.

Translated by: M. Hadjimitrova
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Mpejata cTpaHckata  36upka Ha MOXe pga ce BKNONU BO cera MOLWHe

HapoaHuoT My3ej, koja 6poun npeky unjaaa
Aena Ha eBponcKuM No3HaTu (Kako u noma-
NKY NO3HaTU W HenosHaTu) MajcTopu o4
nepuofoT Ha paHaTa peHecaHca A0 3pe-
nmot XX Bek, ga ce "ynotpebu" kako
obpasel| BO paboTaTa Ha fleHeLWHUTe ymeT-
HUUW, MO CBOjOT KOHUENnT v peanusauuja

akTyenHarta npobnematvka Ha HoBarta
KOHUenTyanuaayuvja, Ha UuTaTHOCTa,
remake-0T, anponpuvjauvjata 1 CrnMyHUTE
theHomeHn. Tue TepMUHW NEermTUMHO ja
rnokpvesaar He camo coBpemeHaTa ymeT-
HOCT KOja oAroBapa Ha HaluvoT NoCcTMOA-
epeH Mur, TyKy M HoBaTa My3eonolwka

Beco Cosure, MoHapujaHoBUOT Npo3opey, paboTa Ha Tema: Mur Moxrapujax- “Komnosuumja Il* og 1929
Veso Sovilj, Mondrian’s Window, project based on on Piet Mondrian's painting "Composition II", from 1929
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Teopuja U npakca koja 6u Tpebano aa ja
cnean. Bo Taa cmucna cepujata Ha
UCKycTBaTa Ha MeMopujara, Koja ja UHUUm-
paBme Kako KycTocu Ha cTpaHckaTa 36up-
ka (FfoppaHa Ctanmwmk n WU.C.) umawe
CBOE My3eO0nolWKO OnpaeayBarbe W He
6ele caMo efieH KpeaTuseH CTUMYIaHC 3a
6enrpaackuTe yMETHMUM Of cpegHata u
nomnagara resepauuvja kom 6ea nosukaHu
Aa y4ecTByBaaT BO NpoekToT. Bo Mmyseo-
folwka cmucna Toa WCTOBpemMeHo Oele
WHTEPEeCHO, HOBO U aKTyenHo 4utarbe Ha
Aenara Ha ctaparta u KnacuyHara moaep-
Ha ymeTHoCT oA 6enrpaackara 36upka, BoO
CBETNMHATA Ha [AEHEWHUTE WU3MECTEeHU
TONKyBarba WTO CMeTaaTt Ha HacnaruTe Ha
WCTOPUCKOTO NamTere U Ha NOTNUMpaeTo
Ha OHa WTO 3Ha4uM "rnepaHo co NnoMecTy-
Barse".

MokaHeTUTe yMeTHUMUM CcO CcBoOjaTa
pocerawHa pabota BeKe nokaxaa fgeka
nMaar cnyx 3a 0BOj BUA Ha KOMyHUUMpPaHe
1 Aeka umaaT CBOM OAroBOpU Ha YMETHOC-
Ta Ha muHaToTo. MNopaau Toa copaboTkaTa
CO HuMB 06e3bean LENoCHO ABOCMEPHO
nouynTyBare: novuTysare Ha cnobopgara
Ha HuBHaTa paboTa M WUCTOBPEMEHO
noYMTyBarbe Ha OAHOCOT KOH My3ejCKuTe
eKCMnoHaTh 1 My3ejoT Kako WHCTUTYyuuja
Koja uma CBOM KOZO0BM, Zlypy U Toraw Kora
CBECHO npecTtaHyBa ga 6uage ocameH wu
ONUMMUCKM Xpam Ha yMmeTHocTa u ce
oTBapa - Kako ¢opym - 3a cueHaTa Ha
HOBUTE HacTaHu.

Bo 4eTtupuHaecer "enuzoau" yvectsyBaa
16 ymeTtHuyn: Yegomup Bacuk csoeto
aeno 24 yaca Ha PyaHckara Karegpana ro
6asupalwe Ha pemek-genoTo Ha MoHe oA
HapoaHuoT My3ej, KOpUCTEjKn KomnjyTepc-
Ka nporpama W MOHUTOPU, KPY>XXHO
nocTaBeHu BO BMA Ha YacosHuK. Co HoBa-
Ta TexHomnoruja yMeTHUKOT M esouupalle
OCHOBHUTE MOCTAaBKW Ha MOAEPHWU3MOT
W3HWKHAT TOYHO npej CTO rOAUHW Of
MoxeoBaTa cepuwja koja 6ewe co3ganeHa
BP3 OCHOBA Ha NPOTeKyBareTO Ha CBETNU-
HaTta - Ha BpPeMeTo HW3 npocTopoT. Ha
egHa umarvHapHa benrpagcka Bedepa Ha
OywaHn OTawesuK ce cpeTHaa napagur-
MaTUYHUTE JIMYHOCTW Ha CBOUTE Bpemuba
- JleoHapgo aa Bunum, EHgu Bopxon wu
Majo lMaTtopoT, OKony macara Koja WTo
HyAewe geTtarbyM 0f CrnpoTUBCTaBeHara
packowHa Mprea npupoga Ha HenosHat
xonanacku ymetHuk o XVII Bek. Ha roc-



TUTE um Bea Ha ycnyra u nucTuTe Ha jage-
Hba Ha HaUMOHaNHWUTE KYjHU U NpaTeyvykuTe
TEKCTOBW Ha cekoj of ydecHuuute. Co
cocemMa MOMHAKOB jaswk Ce MOCNyXu
BpaHko lMaBuK Kora cBouTe eguHaeceT
apsopesn, paboTeHu BpP3 OCHOBa Ha
uptexot Ha lMjep Boxap YnyHa cyeHa Ha
MoHMapTp, v Hanpaew Kako Bapwvjayuv BO
pasnuMyHn poaocBM U U3Pasun, HO CO UCTMU
OMMEH3UMK, CO WUCTU BU3YPU U CO WCT
noartekcT. 3a lNasuk BenerpagoT of Kpa-
joT Ha XX BEK € OCHOBEH MOTUB U BP3 HEro
TOj rv 3acHOBYyBa CBOWTE TONKyBarba Ha
cUTe CBOM gena, OBOj naT NOTTUKHATWU 04
napuckara spesa of Kpajor Ha XIX Bek.
Moxebu 3a couuonosute (Mnu ncu-
X0N03uUTe) Ha KynTypara 6u 6uno uHTepec-
HO fa ja NpoHajgaT npuyMHaTa nopagu
KOjaWwTo KpajHo 4uctaTa, mertaduanyka
cnuka Komnosuymja Il Ha HeonnacTu4apoT
Mut MoHgpujad o 1929. 6elue Haj4yecTUoT
MOTMB Ha KOjWTO ce moBuKyBaa benrpag-
CKWUTE YMEeTHULM BO OBOj NPOeKT. lanu Toa
e cohucTUumpaH oAroBop Ha XXMBOTOT O
cocema NouHaKkoB BUA, Ha naxkHaTta AeKko-
pPaTtMBHOCT M ONTOBApPEHOCT Ha CceKoja-
HeBueTo. Taka, Bp3 genoto Ha MoHgpwjaH
CBOUTE MNacTUYKW pasmucnysBarba v
M3Hecoa U YMeTHULMTE KOU BeKe My ogane
hommage Ha ronemuoT XonaHfaHey co
cBouTe nopaHewHn pgena (Mununoeumk,
HackoBscku u QUMUTPUEBHK), HO 1 ApyruTe:
Hukona MunuMnoBmK co 3ronemyBarbeTo u
CO MOBTOPYBarEeTO Ha AOMWUHAHTHWOT
upBeH kBagpat opg Komnoauymjata Il
BOCMOCTaBUN AWjanor O MOXXHOCTUTE KOM
MoHapwjaH m oTeopun KOH
BUCOKOTEXHU3MpaHata u uHaycTpujan-
n3vMpaHaTa ymeTHuW4Ka npogykuuja; cnpo-
TUBHO Ha Toa, AnekcaHgap [Aumutpuesuk
CO UpHWTE Nno4u Bnese Bo cdepara Ha
apXeTUNCKMTE U UCKOHCKUTE MMNYNCU BO
Butueto, wto O6ewe nNOTTUKHATO CO
npaTevykuTe KOMMjyTepuaupaHin puTMUHKN
pamapu, aogexka 3opaH HackoBcku, BO
copaboTtka co [lobpueoj baro Kprosuk,
NpoHajAe HauuH TONKYyBaweTo Ha
MoHAapwjaHoBaTa BpBHA XapMoHWja W pej
na 6uge axkuyeHTUpaHo €O MapKus-
AecafjlOBCKUTE  CNpPOTMBHOCTM - CO
KamwmuyM 1 y3au, BO peyucu nacumeHoO
oceTneH npoctop. W Beco Cosurb, 6en-
rPafCKM YYEHUK KOj 3a yHecTBOTO Ha 0BOj
npoekT OGele wu3sneyeH 0f BOEHUTE
yCnoBn €O Kou 6ewe OnkpyxeH BO
Mpuegop KagewTo Xusee, ce NoTnpe Ha
MoHapujaH. HeroeaTta TpoguMeH3vuoHanHa

KOHCTpyKUMja 04 ApPBO WM ABOAWMEH3UOH-
anHaTta of Mertan, BO MOHAPWjaHOBCKU
pacTepy U CO 3rofieMeHn Nponopyuu, noT-
ceTyBaaT Ha OTBOPEHUTE MOXXHOCTU Ha
HeonnacTULUM3mMoT BO OAHOC Ha apXUTEKTY-
pata u ausajHot. MoHapuwjaH Gewe epeH
04 ABaHaeceTTe CAMKapu KoM ja UCMOSHKU-
ja cmucnarta Ha penoto Cenmgbu opf
MpfaH Bavk - nokpaj Mukaco u Bax lor,
[oreH n Pepux, Mepu Kacat n AnekcaHgap
Benya, KanguHcky, Waran n gpyru ymer-
HALUM - HOMAAW 4uM CYABMHM W BEYHO
npaware "ga ce oTuae unu pa ce
ocTtaHe?" wuMa noBpaTHO [AejcTBO Ha
TBOPEWTBOTO. Ha MHTUMEH HayuH Toa e
vcnoeepg Ha camMuoT Bauk Koj CBOJOT XUBOT
n pabota rv genu mery benrpag v MNapus n
3atoa BO HapogHuot My3se] TOj
nNpuKny4yyBa W caHgauM CO CBOW JIUYHW
paboTin, ABe cpua Koum ambusaneHTHO ce
coctaHyBaart (wnu pasgenysaar) v mana
Ha CBETOT Ha paceneHuTe nuua...

lMpocTopHUTE OAHOCKM Ha cBoOjaTa WHCTa-
nauvja Bepa CTteBaHOBMK v pewwuna
KOPUCTEjKU ja cnukarta LjpseHu Oyku opf
AHpn MaTtuc po Koja ce pgoafawe Hu3
6en1oT, YUCT CBOA OrpaHU4eH CO MNaTHo
3a mackuparbe/kamydnupare Koe geHec-
Ka Hema aypy HUTY MeTadopuy4ko
3Havere. [lparocnae KprhaHcku, cocema
ocnobogeH of 6uNo Kakeu ApyrM KOHO-
Tauuu, OCBEH nnacTu4HuTe, cBojaTa
Cranuya 3a MpocTopoT, cocTaBeHa o4
MeTarniHa Xwuua nocrtaBeHa Bp3 OCHOBa Ha
CMPOBM WITUMUM Ha uenaTta nosBplMHA Ha
canara, ja 6asvpan Ha nocTKyebUCTUYKOTO
pewaearbe Ha OAHOCOT HaABOp/BHATpe
BOCMOCTaBEH Kako CylWTecTBeHa ognuka
Ha ckynnto-cnukata JBe eHu opf
AnekcaHgap ApxuneHko og  1920.
Mpubnn>xHO 04 UCTOTO Bpeme e 1 cnukara
Jesojka nokpaj npo3opey op Avpu Matuc
Koja 6ewe noYeTeH CTUMynaHc 3a Aeajuya-
Ta YMETHUUM KOW BeKe Mnofonro Bspeme
HacTanysaaT 3aefHo: Jenuya
PagosaHoBuk u [lejaH AHIenKoOBMK Kow
pachHMaHOT Ha MaTUCOBCKWMOT CeTUIeH
OAHOC, Kako KOH CnukapckaTta marepuja,
Taka M KOH caMmaTta npeTcTaea Ha cnukarta
ro TPAHCNOHWPAane HU3 eAHO MarpuToBCKO
OKO NOoCTaBeHo Ha "cTon4eto 3a
rneaarse”, KpajHo npeunsHo n obpaboTeHo
CO BKYC, a BO fjane4vHara - kako KOHTpa-
NYHKT HA OCBECTyBaweTO WM Ha
npeaynpeaysareTo - Npukny4Yune anapar
3a BMAEO Urpa Kako akTyeneH AOMeT Ha
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BUPTYENHOCTa Ha HalweTo CeKojaHeBune.

Lypu Tpu gena My nocnyxwja Ha 3gpasko
JOKCMMOBMK 3a HEroBuTe WCNOBeLHU
KONaXu COYMHETW 0 KpajHO edhemepHu
marepujanu, CBecHO ynoTpebeHu BO
cuTyauujata BoO Koja YMETHUKOT Ce CHaofa,
a He ce Haofa, Kako LWTO Benu camuoT
ymMeTHUK. MaTtuc v Herosute LipBeHu byku
ro nOTTUKHaa YMETHWUKOT Aa ro Hanpasu
CBOJjOT npeaen co MUpUCHM Bopuukba 3a
ocBexyBarbe Ha BO34yXOT;, co4yHaTta W
Konopuctuiku 6oratata Mprea npupoga
og Mjep BoHap ja uHuympawe ynotpebata
Ha KeCU4KM co ceme, a CyeHara o4 /108, 04
HenoaHat dnamaHcku ymetHuk og XVII
BEK, WMHUUupalle, KpajHO HearpecvBHO,
HAMECTO KypwymMu BO pefeHuKoT aa
noctasu cepuja Ha UupBuMNa 3a YCHW.
EpHocTaBHaTa upoxuja u "cupomaluHure”
marepujanu co orpaHuyeHo Tpaere, nopa-
OV CBOETO WMHXEPEeHTHO MMHaTO, 3Havea
HaBnerysare BO CamMOTO TKWBO Ha My3e-
jckaTa nocTtaBka, HaBneryBarbe Koe Ha
eknaTaHTHO NpPOBOKaTUBEH Ha4mH
npeaynpean He camMoO Ha HOBOTO yMmerT-
HUYKO MUCNEHe, TYKy W Ha CTaTycoT Ha
YMETHUKOT AEeHeC U Tyka. AKTYenHoTo
yuTarbe Ha NpoTOpeHecaHcHaTa cnuka
Pararweto Ha Xpucroc op [Maono
BeHeuunjaHo co jacHM uKoHorpadcku oaa-
nvku ro gosepoa Muneta lNMpogaHoBUK m
HerosoTo aeno faposu: 3nateH npecek Ao
AEKOHCTpyKUuja Ha enemeHTuTe, hopmu-
paHu BO HoBa uenuHa. BHeceH e epeH
CywTecTBeH cumMbon Koj MHaKy He nocTou
Ha cnukaTa Ha BeHeuwjaHo: 3naTHa ceku-
pa Kako ABO3Ha4yeH cumbon - u Jakos-
ApPBOAENeLOoT U MONHaTa Kako BECHUK Ha
ronemu Hacrtauu. lloTnupajkm ce, ucto
Taka, Bp3 AieN0 0f peHecaHcaTa, Ho He 0f
HEj3MHUOT MOYETOK, TYKY OA BPEMETO Ha
HejauHaTa gekageHTHa npeapeaHocT, Urop
CTenaH41K ro UCKOPUCTU roNeMoTo TOHAO
Ha Jakon TuHTOpeTo boropoguya co
Xpuctoc 1 [OHATOPOT 3a CBOja WHTEp-
npetayuja, C€O HOBa  TexHonoruja
(choTorpachujaTa) n co gocnukysarba Kako
PENUKBUM HA HOBOTO, HAWeTO Bpeme.
WctoepemeHo CtenaHyvk cumynuparbeto
Ha aBTEHTUYHOCTA ro NPeKkpun co urpara
Ha UOEeHTUTETOT Ha APYruTe ekcnoHaTut BO
uTanujasckarta cana Ha HapogHuot myaej,
Ha genarta Ha 6apoKHUTE yMeTHULM, cnea-
6eHnym Ha TuHTOpeTo. A efHa packowHa
mackupasa rosba, BO CTUMOT Ha MpPTBUTE
npupoau 04 BPEMeTO Ha MaHWpU3MOT,



Enuua PagosaHosuk/[lejaH AHfenkosuk, YOUCTBO Of HeBHUMaHWe,
pabora Ha Tema: Akpu MaTwc, “flesojka nokpaj nposopey” og 1918
Jelica Radovanovic/Dejan Angelkovic, Involuntary Murder, project based on Henry Matisses "Girl by the Window”, from 1918

6elle MapKaHTeH MOYETOK Ha KpajoT Ha
LienuoT UMKnyc: ro ogéenexa oTeapar-eTo
Ha nocnegHara camocTojHa npeseHTauuja
of cepwjata Ha uckycTeata Ha mMemopvja-
Ta- Co Haaex (Koja He 3aBucK 0f asTopoT)
Aeka nocne nybnukysareTo Ha
3aeAHUYKWUOT KaTanor (Koj e Bo NoAroToB-
Ka) Ke OGugar ywTe egHaw nocTaBeHu
MHCTanayumTe Ha cuTe yMeTHUUW.

Peuenuujata Ha UenuoT UMKNyc um gaane
yenocHa catvuccakumja u Ha ymeTHuyuTe U
Ha KyctocuTe Ha MysejoT: HacTaHaa ped-
epeHTHM fena Ha 3bupkara Ha cTpaHckarta
YMETHOCT, KaKo rnokasartesl Ha akTUBHOTO
NPUCYCTBO Ha eBponckara Tpaguuuja Bo
JoMmaluHaTa yMeTHu4Ka cueHa. HapogHuot
Mmy3ej belwe copym Ha mnagara nybnuka
Koja ce wuieHTuukysawe co Mnagvot
HauyuH Ha mucnerbe. M HoBaTa KpUTuKa ce
nokaxa akTuBHa: OpojHM  HaTNWCMK,
ocobeHO Ha mnagu uctopuyapu Ha ymer-
HOCTa, Ce opgHecyBaa KONKy Ha pean-
u3upaHuTe ena, TONKy W Ha HOBUOT My3e-
ONOLLKW KOHLENT KOj ro nomecTysa Tpaau-
UMOHAMHWOT OAHOC KOH My3ejckuTe
eKcrnoHaTu co AucTtadua. YmetHuyute -
OHaa HajKusaTta u HajaHadajHaTa benrpag-
cka cleHa geHec - Ha KpajoT gobuja
OTBOpEHa BpaTa 3a CBOeTO (PamHOMpaBHO)
MECTO Ha My3ejCKuTe SuaoBu, 3aefAHOo CO
HajronemMuTe eBponcKu M AOMalHW OCT-
Bapysara. OCTaHaTOTO € Ha HUB.

Post scriptum

Osoj Post scriptum Moxebu He 6u 6un
noTpebeH Aa He ce paboTelle 3a peTka -
pequcK cocema nNpekvHaTa - KoMyHukauwja
mefy Ckonje u benrpag. MNopagu Toa muc-
nam ZieKa He e npeTapaHo HawuoT NPOeKT
Ha wuckyctBata Ha memopujata pa ce
CTaBW BO KOHTEKCTOT Ha akTyenHuor
»uBoTr BO benrpag, Cp6buja #u BO
cerawHara Jyrocnasuja, ga nortcetam
[leKa TOj € U3BeAEH M MoKpaj N HacnpoTw...
W nokpaj AesopueHTauyujata u HecurypHoc-
Ta Koja oBAe Bnagee, W Nnokpaj ersucTex-
uvjanHaTa 3arpo3eHOCT Koja BeKke He e
camMo 3akaHa, 3awTo CTpawHo noroav
OKOMy CTO unjagu nyre OKOfly Hac, w
NoKpaj OrpOMHUTE OMIITECTBEHWU, ETUYKW,
©KOHOMCKMW... AeBujauum Kou ce Hemep-
NUBU peuuanBm Ha NonuTUHKUTE npobne-
MU 1 BojHaTa "BO koja Cpbuja He e", u
MOKpaj C& NOHWUCKUOT XXMBOTEH CTaHAapa,
1 NOKpaj nopemMeTyBarbara BO Pe4ucu cute
MHCTUTYUMM Ha KynTypaTta, a Hacnpotu
kceHodobu4HOCTa, CaMoA0BONHOCTA Kako
NYAWNO KOe ro HaAaononHyBa CeTo OHa WTO
caHkuumMTe ro 3abpaHyBaaTt, HacnpoTu
HenpucnocobeHocTa Ha HOBUTE YCNOBU Ha
XWBOT, HacnpoTu BnajeeweTo Ha
MOMHAKOB MEHTanuTeT, BKYC, CTaHAapa,
kpuTepuymu... Ja npexuseasme 6es-
HagexHocTa.

Benrpap, oktomspu 1995,

Mpesog oa cpncku J1. Hegenkoecka
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Irina Subotc

ON THE EXPERIENCES
OF MEMORY

an attempt of a different
museology thinking

A projact realized on the accasion of
the

150-th anniversary of the

National Museum in Beograd

The idea to "use" the collection of foreign works
of the Museum, that contains more than 1000
pieces by European famous (as well as less
famous and unknown) masters from the early
Renaissance to the 20th century, as a model in
the works of present artists, could be fitted, by its
concept and realization, into the current problem
of the new contexts, quotations, remake, appro-
priation and the like phenomena. Those expres-
sions legitimately refer not only to the contempo-
rary art that corresponds to our postmodern
moment but they also cover the new museology
theory and practice that should go with them. In
that aspect the series On the experiences of
memory that we organized as the curators of the
foreign collection (Gordana Stanisic Ristovic and
I. S.) got its museology justification, although it
appeared to be not just an ordinary creative stim-
ulus for the Beograd artists of the middle and new
generation that were invited to take part in the
project. In museology terms it was an interesting,
new and up-to-date reading of the works of the
old and classic modern art from the Beograd col-
lection, seen in the light of the present distorted
attitudes that rely on the deposits of historic
memory and on the "considered with shift"

The artists that were invited had already proved
through their works that they have the feeling for
this way of communication and offered their own
answers to the art of the past. That is why the
cooperation with them yielded a two-way undivid-
ed respect: the respect for the freedom of their
work and the regard for the exhibits and the
museum as an institution that holds its own
codes, even when it willfully ceases to be a lone-
some and Olympic temple of art and opens - like
the forum - for the scenes of new events.

16 artist took part in fourteen "episodes": CEDO-
MIR VASIC based his work, called "24 hours of
the cathedral in Rouen", on the Monet's master-
piece from the National Museum, using computer
programs and screens ordered in a circle like a
clock. Using the new technology the artist evoked
the basic concepts of the Modernism that arouse
exactly100 years ago out of Monet's series that
was incited by the passing of light - time through
the window. DUSAN OTASEVIC gathered at his
imaginary "Beograd Evening” the paradigmatic
personalities of their times - Leonardo da Vinci,



Andy Warhol and Donald Duck -
around a table that offered details
from a confronted luxurious "Still
Life" by an unknown Dutch painter
from the 17th century. The guests
were, also, offered menus from
other national cuisines and the sup-
plementary texts by the other partic-
ipants. A completely different lan-
guage was uttered by BRANKO
PAVIC who presented his 11 wood-
carvings, derived from the drawings
of Pierre Bonnard "A Street Scene
on Montmartre", as variations in var-
ious genres and expressions, but
with the same dimensions, same
appearances and same underlying
text. For Pavic the metropolis from
the end of the 20th century is the key
motif for acquiring the interpretations
of all of his works, that were, this
time, stirred by the Paris noise from
the end of the 19th century. Maybe
the sociologists (or psychologists) of
culture would find it interesting to
discover the reason why the unusu-
ally pure, metaphysical painting
"Composition [I" by the Neoplasticist
Piet Mondrian from 1922 was the
most frequently used motif by the
Beograd artists in this project. Is this
a sophisticated answer to the life of
a completely different kind, an
answer to the false decorativeness
and pressure of everyday life?
However, Mondrian's work prompted
the plastic reflections both with artist
that had already paid homage to the
great Dutchman through their previ-
ous works (Pilipovic, Naskovski and
Dimitrijevic), and with others, as
well: NIKOLA PILIPOVIC enlarged
and repeated the dominant red
square from the "Composition II",
thus establishing a dialogue with the
possibilities that Mondrian opened
towards the industrialized and high-
technology art production; ALEK-
SANDAR DIMITRIJEVIC, on the
contrary, entered the spheres of
archetype and essential impulses in
the Being with black plates, which
was followed by computerized rhyth-
mic  pulses, while ZORAN
NASKOVSKI, together with
DOBRIVOJE BATA KVRGIC, found
a way to interpret Mondrian's
supreme harmony and order
through Marquis de Sade contrari-
eties - whips and reins in aimost las-
civiously lighted ambiance. VESO
SOVILJ, a Beograd student who
was, for this occasion, pulled out
from the war conditions in which he
lives in Prijedor, also relied on
Mondrian. His three dimensional
wood construction and the two
dimensional metal one, in Mondrian

- like screens and the magnified pro-
portions remind of the open possibil-
ities of the Neoplasticism in the
architecture and design. Mondrian
was one of the 12 painters that
attained meaning to the piece
"Displacement" by MRDJAN BAJIC
- together with Picasso and Van
Gogh, Gauguin and Roerich, Mary
Cassatt and Aleksandr Benois,
Kandinsky, Chagall and other
artists-nomads whose destinies and
the always present eternal question
"go or stay" have a reverse effect on
the creative work. In an intimate
way, it is a personal confession of
Bajic, who shares his life and work
between Beograd and Paris and that
is why he brings to the National
Museum two chests with his person-
al belongings, two hearts that
ambivalently meet (or separate) and
a world map of the displaced per-
sons.

VERA STEVANOVIC organized the
spatial relations in her installation by
referring to the painting "Red beech-
es" from Henri Matisse which was
approached through a white, virtu-
ous vault, bordered with camouflage
patterned canvas which does not
bear any metaphoric meaning today.
DRAGOSLAV KRNAJSKI, com-
pletely unrestrained from any other
than plastic connotations, based his
"Trap for the Space", made of metal
wire attached to a raw board basis
and spread all over the hall, on
Postcubistic arrangement of the
relations outwards-inwards, estab-
lished as an important attribute of
the sculpture-painting "Two women"
by Aleksandr Arhipenko from 1920.
In approximately the same period
Henry Matisse made his "Girl by the
Window" that served as the initiatory
stimulus for the artists that had per-
formed together for the past few
years: JELICA RADOVANOVIC and
DEJAN ANDJELKOVIC. They trans-
posed the refinement of the Matisse-
like sensual attitude both towards
the painting material and the object
on the painting through a Magritte-
like eye placed on a "chair for watch-
ing", extremely precisely manufac-
tured, and in the distance - as a con-
trapunct to the revival or to the warn-
ing - they connected a video-game
machine as a current achievement
of the virtuallity of our everyday life.

No less than three pieces urged
ZDRAVKO JOKSIMOVIC to create
his confessional collages made of
rather ephemeral materials, deliber-
ately used in a situation where the

artist is frying to manage, and not to
be presented, as he himself would
say. Matisse and his "Red Beeches"
inspired the artist to create his envi-
ronment using aromatic air-refresh-
ing pines; the juicy and rich in colour
"Still Life" from Pierre Bonnard
prompted the application of seed -
bags, and the "Hunting Scene" from
an unknown Flemish artist from the
17th century urged him, very ina-
gressively, to stick a series of lip-
sticks into a cartridge belt, instead of
bullets. The simple irony and the
"poor" materials with limited dura-
tion, due to their inherent consuma-
bility, were an intrusion into the very
tissue of the Museum display, an
intrusion that in a strikingly provoca-
tive way warned not only of the new
artistic thinking but, also, of the sta-
tus of the artist here and today. The
present reading of the Proto
Renaissance painting "The Birth of
Christ" from Paolo Veneziano with
its obvious iconographic attributes
lead MILETA PRODANOVIC and his
work "Gifts: Golden section" to the
deconstruction of the elements and
their composing into a new entity. He
introduced a new symbol that does
not exist on Veneziano's painting: a
two edged ax as a double symbol:
both of Jacob - the woodworker and
the lightning as the hint of great
events. Also referring to the works of
the Renaissance, yet not at its
beginnings, but at its decadent, late
stage, IGOR STEPANCHIC used for
his interpretation the big tondo of
Jacopo Tintoretto "The Holly Mother
with Christ and Donator”, applying
new technology (photography), and
over-painting as relics of the new
time, our time. Stepanchic, also,
covered the simulation of authentici-
ty applying the game of identity on
other pieces of the Italian Hall in the
National Museum, on pieces by
Baroque artists that followed
Tintoretto. And the abundant
masked banquet, in the style of the
still lives of the period of the
Mannerism, was the apparent begin-
ning of the end of the whole cycle: it
marked the opening of the latest
autonomous presentation from the
series "On the experiences of
Memory" - with hope (that does not
depend on the author) that, by the
time the joint catalogue (that is being
prepared) is published, the installa-
tions of all the artists will be present-
ed once again.

The reception of this cycle brought
full satisfaction both to the artists
and to the curators of the Museum:
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the works of art that were created as
references to the collection of for-
eign art showed that the European
tradition is vividly present on the
domestic artistic scene. The
National Museum was the forum for
the young audience to identify itself
with the young way of thinking. The
new critics was also active: numer-
ous articles, especially by young art
historians, referred to the exhibited
works of art and to the new museol-
ogy concept that is changing the tra-
ditional attitude towards the exhibits.
The artists - the most vivid and most
valuable scene in Beograd today -
finally earned the permission to
place their works on the Museum
walls next to the greatest European
and domestic pieces. All the rest is
up to them.

POST SCRIPTUM

This Post Scriptum might not have
been necessary if it was not for the
scarce - almost completely cut out -
communication between Skopje and
Beograd. That is why | think that it
would not be inappropriate to put our
project "On the Experiences of
Memory" in the context of the pre-
sent life in Beograd, Srbija and cur-
rent Yugoslavia; | must remind You
that it was accomplished IN SPITE
and AGAINST... In spite of the dis-
orientation and uncertainty that
dominate here, in spite of the exis-
tential threat that is not just a threat
because it terribly affected hundreds
of thousands around us, in spite of
the enormous social, ethnical, eco-
nomic... deviations that are immea-
surable relapses of the political
problems and the war "which Srbija
does not wage", in spite of the drop
of the living standard, in spite of the
deviations in almost all the cultural
institutions, and against the xeno-
phobia, self sufficiency that, as a
kind of madness, compensates all
the things the sanctions are forbid-
ding, against the inadaptability to the
new conditions of living, against the
rule of a different mentality, taste,
standard, criterion... We survived
the hopelessness.

Beograd, October 1995

Translated by M. Hadjimitrova
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Xawnc Xaptywr, T - 1962 - PT, 1962, macno Ha nnatro (gevass) / Hans Hartung, T - 1962 - PT, 1962, oil on canvas (detall)



MHTEPBJY

INTEBVIEW

JAOM KYCAMA

Pasrosapana:
Coma Abanuesal

lMpBaTta gama Ha peHewHaTa jarnoHcKa
NMKOBHa cueHa e 6e3 coMHeHue Jaowu
Kycama (1928), Beke asa natv npetcrasy-
BaHa Ha BeHeuuckoTo 6ueHane (1966 wu
1993). Bo HEj3MHOTO Aeno e KOMNpumu-
paHa roneMara uctopuja Ha yMeTHocTa Ha
ABaeceTTUOT BeK (04 nocT-cavkKapckara
ancTpakuuja 1 MUHUManuamoT, NpeKy non
apToT, A0 aHBMPOHMaHWTE U WMHCTanauu-
ute). Og 1957 go 1975 npectojysa so CA[]
U yyecTByBa BO CO34aBarbeTO Ha NoBEeKe
NMKOBHU ABWXeHsa. HejanHuTe cmenu xen-
eHuMH3n 1 body art akTuBHOCTWM npeaw-
3BUKyBaar 6ypHu peakuun Ha
Hbyjopkwkara cuyeHa, AoAeKka janoHcKuTe
Meavymu ja HapekysaaT scandal queen,
enuTeT WTo Kycama ro Hocu CO ronemo
OOCTOMHCTBO C€ A0 npej eaHa AeueHuja.
CoBpemeHuk e u npujaten Ha Xepbept
Pua, Njep Pectaunu, Jlycu Jlunapa, PeHato
Kapaauo, Llopya O’ Kudu, Llozed KopHen,
Lowang Llag, Evgu Bopxon, OH Kasapa u
Apyru. TBOpewTBoTO Ha Kycama ocraHy-
BajKW KOHCEKBEHTHO Ha WHAMBWAYaNHOTO
NIMKOBHO NMUCMO UM NPeTX0Au Ha MUHUMan-
M3MOT, Ha MekuTe ckynnTtypu Ha Knec
OnpeHbypr, Ha genaTta Ha Esa Xece, Ha
ornepganHuTe uWHcTanauyum Ha Jlykac
Camapac wnv Ha HanenHuyute Ha EHau
Bopxon. Bo obuaoT Ha amepukaHckuTe
KPUTMYapU Aa ro OMEKHaT 3Ha4YereTo Ha
HEj3UHMTE aHTULMNATOPCKW MnocTankwy,
AeOUHUPAJKN T Kako CUMYNTaHOCT WK
KOMHUMAEHUMM CO HEeKOU amepuKaHCKu

(PATULA HA
CKAHIATOT

0
[PBA JANA

aBTOpW, EKCNANLUMUTHO ce YuTa Xenbara 3a
HWBEH anconyTeH CyBEepeHUTEeT N KOHTPO-
na Bp3 Cé OHa WTO e co3AafeHo og ron
apToT A0 AeHec. HuBHata oceTnuMBOCT €
MoXebu Hajuspas3eHa Ha noneTo Ha non
apToT. MUHUMU3MpaHeTO Ha Hej3UHWOT
NpUAOHeC BO MojepHaTta U cospemeHaTta

YMETHOCT U NOKpaj peueHTHuTe obmamn Ha
HEKOM AeHewHn kputudapu (LaHa dpuuc
XaHceH, AnekcaHgpa MoHpoy) aAa rnegaar
Ha OBWe nojaBu CO NpochecroHanHu 04w,
Kako fa He ja 3agoBosnyBaaTr Kpeekara
hnanyka KOHCTUTYLMja Ha oBaa napagur-
MaTU4HO eHepruyHa u xpabpa asTopka.

[MocTojaT Hajmanky HeTupu KaTeropuyHu
CTaBOBW LWTO MOCTOjaHO ro 6nokupaart
BUAWKOT KOH BUCTUHCKOTO YMUTare Ha
HEJ3MHOTO Aeno:

- Tpasmaru4HoTo 4ercreo Ha Kycama 8o
JBITOHCKOTO KOH36PBATHBHO OflUTeCTBO
(HecorIacyBamero co CIporara mMaKka H
8BTOPHTETHHOT TATKO, aHATOMATa Ha
HEf3HHHTE COIrpalany, 8TaKoT 0f CTpaHa
H8 MOgHYMHTE) H HENyWTamero Ha
TATKOBHHATE, TP&aHO ja O03HaYH/Ie
LOIIOKYITHATE HEJ3HHE BKTHBHOCT.

MMa efeH MHOry CrnoXXeH CKon Ha OKos-
HOCTW KOj Bfinjaen Bp3 COLMO-UCTOPUCKUOT
M KYNTYPONOLKMWOT acnekT Ha Aenoto w
6ECKOMMPOMUCHUOT U cnoboaoymeH Ayx
Ha Kycama, 3a Aa MOXe LenocHo v oaro-
BOPHO Aa Ce BpLuM Banopusauuja Ha Hejau-
HarTa KOMMneTHa NIMYHOCT.

- Oncegrarocra €O MAIUKATa CeKcyas-
HOCT K8KO CYLUTHHCKE KOMITeH3auH/a 3&
cTpasor 04 Kacrpayw/a (Bo Jlakarosa
CMHC/IB) M XKe/bara 38 0CBers, ¢é B0
OCHOBATA H8 HEJSHHATE QDOHHMHHHCTHYKH
O3HBYOHE [JHKILHAE.

anCVCTBOTO Ha XeHcKute cumbonu,
Aenosu o4 TENOoTO UM BOONWTO Harnacy-

Jaou Kycama u Corba Abayuesa, Fuji Television Gallery, ToKWo, 1996, doro: Ko Takakypa
Yayoi Kusama and Sonia Abadjieva, Fuji Television Gallery, Tokyo, 1996, photo courtesy: Kho Takakura
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Bar€TO Ha NPUHUMNOT Ha penpoaykumja e
UCTO Taka 3abenexnueo. Bnpoyem, cekcy-
anHata cnoboaa e aete Ha LWeeceTTuTe,
Kako WTOo e cny4ajot co Kycama. Taa Hema
HULITO 3aEAHUYKO CO Te3nTe Ha (DEMUHU3-
MmoT, 6apem WTO ce ogHecyBa Ha OHWE BO
amepukaHckata cpeauvHa BO ucTarta
Aeuexuvja. Moxe camo aa ce 36opyea 3a
XKEHCKM J0oNvp Ha HewTara.

- LJomurHaymjara Ha roHMoT 38 CMPTTA.

Toj € HecoMHeHO mMpuCyTeH, AOTOMKY
noeeke, wrto Kycama ce obugysana ga ce
camoybue. PakT e geka uma gena Ha Tema
CMPT ¥ Taa oTBOpeHo 36opyBa 3a Hea. Ho,
XyMOpHOCTa, nyuuaHoCTa,
eNeKTPU4HNOT Bnecok Ha
upBeHara wWnu xonrtarta BO
objekTuTe W WHCTanayuute
(nonexor, cemeTo,
npawxuuuTe, ranakcuure...)
HE OpUEeHTUpaaT U BO HacoKa
Ha xunuesckara tunococu-
ja Ha pagocTa 1 onyLTeHoc-
Ta.

- [losropysamero Ha
TOYKHTE, BKYMY/SIELHHTE HE
npegMeTHTe, OfICECH/ATaE,
(cebe)noHnLLTYBaHeT0, C6
HOKITyYHBa pPeghrIeKcHia Ha
HEJ3HHATE HEPpYLIeHE MEH-
ra/s1Ha cocrofoa.

Oann Tpeba pa ce com-
HeBame BO 3/paBjeTo Ha
CUTE YMETHUUM LITO CO3-
AasaaT BO COCEACTBO Ha
oBaa wugeja, of Apman,
npeky rpynata 3epo, A0
"ranetute" Ha Bopxon? He
MoXxe nu Toa pga 6uge
eKcrnpecuja Ha egHa cospe-
meHa [leHenona koja oA
JeceT roavliHa BO3pacT
NnoYyHyBa fa M npcka co
polka dots concTBeHuTe
UpTeXu, crnukn u objektn?
Mnu Kkako wTO camarta
Kycama senu:"'Toa e Ha4uH
Aa ce cosBnaga gocapara“.
Mnu egHocTaBHO, HejauHaTa
yMeTHOCT (WTOo Taa camara
ja HapedyBa ncuxocomaTcka
YMETHOCT), KONMKy W Aa e pasHosBugHa
(cornegana 8o eBONyTMBHATA €4HOCT) UMa
cBoja differentia specifica WTo ce Hape4yea
nosTopyBarbe Ha polka dots? Wnu Haj-
nocne, (vako Kycama ce npotusu Ha osaa
KOHCTaTtauuvja) Taa Moxe fga ce rneja w
HWU3 Npu3MaTa Ha 3eHOT: CO TOYKUTE Aa ce
noBp3aT CUTe acnekTu Ha ceeToT. Tue ce
6eckpaeH uuknyc 6e3 no4eTok u kpaj - 6es
ueHtap. Bo mucnara Ha JanoHuyute UeH-
Tapotr € MOXHOo paa 6uge cekapge.
VcKNy4eHO nu e AEeHOTUPAYKOTO Kako

HECBECHO MNPUCYTHO, Aa CTaHe fIMKOBHO
03Ha4yyBa4ko?

Ce wto npaeu Kycama ce paanukysa o4
APYruTe Mo >KEeHCTBEHOCTA, MNCUXUYKUOT
Haboj, MUCTEPUO3HOCTA U XYMOPHOCTA.
Xenbata 3a eravbuumoHusam, cekcyanHa
cnoboga v ekcTpasaraHuujaTa ce enemeH-
T Ha TOj life art theater. HejsuHaTta Tem-
rnepameHTHa umarnHaumja He Moxe aa ce
06jacHu camo CO COLMO-NONMUTUYKMOT KOH-
TeKCT, NyAWUnoTo, ahMHUTETOT 3a CMpTTa
unu cekcor. Camute pgena 36opysaar
Aeka ryctuHata Ha necummsMoT BO OBUe
cnoesu ja npobusaar u pasbusaar NUHUKA U

Jaou Kycama, Mece4esa se4ep,
1985, mewana TexHuka, 213 x 157 x 90: doro: Wureo Ausau, Fuji Television Gallery, Tokuo

Yayoi Kusama, Moon Night, 1985,
mixed media; photo by Shigeo Anzai, courtesy: Fuji Television Gallery, Tokyo

npouenu Ha CBeTNMHa, OonTUMM3am W
mybos. Camo BO UHTEpakuuja Tue ja cos-
pasaat nukosHaTa UHTpUra BO
aBTEHTUYHUOT uckas Ha Kycama, a Toa He
€ faneky v o AyxoT Ha ganekyucroyHarta

Tpaguumja.

Kycama oeopeHo 360pyBa 3a CBOUTE Xany-
UMHaUMK Kako TUHejllepka u 3a Hej3uHUOT
NCUXMJATPUCKU TPeTMaH of ABaeceTro-
AvwHa Bo3pacT. [leHec Hej3anHoTo aTtenje e
Ha HEKONKYy 4ekopu of ncuxujarpuckara

==

60nHMLA -HEj3UHMOT BUCTUHCKU AOM Kage
xusee og 1977 roguHa u BO KOj AeNYyMHO
ce oasuBalle osoj pasrosop. Cpegbara co
oBaa nyuyuwaHa aBToOpKa Ce OocTBapu BO
npujatHaTta atmocepa Ha Fuji Television
Gallery, Bo npupayxba Ha Hej3uHUOT
cekpertap - rocnoguHoT Ko Takakypa u
rocnofuuyara Mapuko [oTo - cekpetapka
Ha OUPEeKToOpoT Ha ranepwjata -
rocnoauHOT Cycymy Jamamoro.
ExkcTpaBaraHTHO obneyeHa Kako U CeKo-
raw, Kycama BHUMaBsalle Ha Cekoj CBOj
rect. Kako u cute ymeTHuuu cakawe paa
3Hae WTO mMucnar apyrute 3a Hea. W
nokpaj 18 roguHn nomuHatu so CALl, npet-
nouyuTyBalwe aa 36opysa janoH-
CKW. [1BOHACOBHUMOT NpeBoj Ha
wapmaHTHata M.l'oTo ro oso3-
MOXW OBOj Avjanor. i [onmkam
HeumamepHa 6GnarogapHocT 3a

HejauHata MMUTCKM WupoKa
janoHcka rby6es3HoCT.
C.A.: Bawetro pgeno BoO

MakegoHunja Hukoraw He 6uno
npercraseHo. Camo wu3BeceH
6poj Hawm  yMeTHuyn M
Kputn4apu 6une BO AWPEKTEH
KOHTaKkT co Bawwute gena. bu
cakane M HakKyco fga Hu
noco4yute HajaHadajHuTe
MomMeHTH BO Bawara nukosHa
kapuepa?

J.K.: MaHuchectoTr Ha akymy-
nayuute v hpakumoHanmsauym-
jata e Tema of MOeTO AETCTBO,
Koja Beke oncrojyBa neaecer
rogvHu. MIcto taka penetuTus-
HaTa Buauja Ha EHaun Bopxon,
MOXe ga ce BuMAM BO Mmojara
YMETHOCT MHOry nopaxo. Jac ja
MHULUMPAaB U MeKaTa CKynnTypa,
MHOry 3Ha4ajHa BO Mon apTorT.
OcHoBaTa Ha noBeKke KoHUenTu
Ha Jlykac Camapac e vHcnupu-
paHa 04 MOWUTE aKTUBHOCTMW.
Wctopujata Ha ymeTHocTa
MOXe Toa Aa ro norspAau. Jac
6eB MHULUMjaToOp Ha MHOrY TpeH-
AOBM  BO leeceTutTe BO
Hbyjopk. MojoT npuaoHec KOoH
eBofyuujata Ha uctopujata M nogurareTo
Ha 3aBecaTa KOH 21 BeK npoaonxysa u
peHec.

C.A.: Mirrored Room Ha J1.Camapac gatvpa
o4 1966, a Bawara wHcranaymja Mirror
Room - Phalli's Field ( unu Floor Show) e
u3BegeHa egHa roguHa npeg Toa. Cnyda-
jot co One Thousand Boats Show wTo ro
npercrasuste Bo [anepujara [eprpyha
Wraj4 BO Hbyjopk npeg E. Bopxon ga rm
Hanpasu Cows wallpapers moxe jga ce



TOSIKYBa U KaKo cO3[aBarbe BO efHa enH-
CTBEHa [yXOBHA K/MMa, BO KOja € TelKo
Aa ce pasrpaHu+ar CBEeCHWTe 0f Hecsec-
HUTE MPOHUKHYBarLa Mery ymeTHuyuTe.

J.K.: Camute ymeTHMUM ja npusHasaa moja-
Ta uHgueuayanHa pasmucna. losang Llag
1959 r. Baka nuwysa BO Artnews:"Jaou
Kycama e opuruHaneH cnukap... MNpemu-
HyBame MpeKy npawareTo Aanu ctaHysa
360p 3a MicTo4eH unu AMepuKaHcku napas.
Wako Toj rm ondpaka w Asarta, Hej3UHUOT
u3pa3 6e3apyro He e cuHTesa, TyKy coce-
ma He3aBuceH."

C.A.: AneH Kenpoy BO Herosara rosHara
kHura Assamblages and Happennings
noco4yysa gexka 6mn nHcnupypad
BO CBOUTE aKTUBHOCTY Of jarioH-
ckata rpyna [yran.. fJann Bue
6eBTe eMOTUBHO [10BpP3aHn Cco
oBaa CBETCKW fpu3Hata asaH-
rapga, ocobeHo WTOo ce ofgHecy-
Ba fo Bawmre cMenn XeneHnHan
BO Hbyjopk?

J.K.: Co /yran Hemam HUKaksa
Bpcka. Kora pebutupaB Tue
pabotea Bo Ocaka, a jac BO
Tokuo. PaboTeB Ha MOj HauvH,
MMaB CBOj CONCTBEH nart Ha
pas3Boj BO OBaa Hacoka U o3HaB
3a HMB aypu 1966 BO Hbyjopk,
kora A.Kenpoy no4Ha co Xenex-
NH3UTE.

C.A.: Moxe nu ga ce 3aksnyun
AJeka egHa  anrepHatusHa
aKTUBHOCT Ha JanoHywte ce
ogeuBana so Ocaka n [ernyMHO
Bo Tokwo npeky /yran, a gpyra
BO Hbyjopk npeky Kycama, Kako
Aen Ha ceeTckara aBaHrapga, a
v gBeTe BO TOj nepnos Hemane
coogseTHa pepepeHya BO
Janonwuja?

J.K.: TouHo e geka mojaTa 3emja
He MoXKelle BeaHaw Aa rv npu-
chatv » npusHae osue 3acnyru
3a cBeTcKara NIMKoBHa ymeTHocT. OTKako
[yran nmaa n3noxom BO
WUrtanuja,®paruyuja, MNepmaHuja v apyrv
3eMju, OTKako MeHe Me npu3Haa BO
®paHuuja, Mepmanvja, CA[l UTH., no4Haa
Aa He npudakaatr u BO Janouuja.
JanoHuyute MHOry WM BepyBaaT Ha
cTpaHuuTe. Tpeba npBO HeKOj oaHaABOp
[a UM Kaxe Jeka HewTo e Aobpo 3a ga ro
npuchaTart noToa v Bo cBojaTa cpeavHa.

C.A.: Merfyrtoa, nmam Bre4aTok fgeka BO
04HOCOT Ha 3anaf KOH janoHckara ymeT-
HoCcT nocTtou masecHa xunokpuswja. Of
g/Ha cTpaHa ce npu3HasaaTr HeKoW aBTo-
pu, a o4 Apyra cTpaHa uctopujara Ha ymet-

HOCTa He ce HaAonosIHyBa Co HOBY UMUIbA:
TMe ocTaHysaaT Hagsop 04 ronemara
nukoBHa cyeHa. [ypu v Ha UCTOPUCKNTE U
TEMATCKUTE U3NOXOW HU3 CBETOT rnasHo
ce npercTasyBaar UCTUTE yMETHUUW 04
3anag. Ha muHartoroguwHarta wuanoxba
Masculin Feminimasculin Bo Bobyp, Ha
npumep, Hemawe HUTy egHo Balwe geno?

J.K.: [la, BepojaTHO nocTou eaeH BuA Ha
umnepujanMaam BO YMETHOCTA, HO Kako
LITO PEKOB UCTOpUjaTa Toa Ke ro AoKaxe.

C.A.: Ke Be npatuam HewWwTo WTo ucTopu4a-
puUTe Ha YMETHOCTA He MOXart ga ro naber-
HaT: Kou yMeTHuyw ro 3agpxane Bawerto
BHUMaHWE?

Jaou Kycama Bo ceojata wHcTanaumja "bBeckpajHa coba co ornegana-ganycHo a
none (unu "Mogxa n3nox6a”)" ranepuja Kacrenanm, Hyjop, 1965; dhotorpadiuja Ha yweTHuKaTa
Yayoi Kusama in her installation" Infinity Mirror Room - Phalli's Field
(or Floor Show)" at the Castellani Gallery, New York, 1965; photo courtesy of the artist

J.K: Vma okony ABaeceTTVHa yMETHULM
Ha KOW UM Ce BOCXWUTYBam, HO Tue Hemaar
HVWTO ONWTO CO MOETO TBOPewTBo. MM
cakam bBantyc, OaunoH PepoH, notoa
Kne, KaHauHckun, ®pexcuc bejkoH, Llosed
KopHen u ocobeHo CesaH.

C.A.: Bo Hekon Bawwn gena of cegymae-
ceTTuTe 4yBCcTByBam egHa Hagpearn-
ueTuyKa KoHyenyuja b6nmcka Ha Bonc.

J.K.: Koj e Bonc? Nps nar cnywam 3a Hero.

C.A.: UcT nn e cny4ajoT co akymynaymmre
Ha ApmaH?

J.K.: ApmaH ro nosHaBam fnUYHO,HO
BOOMIUTO HE MM Ce Agonara, uako u Toj
paboTi Ha NPUHLMN Ha aKyMynuparse, HO
Ha APYT HAYMH: MEXaHUYKM.

C.A.: Kako crojar pabotute co Konernte
o4 Hbyjopk €O KOM 3aefHU4YKuU ja Cco3-
JaBaBTe yMeTHOCTa Ha WweeceTTure, pas-
rosapasTe, ce gpyxesre?

J.K.: Cute Tue 6ygHo ro Habrbyaysaa oHa
WTO jac ro paboTes, peTKO KOMeHTUpaa, a
nocne uanerysaa Ha u3nox6u co gena
cnuyHm Ha mouTe. U Anekcangpa MoHpoy
nuwysa 3a Toa. OcobeHo cakam fa
yKaxxam Ha cnydajot co Jl.Camapac Koj
6yKBanHo ce narybu oTKako jac ce BpatuB
Bo Janouwja. OnpeHbypr
paboTelwe TBpAU (hopmu, HO
OTKaKo v BUge Moute
stuffed forms 1 Toj nouHa ga
npaBu MeKu CKynnTypu.

C.A.: lMosHaTo e opywesy-
pareto Ha OngeHbypr og
ambueHTaymmTe co meben
LWTO v OBIIOXKUBTE CO MEKHN
thanycHn ¢hopmu u Heroso-
TO npu3HaHne geka ce Tne
opurnHanHu. MoHatamy TOj
KaxKysa feka nocrou rosne-
Ma pasnuka mery Herosmot
npucTan KoH WU30/1MpaHnoT
06jeKT LWTO TOj ro OMeKHyBa
v akymynaywjata Ha Mexkute
ghopmm kaj Bac, kou crnopej
HEeroBoTo MUCNEeHe He
APpXaTt MHory 40 Toa Kakos
npeamer Ke buge 3emeH
npeagsuyg BO akToT Ha
OMEKHYBaH-eTo.

J.K.: He ce cornacyeam co
HeroBaTa KoOHcTaTauuja,
6upejkn jac TOYHO 3Ham
WTO cakam pAa Hanpasam
KOHKpeTeH  06jeKT.
HeroeoTo cuMb0NNYKO
3Ha4ere My e MHory 6UTHO
( meben op AOMAaWHWOT
amMBueHT, KyjHu, AHEeBHW cobu; heTuwmTe
0f, XeHckaTa napacpepHanua : BUCOKM
notnetuuu, yebHu wnsaaHuja, Kycu 3gon-
HULITA; CKanwu, Kajyura). 3a Toa UCTO Taka
niwysa A.MoHpoe. Vimam ywTe epHa
notkpena v kaj A.Llag:" Kajyeto u mebe-
not wrto Kycama rm obnoxysa co 6enu
thanycHn copmu uMaaTt penesaHTeH
WHTEH3UTET U ONCECUBHOCT U Ce HEOBNYHM
objekT. Kycama ce wuHTepecupa 3a
OMNCECUMBHOTO NOBTOPYBame U T0a € eAuH-
CTBEH MHTepec".

C.A.: A.MoHpoy rn HasecTysa oBue
cuTyaumm, Ho He e AeuugHa, TyKy banaH-
cupa, Aypv He ro criomeHysa u PayiueH-




bepr, kKoj nogoyHa o4 Bac rv npasu MOHO-
xpomuute?

J.K.: MeHe Toa He Me uHTepecupa, 3awTo
cé wto pabotee Gelwe Moja BHaTpelwHa
notpeba, uaneryeawe of MeHe, He MOXeB
Aypv Aa ja cnefjam Taa epynuuja Ha HOBM
naew.

C.A.: Toa e BO gupeKkTHa Bpcka co Bawara
XecToka bopba cO CTPOrvMoT [anoHCKu
38KOH Ha TaTKOTO (MOPAanoT Ha LIOTyHUTE,
Ha 471eHOBUTE Ha KPasiCKOTO CeMejcTBo,
Ha hamunujara: TaTkoTo, Maxor, wegor),
CO KOH(OPMMU3MOT M KOH3EPBAaTUBUIMOT
Ha OnWTecTBOTO, CO XEHCKUTe npasa, co
HenpasguTe [oBp3aHn CO BOJHUTE U
HacuncTeara of cekakos Buj. Umasrte
rofieM MOTUB, HanywrTajku ja Janowuja un
yenejku no cekoja yeHa ga ycrneete BO
cBeTOT.

J.K.: CeTo TOa Me 3acerawe. PogeHa cym
BO naTpujapxanHo cemejcTso. Vimas Tewko
AetctBo. Majka mu Gelwe MmHory cTpora,
nocTpora og Tatko mu. Mu 3abpaHysaiie
Aa upTam U MM v KuHewe upTexuTe. Bo
Toa Bpeme Gewe epec Aesojka Aa craHe
cnvkap. Mopae aa usberam og Taa cpeav-
Ha W Jda ja oTKpujam uenocHata cnotoga

so CAL

C.A.: Moxebu, ga He bele TOMKY CUeH
TOj NPUTUCOK Hemalwe u Bawwor nporect
ga buge TonKy HarnaceH, ocobeHo BO
aHTUBOEHUTE, aHTucerperayuckuTe u
BOOMWTO CUTE BalKn XerneHuHsn u
aKTUBHOCTW [0OBP3aHN CO CeKCyasriHoTo
ocnobogysarse B0 Hyjopk?

J.K.: He 3Ham. Moxebu ako He ce cnyyelie
Taka Kako LUTO Ce Cy4m jac Ke ce camoy-
6ues. Vimas Takeu naew. Ho cera HewTaTta
ce npomeHwja. He cym noseke 3auHTepe-
cuMpaHa 3a MONMUTUYKKM, couujaned wunu
6uno kakoe npotecT. LlenocHo cym u
npegageHa Ha ymetHocta. Ho u geHec Bo
JanoHuja cTaTtycoT Ha XeHaTta e MHory
noTUEeHyBa4Ku 1 TEXOK. 3aToa 1 He Cym ce
omaxkuna.

C.A.: [Janu rpewam ako KoHcTatvpam,
Aeka Bawmot 0cobeH NMKOBEH jasuk, Mery
0OCTaHaToTo, € pes3ynTar Ha UHTepghepeH-
yujara Mery janoHCKUOT W 3anafgHuoTt
OQHOCHO aMepUKaHCKUOT CeHanbunutet ?
CBecHa cym 3a Toa feKa BO HeKON NHTep-
Bjya [eymaHo ro Hermpare janoHCKOTO
BvjaHme.

J.K.: M ako nocTou Takso 4yBCTBO, TOA Kaj
MeHe e NOTCBECHO.

C.A.: EBe Ha np. BO Bpcka cO MOBTOPY-
BarbeTo Ha polka dots Bo Bawwute gena,
MHOrYy KapakTepUCTU4EH npuMep 3a MeHe

€ JjanoHCKWOT 300p Kara (y4ere npexy
nosTopyBar-e - YajHa yepemoHwuja, opura-
My, BOHCaW, JaroHCKN PaguHy) W n3pasot
gigi muge hokai (c¢hakarbe Ha obnacta Ka-
KO MOTIMOSTHO XaPMOHUYHO MPOHUKHYBare
M npeobpasysarse Mery cute HewTa).

J.K.: Toa ce camo HecBecHu BnujaHuja,
apxeTuncku ¢opMuM KoM NOCTOjaHO ce
npucyTHW 6e3 paanuka Ha Hawarta BOsSba.
Ce WTO npasaMm ce MOV NU4HWU UCKYCTBA,
haneky oA YajHUTE UEpPEeMOHWU U CIUYHK
janoHckn HewTa. Kako mMana KuHes
nap4vrba xapTuja u noToa of HUB CocTaBy-
BaB Hoeu chopmu. oToa UCTOTO ro npases
M CO peperse Ha Kam4urea. Mimae u xany-
UMHaUuM: rv rnegas npocTopuTe ucnon-
HETU CO TOYKW, UMAB Pas3fNUYHN BU3UN KON
noToa no4yHae ga v yptam. [ypu u Byepa
MW Ce CnyyuM da mucnam fgeka rnegam
HeWTo Ha macarta, a notoa KoHcTaTupas
[eKa macara e npasHa.

C.A.: [loBTopHO Ke ce Bparam Ha
fanekyncro4Hara mucna, Konky v ga ce
nyrure. Kputnyapure rnasHo 36opysaart
feka Balwara yMeTHOCT e (hokycupaHa Bp3
mawkute cumbonn. Ho jac mucnam geka
THe NoCTOojaT NapaneHo Ha XEeHCKUTEe CHUM-
bonn (oTBoOpK, AYNKW, Kajunrba, KyTum).
Bapem He e Ha cuna NPUHYWNOT Ha fuH U
janr.

J.K.: YnoTtpebyeam eHOBPEMEHO U MaLLKK
N XKEHCKM CUMOONWU, HO MOBEKe MaluKu
30WTO cakam Ja W ce crnpoTucTaBam Ha
Taa arpecuBHOCT. YMHOXYBajKu ru canyc-
HUTe hopmu jac gobusam cuna. Toa mu e
Kako Tepanwja.

C.A.: Bawwort ogrosop ro npughakam kako
achupmaTMBeH BO Of4HOC Ha MNpalar-eTto.
Bo T1oj ayx ro cghakam onTUMU3MOT U cpe-
Kara Ha egHa cTpaHa v CMpTTa uspaseHa
NPeKy MoBTopyBar-e€TO Ha TOYKUTe, ucrpe-
nneTeHocTa Ha MpexuTe, aumara, cusara
6oja, 04 Apyra CTpaHa, co Kou ce 03HaYeHun
Bawwute gena. Kako ga cMe NoBTOpHO BO
6/1M3MHa Ha janoHCKOTO YyBCTBO 3a pena-
TuBHocTa?

J.K.: Jac ce gBwxam nocTojaHo Ha penaum-
jaTa XuBoT - cMpT. Ho OHa LWTOo ro pa6oTam
Ha KpajoT HAa TBOPEYKMOT YWH uanerysa ce-
Koraw Beceno, WapeHo U ONTUMUCTUYKO.

C.A.: Ao ru npumeHme BO BawwmoTt cry4aj
ABara nosHatv npuHumnu Ha ®poja, Kako
A4a cTe ro HanywTune npuHYAnoT Ha pear-
HocTa u cTe ce onpegennne 3a npuHYAnoT
Ha 3agososncTeoTo. [locTojaHo ce crnpoTuc-
TaByBaTte Ha MOpasnoT, HOpMUTE U
cTepeoTunuTe, ro npasuTe OHa WTO ro
cakate. Bo Toj KOHTeKCT, ocTaHyBajKku
rnoHaramy Ha Teputopujata Ha Ppojg, e n
u36opot Ha gpanycHute ¢opmm u polka
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dots kako nepmaHeHTHU 065Myn BO gena-
Ta. Moxe nv HuB [a rv cMetame Kako cyn-
CTUTYUMja Ha NMOUZOTO MM HA TELKOTO
AeTcTBo 63 urpayqkmn u TonamHa?

J.K.: Jac He 3Ham HuwTo 3a ®pojg. Camo
3Ham pgeka panycHute cdopmm  Mu
uarnepaar ybaso, rm cakam u 3aroa v
npasam. CeTo Toa WTO ro cyrepupare
MOXE W Aa e TOYHO, HO jac He ro npasam
cBecHo. A, Bue Kako aa 3HaeTe noseke 3a
MeHe OTKONKy jac camara?

C.A.: Bo 1964 roguHa Bo Hbyjopk ro pean-
nampaste npoexktor A Thousand Boats
Show. JanoHcko-kMHECKUOT ugeorpam 3a
YOBEKOT e HaypTaH Kako 6poj Koj ro cum-
6onuanpa npaseyor. bpogor wro Bue
camuTe ro co3gagoBTe 3Hauyu feka ywre
npea TpueceT roguHn CTe ja npoHaiune
Bawara Hacoka BO yMETHOCTa W XXUBOTOT.
Toraw ce pogwn Kycama ctunort. [JeHec Bue
CcTe umHenupaumja 3a MHOry Magu XeHu
ymeTHuym Bo Janowwja: Llloko Maemorto,
Acaga Pywn n Jyko Kymaran.

J.K.: Bpogor 3a MeHe uMma uHTepecHa
dopma, npeg cé, 1 e jacHo Mawku cumbon,
ja uckaxysa HeroBaTta cuna. Kora ja
HanpasuB OBaa MHCTanauvja u Kora Bne-
roe Bo 6pogoT co cuTe Tue wunjaga
6poaoBM OKONy MeHe ( Ha SWAoBUTE U Ha
noAoT) UMae YyBCTBO Kako Aa nnosam no
Mope Koe ce aswxu. W gpyrute ro umaa
TOa YyBCTBO. TOa 3Ha4M geka cym Hanpas-
una ycnewxo geno. LLTo ce ogHecysa Ao
ApyrvoT gen oA npawareto, 6u pekna
AeKa AeHec UMa MHOTY 3Ha4ajHu janoHCKK
aBTopku. OcobeHo ja ueHam MwupaH
®dykyga,Mucrnam geka 1u npetcrou pobpa
ngHvWHa. Mim noxenyeam mHory ga pabo-
TarT, Aa He ce OTKaxyBaaT Kora Ke Hauaar
Ha Hekoja npenpeka, Aa He npaBaT KOM-
npomMuciy.

C.A.: Bue 6esre HuBHa asaHrapga. Co
TakoB npuMep npeg cebe ke um buge
MHOrY MOnecHo OTKO/KY wro By 6ewe Bam
BO BpemeTe kora 6esTe ocameHuK, efHa
e4uHCTBEHa Kpaniya.

J.K.: BepojaTHo nmarte npaso.

C.A.: CosHaHueTo pgeka cre paborene
YCIELWHO BO PEHUCYH CUTE TEXHUKN U yMeT-
HUYKY 06N1acTv @ CIMKapCTBO, rpaghuka,
CKYNNTypa, nHetTanayuja, XeneHuHr, Moaa,
cTe cHuMane uaMoBu M CTe Hanvwane
AeceTuHa poMaHu, OTKpUBa MHOry sbybo-
MUTHA JNIMYHOCT CO BOMWebHa W Te4yHa
umarnHayuwja. Koja e Bawara pereuHa
nposokauyuja?

J.K.: Cé wro paboTtam cera e 06BUTKaHO CO
cMpT. Bo HEKOM cuTyaumm Mucnam camo Ha
yMupamse.



C.A.: He My nu4nTe Ha NMHHOCT CO TakBu
ugen bugejkn nocrojaHo nmare Hosu gena
M KOHLenumu.

J.K: Ama panu 3abenexaeTte pAeka
HacnoeuTe Ha MOUTe nocnegHun pAena
Haj4ecTo ce ogHecyBaaT Ha CMpTTa.

C.A.: [a, Ho u BO cegympgecrrure I
HanpasueTe penara: Darkness Coming
over the Hill, | leave the Nest, Desire for
Death in the World of Silver, Ceremony for
Suicide, Walking on the Sea of Death... a
04 Toraw nomuHaa noseke o4 nAse
AeyerHnn.

J.K.: (cmeerse): Cenak, jac xvBeam BO
6onHuua.

C.A.: U cekoj geH oagnte BO arenje,
Aasare MHCTPyKymn Ha Bawmte acucteH-
™, a Be BugoB kako u Bue camute
paborure.

J.K.: Hekonky natu cakae ga ce camoybu-
jam. 1975 r. 6ee BO CTpaoTHa Kpu3a u
cakae Aa ce thpnam of BMCOKO, HO npepj
Aa ro ctopam Toa BO gnaboyuHaTta mu ce
rnojaBu egHa WHTepecHa crnuka, ce npe-
AOMWUCNMB M Ce BpaTUB Aa ja Hacnukam.

C.A.: A nogrorsyBare 1 HEKOJIKY CaMoCTO-
JjHn nsnox6u Bo CA/L o4 Kou petpocrek-
Tusara Bo Jloc Arreyenec County Museum
BO 1997 Tpeba ga buge HajaHadajHa. Ceto
708 Me Tepa ga bupgam ckenrtuyHa BO
BpPCKa CO T0a LWITO cera My ro Kaxysare.

J.K:: (npaBu KapakTepucTu4Ha janoHcka
rpumaca Ha HegevHupaH 0Arosop).

C.A.: YmerHocta 3a Bac e noseke oj
penurno3eH 4uH: ymetHocta u Kycama ce
e[Ha coBplieHa ngeHTugukaymja.

J.K.: 3a meHe xuBoTOT € 6ecmucneH 6e3
ymeTHocTa. Taa e Mmoja Tepanuja, Me
oapxysa Ha 3emjata. Of Hea Te4ye MOojoT
)KMBOT U BO Hea ce Bpaka.

Toxkwo, 16 dpeepyapu 1996

YAYOIl KUSAMA

FROM SCANDAL QUEEN
TO
EIRST | ADY

Interviewer: Sonia Abadjieva

The first lady of the contemporary Japanese art
scene is, no doubt, Yayoi Kusama (1928), two
times represented at the Venice Biennial (1966
and 1993). Her opus comprises the great history
of art of the 20-th century (from Post-painterly
abstraction and the Minimalism through the Pop
Art to the environments and the installations).
From 1957 to 1975 she stays in USA and con-
tributes to the creation of several artistic move-
ments. Her daring happenings and body art activ-
ities provoked noisy reactions on the New York
scene, while the Japanese media called her
"scandal queen", an attribute that Kusama has
been bearing with great dignity since a decade
ago. She was a contemporary and a friend to
Herbert Read, Pierre Restany, Lucy Lippard,
Georgia O'Keefe, Joseph Cornell, Donald Judd,
Andy Warhol, On Kawara and others. The works
of Kusama that remained consequential to the
individual artistic script, preceded the Minimalism,
the soft sculptures of Claes Oldenburg, the works
of Eva Hesse, the mirror installations of Lucas
Samaras or the stickers of Andy Warhol. In the
attempt of the American critics to lessen the sig-
nificance of her anticipating actions, defining
them as simultaneity or coincidences with some
other American authors, they clearly showed the
aspiration for absolute domination and control
over everything that has been created since the
Pop Art. Their sensibility was most obviously
shown in the field of the Pop Art. The minimizing
of her contribution to the modern and contempo-
rary an, in spite of the recent attempts of some
modern critics (Dana Friis Hansen, Alexandra
Munroe) to perceive these occurrences with pro-
fessional eyes, brought no satisfaction to the frag-
ile physical constitution of this paradigmatically
energetic and brave author.

There are at least four indisputable attitudes that
constantly obstruct the approach to the correct
reading of her works:

- Kusama's traumatic childhood in the
Japanese conservative society (disagree-
ments with her cross mother and her authori-
tative father) and her leaving the country were
crucial for her further activity.

The very complex concurrence of circumstances
that influenced the socio-historic and cultural
aspect of her works and Kusama's uncompromis-
ing and liberal spirit must be taken into consider-
ation in order to obtain a complete and reliable
evaluation of her personality.

- Her obsession with the male sexuality as an
essential compensation for the fear of castra-
tion (in Lacan's sense of the word) and her
long for revenge are the basis for her feminist
- marked diction.

The presence of female symbols, body parts and
the emphasis of the reproduction principle in gen-
eral is, also, rather apparent. Actually, the sexual
freedom is a child of the sixties, same as Kusama.
It has nothing in common with the thesis of the
feminism, in the sense the American feminism
was understood in the same decade. We can only
refer to it as a female touch of the things.

- Domination of the concept of death
It is, most obviously, manifested in Kusama's sui-
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cide attempt. Some of her works are inspired by
the death and she freely speaks about it. But, the
humor, the lucidity, the electric gloss of red or yel-
low in the objects of her installations (the pollen,
the seed, the stamens, the galaxies...) incline
toward the hippie philosophy of joy and leisure.

- The repeating of the dots, the accumulation
of the objects, the obsession, the (self)obliter-
ation are a sole reflection of her disturbed
mental state.

Do we have to doubt the saneness of all the
artists that created next to this idea, from Arman
and the group Zero to the "wallpapers” of Warhol?
Could this not be an expression of a modern
Penelope who started to sprinkle with polka dots
her own drawings, paintings and objects when
she was 10 or, as Kusama would say: "This is a
way to kill the boredom." Or, maybe her art (that
she calls psychosomatic art), how ever different it
may be (comprehended in its evolutionary val-
ues), has its differentia specifica which is called
"repeating of polka dots". They are an endless
cycle with nether a beginning nor an end - without
a center. In the Japanese idea of the world the
center could be anywhere. Could it be that the
denoting, being subconsciously present,
becomes the artistically designating?

Everything that Kusama does differs from the oth-
ers for her femininity, the internal pressure, the
mysteriousness and the humor. The inclination
toward exhibitionism, sexual freedom and extrav-
agance are the elements of that life art theater.
Her temperament imagination could not be
explained only within the socio-political context,
the madness, the affinity for death or sex. The
very works prove that the thick layers of pes-
simism could be broken through with lines and
cracks of light, optimism and love. Only in inter-
action they could create the artistic intrigue in the
authentic expression of Kusama, which is rather
close to the spirit of the Far East tradition.

Kusama frankly speaks about her hallucinations
in her teens and about her psychiatric treatment
when she was 20. Her present atelier is a few
steps away from the psychiatric hospital - her
actual home - where she lives since 1977 and
where part of this conversation took place. The
interview with this lucid author was accomplished
in a very pleasant ambiance of Fuji Television
Gallery in the company of her secretary - Mr. Koh
Takakura and a staff of Fuji TV Gallery. Dressed
extravagantly, as always, Kusama carefully con-
sidered every gesture she made. As all the other
artists, she wanted to know what others think of
her. And, in spite of the 18 years she had spent in
USA, she preferred to speak Japanese.

-

SA: Your works have never been presented in
Macedonia. Only a few of our artists and critics
had a direct contact with Your works. Would You
like to point out the most significant moments in
Your artistic career?

YK: The manifesto of the accumulations and the
fractionalization is a theme from my childhood
and it is persisting over the past 50 years. The
repetitive vision of Andy Warhol could be also
found in my art much more earlier. | introduced
the soft sculpture, very important in the Pop Art.
The basis for several concepts of Lucas Samaras
was inspired by my activities. The art history
could confirm that. | was the initiator of many
trends in the sixties in New York. My contribution
to the evolution of the history and to the raising of
the curtain of the 21st century continues up to the
present.

SA: Mirrored Room of L. Samaras is dated from
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1966, and Your installation Mirror
Room - Phalli's Field (or Floor
Show) was performed a year before
that. The event One Thousand
Boats Show, that was performed in
the Gertrude Stein Gallery in New
York before Andy Warhol made the
Cows Wallpapers, could be under-
stood as a result of an unique spiri-
tual atmosphere where the con-
scious permeating among the
artists could hardly be differentiated
from the subconscious ones.

YK: The artists themselves admit-
ted my individual thought. In 1959
Donald Judd said this in Artnews:
"Yayoi Kusama is an original
painter. We shall neglect the ques-
tion whether this is an Eastern or an
American expression. Although it
involves both, her expression is def-
initely not a synthesis, but it is com-
pletely independent.”

SA: Allan Kaprow in his well-known
book Assemblages and Happenings
points out that he was inspired by
the Japanese group Gutai. Were
You emotionally related to this
worldwide famous avant garde,
especially concerning Your happen-
ings in New York?

YK: A have nothing to do with Gutai.
When | made my debut they were
working in Osaka and | was in
Tokyo. | worked in my own way, |
had a particular way of development
in this direction and | first heard
about them in 1966 in New York
when A. Kaprow started with his
happenings.

SA: Could we, therefore, say that
there was one alternative activity of
the Japanese that took place in
Osaka and, partly, in Tokyo and
another activity that took place in
New York, completed by Kusama,
while both of them had no matching
references in Japan?

YK: It is true that my country could
not immediately accept and admit
these contributions to the world art.
Only after the Gutai's exhibitions in
Italy, France, Germany and after my
recognition in France, Germany,
USA etc. the Japanese began to
accept us. The Japanese trust the
strangers very much. In order to
accept something in their country
there must be somebody form
abroad to tell them that this is good.

SA: But, | got the impression that
the attitude of the West towards the
Japanese art is slightly hypocritical.
On one hand, they accept some
authors, but, on the other, the histo-
ry of art is not supplied with new
names; they remain outside the
great artistic scene. Even at the his-
torical and topic exhibitions through-
out the world usually the same
artists from the West are presented.
At the last year exhibition
Feminimasculin in Beabourg there
was none of Your works.

YK: Yes, there probably is a sort of
imperialism in the art, but, as |
already said, the history will say its




word.

SA: | must ask You something that
the art historians could not avoid
and that is: which artists held Your
attention?

YK: There are about twenty artists |
admire, but they had no influence
on my works. | like Balthus, Odilon
Redon, Klee, Kandinsky, Francis
Bacon, Joseph Cornell, and, partic-
ularly, Cézanne.

SA: | could feel a Surrealistic con-
cept, close to Wols in some of Your
works from the seventies.

YK: Who is Wols?. | have never
heard of him.

SA: Is this, also, the case with the
accumulations of Arman?

YK: | know Arman personally, but |
do not like him at all, although he
works on the principle of accumula-
tion, but in an other way: mechani-
cally.

SA: What would You say about
Your colleagues from New York with
whom You created the art of the six-
ties, had long discussions and spent
a lot of time together?

YK: They all followed my work,
hardly commented it, but later they
came up with exhibitions showing
works very similar to mine.
Alexandra Munroe also wrote about
that. | would like to point out the
example with L. Samaras who, liter-
ally, got lost after my return to
Japan. Oldenburg was working with
solid forms, but after having seen
my stuffed forms he also started
creating soft sculptures.

SA: Oldenburg was delighted by the
ambiance with furniture that You
had covered with soft phallus-like
forms and he admitted that they
were unique. Further on, he stated
that there was a big difference
between his attitude towards the
isolated object that he softens and
the soft forms of Yours which, in his
opinion, do not account for the type
of the object that will be taken into
consideration in the act of softening.

YK: | do not agree with his state-
ment because | exactly know what |
want to make out of a particular
object. Its symbolical meaning is
very important to me (home furni-
ture: kitchens, living rooms, the
fetishes from the women's posses-
sions, high heels, pocket editions,
short skirts, stairs, boats). A.
Munroe has written about that, too. |
had another support by D. Judd:
"The boat and the furniture that
Kusama covered with white phallus-
like forms bear a relevant intensity
and obsession and they are unusu-
al objects. Kusama is interested in
the obsessive repetition and that is
her only interest."

SA: A. Munroe anticipated these sit-
uations, but she was not deter-
mined, she balanced, she even did

not mention Rauschenberg who,
after You, made the monochromes.

YK: | am not interested because
everything | did was my internal
urge, it came out of me. | had diffi-
culties to follow that eruption of
ideas.

SA: This is directly related to Your
fight against the strict Japanese law
of the father (the moral of the
shoguns, of the family, even
referred to the members of the royal
family; the father, the husband, the
boss), the conformism and the con-
servatism of the society, the
women's rights, the injustices of
wars and violence of every kind.
Leaving Japan you had a strong
motive to succeed in the world, at
any price.

YK: | was concerned about all that.
| was born in a patriarchal family. |
had a hard childhood. My mother
was very cross, more than my
father. She did not let me draw, she
tore my drawings. At that time it was
a heresy for a girl to become a
painter. | had to run away from that
situation to reach perfect freedom in
USA.

SA: If that pressure was not so
strong maybe Your protest would
not have been so much empha-
sized, especially in Your anti - war,
anti -segregation engagements and
in all the other happenings and
activities related to the sexual liber-
ation in New York.

YK: | do not know. Maybe if it had
not happened the way it happened |
would have killed myself. | had such
ideas. But now things have
changed. | am not interested in
political, social or any other kind of
protest. | am totally devoted to the
art. But, even now, the status of the
woman in Japan is very humiliating
and difficult. That is why | never
married.

SA: Am | wrong when | say that
Your specific artistic language is,
among other things, due fo the inter-
ference of the Japanese and the
Western, i.e. the American sensibil-
ity? | know that in some of Your
interviews You categorically denied
the Japanese influence.

YK: Even if there is such a feeling in
me it must be subconscious, arche-
type forms that are always present.
All | do comes out of my personal
experience, far from the tea cere-
monies and the similar Japanese
things. When | was a child | used to
tear pieces of paper and compose
new forms. | did the same with
arranging stones. | had hallucina-
tions: | saw the space filled with
dots, | had different visions and, lat-
ter on, | started to sketch them
down. Yesterday | thought | saw
something on the table, and then |
realized that the table was empty.

SA: | will again return to the Far

East thought, although | know that
You will mind. The critics mainly

.

speak about Your art being focused
on the male symbols. But, | think
that parallely they exist on the
female symbols, as well (holes,
openings, boats, boxes). Is this not
the principle of Yin and Yang?

YK: | apply male and female sym-
bols equally, but | prefer the male
ones because | want to oppose to
that aggression. By multiplying the
phallus-like forms | gain the
strength. That is something like a
therapy to me.

SA: | will take Your answer as an
affirmative attitude towards the
question. In that sense | also under-
stand your optimism and happiness,
on one hand, and the death
expressed through repetition of the
dots, the permeating of the nets and
the gray color, on the other. Are we
again near the feeling for relativity?

YK: | am constantly balancing
between life and death. But, at the
end, my works always appear to be
lively, colorful and optimistic.

SA: If we apply the two well-known
principles of Freud in Your case it
seems that You have dropped the
principle of reality and accepted the
principle of pleasure. You always
oppose the moral, the customs and
the stereotypes, You do what You
want. In that context, remaining still
on Freud's territory, we might find
the choice of phallus-like symbols
and polka dots as permanent forms
in your works. Could we consider
them a substitution for the libido or
the hard childhood without toys and
emotion?

YK: | know nothing about Freud. |
only know that the phallus forms
look beautiful, | like them and that is
why | make them. All that You are
suggesting might be true, but | do
not do that consciously. And You
seem to know more about me than |
do.

SA: In 1965 in New York you real-
ized the project A Thousand Boats
Show. The Japanese-Chinese
ideogram for man was drawn as a
boat that symbolizes the direction.
The boat that you have created
means that 30 years ago you had
found your direction in art and in life.
The Kusama style was born. Today
you are an inspiration to many
young women artists in Japan.

YK: The boat has an interesting
form, and it is obviously a male sym-
bol, it shows male strength. When |
made this installation and when |
got into the boat with all the other
thousand boats around me (on the
walls and on the floor) | had a feel-
ing as if | was saliling at a sea that
was moving. The others, too, had
that feeling. That means that | have
created a successful work of art. As
to the second part of the question, |
would say that today there are a lot
of notable Japanese authors. |
especially appreciate Miran Fukuda.
| think that she has a good future
ahead. | wish them: work hard, do

not give up before obstacles and do
not make compromises.

SA: You were their avant garde.
With such an example in front of
them they will find it much easier
than You did at the time you were a
loner, and the only queen.

YK. You are, probably, right.

SA: The fact that You have been
successful in almost all the artistic
techniques, painting, graphic art,
sculpture, installation, happening,
fashion, films, literature, speaks
about Your very curious personality
with magic and fluent imagination.
What is Your present provocation?

YK: All | do now is wrapped with
death. There are times when | think
only of dying.

SA: You do not look like a person
with such ideas, since You always
offer new works and concepts.

YK: But, have You noticed that the
titles of my latest works most often
refer to death?

SA: Yes, but in the seventies You
completed Darkness coming over
the Hill, I leave the Nest, Desire and
Death in the World of Silver,
Ceremony for Suicide, Walking on
the Sea of Death... and more than
two decades have passed since.

YK: (laughing) But, | live in a hospi-
tal.

SA: But You go to the atelier every
day, You guide your assistants, and
| saw You working.

YK: Several times | tried to Kill
myself. In 1975 | was in a terrible
crisis and | wanted to throw myself
from a height, but before | did that |
saw in the depth an interesting pic-
ture, | changed my mind and | went
back to paint it.

SA: You are preparing several exhi-
bitions in USA and one of them, the
retrospection in the Los Angeles
County Museum in 1997, is sup-
posed to be the most important. It
makes me skeptical about what You
have just been saying to me

YK: (makes a typical Japanese ges-
ture of an undefined answer).

SA: For You the art is more than a
religious rite: the art and Kusama
are a perfect identification.

YK: For me life is meaningless with-
out the art. That is my therapy, it
keeps me on the ground. From the
art my life flows out and there it
returns.

Tokyo, February 16th, 1996

Translated by M. Hadjimitrova
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INTERPRETATIONS

TONKYBAHA

Heb6ojwa Bunuk

'Was ist Pop?
Pop ist ein Phanomen. Pop exististiert als Kultur, als Denkweise und als Industrie.'

(Hanif Kureishi and Jon Savage, The Faber Book of Pop, Faber&Faber, London 1995.)

KoH oBaa gedhuHuumja Ha Mon-oT Manky HewTo Moxe Aa ce gogage. [ypu u ako umarte
HewWTo Aa AoaaneTe, ke Be 3amucnar ABecToTe cTpaHuum Ha 134. 6poj Ha Kunstforum. A Toa
e camo NpBUOT Aen noceeTeH Ha heHomMeHOT Ha Mon-oT Bo AeHelwHuuara. MpogomkeHneTo
cnefysa Bo 135. 6poj Ha UCTOTO cnucaHue, HajsepojaTHO Ha MCT Gpoj CTpaHuum, cocema
M3BECHO CO BeKe nosHartara repmaHcka negaHtepuja Bo obpabotkara Ha TematoT. Co camo-
TO TOa, 6e3BOMHK, M 3aTBOPATE CUTE KHUMM KOW CTe M1 OTBOpWe 3a Aa ro noaroTeuTte ceoe-
TO Y4eCTBO Ha CUMNo3nymoT Pop Vision. BusyenHocT nornynapHor 1 rnonynapHoCT BU3yeslHOr.
Y6eneHu, cv Benute cebe cu, geka 3a Mon-0T He MOXEeTe HULWITO noseke Aa Hanuwerte. U
Kora noMuUcnysaTe Aeka Toa He MOXEeTe fa ro HanpasuTe 3apaju Toa WTo € Cé Beke
Hanuwaxo, pasbupaTe geka BCYWHOCT 3a [Mon-0T He MOXe BeKe Aa ce nuuwysa He 3apaju
TOa WTO e Cé HanuwaHo, TYKy 3apaau hakToT Aeka on-oT e cekaje Haokony Bac, aeka e
cé Mon, aeka u Bue camute cte Mon.

MocTasexu BO gunema - ga ce npusHae, Aa ce ctaHe u aa ce octaHe on u, co Toa, Aa ce
6uge Aen Ha peueHTHaTa KynTypa (aa ce buae Bo in hakTopoT) UK Aa ce CrnpoTUBCTaBuTe
Ha Toa (M Aa ce ocTaHe BO out (hakTopoT) - Ce BpakaTe Ha CBOjOT NOBUK M ce obuaysaTte Aa
npoHajaeTe 3owTo 1 Bue camute cTe Mon. PewmnTenHo cTaHysaTe, ce BPTUTE KOH CBOjaTa
6ubnmoTeKa u, cocema HeoYeKyBaHo, ja nornejAHysare cBojata AMCKOTeKa CO U3BeTBeHUTe
KapTOHCKW ONakoBKM Ha NMoHrnnejkute. HocranrmyHo (6uaejku ogamHa cte npemuHane Ha
compact disc audio system) npodewnysaTe CO NpCTUTE W ja usenekyeate /zitso Ha Ker
CtuseHc [Cat Stevens]. [cn.1] ManuTe, na ronemuTe GyKBu Ha efeH 04 HacnoBuTe Ha nec-
HuTe Bu ro npusnekysa BHumManueTo - | never wanted TO BE A STAR. Bo UCTUOT MOMEHT ja
npenosHaeate usmamata: KeT e eAHa of HajronemuTe non-seesan Ha cegymgecetrturel
Opgny4ysaTe Aa v cTaBuTe Kpaj Ha oBaa XUnokpuauja 1, BoO UMETO Ha NoBpejeHarTa MnajocT,
6apate pesaHw. Ce BpakaTe Ha cBojaTa paboTHa Maca v ro otTeoparte OHoj UCT Kunstforum v
Kora, Ha cTpanuuaTa 240, npoHaoraTte penpogykuuja Ha AenoTo BO Koja ja npenosHasaTte
onakoBkaTta Ha /zitso Ha KeT CtuseHc. [cn.2] 3auHTpuriupany oa cnyyajHocTa ce Bpakare Ha
MOYETOKOT Ha TEKCTOT Ha cTpaHuuara 235 u yutare: Christian Marclay, Das Cover ist das
einzig Visuelle wéhrend des Ziihérens - eine Art Haut ein Gesprach von Sabine B. Vogel.
MoBTOpPHO ja norneaHysaTe penpogykuujata u KoHcTaTupate geka Kpuctujad e notnonHo
cepuoseH BO cBojata konaxHa urpa Alma Mia og 1991.. Toj co npeknon cocTtasun net
onakoBKw 3a longplay nnouu co WTo Ao6un KPCT Ha KOro e ‘pacnHara’ efHa aHTponomopd-
Ha ¢urypa. Cocema HamypTeHu, JoaraTte A0 co3HaHueTo geka TlecHuuykata' Ha Kert e BO
cnpoTusHocT co PacnetueTo’ Ha KpuctujaH. Taka goafarte Ao npeTtnocTaskara geka co 6es-
TPWKHUOT, NyuuaeH U paaukaneH Mon ce Cny4uno HewTo. 3auHTpUripaxu, noBTOPHO M
OTBOpaTe 3aTBOPEHUTE KHUMM U CTPacTa Ha aHanuTu4ap noyHysa fda ce pasropysa Bo Bac.
CepgHyBate npej CBOJOT MOHWTOP, CO KPajoT Ha OKOTO rnejarte Ha AUrMTanHuoT HacoBHUK
Aeka e Beke 00:29 AM July/2/1996 u no4yHyBaTte Aa nuLyBaTe TeKCT.
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ETHINKING POPISMS

PeueHTHMOT WHTepakTUBEH OAHOC MoMery yMeTHOCTa W NOMynapHOTO npeTcTasysBa
MaHupucTu4Ka hasa Ha foNroTo npenneTyBare Ha oBue ABa (heHomeHa. 3acHOBaH ylwTe Ha
NnoYeToKOT Ha OBa cToneTue, Toj ce AeduHnpa npeky cneaxsute Tabenu:

ISM ATTITUDE INFLUENCE RESULTS laden
art-pop-ism art for pop art_in_pop design
pop-art-ism pop for art pop_in_art art
dis-pop-art-ism pop-art for pop pop_art_in_pop fetish

ISM ATTITUDE INFLUENCE RESULTS Tab6ena b:
art-pop-ism art for pop pop_in_art counter-art
‘pop-art-ism pop for art art_in_pop pro-art
dis-pop-art-ism pop-art for non-pop [pop_art_out_of_pop [pseudo-commited art

KOHCEKBEHTHO:

XUNOTESA A - unu NOM-U3AM a:
041 peKnama - BO yMETHOCT - KOH peknama. !

XWMNOTES3A B - unu MNOr-1U3AM 6:
Of AHTU-YMETHOCT - BO YMETHOCT - KOH aHraXupaHo.2

1 MOMN-U3MOT a noafa of npeTnocTaskaTa JeKa NnonynapHOTO 3a3eMa CTaTyC Ha YMETHUYKO,
noToa feKa yMeTHUYKOTO pedepupa Ha NomynapHoTO, 38 Ja KOHEYHOTO YMETHWYKO BO MOMyNapHOTO
3aBplM CO gucnonynapusaumja-so-heTnwor.

Peknamara (kako anaparyc Ha KOMyHuKauujata Ha nonynapHoTo M CO NONyNapHOTO) CTaHyBa noymer-
HWYKa NOpPaau BNujaHujaTa Kou BP3 HejauHaTa OCHOBHA (hyHKUM|A rv BpLIAT YMETHOCTA N YMETHUHKOTO
obnukyearse. Co Toa peknamara goara Ao camvoT pab Ha tyHkumoHanHoTo. Pogyerko [Anekcanaap
PoTtyerko] u Majakoscku [Bnagummup Maskoecku] (koj ro nuwysa TexkcToT) 1925. npasat peknama 3a
uurapute Yepsorey. [cn.3] EcTeTusayujata fgosedysa A0 Toa nopakarta, Koja peknamara Tpeba aa ja
ucnparu, e noTNoNHO UCTUCHATa CO 3aMeHaTa co BuayenHoTo. MefyToa, M Nokpaj Toa BO OBOj Cny4aj
ceywTe ce paboTu 3a npogasarbe/Kynysarse Ha cogpxuHara. OgHocor [art for pop] koj oBae ce jasysa
[kako art_in_pop] e cywTuHaTa Ha An3ajHOT Kako npogasady Ha coapuHara.

Taxa, apT-non-u3MoT 3aBpLLyBa BO [H38JHOT.

Kora yMeTHM4YKOTO pedepupa Ha nonynapHoTo goara Ao ynotpeba Ha nonynapHUTe 3HAKOBW TpaHc-
chopmuparu BO ymeTHUHYKK Kogoeu. Co Toa ymeTHOCTa goarfa 4o camuoT pab Ha ymeTHW4KoTo. Bopxon
[Andy Warhol] 1962. ja neqatn Campbell's Soups 32 natw. [cn.4] MNpucycTBOTO Ha NONYNapHOTO A0BEAY-
Ba A0 Toa aBToHOMMjaTa, Kako diferentia specifica Ha yMeTHUYKOTO, Aa @ NOTNONHO UCTUCHATA CO 3ame-
HaTa co MynTUNNMUMpaHoTo nonynapHo. Co oBa yMETHUYKOTO Aeno ce foseayBa BO Nosuumja BO Koja
Toa Ce TPeTMpa Kako CTOKA Taka WTOo CO Toa ce paboTv 3a npoaasarbe/Kynysare Ha YMeTHUYKOTO.
OpHocot [pop for art] koj Tyka ce jasyea [kako pop_in_art] e TpeTMaH Ha YMEeTHUYKOTO Aeno Kako
yMeTU4Ka cToKa.

Taxa, non-apT-#SMOT 3aBPILYBA BO yMETHHYKA CTOKA.

BpakarbeTo Ha yMeTHUYKOTO BO NOAPaYjeTo Ha NonynapHoTO, OAHOCHO peknamara (Kako anapartyc Ha
CTaTycoT Ha NONynapHoTO) He ro nogpasbupa BeKe NPUCYCTBO HA YMETHUYKOTO 06nuKyBarbe, TYKY
camara yMeTHOCT Kako peknama unu Hasog. Co Toa peknamara goara ao camvoTt pab Ha csojarta uen-
NCXOAHOCT. MapKeTUHLWKWOT umuy Ha Absolut Vodka 3ano4HyBa O NOBUKYBaHbe Ha IMKOBHATa CUHTaK-
ca Ha Bopxon u Taka Absolut Vodka ctanysa Absolut Warhol, Absolut Scharf, etc. [cn.5] MNonapTusauwjata
Ha nonynapHoTo AoBeAysa A0 TOa CaMuOT NON-apT BUCTUHCKW Aa CTaHe CTOKA, HanywTajku ja npu Toa
M OHaa mana yMeTHW4Ka aBTOHOMMja Koja ja uma. Bo oBaa cuTyauuja He ce paboTu Beke HUTy 3a
coApXuHaTa, HUTY 3a YMETHOCTa, TYKY 3a nNpojaBarbe/KynyBarbe Ha cakaHoTo. OgHocoT [pop-art for pop]
KOj TyKa ce jaByBa [kako pop-art_in_pop] e TpeTMaH Ha nonynapHoTo Kako deTui.

Taka, guc-non-apT-usMoT 3aBpllysa BO
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B MOM-U3MOT 6 noafa o NpeTrNocTaBKaTa JeKa aHTU-YMETHUYKOTO o 3eMa CTaTycoT Ha non-
ynapHOTO, NnoToa AeKa YMeTHHYKOTO pedepupa Ha norynapHoTo, 3a KOHeYHOTO MOMyfiapHo BO yMeT-
HWYKOTO fja 3aBpLUM CO AWCronynapusaLyja-so-aHraxwpaHocTa.

TeHAeHUMO3HOTO BOBEAyBarbe Ha NONynapHOTO BO yMeTHOCTa @ CTae 3a camarta YMeTHOCT,
yMeTHU4KaTa npoAykumja u ynorara Ha aeTopot. Bo cny4ajor Ha gagavcTure, kybucture un kybo-cyTyp-
WUCTUTE 0f ABAECETTUTE rOAUHW Ha OBOj BEK OBOj CTaB € TONKY PUrMAeH WTO The CO CBOJjOT aHTU-ymeT-
HWYKM CTaB ja AOBeAyBaaT BO npawarse cMucnarta Ha ymMeTHocTa soonwTo. MNukaco [Pablo Picasso] Bo
KonaxoT urapa, HoTeH nucT n Hawa og 1912 [cn.6] nenu uce4ok oa aHeBHUKOT Le Journal Ha ocHoBsa
of xapTveH Taner. [cn.7] MNoTpecyBareTo Ha eNUTUCTUYKUOT KapakTep Ha yMeTHOCTa UMa 3a uen ga ja
u3bpuwe oBaa rpaHvua. Bucokara u HUCKaTa YMETHOCT UMM KyNnTypa ce nocrasysaaT Ha 3aefiHU4KO
PamHULLITE: HUBHOTO aHTU-YMETHUYKO € fa ce CTaHe nonynapHo-enuTeH. Bo 0Boj cnyyaj nonynapHoTo e
TOa KoewTo fobuea, a enuTHOTO Toa KoewTo rybu.

Counter-art, sapagy Toa WTO ce sanara 3a nonynapHoTo [art for pop], ro Bosegysa nonynapHoTo [pop-
_in_art] u craHysa Art-pop-ism.

[MOBTOPHOTO TEHAEHUMO3HO BOBEAYBaH-e Ha NonynapHOTO BO YMETHOCTa e CTaB 3a camaTa yMeTHOCT,
YyMeTHUYKaTa NpoayKumja u ynorata Ha asTopoT. Bo cny4ajoT Ha non-apTucTute o ceamara geueHuja
Ha OBOj BeK OBOj CTaB € PUriaHO Npo-yMeTHUHKW. Tue cmeTaaT Ageka nonynapHoTO MOXe Aa ce ynoTpe-
61 1 3apagu HeroBuTe BU3yenHW noaaTHocTu. Bopxon uspaboTtysa 32 nnatHa co Campbell's Soups
1962. [cn.4] 6uAejKM rM cnNuKan HUBHUTE PeKnaMu Kou noctene u npeg Hero. [cn.8] Co Campbell's Soups
HULTO He Ce NnoTpecysa, TYKY Ce KOHCTaTvupa efHa onwTa cocTojba Ha KynTypara u oOnwTecTsoTo, a npo-
YMETHUHYKOTO Ha Bopxon craHyea wMmnepatue aa ce 6uge enutHo-nonynapeH. Bo osoj cny4aj nony-
NapHOTO U eNUTHOTO HUTY AobuBaar HUTY rybar.

Pro-art, sapagy Toa WTO ro MHTeIpHpa e/TMTHOTO CO NornynapHoTo [pop for art], ro BoBegysa nony-
napHoro [art_in_pop] u craHysa Pop-art-ism.

[MOBTOPHOTO TEHAEHUMO3HO BOBEAYBare Ha NnonynapHoOTO BO YMETHOCTa @ CTaB 3a camaTa yMeTHOCT,
yMeTHWHKaTa npoayKumja u ynorata Ha aBTopoT. Bo cny4ajoT Ha peLeHTHUTE YMETHULM KOM ja ynoTpe-
6yBaaT non-apT WKoHorpacmjaTa 0BOj CTaB e purnaHo ncesgo-avraxuvpad. KyHe [Jeff Koons] cosgasa
1986. 04NMBOK 04 Urpayka 3a gysarse (Rubbif) [cn.9] Bo Hekopoavpayku 4Yenuk. Mon-apT ukoHorpadm-
jaTa ocTaHyBa camo Ha MAEHTU(MUKALMOHOTO PaMHULLTE: 3ajakoT CO MOPKOB BO fieBaTa wena He e BeKe
cUMnaTUYHAOT M GearpuxeH Mukn Mayc [Mickey Mouse], Tyky Tewka v 6eanuyHa cKynnTypa Ha 4uja
COBPLIEHO WCMONUPaHa NOBPWWHA PeuunueHToT ce rneaa camwot cebe cu. Co Toa, TOBapoT Ha
aHraXMpaHocTa BO KPUTUYKOTO MOJie Ha YMETHUKOT Ce NpeHecyBa Ha cnoboAHOTO KPUTUYKO nogpadje
Ha peuunueHToT. Bo OBOj Cnyyaj NonynapHOTO M eNIUTHOTO He NocTojar.

Pseudo-commited-art, 3apagu ynotpebara Ha ron-apToT 3a BOH-yMETHHYKH yenu [pop-art for non-
pop], ro uaBegysa nonynapHoTo [pop-art_out_of pop] u craHysa Dis-pop-art-ism.

L

8:53 AM July/2/1996. Camo LWTO CTe ro ucnuwane v nocnegHoT 36op, 3abenexysate geka
HaaBOp BeKe ogamHa e feH. Ho, egeH 360p KoHeyHo Be npasu CriokojHu:

Dis-Pop-ART-Ism

Mo cepTyBaTe MorfefoT KOH OnakoBkara Ha mnno4ara W efHOBPEMEHO MUCNUTE Ha
KpwucTujaH: npucycTBOTO Ha NOMyapHOTO BO HErOBOTO AENO NOTMNOAHO MM U3rybuno cmucna-
Ta W 3HaYeHEeTO Ha NoMynapHoTo.

Alma Mia Bu roBopu 3a eaeH CUMynakpym Ha nonynapHoTo. Bo Hero nonynapHoTo eHoBpe-
MEHO W Ce jaByBa U ro CHeMyBa.
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NebojsaVILIC

'Was ist Pop? Pop is ein Phdnomen. Pop existiert als Kultur, als Denkweise und als Industrie.'
(Hanif Kureishi and Jon Savage, The Faber Book of Pop, Faber&Faber, London 1995.)

You may add just a few things to this definition of Pop. Even if You have something to add, the 200 pages
of the 134. issue of Kunstforum will not let You. By the way, it is the first part dedicated to the phenomenon
of Pop today. Its continuation follows with the 135. issue of the same magazine, probably on the same num-
ber of pages, certainly with the erstwhile known German pedantry in the work-out of the theme. With this
only, completely willingness, You are closing all of the books You have opened in order to prepare yourself
for the attending of this Symposium. Convinced, You are saying to Your self, that You can not write any-
thing else about the Pop. And when You think that You can not do that because everything is already writ-
ten, You recognized that You can not write about Pop not because everything is already written, but
because of the fact that Pop is everywhere around You, that everything is Pop, that even You are Pop.

In the dilemma - to admit, to become and to remain Pop and to be a part of the recent culture (to be in the
in factor) and/or to oppose it (and to stay in the out factor) - You are returning to Your vocation and try to
find why You are Pop Your self. You stand up decisively, turn towards Your library and, quite unexpectedly,
take a glance towards Your discotheque with the worn paper envelope of the LPs. Nostalgically (because
You have turned on the compact disc audio system long time ago) explore with the fingers and take out
Izitso by Cat Stevens [ill.1]. Small, then capital letters of one of the titles of the songs attracts Your atten-
tion - | never wanted TO BE A STAR. In the moment You are recognizing the trick: Cat was one of the
biggest pop-stars of the seventies! You decide to break that hypocrisy, looking for a re-match in the name
of Your hurt youth. You are retuming to Your working desk, opening that asame Kunstforum and on the page
240 finding one of the reproductions on which You recognize the envelope of /zitso by Cat Stevens [ill.2].
Intrigued by this coincidence You are returning to the beginning of the text on page 235 and read: Christian
Marclay, Das Cover ist das einzig Visuelle wéhrend des Zuhérens - eine Art Haut ein Gespréch von Sabine
B. Vogel. Once more You take a look on the reproduction and You conclude that Christian is quite serious
in his collage-play titled Alma Mia from 1991: he compiled by overlapping five LP envelopes and he made
a cross on which an anthropomorphic figure is 'crucified’. Completely darkened, You arrive to the conclu-
sion that the Cat's tune is in contradiction of Christian's Crucifixion. Thus, You arrive to the contradiction
that something has happened with the careless, lucid and radical Pop. You sit affront of Your computer
monitor, with the end of the eye picking the time on the digital watch and see that it is almost 00:29 AM
July/2/96 and You begin to write Your text.

RETHINKING POPISMS

The recent interactive relation between the art and the popular represents a maniristic phase of the long
interlacing of these two phenomena. Founded on the beginning of this century, its developing road is
defined by the following tables:

N3AM OJHOC BIIMJAHUE PE3VIITAT L
art-pop-ism art for pop art_in_pop design
pop-art-ism pop for art pop_in_art art
dis-pop-art-ism pop-art for pop pop_art_in_pop fetish

N3AM OJIHOC BIIMJAHUE PE3VYIITAT Table B
art-pop-ism art for pop pop_in_art counter-art
pop-art-ism pop for art art_in_pop pro-art
dis-pop-art-ism pop-art for non-pop |pop_art_out_of_pop [pseudo-commited art

Consequently:

HYPOTHESIS A - or POPISM a:
from the commercial - into art - towards the commerciall

HYPOTHESIS B - or POPISM b:
from the counter-art - into art - towards the committed art?

58




NebojsaVILIC

'Was ist Pop? Pop is ein Phanomen. Pop existiert als Kultur, als Denkweise und als Industrie.'
(Hanif Kureishi and Jon Savage, The Faber Book of Pop, Faber&Faber, London 1995.)

You may add just a few things to this definition of Pop. Even if You have something to add, the 200 pages
of the 134. issue of Kunstforum will not let You. By the way, it is the first part dedicated to the phenomenon
of Pop today. Its continuation follows with the 135. issue of the same magazine, probably on the same num-
ber of pages, certainly with the erstwhile known German pedantry in the work-out of the theme. With this
only, completely willingness, You are closing all of the books You have opened in order to prepare yourself
for the attending of this Symposium. Convinced, You are saying to Your self, that You can not write any-
thing else about the Pop. And when You think that You can not do that because everything is already writ-
ten, You recognized that You can not write about Pop not because everything is already written, but
because of the fact that Pop is everywhere around You, that everything is Pop, that even You are Pop.

In the dilemma - to admit, to become and to remain Pop and to be a part of the recent culture (to be in the
in factor) and/or to oppose it (and to stay in the out factor) - You are returning to Your vocation and try to
find why You are Pop Your self. You stand up decisively, turn towards Your library and, quite unexpectedly,
take a glance towards Your discotheque with the worn paper envelope of the LPs. Nostalgically (because
You have turned on the compact disc audio system long time ago) explore with the fingers and take out
Izitso by Cat Stevens [ill.1]. Small, then capital letters of one of the titles of the songs attracts Your atten-
tion - | never wanted TO BE A STAR. In the moment You are recognizing the trick: Cat was one of the
biggest pop-stars of the seventies! You decide to break that hypocrisy, looking for a re-match in the name
of Your hurt youth. You are returning to Your working desk, opening that asame Kunstforum and on the page
240 finding one of the reproductions on which You recognize the envelope of /zitso by Cat Stevens [ill.2].
Intrigued by this coincidence You are returning to the beginning of the text on page 235 and read: Christian
Marclay, Das Cover ist das einzig Visuelle wéhrend des Zuhérens - eine Art Haut ein Gespréch von Sabine
B. Vogel. Once more You take a look on the reproduction and You conclude that Christian is quite serious
in his collage-play titled Alma Mia from 1991: he compiled by overlapping five LP envelopes and he made
a cross on which an anthropomorphic figure is ‘crucified'. Completely darkened, You arrive to the conclu-
sion that the Cat's tune is in contradiction of Christian's Crucifixion. Thus, You arrive to the contradiction
that something has happened with the careless, lucid and radical Pop. You sit affront of Your computer
monitor, with the end of the eye picking the time on the digital watch and see that it is almost 00:29 AM
July/2/96 and You begin to write Your text.

RETHINKING POPISMS

The recent interactive relation between the art and the popular represents a maniristic phase of the long
interlacing of these two phenomena. Founded on the beginning of this century, its developing road is
defined by the following tables:

V3AM OJIHOC BIIMJAHUE PE3VIITAT St
art-pop-ism art for pop art_in_pop design
pop-art-ism pop for art pop_in_art art
dis-pop-art-ism pop-art for pop pop_art_in_pop fetish

N3AM OJHOC BIIMJAHUE PE3VYIITAT Table B
art-pop-ism art for pop pop_in_art counter-art
pop-art-ism pop for art art_in_pop pro-art
dis-pop-art-ism pop-art for non-pop _|pop_art_out_of_pop [pseudo-commited art

Consequently:

HYPOTHESIS A - or POPISM a:
from the commercial - into art - towards the commerciall

HYPOTHESIS B - or POPISM b:
from the counter-art - into art - towards the committed arte

58




1 The Popism a commences
from the presumption that the
popular takes the status of the
artistic, then that the artistic
refers to the popular so that,
finally, the artistic terminates into
the popular by the dispopularisa-
tion-in-the fetish.

The commercial (as an apparatus of
the communication of the popular
and with the popular) becomes
more artistic because of the influ-
ence of the art and the artistic shap-
ing on its basic function. The com-
mercial comes to the edge of the
functional in this manner. Alexander
Rotchenko and Viadimir
Mayakovsky (writing the text) in
1925 are working on the commer-
cial for the Tchervonets cigarettes.
[ll.3] The aesthetisation leads to the
result, that the message, which has
to be sent, is completely pushed out
with the substitution by the visual.
However, in this case it is still the
matter of selling/buying of the con-
tent. The relation [art for pop]
appearing here [as art_in_pop] is
the essence of the design as a sell-
er of the content.

Thus, art-pop-ism terminates into
design.

When the artistic refers to the popu-
lar it comes to the usage of the pop-
ular signs transformed into the artis-
tic codes. The art comes to the edge
of the artistic in this way. Andy
Warhol in 1962 prints the
Campbell's Soups 32 times. [ill.4]
The presence of the popular leads
to the point where the autonomy, as
a diferentia specifica of the artistic,
is completely pushed out with the
substitution by the multiplicated
popular. The work of art is placed in
the position in which it is treated as
a commodity so that it is a matter
about the selling/buying of the artis-
tic. The relation [pop for art] which
appears here [as pop_in_art] is the
treatment of the work of art as an
artistic commodity.

Thus, pop-art-ism terminates into
artistic commodity.

The return of the artistic in the area
of the popular, i.e. the commercial
(as an apparatus of the status of the
popular) does not understand any-
more the presence of the artistic
shaping, but the art it self as a com-
mercial or quote. The commercial
arrives to the edge of its appropri-
ateness in this way. The marketing
image of Absolut Vodka begun with
the quotation of the Warholian syn-
tax, thus the Absolut Vodka
becomes Absolut Warhol, Absolut
Scharf, etc. [ill.5] The popartization
of the popular leads to the point
where pop-art itself becomes in fact

a commodity, abandoning in the
same time the very little of the artis-
tic autonomy it had. In this situation
it is not the matter of the content,
nor art anymore, but about the sell-
ing/buying of the desired. The rela-
tion [pop-art for pop] appearing here
[as pop-art_in_pop] is the treatment
of the popular as a fetish.

Thus, dis-pop-art-ism terminates
in fetish.

2 The POPISM b starts from
the supposition that the counter-
artistic takes the status of the
popular, than that the artistic
refers to the popular, for the pop-
ular in the artistic to end in the
dispopularisation-in-the commit-
ment.

The tendentious involving of the
popular in the art is a statement
about the art itself, the role of the
author and the art production. In the
case of the Dadaists, Cubists and
Cubo-Futurists from the twenties of
this century this statement is so rigid
that with their counter-artistic state-
ment they are stressing the essence
of the art in general. Pablo Picasso
in the collage Guitar, note paper and
a glass from 1912 [ill.6] glues an
extract of the daily newspaper Le
Journal on the wallpaper. [ill.7] The
striking of the elitist character of art
has the erasing of this boundary for
a goal. High and low art or culture
are posted on the same level: their
counter-artistic is to become popu-
lar-elitist. In this case the popular is
the one which gets, and the elite is
the one which looses.

Counter-art, because it supports
the popular [art for pop], involves
the popular [pop_in_art] and
becomes Art--pop-ism.

The repeated tendentious involving
of the popular in the art is once
more a statement about the art
itself, the artistic production and the
role of the author. In the case of the
pop-artists from the seventh decade
of this century this statement is
rigidly pro-artistic. They regard that
the popular may also be used
because of its visual fertileness.
Andy Warhol created 32 canvases
of Campbell's Soups in 1962 [ill.4]
because he painted the commer-
cials which existed even before him.
[ill.8] Nothing is affected with the
Campbell's, but one general state of
the culture and society is conclud-
ed, and the Warholian pro-artistic
becomes the imperative in order to
be elite-popular. In this case the
elite and the popular neither gain
nor loose.

Pro-art, because it integrates the
elite with the popular [pop for
art], involves the popular
[art_in_pop] and becomes Pop-
art-ism.

The tendentious re-involving of the
popular in the art is once more a
statement about the art itself, the
artistic production and the role of
the author. In the case of the recent
authors using the pop-art iconogra-
phy, this statement is rigidly pseu-
do-committed. Jeff Koons creates in
1986 a cast of a pumping toy
(Rabbif) [ill.9] in stainless steel. The
pop-art iconography remains solely
on the identificational level: the rab-
bit with a carrot in its left hand is no
more the Warholian cute and care-
free Mickey Mouse, but heavy and
impersonal sculpture on the perfect-
ly polished surface of which the
recipient sees him self - his face
becomes the face of the rabbit.
Thus, the burden on the committed
in the field of the artist is transferred
to the free critical filed of the recipi-
ent. In this case the elite and the
popular do not exist anymore.
Pseudo-committed-art, because
of the use of the pop-art for the
non-artistic purposes [pop-art for
non-pop] guides the popular
[pop-art_out_of _pop] and
becomes Dis-pop-art-ism.

8:53 AM July/2/96. In the moment
when You have written the last
word, You recognize that outside
Your window it is almost a Day. Only
one word, however, finally calms
You down

Dis-Pop-Art-lsm

You are turning Your view towards
the envelope of the LP and in the
same time think of Christian: the
presence of the popular in his work
definitely lost any sense and mean-
ing of the popular.

Alma Mia talks to You about one
simulacra in which the popular
appears and in which it disappears.
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AHTOHM Ma3zHeBCKU

WHctanauvjata The End Ha
AHTOHM Ma3HeBCKM € MUHK-
ManHo, KpajHo peayuupaHo
peno. CocraBeHa e camo of
36oposu: oa 36opor The End
(upHu 6ykBM CO NOMHW BONYy-
MEHU MOHTUpPAHW Ha sSug)
360pOBM AVPEKTHO oTnevare-
HU Ha SU[ Kako Pe4vHU4Ko
TonkyBarbe Ha The u End (Ha
opgpeaeHnotr uneH The un
36opotr End - Ha HerosoTO
WMEHCKO W Fnaroficko 3Hade-
+e). Baka KoHuunupaHaTa uH-
cTtanayuja, Kako TeKcTyasnHo
npobusarse 1 OCMUCIyBaHe Ha
NpPOCTOPOT, He ja noBUKyBa
aHanuTuykata KoHuetpauwja
Ha BepbanHoTO 3HaYeHe, HUTY
ja mobunuaupa pgnabuHckarta
apxeororvja Ha mucnara, HuTy
nak uHUUMpa Aujanor u pac-
npaea. EgHocTasHo 36oposuTte
ce TyKa, ynoTpebeHu Taka Ka-
KO wTo 6u ce ynorpebun 6uno
KOj Apyr matepwvjan 3a ga ce
Boo6nM4M “npetctasara’, ga
ce apTUKynupa COncCTBEHUOT
yMeTHUYKM ucka3. Baksara
nocranka Ha MasHeBcKku e gen
04 HerosaTa NIMKOBHa “cTparte-

rvja": ymeTHocTa Aa He ce ca-
TV Kako MPUBUNUIMPaHO noA-
padje Ha 3HauM u cumbonw,
TYKY Kako rnogpadje OTBOPEeHO
3a HajpasnuyHM  NoTTUUM,
pecdnekcun, uHTEpakuum Ha
YMETHUYKOTO W HEYMEeTHUYKO-
TO, MEAUYMOT Ha yMeTHoCTa U
Apyrute meavymu, npeg ce,
OHME Ha MacoBHaTa KynTypa.
A, buaejku aeHecka Ha HUBOTO
Ha MacoBHUTE KOMyHUKaLWK ce
cnydyBa NMHrBUCTMHKAaTa no-
paka ga e npucyTHa BO cekoja
npeTcTaBa Kako HasuB, Hac-
nos, cunmcku Aaujanor... (3a
wrto BapTt ykaxa BO TeKCToT
“Petopuka Ha cnukarta’), ce
YMHU cocema NOrUYHO LWTOo
n36opot Ha MasHeBCku €
36opoT: BepbanHaTa, TeKCTy-
anHaTa MHCTaHua Ha HaweTto
CEeKOjAHEBHO OMKpYyXyBae.
Opf HenpernegHuoT NasupUHT
Ha 360pOBM WTO CEKOjAHEBHO
He onceagHysaar o TB ekpaH-
ute, MasHeBckM coO epaHa
AVWAHOBCKa NyUWAHOCT W3-
BneKyBa camo egeH 36op: The
End. OcraBeH HajHanpes Aa
(PyHKUMOHMPA BO CONCTBEHUOT

KOHTeKCT, TB ekpaHoT, cera
MCTPrHaT of Hero u npeHeceH
BO KOHTEKCTOT Ha MysejoT
360pOT BeKke He ro chokycupa
WUCTOTO 3Ha4er-e: Toj U noHara-
My o COAPXW HO cera pac-
TprHaTt mefy MHOryTe Apyru
MOXKHOCTU U KOMOBuHauum. U3-
pBoeH, ukcupad 36opoT
(hyHKLUMOHMpa Kako efeH Buj
KaranuaaTop Ha ToTaneH am-
OMEHT, Ha NPOCTOP BO KOjWTO
Tpeba ga ce Bnuwe He camo
nornegoT, TyKy U YNTareTo.

EQHO MOXHO YuTare: YnTamse-
TO Ha npukackara 3a Kpajot
(The End).

Bo TB mMeguyMmoT npukackata
3a KpajoT HuKoraiw He npecra-
HyBa, TYKy CeKkoraw ce noB-
TopyBa u Toa Ao 6eckpaj. 3ow-
TO, KaKo LITO Benun HYenawT, ek-
PaHoT XXMBee Of cekaBar-eTo U
nosTopyearweto. OTTamy wu
MpoHUCKaTa KoHOTauuja Ha
Kpajor kako beckpaj. KpajoT
WTO cekoraw uMnnuuupa Hew-
TO 3Ha4ajHo, TeMenHo, nocnes-
HO BO MEAUYMCKWUTE U TEeXHO-
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NOWKUTE UIPU Ha [AeHelHVHa-
Ta ro nepseptupa Toa 3Haue-
we. Kpajor wnu [lonemoto
OyekyBar-e e, BCYLWHOCT, camo
npasHOTO MEeCTO Ha HenocTo-
jaHuTe u KpaTkoTpajHUTe cpes-
6u Ha nojasyBarbeTO Ha “cMUC-
nara’.

Wnu, npukackara 3a Kpajot Ha
[onemute Hapauwn. Pedepu-
pajKu Ha CeMaHTUUKUTE U JINH-
BACTUYKUTE napagurmMm Ha
KYNTYpHUTE (DEHOMEHW Ha Ha-
LeTO Bpeme, OBOj UCKas apTu-
Kynupa n egHa UpoHu4Ha u ny-
UMAHa PEeTOPMYHOCT LWTO CU
nourpayBa CO HEKOW OnwWTK
MecTa Kako wro e Hapauujara
3a KpajoT: KpajoT Ha uctopuja-
Ta, Kpajor Ha ymeTHOCTa,
KpajoT Ha mogepHaTa....Kpajot
Ha unysuuTe.

OBue MOXHM 4YuTara ce
NpoBOUMPaHK 04 LiepemMoHujan-
Hata artmoctepa BO Koja
360pOT (PYyHKUMOHUpA: U3ABO-
€H, AucTaHuyupaH, “oBekoBe-
YeH" BO cOMncTBeHaTa pasfnuka.

INunjana Hegenkoscka



Antoni Maznevski

Antoni Maznevski's installation
The End is minimalistic, a high-
ly reduced work. It consists of
words only: of the expression
‘The End' (solid black letters
mounted on a wall) as well as
words directly printed on a wall
as vocabulary definitions of ‘the’
and ‘end’ (the definite article
‘the’ and the word ‘end’ in its
meanings as a noun and verb).
The installation conceived in
this way, as a textual occupation
and utilization of space, does
not invoke any analytical con-
centration of the literal meaning,
it does not mobilize any in-
depth archaeology of thought
nor does it initiate a dialogue or
debate. The words are simply
there, used such as any other
material would be used in order
to form the ‘representation’, to
articulate one's own artistic
expression. This approach of
Maznevski's is part of his artistic
‘strategy’: not to understand art
as a privileged area of signs
and symbols, but as an area
open to different stimuli, reflec-
tions, interactions of the artistic

and non-artistic, to the medium
of art and other media, above
all, to those of mass culture.
And because today, at the level
of mass communication, it
occurs that the linguistic mes-
sage is present in any represen-
tation as a name, title, film dia-
logue... (as Barthes has pointed
out in his text ‘The Rhetoric of
the Image’), it seems quite logi-
cal that Maznevski has chosen
the word: the verbal, textual
instance of our everyday sur-
roundings. From the vast
labyrinth of words which bom-
bard us daily from the TV
screen, Maznevski has drawn,
with a Duchamp-like lucidity, a
single expression: The End.
First left to function in its own
context, on the TV screen, and
then taken from there and
moved into the context of the
Museum, the expression no
longer emanates the same
meaning: it continues to contain
that meaning, but is also torn
between the many other possi-
bilities and combinations.
Separated and fixed, the

expression serves as a kind of
catalyst in a total environment,
in a space where not only
observation but also reading
should be imprinted.

Here is a possible reading: the
reading of the story of The End.
In the TV medium the story of
The End never ends, but is
always and endlessly repeated.
For, as Celant would say, the
screen lives on memories and
repetition. Hence the ironic con-
notation of The End as endless-
ness. The End which always
implies something significant,
essential, the most recent in the
media and technology games of
the present, has altered its
meaning. The End or the Great
Expectation is indeed merely
the empty space of the incon-
stant and brief encounters in the
appearance of the ‘sense’.

Or the story about the End of
the Great Narratives. Referring
to the semantic and linguistic
paradigms of the cultural phe-
nomena of our age, Maznevski

&1

also articulates an ironic and
lucid rhetoric which plays with
certain general concepts such
as the Narrative of the End: the
End of history, the End of art,
the End of modernism... the
End of illusion.

These possible readings have
been instigated by the ceremo-
nial atmosphere in which the
expression operates: separat-
ed, detached, ‘immortalized’ in
its own difference.

Liljana Nedelkovska
Translated by Filip Korzenski

AHTOHM MasHescku, The End,
1966, nHcTanayua,

Mya3ej Ha cospemenara ymeTHoCT, Ckonje;
oro: Mapun [umecki

Antoni Maznevski, The End,
Installation view,

Museum of Contemporary Art, Skopje;
photo:Marin Dimeski



HOBWU TEXHONOMAN
NEW TECHNOLOGIES

Navigating the world via the eye movements

JA TPOMEHATA

g»”

B0 MOJEPHATA KT

CHLA
B
CTPAKVBAYTE
POBTEW)

AHa 04 TUNUYHUTE OA4NMKKM Ha KynTyparta
Ha KpajoT Ha 20-0T BEeK € Cé noronemuoT
6p0j MOXHU BUAOBU KOMYHVKaUuja, rnasHo
Kako nocneauua Ha 6p3voT passBoj Ha
ayavo-BU3yenHuTe TexHuku. Hema com-
HeBarbe feKa AeHec MOXeMe LienocHo aa
ce cornacume co Mapuna XonduHrep Koja
80 1985 roguHa sanuwa: "Ayavo-susyern-
HOCTa CTaHa, unu nogobpo peyeHo, uma
npeTeHauM fa crtaHe, OCHOBa BO Opu-
eHTauujaTa Ha y4YecHUUMTE BO MOJepHUTe
BpeMUHba, KaKo M AOMWHAHTEH Ha4yuH Ha

apTukynupare Ha Kynrypara"'. ABTOpOT
ro chopmynupalle osa TBpAeHe BpP3 OCHO-
Ba cam0 Ha TearapckuTte, (hunmckute u
TeNeBu3ncKUTe gena n YoBeykuTe 04HOCH
BO TOa Bpeme. Taa He CroMHa HUTY eaHa
04 TEXHONOrMUTE Ha ayauo-BU3YyesHu
KOMYHMKAUMU KOM - Kako LWTO cmeTa
Xepap Pone - ouurnegHo ro orvsopaar

naToT KOH ejHa HoBa y-ronnjaz. Xunorte-
3aTa WTo ja u3Hece OBOj UCTpaxysBa4y BO
efHa kHura of, 1988 e NOKOHTPOBEP3HA, HO
BOOMNWTO HE W HeAOCTUraaT BUCTUHCKUTE
noeHTU. TakaHape4deHuTe Heo-mMeauymu,
MYNTUMEANYMU W MeTameauymu, um
pasaaT Ha nyfeto HeKOnkKy BuAoBwW
MOXHOCTM 3a MeHyBarbe Ha HUBHUTE
TPaaAUUMOHANHM Ha4YMHW Ha KOMYHUUK-
parse 1 3a HagMUHyBarbe Ha gocerawHuTe
rPaHuUM BO CTEKHYBarbeTO 3Haeha; ywTe
nosexe, TMe r'M HaseaysaaTt Aa ro cropar Ceuko Mukamu, MopdhoreHcka cyncTaHya eua Tpenkarbe Ha ouute, BP uHcTanaumja, AtLab, Toko 1966
TOKMy TOa W, Hakpaj, BO ronema mepka Seiko Mikami, Morphogenic Substance via Eye Tracking, VR installation, Ar Lab, Tokyo, 1966
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BNMjaat BP3 HA4YMHOT Ha KOj
nyreTo ja samucnysaar WAHW-
HaTa Ha cBojara 3emja, Ha CBO-
JOT KOHTUHEHT M Ha camuoT
ceeT. Co HuKakoB ocobeH
pu3uk, cocrojbata Ha mopgep-
Hata Kyntypa moxe aa 6buge
€[HOCTaBHO WMeHyBaHa Co
TEPMUHOT “TexHonon” (kako

Wwro Toa ro npasum Hun
MocTmaH), 3awTo HOBUTE
TEXHONOrMN  BUCTUHCKM  ja
MeHyBaaT cocTojbara Ha

YOBEYKHMOT YM W KapakTepoT
Ha TpaguuuoHanHuTe cumbonu
- npeky “cpegcreara’ 3a Muc-
newe, kora kynrtypara 6apa
NMoMOLL BO TeXHWUKaTa, npej cé

3
BO ayAuo-Bu3yenHara .

'm uywtupae 360poBUTE Ha
efeH aBTOp KOro rnaBHO O
thacuymHupaar penpoayk-
TUBHUTE TEXHWKW, WU cCamo ro
HacnoMHae Manky u3HeHaay-
Ba4YkKWOT npaBel BO KOj ce
Haco4eHn pasmucnuTe Ha
(hpaHLYyCKMOT UCTpaXKyBay Koj
ce 3aHMMaBa CO OnuLyBare U
TONKYBake Ha e/IeKTPOHCKUTE
CNUKK, Kako W wupejata Ha
amMepuKaHCKMOT TeopeTuyap
Ha couujanHUTe KOMyHMKaLuu
KOj yKaxyBa Ha “kanutynauuja
Ha KynTypara npej TeXHonoru-
jata’ 3awTo, cnopeg MeHe,
HUBHWUTE CTOjanuwWiTa rm O3Ha-
yyBaaT [NaBHUTE rpasuTa-
LUMOHW TOYKM BO pasrnegysa-
HETO Ha ayAuo-BU3YyenHocTa.
MHory 6orat penepToap Ha
Ha4YMHU Ha KOMyHUKauuja Koj,
MmefyToa, LenocHO He CooaBeT-
CTBYBa Ha HUTY eAeH TeOPUCKUN
mogen wrto 6u 6un cekoraw
3aCHOBaH Bp3 yKaxysarbe Ha
penaTtuBHO A06po-yTBPAEHW
enemMeHTW. Herosata MHory
AvHamu4Ha npvpoaa u ciepa-
Ta Ha HerosBoOTO JejcTByBakbe
MOX€e NPUMMYHO TOYHO Aa ce
yTBpaaT camMo ako ce
OTKaXeme 0f co3jaasarbe
HEeKaKoB ugeaneH Tun Ha
UCTpaxyearwe W ako ro
3aMeHuMe CO egHa ckana LWTo
Ke ro unyctpupa BWAOT Ha
MHOry-acnekTHMOT W AuHa-
MUYKU (DEHOMEH LWTO MOCTOU
BO peasiHocTa M WTO ce Haofa
Mefy ABeTe CNpOTUBCTaBEHW
KpajHoCcTW: of efHa cTpaHa -
HajlemaTckuTe QopMu  Ha
TPaguUMoHanHoTo ayamo-
BU3YENHO KOMyHUUMpame, W,
o4 Apyra, HeorpaHu4eHa cno-

6oga Ha COroBOPHULUTE KOU
y4ecTeyBaart BO npouecute Ha
KOMyHUKaumja.

MpeameT Ha moeTo pasrneay-
Barbe € TOKMY KOMMMeKcHocTa
Ha NPOMEHUTE KOW C& NOYecTo
MOXe Aa Ce CpeTHaT BO YoBeY-
KOTO KOMyHUUupar-e, mefry ny-
fe Ko ce noManky unv noeeke
M3NOXKEHU HA MNPUTUCOKOT Ha
ayauvo-susyenHocta. Bo cpe-
OULITETO Ha MOUTE WHTepecwu-
parba ce cTpaTeruute Ha gejc-
TBYBaH-ETO, WTO 3Ha4M npe-
TBOparbE Ha TPagUUUOHAaNHUTe
CTUNOBU Ha KOMyHUUUparse
(Kou feHec umaar eieH pe4ucu
HOpMaTUBEH CTaTyc) BO UMNPO-
BU3UpaHW (MHOTY HeorpaHude-
HU U TELWKO npeaBuAanven); 6a-
pem 3acera, TMe r'm CUrHanusu-
paat ocob6eHWTe HacoKu Ha
NPOMEHUTE WTO ce npojasysa-
aT BO Mnpouecute Ha pasmeHa
Ha uHopmaumu BO peyncH cu-
Te chepu U Nonnkba Ha XUBo-
TOT Ha 4oBekoT. TpaHcdopma-
LMUTE 3a KO Ke rosopam He ce
[OBPLUEHU U HUBHWOT pasBoj He
€ Camo YCNOBEeH Of TexXHONo-
rvjaTta, TyKy € u CTporo oape-
[eH 0/ ekcnaHaujata Ha ambu-
BaNEHTHOCTA W WHTEPTEKCTY-
anHocta (3urmyHT Baymad ro
rnepga Kako 6eckpajHo crnoxe-
HO MnpenneTtyBarbe Ha 3aemHu
OAHOCK Mefy TEKCTOBUTE, HUB-
Ha 6eckoHeyHa “koHBep3auuja’
Koja Hema usrnea ga [ocTurHe
onpegeneHa ToYKa HUTY nak
ha Hajae efgHo onwTo MEecTo

Kage wro ga sactaHe . Co apy-
rm 360poBMW, yCNnoBuTE WTO M
npuapy>Xyeaat NpoOMeHUTE BO
KOMYHUKaUMUTE 3a KOU Ke ro-
BOpaM He My [0o3BOnyBaat ga
i pasrnefam Of CuTe acnek-
Tv; 3aroa Ke ce obugam camo
Aa HajagaMm aprymeHTu Kou Ke
noceegoyar 3a BepoAocToj-
HOCTa W BUCTUHCKaTa npupoga
Ha UCTpaXKyBa4yKUTE uMaeu Wrto
m uctakHysa [Maono Bupganu
BO HeroBaTta KHura Mckycrea u
KOMYHUMKaLun CO HOBUTE Meaun-
5

ymm .

Jac ke ja npomeHam 3Ha4eHc-
KaTa chepa Ha HEeKOU TEPMUHK
wTo rv ynotpebysa utanujas-
CKUOT MCTpaxysay 3a ga v
AeduHMpam npocTopHUTE Auc-
KPUMUHAHTW Ha BupTyenHara
panHocT, 3awTo 6u cakan ga
M pasrnegam Kako W3BeCHW

KapakTepucTUK1U Ha “KOMYHM-
KauuckuTe nomectysama” Wro
AOMUHMpaaT BO LenokynHaTa
ayauo-susyenHa KynTypa.
Mwucnam AeKa TOKMYy nouMOT
“KOMyHMKaUMCKO nomecTyBa-
we” ce uUMHM HajcooaBeTeH
Kora ce roBOpw 3a LieHTapoT Ha
NPOMEHUTE TUNUYHW 3a OAHe-
CyBarbeTO Ha ucnpakayurte wu
npumadure.

BHUMaHWETO Ha ucTpaxkyBa4u-
Te WTO Ce 3aHumasaar Cco
acnekTUTe Ha KOMyHuKauuute
Ha KynTyparta Ha KpajoT Ha 20-
OT BEK He Cny4ajHO cé noseke
ce CBpTyBa KOH BUpTyenHara
peanHocT, Koja 3a MHO3uHa e
cé ywTe HegochaTHa, HO Koja
MMa MNpeTeH3un Aa rv BKNy4Yu
BO cebe TeXHUKUTE U eHeprum-
UTe Ha peyucu cuTe gocerallHu
opMM  Ha KOMyHULUpaHe.
[Onaboko BKOpeHeTa BO ja3uy-
HaTa Tpaguuuja, nako camarta
ja HamanyBa BaXxHOCTa Ha Npu-
pogHuTe jasuuu, Taa upnu
ywTe noBeke of 3HaereTo
OpraHvM3npaHo Co AWHaAMWUYHK-
T€ WKOHUYHW jasuum u cetun-
HWTE KOHTaKTW. Taa 3agpxysa
1 Hekou ocobeHocTn Ha Tpaau-
UMoHanNHUTe ayauo-susyenHu
mMeguymu, mefy Koum ce hunmoT
1 KOHBEHUMOHanNHara Tenesus-
vwja, HO camaTta € BPBHO
AOCTUrHyBare BO pasBojoT Ha
e/jHa CuHTe3a Ha HoBUTE Meau-
yMu (kako, Ha npumep, Heo-
Teneeusnjata, SAT wu High
Definition TV, meguymute 3a
onTtudka memopuja, CD-pomo-
BuUTe, BUAEeoTenedoHoT, Tene-
BUAEOTO Unu TenedakcorT); no-
Kpaj Toa, Taa KOpPUCTW HajMo-
OepHW cpeacTBa 3a npovase-
AyBarbe W npeHecyBarbe Ha
uHpopmaumu, Ha npumep, ue-
nynapHn tenedoHu, nacepm,
ONTUYKN BNakHa, UHTEpaKTUBs-
HW ONTUYKW AMCKOBW, T.H. na-
panenHu rpagbu v Aso- U TpU-
AUMEH3VOHANHM  Mojenuaa-
uum. 3Hauw, rnepame geka
BUpTyenHara peanHocT BO
cebe uHTerpupa HeKonky Tpa-
AWLUMOHANHWN CTpaTernm Ha Ko-
MyHWLMparse, HO npej cé rm
HaBeAyBa HEj3UHWTE KOPUCHM-
UM Aa MMNpoBU3MpaaT BO CBOe-
TO NpUMar-e-NpeHecyBame Koe
MHOry ce oapanedysa of On-
WTUTE Wemn n obuyau.

Cenak, He MOXeme AeTanHo
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Aa ja onuweme 4osekosarta
aKTUBHOCT BO KoOja TOj, 3aeH0
CO KOMMjyTepoT, cozaasa BuUp-
TyenHa peanHocT, HUTY nak
NOCTOEHETO BO HEro, 3awTo
oBa ce npobnemu LWTo cé ywTe
He ce pen op BoobMYaeHOTO
CeKOojAHEBHO UCKYCTBO. BupTty-
enHara peanHocT He e uenoc-
HO ochopmeH heHOMEH 1 cé yLu-
Te He 3Haeme cé 3a Hea. Ho
oHve BP chopmu wTto cnarfaar
BO AJOMEHOT Ha eKCNepuMeHTOT
Unu ce pesyntar Ha KpeaTue-
HOCTa Ha yMeTHuUMTE (Ha oHue
YMETHUUM WTO ro npudakaar
0BOj BUA BUAEO-YMETHOCT), ce
YMHM Ce cooABeTHa ToYKa Ha
rneparse BO Npoy4yBareTo Ha
NPOMEHUTE WTO Ce Cny4yBsaar,
M Toa He caMo BO ayauo-
BU3YENHUTE KOMyHUKauum. Mc-
TpaxkyBayuTe Haj4ecTo ro 3a-
MWCIyBaaT CBETOT 3a KOj roBo-
pat Kako CBeT 4uja rnasHa
ofNMKa € MOXHOcTa aa ce
AEMOHCTpUpa HEeroBuWoT Mexa-
HMU3aM Ha OTKpuBame W
HEeroBMOT COMNCTBEH cumuna-
Kpym. MefyToa, oa gucnyTtoT
mefy HUB npousnerysa epgHa
BU3Mja 3a peanHocTa kKoja uma
HEKONKY YTBPAEHWU OANMUKU W
TakeBata peanHoCT MOXe Aa
cTaHe (M cTaHysa) peanHa BO
COAejCTBOTO Ha YOBEKOT W
mawwuHata. Ha 0BOj HauiuH
KOMyHMKauwjata, Ha Koja ce
YMHU 1 HepocTura pedepeHum-
janHa dyHKyuja, 3axusysa,
unv 6apem BO ronem CTeneH rm
3acnabyea u ru notpecyea
TPaAUUMOHANHUTE TUNOBU Ha
OAHOCH, 3a KOWU roBOpU
JakobcoH, mefy ucnpaka4or,

6
nopakara v npumMavor .

Cdpakajkm peka supTyenHara
PeanHocT He NocTon OUanyKu
TyKy, 6ugyBajkm BO Hea, 4oBe-
KOT JOXuBYyBa HeKou “peanHu”
peakuun (Ha npumep, uano-
NOWKW, TO] MOXe Aa u3spluysa
peanHu 3agadu) - na Taka 3Ha-
YU BUCTMHCKM nocTojaT edek-
TV 04 AejcTByBakbe Ha YOBEKOT
- Mopame Aa ja 3ememe npepj-
BUA M MOXHOCTa AeKa nocTou
KOMYHVWKauuja Koja nogpusa
6apeM eAHO Of OCHOBHWTE
OHTONOWKW npasuna: npasu-
NoTO Ha avckpenaduwja. Kako
WTO 3Haeme, Toa O3Ha4ysa
HEZOCTUI Ha WAEHTUTET Mefy
pasnuyHu cywrecTsa. 3aToa
Kora ce pasmucnysa 3a esony-



ynjata Ha 4OBEYKUTE KOMY-
HUKauum BupTyensata pean-
HOCT (OAHOCHO CBETOT 3acHO-
BaH Ha HeWTOo WTO jac ro
HapekyBam “OHTOMOWKO no-
mecTyBare”) 6u Tpeban paa
cTaHe MHOry BaxKHa pedepeHT-

7
Ha To4Ka .

JlecHoTo npucbakarbe Ha Ho-
BUOT MeAUYyM HU foKaxysa 6e3
pPOHKa COMHEX AeKa 40BeKOT
ro so3byaysa anTepHaTUBHUOT
CBEeT Ha Aoxusysarba. BupTy-
enHara peanHocT cé ywre e
©KCMepUMEHT Unu COH Ha man
6poj nyfe. Haj4ecTo ja cpeka-
Bame npu Ynutame Hay4Ha haH-
TacTuka unu Kora rnegame He-
KakoB Hay4HO-(haHTacTU4eH
chunm, HO HaweTo BUPTYENHO
MCKYCTBO cTaHysa cé noboraTo
BO CeKojgHeBHaTa npakTuka
BO KOMyHWUupaweTo, Koja e
CTPVKTHO MoBp3aHa co Harnpe-
AOKOT Ha ayauo-BU3yesnHuTe u
MeaguyMcKute cpeacTsa  BO
KyntypaTta (koe, mefytoa, Hé
HagegyBa nocTanHo fga ja
npucakame BupTyenHaTta pe-
anHocT). Ho 4oBekoT BepojaTt-
HO HUKOraw Hema pga ja goc-
TUrHe oBaa uen 3awTo, Kako
wTo mucnu .ArambeH, KpajoT
HAa WCKYCTBOTO K€ 3Ha4u

cospeaan:e'. YoBekoT ouu-
rneaHo He nNpecTaHysa Aa pas-
MUCyBa 3a aHraXxupasoTo
MCKYCTBO, HO BegHaw cdaka
AeKa no ceojaTta npupoaga Toa
e beckpajHo; Toa e HewWTo Bp3
WTO 4YOBEK MOXe Ja paboTw,
Aa ro 3ronemu unu aypu u aa
ro OCBOW, HO e4HOBPEMEHO Toa
€ HeWTOo WTO HUKO] HEe MOXe
uenocHo ga ro noceaysa. U so
0B0j (hakT HeMa HUWTO NOLWO,
3aliTO HEe MOXeme HUTy Aa
npeTnocTaBuMe ganu HaBucTu-
Ha 3acnyxysa fpa ce cnegu
OBOj HanpeAoK BO YOBEKOBOTO
co3HaBatbe. Cekako, Kora
BUpPTyenHaTa peanHocT KoHe4-
HO Ke bupge JgocTurHara, Taa Ke
[AOHece peanHn onacHocTu 3a
YOBEKOT, (hakT WTO cera-3a-
cera He ce ctaKka CepuosHo U
KOj camO aBTOpPUTE Ha aHTU-
yTonuUcku fena ce Hadakaar

aaro KonxpemanpaaTs. MHory
HW @ MoNnecHo ga 3amucnume,
Kako MoBepoAoCcTojHa U nose-
pojaTHa, epgHa Bep3nja Ha
peanHocTa Kako “Buaeogpom”,
OTKONKY Kako OHaa LWTO HM ja
npetctasysa [asug KpoHeH-

6Gepr BO cnvkata HacnukaHa
1982. WToTyky Hay4mBme geka
YHOBEKOT MOXe fAa cTpaja of
“ekpaHcka 6onect” Koja ro
npersopa BO CywTecTBO Ha
KOe My e HeonxoAeH KoMnjyTep
n “show-drug" 3a ga noctou, u
KOe He npaeu HUKakea pasnu-
Ka mefy CUMYyNUpPaHuoT CBET 1
peanHocTa.

Bo 20-0T BEeKk 40BEKOT BeKe
ponro speme Aanaboko v Ao-
)KMBYBa, BO TEPMUHM Ha Kna-
CUYHUTE (hOPMU HA KOMYHM-
Kaumja, “coHuwTara” WwTo
hUnMcKUTE U TENeBU3UCKUTE
TBOpUM W npeTcTasyBaaT Ha
eKpaHOoT, Ha TOj Ha4vH Hafjo-
MecTyBajKu ja xenbara ga cos-
AaBa W paa noctou BO efaeH
anTepHaTMBeH ceeT. TeopeTu-
YapuTe Ha KynTtypaTta Kou BHU-
MaTenHo ro crnepjat KOMy-
HUKaUMCKOTO NOMeCTyBare BO
penpogykTusHaTa npupoga Ha
OoBME MeAuyMW, ro Hapekysaa
0BOj BMA UCKYCTBO “unyanja 3a
peanHocTa"; Taa 6elwe 3acHo-
BaHa BP3 CUMYNTaHOTO O0XW-
ByBarbe Ha CrimyHocTa Ha un-
MOBUTE CO peanHuoT >XWUBOT 1
passuBareTO Ha cBecTa feka
TWe, BO CyWITWHA, HE Ce MUCTO.
Ho BO MWUroTr Kora KuHe-
marorpacpujara bewe pgosene-
Ha BO cuTyauvja Aa wmopa
nogocneaHo Aa ce Hatnpe-
BapyBa CO HOBMOT MeguyMm,
thunmMckuTe TeopeTudapu pe-
WUTENHO M u3pasvja ceouTe
COMHeBarba 3a NOCTOEHETO Ha
“eKpaHCKn aHanoroH Ha pean-
HocTa”, MUCTOBPEMEHO npusHa-
BajKN U3BECHN KOMYHUKaLWCKN
peakuum Ha rnegadoT. XKaH Jlyj
Bogpu, Ha npumep, 3anuwia BO
1975 roguvHa pgeka BO KWUHO
canara unMoBuTE Ce Mnpu-
MaaT Kako peanHu, uako rnoc-
TojaT camo 6narogapeHve Ha
nocpeaHuykara npupoaa Ha
nepuenuuja1‘a'°. Toj TBpan Aae-
ka cunmoT ja penpogyuupa
unyaujata 3a cTBapHocTa, na
Taka ro npeav3BuKyBa TakaHa-
peqeHuoT “counmckun ecpexT”,
HO TOj Ce€ NMOCTUrHyBa Ha Cnu-
YEH Hau4vH Kako 1 umnpecujata
3a peanHocTa WTO HU ja gasa
COHOT; jacHO MOXe Aa ce Bnau
geka no cé uarnega oHa Haj-
BaXKHOTO BO (hUNMOT € CUMynu-
pareTo Ha AejcTByBarheTo Ha

. cybjekToT, “noavumjaTa Ha cyb-

t n'!
JEKTOT, HO HEe U Ha peanHocTa

Opa HeroBuTe pasmucnyBarba
CcTaHyBa jacHO feka u nokpaj
Cé KOMyHUKaUMCKUTE peakuuu
Ha OHWe KOW MWHyBane Hu3
KUHeMaTorpaCcknoT H4vH Ha
pa3meHa Ha wHcopMauum ce
04 MHOry TpaguuyuoHanex
KapakTep, uako He bune 3ac-
HOBaHW BP3 3a8AHNHKO UCKYCT-
Bo. MefyToa, T0a umano u cé
ywTte uma nocebHa npupoaa,
peyucy “crimyHa Ha CBeYeHOCT”
(oBa ro noTepayBa 0co6eHOTO
MEeCTO Kaje LTO Ce BpLK BOC-
npuemareTo W oapeaeHvuTe
yCnoBM Ha Herosara uasenba),
HO HaYMHOT Ha KOj wucnpa-
Ka4yute v rnegadyuTe rv caka-
aT 3HauuTe 0f eKpaHoT cé yuw-
Te nomara 3HauuTe gda cuv ja
3appxar csojata pedepeHum-
janHa dyHkymja. HaumHoT Ha
KOj AejcTeyBa oBa ro onuwa
AeTtanHo (Mako HU3 MHory
meTtacopu) PonaH bapTt BO
ecejoTt HacnoseH Au sortant du
cinéma (1975). Toj cchaka gexa
cdunmekara cnuka ro 3apobysa
rnegaYvoT co ceojata CrM4HOCT
CO peanHocTa Kako 1 co cBoja-
Ta MOK pa pAejcTeyBa, HO
MCTOBPEMEHO My [A03BOnysa
Aa ro dacuymHupa ambueHToT
BO KOj ce jasyea (hunmoTt -
3Ha4M, BHaTpewHocTa Ha
KuHocanata . “Toa ce cny4vysa
Kako ja vmam ABe tena,” senu
TOj, “efjHO HapuUUCOUAHO HYWj
ogpas ce rybu BO mManeykorto
npupayHo ornejanue, U egHo
M3MaMHU4YKO TEeNo NOAroTBeHO
Aa Hanpasu eTuw He oA
caMuoT hunm TyKy oA cé oHa
WTO ro TpaHCUEeHAEeHTMpa: 3By-
KOT, npocTopujaTa, LpHWIOTO,
TEMHa Maca of Apyru Tena,
3pak CBeTNnvHa, Bnes, vanes;
HaKyco - 3a fa ja 3agp>Xu guc-
TaHuara, A4a ‘ce oTTprHe’ - Toa
TENno ro ycrnoxvysa OAHOCOT
co ‘cutyauuja’. Oea e oHa of
WTO jac ce AucTaHuvpam BO
oAHOC Ha (hunmMoT, 1 oBa e - Ha
KpajoT Ha KpauwTaTta - OoHa
WTO Me NNIeHW; XUNHOTU3NpPaH
CyM 04 AucTaHuaTta; 1M osaa
AUCTaHua He e 0f KpuTu4ka
(MHTEnekTyanHa) npupoja:
OBa e (ako MOXe Aa ce Kaxe

TaKa) rby6osHa auctaHuya[..] "

Ho Bapt ucto Taka rv onuiy-
Ba, BO MHOry 6ou u npunuM4HO
BHUMATENHO, YCNOBUTE BO KOU
noctou Tenesusmjara. “Tlpuc-
NOMHETe CU o CrPOTUBHOTO

=G4~

WCKYCTBO €O Tenesuaujarta,”
nuwysa TOj, “Koja MCTO Taka
npukaxyea (pUIMOBK, HO Ha
Koja W HepocTura cekaksa
thacumHayuja: upHata 6oja e
HWKakKBa, aHOHUMHOCTa € 340-
AeBHa, NPOCTOPOT € NO3HaT U
nogeneH (co meben, pobpo-
nosHaTtu npegmeTn) [...] HeBo3-
MOXHO € fja ce NoCTUrHe epoT-
cKa npupofa Ha npocTOpOT:
TenesusopoT Hé 3apobyBa BO
CemejcTBOTO M Tenesuanjata
cTaHyBa npegmeT BO AoMa-
KWHCTBOTO, CNIMYHO  Kako
OrHUWTETO Haj Koe Bucelle

3aeHUHKMOT koten."™ Op noH-
anpes peYeHoTo cTaHyBa
ouMrneaHo Aeka 3a Tenesvuun-
jata moxeme pa 3bopysame
Kako 3a npogaHupaH meauym
3awWwTo Hejse He n Tpeba con-
CTBEHO 3aWTUTEHO MecTo 3a
BO Hero ga gejcreysa. Ho kora
Mewa u obeauHyBa pasniMyHu
TEKCTOBW W XXaHpPOBK, TENeBn3-
vjaTa ja pa3BogHyBa peepen-
uujanHara npvpoaa Ha npvka-
XKaHWOT CBEeT, Mako eaHoBspe-
MEHO Ha rnegaqyute UM Hyau
CMMKW 3acHOBaHW BpP3 BOCMU-
TeH MOAEN Ha packaxyBare
Ha NpuKasHa, Kako v Bo popma
Ha nnaHvpaHa nporpama Koja
BHECyBa W3BEeCeH pej BO peKa-

Ta und)opmaquu‘s. Ho Bo TakBa
cuTyauuwja rnegavor mMoxe ga
ro sboraTu CBOETO NOHOBO
UCKYCTBO BO KOMYHUUMpareTo
W 4a ro u3pasm CBOjoT CTae KOH
OHa WTO Ce npukaxysa Ha
©eKpaHOT KOpUCTEjKM rn 3a Taa
HamMeHa Kon4yukarta Cco Kou
MOXe Aa ja MeHyBa nporpama-
Ta UnNu ga ro UCKIy4u Tenesu-
30poT. NegayoT Moxe ga ce
ogHecyBea, u 0bu4HO ce ofHe-
CyBa, Kako rnoTpoLuysay.

PeneproapoTr Ha MOXHUTE
HA4YMHU Ha ojgHecyBare Ha
rnepayoT e ywre noborat BO
epara Ha Heo-Tenesuaunjara
Koja npeg cé, cnopeg ®.Ka-
cetn n P.OauH - cé npetBopa
BO HewWwTo Boobu4yaeHo, bnaro-
AapejKn Ha CUMHUTE BPCKKU CO

ENeKTPOHCKUTEe Meguymum.
[peoBnagysaar Mogenu Ha
KOMyHUMKauvja Kou ja 3acuny-
BaaT aKTUBHOCTA Ha wcnpaka-
4YUTe U Ha NpUMaYnTe Koja e BO
nogpadvjeto Ha “saegHu4ka
ros6a”; osue mogenu ce noa-
NOXEHW Ha PUTaMOT Ha CeKoja-
HEBMETO W Ce [ABMXaT KOH




b6eckpajHata W HeorpaHu4ye-
HaTa peka CNuKu Koja cekako
OAHOBO W C& MOCUIHO ja MEHy-
Ba KOMyHMKauuckara npupoga
Ha TpaguuuoHanHo cdareHara
pedepeHumjanHa yHkuumja.

Hema HMKakBo COMHeBare
[eKa Heo-TenesusujaTa ja npo-
haHnpa pequcu uernokynHara
cthepa Ha npeTcTasyBarbe WTO
e cneyucpmyHa 3a KuHe-
matorpacujata u WTo cé ywre
nocTou BO TpaauuuoHanHarta
Tenesusunja. OBa ro 3acunysa
NpoLEecoT Ha 3amaTyBarbeTo Ha
rpaHuyuTe Mefy Cnukute u
camara cteBapHocT. OBaa ckno-
HOCT U AUCKPEeUWMOHEeH Kapak-
Tep Ha TeNeBU3NCKUOT Meauym
KOH OHTOMOWKK “nomecTy-
Batba” rM HaeegyBaaT wcnpa-
Kauute W npumauute Aa ro
orpaHuyaT penepToapoTr Ha
TPaAVUUMOHANHUTE HaYUMHW Ha
KOMYyHULUMpare u aa ru 3ame-
HaT CO MOCMOHTaHW WU MOUM-
NPOBU3NPAHU HAYUHU Ha OfaHe-
cyBare. VICTO Taka, ce YuHK
Aeka W noBp3yBarbeTo Ha
Tenesusnjarta co KOMnjytepute
npuaoHecysa 3a 0BOj npouec,
3aWTo Ha rnegjadute UM ce
OBO3MOXYyBa fAa y4ecTBysaar
BO NpoLECOT Ha ob6euHyBar-e-
TO Ha CNUKUTE Of €KPaHoT CO
peanHocTa, a 0Ba € HewWTo WTOo
AeHec cé noBeKe Ce KOopucTu
BO T.H."Urpu co umarvHauumjara”
(wto npogomxysaaTt A[oNro
OTKAaKO Ke Ce UCKNy4u Tenesu-
3opoT). Cumynauuute Ha ay-
AVO-BU3YENHWOT CBeT MOYHY-
BaaTt Aa npeoenajysaart U BO
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TenesusuCKUTe peknamm .

MefyToa, Tewko Ke ce corna-
cume co XXav Bogpujap kora
TBPAWU [eKa CrukuTe of Tene-
BM3MjaTa U BUCTUHCKUOT CBET
HemaaT pPasfMyHU OHTOJOLKK
no3uuyuy, Taka WTO BeKe He
MOXe Aa ce chakaar Kako age
pasnuyHuM  HewTta. Cnopepg
Hero, AeHec NnyfreTo xxueeart BO
epa BO Koja AOMUHMpA CUMYy-

naprMOT". Osaa ugeja ucro-
BpPEMEHO ce OofHecyBa W Ha
OpUrMHANOT M Ha PenpoayKuu-
jaTa - Ha cnukara v Ha npegme-
TOT.

Mucnam geka osge He 6u Tpe-
6ano Tonky Aa s6opysame 3a
CUMyNakpyMoT TyKy 3a npete-
paHoTO MPOV3BOACTBO Ha am-

6usaneHuuvja. 3urmyHT Baymax
ro cornegyea oBoj cheHoMeH of
BUCTUHCKMOT aron Kora Benw:
“AmbuBaneHuujata cé noeseke
ce WWpKM MecTo ga ce Hamany-
ega.", “[...] Toa e cuHapom Ha
HEeJOCTUr Ha cerpermpayka
pyHKUmja wTo 6u Tpebano aa
ja Bpwwm jasukort.,” “[...] Toa e
nonucemuja, KOrHUTUBHa AUCO-
HaHUa, HEKOXEePeHTHU AehuHKn-
uuKn, cnyyajHM TBpAEHa, Ha-
criojyBarbe Ha KOHTpPaawk-
TOPHW 3Hayerba BO €feH CBeT
Ha BHMUMaTenHa Knacudpukaym-
ja u thacymknu; Toa ce antep-
HaTMBUTE 3a MoAgepHUoT yMl[...],
“[...] Tokmy nopagu camarta
MOAEPHOCT YMHOT Ha cpeay-
Barbe € NpPeTBOpeH BO Mpous-
BegyBarbe Ha ambupaneHuuja
[...]n[...] MocTmoaepHaTa e mo-
AepHa Koja y4v 3a concrBeHa-
Ta HeBO3MOXHOCT, [...] BO Koja
“‘cnobogara rnaeHoO Ce OpUeEH-
TUpa KOH usbupare noTpo-

LuyBaqKa"". Mokpaj Toa, BO
epata Ha Heo-Tenesu3ujarta
ambuBaneHyujata craHa npu-
BaTHa, Taa € MnpeHeceHa opf
cchepara Ha jaBHOTO BO cthepa-
Ta Ha NpPUBATHOTO, LWTO
KOHEYHO Mpean3BuKyBa eKkc-
TPEeMHa NpPOMeHa BO OAHecy-
BareTO Ha Y4YecHuuute BO
YMHOT Ha KOMyHuKauujata. Uc-
npaka4ot cé noBeke ce 3a-
MEHyBa CO eKCnepT, 3Ha4yu [o-
BepnMBa IfMYHOCT Koja ce
obuayea ga rm pasbepe Haj-
NIMHHUTE MUCNU WM Xenbu Ha
Apyrv nyfe, a NpUMa4“oT CcTaHy-
Ba npeg cé noTpowysay Koj
6apa napTHep v KOj He noceay-
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Ba HULWITO OCBEH napu .

Oco6eHO BaXKeH HW Ce YMHW
hakTOT Aeka ekcneproT 4ec-
TonaTtu octaHyea 6e3umen/a, a
noTpowysa<oT ro/ja “nepcox-
anuaupa” cnopep csouTe noT-
pebu. EkcnepToT BeKe He caka
Aa buge TpagvuuoHaneH napT-
Hep, U TOKMYy 3artoa npuma-
4OT/NOTPOLWYBa40T MOpa Aa ce
3aj0oBONM CO BTOPOKNacHa
KOMyHMKauvja, u ga noyde ga
“»xusee npeky nocpegHuuu” (co
WTO, NMak, cé noseke “cnabee”
cywTvHaTta Ha nopakuTte, a
cBecTa ce Haco4yBa KOH Hyme-
PUY4KKN BpeHOCTH).

LJaHthbpasko BeTteTuHn ja onu-
Wwa KapakTepucTuyHara cutya-
uvja BO Koja ayavo-Bu3yenHa-

Ta Kyntypa ce Hajge BO
noyeTtokoTt Ha 80-Te co cnea-
HuTe 36oposu: ‘KuHemaTtorpa-
thujata’ TpaguumoHanHo Gele
(heHOMEH Ha macoBHaTa Kyn-
Typa TUNU4YEH 3a ouurnegHara
OABOEHOCT Ha MnpouecuTe Ha
NPOM3BOACTBOTO WM MOTPOLUY-
Baykara, HO npepg cé, Ha 04Bo-
eHocTa Mefy putyansara ‘opu-
eHTaumMja KOH TeKCcToT u
pasnuyHUTE (hOpMM Ha NPe3eH-
Tupare. Toa 6ewe mecTo kage
WTO Ce jaByBaa napyuba ymeT-
HOCT, Kako ‘thunmosu’,
XaHpoBKW, aBTOPH, LWKONW;
MECTO Kaje WTOo ce pa3suBalle
AuCKypcuBHaTa npakTuka
cekorawl  yKaxyBajkm  Ha
ojpeAeH uW3B0op, oAapeaeHa
cTparervja BO KOMyHuKauuja-
Ta, OApeAeH NPOM3BOA LTO U
onpegenysa rpaHuuuTe Ha
TEeKCTOT W oapepeHa, Ao6po-
HarnaceHa, UHTeHLUMOHANHOCT.
KuHoTo 6ewe cekoraw MecTo
Kage WTo AOMUHMpale K-
unja, 06MYHO HapaTuBHa.
[eHec oBaa onwTecTBeHa
npuBMnervja Ha KuHemarorpa-
dumjata [...] kKako ga ce rybu u
ce pasnesa BO eiHa Mpexa oj
WHOpMaUUM M nopaku LWTo
BejHall ce npeHecysaar; ce
pasneea OnarogapeHve Ha
[OCTUIHYBaHETO Ha peanHoc-
Ta [...] Umajkm ro ceto osa
npeasui, Kora ce obuayeame
NOBTOPHO Za ro AgeduHupame
ONITECTBEHOTO MECTO Ha Ku-
Hemartorpagujara, Kako u yc-
NYruTe WTO M1 NpY>Ka BO KOMY-
HUKauuuTe, Mmopame HajHanpes
ha ja pecuHupame Kynrtypara
Ha HOBWOT rnepgay U HOBOTO
3Hayere Ha 360poT “nybnuka”,
KOj 4eCcTO ce KOpUCTU CO Noas-
Hayere “Tonna’; mopa ga ce
Hajge noeauHeYHWoT cybjeKT n
TOj Aa ce onuwie Kako ‘Kopuc-
HUK' - 3Ha4M Mopa fa ce ucTak-
He HeroBaTa ocobeHa KpeaTue-
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Ha aKTuMBHOCT" . A, Kora ros-
OopvMe 3a KynTypara Ha rnega-
4yoT, He cmeeme ga 3abopas-
UMe aeka TOj e unu Moxe
cumynTaHo aa uae u reyburten
Ha cdunmckara yMeTHOCT, rne-
Aady, NoTpowyBa4y Ha Heo-Tene-
BU3MnjaTa, KOPUCHUK Ha BUAEO-
anapaTtypa, ayavo-Bu3yenHu
KOMMjyTEPCKN UrPU U pasnnyHm
ApYyrn BMAOBU enNeKTPOHCKa
TexHuka. Co gpyrv 360poBu,
TOj BO ronema mepka ro uma
3boraTeHo CBOjOT penepTtoap
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Ha Ha4YMHU Ha KOMyHULUMpaH-e.
OcnabHyBajku ja cBojaTa
WHTeNeKTyanHa akTUBHOCT TOj
CBOETO BHMMaHWe rNaBHO o
CBPTEN KOH CeTunHarta akTuB-

HOCT - ¥ NoYHan Aa nepcoHanu-
3Mpa W eneKTPOHCKW napT-
Hepu. VckopucTyBeajku ja cno-
6ogara wTto My ja pgasea
ucnpakayoT (ekcneptoTt) BO
CBOMTE 04X nopacHan Jo AOM-
WHaHTHa NWYHOCT BO KOMY-
HVUKaLUUCKNOT NOpeaok.

Hekou ucTpaxyBarba 3acHo-
BaHu BP3 crnefere Ha HoBuTe
KOMYHUKAUWCKN aKTUBHOCTM
Ha MOTpOWYyBa4yuTe Pe3ynTu-
paa BO xunoresara geka 3aefg-
HO CO pasBojOT Ha HOBMOT
Meauym OO A0 3ronemysa-
He U Ha (PakTopoT Ha ekcTep-
Hanusauuwja Ha kyntyparta. Bo
CywTuHa, npobneMoT He e
TOSMKY NECeH Kako LWTOo wuarne-
Aa Ha nps norneg. Ce spwm cé
noronema egHocTpaHa cybjek-
TUBU3aUMja Ha OfHeCcyBaHeTo
Ha MNOTpOWYBa4yoT 3a CMmeTKa
Ha JenepcoHanuaauuja Ha apy-
rmoT, BO MWHATOTO NOBaXeH
unu 6Gapem eAHaKBO BaXeH
napTHep (ucnpaka4oTt) WTo
npuzaoHecysa 3a palumpeHocTa
Ha CKNOHOCTa KOMyHuKauuvjaTa
Aa ce NpeTBopu BO aBTO-KOMY-

HMKaL{M]aza. OBa MOXe necHo
Aa ce 3abenexm ako ro Habrby-
AyBame OfHecyBareTOo Ha Npu-
MauuTe Ha “npoussogute”’ Ha
Heo-Tenesuavjata, u ocobeHo
KOPUCHULMTE Ha KoMmnjytep-
ckute urpu. Cekako nocrojart
ronem 6poj urpu WTO Kopuctar
MKOHWYHW, BepbanHu unu Hap-
aTUBHW WEMW no3ajMeHu of
CropTOT U APYLWTBEHUTE UrpH,
MAM WTO UMWUTUPAAT pasHu
npocecuoHanHn MmeToau Ha
pabota 3aefHO CO YTBPAEHU
YMETHUYKW CTPYKTYpW; OBa
3Ha4u fgeka cekoraw nocTou
nporpama Ha gejcteysare (BO
chopma Ha Kog BO MemopujaTta
Ha KOMNjyTepoT) Koja npuma-
4OT ro Hasegysa Aa NoBTOpyBa
6apem epeH TpaauuyuoHaneH
XKaHp - Knuwe. Urpa4oTt He ca-
MO LITO MOXe Aa urpa “co cnu-
KU TYKYy MOXe 1 aa ro BHece
CBOjOT MEHTaneH nopeaok Bo
3anneTtoT. Ho BO TakBUTe CUTY-
ayum peyucu cekorall ce rnega
efeH nyaudkn acnekrt. Hema-
HETO Apyra fMHYHOCT ro onec-
HyBa NPETBOPaHETO Ha KOMYy-
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HUKauujata BO urpa WTo Hyau
3abasa. JlyfeTo cekako nogea-
HakBO yxwusaaT BO 3abasara
Kako M BO KOMYHULUMpaH-ETO,
HO Hema HWKaKBO COMHeBaHe
AeKa noTpowyBa4oT He MOXe
ethukacHo aa rv ocTeapu Ase-
Te cchepu HaegHall.

MoTpowyBa4oT MOCTOjaHO y4u
3abenexyBajku W OOCTUrHY-
BajKuU MOBWUCOKM CTEneHun Ha
npomMeHun Bo ussenbara, HO Toa
ro npasu BO cuTyauuja LWTO €
Cé nocnuyHa Ha efeH Bufg
“3aTsopeHa KOMyHukauuja” -

Ceuko Mukamu, MopdporeHcka cynctaHua Bua Tpenkarbe Ha ouute, BP uHcTanauuja, AnLab, Towo 1966
Seiko Mikami, Morphogenic Substance via Eye Tracking, VR installation, Art Lab, Tokyo, 1966

3Ha4M KOMyHuKauuja Koja ro
NUyBa YOBEKOT 04 MOXHOCTa
Aa uma ysug Bo Toa ganu “pas-
MeHyBameT0" Ha WHgopmMauym-
UTe € BOOMNWTO COOABETHO Ha
HewTo.

Maono Buganu (kako wWTO
CNOMHaB noHanpes) Haco4y-
BajKW ro CBOETO BHUMAHME KOH
BUPTYyenHaTa peanHocT ykaxa
Ha TpW OCHOBHM, NPOCTOPHO YyC-
NOBEHW TWNOBW Ha OAHecy-
Barbe Ha YOBEYKOTO CyLITeCT-
BO WTO y4yecTsyBa BO TaKBW
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ekcnepumeHTn . Cnopepg moe

MUCNeHe cute TUNoBu (OcBeH
nocneaHuoT) U AeH-AeHec ro
KapakTepuaupaar - MefyToa Bo
pasnuyHu CTeneHu - CTaBoT Ha
CeKoj npuma4y Ha ayavo-Bu3y-
eNHN CNUKW. 3Haun, 3acnyxy-
Ba oA nobnucky Aa ce pasrne-
AaaT Hekou “nomecTysara” BO
KOMYHUKaUUUTE LITO CE YMHK
AOMUHMpaaT BO coBpemeHaTta

KynTypa.

lMpBOTO nomecTtyBare € npe-
AU3BMKaHO 0/ ogaanedvysarbe-
TO 04 “4MTaykuoT” BMA Ha
CKpPOTyBar:-€ Ha CBETOT, U Npu-
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6nMXyBaHeTO KOH “nnosexse-
T0" BO Hero. MoTpowysaYyoT cé
nopeTKo Aoara BO AONUP CO
peanHocTa Koja ma O4NnKN Ha
knacuyeH Tekct. Ce pasbupa,
Taa cé ywTte noCToU Kako
jasauyeH objekT, ce cocTou of
OrpaHu4eHn AUCKYP3VBHU CeK-
BEHUM 1 uma anaboka CTPYKTY-
pa 3acHoBaHa Bp3 cneuujanHa
nporpama (HanpaeeHa of “uc-
npaka4ot”’). Ho unaeHTuduky-
BatbeTO Ha 3HAYeHeTO He
cekoraw My ro orsopa Ha
npMMaYyoT nNaToT A0 KOHKTpe-
TU3auujata Ha Hej3uHaTa



CTPYKTypa v A0 chakareTo Ha
npasunara cnopeg Kou ce
NnoBp3aHn oAAeNHUTE enemMeH-
™. Co apyrv 360poBK, TEK-
CTOBUTE Kako NoCTojaHo Aa ce
Ae3uHTerpupaaTr v pasnoxy-
Baar, Tve egHoCTaBHO “ce pa-
cunysaat”. M TOokMmy 3atoa -
Kako WTO CO npaso TBPAW
UTanujaHCcKWoT TeopeTuyap Ha
Kyntypata - TeWwko e ga ce
npucatn peduHuumjata 3a
“yuTarbeTo” WTO HY ja gasaar
Ponax bapt u AHgpe Komna-
HOH, 3allTO Taa ce 3acHosa
BP3 npeTnocrasKara geka cno-
cobHocTa 3a npumarbe Apac-
TU4HO ce 3ronemyBsa. ABTopute
cMmeTtaar geka “CnocobHocta
[a ce 41Ta 3Hauu, BO CyLUTUHA,
cnocobHOCT ga ce npouuTa
pedeHunya: AKO HeKoj npoyuTa
v pasbepe efgHa peveHuua, Toj
MOXe Aa ro npo4ura u cé oHa

wro cne,qm."zs

Bo ayauo-su3yenHata Komy-
HUKauuja cnocobHocTa 3a pas-
6uparbe Ha Aen of TekcT (Koj
MOXe fAa ce TpeTupa Kako
eKBUBANEHT Ha efHa peYeHu-
uya) nNocTanHo cTaHyeBa cé no-
manky saxHa. Bo 1987 roguxa
Banesap Byw, Teg HencoH u
farnac Exrenbapt npeano-
Xuja aa ce KOpUCTU TEPMUHOT
“xunepTekcT”, Koj ce ogHecysa
Ha CBETOT KOj HEe MOXe Aa ce
ynTa (3HaYW, KOj He MuHyBa
HU3 npouecoT Ha “yutarse”
6uaejkm e HewTo cocema
NMOVWHaKBO 0f TpaauuuoHan-
HATE ja3U4HU W CNUKOBHU
thopmu). TakBMOT CBET PETKO €
noapeAeH BO COrnacHocT co
npasunara Ha NMHeapHoCTa,
PeTKO MMa CTPyKTypa cocTase-
Ha Off CeKBeHUM, Koja MHOory
4ecTo e OTBOpeHa 3a efleH BuA
TONKyBaHe WTo Nuyu Ha “pas-
rpaHeTuTe” KOrHUTUBHK npoue-
cu. Hema comHeBarbe feka oga
€ crnopHa wupgeja, vako rv on-
thaka npomeHuTe WTO ce
cny4yBaaTt BO KOMYHUKaLWUCKO-
TO oAHecyBarbe Ha nyfeTo, u
Ha ekcnepTute M Ha MoOTpPO-
WwysayuTe, WTO M OrpaHu4y-
BaaT HMBHWUTE CMOCOBHOCTU
caMo Aa 4iTaar v eaHoBpeme-
HO pa3BuBaaTt Kaj HUB Crocob-
HOCT LUTO UM OBO3MOXYBa Aa
nnoBsar - 3Ha4u nocTojaHo Aa ja
MeHyBaaT CTpyKTypata Ha
“xunepTekcToT".

BTopoTo nomecTyBarse ce 3ac-
HOBYBa BP3 3aMEHyBareTo Ha
TpaHcMucujaTa Ha uHopmaym-
UTe CO MHTEPaKTUBHW nepdgop-
MaHcu. U Bo Toa Hema HUWTO
M3HeHaayBayko, npeg cé, 3a-
TOa WTO AeHec cnukute (cee-
TOBUTE) NOYECTO 04 Kora u Aa
6uno nopaHo, ce cosgasaar
Kako pesyntat Ha o6eguHy-
Bakbe Ha 4OBEYKO CYLITECTBO U
mawwHa. lMNokpaj Toa, onwTo e
npuateHo MucnereTo geka
TpaHcmucujata 6una norpewwHo
TONKyBaHa Kako edukacHo
npeHecyBare Ha nHopmauum.
BeywHocT, HUTY cpeacTeara 3a
TpaHcMmucuja, HUTY camara
TpaHcMuUCHja NN - KOHEYHO -
uHopmaumjata HuKoraw He
6une WHCTPYMEHTU WTO My
nomaraar Ha ucnpakador ga ro
NOTYMHKM npuma4voT. 3a oBa
rosopea, ywre Bo 1949 roguHa,
lWarnon »n Bueep, ocHoBauuTe
Ha matemaruykara Teopuja Ha
KOMyHUKauuuTe; Tue Hanvwaa
Aeka “TepMUHOT ‘MHdopma-
uuja’ BCYLWHOCT He ro 03Ha4vyBa
OHa LITO HEeKOj peanHo (edek-
TUBHO) r0 BENW TYKy Ce OfHe-
CyBa Ha OHa WTO HEKO] uma
Hamepa ga ro kaxxe. OBa 3Hauu
Aeka vHpopmaumjata e ussec-
Ha npoueHKa Ha He4uja cnobo-
Aa Ha usbop pgocranHa npu
oabupareTo Ha copmaTta Ha

npeHecyBarbe"z". W3secHa cno-
6oaa BO M3bMpareTo cekorau
My 6una pgocranHa M Ha
nNpUMaYyoT, Kako LUTO YeCcTo Uc-
TakHyBaaT NWHIBUCTUTE; Crno-
pef HWUB, OCBEH BO Cy4au Kora
UCTpaXKyBa4oT e 3auHTepecup-
aH 3a fieHoTaTusHaTta (OyHKUM-
ja Ha jasuKoT, jasukoT ce Tpe-
THpa Kako cpeAcTBo 3a NpeHe-
cyBare Ha uHdopmayun. Kora
Ke ce fgokaxe feka Toj uma
KOHOTaTUBHa Npupoga - Torauu
MOXe ia ce peye U aAeka Hema
6e3b6eaHa rpaHuLa BO NpeHecy-
BarbeTO Ha egHa uaeja of OHoj
WTO roBOPUM A0 OHOj LWTO
cnywa. Bo cywTuHa, Hamany-
Bajku ja ambusaneHuyujata Ha
360poBUTE HA FOBOPHUKOT U
camuoT cnywaren ja cosgasa
nopakara. O noHanpes u3He-
CeHuTe pasMucnyBarba MOXe
Aa ce Buau feka TpaHcMucuja-
Ta cekoraw 6una ogpegeHa o
pasnuyHu  uHTepakuuwu. Ho
AeHec cdpepata Ha MHTEpak-
TUBHW oOpfHecyBarba 3asema
norosieMo MecTo BO camara

TpaHcMucuja.

MHTepakuvjata mMoxe pga ce
rneja Kako nocranka Ha npuc-
nocobyeare Ha nyfeTo KoH
meavymute. MHory YyecTo Taa e
chaTteHa Kako pasmeHa Ha
nHdopMmaumMn mefy 4OBEKOT M
mawmHata npu WTO NPBUOT
MOXe Aa ru moauduuupa no-
AarouuTe WTO My Aoarfaar, a
Agajuara “coroBOpHUUM” (KOM-
njyTepoT U YOBEKOT) MOXe Aa
Ce npekuHyBaaT efeH co
Apyrw. Hajcchatnueara agedm-
HUUMja Ha OBOj MOMM ja npea-
noxu X.Bogpwjap u co Toa
OTBOPW €AHO LUMPOKO nogpaje
3a pasrnefysarbe Ha CylTUHa-
Ta Ha JenepcoHanuavpavkoTo
KOMYHUKaUWUCKO JAejcTByBaHbe.
®paHLUyCKUOT UCTpaXKyBay Ha
Kyntypata co MavHoTuja 3a-
6enexyBa paeka “yoBeykara
UHTepakuuja ce NpeTBopu BO
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VHTEepakuuja Ha ekpaHu”.

TpeTtoTo KOMyHMKauUWUCKO Mo-
MecTyBare Ce 3acHoByBa BpP3
3ameHata Ha npuMareTo co
nocToeHe BO CaMuOT ayAuo-
BWU3YeneH CBeT LTO ro co3gane
4yoBeKkoT u mawwuHarta. Cnopeg
Bogapwujap, oBoj heHOMEH Beke
CcTaHa BO3MOXEH. Jac nu4yHo
MUcnam AeKa Hero Moxe ga ro
doxuseat (3acera?) camo
OHUe WTOo Anaboko Haenerne
BO BUpTyenHata peanHocT U
Aeka npupogara Ha MnoMecTy-
BaHbETO 3aBUCK O TOa KONKY
“Anaboko” HypHane. Kako wTo
Benart cneuwjanucTute, Ha
BUpTYyenHara peanHocT MoXe-
6u » Hegoctura rpasuTauvja,
3akoHuTe Ha EBknupgoearta
reomeTpuja, U Taa He MoXe
BUCTUHCKW Aa v npuenede
ceTunara Ha 4osekoT (0ABaj
Manky e nosp3aHa co CeTuno-
TO 3a MMpUC, a CeTUNOTO 3a
BKYC BOOIMLITO HE ro NpuBneKy-
Ba). Ha 4oBekoT WTO nocTom
BO BaKOB BUJ KN6ep-npocTop 1
He My ce noTpebHw Tpaau-
LUMOHaNHUTE BEWTUHW Ha BOC-
npuemarbe, 3awWTo Hemy My e
nosaxHo camo ga “éuge” Ha
M3BECHO MECTO W CBETOT Aa ro

Habreyayea o,qBHa'rpe.zg Ce
pasbupa, BupTyenHata pean-
HOCT He rpaan HUKaKBM HOBM
peanHn mecTa, TyKy 4Y0BEKOT
LUTO NOCTOM BO Hea ce OfHecy-
Ba Kako TakBO HeKoe MecTo Aa
6uno HaBUCTUHA CO34aAeHo,
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3awTo “raa ru npeHecyea
y4yecHuUnTe BO Hea cpepge
camarta wuHdgopmaumja [...]
HyBCTBOTO LWITO Ce BOCnpuema
Aojeka ce npumaart CrnukKuTe
CTaHyBa YyBCTBO Kako ga cTe

"30
Ha HeKOe 0fpeaeHo MecTo” .

KomyHukauuckute nomecTty-
Barba WTO MnoHanpea r onu-
LIaB CeKako He r'm Ucknyyysaar
04 coBpemeHaTa KynTypa ene-
MEHTUTE KaKo LITO Ce YuTarse-
TO, TpaHcMUcKjaTa u peuenuu-
jaTa. MNa cenak, Tve ro nocse-
fAoqysaar akToT Aeka eBony-
uvjata Ha OCHOBHUTE BMAOBM
KOMYHUKauuja mery nyreto ro
AoCTUrHane CTeneHoT Kora ro
rybéat cBOETO AOTOrawHo 3Ha-
Yerbe, a BO MAHWHA MOXe aa ja
3ary6ar (?) u ceojaTa npBOOUT-
Ha HameHa. MeHe MW ce YuHK
HajBaXXHO feka Aypu M AeHec
NPOMEHUTE BO MnoAapadjetTo Ha
HOBEYKUTE KOMYHUKALUUK CUn-
HO BnuvjaaT Bp3 3aeAHUYKUTE
3ajauvm v ru yTepaysaar ay-
ANO-BU3YENHUTE HaBUKU BO
cuTe chepy Ha CeKOjAHEeBHUOT
XWBOT, Kako 1 BO LienoKynHaTa
coBpemeHa Kyntypa.

Mpesop oA aHrnuckn
Jbybuua Apcoscka

‘M. Hopfinger: Kultura wspolczesna
- audiowitzalnosc (MogepHata
KynTypa - AyAVOBU3YEsTHOCT)
Bapwasa, PIW 1985, ¢.58.
WcTopucku onuc Ha KoHpoHTauw-
jaTa Ha 360poBUTE K CNUKUTE,
Koja ro npeguaeuka cCMHAPOMOT Ha
ayavoBuayenHara Kyntypa, e
AajeH BO eAHa Apyra KHUra o4
McTHOT asTop, Hacnosena O roli
slowa i obrazu. W laboratorium
sztuku XX wieku (3a ynorarta Ha
36opoT 1 cnukara. Bo nabopa-
Topujata Ha ymeTHocTa Ha 20-0T
sek) Bapwasa, PWN 1993.

‘G.Raulet: La nouvelle utopie.
Signification sociologique et psy-
chologique des nouvelles technolo-
gies de communication. Bo:
E.Cherki, M.Guillaume, G.Raulet:
Les teletechnologies. Signification
sociologique et philosophique.
L'Arbresle, Centre Thomas More,
1988, ¢.37-65.

’N.Postman: Technopoly. The
Surrender of Culture to
Technology. New York, 1992 /
H.Moctman: TexHonon.
Kanutynauuja Ha KynTyparta npeg
TexHonorvjarta. Hyjopk, 1992.
‘Z.Bauman. Philosophical Affinities
of Postmodern Sociology. "The
Sociological Review" 38 (4) cTp.



427. Nla ce norneaa oA UCTUOT
asTop: Modernity and
Ambivalence. London, 1991, pas-
sim.

“Da ce cnopeaw P.Vidali:
Esperienza e comunicazione nei
nuovi media. Bo G.Bettetini, F.
Colombo: Le nuove technologie
della comunicazione. Milano,
Bompiani 1993, cTp.299-330.

“Na ce norneaa R.Jakobson:
Poetyka w swietle jezykoznawstwa
(MoeTukara BoO cBETNMHATA Ha
nuHremcTukara) "Pamietnik
Literacki" 1960, tom.2., str.431-473.

‘OBa ro noceeaoyyBaaT 1 HeKom
o4ebujHU hakTn KoW rv unycTpu-
paart gocerawHuTe oCTUrHyBarba
Ha co3gaBayYuTe Ha BupyTenHara
peanHocrT. [la ce norneaa, Ha
npumep, Hanucot og M.Curapcku,
BK/NY4YEeH BO OBaa KHWra v WHTep-
sjyTo co J.Rosebush o6jaseHo BO
“Pixel”, Mapu3, 6p.13,1993.
Poyabyw TBpAu AeKa cnojoTt Ha
YHOBEKOT U MawwuHata (npexy
cneyujantu o4una wro
oBoamoxysat 3[1- rneaar-e,
cneuwjantu pakasvuyu 3a ynpasy-
Bakbe, CTEPEO CyLanku n cneuun-
janeH wnem, nateka wro ce
ABWKW NOZA HO3ETE Ha UrpaqoT v
KOMOUHE30H NOCTaBeH CO enek-
TPONUTCKU €NeMEHTH) Cé No4ecTo
ro 3ameHyBaaT noBeke Buaeo
Kamepw WTO cneaar eAeH HoBek
WTO Ce ABWXK W oarosapaar Ha
CEeKOj HeroB 4Yekop. ABTOPOT UCTO
Taka pa3nukyBa Tpu cuTyauum 8o
KOW WrpaYuMTe MOXe Ja ce HajaaT:
BO NpBara ce 0BO3MOXyBa
BUPYTENHO BOCNpUEMabe Ha
OpYrv peanHu urpasyu, Bo BTopara
€ BO3MOXHO cO3/aBarbe Ha
BUPTYenHa CrMKa Ha camuoT
cebecu (HOBEK MOXeE ga ro Buau
CBOETO TEeNO Kako Aa ro rneaa og
Apyra nouHakea To4Ka Ha
rrnegare) u Bo TpeTarta cutyauuja
Urpa{oT ce cpekasa co Apyru nyfe
KOW HEe MOCTOojaT BO BUCTUHCKMOT
CBET TYKY Ce LienocHo KoMmnjyTepc-
Ka Kpeauuja.

"OBae mucnam, cnegejku ro
M.Buganu, Ha utanvjaHckara
Bepauja Ha khurata og I.ArambeH,
HacnoBeHa Infanzia e storia.
Distruzione dell'esperienza e orig-
ine della storia (Torino, Einaudi
1978, cTp.17 v HaTamy).

'Mojor cTaB BO NOrNeA Ha aHTu-
yTonujata e CnuyeH Ha cTasoT Ha
Bronislaw Baczko, ogHOCHO Kako
NecUMUCTUYKO NpeTcTaByBarbe Ha
CyamMpoT Mefy peanHuoT CBeT U
Hekoja ugeanHa matepvja. fla ce
nornega: Les imaginaires sociaux.
Memoires et espoirs collectifs.
Paris. Payot 1984

“J.L.Baudry:
Diapositif."Communications" 1975,
6p.23. MNoncko usgaxue
HacnoseHo Jaskinia Platona

(dbparmeHTn). MNpesoa of aHrnuc-
ku:A.XenmaH. “Film na Swiecie”,
1989, 6p.369.

"uTuparo cropes nonckoto
usganue, cTp.11.

"“R.Barthes: Au sortant du cinéma.
"Communications” 1975,
6p.23.MonckoTo usgaHue e
HacnoseHo Wychodyac z kina.
Mpeeeaeno oa J1.[lemba. Bo:
Interpretacja dziela filmowego.
Antologia przekladow (Tonkysare
Ha (MNMCKOTO Aeno. AHTonoruja
Ha npesegenu gena). Napa.
W.Godzic, Krakow, Uniwersytet
Jagiellonski, 1993.

“le'a'r criopeg NonckoTo
n3gauue, cTp.159.

“Wero, cTp.160.

“Baksa KapakTepucTuka Ha
naneo-tenesnaunjara (3Haqu, Ha
TpaguuyuoHanHara) agasaar
F.Casetti i R.Odin Bo Hanucot De
la paléo-télévision a la neo-televi-

sion. Approche sémio-pragmatique.

"Communications" 1990, 6p.51,
cTp.9-26. Monckara sepavja e
HacnoseHa Od paleo- do neo-
telewizji. W perspektywie semio-
pragmatyki. lNpesoa:
J.Ostaszewski., Bo Po
kinie?...Audiowizualnosc w epoce
przekaznikow elektronicznych (Mo
KWHOTO?...AyAVNOBM3yenHoCTa BO
epara Ha eneKTpPoOHCKUTE meauy-
mu). spanue co npegrosop Ha
A.Gwozdz, Krakow, Universitas
1994, cTp.117-136.

"Uero.

“Na ce nornega Ha np.
S.Kline:Limits to the
Imagination:Marketing the
Children's Culture. Bo Cultural
Politics in Contemporary America.
Wag. I.Angus,S.Jhally.New York
1989, cTp.299-316.

"J.Baudrillard: Simulations. New
York 1983.

"z Bauman. Modernity and
Ambivalence...LlutaTtoT e npese-
[eH 0f NONCKOTO n3faHune
HacnoseHo Wieloznacznosc
nowoczesna - NOWoczesnosc
wieloznaczna, BO npesof Ha
J.BaymaH.Warszawa, PIW 1995,
ctp. 7, 11, 21, 30, 314 n 315,

* WUcTo, BO NOrNasjeTo HacNoBEHO
MpueaTuanpaxa ambusaneHuyja,
BO NONCKOTO u3aaxue, cTp.215-
259.

* G.Bettetini: Cinema e massme-
dia. "Cinema" 1982, 6p.3, cTp.86

* Osaa Tema peranto ja obpabo-
TuB BO MojoT Hanuc Cielesny
aspekt podmiotowosci w kinie
(TenecHWOT acneKkT Ha cybke-
TUBUTETOT BO KuHemaTorpadwmja-
Ta). [la ce nornepa: Kino: gest -
cialo - ruch. Film w perspektywie
systemow komunikowania niewer-

balnego (Kunemarorpacpuja: lect -

Teno - iBmxerse. PunmoT BO nep-
crieKTMBaTa Ha CUCTeMUTE Ha He-
sepbanHa komyHukauuja). Maa.
A.Gwozdz, Wroclaw, “Wiedza o
Kulturze” 1990, cTp.125-135. [la ce
suam ucto Taka G.Bettetini: |l
corpo del soggetto enunciatore.
Bo:ldem: La conversazione audio-
visiva. Problemi dell'enunciazione
filmica e televisiva. Milano,
Bompiani 1984.

* @G. Bettetini: Il segno dell'infor-
matica. | nuovi strumenti del comu-
nicare: dal videogioco all'inteligen-
za artificiale. Milano, Bompiani
1987. fla ce nornega u T. Miczka:
Z zagadnien pragmatyki podmiotu
tekstu audiowizualnego (3a
CywTuHaTa Ha nparmara Ha cy6-
jeKToT BO ayavuo-BU3yenHuoT
TekcT) “Przekazy i Opinie” 1990,
6p. 1/2, ctp. 175-192 n ngem:
Znikajace podmioty? Szkic o
procesach depersonalizacji wys-
tepujacych we wspolczesnej kul-
turze audiowizuelnej (Cy6jekTn
wTo ucyesHysaat? Ecej 3a npoue-
cuTe Ha genepcoHanu3auyuja Bo
coBpemeHarTa ayavo-susyenHa
Kyntypa). “FA-Art” 1994, 6p.3-4,
cTp.33-42.

* P.Vidali: Esperienza e comuni-
cazione....,cTp.323-330

* R.Barthes, A.Compagnon:
Lettura. Bo: Enciclopedia Einaudi.
Tom.VIIl. Torino, Einuadi 1979, cTp.
181.

* C.E.Shannon, W.Weaver: The
Mathematical Theory of
Communication. lllionois, University
of lllinois Press 1949, cTp.8.

% [a ce cnopepu co S.Austakalnis,
D.Blatner:Silicon Mirage: The Art
and Science of Virtual Reality.
Peach Pit Press 1992.

* J.Baudrillard: Le Xerox et L'infini.
“Traverses” 1988, 6p. 44/45,
cTp.21.

* NopetanHo 3a BUpTyenHata
peanHocT kaj: E.Couchot: Images.
De l'optique au numerique. Les
arts visuels et I'evolution des téch-
nologies. Paris, Hermes 1988,
B.Laurel:Computers as Theatre...,
B.Wooley: Virtual Worlds. Blackwell
1992 un M.Heim: Metaphysics of
Virtual Reality. Oxford 1993.

30 360posu Ha W.Bricken. Liutat
cnopep P.Vidali: Esperienza e
comunicazione... cTp.322.
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TRANSLATION

NMPEBQ/

| [BOPELOT O4POH

XKau- UGep Mapren

URIOS & MIRABILIA

Hic Terminus Haeret:"OBae e kpajot", ce
36oposuTe Ha [naoH (Bo genoto EHej Ha
Buprunue), kora ce cekasa Ha BpakarbeTo
Ha EHej Bo UTanwja, WTo Ke ja npeaussuka
Herosata cMmpT. Knog Nydoume - rocnogap Ha
Asopeuot OapoH 1 ronem WTUTOHOCEL Ha
Xexpu Il - ro cTaBa oBa MOTO Ha NnoBeKe
mMecta BO [lBopeyoT. 3Ha4yereTo Ha OBue
360poBM Bapupa BO 3aBUCHOCT 0f
Ha4YMHUTEe W O aBTOPUTE LWITO U TONKY-
Baar: "OBge e KpajoT" ce ogHecyBa Ha
leopeuoT- 3aconHuwTe Ha Knoa lMNydwue
(oppaneydeH okony 60 kKunomeTpu og nNos-
HaTuTe asopum Ha Jloapa) -, HO Uma 1 noe-
nabopvipaHo 3Ha4yerbe BO KOHTEKCTOT Ha
naeuTe Ha XymMaHucTute o4 TWUNOT Ha
Epa3amo. MoTOTO € cMecTeHO Ha ceBep-
HOTO KPUNO Haj TEepakOTHUTE CKyNnTypu
Ha 6oroT TepMm, ynoTpebyBaHM Kako
KameH-merHuum Bo crtapa puuja. HUBHOTO
NPOWMPEHO 3Ha4ere M cumbonuaupa
rpaHuUMTE Ha XUBOTOT, OAHOCHO Ha CMPT-
Ta. Urpute Ha 360poBU 1 Urpute Ha AyxoT
WwTO 6MN BO MOAA BO XyMaHUCTUYKUTE Cpe-
AVHW, HaBeyBaaT Ha Nnowupoka ckana Ha
3Ha4yerba. Kora ro npowmpysan cesepHoTo
kpuno 8o 1540 r., Knog Nydme 6un Bo KOH-
TakKT co 06pa30BaHMOT KPYr Ha nNucaTenu u
mpybutenu Ha ymeTHocTa. CuHoT Ha Knopa

lycdwue, Jlyj, obsuHer BO 1631. 3a
NPOV3BOACTBO HA NaXXKHU Napu U OCYAEH Ha
CMPpT, ce 3aconHysa 8o OapoH. Ja gekopu-
pa Kpanckara coba co nos3nareHu BeHuu
TeMaTCKu NoBp3aHu CO eraunoT 1 nponac-
Ta, HarnacyBajkM ro, Ha TOj HauuH,
3Ha4YeHEeTO Ha MOTOTO.

Kykara Ha ejeH reybuTen Ha ymeTHocTa

CeBepHOTO Kpuno Ha cheyaanHuoT agsopely
n3rpageH op npBMOT CONCTBEHWMK Ha
lodpuesu, Mujom, e npepaboTeHo of
HeroBuMoT CUH ApPTUC, KO ja uarpagun rot-
ckara ranepvja o npusemjeto. LupokuTe
csogoBu co 6orara apxMTEKTOHMKA ce
paboTeHu BO AyXOT Ha AoyHaTa rotuka. Bo
1540. cuHoT Ha Aptuc, Knoa, ja ypeayea
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®acaga Ha aeopeyoT OapoH, ®paHumja
Facade of the Oiron Castle, France

ranepvjata Ha CNMKM Ha MPBUMOT KaT Ha
oBa KpUNo, Kako W ronemute ckanu Ha
ceBep oA UeHTpanHata 3rpaga. benute
MEepMepHU MefanjoHu WTO MM npeTcraey-
Baat npounuTe Ha PUMCKUTE umnepa-
TOPM W CKanuTe CO YKPaceHU HOCEYKM
cToN6oBW NpeTcTasyBaaTt 3a40uyHeT u3pas
Ha nodyetouute Ha  (ppaHyyckaTa
PenecaHca. OcHoBHata cunyeta Ha
ABopeuoT, crnopes epHa pecka BO
ABOpeuoT, nopagv rofeMmuHara Ha
oyauuTe notcetysa Ha gsopeuoT Lambop.
Janu aBTopoT Ha OapoH ce uHcnupupan
o4, 0BOj Mogen HanpaseH npeg 20 rognHu?

Ha npBuoT Kar, negeceTuHa MeTpu gonra-
Ta ranepuja Ha CfIMKK Kako [a e Hanpase-
Ha cam0 3a 3a40BOICTBO Ha O4YMTe.



leopr ETn, MoTcka ranepuja co Koru, 1992, meneH jarnex
Georg Ettl, Gothic Gallery with Horses, 1992

OceeTnyBaweTo 04 nNpo3op-
uMTe e BO (yHKUMja Ha WTO
noaobpo rneparbe Ha CrnkuTe
uHCNUpupaun of TpojaHckaTa
80jHa. ®peckuTte cnukawm al
SEcco ce OWTEeTeHW oA Bnax-
=ocTa u bapaaT pecTtaspauyuja.
Osue CUeHU ce ONKPYXeHu co
a#avajuu trompe |'oeil cnuku:
MNY3UOHUCTUYKK  Apanepuu,
SMHETU, CUMOBONNYHUN XXUBOTHU
¥ TONK KapujaTuau.

ASTOPOT, KOj HECOMHeHO 6un
y=e=uK Ha Poco u MNpumatuyo
» npunafan Ha wkonarta
So=TeHbno, e HenosHar, nako

ce cpekaBa MMeTO Ha
Xanue. Ha nogor, Bp3
SHMTe MNOYKM € HaupTad
maswpuHT. Manky nogouHa ce
=anpaseHn CNuKUTe Ha nna-
Ha KOMWTO ce npeT-
=M pasHOBMAHW JAeKkopa-
MOTMBM: LMLUa4u, 4eTBo-
LWL, MTULM, BOjHU, rpaau-
=# » npupoga. Llenunata ja
OTCAMKYBa NonuxpomHara art-

mMoccepa Ha ranepuite Ha
cnuku og 16 Bek, paboTeHu no
y30p Ha uTanujaHckara ymet-
HOCT. Kako reybuten Ha ymet-
HOCTa M npoceBeTneH ayx, Knog
ycoue nocepysan v 36vpka Ha

wracenajun cnuku. Ke noco-
4Yam camo Ha ABe gena of osaa
KONnekuvja Kou ce Haofaat BO
lNysp: Cs.UBaH op Pachaen un
lMopTpeTtor Ha XaH ne bBoH,
Kako npumMep Ha hpaHLycKOoTO
wradgenajHo CNMKapcTeo npeg
16 Bek.

Crapu YMOTHUYKMA POTKOCTH

Bo 16 » 17 Bek HajobpasosaH-
UTe NPUHUEBW Camo3afoBOSHO
ce Hapekysane "roy6onuTHW
nyre": peHec 6u rv Hapekne
rybuTenn Ha ymeTtHocTa unu
KonekuyuoHepu. [losHato e
geka BO 0BOj nepuvoa BO
®paHuuja, 3a pasnuka oj
Wtanuja, KonekynoHepute no-
CBETEHM CamMO Ha fnuKoBHaTa
YMETHOCT Ce WCKNy4oK. Ha-
npoTme, HKU3 uyena Espona ce
co3faBa Mpexxa Ha XyMaHucTu
3avHTepecuMpaHu 3a cuTe
cthepu Ha 3HaeHeTo, Kou ce
obuaysane pa ro Tonkysaar
CBETOT Ha HOB HA4WH, TPrHy-
Bajku 04 penauujata 4oBeK -
CBET, a He Kako AoTorawl of
penauvjata 4osBek - bor.
ObpasoBaHuTte nyfe KOMYHW-
yupane, copabotysane, nyb6-
nvkyBane: cobupane pas-
HOBUAHW NPUMEpoLn Ha npea-
MeTu n3paboTeHn of HOBEeKOT
UNU OUPEKTHO 3eMeHu of

npupogara. Taka ce CO03-
Aasane  KabuHeTtute  Ha
PETKOCTM, NPeTXoAHuUM Ha

uaHuTe Myseun. CBeTOT Ha CeH-
3MBMNHOTO U CBETOT Ha CO3-
HaHWeTo, Ce NPOHUKHyBane.

XamunTton ®unnej, butkata kaj Muasej,
1989, uxcranauuja, mewana TexHnka, Cana Ha butkure
Hamilton Finlay, The Midway Battle,

1989, installation, mixed media, Room of the Battles
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YMeTHUUUTE 4YMjliTo apxetun
6un JleoHapao pa BuHuwm, ja
[okaxysane csojaTa WHBEH-
TUBHOCT BO cuTe obnacrtu.

Mokpaj ceegowTeara WTO O
noTBpAyBaaT WHTepecuparbe-
To Ha Knog lNycume 3a ymeTHOC-
Ta U HOBUTE uaen, BO ABope-
yor OapoH wuma noeeke
MHAMUMW KOW ja [oKaxyBsaar
oBaa crtapa "rbybonutHocT".
WcTo kako 1 Bo BepoHa unu 8o
Caparosa, KagewTto Bucar
KPOKOAWNM Of CBOAOBMTE Ha
Karegpanute, W“ BO OBOj
[Bopey Haofame efeH BuA Ha
KPOKOAWN - KajMaH - MonHeT co
cnama. OBve U3BoHpeaHw pen-
TMNKW  ja  cumbonuaupaar
6oxecTeeHara cuna BO
6eckpajHaTa pasHOBUAHOCT Ha
co3gasareTo.

Bo KabuHetor Ha MyauTte,
rPWXXNNBO HAacnukaHuTe Apsja
Ha NUMOHKW, KanuHKW W nop-
TOKanu, ce o4eBMAEH A0Ka3 3a
athMHUTETOT Ha HEKOM 0f OBUE
rey6oNUTHN Nyfe 3a OBOLWIHUTE
ApBja 1 UBeKkurara, a 0cobeHo
3a OHWE BWAOBW LWITO NOTEKHY-
BaaT 0f HOBOOTKPUEHUTE
3emju.

MpetcTaBute Ha PUMCKUTE
uMmnepatopu (mery kou e
BK/y4eH u cyntaHoT Myxameg)
Ha (pacagata Ha CeBepHOTO
Kpuno, 3bopyBaaT 3a WHTepe-
COT KOH puMcKaTa wuctopuja,
yTBpAYyBajKM ja Hej3uHaTta
XpPOHONOrnja npeky npoy4ysa-
HeTo Ha MoHeTute. Cute Ka-
6UHETN Ha peTKoCTW bune He-
3amucnveun 6e3 HUBHOTO npuc-
yCTBO.

TokMy Ha BakBUTe MecTa,
NOCBETEHN Ha YMETHOCTa U Ha
AyXOT, pAeHec camo ymeT-
HUUUTE ce BO cocTojba 04HOBO
Aa r'v oXuBear HacTojysarbara
oA 0BOj kapakTep. Mo weeceT-
TUTE, MHOrYy YMEeTHWUM CO3-
Aasaart 306vMpkuM Ha npegmeTu
Of pas3nNuU4HO NOTeKno, HacTo-
jyBajku ogHoBO Aa gagart rnob-
anHa Buauja Ha ceetoT (Map-
cen Bpogepc, fanuen Cnoe-
pu). HanywTajku rv gucumnnm-
HUTE cneunuyHM 3a NMKOBHAa-
Ta yMETHOCT, TWe Hasnerysaar
BO pasHu 06nacTu, KOpPUCTEJKM
PasnU4HN MaTepujanu u TexHn-
KW, 3a ga ce nocserat Ha



uwaeuTe M 3a Aa ro oTkpujar
HeBMANMBOTO BO Marepujata
Ha UCT Ha4YMH KaKO LTO HEKO-
rawHuTe "reybonuthu nyre” ro

TUNOT Ha KabuHeTuT Ha
yynata (Cabinets de mer-
veilles).

CoBpemeH KabuHeT Ha
PeTKOCTH

Momupysajku rm ceHanbunHoc-
Ta W 3HaeweTo, yMeTHUUuTE
umaa 3ajadva pa cosgagar
[iena Bo KOHTEKCTOT Ha ABope-
uyor OapoH. Kateropuute u
TUNONOIMMUTE Ha MNOCTOEYKUTE
npeameTn BO cTapute Kabu-
HETWU Ha PeTKOCTU, Ha U3BECEH
Ha4uH, 6ea npumMep 3a jaBHuUTE
Hapayku WTO M Hanpasu

KomucujaTta 3a nukoBHa ymeT-
HOCT BO MwuHUCTEPCTBOTO 3a
KynTypa Ha ®paHuuja.

o

wecTa 80 [isopeuor,
T2 Ha KObUTE, Hajo-
wwrnegso Oapawe pa ce
noYMTYBa CTapaTta  WMKOHO-
rpacmja (nopagu okepecrarta
boja Ha sugoBuTe M nopagu
HaTnucoT Ha BpaTara:” Icy sont
les figures retraytes au naturel
du plus renommes chevaux du
Roy Henry, qui estoient en son
escuryie a son advenement a la
coronne": "OBge ce npet-
CTaBEHW BO NpuMpoAaHa ronemu-
Ha Hajno3HaTUTe KOHW Ha
Kpanot AHpu wTo 6ea BO Hero-
Bata KOmylWwHUUa Kora Oele
KpyHucaH 3a uyap"). epman-
ckuot cnukap leopr ETn, go-
6ap no3HaBay Ha CTapoToO
CNUKapCTBO, Ha KOHMUTE U Ha
npumeHeTara YMETHOCT, KO-
PUCTU MEneH jarneH 3a upTame
WITO ro HaHecyBa CO 4YeTKa 3a
Aa rm npetctasv npocunute

aNneDwma
SR -

JoH Apmngep, @otenju, Kpancka coba
John Armleder, Armchairs, King's Room

Aaxven Cnoepu, Tena Bo nap4uutba, 1993, Kpancka coba
Daniel Spoerri, Bodies in Pieces, 1993, King's Room

Ha KOHMWTE LWTO NOyBepsvso,
BO COrNacHoOCT CO 3HauuTe Ha
eprenuTe nocTaBeHu oA ABeTe
cTpaHu. Hacnukauu ce co
CWHM BpaTOBM W canu, ene-
raHTHW HO3e U pasurpaHa
crasa. JIMHujaTa Ha UPTEXOT,
BO COrMacHoCT co penjecHuTe
Hamasw, ja oaberHysa TBpAOC-
Ta u rpybocta. bnarute sapu-
jauMm BO MOBTOpPYBakeTO Ha
€/1eH U UCT MOAEeN Ce A0MXKU Ha
HacTojyBarbeTo Aa ce 3aqysa
©[JUHCTBEHOCTa U MyNTUNINLM-
pareTo, BoAejKM cMeTKa U 3a
ABMXereTo Ha rnegadqot. Opf
[anepvjaTa Ha cnuku ce Bnery-
Ba Bo Canara Ha 6uTkuTE.
LUKOTCKMOT  ymMeTHuK  JaH
XamuntoH ®uHnej ja npet-
crasyBa butkarta kaj Muagej
Bo [Maumdukotr opg 1942.

ABOCMUCNeHata penpeseHTa-
uvja ro nperno4uTa BykKonuy-
KOTO Ha Apamatu4HoTo. [ok-
paj 3yerbeto Ha N4enuTe oKony
KOLEBUTE W PY>XWUHWUTE ApBja,
napanenHo ce nocraseHun (Bp3
sngosute) dotorpacdhum Ha
6ombapaepu, wWTO co3aasa

N

MopbuaeH BneyaTokx.

HekorawHuTe KyjHu WTOo ce BO
HenocpegHara 6nuauMHa, ce
NPeTBOPEHNn BO urpa Ha BU-
3yenuun Tpukosu. "IbybonuT-
HUTe nyfe" ocobeHo ja ueHene
aHamopdoszaTta. HeonxogHo e
Aa ce Hajae npeuuseH aron Ha
rnefjare 3a fga ce gekogupa
npetcrasara : [ljorp KoBancku
HW HyaW reomeTpujcka sepauja
Ha KogupaHata cnuka npeky
Xonorpam, WTO € BO CyWTUHA
uamama: pednekTuparse Ha
CNMKM CO UCTa ronemuHa Bp3
Tpu cepn pasnuyHM  no
ronemuHa. Mapkyc Pey e
cneyujanucT 3a aHamopgo3sa u
3a pelweHuja wWTo MOXaTt ga
6ugart BugnueuM camo co npu-
MEeHa Ha UTPUHA U KOULWITO ro
36yHyBaat rnega4ot. [Mpuka-
XaHaTa cunyerta npetcrasysa
efeH Bua Ha JaHyc bBudpoHc
KOj ja Kpue cBojata ABOCMUC-
neHoct. EgHoBpemeHoOTO rne-
hAare Ha  gsete  nuvuya
(nocTaBeHn BO KOHTpano3vum-
ja) @ BO3MOXHO camoO npeKy



orneaanc Koe, OTKPUBAJKU HU
ro OTCYTHOTO,CTaHyBa Maru4-
HO.

KparnckuoT nasuijoH

Jlyj - nocnegHWoT NpeTCTaBHUK
o nosara Ha Nycdwme - ja pec-
Tagpupa 3anagHara nonosuHa
OfF UEeHTPanHWoT jyXeH na-
BMNjOH Hape4yeH Kpanckw,

KopucTejkn borata gexkopaum-
ja. KabuHetor Ha Myaute wu
Kpanckara coba ja 3adysane
aBTEHTUYHOCTA C€ [0 AeHec.
Bo nkoHorpackmoT KoHuenT e
BUANMBA aHTUpOjanucTU4KarTa

supoeu. MNnatHata Ha Knop
Puto, BpameHn BO camMmnoT sug
M UCINUKaHU CO uctTaTa LpBeHo-
noptokanoea 6oja, ce BO
penaumja co TpaguLMoHanHoTo
cnukapcTeo npeky 6orarturte
BapvjauMm Ha CTUNM3MpaHuTe
paMku cneuudunyHn 3a XaHp-
cnukapcTeoTo. OuurneaHo ge-
ka Knog Purto, ocygeH ga ce
cTonu co 6oute Ha AEKOpOT U
ha uc4yesHe, npess3ema paau-
KaneH u camoybucTeBeH noT-
car BO ronemara enoneja Ha
3anagHoTo cnukapcrteo. Cne-
AW rnasHaTta M HajnpocTpaHa
Cana Ha Kpanot. Bo muHatoTo

MerfyToa, OpyXjeTto MOXeno
UCTO Taka ga 6uae cBpPTEHO U
npoTue NNemcTeOTO. MosHaTtun
ce BOjHUTE WTO ce Bogene co
peBonTMpaHuTe cenanu (WTo
HEe MOXene Aa ru ogberHar u
concreeHuumTe Ha oeoj [so-
pey). Bo LipeeHmoT canoH, cera
Cana Ha XKakepujata (og les
jacques - cenaHu, 3ab. Ha
npes.), Tpunorujata Ha bBpauo
Aumutpuesnk 36opysa 3a 6pa-
TOybucTBEHUTE BOjHWU: Gnaro-
poAaHM4yKaTa Kyntypa Ha
Kpanot - CoHue, obne4veH BO
PUMCKW KOCTYM, C€ CnpoTuc-
TaByBa Ha HapogHarta Kyntypa

Spauo umuTtpresuk, Triptychos post historicus - Mocnegrara 6utka Ha NMaono Yyeno,

wsCTanaumja Bo canara wa XXaxepwjara

223 installation view of the Jacquerie’'s Room

cwmbonuka. He  moxene
noaobpo aga ce wnyctpupaar
OT W eraunoT Ha con-
S+MKOT Ha [lBopeuyot u

HUCKUTE  TUNCEeHU
usm Bune pecrtaspu-
cTasyBajku ambne-
M4HW [eBM3n, ocTa-
€ ocMmucnart ronute

Dimitrijevic, Triptychos post historicus - The Last Battle of Paolo Uccello,

Bp3 suaosute mery npo-
30pUMTEe MMano nopTpeTn Ha
NIMHYHOCTU CO HAAQ4OBEYKU Au-
MEH3uKn, obneveHn BO BOEHa
obnexka. Bo 4ect Ha "Rust-
kammer" koj 6apan of cekoj
npuvHY Aa My nogapu eped
OKfon, oBaa cana e Hape4yeHa
Cana Ha opyxjeto. Bo o0BoOj
KOHTEKCT cera Ce nocTaBeHu
HeobuyHuTe Tpodhen uspabo-
Tenu oa fanven Cnoepm.

npeTrcraseHa npeky BUan
rHesHO 3a60AeHW BO SMAoBuUTe
Ha rocnogapckara Kyka, napa-
NEenHo Ha pUTamoT Ha KOKOCO-
BUTE OpeBW YyBe3eHW oj pAa-
ne4Hata AdpuKa, Kako 3ame-
Ha 3a TOMOBCKUTE Fynukba.

Bo wHBeHTapoT Ha [iBopeuoT
on 1654. peructpupanu ce 592
CNUKW BO COMCTBEHOCT Ha
lMNycdoue. CanoHOT Ha aprexku-
HUTE, ro pobun umeTo of

~Fo-

TaBaHOT CO KECOHW WMCNUKaHW
CO UPHW, UpPBEHW WU 3naTHu
sgeagn. [lopagu 4eTtupure
CNWKW WTO p[AeHec ce noc-
TaBeHW BO HEro, TOj € Hape4eH
CanoH Ha emwurpaHTure. Crta-
Hysa 360p HaBucTUHA 3a
yeTupu pemek aena Ha dpaH-
LlyckaTta YMETHOCT 04 OBOj BEK
WTO Ce AeHec Haasop o0f
®paHumja. Bo MuHatoto ama-
Tepute ru Konupane pgenara
WTO HE MOXene Aa rm Kynar.
[ocneneH Ha oBaa npakTUKa,
Anpu Padpej, cakan ga ru
cobepe Ha egHO MecTo OBue
paccpnaHn pemek-gena W
3aroa ru Konupan 3agpxy-
Bajkn ro opuruHanHuot op-
MaT, TexHuKaTa U KONopuTOT.
Ha oBoj HauvH ce BocnocTasy-
Ba UCKNy4uTEeNeH avjanor mefy
locnioruynte of ABuHOH Ha
Mukaco (aeHec Bo MOMA,
Hbyjopk), Mysukarta Ha Matuc
(80 Epmutax, CaxkT leTepc-
6ypr), AKTOT WTO cnerysa o
ckamm Ha Mapcen [uwaH (BO
My3zejoT Ha YMETHOCTA,
®dunagendwuja) n 3acnaHara
Lyravka Ha [yanvwe Pyco (BO
MOMA, Hbyjopk). [iBe canu ce
NnocBeTeHn Ha "MajcTopuTte W
HUBHUTE 3amMeHWn" Kako epfeH
BWA Ha MPOHMYEH OMax Ha
Haj3HayajuuTe cnukapu. Bo
npearta, OnarogapeHue Ha
efHa Hanpasa rneaa4yoTr MoXxe
Aa ja uctpaxyea concreeHarta
rnaea oA nruyja nepcnexkTuea.
HejsuHmuoT aBTOp, aHarpamuc-
ToT Vnugn (XKax Qunuj) e Ha
pecHarta cTpaHa 3aegHo co
“ronemuTe petopuyapu”, Brby-
6eHuum BO urpute co 360posu
M npaBunarta Ha jasukoTt. Ha
apyrata cTpaHa € CMeCTeHO
pgenoto Ha [atpuk Baw
KekeHbepr: meben-kabuHeT Ha
PETKOCTH, AEH BUA Ha Xunep-
TpodupaH MO30K CO fnperpagu
M 4YekMmeyunra. Kora ke ce
oTBOpM 0BOj "wkad" ce nojasy-
Ba CNMKa Ha CBETOT COCTaBeH
04 MHOrybpojHU KaTeropum Ha
3Haere.

KabuHeToT Ha peTkocTute,
Kora He Hyau Busmja Ha
MWKPOCBETOT WU Ha npeTcTa-
Bara 3a CBeTOT, CTaHyBa
pas3opeH, CoApPXejKu BpeaHoC-
TV CamO Of CEHTUMEHTaneH w
eMoTVBEH KapakTep. Bnpo4yem,
HajpaunoHanHuTe AyX0BW,
noyHyeajku og 17 Bek, rnegaat



Ha HEero co WpPOHWja, cMeTajku
ro 3a gamcka 3abasa. Takos e
Ccny4ajotT U CO AeKageHTHaTta
Bep3unja Ha KabuUHeTOT Ha peT-
KOCTUTE 0f KOonekuujata Hape-
yeHa "Mama W", aeno Ha us-
BecHa rocnora e Bexgencrag
oA fapmwTtaa Bo 1870. lMpert-
CcTaBeHa BO APBEHW pamkn of
Oanven Cnoepu, konekuwjata
oncaka HenpeTeHUNo3HM
npeamMeTy CMeCcTeHN BO KyTUB-
YuHa CO eTuKeTH, co beneluka
04, AOHATOPOT 3a HUBHOTO
NOTEKNO : KyplyM HajageH Ha
BOEHOTO none Ha Bartepno,
rpaHka og »onrta spba wTo
pactena nokpaj rpoboT Ha
HanoneoH Ha CB.EneHxa, napye
Of, NPBOTO repMaHCKO 3Hame
WTO Ce Beeno Bp3 Karegpana-
Ta Bo Ctpasbyp Bo 1870.

TUTE UCTpaxyBarba JoKaxane
gexka ce pabotu 3a amdubu-
JCKO XMBOTHO, "rbybONUTHUTE
nyre" og 16 Bek umane npob-
nemu ga ru cucremartuaupaar,
6uaejkn kateropuuTe WTO
Hajyecto rm ynotpebysane BO
Knacudukaumjata Ha cywTecT-
Barta U npegmeTuTe, NOKPaj
marepujanute, 6une u YyeTupu-
Te eNeMeHTV U neTTe ceTuna.

YeTupUTe enemMeHTH

Bo sectubunot npeg anepu-
jata Ha CfvKKW, Ce WU3NOXEeHW
HEKONKy fJena MoCBeTeHW Ha
(hbeHOMEHOT Ha BO3AYXOT.
Mpeaok Ha cute nNTUUM e
archeopterix -0T, 4uj thocun e
npoHajaeH on A-p XabepnajH
Bo ConuxodeH, bBbasapuja.
O6uaoT Ha MNaHamapeHko Aa ro
PEKOHCTPYMpa 0BO3MOXYyBa Aa
ce pobue nojacHa npeTtcTasa
3a oBaa MuTCKa nTuua, Koja
WTO e penTun cnopep 3abure,
ponrara onawka u pasgeneH-

N3aMucneHuTe XKUBOTHU U
YyyaoBMWTATA Kako COCTaBeH
aen Ha kabuHeTuTe Ha peT-
KOCTW, BCYLWIHOCT Mocnyxune
3a guckpeavTuparse Ha Kabu-

-

4yyaecHoTo. Bo nocTojaHo akTy-
€ITHMOT pasroBop 3a reomMeTpu-
jata BO npupopata, napa-
nenonuneaoT Ha ToHu MpaHa,
HanpaseH of jarynu noTtoneHu
BO MNONWECTepPCKU Ccrnoesn, e
noTtepga 3a Toa. [losHaTo €
AeKa jarynara 4ecTo ja MeHyBa
cdopmata, M TOKMy 3aroa BO
OBOj CNy4aj HU e npuKaxxaHda u
HejauHaTa reoMeTpucka Bapu-
jaHTa. Cos3HanweTo pgeka jar-
ynute BO CywTuMHa ce
enacTu4HK, ja OXveyBa oBaa
MpTOBEYKa BKOYaHETOCT Ha
reomeTpuckara npetcrasa. Bo
BoJaTa WCTO Taka ce Kpue
MUHW]jATYPEH aHUMAneH XX1BOT.
Bo noTtoyuTe xueear napsu Ha
nenepyru, efieH BUA
nosmKaBYMHba WTO CU rv rpagar
KYKUYKUTE CO peyvucu uHAayc-
TpUCKa BelTuHa: okony cebe
cobupaar pasfniu4Hu enemeHTH,
06nvKyBajku ce Ha KpajoT BO
eneH sug Ha yrtponu. Kora
W6ep [vnpa um chpna Bo Boaa-
Ta 3NaTtHU Naetv Unu nepnu,

CO COHYEB 4YacOBHUK, Koja
BEepojaTHO Habp3o Ke cTaxe
©QHO Of YMETHWYKUTE 4YyAaa.
Ha cekoe ucnvkaHo naHo e
npercraseH camo eeKToT Ha
rOpeHeTo U WHTEeH3UTETOT Ha
coHueto. lMpu TOa HejacHuTe
npeMuHu ce ocTaBeHn Oenu.
Cekoj aeH arofnoT Ha nakoT ce
MeHyBan, Taka wro Wapn Poc,
COeAMHYBAjKU M KpaeBuTe Ha
W3ropeHuuyuTe, ucupTan AsojHa
cnupana Ha coHuyeto. Osaa
npeTtcraBa WTO ro onuwysa
OBWKEHEeTO Ha  COHUeTo
(MHaky HernosHaTa 3a HawwuTte
Hay4HuUKW), ce cpekaea BO
uKoHorpachujata Ha crapurte
VHavjaHum BO KarbOHOH Yako.
AKO UPTEXOT Ha COHUETO e
[O6UEH CO ropere, mneyHara
CBETNMHA Ha Mece4yesuTe
3pauv uma MHOry nogenmkaTHo
BnujaHue Bp3 choTorpadckuoT
¢wvnm.3a ga ja yTepav nateka-
Ta Ha CBOjOT BUOpaUMOHEH
aunck, Capa XonT HacTtojyBana
pa ™ coeavuun [ujaHa w

Wapn Poc, Conyesw naropennym, 1993, CanoH Ha conueto / Charles Ross, Sun burns, 1993, Salon of the Sun

HeTUTEe BO BEKOT Ha CBET/NHa-
Ta, nako Tve bune camo nerex-
AapHu curypy HO UcTOBpEe-
MEHO W npegmeTn 3a npoy-
YyBarbe 1 3a KOHTPOBEP3HOCTU
BO eBonyuujata Ha egHa Hosa
enuctemonoruvja. OBue XuBoT-
HW, 3a KOMWITO Ce pacKaxysa
BO CTapute TEeKCTOBM) npeau-
3BuKyBane JsbybonNUTHOCT U
cTpacT, a ce cny4vysano ga ce
nojaeat aypu u dancuduka-
Topu. Volpentingers u gexec ce
XUBOTHU-heTUWM Ha 6Gasapc-
kute nosuuu. Tomac [puH-
tena ce HafoBp3yBa Ha oBaa
Tpaguuuja uanarajku uamuc-
neHu cywrtecTea Bo Kabusetor
Ha yyposuwTaTa. Bo cocegHa-
Ta cana JoaH ®oHkybepTa
packaxyea pJetasnjHo 3a WU3-
BOHPEAHOTO OTKPUTME Ha efieH
BUA Kor-amcmbuja, 4mm octa-
TouM Cce npoHajgeHn BO
BM3bUTE W KaHanute Ha
[OsopeuoTt. Mako Henpekuxa-

UTE NPCTU Ha 3agHUTe Ho3e, a
nTuya cnopej Kpunjara v nep-
aysute. ConapHute ctonbosu,
Ha KOMWTO € nNpUUBPCTEH
PEKOHCTPYMPAHUOT CKeneT, fu
3a0Kpy>XyBaaT npoy4dysarbata
3a HeroeoTo netare. Bo egHa
BATPUHA CE€ MOCTaBEHU He-
KONKY MPTBUA NTULUM KOU AHET
Mecaxue 3anygHo ce obuay-
Bana ga rvm crtonnm obnekysaj-
KW MM BO NNeTeHu nanrteHua.
EBokauuvjata Ha BO3QyXOT ce
oAHecyBa Ha netawero Ho
€[HOBPEMEHO M Ha edhekTute
Ha nebaerse n pamHoTexa. Ba-
rata Ha Bondraur Hectnep ce
OPXW caMo Ha efHa Kyka M
uarnesaa Kako aa ru coenajga-
na uanykuTe 3akoHu. Hajman
aonup MoXe Aa ja Hapyww
HejavHaTa paMHoTexa.

Bopgata Ha KkojawTto # e
noceeteHa Canara Ha 6pa-
HOBUTE, € UCTO Taka U3BOp Ha

TWe 04 HUB NpaBaT KyKW4Ku BO
KOW ce 3aconHysaart. EgeH of
(hyHAaMeHTUTe Ha Mucnara Ha
16 BEK e aHanoroH Ha OBOj
npuHuyun. lMackan Koweep ja

obHoByBa OBaa BepuxHa
penauuja co OTUCHyBare BO
6bakap Ha Kopan npeky

M3BUTKYBarba CMNYHU Ha KOH-
urypaymjata Ha MO30KOT.
TpaHcnosuyujaTa Ha maTepuja-
Ta € eKBMBasieHTHa Ha Henoc-
TOjaHOCTa Ha ceTunara.

Bo CanoHoT Ha coHUeTo ce
nM3noxxeHn 365 naropeHuun of
coHyeto. Wapn Poc rm gobun
KOPWUCTEjKU OrpOMHWU Nynu BO
KOWULWUTO Ce KOHUeHTpupaaTt
3pauuTe Ha ssesgute. Ha Toj
Ha4yuH TOj ro perucTpupan
AejcTByBareTO Ha COHUETO BO
TeKOT Ha egHa roguHa. OBoj
obua e HanpaseH BO HoBso
Mekcuko, kage wro Wapn Poc
rpagu orpomMHa oncepsaropwuja
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HenTyH, oAHOCHO Mece4uHaTa
n mopeto. doTtorpadckuoT
anapaTt cO OTBOpPEH O0bjeKTus
¢hokycupaH Bp3 Mece4yuHara e
nocraseH Ha egeH 6pog WwTo ce
Huwa. bBes pasnuka Ha
LUpTEeXWUTEe M Hanucute Kapge-
WwTo "rbybonuTHUTe nyfe" mo-
xene Aa rv BuaaT NpupoaHuTe
theHomeHM, nonHaTa Mece4mHa
HaBUCTUHA MOXe Ja cosgaje
OCBETNEeHU rej3axu, co nou-
HakBa 000EHOCT Of OHaa Ha
coHueTo. KabuHeToT Ha ucTo-
puvjata Ha npupopaTa Hanpa-
BeH og Mon ApmaH et e co3-
AajeH BO BEKOT Ha CBeTNNHa-
Ta. Hay4yHuoT metof, BO OBOj
cny4aj, e Bo cnyxba Ha umaru-
HapHOTO W Ha noesujaTta. ABTO-
POT ro UCTaKHyBa WHBEHTApOT
Ha NOKanHWTe W3BOpPWU - pac-
TEHMja, UHCEKTW, Kamerba - 06-
pabotyBajky ja  nocebHo
6oratara uctopuja Ha ByfKaH-
uTe BO oOBaa obnacrt.



Matpuk Benu MeTp MpaH, Mephuka, oa cepujata Formol's Band, 1987,

KabuHeT Ha chopmonoT

Patrick Bailly Maiitre Grand, Guernica, from the serie Formol's Band,

1987, Formol's Cabinet

ToapcueHoT, reonowkun cnoj
YuM UMe goara of cocefHuUoT
rpag Toap, coapxv MHOry6po-
jHW chocunu n 0cobeHO amoHu-
TW, OAHOCHO cnopes “rbybo-
NUTHUTE Nyfe", poroeu Ha jape-
UOT AMOH.

MeTanoT e eaeH o[ pecypcute
u3sBne4eHn on yrtpobara Ha
3emjaTta. Herosute meHyBarba
npeKy cnojyesare unu ogaeny-
Bare npeau3sukysaar
eKcTpasaraHTHu Teo-
peTuauparba, LeHeTu of anxe-
MuyapuTte. MIHTUMHaTa karac-
Tpocha Ha JOH-Xu ja npeTcTasy-
Ba TeyHara cocTtojba Ha oBa
cnojysartbe Mery MEeCUHroT W
peTkuTe U HeoyekyBaHu 6ow,
coApXaHu BO crny4ajHocTuTe
Ha HerosuTe penjedmu.

MetTe ceTuna

Kako U 4yetupute enemMeHTw,
Taka v netrte cetuna ja ogop-
MyBaaT TakcuHOMMYKaTa Lue-
NUHa Ha peHecaHcHuTe 36ump-
KK.

OnwTono3HaTo e geka norne-
AOT r0 OTKpUBA CaMmo NaxxHOTO
ornegano Ha nojasute. Bo
onTu4ykata urpa Ha denuc
BapuHu, BO 04pas3oT Ha
orfieaanoTo ce cnyyysa obpar-
HOTO. Bp3a Hero hakTuuku ce

ornegysa BUCTMHaTa 3a feno-
TO, KMy4OT LWTO OBO3MOXYBa
pa ce catu uHTerpanHocTa
Ha dopmuTe paccpnaHu no
sugosuTe. Yetupute enuncu
oupTYBajKM Cce COBPLIEHO BO
KBaApaTHOTO ornegano Moxar
Aa ce BMAaT camo of 4YeTupute
ob6enexeHn TOYKW WTO rne-
pador Tpeba ga rm npoHajae
cam. AHamopchoauTe ja oTKpu-
BaaT cBojaTa TajHa camo 0of
CTpPOro onpegeneH aron. Tuwe
ce Kako cnukapcka metadopa,
COAPXEjKU CKPUEHO 4yBCTBO
WTO Ce OTKpUBaA CO KOHTEM-
nnayvja v BHUMAaTENHO Ha-
6royayeare. doTtorpadumTe
op cepujata Formol's Band Ha
MaTtpuk Benu MeTp MpaH npeT-
ctasyBaar aHamopdgosu Ha
cBOj HaumH. lMpeky npoceaeTo
Ha nepudoTorpadujara, objex-
TUBOT KpY>XW okony Gokanurte
co copmangexvt u cospasa
ABOAUMEH3UOHaNHa Cnunka Ha
"pacterHaTto" XWBOTHO, OTKpU-
Bajkv efeH MOHCTPYO3eH cBeT
KOj W3HWKHyBa Of OBME Tena
noTonexHn Bo u aedopmupaHn
op TedHocTa. Bo egHa cobuuka
BO ME3aHWHOT, CBOEBPEMEHO
HameHeTa 3a nocnyrara, bun
KynbepT nocTtasyBa gonra
maca ocBeTfieHa of rope co
Tpu namnu. Opapas3or Ha
CBETNWHAaTa, NpeKpLlyBajku ce
HM3 YawuTe CcO BWUHO BpP3

-

nosplmMHaTa Ha Macara,cosja-
Ba C/TUKW Ha CBETUNKW.

Bo Tpnesapujata uma 150
uHaMBMayanHu npubopu 3a
japerbe, KOUWTO XuUTenute Ha
OapoH M ynotpebysane 3a
BpemMe Ha CBEYeHWOT roAullieH
py4ek. Payn Mapek Bp3 YuHK-
ute rv upta npodunute Ha 150
OapoHUW: HUBHUTE WHULMjaNK
ce BpexaHu Bp3 4awwuTte, a
oTucoyuTe of pauete Bp3
cangetute.KpegeHeyot Hu
HYyAM WCTO Taka WNYy3NOH-
MCTUYKA Wurpa KopucTeHa BO
HekorawHute KabuHetn. Cep-
Bucot og [endT, AexkopwupaH
CO CTEpPeoTUNHU XOoNnaHACcKu
CNWKMW, BCYLWHOCT € camo cepu-
ja Ha umpkynapxu nunu. 3ajag-
NMBMOT Xymop Ha Bum [lensoa
ce ogHecyBa Ha ybasuHarta Ha
knuwearta. Bo MyaudkuoTr

®enuc BapuHu, Cunu chopmu, 1993, XoAHUK Ha uny3uwnTe
Felice Varini, Blue Forms, Hall of the lllusions



canoH unu CanoHoT npocTop-
BpeMe ce cnywaar Aenosu oa
My3ukata Ha [eBuH Bpojapc
My3ukaTa e CHUMEHa Aenym=o
CO nNOMOW HA AYyBa4xKmoT
opkectap Ha Oapox 80
pPasnuyHU canu Ha As0peuoT
33 KOULWITO U € KOMNOoHMpasa
Ha 0BOj Ha4YMH NOCETUTENOT ce
nokaHysa fa yXuBa BO OBaa
My3uyKa eBoKauuja Ha npoc-
TOPUTE HU3 KOW LITO NOMMUHAN
WK Ke M noMuHe.

MpocTopoT-Bpeme, KOHUenT-
KNuwe WwTo TONKy 4ecto 6un
NpeTeKkcT BO pasrosopuTe 3a
yMeTHOCTa, OBAE € COOnwWTeH
npexky uauykara nepuenuuja
Ha CrteHnu bpayH, npeky
cywTecTBeHaTa pasnvka mery
Meperbata u3BefeHu of Teno-
TO W ancTpakTHUTE Mepera
AobueHn No maremaTuyku nar.
BpemeTo e KOHKpeTM3nMpaHo BO
NO3HaTUTE CMINKM CO AaTyMu Ha
OH Kasapa, peanuavpaHu BO
BPEMeTO HOTUpPAHO Ha camoTo
nnatHo. PeTkn ce cKynn-
TopuTe Kako bpaHky3su kou
cos3gasane CKynnTypu 3a
cnenu, HameHeTu camo 3a
cetunoto 3a gonup. CeaHysa-
weTto Bo dortenjure Ha LIoH
Apmneaep v noTTUKHyBa Tak-
TUNHUTE CeH3auuu.

Kocmoc u wygeca

Ha HuBO Ha npusemjeTo ce
Haora Canara Ha TypeHckara
Kocmorpadwmija. JloTtap
baymrapteH Bp3 supgosuTe
nocrasyBa UMWUHbA Ha >XMBOT-
HK, 360pOoBM K U3pasu o aeno-
To [laHTarpyen Ha Pabne:
6orat CBeT Ha XXMBOTHU aHUMU-
paH co meTtacpopu 1 HeeepojaT-
Ha BepbanHa [OCETNUBOCT.
Canara Ha manuTe NOBUKyBa
Ha efleH Apyr BUA Ha yuTaHe:
Ha HEeo4YeKyBaHWUTE CIIUKK LUTO
™ ncypTtyeaar 6perosute (Bum
Oensoa), Ha penaTtusBHOCTa Ha
ronemumHaTa Ha 3emjute Kora
Ke ce peayuupaar Ha KOHTYpu
co Manu aumeHsum (Atnac Ha
M. Bpoagepc) v Hajnocne Ha
Hekoja mana Ha igbo koc-
monorvjaTta, OTenoTBOpeHa BO
mackara ijele HanpaseHa BO
1989. ogq Majk Yyksykenu of
Hurepuja 3a uanoxbata
MarecHnynre Ha 3emjarta.

Bo Canara Ha nose4ykuTe Tpo-

nocTasysa
Ha Yy4YeHuun oA
Oapow. TpadcopMupajku ja
80 ranepuja Ha nopTPeTH.
Lemoxkpartckarta pgpxasa W
andy3mjata Ha  MeguuTe
AeHec, MM 3aMeHyBa CNvKUTe
Ha NpPeTuuTe U Ha KpaneeBuTe
CO HaWwwM CNUKK. YyeHuuure of
OapoH Ke bupat oTorpacu-
paHu BO TeKOT Ha NoBeKe roau-
HU u choTorpacumTe Ke ro oTce-
NVKyBaaT HUBHWOT Pas3BUTOK.

Mopg peHecaHcHWTe ckanu, BO
6nu3nHa Ha paHyyckoTo
opyXje, ce usgurHyesa por og
efHopor, nocraseH Ha 6en
MEepMepeH NoCTameHT, A4eno Ha
Llemc Jln Bujap. JlereHgata 3a
€HOPOroT € BCYLWHOCT 3aMeHa
3a npuvkasHata noep3aHa co

My3ukata Ha [neH bpeHua.
CraHysa 360p 3a MeCTo BO Koe
ce coeguHysaaT 0AONECcOKOT
Ha UCTOPUCKUTE N NpoekuujaTa
Ha uaHuTe rpaauHn. Obukon-
kata Ha [paguHata-Tearap-
Bectujapuym e 4utarbe Ha
TEKCT CO MHOTY AUrpecun, Kako
BO OAHOC Ha NpeTCcTaByBareTo
Ha Bnacta (®unmor -Tearap Ha
[eH Mpem, Tearaport -J/loxa Ha
Lled Yon), Taka u BO ogHOC Ha
KapakTepoT Ha rpynHuTe
n3noxoéw (Antiphonaire Ha Bep-
Hap basun) M MmecToTO Ha
rnegaqoT vis a vis genoto
(MapuH Kasumup, Llemc
Koneman unu [leH MNpem).

Kynata Ha 6paHoBuTe, Hape-
YyeHa cnopeg urypute Ha
rpboTr Ha [locnofata pe

Bun Kan6epr, Small Glass Pouring Light, 1983, uictanauuja,
Cana Ha cBeTunkute
Bill Culbert, Small Glass Pouring Light, 1983

nopaHewxuTe Tpodgen wWTo
npucTurdysane BO  OBMe
KpauwTa( 3aboT Ha MOPCKUOT
€4HOPOr MewWwTaHuTe ro npeHe-
cysane Kako Tpodhej o paka
BO paka). Toraw Toa 6uno
AOKa3 3a OnCTojyBameTo Ha
MWUTCKOTO XUBOTHO. MoHaTamy,
ckanute Hé HocaTt A0 eAHo
CneKTakynapHo KONeKTUBHO
AEeno, KOHUMNUMpaHo u nocra-
BeHo op Pugurep LWetn.
Lenoto [paguHa-Tearap-bec-
TMjapuym T nNOKaxyea cuTe
YMEeTHUYKM acnupauyuu, opf
aHTMKaTa [0 HOBUTE TEXHO-
NnoruK, Npeky HenpeknHaToTo
ABWXEHe CUMYnupaHo Cco
MEHYBareTO Ha CMUKUTE ¢

MoHTecnaH, CONCTBEHWYKa Ha
aesopeuot 8o 1705., e noceeTe-
Ha Ha KoHTemnnauujata. Bo
Canara Ha paboTHuuUTE Ha
Kpanuuara, ce wvpu cunsa
apoMa o4 roneMuoT sug og
n4esvH BOCOK, Aeno Ha Bong-
raur Jl1aj6. Co HagpasHeTH HO3-
Apv, BO ronemara poTtoHaa,
NnOCeTUTENOT OTKPUBA eAHO Of
yygaTta Ha ABOPEUOT: YUCTUOT
BOMYMEH Ha eAeH anyMuHuymc-
KW AWUCK, COBPLUEHO BKIIONEH
BO OCBETMEHMOT MNPOCTOP.
OBaa aneropuvja Ha 3emjaTta u
kocmocoT, Decentre Acentre Ha
Tom LLleHoH, 6bnarogapexve Ha
BELTOTO KOPUCTEHE Ha MarHe-
TU3MOT, ja NOCTUrHyBa COCTOj-
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6arta Ha nebger-e Ha nonyTon-
Kata nocraseHa Bp3 LWMPOKO
MeTanHo nNnaro.

3ayypeHocta Ha epyauTte oA
16 Bek npeg 3abor Ha
MOPCKMWOT efHopor, ce pa3bupa
AeKa Hema HuKakBa BpcKa Co
HaweTo pa3bupare Ha CBETOT,
3aCHOBaHO BpP3 pauynoHanus-
MOT U ONTOBapeHo €O WHop-
mayuu. He Tpeba mHory ga ce
Hanpaeu 3a Aa npecraHe aa ce
pasrpagyBa yb6aeaTta rpagba
Ha MNO3UTUBUCTMHKATA KOXep-
€HTHOCT WTO Ce NpoBneKysa
ywTte o 19 Bek. MNykHaTuHUTE
Ha Heno3HaToTo wWTO Cce
npoenekyeaar mefy caxkture,
61 moxene BO 6nucka naHvHa
Aa My oTcTanar noBeke MecTo
Ha ceH3nbunHoTo. marnHauym-
jaTa u MHTYMTUBHOTO TONKyBa-
e, KapakTepucTuyHW 3a
yMEeTHUUWUTEe, W pJaeaaTt Hoea
AUMEeH3nja Ha Mepnueara
oncepsauuja, HagMWHYBajKK ja
"inframince" wa Mapcen [u-
waH. MoaHaTto e geka YyJecHo-
TO @ 4ecTo pesynrar Ha mano
noMecTyBare WTO pesyntupa
BO HoBa nepuenuuja. AKO
noHeKoraw e CcrnekTakynapHo
(3a koe noctoum cekoraw
paumoHanHo objacHyearbe),
TOa MOXe Aa 6uge MeHTanHo,
Kako 3a4yayBaqykoTo ABuXKe-
e Ha WMKOHOKMACHOTO Cnu-
KapcTBO WTO noctou Beke 40
roguuun. MNMocnegHara cana Ha
CNMKApPCTBOTO YyKaxysBa Ha
OBME pajuKanHu rectoBu WWTO
ja 3ameHyBaar npeTcrasara co
cTtporu chopmu. MuHo-Manuumo
npasu MHAYCTPUCKO CrMKapcT-
BO NpojaBajku ro Ha mertap,
lupara cnuka co Hose yuwTe
op negecertute, Huen TopoHu
Ceé KOHUeHTpupa Bp3 Haj-
ManuTe MOXHW CNUKapCKu
noteaun, Knog Puto cnuka co
uctata 60ja co KojawTo €
oboeH u suaoT, beptpaH Jlasue
ce npawyea 3a npupogara Ha
doTorpadhckOTO CNUKapCTBO-
To, Ctue NapuHo My gasa pen-
jeth Ha nnaTHoTO 3a ga gobue
ehekTeH HagBopeLleH uarnea.
Osue pgena ro BosrekysaaT
rneaaqoT BO CBETOT Ha acket-
ckata megutauuja v Bo padmH-
MaHOT BO MepuenupareTo Ha
marepujara, gocera HernosHaTm
BO 3anagHara Kyntypa.

Mpesoa oa dpaHLycKu:
C.Abayuesa
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AMMYE KOLO

MakeAoHCKa KHUra,
Ckonje, 1994

Kuurata og npod. Bopuc
Metkoecku “"fumye Kouyo"
(MakegoHcka kHura", Ckonje
1994), e cepnosHa cTyauja Wwro
Anaboko HaBnerysa BO KOM-
NNekcoT Ha (heHOMEHOMNOLLKU-
Te CNnoesu Ha AyxOT Ha Bpeme-
TO, Ha NPOCTOPOT U Ha camuoT
aBTOp, BO OHWE KOMNAMLMPaHK
[ENUKATHW U KOMMNEKCHU Ha-
nnactyBarba Ha eTHOMNCUXO-
NOWKWATE CEerMeHTM WTo BO

0BOj cny4aj ce u 6uTHa ogpea-
HALa 3a TONKyBaero Ha
TBOpeykara mucna Ha Kouo.

[NeTKOBCKM He HaBnerysa camo
BO (hakTorpadckoTo benexe-
H€ W XPOHOSMOLWKWOT cnej Ha
Pa3sBojHMOT AuarpaMm Ha aBTo-
pUOT, TYKY, CO €A4HO MNCUXO-
NOWKO  MNPOHUKHYBare WU
pacuyneHyBarse, aHanuTU4Ko
pacnojyBar-e Ha noMmoT ymeT-
HUYKa epyauuunja, TBOPEYKU
NOTTUK, KBANUTETOT W NpUYuU-
HUTE Ha BMU3yenuaauvja Ha
peuenuujata u nepuenuujaTa,
HU3 anaboko Haenerysare BO
CNOXEHUTE OCHOBW Ha Hejau-
HUTE NPUHMHK U NocNeavum, Ha
6apare nu4yHa BUCTUHA Ha
aBTOPOT, 4O NOBTOpPHATa CUH-
Tesa WM A0 co3paBarbe CUH-
TeTu4Ha copma of AeTanHo
pa3paboTeH cuCTeEM Ha yc-
NnoBeHa WCnpenneTeHocT Ha
BPEMETO, NMPOCTOPOT U AyXOB-
HUTE noTeHuujanu. Bo Taa
cmucna, MeTkoBcku, BO ceTa
CNOXEHOCT M ceondarTHoCT Ha
npucTanoT (WTO € HaBuCTUHA
pefok u pparoueH obug 3a
eAHO ANabWHCKO KOHLM3HO, HO
CNOXEHO U Hay4YHO MOCTaBEHO
TONKyBare BO paMkKutTe Ha
NMKOBHaTa npobnemaruka Kaj
Hac), oM 04 ONLWTOTO KOH rnoe-
AVHEYHOTO W Hasag, T.e. CeB-
KYMHWOT Aujanor co AenoTo Ha
Koyo ro Boau Ha penauuja
Makpo (nowwupoko ondareHa
OyXOBHa CTPYKTypa U Hej3uHa-
Ta cumbonuka BO MeauTepaH-
OT ¥ HEeroBuoT NpOCTOp BO
Hero) - MUKpO (NU4YHWOT emo-
LMOHanNeH U AyXoBeH Agujarpam
Ha aBTOPOT) - Makpo (cneuu-
(ukuTe U uckycrtearta noc-
TaBeHU BO COBPEMEH CBETCKMW
NUKOBEH KOHTEeKCT). BHuma-
TenHO crnepejku ro pa3sojHUOT
nar Ha nukosHocta Ha Kouo,
[MeTKOBCKM TOa ro YMHW HU3
cornepyBarbe Ha aHTpOnosoL-
KWUTE, NOeTUYKUTE, CTUNCKUTE
n pyxoBHute bGenesn. Bo Taa
cMucna npasu npernegHo u
AnabuHcKo pacnojyBarbe Ha
YUHUTENUTE Ha  HEeroBuoT
NVUKOBEH M3pas, Kaje WTo, cO
akLUeHTupare U aHanuTuykara
obpabotka Ha ynorara Ha
oApeAeHa KOMMOHEHTa BO
HEeroBoOTO Aeno, rvu cneavu Hu3
6utHuTe obenexja Ha WMKOHO-
nowKo-MKoHorpadcka cTyauvja
Ha cBeTcKaTa JIMKOBHA reHesa,
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6apajku rm BHaTpe WHcnupa-
TUBHUTE W EenemMeHTapHuTe
COCTOjKWN Kako 0COOMHW 3Ha4aj-
HW BO TBOPEWTBOTO Ha Kouo.

Bo npuctanoT KoH oBaa npo6-
nemaTtuka, [eTKOBCKU Hyau
efeH npernefgeH Moaen 3a
nNefjiaHTHO HayyHo 3actany-
Batbe Ha TONKYBaweTo Ha
penoto Ha Kouo; ru noctasysa
n objacHysa npobnemuTte BO
HUBHaTa ceondaTHOCT BO pam-
KWTEe Ha TBOpPEYKuTe pasmuc-
nyearba 6asupanHu unu noT-
NPEeHN BP3 CUHKPETU3MOT mefy
naraHckoTO, MaHTeUCTUYKOTO,
MWUTCKOTO [OXWUBYyBare Ha
CBETOT - CO NOYUT 3a XPUCTHU-
jaHCTBOTO Kako MOTTUK 3a
BPBHM JIMKOBHW Kpeauun Hu3
uctopujata. Bo TMe pamku ja
6apa oHaa WCTEH4YeHOCT, Cyn-
TUMHOCT, aBTOXTOHA U aBTeH-
TU4Ha BU3yenHa CoAapXuHa Ha
aBTOPOT Kako cneuyudpuka Ha
WHTeNeKTyanHuTe, oA eaHarta,
1 HENnocpeaHUTE eMOLUOHANHN
ABWXera, 04 Apyra ctpaHa.

Bo HMBHATa KOXEPEeHTHOCT, Uc-
NPenneTeHocT W HagononHe-
TocT, lMNeTKoBCKM ro nogseaysa
HEroBoTO cO3jasare Ha Te-
MenHa "nposepka" Ha CyLTUH-
CKWTE npojaBn Ha 4OBEKOBOTO
6aparbe cebe cu BO CBETOT.

OBOj WMCKNYYUTENHO 3HAYaeH
TPYA Kage wro, Hu3 obpaboTka
Ha TBOpewTBOTO Ha Kouo ce
cneaar U HeKOW TeMernHu Ka-
pakTepucTukm u 6enesu Ha
MakefoHCKMOT W MeauTepaH-
CKMOT AyXOBEeH ambueHT co
CUTE HWBHW CNOXXEHOCTW, Cur-
YPHO 3Ha4u 1 0cobeH NPUAOHEC
BO TONKYBareTO Ha MaKefoH-
ckata eTHO-ncuxonowka wu
WKOHONMOLWKa KOMMOHeHTa, Ka-
Ae WTO ce Haofa WU KNy4oT 3a
pasbuparbe Ha onpeaeneHn ec-
TeTUKWU Ha TBOpeYkara mwcna
Ha oBa nogxebje.

Knurata cogpxu 130 cTpaHu,
38 upHobenn u 30 penpo-
Bykuum Bo 6oja.

BukTopuja Baceea [lumecka
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AMBMLMO3HO OocMucneHaTa u
peanusnpaHa peTpocrneKkTueHa
npeseHTauuja (1909-1985) Ha
cnukapoTt Xepmad [nekHep e
ywTe egHa noTspga Ha KOH-
CTaHTHWUTE Hanopu Ha repmaH-
ckaTta KynTypHa jasHoCT pga
athupmupa, OA4HOCHO Aa npo-
MOBMpa OApefeHn cé ywTe
HEeJOBOMHO MO3HATW NIMYHOCTY
Ha MogepHarta, Kou op 6uno
KOW  MPUYUHM  (NONUTUYKO-
WUCTOPUCKK HajuyecTo) ce "3abo-
paBeHun".

Toj ja umawe cygbuHata paa
Xusee BO [lpesgeH v peducu
nonoBuHa BEK Aa ocTaHe U ga
pabotu Bo AfIP. Of THe npu4n-
HW HEroBOTO AejCTBYBarbe € BO
3HaKOT Ha KyNTYpHO-MOMUTUY-
Ka wusonauuja, 6upaejkn nako
3anoyHa co urypaTmBHOTO,
HeroeuTe paamucnysarsa npo-
AOMXKyBaaT BO AyXOT Ha Heo-
KOHCTPYKTUBU3MOT, Ha KOj on-
cTojyBa A0 KpajoT Ha CBOjOT
xusoT. [lopagn oBOj hakT
nekHep ro fobu npuopuTeT-
HOTO MecTO npu pexabunuTu-
pareTo Ha ymetHuuuTe, mefy
Kou 6ea u Mepxapa AnteHbypr
n Kapngppugpux Knayc, seme-
HW Kako MpUMEepM KOMWTO He
noanerHaa Ha yMmeTHocTa Ha
‘coumjanucTUYKMOT  peanu-
3am".

Heroeara KpeaTtusHa pa6ota u
XUBOTHa cyabuHa, 3Hauun ce
HenocpegHo noBp3aHu Cco
rNaBHATE WMCTOPUCKWU HacCTaHu
Ha XX Bek. PogeH e 1889, a
ymupa Bo BepnuH 1987, He
ycnesajku Aa rm godeka csou-
Te CTO roguHu u aa éuae cee-
AOK Ha pylwereTo Ha BepnuHc-
KWOT sua BO OKTOMBpWM 1989.
Mputucoyute ru noyycreysa
ylwTe npeg no4YeTtokoT Ha BOj-
Hata. Tue eckanupaa BO
HapeaHUTe HEeKONKYy AeueHuu,

XepmaH [ nekHep

COsSpemMeHara yMeTHOCT,

na cenak Hekage BO cpeauHa-
Ta Ha WeeceTUTe HerosaTa
ancTpakTHa yMmeTHoCT Gewe
npucpareHa Bo bepnun, Jajn-
uur, Potok u EpdypT, goaeka
Ha uanoxbarta Bo LWTyTrapr,
1974 wmawe 4ecT Herosute
KOHCTPYKTUBUCTUYKU Aena ga
6uaaT nocTtaBeHn NOKpaj oHue
Ha MoHgpwjaH, Manesuy, Jlu-
cuuku, Moxoren-Har utH.

Ha cBojata pgsaeceTroguwHa
BO3pacT A0jAe BO KOHTaKT co
cnukuTe Ha KaHaumHeku u Kne,
HO npecyaHa ynora BO HEroBu-
Te NPBWU peneBaHTHU OCTBapy-
Bakba e CTPOrocTa Ha u3pasor
Ha Ce3aH. Taka HEroBuTe paHu
akeBapenu co MOTUBM Off OKO-
nuHarta Ha [lpesgeH 6ea pean-
M3NpaHU CO MOLHE peayuu-
paHn, Ho nocnobogHn noTeau.
Lopeka, HapegHuTe aBe Aeue-
HUM Ce NOCBETYBA Ha LUpTame,
OAHOCHO CNuKare Ha "noKpus-
UTe CO KankaHu" nocmarpaHv
Of No3vuuvja Ha KOHCTPYKTWB-
HOTO, NPM WTO € CoYyBaH aco-
umjaTueHMOT MomeHT. Co oBue
UCTpaXyBarba Ke NpoAc/IKN U
BO Jenarta 04 TpueceTTuTe,
ondarenu Noa TePMUHOT "KOH-
CTPYKTUBUCTUHKM Nnoym”.

Bo nepuoaoT nocne BojHaTa,
Kora Mopaiwe ga ce Coo4u Co
cocema nonHakea CTBaApHOCT U
Aa ce 6opu 3a ONCcTaHoK AeKo-
pupajku hacagu v ucnuwiyseaj-
KW Hatnucu, HacTanu epged
NpecspT BO HEroOBOTO TBOpeLU-
TBO. Npeobpasbara ce cocToe-
we, npeg cé, Bo ofberHysarbe-
TO Ha NPeAMEeTHOCTA Ha CruKa-
Ta. YnoTtpebara Ha TexHukara
(nacten unu Temnepa) Gewe
MHOry 6MTHa BO NOBTOPYBaH:e-
TO Ha NnajTMOTUBUTE U BO OCSO-
6oaysarbeTOo Ha NOTEeroT Koj
bewe posBefeH Ha HUMBO Ha
Kanurpadcku 3Hak.

MoHaTamy csouTe paamucny-
Barba MM Haco4yBa W KOH cne-
UMUYHUOT TPETMAH Ha XapTu-
jaTta, Koja ja KopucTu He camo
Kako matepujan (nposupHa ja-
MoHCKa xapTuja), TYKy U Kako
eBoKaluja Ha CBOUTE MOTUBM -
VMPOHUYHO  WHTEepnpeTupaHu
(obvyHa HOBUMHCKA XapTuja u
0TNafoUM Kako KOnaxxHu ene-
MEHTH).

MogouHa Ke npeosnapa Hero-
BUOT aHanuTuyiku ayx. Komno-
3MuuMTe, OcTBapeHu no oj-
Hanpepj yTepeaeH KoHuen, 6ea
6nucku Ao reomeTpuckara,
noto4Ho “cool" ancTtpakuuja.
MuHumanHo aedwuHupaHuTe
hopmu cnopeg, NpUHUMNUTE Ha
matemaTtuykaTa meTtoguka ce
BO AVpeKTHa penauuja co 6oja-
Ta. Taa 6ewe opraHuaupaHa so

roniemMm MOHOTOHWU WM MOHO-
XPOMHU Monuka - co Ase A0
Tpn TOHCKM Bapujayum. Opaa
NorvKa Baxkele U 3a HerosuTe
CNUKW, KONaXXHU peliexuja, 3a
rpacuykuTe otucouu, a ja
ucnpoba U BO TPOAUMEH3NOH-
anHUTe, MUHUMaNUCTUYKKU am-
GUeHTanHn CTPyKTYpu.

Mapuka Bousaposa

XepmaH Mnekwep, MNpobvsu Bo upsexa n 6ena 6oja npeg upseHaTa 6oja
1972 - 76, kombuHMpaHa TexHuka, 72 x 50

Hermann Glockner, Penetration of the red and white colour in front of the
red colour, 1972-76, mixed techniques, 72 x 50
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Cnukapot Llesger Llacda ro
cnegw nNapafokcoT Ha YMETHU-
uute Kkou opmanHo Cco3-
AasaaTt HafBop OA SUAOBUTE
Ha CBETCKMTE NMKOBHW Cny4y-
Barba, a (hakTU4Ku My npuna-
faar Ha [oNemMoTo CNMKapcTeo.
3aegHo co [flywad Llamorsa,
Oppax [Metneecku, Jaroga
Byuk, Muka MNonosuk, Mabpuen
Crynuua v MNetap Jly6apga, T0j
6ewe Aen Ha OHTONOWKOTO
jappo Ha HekoraluHara jyrocno-
BEHCKa NIMKOBHA CLieHa.

MeHyBararta BO JNMKOBHUTE
ABWXKera He npeav3BuKyBaar
Kaj Hero xenba 3a cnegere Ha
TpeHgosute. OTNOYHYBaHETO
Ha uuknycot AsTobuorpacpuja
ywTte Bo 1967 r. (reHepupaH of
HeroBuoT nornes BpP3 EeTHO-
Tpagvuujata wnu nonoxobara
Ha 4oBekoT Ha Kocoso) u go-
CNefHOTO OCNWKyBare Ha Taa

v

peanHocT cé A0 AeHec, O3Ha-
YyBaaT aHTMUMNaTOPCKW Cro-
cobHocTU: rneaar-e Bo beckpa-
joT Ha nepcnekTtusara. Okony
40 pena op oBOj unknyc 6ea
NpeTcTaBeHn Ha Herosarta ca-
MocTOjHa u3noxba so MCY,
Ckonje.

HerosaTta aBTopcka eTuka ae-
Hec, no lNocTmogepHaTa, npo-
6MBajKU CE€ HWU3 NyKHATUHWUTE
Ha UCTOPUCKOTO Bpeme, HacTo-
jyBa ogHOBO Aa ro npoHajge
OpPUrMHanNoT Ha AHOTO Ha 3ab0-
paBeHuoT MogepHusam. [lpo-
eKTUBHOTO MUCNEHe, naeanor
Ha W3BOPHOTO, YMeTHocTa COo
ronemo y - cute oeve moaep-
HUCTUYKKU KaTeropuu- oncTojy-
BaaT BO HEroBOTO XXMBO /TMKOB-
HO MUCMO.

Haj6nuckoTto geduruparbe Ha
HEroBMOT UCKAa3 € BO KOHTEKC-

Llesget Llacpa, AsTo6uorpachuja LXVII, 1995, kombunmpaxa texHvka, hoto: Mapux [umecku
Xhevdet Xhafa, Autobiography LXVII, 1995, mixed techniques; photo: Marin Dimeski



TOT Ha MOAENUTE Ha eHhopme-
NOT, nako oBa CNUKapcTso oo
martepuja eaHOBpeMeHo coe
npubnuxysa v oaaane<yss oo
ONWTUTE NOCTYNATH U HE SDyT™
NUKOBHM jasuun. Exdopwenot
Kako MNpBO TPaHCHALMOHAN=O
OBWXEHE BO YMETHOCTZ =a
OBOj BEK € BO KOHMNMKT co
HauuoHanHaTa KOHOTaumia B0
cnukuTe Ha Lladha: co esoxa-
TUBHAaTa HapaTusHOCT M CO
aHraxupaHuot ctas.. [pyrata
AUCTUHKUWja Ha exdopMenoT
BO OAHOC Ha HerosoTo NMUCMO e
CTPyKTypara Ha uenocHarta
OTYfEHOCT Of] KOHTEKCTOT.

Meuxnykarta cocrtojba  Kako
pechbepeHua Ha peanHuTe rner-
KW € acuMmunupaHa og cnukap-
cKara martepuvja HU3 pasnuyHu
obnuum Ha ogpaneyysare 0f
ucrarta: Hu3 cnoboparta Ha
"MCNUKaHOTO" HULWITOXECTBO
ce cosfasa gpyra peanHocT.
Bo uuHOT Ha oBOj] "norpeb”
06nMKOT M nNpeaMeToT ce ae-
hopmupaar, Ho He ce YHULITY-
BaaT A0 Kpaj kako BO eHdop-
MenoT. AHyYNMpaHo e TenoTo,
6UTHEeTO U WMAEHTUTETOT Ha
yoBekoT. Herosata obneka,
npeaMeTuTe 04 CeKOjAHEBHOTO
MUNME, 3BYYHUTE 3HAUW Ha He-
ropata MUCTpPOLIEHA eraucTeH-
uvja (&, V) octaHyBaaT Ha HMBO
Ha HEMOXKHOCTA Ha eBonyuuja-
Ta Aa ro BpaTu NPUCYyCTBOTO Ha
4yoBekoT. HoBeukaTta maTepuja
e BrpageHa BO e[UHCTBEHa
"6eToHcka" maca oa npeg-
MeTu, O6neKku, pyweBuHW Of
KYKWU 1 natuwiTa: ogaenysarse-
TO Ha COCTaBHUTE €NEMEHTU e
HeBO3MOXHO. Ha noeplmHaTta
Ha cnuKara nnuMBaar BO3He-
MUpEeHocTa W ocameHocTa.
MpoTecToT He e UCKNYYeH - MO-
panoT ce HameTHyBa Kako KaT-
eropvja o NoBUCOK pej.

Oenata Ha Lllacha penysaar
Kako fa ce HanpaseHu co
CMOHTaAHOCTa Ha akuyMoHOTO
cnvKapcTBo unu dripping noc-
Tankara, a BCYLWHOCT 3af HuB
CTOM CNOXeH npouec Ha rpag-
6a HW3 Hekonky etanu. Bropu-
OT napajokKc ce jaByBa BO HeO-
YeKyBaHOTO [0XWByBatbe Ha
eKCMMUUUTHO  COOMLWTEeHUTe
TPU AUMEH3uK, Kako ase. Cute
ynotpebexu rotoeBu npeameTut
ce 3allMeHn BO cnvkapckara
martepuja, Kako Aa nomuHan

SymaomeEp spa rycTara csona
=2 TS OCTSTOUM O ©r3nCTeH-
WNE. M3DSMHYSajKM M cuTe
pasmman, noTpebara og aude-
pesagsawa. 3a pasnuka of
Tamnmec, Muka Monosuk, Pada-
en Kaworap wnu Mapyj lMpe-
rems, kaj Llaga wnysumjata ce
cnposeayea CO UWHBep3uja.
MHcucTupaeTo Bp3 nnow-
HOCTAa, Koja ro 3acunysa Hapa-
TUBHOTO, e oHaa differentia
specifica wTto ro oppgenysa
HEroBMOT CRWMKAapCKu norneg
of 6yKBanHocTa Ha XXWBOTOT U
BpWMX TpaHcMucuja BO NUKOB-
HOTO u 6e3BpemeHoTO. MHBEp-
3ujata BO 3Ha4YereTo Mefy
rPyHAOBUTE - OCHOBHUOT M "Ha-
cnvkaHuoT" - u dripping noc-
Tankara, Kako W CMmeHeTuTe
ynoru Ha cnukapckara mare-
puja u ready - made-oT (npsarta
Kako pereHepaTop, BTOPUOT
Kako MpPTBO Teno), ce ywre
ABe napajoKcanHu cuTyauyuu
BO 0BOj 0CO6€EH uckas.

Ako nornegHeme o Apyr aron,
MOHTa)KHarta nocranka u pea-
NUTETOT Ha BrpageHuTe npea-
MeTu BO "cnukara" ynaTysaaT
MU Ha [eHOTaTMBHUTE acnekTu
KopucTeHu Bo choTorpadckara
n chunmeckara npakTuka. Kako
BO cinema unu 8o photo verité,
npercraesara BO cnukata e
aHONOroH Ha peanHocta. Uny-
3ujaTa, MUME3UCOT - OHa Kako
CTBapHOCT - 1 BO choTorpacpu-
jaTa u kaj Llacha ce nckny4exu.
Cnukapckata 60ja u kopucTte-
HUTE rOTOBM NpeamMeTH BO OBa
TBOPELUTBO Ce NoBEeKe 0f aHa-
NOroH: Tme ce 6aHanHo u cypo-
BO BUCTUHCKW. MOHTaxKHUTE
TPUKOBM fejcTBYBaaT BO CMUC-
na Ha Wok ghotorpacghmjata, Ko-
ja e BO OCHOBa CTPYKTYPHO
Heo3HavyBayka (CHUMKWUTE oA
ybucTea, Hecpekv unu og ene-
MEHTapHW Henorogu ce jacHo
YyuTiMBM ¥ 6e3 nomowHUTe
MexaHu3Mu 0f CemaHTu4Ka
npupoaa). KaractpoduyHarta
mopdonornja kaj Llada ro
CTUMyNMpa YyBCTBOTO Of LWOK
¢ortorpaghujara, AOTONKY nNO-
BeKe, WTo M hakTu4kara, a He
unysopHaTta TpUAUMEH3noHan-
HOCT @ coonwTeHa BO BUA Ha
KpuoreHusauuja, Koja Bne4e
KOH BHATpewHocTa Ha Cnuka-
Ta.

Nako Hema jacHW NUHIBUCTUY-

Ku nopaku (kom 6u ja oapxysa-
Nne 03Ha4eHocTa Ha HUMBO Ha
AeHoTtauuja), He MoXxe ga ce
n3berHe naeonowkara rpagba
Ha napTukynuTe og jasmkort (V,
&, X). Tve He ce HUTY ekcnnuy-
UTHO jasuk, HUTY MeTa jasuk,
HO Ce 3ameHa 3a TeKCT: Npupo-
Aara Ha cnvkara vuma nogpLika
MW OCHOBa BO MONUTUHKOTO W
couujanHoTO Mnone Ha AeHel-
HOoTO 6eaymue. 3aegHo co
ynotpebeHute npegmeTi osue
3Hauyu craHysBaaT MUCMO Ha-
MEHEeTO 3a onpejeneH reo-
rpad)ckn nNpocTop, eTHOC wunu
onwTecTBo. Haasop oa Taa
TepuTopuja, HapaTUBHUOT Cnoj
ro rybv MHTEH3WTEeTOT Ha npe-
B3EMEHOTO 0f peanHocTa: Te-
noTo Ha cnukata ce nper-
cTaByBa CO CeTa XXecTuHa BO
cBojaTa (peHOMEeHOMNOLLKU pas-
roneHa O3Ha4eHOCT, WTO ro
npuBnekyesa nornegor Ha
MHO3UHCTBOTO.

Llesaept Llacha uanerysa kako
TBOpEeL| 04 CBETOT Ha Henpeg-
BUANMBOTO WTO rO HOCU UCTO-
PUCKUOT W reorpadckuoT a-
TYM, BO KOj YOBEKOT HE € NpuK-
Nny4yeH Ha OMNWTECTBOTO W
obpaTtHo. AHTpoOnonowkara wu
heHomMeHonowkKara CTpykTypa
Ha HeroBuTe cnuku strictu
Sensu e BO CYLUTeCTBEHa BPCKa
CO TOj CBET.

Mako Hekou p[eHewHu Teo-
petudapu ro cmetaar MynTu-
KYNTYPHUOT (heHOMEH noseke
Kako pasbusay Ha XeremoHwu3-
MOT BO NIMKOBHATa YMETHOCT,
OTKOSKY Kako "nononHysarbe
Ha MpasHUHUTE CO HOBW WUMU-
Ha", cMeTam gexka TBOpewTBo-
TO Ha OBOj cnukap 6e3gpyro
Tpeba Aa 3axusee Ha eAHo
MefyHapoaHO pamHuwTe. He
Aa nononHyea Aynku, TyKy aa
3aB3emMe cooABeTHa BpeaHoC-
Ha noawviyuja.

Corva Abaymnesa



YAPTE AMAM 2 1 LIQUOR AMNII

Hudte amam,
Ckonje,

asryct|1996

Bo npoctopuute Ha YudTe
amam BO mecey maj u aeryct
6ea oTBOpeHN wu3noxburte
Yucpre amam 2 un Liquor Amnii
(Mnogosa Boga). MNpeata Koja
uMa npeTteH3uu na npepacHe
BO TpaguuuMoHanHa, opraHuau-
paHa e of CMUTE aBTOpU -
y4yecHuum (BkynHo 24), nogeka
BTOpaTa npeTcrasyBa pesyn-
Tar Ha bunartepanHara Kope-
cnoHgeHyuja nomery Aaecer
XeHu-ymeTHuUm og MakeaoHu-

jan CAL.

WHTepHaymoHanHa eHTponuy-
Ha Cnuka CTpyKTyupaHa Ha
pasnU4yHM CTUNCKU WU UAEjHU
pamMHuIWITa MaHuecTupaHa Ha
nanoxbara “Yucpre amam 2
npeTtcrasyea noru4Ha nocne-
avua of HeaocTaToK He camo
Ha efeH jacHo AedwuHUpaH w
nageuHmpaHd reHepaneH KoH-
uenT, TYKy ¥ pesynrar Ha oT-
CYyCTBOTO Ha KoopguHauwja,
T.€. HAa KypaTopcKa KOMNeTeH-
uuja. HegeduHupaHocTa BCyLw-
HOCT ja reHepupa KOHMwMry-
pauujata Ha pasnuKuTe u HUB-
HOTO rpynupare BO HEKONKY
CPOAHW, HO NOBEKEe3HaYHW rNo-
6anHu NOTKOHLUEenTw.

MHuumpaHu, T.e. upuTupaHun oa
TMBKOTO ogymupare Ha du-
3M4KU BeKe noajageHoTo 6wm-
TME Ha HajMOHYMEHTaNIHOTO W
HajaTpakTUBHO 3JaHue Ha uc-
naMmckara apxuTektypa BO
MakegoHuja, ymeTHuuuTe ce
obugoa HU3 pasnuyHu pam-
HUWTa Aa ro peeuTanuavpaar,
peaHumupaar U ga ro peak-
TyenuaupaaTt npobnemot Ha
3abopaBeHOTO, HekaTap3w4Ho
buTtue Ha AmamoT. Xajaurepos-
CKWOT NpeausBuK BO Cny4ajos
CNOHTAHO ce ucnpogunupa u
Ce HameTHa Kako Temen Ha
ONWTUOT NMOTKOHLEeNT.

WHaudepeHTHWOT netaprudeH
OAHOC HA HAjKOMMNEHTEeHTHUTE
KOH CMOMEeHMUUTE Ha KynTypa-
Ta, NnpeKky osaa uanoxba bewe

ro CyncTuTympa oTCycTBOTO Ha
rnobanHuoT KoHuenT. Taa ucto
Taka MM 0OBO3MOXXM Ha nonuce-
MUYHUTE KOHLENTyanHu jasnu
Aa ja cosgagar rnobanHarta
NOTKOHUEenTyanHa WHTepak-
TUBHA MpeXxa BO KKoja Hajaoa
3acoNnHUWITE uaeuTe 3a: npoc-
TOPOT, TeNoTo, NonoT, xenba-
Ta, epocoT, pUTyanor, AoMyBa-
HETO, CMPTTAa, NorneaoT, npo-
YyucTyBaweTo, 3abopaBar-eTo
WUTH.

FnobanHuoT 6unuHreaneH ec-
TETUYKKU roBOpP Ha uanoxbara
Liquor Amnii e maHudecTupax
HU3 Pasnn4YyHn Meguymu: WHC-
Tanauuu, nepdgopmaHcu 1

MpemonyyBaeTo Ha NpUpPoA-
HaTa KOMMNIETHOCT, Ha nanoy-
HaTa NnoBp3aHOCT Ha NonosuTe
Hema npeTteHsun ga ro acwvp-
Mupa (eMUHUCTUYKUOT Hera-
TUBEH NnpefsHak, TYKy Herosa-
Ta uen e BO OTCYCTBO Aa ro 03-
Ha4yn HeonxoAHOTO MNPUCYCTBO
Ha apyruot non 6e3 Koj e
HEBO3MOXHa peanusauuvjaTta
Ha ugejata Ha npoekToT Nono-
Bara Bojaa.

Ho, pesyntatute of aHanu-
3ute Ha [lonosata BoAa Ha
eaeH couyTMUMpaH HayuH
ykaxyBsaaT pgeka [pyrvot ce
ylwTe He e noAroTBeH ga ru
npeucnuTa, Aa ri npenosHae u

WCKpa ﬂVlMMTpOBa. AHApOI’MH. 1996, nHcTanauuwja Ha uanoxbara Liquor amnii, YuTe amam, Cxonje, choro SCCA Ckonje
Iskra Dimitrova. Androginynous, 1996, installation view, exhibition Liquor amnii, Cifte amam, Skopje, photo SCCA Skopje

ywTe epgHawl noco4YeH U Tue
6ea notceteHn peka 3abo-
paBarbeTO He ja aHTuyunupa
caHMo cumbonukara, TyKy M
peanHata CMpT Ha 6uTneTo Ha
objexTuTe.

Teypruckara MOK Ha npoc-
TOPOT, Aucnepaujata Ha Au-
y3Hata p[HeBHa CBETNNHA,
AEeNYMHO ro HeyTpanuaupa u3-
6anaHcMpa U ro OMekHa Xao-
TUYHOTO 3payere Ha M3MoX-
6aTta. MuctuyHaTa atmoccepa
Ha KOHTEKCTOT - NaBUPWHT BO
“3BecHa mepa ro HagomecTu U

Buaeo npoektun. Ctpartewkara
Luen Ha reHepanHuoT MpOeKT
(4mj kypatop 6ewe CyaHa
Munescka) e Hu3 KOHdury-
pauujaTta Ha geceTTe pasnnMyHo
KOHUMNUpaHW AUCKYPCU Ha
XEHCKOTO NUCMO Aa ce CrylHe
rnacoT Ha NoeAuHeYHOTOo Jac u
Aa ce nporosopu 3a noauyuja-
Ta Ha [pyruoT, 3a ugeonoruja-
Ta Ha HeefHaKBOCTa, 3a cybop-
AvHauwvjaTta Ha ApyruoT non, 3a
apyrara Kynrtypa, Tpaauuuja,
penvruja, Hauuja...
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Aa rv 0oco3Hae npuyuHUTe 3a
rnobanHuTe "reHeTcku" myTa-
uum Bo Kyntypara. Cé gogeka
naTepHanM3MoT Kako 3aKOHO-
OaBeH OnWTeCTBEH NPUHLMN
npoAaonXxysa fa ja WAEHTU-
dukysa cybopguHauujata co
xvepapxujata, cé portoraw Ke
AOMUHMpa AUCKpUMMHauujaTa
Ha [pyruoT/To/Te. HaTtamolu-
HOTO npoAayuuparse U penpo-
Ayuuparbe Ha HeegHakBocTa
He ro MHULMpa camo MynTUnu-
uupareto Ha [AeBujaHTHUTE
nojasu BO KynTypara, UcTopu-



jata, nonuTuKaTa, Tyxy Soor
WTO M BO XyMaHM3MOT
Ky arpecujata Ha ue=3yoe
HETO He ja U3Bpww [
HaTa pecTaBpaumja =a oy
TOT APYrocta wu =atamy

AUCKPUMUHUPE Pa3nu-=0ocTa

o b
) w

Peanusauuwjata #a Mscranaum-
jata AHAPOrMH - parMeHT o4
TpunTuxoT [ABojHMK v Vis Elec-
tronica, cnopes Moe MUCneHe
ce HajnyuugHo obmucrneHuTe
npoekT Ha Liquor Amnii. Bo
penoto Ha Uckpa [Oumutposa
ja cornegyeame KOHAEH3W-
paHaTa nonmcemMuyHa CTpyKTy-
pa BTemeneHa Bp3 npuMopau-
janHuTe KynTypHO - PEenuruos-
HU u chunocopckn MUcKycTBa.
Taa MoOwHe cogucTuympaHo
HU3 NanuAHO KOHUWUNUPaHWOT
OVUCKYPC eKCMMULUTHO ja ema-
HUpa KOMNNeMeHTapHocTa Ha
nonosute, nageHTUrKaymja Ha
Jac co [pyruoT, Kako U YMHOT
Ha aBTOreHepupareTo oA con-
cTBeHata MaTtka. TenoTto-
Macka MogenupaHo BO NOMoX-
6a Ha heTyc nocTaBeHo e Bp3
ornejanHda noBplwMHa WCTO-
BpeMeHo pedepupa Ha yTepuy-
HOTO, HO W Ha rpobHOTO ne-
XULITE BO KOELITO HaU3MEeHUY-
HO ce pa3meHyBaaT pafarerto
M CMpTTa, CBPTYBAjKN UHTEpec
KOH no3HartaTta ugeja pgeka
4oBE4YKOTO buTne e n detyc u

Tpyn.

Hu3 TpaHCnapeHTHWOT eKpaH,
yNTpa-3ByK - yTepyc UCNoMHeT
CO )KMBOTBOpHATta TE4YHOCT
MupHa ApcoBcka ja maHude-
cTupa cumbonuykara pesepau-
6unHa pasmeHa Ha BuTanHarta
eHepruja Koja uupkKynupa no-
mefy majkara v nnogor.

TpaHcnapeTHOTO, CTunuaupa-
HO >XEHCKO Top30o Ha Mapra-
puta Kucenuyka nocTaseHo
Hag Boja HE ynatyBa Ha
AaneqyHuTe pemuHULIeHUMn Ha
MUTCKOTO pafare Ha BeHepa
oA neHarTa KojawTo asTopkarta
ja cyrepupa co marepwjanot -
napadwH.

MepdopmancuTe MrUya - XeHa
u lMopHeHa ce noTnupaar Ha
MUTOSOWKWNOT HapaTuseH hoH.
Hua puTtyanHa uHUUMjauucka
noctanka Mepuaut [ejsuc
CBOjOT KOHUENT ro Haco4dyea
KOH EBpONCKWOT npavcTopuc-

gt =2 nTwya-6oxuua, aa-
N =2 XMBOTOT, rocnogap-
oauTe, rocnogapka Ha

SKyNHaTa BUTanHa eHepruja.
O] KyNT BMN pawMpeH u BO
MakegoHuwja, Taka wrto u ly-
nabuyute Ha CeetueBa MO-
Xeme fa rv Tonkyeame BO OBOj
KOHTEKCT.

BubNUCKUOT MOTUB Ha MUEeHe-
TO Ha HO3eTe Ha Xpucrtoc,
Mepu HosoTHM - LIoHC ro
TpaHcdhepupa BO puUTyanHo
MUEHSE Ha HO3eTe Ha nybnuka-

Ta. UaeHtudukaymjata Ha as-
TopkaTta co Mapvja MarganeHa
(nsonupaHa, ocameHa BO neww-
Tepara), pedepupa Ha MapruH-
anuaupaHara ynora Ha XxeHara
BO COBPEMEHOTO OnwTecTBo.

MepchopmaHcoT BaseHn Ha
BpemeTo oa MepnuH AceH ja
UHUUMpa nybnukara, npeky pe-

Mwupxa Apcoscka, Vis electronica,
1996, uHcTanauuwja Ha nanoxoGara Liquor amnii, Yudpre amam, Cronje
doro: PobepT Jankynocku- SCCA , Ckonje
Mirna Arsovska, Vis electronica , 1996, installation view, exhibition Liquour amnii, Cifte

amam, Skopje: photo: Robert Jankuloski - SCCA, Skopje

30HaHuata Ha BogaTta, ga ro
HacnylwHyBa TEKOT Ha Bpeme-
TO.

MepdopmarcoTr Ha Ketn Ho-
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NnaH e NoCBeTeH Ha naTHuyuTe-
HOMaau Kou BO cBOjOT Barax
ro HocaT CBOETO CeKaBame,
jasuk, cBojaTta KynTtypa, CBOjOT
WAEHTUTET.

WHcTtanaywjata Ha MaprapeTt
TutmMOp € wuHUuyupaHa oj
TeopujaTa Ha HacuncTeoOTO Ha
lNleoHopa Bokep. OTtBOpeHaTta
KHUra 3a 6pakoT ja noBukyBsa
nybnukara aa ro BTUCHe cBoe-
TO MUCNEHE 3a penauuja, [oM-
uHauujaTa, AUCKpUMUHauuwjaTa
1 HACWUNCTBOTO Mefy NOMoBUTE.

TpogennuoT nepcopmMaHc Ha
Hopa CtojaHOBMK ro Tpetupa
npo6neMoT Ha XPOHOTOMCKUTE
n KynTypHuTe pasnuku. MNpeky
nocpegHo cekasake ce oABu-
BaaT AUCKYCWUM 3a uctopujara u
puTyanHara CynTUnHO epo-
TU3MpaHa noeTnka Ha amamor.
Bo npouecoT Ha oABuBare Ha
nepchoMaHCcOT aBTopKara CuM-
6onuykKM ce 3aTBopa BO KOH-
CTpyKuuja so chopma Ha nane -
eeH 0 enemeHTuTe Ha
WTYKO-AeKopauumjara cakajku
Aa cyrepupa geka e fen of
amamor.

WHcTtanayvjata MakegoHcKka
HauMoHanHa nnactuka Ha >Ka-
HeTa BaHrenn e KoHuunupana
Ha TpW pamMHUWTa, OAAENHM
LeNUHM KOW ro 3aoKpyxyBaaT
rnobanHuoT npoekT. Bo Hero
ce wHKoprnopupaHun ¢oTo ¢
BUAEO - WHCTanauuu.
Kopuctereto Ha HOBOCO3-
AafileHUTe ApXXaBHU cumbonu u
cdoTorpachum - NUTCKU WUKOHW
Ha NUYHOCTWU OfF noruvykarta u
upkoBHaTa cdpepa ce BpacTty-
BaaT BO NWYHOCTa Of KYNTyp-
HaTta underground cueHa cyr-
epupajku CynTUAHO Ha nonu-
TUYKOTO HECBECHO.

MpocTopoT Ha YupTe amam Ha
ybaB Ha4uH y4ecTsByBawe BO
pobnuxyeameTo Ha ecTeT-
ckuTe edektTm Ha obere
n3noxou, nopagu wrto ybepe-
Ha CyM AileKa e KpajHO Bpeme Ha
0BOj uAaeaneH npocTop 3a
NUKOBHHU MaHudecTaumm aa
My CE NOCBETW COOABETHO BHU-
MaHue 3a fa MOXXeme HaBucTu-
Ha f[a ro cmetame 3a
HajenuTeH uanarayku npocTop
B0 MakezoHuja.

Konya lMNMupkoscka



COJ NEBUT

Myaej Ha coBpemeHata
YMETHOCT

Ckonje

MapT-jyHn 1996

Con JleBut, egHa oA Hajmap-
KaTtHute (hurypyv Ha muHuman-
HaTa U KoHuenTyanHarta ymeT-
HocT, Bo 1981. Ha MysejoT Ha
coBpeMeHaTa YMEeTHOCT BO
Ckonje My nogapu mana Ha
rpadukun. Ce pabotu 3a mana
cocTaBeHa 04 TpW, OAHOCHO
yeTupu cepuu co okony 30
rpachuyku  nucTtosu u3pabo-
TeHn BO nepuogot 1973-1975.
MosHaTto e geka Con JleBut
npeuTe rpadmku noYHan ga rv
nedatu 1970., 3Ha4m BO nepu-
00T KOra HeroBmoT CUCTEM Ha
paboTa [OCTUrHa BUCOKO HWBO
Ha KOHUenTyanHa CTpOrocTt
NPeuUn3HOCT (BCYLWHOCT, camu-
ot JleBuT Ke usjaeu aeka Hero-
Barta paboTa e Taa WTOo AUpeK-
THO ro Haco4mna BO Npasey Ha
rpachukara). Bo nepuogot of
1962., kora ja Hanpasun npea-
Ta CTpykTypa na cé go 1970.,
[0 HeroBaTa peTpocnekTusHa
nanox6a so Xar, Con JleBut
rnaBHO co3jaBa MUHUMANUC-
TUYKK TPOAUMEH3NOHATTHU
CTpyKTypu. Bo 1968. ro paboTu
NpBYOT SUAEH upTex. Ha wua-
noxbarta Bo ranepwvjata "LIoH
Bebep" Bo Hbyjopk, 1974., Con
NeBut KombuHMpa pasnuyHu
MeauyMu: CTPYKTYpW, SWUAHW
upTexu, doTorpadum n UpTe-
xu. OcobeHo ce KapakTepuc-
TUYHU SUAHUTE LPTEXU BO KOU
TOj O KOPUCTM ¥ MeaUyMOT Ha
ja3auKoT: 3a CeKoj upTex aage-
HO € 1 yNnaTCTBO, O4HOCHO Aec-
Kpunuuja Ha u3sepbata Ha
UPTEXOT. TOKMY OBOj acnekT
Ha ucnpenneTtyBare Ha CTpo-
rata KOHLEenTyanHocT Ha
nwaBeabara, Kako 4uicta MeH-
TanHa onepauuja, U HejauHoOTO
jasauyHo 06pasnoxeHue, M
npasu genara Ha JleBut no-
cebHo nHTepecHn. OBOj acneKkT
ocobeHo poafa Ao u3pas BO
rpacmkmTe, 3a WTO Brnpo4em
cBeAo4YM U OBaa mana, Ho cka-

nouyeHa 36upka oj Konexkuuja-
Ta Ha MysejoT. Taka Bo cepuja-
Ta MoxHu KombuHaLmm co npa-
Ba nuHuja op 1973. Ha WecHae-
CeTUOT rpadunykm NUCT e Aage-
Ha jesauyHa peckpunuuja Ha
uaejata passuHa Ha npeTxoa-
HATE NeTHaeceT JIUCTOBM:
"npasu NUHUM BO YeTUPU Npas-
LV U CUTE HUBHU MOXKHU KOMOW-
Hayun". 3a pasnuka og osaa
cepuja KagewTo 36oposuTte ce
M30NMpaHy, OAHOCHO oOTneYa-
TeHu nocebHO, BO ocTaHaTuTe
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pUCTM Kako "narteka 3a pasbu-
parbe Ha nokauyuuTe Ha TOYKU-
Te", cenak Ha4uMHOT Ha KOj WTO
TOj rv Brpagysa BO CUCTEMOT
Ha nuHuMM, 36opysa Aeka Tue
ce NOoBeKe 0f jasnyHa Bepu-
vkaymja Ha To4KUTE: THe ce
BU3YEneH U NIMKOBEH enemeHT
CO KOj ce napTuuvnupa BO 4Yuc-
Tata MeHTanHa onepauuvja Ha
Koja u ce 6asupa ugejata 3a
KOHUenTyanusauuja Ha ymeT-
Hu4kaTta nocranka. OTTamy,
360pOBMTE OF YUCTU O3HAuY-
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MHaky, oBaa uanoxoa, Ha Koja
3a npenaT e npukaxada uena-
Ta mana Ha Con JleBur, 6ewe
BUCTUHCKA MOXHOCT He camo
3a egHo npoanabo4eHo 3anos-
HaBarbe CO AEenoTo Ha OBOj
YMETHUK (BO Toa napTuuunu-
pawe 1 6oraTo unycTpupasnoT
KaTtanor BO KOj, nMokpaj npea-
rosopoT Ha KycrtocoT M.
Bo4yBapoBa, ce MOMECTEHU M
rnoseKke NpPeBoAW Ha TEKCTOBU
04 3Ha4ajHW TeopeTuHapu Ha

Con Nesut, Onpegenysarbe Ha nuHuM, 1975, 6akponuc, 45 x 45, konekuuja Ha MCY, Ckonje
Sol LeWitt, Location of Lines, 1975, etching, 45 x 45, Collection of the Skopje Museum of Contemporary Art

Tpu cepuun, 36oposuTe ce Au-
PEKTHO WHKOpPNOpUpaHu BO
reOMEeTPUCKUOT CUCTEeM Ha Ju-
HeapHuTe onepauyuu. Bo cepu-
ute Ogpegysarbe Ha JIMHUA
(1975) v JlnHmm WwTO 04Pesysa-
ar Toyku (1975) 36opoeuTe ja
uMaaT uctata Bu3yenHa cuna
Kako u nuHuuTe. U nokpaj Toa
wTo JleBut 360poBuUTE M KO-

Bayu ce TpaHcdopmupaaTt BO
ancTpakTHW 3Hauu Kou (yHK-
UMOHMpaaT Kako "yMeTHOCT, a
He nuTepaTypa". 3awTo, Kako
wrto senu camuot Con JleBut
"kora YMEeTHUKOT ja cnposeay-
Ba cBojaTta ugeja u ja npeteapa
B0 BuayenHa copma, Toraw
cuTe nocTanku BO TOj npouec
ce 3Ha4ajHm"(Con NeBwur).

88~

yMeTHOCTa Kako W napagur-
Martu4HUTE  TEKCTOBM  Ha
NleBut), TyKy 1 pobap rnoBoj
ywTe egHall aa ce notcetume
Ha OrpoMHoTO 60raTcTBO Ha
YMETHUYKWU BPeAHOCTU WTO ce
Haofa BO Konekuyujata Ha
My3ejoT.

Nunjara Hegenkoscka
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List of Refresh Pages

hitpifsunsite.cs.msu.sulwwwart/fresh.htm http://sunsite.cs. msu.su/wwwartilion/fresh.htm
http:ifiwww.thing.Desk.nlirefresh.html

http:fiwwwDesk.nV-zone/fresh/fresh htm http:/fwww.irational.org/fresh.
hitp:ifwww2.armes silguestljintima3/fresh.htm  hitp:/ivaww.v2.nlifresh.htmi
http:/fcocoa.is.in-berlin.de/-netlab/pitfresh html http://159.148.220.157:80/home/e-L@bifresh.htm
http:itwerw w2 nlleastfresh.htm http//www.ecn.cz/osfisccalfreshhtm

http:iflois kud-fp.siffresh.htm http:/fvewwkud-fp_sii-lukalfresh.html
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MY3EJ HA TPAL CKOMJE
Muto Xayv Bacunes-
acMmuiH, n.g. 93
Ten.(091)114-742/115-367
91000 Ckonje

METHWUYKA FTANTEPUJA
CKOMNJE

Kpywescka 1a, n.g. 278
en.(091) 133-102
chakc:(091) 233-904
91000 Ckonje

MY3EJ HA MAKEJOHWUJA
Kypuucka 66, n.d.74
en.(091) 116-044
thakc:091/116-439

91000 Ckonje

KYNTYPHO
NHOOPMATUBEH LIEHTAP
Mowa Mujage 66, n.c.589
en.(091) 230-206/115-679
91000 Ckonje

MNAAUHCKA

NTYPEH LIEHTAP

ej Aumutap Bniaxos 66
en.(091) 233-401/115-225
191000 Ckonje

MY3EJ HA COBPEMEHATA
METHOCT

amounosa 66, MN.®. 482
en.(091) 117-734 (35)
hakc;(389-91) 11 01 23
91000 Ckonje

TANEPWJA - CANNIOH HA
AyM

ej 13 Hoemepu 66
en.(091) 211-533

91000 Ckonje

FANEPUJA KO-PA

[Lom Ha Kyntypata Ko4o
PauuwH

Berbko Bnaxoeuk 66
en.(091) 233-739
91000 Ckonje

rANEPWUJA OCTEH
epoH Ha Ctapara
JKenesHu4Ka ctaHuuya
en.(091) 236-235
91000 Ckonje

SUABATHU TANEPIAV

KA®E FANEPUJA CTOBWU
Kej "13 Hoemspu"66, ML
Ten.(091) 233-972

91000 Ckonje

AHTUKBAPHWULIA AHUMA
Kej "13 Hoemspu", aHekc
v/, rmy

Ten.(091) 233-149/233-147
91000 Ckonje

FANEPUJA BESUCTEH
MokpueHa Yapwwuja 39,
BeavcTeH
Ten.(091)117-150

91000 Ckonje

FANEPWUJA CTYAMO B
[Oumurpue TyuoBuk 40
Ten.(091) 224-315
91000 Ckonje

FANEPUJA
MWJAYKN 30IrPAGU
Kej "13 Hoemspu"
Ten.(091) 211-533
91000 Ckonje

FANEPUJA TNAM
Yepomup Mungeposuk 35
Ten.(091)213-491

91000 Ckonje

FANEPUJA PA

Wso Nona Pubap 94/2-4
Ten. (091) 258-146
91000 Ckonje

FANEPUJA ONMBEP
AHkapcka 31
Ten.(091) 374-300
91000 Ckonje

FANEPUJA CENEKT
Byn.MapTuaaxckn Oapeu
31

TPr.LlenTap Byrakosel
Ten.(091) 110-319

91000 Ckonije

TANEPUJA ABAKYC
[OTL Masposka
bByn.loue Jenyes
Ten.(091) 236-278
91000 Ckonje

HAUWMOHAIIHA TANEPUJA
XAP®A

ITL Mpusemje

Ten.(091) 236-640

91000 Ckonje

FANEPUJA EPUKA
Mokpuena Yapumja 8,
BeaucteH

91000 Ckonje

FANEPUJA APT - TEPA
MokpueHa Yapuwwja
9,beauncteH

91000 Ckonje

FANEPUJA MOHET
Jlokos 8

Ten.(091) 364-853
91000 Ckonje

FANEPUJA CAMYWUN
TL, Kanuwrey nok. 23
Bacwn [‘opros 66
Ten.235-553

91000 Ckonje

FANEPWJA HYUNDTE AMAM
Crapa Yapuwwja
91000 Ckonje

FANEPUJA TMAPK

Haym Haymoscku- Bopye 83
Ten.119-423

91000 Ckonije

FANEPWUJA NCUXO rAn
Mapwan Turo 11
(ckpuBHMLA)

Ten.(091) 209-070

91000 Ckonje

FANEPUJA OAMAP
Hukona PycuHcky, 3a,
nok.12

TL Kapnow Il
Ten.aom.(091) 202-811
91000 Ckonje

FANEPUJA EN MPEKO
Nawme Npyes

TL| Manoma BjaHka
Ten.(091) 234-242
91000 Ckonje

FANEPUJA MUNC
8 YpapHa 6puraga
Ten.(091) 223-319

91000 Ckonje

AHTUKBAPHWLA AMUHTA
Kej 13 Hoemspu
91000 Ckonje
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