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Shake Society

"Kakeu ayre ce Toa? 3a mro 300pysaar? Opn koja saact ce? [a Toj Jxusee Bo npaBua JpiKaBa, HACEKALE € MHP, CHTE 3AKOHH Ce HA
CHATA, KOj TOA Ce OCMEJINI, HA HETro 12 H3BPIIH NpPenaj B0 HeroBHOT CONCTBEH cTan? '

3a pasnuka og 3anagHnoT Teopel, Mrop ToleBCcKW Kako MakedoHCKM aBTop WMa egHO UCKYCTBO noBeke. Toj kpe-
aTUBHO Ce apTUKynvpa BO NepuvofoT “no sMAoT", 03HAYeH Kako NOCTKOMYHUCTUHKW. KONKy U ga e Taa eMnupuja co HeraTueHn
03Ha4YUTENW, BO KpajHa WHCTaHLA Taa e NpuBuierja 3a 3emjute of HekorawHuoT Victo4eH 6ok n og CPPJyrocnaewja. TpaHau-
uuuTe 1 TpaHcchopmaumnTe BO OBME OMWTECTBA BPLUAT arpecvBeH TpaHcdiep Ha aBTOPCKMTE WHTepecuparba of (heHoMeHono-
wkute chepu (ocobeHn 3a npes AeBegeceTTUTe rogquHun), Bo chepute Ha npobnemaTukara o NomMTu4Ka, couujanHa, onwTe -
CTBEeHa, eKOHOMCKa, eTUHKa Unn eKosollka nposuHueHumnja. TpaymuTe, CTpecoBuTe, BO CyLITUHA, HajnoBeKe of cé, ro Hanaraat
3/|PABCTBEHUOT CUCTEM Ha eAMHKATA - Haj(hparuHUTE CII0EBM Ha HOBEYKOTO 6UTWE”. PacmHaTh Mefy UCTOK-0T 1 3anag-oT, MUHa-
TOTO W CeraliHocTa, TBOpLMTe BrpajeHn Bo BaKBMOT aMOUEHT, BO HajroniemM Aen ce onpefenysaar 3a He-cornacyBatbe, 3a He-
MON4er-e, 3a KPUTUYKKN CTaB, aKTyenuaunpajku ro npe nuueTto Ha onwrtectsoTo conctBeHoTo JJACCUSE unu NO PASSERAN.
MosuuujaTa Ha CBECHOCT 3a XXUBeer-eTo BO TakoB CBET JoBefyBa A0 TpaHcrpecuja U Ha ecTeTCKUTe KOAOBW U ro Harnacysa
"KonarncoT Ha ronemute Hapauuu of uctopujata Ha ymetHocta" (ApTyp [1aHto). 2KusoToT 1 CO3aBakeTo BO OBME OKOMHOCTH ja
npaBy yMeTHOCTa BO MOcoYeHUTe perMoHn Ha Espona nonHokpea U codHa. HalnoT KynTypeH npocTop e npensiaBeH co apryMeH-
TV 3a OBaa KoHcTaTauuja, Wreapo A0CTaByBaHWU 0f 3anafHo-eBpOoncKUTE NMKOBHU nabopaTopui, BO KOU HAronemo ce noaroTsy-
BaaT U3noxou Ha yMeTHULMTE of NOCTKOMYCTUYKUTE Teputopun. [la, Ha BankaHoT ce cny4yBa HELWTO NOMHAKBO, HELWTO HOBO,
KOe oTactanyea of npukasHute 3a 6aHanHoTo 3anagHo cekojaHesve. IMA MNMPEAV3BUK!

Wrop TolueBcKW Npousnerysa of, 0BOj KOHTEKCT.
Kako HekoralleH npunagHUK Ha MakefoHckata aHaep-
rpayHa cueHa Bo ocympeceTTuTe Ha 20. BEK W ceraweH
"akTuBmcT", TOj e BO AyxoBHa 6nuckocT co "dnykcyc" u
ocobeHo co Josed Bojc u HeroBute coLujanHu nepgopman-
CW W nnacTuka. AKTOT Ha WrHopupare rpaHuuuTe mery
aKTYEenHUOT XXMBOT W CO3aBar-eTo ja AedmHupa HeroBaTta
opueHTaumja KoH He-XepojckoTo W He-Benu4ecTBeHoTo,
O[HOCHO ja Harnacyea cy6BepauBHATA akTUBHOCT eJHOBpe-
MEeHO BO OAHOC Ha cny4yBarbaTa BO OMLITECTBOTO WU BO
OAHOC Ha TeXHW4KaTa BWUPTYO3HOCT W CTUNOT. HeroBuoT
npB 4eKop BO YMETHWYKWUOT NPOCTOP € AWPeKTEH: HaeaHaLl
rm 3aobukonyea u ce ocrnobodyBa off MoAepHUCTUHKaTa
ecTeTU4Ka aypa (co UenaTa onallka Ha HejsuHuTe peunau-
BU: YMETHOCTa Ha nojpaxKaBarbeTo, uaeornolkara, Aeko-
paTueHara, ymeTHocTa sapagu ymeTHocTa) M 6e3 3ao-
6uKonyBara Brierysa BO MOCTMOLEPHUCTUUKWOT CBET Ha
MefyKoMyHUKaLuuTe. 3aroBOpHUK Ha 6GecroroBopHaTa HesaBUCHOCT Ha C03AaBayvkvOT YWH, Mpouec unv uspas, TOWeBCKW ro
KOPUWCTW ja3vuKOT BO Nypan Kako 36vp Ha nucMa -uHTepTekcTyanHo. Kako bogneposuoT flaneur, HOHWAaNaHTHO ce ABWKK BO MpOC-
TOopUTE Ha BUAeoTo, unmoT, cotorpadpujaTta, cTpunoT, rpadmTuTe, ready-made-0T, CNUKApPCTBOTO, LPTEXOT, NETPUCTUHKUTE
3Haum, nepcopmaHcuTe, site-specific U MHCTanauuvTe, 3a Ja rv KonekLWMoHWpa camo OHWE CTUMCKMW LIBETOBW KOW Ce HajcooTBeTHa
rpara 3a HeroBuTe MOBEKECIOjHW TMKOBHU packaxyBsarba. Co TakoB 6pUKONaK Ha pasfuyHK NIMKOBHWA NUCMa ce CTPYKTYpuUpaHu
HeroBuTe MosHa4dajHu akuuu v uHctanauvu: "MNpemectyBama" (1995), "[locve 96" (1996), "CosplueHa pamHoTexa" (2000),
"TpaHchepun" (2002), "Tpouec” (2004).

CoepleHa pamHoTexa ; Perfect balance, 2000




Op apyra cTpaHa, reHesara Ha MapkcosaTta unv bojcosaTa aeBu3a 3a u3efgHaqysarbe (nomnonHyBarbe Ha NPoLenoT) Mefy XXUBOTOT 1 YMET-
HOCTa, Ce MCHUTYBA BO HEroBWTE aKTMBHOCTM NOBP3aHM CO MonyniapHaTa yMETHOCT: rpachuTUTHTE KaKo "ecTeTvka Ha ynuuuTe” co3gasaHi Bo paMkute
Ha akuuuTe Ha rpynaTa "3epo” u uapaboTkarta Ha CTPUNOBUTE (0 OCYMAECeTTUTE FO[JUHW Ha MUHaTWUOT BEK), @ MHTEPKOMYHUKATUBHUTE peanmsaqmm 7]
site-specific cLeHn (NepthopMaHCoT UsBeAeH BO pamKkuTe Ha usnoxbarta "Tenoto mucnu” Bo Ckonje, 2002 u obenexyBareTo Ha "Teputopuu” , "cnpose-
ayBaHK" Hn3 Makegonuja 1 Ha 5. LleTuHcko GueHane, 2004) ce Bo WAejHO COCeACTBO CO penauuoHaTa ecTeTuka Ha Hukona Bypwoq TpFHyBaJKVI o
eMnupujaTa, a He o TEOpUCKM NoauLmn, Virop TOLeBCKM ce OTKaXyBa 0fj 3aTBOPEHUTE CTPYKTYPANCTUHKY KOAOBM (Tv OCBOjyBa nej3akmTe Ha oTBOpPe-
HWOT cucTem Ha denuke Matapu v XKun fenes). Co npudakarbeTo Ha CUCTEMOT Ha Mefy3aBucHOCTY 6e3 6Wo Kaksa cybopauHalvja, aBTopoT ja AeMOoH-
CTpUpa CBEcTa 3a He-0A4PXKIMBOTO ONCTOjyBatbe Ha TBOPeUKAaTa UHAMBAANYA KAKO camo-3a-cebe-MocToeqHku-Cy6jeKT 3aTBOpeH BO BUTPUHA W Hec-
nocobeH aa 6uae 3apaseH 0 HErOBMOT KOHTEKCT. TesaTa 3a chakarbeTo Ha cebe Cv Kako [MBO MECO BO OMILTECTBOTO Ui Kako MoHax U3fiBoeH of
Tonnata, TOLIEBCKM ja NpeTBOpa BO KOHTPATe3a, BO recT Ha OTMNOP KOH pac-4oBe4yBarbeTo. HerosoTo "Teno Koe MI/ICJ'IVI" 6apajku gonup co IqpyrmoT
HEroBMOT "NOB" HA MWHYBAYMTE BO KPYXXHUTE CTANWULW Ha HerosuTe "cnoboaHm TepuTopun”, OTBOpa XOPW3OHTK KOH "anTepHaTuBHA APYLWTBEHOCT".
HamecTo KOHKypeHLmja, aHTArOHW3MM M CyAUpM, Taa NpejJiara Wanerysaree 0f 3aTBOPEHNOT "NPOCTOP Ha UHCEKTOT', BO chepuTe Ha copaboTkara n
CcOoeiNHYBaHETO.

BO NMKOBHOTO NMMCEMO Ha Mrop TOLIEBCKM COAECTBOTO Mefy CYGjeKTUBHOTO U TPaHCHHAUBWAYANHOTO € BO (hyHKLM|a Ha KOHCTaHTa, co nospe-
MEHU M3MEeCTyBarba BO OBaa penauvja (Bo KOpUCT Ha 8AHOTO - MHTUMATA - UMM Ha [IPYTOTO - KONIEKTUBHOTO). AKO MHTUMUCTUYKWOT MPe3HaK ce OofHe-
cyBa Ha fenata I'lpMKa)KaHVI Ha HErOBWTE CaMOCTOjHU M3MoX6N (Ha cnuku Bo ManepwjaTa Ha "Mujaukn 3orpacn” Bo 1994; Ha ypTexu Bo MysejoT Ha
rpag, Ckonje (1994); Ha "npecrnukysatbe" oTucoum "TpaHctepu” Bo "Touka", Ckonje 2002), nHcTanauyuure "MpemecTyBarba", [locve 96", "CoBplueHa
paMHOTexa", ja noapasbupaart Heropara aHraxupaHa Haco4eHOCT KOH CoLMjantu, OMUTECTBEHW, MOPaHW, eKOMOLWKY AOMEHN. Cny4ajoT co npoekTute
"Cno6ogHu Teputopuu'" K co nepdopmaHcoT "TenoTo MUCNK", ro HaM1HYBa CTapOTO 3HaYeHbe Ha aHraXxmpaHocTa BO yMETHOCTa, TeMUTE U nponemuTe
€O UCKNY4WBO WASOOLWKA MK NOSMTUYKA OpUeHTaLMja U rM oncepenpa acnekTUTe Ha MefycebHUTe KOMyHWKaLMK BO CaMUOT TBOPEYKM HHH, nejcTeyBaj-
KV BO aKTUBEH Avjanor co rneaaqmre/ MuHysauvTe. JOBMMKyBarbeTo / OfAaneHyBarbeTo Off aHraXMaHoT e UCTPaXKyBarbe Ha MOXKHNTE (hopMu M MO~
JanuTeTn 3a HAZAMWHYBAHE Ha HeroBarTa aHaxpoHudHa NojasHocT, 061y 3a HeroBo npe-hopMynuparbe UNK 3a Oaparbe Ha anTepHaTUBHW MOAYCU. [o-
CerawH1oT onyc Ha TOWEBCKN & naeanHo MecTo 3a aKTyeNuanparse Ha NpatlarbeTo OKOJly OnopTyHOCTa Ha dachakakkeTo BO NMPOCTOPOT Ha OHa WTo &
¢hOpMYNUPaHO Kako YMEeTHOCT Co penauuja. MocTojaT ABe aHTarOHUCTHKW NOCTABEHU ONUMK: a) AeKa NpoMeHarTa e HemsbexHa / yMETHI/IKOT Tpeba ga
6uge aHraxupan (Cyan Mabnuk, Mapwa Takep, Tomac MekEsunu, ApTyp [laHTo, Hukona Bypwo, [ejsug Majkn flesuH, Xatc XaKe) u 6) gexa ymeTHoc-
Ta He MOXeE W He Tpeba Aa ce BMellyBa BO FOpPeYKMTE TOMoCK Ha *mnBoToT (Metas ®nobep, XKaH Mon CapTp, KnemexTt I‘pwHﬁepr)

YB0j fONT YBOA, € BO (hyHKLWja Ha e[jHO eAHOCTABHO W AUPeKTHO npawarse: flanu Wrop TolleBckn BepyBa BO MOKTa / e(heKTUBHOCTA Ha
yMeTHOCTa Aa ro MeHysa OnTeCcTBoTo? BnafeadkoTo MUCEHe Ha Aef 04 MakejoHcKaTa KpuTUka TBpAV AeKa NpoTecToT BO Herosute [‘IpOEKTVI ce
ceBegysa Ha KOHCTaTaumja Ha cocTojbuTe. Mako u camuoT aBTop, Bo NpeArosopoT 3a "[ocue ‘96", nuwysa 3a "obuy 3a cooqyBaree" 1 feka "He Hyav
peleHve’ cenak, NOrofiemMn apryMeHTy 3a yecMepyBatbe Ha HeropaTa TBOpeyka MUca BO KOHKPETHM CoLMjantin Ui Mopanku 065nKyBarba Ha Kyntypa-
Ta, ONWTECTBOTO, MPETCTABYBA HEroBaTa KOHCTAHTHA 1 Cé NoronieMa KoHLeHTpauvja Bp3 XKellkvTe npaliarsa Ha akTyenHaTa X1BoTHa npakca. Toa ce
anenuTe eMuTMpaHu og aenarta "CosplweHa pamHoTexa", "CnobogHn Teputopun” 1 “Mpouec”. AKo NPOMITHO ce cneaat asTopoBsuTe WHTEpBjya u
NPeAroBopy BO KaTanoauTe, Ke ce KOHCTaTupa Heroeata He TonKy KagudeHa peakuuja Ha oncTojyBareTo BO 8HO TOKCUHHO onwTecteo”. [eKoH-
cTpyKuMjaTa Ha UHAMBUAYANM3MOT, 0COBeH 3a AOLHWOT MOAepHM3am, TOWEBCKN ro 3aMeHyBa CO pe-KOHCTPYKLMja Ha AeBanBApaHnoT BPeJHOCEH cre-
TEeM W HW3 aKTUBEH AWjanor co OKONMHATA yKaxyBa Ha notpearta of 6yAHOCT W CBECHOCT Ha eAuHKara. W nokpaj MapriHanuavpaHaTa ynora Ha ymer-
HWKOT, aBTOPOT BEpyBa fleka Toj (YMETHWKOT) MMa KanauuTeT Aa Bnujae Ha cpeanHara Bo Koja ce peanuanpa. AKO 0Ba CO3HaHWe e HeBUCTWHMTO, Toral
peuucu ABeTe AeleHuM 04 HEroBOTO OMCTOojyBatbe Ha 6apukaauTe Ha He-cornacysarbeTo, Tpeba fa rv npornacMe 3a HenckpeHu unu axkHu, sa aema-
rOLKY Aeknapauym’.

3| "YMETHWKOT CO NOGPEACTBO HA ECTETCKUTE NPeAMETH NpousBeAyBa, Nped cé, penauyvn mefy nyfeto n ceetot", Nicolas Bourriaud, Rélatiions esthétiques, Paris.
4] "HoswuTe npawarsa Wro Tpebda fa ce NoKPeHaT He Ce BEeKe Mpallarsarta 3a CTUNoT U r‘oqp»(mmTa TYKy Npallarsata 3a colujanHa u onITecTBEHa OArOBOPHOCT U 38 MYTITUKYNTYPANM3MOT
WY 33 NapanenHUTE KyITypH, NOBEeKe OfOLTO OHA 33 JOMUHAHTHMOT MOHOKYNTYpanuaam" Suzi Gablik., The Reec hanemetrl of Art, Thames and Hudson, New York 1991, p. 4;
BEPyBaM AeKa YMEeTHOCTa He MOXKe ga eraucTypa 0A0BOeHa OF, COLMjanH1Te, NONUTUYKUTE U KyNTypHWUTe 3acerarsa’, Marcia Tucher, ibid. p. 181;

"VmMeTHeCTa He MoXe Aa buae moHonor", Anbep Kamu,

"YMEeTHUKOT He e u3onupax cucTem. 3a Aa npexxvees Toj Mopa nocTojado Aa buhe BO WHTepaKyuja co CBETOT OKOMy HEero. _Teopucki Hema rpaHuLy Ha oBaa MHBonBMpaHocT". XaHe Xake

5| "MKMBOTOT € TOMNKY rPo3eH, Taka WTo MOXe Aa ce NoJHecyBa camo ako ce nabernysa'( ( MucTas nobep); "Mopa aa ce yurme aa xuseeme Gez Hagex" (XKaw Mon Captp); "YmeTHocTa
rpeba fa ce 3aHMMaBa co yMeTHWHKK rpawarsa’ (KnemeHt Mpunbepr)

6| "Cé noseke ce rregam Kako akTMBucT"; "OHa LWITO € jacHO @ camo Toa fAeKa NpeTcTon 6opba Bo Koja Mopa aa ce BKNy4W Cekoj Of) HAC 1 HeKaKo Ke Tpeba fa ce uaHajde Ha4vH Kako aa ce
£ojae Ao oHa WwTo Josed Bojc ro Hapekysa BUCTMHCKA UMM WAGANHa ABMOKpaTHja'. W Toa CeKako Ke ce Cny4u co HeaameHnuBaTta WHTepBeHLMja Ha YMETHOCTE, Kako eqHO 04 HajeunHuTe
opyja Ha coBpemeHuoT Yoeek (Bo: Mrop Towescku: Benesu, Marop, 2002); “MoBOPHUK Cym Ha Hekaksi cyOBep3vBHW AejCTBYBatba BO YMETHOCTA - CO Mani NapTM3aHCKn cTpaTernckn
NoTesyu MOXAT fia ce HanpasaT MHory patoTu®, Wrop Towescku, Bo: Mumosa lMeTpescka, opus. cit. (60naupaHaTo e moe).

7] " ...OHa BO WITO U feHec CyM LBPCTO yOBAEH e AeKa YyMEeTHWKOT Mopa CeKorall O4HOBO Aia ce npeucnutysa cebe cU Kako W cpeauHaTa okony cebe, uaHaofajkin HOBW BPEAHOCTH U OTBOPEHO
nocTaByBajky KpyuWjantu npawarba rpeky ceoeto aeno”. Bo: Mrop Towwescku, beneau, opus.cit.




8| "3a meHe, Ha
npumep, cekoratl 6un
nNoBaXKeH camuoT Mpo-
Lec Ha apTuKynupare
Ha KpeatusHaTa
eHepruja. 0TKONKY
peaynTaToT Ha Toj npo-
uec, buaejku ToKMmy BO
TOj TECEH NPOCTOP
"nomery ymerHocTa 1
xusoToT"
(Paywienbepr) o6u4HO
nexar 1 Hajronemute
BucTuHK. Co Apyru
a6oposu, LenTa Ha
naToT He e KpajHaTa
AecTuHauuja, TYKy
camoTo natysarbe".
Wrop Totuescku. Bo:

" Beneau, opus.cit

9| Ha neuaToT nuuwysa:
CamoCcToeH YMeTHUK -
cnukap / TI CAHAWH-
WUCTA / Urop WeaH
Towescku / Ckonje

10| "K. ro rnega ate-
TbeTO Ha CNMKapoT BO
Cypor. "Ha wto ce
yynute? OBa ce cygc-
KW KaHLenapuu... na
The ce HaoraaT
peyMcH Ha cekoj
TaBaH...BCYWHOCT W
MOETO aTerbe e
cocTaBeH fien Ha cyf-
CKWTE KaHUenapuu, Ho
CYyAOT MM ro oTcTanu'.

"Toj 3akou ue mu e noszuar", peue Joced K.". "Tonky nonomo 3a Bac", 3a6enexa crpaxapor. "BepojaTno Toj nocron camo go
saumre raasu", ogrosopu K... "I'nejaj Bunnjame, Toj Npu3HaBa [eKa He ro No3HaBa 3aKOHOT, 4 HCTOBPEMEHO TBP/IH €Ka ¢ HeBuu".
"TloTnoano cu BO NPABO, HO HEMY He MOXKell HAMTO a My oGjacaum"

Moauymjata Ha TONKyBay- KpUTHUYap (HAMeCTO CTas Ha pamHoAYLIeH HabsbyayBad) € OCHOBEeH Hocadu Ha eHeprujara u
B0 npoekToT "lNMpouec”. JIndyHaTa 3acerHaTocT 04 NerMTMMHoTO AeduHuparse Ha cno6oAHUOT CNUKap U BOOMLUTO TBOPELOT Kako
"Tproeey noeguHewl" Bo 4enoT oA "3akoHOT 3a TProBCKU AplTBa" e AWpeKTHa NpoBOKaLWja 3a co3faBareTo Ha uHcTanaumjata
"Mpouec”. PearvparbeTo BO NMKOBHA (hopMa Ha ancypaHaTa nocTaBeHOCT / paHrMpaHoOCT Ha efieH O/l Haj3Ha4YajHUTe MUCTIeHKN
CMOeBK BO OMWTECTBOTO - CO3AABAY0T - BCYLIHOCT ja o6egnHyBa MHAVBUAYanHaTa co KoekTueHara "gpama”. MHTumHara npu-
Ka3Ha CcTaHyBa 3aejHW4Ka, nocebHoCTa onwToCT.

HacnosoT "Mpouec" - efHOCTaBEH, jacHO AethuHUPaH, NaKoHCKW CPOYeH, Kako W Kaj MOBEeKeTO HeroBn OCTBapysarba
("MpemecTyBara”, "focue ‘96", "TpaHdepun", "CnobogHu TepuTopun”) - ce CUMTYBa BO HEroBaTa eTUMOSIOLWKA NPOCTOPHOCT Ha
3Hader-a® CosgaBar-eTo Ha [4enoTo TeHAEHLMO3HO Ce pasBMBa HUS HarnacyBarke Ha eTanuTe: NPoLec Ha NuLLyBaHe Ha TEeKCT,
oT-NevaT-yBarbe Ha aBTOMOPTPET BP3 SUA W CYKLIGCMBHO PErucTpupar-e co BUIE0 Kamepa Ha BpeMeTo BO JBuxketbe (1).
BoBnekyBareTo BO NapafokcuTe Ha NpaBHUOT ranumarunjac Ha bupokpartvjata, e Bo TemaTcka Kopenauuja co KakujaHckaTa
HanygHW4aBa 3arHe3geHoCT BO KOpUAOPWTe Ha npasfaTta U BucTuHata (2). Mrop TOLEeBCKM ro XKMBEee, HO U TMKOBHO 10
oTenoTsopysa, u de facto v de jure, theHOMEHOT Ha cMOBOAHMOT cnMKap (Ha UHTeneKTyaneuoT), hopMynupaH BO akTyesnHUMoT
"3aKOH 3a TProBCKMU ApyLITBA" Kako TProBew - NoeAvHeL, CO anysun Ha MOXXHW AeOpMUTETH, HE Camo Of couujanHa unm
OMLITECTBEHA, TYKY U 04 ncuxo-chmanyka npupoga. Bo oBaa TpeTo eTUMOMOLLKO MCHUTYBaHe, MPoLecoT ce apTUKyvpa aypu U BO
HeropaTta MeguuMHcKa 03Ha4YeHoCT: Tek Ha 6onecta BO pa3nuTok(3).

®parmeHT of "3aKOHOT 3a TProBCKW ApPYLITBA" € AUPEKTHO UCNULIEH Ha
n3noxbeHute sMaoBK (BUCUHA Ha BykBUTe 24 cM.). Ha YenHWoT sug co NoMoLl Ha
neyaT » MacTUNO aBTOPOT ro OTME4aTyBa CBOjOT NOPTPET CO BTPEHYEH Nornes
BO nybnukarta. Buaeo-cnukarta 4ONONHUTENHO ro Npe3eHTUpa LenuoT npouec Ha
co3aaBakbeTo Ha genoTo. OBOj TEKCT e NuLyBaH CUHXPOHO Ha CO34aBaH-eTo Ha
[enoTo: UCKMy4uTenHa npueumervja ga ce buje csefok Ha etanuTte Ha
pararbeTo Ha "lMpouec”. AKycTU4HOCTa Ha n3noxxbeHarta cana - atesbe ro
HarnacyBalle puTamoT Ha yAupareTo nevatu, anyaupajku Ha cyaHuUa Bo Koja
OflIEKHYBA YEKAHYETO Ha cyavjaTta unv Ha NOTNULLYBaHe Ha NpecyauTe co Kow ce
3ane4aTtyBa Heduja cyabuHa. 3ByYHaTa nocnefoBaTenHocT Ha yaapute of
"CruKareTo" co neyar, a noToa camara peneTuumja Ha MopuTe Tpari Ha mac-
TUMNOTO Ce 03HAaYyBa4M CO MapruHanHo sHaqerse. CywtecTBeHaTa naeja goara
0/ CAMMOT aKT Ha MyNTUMNIIMKaUWja Kako 3HaK Ha ryberse Ha yHUKaTHOCTa, Ha
MNOHULLTYBaHETO Ha OPUrMHANOT M BO KPajHO MCHUTYBAH:E - aKT Ha CKBEpHaBeHe
LOCTOMHCTBOTO Ha YMETHUKOT. ABTONOPTPETOT, CO343AAEH BO TAKOB TEMATCKM
KOHTEKCT, CO TaKBW CpefCcTBa U HW3 TakoB Mpouec, e uMHWYeH AoKas 3a astoge-
cTpyKumja. Moctankara no xuepxuja Ha 3Hayere e UAHTUYHA CO NOHULLTYBaH:e-
TO Ha TBOPELIOT 0/ CTpaHa Ha 3akoHckaTa perynaTvea. [1o3HaTo e geka so
JanoHuja yMETHULMTE HAMECTO NOTNUC KOPUCTAT MeyaT - CUHOHUM Ha Geaspeme-
HaTa AumeHsuja. Ne4aToT Ha TOWeBCKU He e A0Kas 3a MAEHTUTETOT, TYKY

[0Ka3 3a YHUWTyBarbe Ha ngeHTuTeToT. BeyHocTa e 3ameHeTa co edhemepHocTa.
PasjafeHara, (hnyKTyaHTHa CTpYKTypa Ha aBTONOPTPETOT ro aprymeHTupa 3acer-
HaTUOT OUIHWUTET Ha NMYHOCTA, MHOTY BHUMATESTHO U MHTETUIEeHTHO.

Tpaxcdep #66 ; Transfer #66, 2002

Mo npeTxogHo HanpaseH koHuenT "Mpouec” ce rpagewe 15 aeHa Ha nuue mecto Bo My3ejoT Ha coBpemeHaTa ymeT-
HocT. OBa 06eMHyBaHe Ha efHO MECTO Ha TPU COCeMa PasfIMyHW MO KapakTep KOHTEKCTU: yMETHUYKO cTyawo/ paboTunHuug,
nanox6eH NPoCcTop M CyAcKa cana, Ha YyAeceH HA4YuH Hé BoBeyBa BO MEMIIOCAHOTO aTerbe Ha CMKapoT TUTOPEenu off POMaHoT




" 10 ; ; : .
“Mpouec” Ha ®paHy Kadhka n Kaj Kaghka u Kaj ToleBcKM, He3aBUCHO, Ce MOCoYyBa Ha CTPAaBOTHATA PALLMPEHOCT Ha aAMUHUCTPALMjaTa M HA HejauHa-

Ta anoAvKTM4Ha HameTHaTOCT Haf, OMWTECTBOTO, BO CIy4ajoB U Hazj TBOpuMTe. ABTOPOT cW 3emMa cnoboja fAa nocoyu Ha Toa nocTojaHo pacnararse, 1
Ha CMCTEMOT W Ha YMETHWKOT O/ CTpaHa Ha GMPOKPAaTCKWOT anapaT, Aa yKaxe W Aa rv Herupa 6eCMUCNIEHUTE U NapafoKcarnHu Koavparba Ha nerucnaTu-
Bara. MPOTECTOT U KOMEHTAPOT Ha TOWEBCKM Ce BU3YENHO [E@MOHCTPUPaHK BO cothucTHLMpara, eaHocTasHa u uicta dopma. Ha rnepavor my e
OCTABEHO CaMm Aa r'v aHanuaupa AeuHuyunTe of "3akoHoT 3a TProBeKK ApywTea - Oagen - Tprosel noefuHel”. Tue ce camo eKCNMMULMTHO BTEKCTEHM
Ha suaosuTe 1 ro GombapAnpaar rneaaqoT co BUCOKonubapckaTa apTunepuja Ha HUBHaTa ancypAHa MUCIOBHa rpafa. YuTajku ro, ce npaliysas, ro
npaiysas Krop: Bo Koja rpacha, Bo Koja anuHeja, MoXe Aa cu ja npoHajge npodecvjata? Ha oBa efHOCTABHO Npawarse, U HYe ABajlara W rnegaqure
3anygHo Ke ro 6apame o4roBopoT, MaKo TOj € U CeKaAe W HUKaSe BO UCTO BpeMe: BUCTUHCKU GeKeTOBCKN vrpu Ha ancypgoTt. Ho, 3a Bo3BpaTt 3akoHOT co
Oppnenot ce nopatnven 3a 6eckpajHi MpoHU3vparba. Ha npuMep, CamMoCTOJHUOT yMEeTHUK = TProBeLoT - Noe/uHel MoXe fja KynyBa v npoaasa
"NoABKHM cTBapK"; "Aa TPryBa Co XapTuu Of BPeAHOCT"; Aa HabasyBsa 1 06paboTyBa "NoaBvKHN CTBapK 3apaav HUBHa obpaboTka'; aa ocurypyea,
npesesysa, 3acTanysa; fa BpLUM YrOCTUTENICKO-TYPUCTUHKA W M3[aBaqKa AejHOCT, MapkeTuHr; 4a NpousseayBa (hUnMoBY, BULEO-KACeTy, ayano-Buayer-
HW 3anvcu; fa neyartu, fa rpagu, Aa ypedysa "HernofBuKHWU UMOTU", co eaeH 360p, nako He e aeduHupaH HerosuoT cratyc explicite, Hemy NpakTU4HO My
© OBO3MOXEHa NoBeKeaHayHa akTUBHOCT. CepUO3HMOT MUK Ha aBTONOPTPETOT (MUHYLIMOSHO OTMEYATEH, Cyrepupajki eJHOBPEeMeHo paqHa pakoTeop6a 1
€M1eKTPOHCKa CNNKa) € (DPOHTASTHO MOCTABEH KaKo AOMVHAHTEH U BHUMaTeneH HabrbyAdyBay Ha CLeHaTa Ha Koja, MpeTnocTaByBam, Ke ce npenneTysaar
BUYZIOBUAYBAYKUTE MOrNEAM Ha CUTE OHME KON Ke cakaaT Aa ro pasbepar 6ECMUCTIEHO CPOYEHMOT TEKCT 0/, 3aKoHOT ' |

ToleBCKKU He e Tvrropenu‘?- CUPOMaBMOT CrMKap o4 poMaHoT Ha Kadka - Koj paboTi no AUKTaT, COrnacHo HameTHaTaTa MAeonowKa MaTpuya
Ha cyAckuoT anapat.Toj e, noBeke 61 ce pekno, cBoeBW/Ha napacpasa Ha Josed K., aBTop BO noTpara no norvkara Ha >KMBOTOT Koj, CyApyBajku ce co
HernorM4HOCTa Ha 3aKOHWTE, jacHo Ce CrPOTUCTaByBa Ha OHWE KoM cakaaT Aa GugaT oApedyBaqu Ha HerosaTa cyfbuHa. 3a Aa ro 3aqyBa UMYHWOT CUC-
TeM, HaMecTo NpenyLTarbe Ha GronowKara AeCTPYKTUBHOCT Ha 6e3HafeXKHOCTa 1 04ajoT BO CeHkaTa Ha arerbeTo, ToWweBcku 1 n3bupa oTropoT W Bep-
Garta Kako HajMoKHa MefnLHa. ToWeBCKM He My AaBa 0TKas Ha a4BoKaToT. Toj BOOMWTO He ro HU aHraxupa '?

Comwa AbGauuesa

lNpemecTyBatba ; Dislocations (action), 1995

11| "Onue akTn BepojatHa ce Tewko pasbupnmeu? “[a", peve agsokarort, "ce pasbupa. M He Bepysam geka Toj HewTo pasbpan og Toa. My ri 4ajoB 3a ga [obue bapem kakea
TaKBsa CriMKa KonKy e Tewka bopbara kojawTo ja Bogam 3a ga ro og6panam...[janu HenpectaHo (Bok) ri npoyyysaiue Tue akTM? "Peuncu HenpecTajHa", ogrosopk JleHn.

12| "3a BalwmKoT npolec Mu 3bopysawe Hekoj Tutopenu. Toj e cnukap, TTOpenw My e camo NceBAoHUMM, BUCTMHCKOTO UMe AYPW He my ro Hu 3HaM. Toj BeKe CO FOAWHM, OF Bpeme
Ha Bpeme, foara Kaj MeHe BO KaHLenapujaTa v ri HOCK HeroBWTE CIIMKUYKM, 38 KO - TO| @ PeYMCH NUTAY - CeKoralll My AaBaM MOHeWTo, Kako HeKo] BUA Ha Munocpaue. Brpodem,
TOa ce CNaTKW CIIMKMYKM, MYCTU Npeaeny U cnuyHo"

13| "danu geHec fojaosTe Kaj MeHe CoO HeKoja noonpeaeneHa Hamepa?", npawysa agBoOKAaToT. "fa, cakas fa B1 pedam geka of AeHEC BM o OTKaXKyBam nonHomowTuero." [la He
Me fiaxar ywuTe?, npawa agsokator. "Mucnam gexka He Be naxar, peve K."







Shake Society

"What people are they? What are they talking about? What authority do they represent? He lives in a legal state, peace is everywhere, all the laws are effective,
who dared to intrude him in his own apartment?"’

Igor Tosevski, being a Macedonian artist, is richer for one more experience than the Western artist. He was creatively articulated as an artist in the period
"after the Wall", labeled as post-communistic. Despite the fact that such an empirical approach bears negative markers, it is, however, a privilege of the countries of
the former Eastern Block and SFRYugoslavia. The transitions and transformation in these societies caused an aggressive transfer of the artistic interests in the phe-
nomenological domains (typical for the period before the 1990s), in the domains of the issues of palitical, social, economical, ethical or ecological provenience. The
traumas, the stresses, basically and most of all affected the health system of the individual - the most fragile layers of the human being”. Torn between the East and
the West, between the past and the present, the artists dwelling in this ambiance usually dedicate to disagreement, to not-silence, to a critical attitude, revealing to
the society their own J'accuse or Non passeran. The position of awareness of living in such a world leads to a transgression of the esthetic codes, at the same time
emphasizing the "collapse of the great narratives of art history" (Arthur Danto). Living and working in such circumstances makes the art in the mentioned regions of
Europe vivid and exciting. Our cultural environment is flooded with arguments in favor of this statement, lavishly delivered by the West-European art labaoratories
where exhibitions of artists from the post-communistic regions are being promoted on a large scale. Yes, something different is happening in the Balkans, something
new, that differs from the stories of the banal Western everyday. THERE 1S A CHALLENGE!

This is the context Igor Tosevski proceeds from. As a former participant of the
Macedonian underground scene of the 1980s and present "activist", he is in a spiritual close-
ness to "Fluxus" and especially to Joseph Beuys and his social performances and plastic. The
act of ignoring the borders between the actual life and creation determines his orientation
towards the non-heroic and the non-magnificent, that is, it points out the subversive engage-
ment both in reference to the occurrences in the society and in reference to the technical vir-
tuousness and the style. His first step in the artistic space is direct: he immediately avoids
and gets rid of the modernistic esthetic aura (with the complete drag of its relapses: the art of
imitation, the ideological and decorative arts, the art for art's sake) and directly enters the
post-modernistic world of intercommunications. Being a supporter of the unquestionable
independence of the creative act, process or expression, Tosevski utters the language in plu-
ral form, as a sum of letters - inter-textually. Same as Baudelaire's flaneur, he nonchalantly
operates in the fields of the video, the film, the photography, the comics, the graffiti, the ready-
mades, the painting, the drawing, the lettristic signs, the performance, the site-specifics and
the installations, but he collects only those style flowers that are the most appropriate mate-
rial for his multi-layered narrations. Such a bricollage of different artistic languages makes the
structure of his more significant actions and installations: "Dislocation” (1995), "Dossier '96"
(1996), "Perfect Balance" (2000), "Transfers" (2202), "Process" (2004).

On the other hand, the genesis of Marx's or Beuys's motto of equaling (filling the crack)
life and art can be read in his commitments in the field of the popular art: the graffiti, as
"an esthetics of the streets", made with the group "Zero", and the comics (in the 1980s),
while his intercommunicative achievements and the site-specifics scenes (the performance that was part of the exhibition "The Body Thinks" in Skopje, 2002
and marking the "Territories", "carried out" all over Macedonia and at the Fifth Biennial of Cetinje, 2004) are in conceptual neighborhood to the relational esthet-
ics of Nicolas Bourriaud*

[Locue '96, Benec ; Dossier ‘96, Veles, 1996

1] All the "bolded" quotations were taken from Franz Kafka's "Process", Zora, Zagreb, 1968

2| "Sometimes | see Skopje like Beriin in 1938 - 1939, There is a feeling of a fatality and decadence at the same time... | think that we have a psychological scar from the bombardment. Living on the edge is dangerous,
but is can be exciting and creative, too." Igor Tosevski. In: Mimoza Petrevska, The Solution is a Small Scale Art, Interview with Igor Tosevski, Denes, Skopje. 13.01.2000, p. 55

3| "By means of esthetic objects the artist produces, above all, relations between people and the world." Nicolas Bourriaud. Rélations esthéliques, Paris.




4| The new questions that
should be posed are not
the questions of style and
contents, but questions of
the sacial responsibility and
multi-culturalism or the par-
allel cultures, rather than
the ones on the dominant
mono-culturalism."  Suzi
Gablik, The Reenchantime-
nt of Art, Thames and
Hudson, New York, 1991,
p. 4."..| believe that art can
not exist apart from the
social, political and cultural
concems." Marcia Tucher,
ibid, p. 181. "Art can not be
a monologue.” Albert
Camus "The artist is not an
isolated system. In order to
survive he must constantly
be in interaction with the
world around him... Theo-
refically, there are no bor-
ders of this involvement."
Hans Haacke

5| "Life is so awful that it
can be stood only if avoid-
ed." (Gustav Flaubert); "We
must leam to live without
hope." (Jean Paul Sartre);
"Art should be engaged in
artistic questions."(Clement
Greenberg).

6| "l rather see myself as
an activist." "The only
thing which is obvious is
that there is a battle await-
ing and each of us must get
involved and somehow find
the way to reach the level
formulated by Beuys as
'real or ideal democracy'.
And it will of course happen
through the irreplaceable
intervention of the art, as
one of the mightiest
weapons of the modemn
man." (In: /gor Tosevski:
Marks, Magor, 2002.); "I
am a supporter of a kind of
subversive actions in the
art - with small partisan
strategies a lot of things
can be achieved." Igor
Tosevski. In:  Mimoza
Petrevska, op. cit. (the
"bolded" is mine)

7] "..What | still firmly
believe so far is that the
artist must always precisely
reexamine himself and his
surrounding, looking for
new values and overtly
posing crucial questions
through his work." In: Igor
Tosevski, Marks, op. cit.

Proceeding from empirical and not theoretical positions, Igor Tosevski revokes the closed structuralistic codes (he con-

quers the landscapes of the open system of Felix Gattari and Gilles Deleuse). By adopting the system of interdependence without
any subordination, the artist shows his awareness of the unfeasible persistence of the creative individual as its own subject closed in
a vitrine and incapable of being infected by its context. Tosevski turns the thesis of understanding oneself as the excrescence of the
society or as a monk distinguished from the crowd into a counter-thesis, into a gesture of resistance against the de-humanization.
His "thinking body" in search for a touch with the other, his "hunt" for the passers-by in the circular traps of his "free territories" open
horizons towards the “alternative sociability". Instead of competition, antagonisms and conflicts, it suggests an escape from the
closed "space of the insect" into the domains of cooperation and uniting.

The interrelation between the subjective and the trans-individual functions as a constant in the artistic language of Igor
Tosevski, with occasional shifts of this relation (in favor of the one - the intimacy - or the other - the collective). If the intimistic mark
refers to the works shown at his solo exhibitions (the paintings in the gallery "Mijacki Zografi" in 1994, the drawings in the Museum of
the City of Skopje in 1994, the "copied" prints "Transfers" in "Tocka", Skopje, 2002), the installations "Dislocation"”, "Dossier '96" an
"Perfect Balance" show his committed concentration into the social, moral, ecological domains. The case with the projects "Free
Territories" and the performance "The Body Thinks" surpasses the old meaning of commitment in the art, in the topics and the issues
with exclusively ideological or political orientation and observes the aspects of intercommunications in the very creative act, starting
an active dialogue with the spectators/passers-by. The approaching/distancing from the commitment is a research of the possible
forms or modalities for surpassing its outdated appearance, an attempt for its reformulating or a search for alternative ways.
The present opus of Tosevski is an ideal point for actualizing the question of the opportuneness of intruding into the space acknowl-
edged as art with relation. There are two antagonistically positioned options: a) the change is inevitable/ the artists should be com-
mitted (Suzi Gablik, Marcia Tucher, Thomas McEvilley, Arthur Danto, Nicolas Bourriaud, David Michael Levin, Hans Hz-xacke)"1 and b)
the art can not and should not be included in the burning places of life (Gustave Flaubert, Jean Paul Sartre, Clement Greenberg)s.

This long introduction was meant to lead us to a simple and direct question: does Igor Tosevski believe in the power/effi-
cacy of the art to change the society? The established opinion of part of the Macedonia critics states that the protest in his projects is
reduced to a simple ascertainment of the circumstances. Although in the preface to the "Dossier '96" the artist himself speaks of his
"attempted confrontation" where "he does not offer a solution”, the pointing of his artistic engagement to particular social or moral
modeling of the culture and the society is, however, due to his constant and growing concentration on the hot issues of the actual life
practice. Such were the appeals transmitted thorough the works "Perfect Balance", "Free Territories" and "Process". If we promptly
review the artist's interviews and prefaces to the catalogues we can see his not so velvet reaction to his dwelling in a toxic society®
Tosevski replaces the destruction of individualism, typical for the late modernism, with a reconstruction of the devaluated value sys-
tem, showing through an active dialogue with the surrounding the necessity of alertness and awareness of the individual. Despite the
marginalized role of the artist, Tosevski believes that the artist has the capacity to influence the environment in which he realizes
himself. If this statement is untrue, then the two decades of his persistence at the barricades of disagreement should be declared
insincere and false demagogic declarations’.

|

"I don't know that law", said Joseph K. "The worse for you", noted the guard. "It probably exists only in your heads", answered Joseph
K... "See William, he admits that he doesn't know the law, and at the same time he claims to be innocent". "You are absolutely right, but
you can't explain anything to him."

The position of an interpreter - critic (instead of the attitude of an indifferent viewer) is the basic energy carrier in the proj-
ect "Process". His personal concern by the legitimate definition of the freelance painter or artist in general as an " individual trades-
man" in "Law on Trading Firms" was the direct provocation for making the installation "Process". The artistic form of reaction to the
absurd positioning/ ranking of one of the most significant thinking strata of the society - the artist - actually brings together the indi-
vidual "drama" with the collective one. The intimate story becomes a common special generality.

The title "Process" - simple, clearly defined, laconically articulated, same as most of his earlier achievements ("Dislocation”, "Dossier
'96", "Transfers", "Free "Territories") - is understood in its etymological domain of meanings?The conceiving of the artwork deliberate-
ly advances by emphasizing the stages: the process of writing the text, the printing of the self-portrait on the wall and the successive
video recording of the time in motion /1/. The immersing into the paradoxes of the legal galimatias of the bureaucracy is in topical
correlation with the Kafka's nutty wandering the corridors of justice and truth /2/. Igor Tosevski lives and artistically incarnates, both
de facto and de jure, the phenomenon of the freelance painter (the intellectual), formulated in the actual "Law on Trading Firms", as

B




an "individual tradesman", with allusions to the possible deformations, either of social or of psycho-physical nature. In this third etymological reading, the
process is articulated even in its medical formulation: the course of a disease in progression /3/.

A quotation from the "Law on Trading Firms" is directly written on the walls of the showroom (with letters 24 cm. high). The front wall shows the
portrait of the artist, made of seal prints and ink®, with his fixed gaze at the audience. The video picture additionally explicates the entire process of conceiv-
ing the artwork. This text was written in synchronization to the conceiving of the artwork: an exclusive privilege to be the witness of the stages of the birth of
"Process". The acoustic exhibiting room - atelier only emphasized the rhythm of stamping, alluding to a courtroom that echoes with the judge's gavel or to
the signing of sentences that seal someone's destiny. The audial sequel of the stamps when "painting" with a seal and the very repetition of the blue ink
impressions are markers of marginal meaning. The essential idea comes from the act of multiplication as a sign of losing the uniqueness, a sign of annulling
the original and final reading - an act of desecration of the artist's dignity. The self-portrait, made in this topical context, with these means and following this
process is a cynical proof of self-destruction. The procedure that follows the hierarchy of meaning is identical to the annulment of the artist with legislative
means. It is a known fact that the artists in Japan sign their works with a seal - a synonym of the timeless dimension. Tosevski's seal is not a proof of identi-
ty, but a proof of the destruction of the identity. Eternity is replaced by ephemerity. The eaten, fluctuant structure of the self-portrait very carefully and intelli-
gently supports the affected dignity of the personality.

Following a previously made concept, the "Process" was being designed for 15
days in the Museum of Contemporary Art. The bringing together of these three contexts, com-
pletely different by character: an art studio/workshop, an exhibition room and a courtroom, in
a miraculous way lead us into the dump atelier of the painterTitorelli in Kafka's novel "Process""”
Kafka, same as Tosevski, points to the horrible omnipresence of administration and its apod-
ictic imposing upon the society, in this case upon the artists, as well. The artist took the liberty
to point to that constant dissolution, both of the system and the artist, due to the bureaucratic
apparatus, to point and to negate the senseless and paradoxical coding of the legislation. The
protest and the comment of Tosevski are visually demonstrated in a sophisticated, simple and
clean form. The spectator is free to analyze the definitions from the "Law on Trading Firms;
Section: Individual Tradesman". The quotations are only explicitly written on the walls, but they
attack the spectator with the high caliber artillery of their absurd formulations. While | was read-
ing them, | was wondering and | asked Igor: what article, what paragraph explains his profes-
sion. Both of us, together with the spectators will search for the answer to this simple question
in vain, although it is everywhere and nowhere at the same time: a real Becket-like play of the
absurd. But, in return, both the Law and the Section are liable to endless ironizing. For exam-
ple, the freelance artist, i. e. the individual tradesman can buy and sell "movable assets", "trade
securities", purchase and process "movable assets for further processing", make insurances, organize transportation, be a representative, work in the cater-
ing, tourism, publishing or marketing fields, make films, video cassettes and audio visual records, print, construct, design "immovable assets"... So, although
the artist's status is not defined explicite, she/he is allowed a variety of engagements. The serious person in the self-portrait (precisely printed, suggesting both
a hand-made and an electronic picture) is frontally positioned as a dominant and careful spectator of the scene where, | suppose, the astonished looks will
permeate of those who want to understand the senselessly articulated text of the Law '’

CnoboaHwu Teputopuu, LieTurse ; Free Territories, Cetinje, 2004

Tosevski is not T"l‘corellﬂ2 the poor painter from Kafka's novel who works at a dictate, in accordance to the imposed ideological matrix of the legal apparatus. He
is rather a kind of paraphrase of Joseph K., an author in search of the logic of life who confronts to the illogical laws and clearly opposes the ones who want
to be the determinator of his destiny. In order to preserve his immune system, instead of giving in to the biological destruction of the hopelessness and despair
in the darkness of his atelier, Tosevski chooses the resistance and the faith as the most powerful medicine. Tosevski does not fire the lawyer. He does not
engage him in the first placem.

Sonja Abadzieva

8| "I have, for example, always considered the very process of articulating the creative energy more important than the result of that process, because in this narrow strip 'between art and life'
(Rauschenberg) lay the greatest truths. In other words, the goal of the journey is not the final destination but the journey itself." Igor Tosevski. In: Marks, op. cit.

9| The seal reads: Independent artist- painter /TP SANDINISTA/ Igor Ivan Tosevski/ Skopje

10| "K. is looking at the atelier of the painter in the Court. 'What are you wondering about? These are court offices... You can find them at almost every attic... actually, my atelier is
also part of the court offices, but the court has allowed me to use them."

11| "Those documents are probably difficult to understand.’ "Yes', said the lawyer, 'of course. And | don't believe that he has understood a word of it. | gave them to him so that he
can get a vague picture of how hard is the battle I'm waging in order to defend him... Has (Block) permanently read these documents?’ "Almost permanently”, Leny replied.”

12| "A man named Titorelli told me about your case. He is a painter. Titorelli is only his pseudonym, and | even don't know his real name. For years now he's been coming occasion-
ally to my office, carrying his little paintings, for which - he is almost a beggar - | always gave him something, as a kind of charity. Actually, these are sweet little paintings, desert
landscapes and the like."

13| "Did You come to me today with a more particular intention?', asked the lawyer. 'Yes, | wanted to tell You that as of today | revoke my authorization.' "Are my ears deceiving me?",
asked the lawyer. 'l don't think so', said K."
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