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Bpopewe no TUWwWMHATA

.0 gpxam pe4HuoT 6paH Kako BuonmHa"“
lon Enujap, OTBOpPEHa KHura

lMocnegHuese neTHaeceTMHa rOAUHWM MNAAUOT
ymeTHMK BO MakenoHuja co3peBa BO KOM-—
MMEKCHW ONWTECTBEHWN OKOMHOCTM, Kako pesyn—
TaT Ha rnobanHWTe CBETCKU ABWXXEHa, HO 0CO—
6eHo KaKo pe3ynTar Ha Typ6yneHUMUTe BO ApXKa—
BaTa & BO HajHenocpegHWoT peruoH. Henoson-
HaTa KnMMa ro BOBMEeKyBa aBTOpPOT BO CMMeT Ha
Hegoymuuw. 360pyBajkv KpajHo NoegHOCTaBEHO,
HeroBaTa peakuuja ce pegyuupa Ha: a) TMBOK

0OTnop u Ha 6) arpecuBeH OTnop.

Kako npunagHvk Ha akTyenHaTa JIMKOBHA Cle—
Ha, AHTOHM MasHeBcku ce onpegenysa 3a CBO-—
©eBWHO MONnYere, Mako ja cnogenyea (Co make—
[OHcKaTa cpeavHa Ho, 1 CO CBETCKaTa) yHUBep—
3anHarta xenba 3a HagMWHyBarbe Ha HECTOKOj—
CTBOTO, KOH(PNIMKTOT, HEM3BECHOCTA Ha Bpeme—
To... Herosuot npoekt bpogor Ha Moyapt
(2004), Bo epHa KOHKypeTHa penauuja co
JIMKOBHWUTE MCKA3M Ha MHOTY YMETHWULM BO CBe—
TOT, cO cothucTUuMpaH cnyx 3a 3aefHuYKuTe

AvneMu Ha [eHewHwHaTa, e pedrekcuja Ha

OTyfeHoCTa W BOBJIEKYBAre BO COMNCTBEHWUTE
LACUXUHKK AnaboyuHK”, BO BHATPELUHWMOT sanc-
tum Ha ymeTHOCTa'. HeroBMOT mpocTop 3a Meau—
Tauuja, KoHTemnnauuja u 3a npexvByBare e
6poAoT Ha Xenbute co HeroBaTa TpPaekTopuja.
Co Hero TMBKMOT OTnop Ha MaaHeBCKM NioBu no
MeTagpu3nyKnTe NPoCTOPK: Of KoTaTa Ha MHAWN—
BUAyanHoTo [0 KoTata Ha TpaHCUHAMBUAyan—
HoTo. Ho, BegHaw Tpeba ga ce Harnmacu, geka
Tyka He ce paboTu 3a onnakyBaHe Ha ConcTBe—
HaTa 3arposeHa cyabuwHa wnu 3a cTpaB of
cerawHocTa W WaHUHaTa, HUTY 3a noTpara no
cebecu, TyKy 3a MOBfieKyBake BO MPOCTOPOT
KagewTo MoXe naa ro obHOBM 4YyBCTBOTO Ha
peanHocT BO OBOj CBET LUTO O NMPUHYAyBa Aa ce

HYBCTBYBa HepeareH U Jla>XXeH.

MpoekToT Epogot Ha MoyapT BU3yenHo e Kpaj—
HO efHocTaBeH. MarpageH e of ABe OCHOBHW
CTPYyKTYpu: ApeeH 6pog (80 x 200 x 650 cm.)
noctaseH BO 4MCT 6en NpocTop M NakoBu, (hUK—
cvpaHu Bp3 OKOMHUTE suaoBu. TenoTto Ha ctap
WUCTPOLUEH efipeHUK e 0O6HOBEHO M Herosara rop—
Ha XOpW30OHTanHa noepluMHA e obnukyBaHa BO
XKU4aH My3WHKW MHCTPYMeHT. [lBo3Ha4yHocTa Ha
0BOj M3MuUcneH 06jeKT ja co3gana uMmaruHauuja—
Ta Ha Koja M e cekoralw Hy)Ha gujanekTtukara.
HacnpoTtu samucneHata eHepruja, BrpazieHa Bo
dmanyKaTa CTaTUHHOCT Ha MNOBHUOT—MY3UHKU

06jeKT, ce NnocTaBeHy AUHAMWUYHUTE NaTekwu Ha

NakoB1TE, KaKo CBOEBUAHA BU3yenHa noTkpena
Ha 3aMUCNIeHWOT uTuHepap .u3rpaBupaH’ no
BOAHATa XOpWU3oHTana.

LleHTapoT Ha Komnosuuywjata BO OBaa WHCTa—
nayuja (6poa-My3n4KM UHCTPYMEHT) e 006jeKT,
HaBuAyM MOJIH, HO BCYLIHOCT WcCnpasHeT opf
yTpobaTa, 0 KOj pagujanHo ce wvpart 3pauu Ha
HeyyjHa myauka, a nponudpepauuwjata / MynTu—
nnukKauujata Ha NakoBUTE HaMEpHO ro npemec—
TyBa BHUMaHMETO Of LeHTapOT KOH MapruHure,
BO AyXOT Ha ugejarta 3a ,nonHa mapruHa“ (AHgpe
BpeToH).

bpogot Ha MoyapTt e paboTeH Kako ucrnoBeg u
BeXxba Ha akceTusam, CPOAHO Ha ,AHEMWYHOTO
KMHO" (MPBMOT U eguHCTBeH hunm Ha Mapcen
OuwaH), ,ocupomalleHoTo cnukapcTtBo® (Cemjy—
en beket), ,[lnepoajeto 3a ckygeH Teartap”
(Jup>xxu MPOTOBCKM), OHOCHO BO HALL KOHTEKCT,
Ha MUHWManM3MOT BO Hekou Aena Ha JopgaH
Fpabyn unu Ha [ywaH MNepunHkoB. Bo oeaa
cmucna, TBOPewTBoTo Ha Ma3HeBCckM BO Make
AOHCKMOT NMKOBEH aMbueHT © npunara Ha

chamunujata Ha HarnaceHo KynTUBUMPaHUOT

T "TMoeaguHeLOT ce NoBnekysa BO NCUXMUKWTE ANabounHU 3a
Aa ro 06HOBM YYBCTBOTO HA BUCTUHCKOTO, MPUMapPHOTO BUB—
ctB0... OBa e CYLWITECTBEHO 33 HEroBOTO EMOLMOHANHO npe—
JKMByBaH-e BO CBETOT MHAW(DEPEHTEH Ha NCUXMYKOTO WK emo—
TUBHOTO npexxuBysBarbe Ha eguHkata”. In: Donald Kuspit,
Idiosyncratic Identities, Cambridge University Press, New York,
1996, p. 147



NWKOBEH ja3uK. Toa ynaTyBa, Kako 1 Kaj cnome—
HaTUTe aBTOPW, Ha e€AHOCTABHO BMEYaTIMBKA K
aBTOXTOHM Ha4YWMHU Ha noumare, 36opysa 3a
6naropogHW4Ki npuctan KoH YMeTHocTa, ja

pasgsuKyea MucnaTta Ha NOUHAKOB HaYUH.

WHuymjanHaTa kneTka 3a parareTo Ha oBa fieno
BEpoOjaTHO NOTeKHyBa Of HajpaHOTO AETCTBO
(NpBUTE AETCKW UKOHW WCLPTaHW MNKU Hanpase—
HW 0f XapTwja ce KykuTe u 6pogosuTte). Koj 6un
ocnobofeH of nocakysaweTo Aa npobue Bo
fanedywHara, fa ro ocosHae 6eckpajoT, Aa rv
BKYCW pw3uuuTe Ha aeaHTypata? >Xenbarta’,
Kako MeTtadmauvyka KaTteropvja nospsaHa co
peanHocTa, 0TBOpa MOXXHOCTM 3a acoLujaLum BoO
eKcTeH3auja. BpoAoT — My3U4KW WUCTPYMEHT v
6yaw nereHguTe, MUTOBUTE, UCTOPUCKUTE CIy4—
KW W NTUYHKM MeYTaera 3a NyoBere, Tankare u
aBaHTypw®. BpofoT ja pa3byayea cumbonukara u
penauuute Mefy CTPaBOT U Iby6ONUTCTBOTO,
PU3UKOT U MPeTNasnuBocTa, Myaukara u sofara,
MaLIKOTO W >KEHCKOTO, OTBOPEHOTO W 3aTBO-—
PEHOTO, CTBAPHOTO M UMArMHapHOTO, OHTOMOLL—
KOTO M HEOHTOSIOWKOTO. 3Ha4eHeTo Ha Nnnose—
HETO MocodyBa U Ha 06euHYyBarbeTO Ha Kpaj—
HUTe pacTojaHuja (Ha UcTok co 3anag, Ha Ceeep
co Jyr) u Ha pas3nu4HuTe Bpemurba (o npep-—
LUMBUNM3ALMCKOTO 40 AEHEWHOTO, Of MWUTOMOo—
LWKOTO A0 NocToe4ykoTo). Bo Taa noTeHuujanHa

Hapauyuwja 3a 6pogoBute MasHeBCKM He e BO

61MCKOCT CO 3aTBopeHaTa CTpYKTypa Ha HayTu-
nyc Ha XKun BepH (6poa — kyka' ), Tyky ja npet—
noyWTa oTBopeHata nnosugba Ha PemboosuoT
lMujaH 6pog, KoOj KOj e ,ocno6ogeH of Wwynnwea—
Ta BHATPELHOCT, NMPeHecyBajku ro YoBEKOT 0f
newTepckara ncuxoaHanusa [0 BWMCTUHCKaTa
noeTukKa Ha UCTpaXKyBa4kMoT cTpemex“. Toj He
ro HOCU BO KOHKPETHUTE MecTa Ha 3emjara, TyKy
Of Apyrarta cTpaHa Ha cTBapHOCTa, BO peruo—
HWTE Ha TpaHCLEeHAEHTHOTO, ro ocnobonysa
eroTo W ro Haco4yBa KOH OTKPUBaHE HA Heo-—
rpaHu4yeHuTEe npenesarba Mef’y ancTpakTHuTe

aHTaroHU3Mu.

Baksute pemuHUCLEHLM ce noBp3yBaat M co
acuHuTeTOT HAa Ma3HeBCKM 3a faneKyncToqHa—
Ta unosoduja, Co ecTeTuka Ha 3eHoT. 3a aa ro
oco3Hae ,0Ha LWTO He MOXe fAa ce uMmeHysa™®
aBTOPOT ro 3a6opasa CONCTBEHOTO jac U Ce KOH—
LUEeHTpUpa Ha Mnojasu K HewTa 3a ja ja OTKpue
HMUBHATa CylITecCTBEHOCT, BUCTUHCKaTa Ccamo-—
npupoga. OpaanevysameTo of cebe eHOBpe—
MEHO 3Ha4n U aBTO-0CnobofyBarbe Off Heno-—
TpebHn 3aBUCHOCTU 1 0Cnobo/yBare Ha Npoc—
TOP: KOHUEHTPUpaHe BP3 KOHKPETHOTO HELITO W
NoWMCTOBETYBaHE CO Hero'.

CamosabopaBarbeto, MHTyuuujaTa u megutayu—
jata ja kynTuBMpaar, OQHOCHO ja ycospulyBaaT
cBecta’. O3Ha4yeHOCTUTE Ha janoHcKaTa ecte-—

TWUKa, BTeMesnieHa Ha 3eHOT, ceé HenpeTeHuuo3—

TB xoHcTpykyuu, 1995
TV constructions, 1995

2 |bidem, fidd. 155: ,XKenbaTta e Hepa3genHa Of ja3ukoT Ha
YMETHOCTA, Of ja3UKOT Kako TaKOB: CEeKoja Hamepa, MuUcnetse,
OTEenoTBOPYBa W3BECHa XXenba & 3agava Ha mgejara, Ha KoH—
uenToT e fa ja uaeHtuduxysa”.

3 Bnpo4eM, Koe [ieTe BO HAC He MEe4Taeno Aa ce OTUCHE BO
Heno3HaToTo, KOe He c¢e uMmnpecuoHupano og Mobu [uk,
Crapeyor # Mopero, Of nupatckute 6pogoeu, oa Tpoja,
AproHayTute u of TutaHuk, op Opucej, Marenad, Konymbo,
Backo ge Nama?

4 Bugw: Ponan Bapt, Bnbpaxenuero Ha 3Haka, HapopHa
kyntypa, Codmja, 1991, ctp. 117

'S ibidem.

6 3eHoT He caka gma 6uge Hekaksa crekynauwja, TYKY
HenocpejHO UCKYCTBO Ha OHa WTo e 6ecTeMeneH Temesn Ha no—
CTOEYKOTO, HECO34aAEHO Of YMOT KOE... HE MOXe fa ce caTu
v npoTonkysea... Tpeba ga ce ogv Ha camosagnaboqysame, BO
HajAnabokoTo AHO Ha AywaTa, 3a fa ro 0co3Haeme OHa LWTo He
MOXe fia Ce MMEHyBa, LUTO HeMa Ha4yMH HU Temen, na Aypu aa ce
coeguhnme co Hero'. Bo: Eyren Xepuren, 3eH Bo ymMeTHOCTa Ha
cTpenare co nak, TabepHakyn, Cxkonje, 1996, ctp. 17.

7 Bo cMuUcna Ha NO3HATUOT KoaH: HabrbyAyBaj ro 6améycoT 30
rOAMHKW, CTaHU U camuoT 6ambyc, 3abopasu ce'".

8 3eHoT ce ofHecysa Ha NMpOLECOT HA MeguTauujata W Ha
HEroBuTe pesynTaTu BO CBECTA...Ha Haf-CBEecTa, MUCMNEjKn Ha
OHWe cocTojbu Ha cBecTa BO KoM ce rybw YoBeykaTa civka Ha
CONCTBEHOTO jac unu camo-crmkara’. Bo. Emst Vud, Aecmk
zena, Dedje novine, Gornji Milanovac, 1989, str. 128



The End, 1996 uucranauuja, geramn

The End, 1996, installation, view

W T e

A se esse, 1998

HOCTa, acuMeTpU4YHOCTa, eAHOCTaBHOCTAa, Cro-—
KOjCTBOTO, MON4YenueocTa, cnobopara, Hegope—
YyeHocTa... Tue ce ,MMNpecun Ynja KpaTkocT 6u ja
rapaHTupana nepgekuujara, a 4Ynja egHocTaB—
HoCcT 6M cBepodena 3a gnabo4quHaTa™. Pedncu
cuTe nNpoekTu Ha AHTOHW Ma3sHeBCKuW ce 06BUT—
KaHW CO TULUMHA W FO HarnacysaarT NoMMOT npas—
HUHa. CTPYKTypvpaHu ce CO KpajHa eKoHoMuja
Ha BW3YenHOTO BRoxysare. MUHMManMamoT e
HWBHaTa OCHOBHa MaTtpuua: BO (pOHOT Ha npas-
HOTO none 36opoT BO uHcTanauwjata THE END
(1996) pechenekTmpa naTteHTHa MOKHOCT, a TeK—
CTyanHuTe eTUMOsOLLKK objacHyBara Ha The u
Ha End ro no4uTyBaaTt KO4OT Ha ,eAHuoT aron“'’;
06jekTOoT A se esse (1998) e peayuMpaH Ha 3HakK
KOj rnm obeguHyBa CNpOTMCTaBEHOCTUTE,
aHanorHyW Ha KUHEeCKMTe MUKTOrpamu 3a CoOHLEeTO
W MeceuuHaTa; Hemute TB KoHCTpykuyun (1995)
ja sameHysaaTt npochaHocTa cO eAHOCTaBHWUTE
3paynm Ha CBET/IOCHWTe MNUHWK; TOBOPOT BO
wHcTanauvjata Meryspeme (1998) e cocpepo—
TOYEH Ha MOHOJIOr BO MCMPa3HEHOTO 3Ha4ver-e
Ha HeMuwoT npocTop; Toa u jac (2000) ,packaxxy—
Ba‘ 3a HegoNWpPAVWBMOT AyX Ha Me4yTaTta BO

,CEKaBarbeTO Ha HeNMocToe4YKOoTO".

MpoekToT Bpogor Ha Moyapt (2004) Ha ywTe
noHarnaceH Ha4vmH ce BTonyBa BO e4HOCTaBHOC—
Ta Ha Taa 6y4HOCT Ha MONYEHETO BO NpasHUHa—

Ta. EgHO3HaYyHO Kako v BO cCnoMeHaTuTe gena,

CKpXKaBocTa Ha [OWCKYPCOT ce objaByBa Kako
notpeba 3a ocnobogyBare 04 BPECKaH-eTO Ha
cnukuTe, BykBUTE U NUCMaTa, KOW ro NpoayLUn—
paaT 3amOpOoT BO [AEHELIHOTO ONWTEeCTBO.

MasHeBcku cmeTa ,E\EKa TUIKMHaTa 1 MON4YereTo
ce TWe CUMKM WTO MoXKaT fAa Hé ocnobopat of
HWBHaTa TupaHuja. OBue ABe KaTeropuu ro 06—
jacHyBaaT OHa LITO He MOXe [a o KaXke ja3uKoT.
MpexuByBaH-€TO HA MUHSIMBOCTA BO XXMBOTOT Ce
cyrepupa npeky Heroesara 3ameHa CO TUMBKOTO
YMETHUYKO TonKyBakse. Acouupa Ha Anmca Bo
3emjara Ha 4yygara v Hej3uMHOTO rnobanHo nep—
LUnNMpar-e Ha NPeTaHTpynaHnuTe NonuLM BO Npo—
AaBHULATaA, HACNpPOTU HanygHudasaTa >xenba
£a pornpe [0 BMCTMHCKATa COApP»WUHA W pej Ha
nonuuyute. [la ce npuceTVMe Ha Taa Hej3uHa He—
MOK [ja ce COCpefjOTOMM Ha KOHKPeTHWUTE npeg-—
METU KOW Ce HaofaaTt Ha NonuuuTe, KoM cexorall
ocTaHyBaaT Mpas3HM Kora Ha HWB Ke U 3anpe
nornefoT. Ma3HeBcKu caka fa ja BoBre4e ny-—
6nuvkaTa BO acKkeTCKW NpocTop 3a MeguTauuja u
KOHLIEHTpaLuja, BO KOj e noTeHuujaneH AonupoT
Ha HalWeTo BHATpewHo 6uTue n Ha eceHuwjaTa
Ha HewTaTa: Aa ce BUAW BUCTUHCKATA COAPXKMHA

Ha nonvuuTe.

9 Roland Barthes, Carstvo znakova, August Cesarec, Zagreb,
1989, str. 93

10 Napasot epeH aron” uM ,WTEANMBO YeT4e" BO janoHCKOTO
CnMKapcTBo cymure pedepupa Ha KpajHa NpeymsHocT U Wrieaetbe
Ha 6ojaTa M ABWXerbaTa Npu HaHecyBareTo Ha TywoT. Bugw:
Dejan Razi¢, Zen, Decje novine, Gornji Milanovac, 1985 cTp. 205



Meryep 1998, ywja, gevars

Meantime, 1998, installation, detail

Mpa3HuMHaTa, TUWIMHATA (MON4YeHeTo) W
COBpPLIEHCTBOTO (ybaBuHaTa) rv um3fgBojyBam
KakO OCHOBHM HOCa4vn BO MWHUManUCTu4dkarta
n3pasHa naneta Ha MasHesBcku. lNoMMmoT Ha
npasHWHaTa Toj He ro cdpaka Kako OTCycTBO,
KakKo He-mnocToerse OAHOCHO Kako nocebHo,
aBTOXTOHO CYLUTECTBYBaHe, TYKY Kako KOH-—
CTUTYEHC Ha 06nnKoT. Toj e coap><aH BO 0bjeKk—
TUTEe, bKMaejkn KaaelTo Hema o6NuK, Hema HUTY
npasHuHa (,06NMKOT e npasHuHa, a npasHuHaTa
06nmnK)".

Co nocTaByBareTO Ha efHOCTaBHaTa KOMMNakT—
Ha KOHchurypaumja Ha 6poAOT—-MHCTPYMEHT BO
6enunoT My3ejcKu NPoCTOP U CO MOHTUMPaHEeTOo Ha
flakoBUTE BP3 SWA0BUTE, Npa3HWHaTa e Taa WTo
ro pasbyaysa ymoT Ha rnefaqoT'? u ro Haco4yea,
He TOJIKY KOH caMuoT 6po—MHCTPYMEHT, KONKY
Ha MOXKHOCTa Aa ja NoYyBCTBYBA roneMuHara v
WIMpOYMHATA HA BOAEHMOT MpOCTOpP W narty—
BakeTO HW3 HEero, MWMpOT W 3aJ0BOJICTBOTO.
MexaHuamMuTe Ha BakKBUOT Pe3ynTaT ce KOHCTU—
TYTUBHW ENEMEHTW Ha 3eH meTogonorujara.
ABTOpOT ja ocroboun cBecTa o/ cekaBarsaTa u
MucnaTta 3a 06jeKTuTe, rm OTCTpaHun peanu-—
TeTUTe Ha CBecTa U Ha MaTepwjanHoTo U BO TOj
MOMEHT, Kora HeroBuot ym 6N ncHncTeH oA
6anacToT, Kora ocTaHan rnpa3eH 3a Apyrute
HewWTa, ro BKNy4un npeaMeToT Ha BHUMAHWETO:
MOUMWUTE Ha CMIOHTAHOTO NOBEHE 1 6neckoToT /

UCTPEenoT Ha NakoBuUTe. CeecTa Ha rnegadqor e

Taa eHepruja koja Tpeba ga buge cnocobHa (Bo
e[1eH NpoCTOp UCTO Taka ocnobodeH of LWyMoBM)
.42 M cornegja, oceTW, cnylwHe, nomupuca...
HewTarTa Kou ce NUWeHn of cBojata 06jeKTuB—
HOCT. 360poBUTE M MUCIUTE HE MOXaT Toa fa ro

[OCTUrHaT, HO CBECTa M CO3HAHWeTO MoXaT"'™.

lMpasHuHaTa e CUHXpoHa Ha pejyKuujata Ha
roBopot. MWHMMaNUCTUYKKMOT cKannen Ha
Ma3aHeBcKkM ja amopTuavpa enokeBeHyujata v ro
BOBeJlyBa Mo/l4eHeTo. HarnackuTe Ha oBue ase
KOMMNOHEHTW oTcTanysaar o/ no3Harara emnup-
vja Ha HapaTWBHATA CTPYKTYpa U ce MPUKIIOHY—
BaaT KOH uzejata 3a ,6enoto nucmo” (Manapwme,
bnaHwo)". MucmoTo Ha MasHeBCKW ce pacTo—

BapyBa Of rycTUOT TOBOP W Of TeXxuHarta Ha

1 MNpaskuHarta uspasdeHa Kako npasHu NpocTOpU BO BU3Yerl—
HWT@ YMETHOCTYW, KaKo TULLMHATA BO My3UKaTa, Kako BpemeH—
CKUTE W NPOCTOPHWTE E/IMNCU BO Noe3ujaTa u KHUXeBHoCTa, unu
He—/BWKereTO BO Urpara, 6apa ofipefeHa ecteTcka topma 3a
Aa ce cosgage u fa ce pasbepe. Mgejata Ha npasHuHara He ce
MOCTWrHYBa CO aHANWTUYKO Pe30HMpak=e, Taa Mopa Aa ce cdatu
BO ecTeTcka cmucna. EcTeTckuoT 06nMKk € npeAycnos 3a KoH-
uenTyansaTta nepuenuuja‘. Bo: Dejan Razi¢, Zes opus cit. cTp.
199.

12 .npasHuHaTa Ges 360POBW rO BOCMOCTABYBA MWUCMOTO;
TOKMY Of Taa npasHuHa ce ABWXaT KOHOTaLUMUTEe Of KOW 3eHOT,
BO 0cnobofyBaweTo 0 cekoja CMMcna, NUWYBa FpaguHu,
rectoBu, 6ykeTu, nuuya, Hacuncteo®. Bo: Roland Bart hes, Carstvo
Znakova, opus. cit. cTp. 10)

13 Emst Vud, , opus. cit., cTp. 85.

4 3a xan HemMa HWWTO MOHEeNocTojaHo 0f 6e/10T0 MUCMO:
MHOTy 6p30 TaMy KafewTo MMano HeorpaHwdeHa cnoboga ce
narpagyBaar aBTOMaTU3MU, MPeXa 0f BeKe aHaxpoHu hopmu cé
noseke ja ondpaka npeuW4YHATa CBEXWHA Ha [UCKYPCOT, Ha
MECTOTO Ha CNoGOAHKOT GECKPAEH ja3uk OAHOBO ce pafa ncMo”.
Bo: Ponax BapT, Bro6paxeHHeTo Ha 3Haka, opus. cit. cTp. 227-
280



360poBuTe, 1 Taka ocnoboaeHo og 60raTtcTBOTO
Ha peTopukKaTa CM ja Bpaka HeBMHOCTA M
CBEeXWHaTa Ha u3BOpoT. Tenata Ha NakoBuTe
(hopMU—NUHWUK, NpegMeTH CO MUHUMATEH BOJy—
MeH), HaHWXaHW Ha SWAOT ja AoKaKyBaaT TpaH—
CMapeHTHOCTa Ha ja3uKoT HeYyjHO U3roBOPEH, CO
naysu, npasHuHW, enuncu. Tue ce ,uctpenaxu’
CO efleH crnoHTaH rect, 6e3 aa 3aTpenepu paka—
Ta, 6e3 fa ce uarybm 3gMBoT, NECHO U NPUPOAHO
KakKo LUTO CHeroT HeXHOo ce nuara Hagony no
NIUCTOT Ha KOj ce HaTanoxun. TuwuHaTta u
CMOKOJCTBOTO BO MMarnHauumjata Ha rnegaqoT ce
BO (DyHKUMja Ha ywWwTe noronemo HarnacyBahe
Ha SYHeHeTO Ha TeTuBaTa npef Aa ce OTKauu
cTpenarta'. PactojaHueTo Mefy Xuuyute u
KOHKaBHaTa WCMNpasHeToCT Ha BONYMEHOT Ha
6poA0T—MHCTPYMEHT Ce BO , TMBKA KOMYHUKaL—
ja* (BUHMKOT) CO He—-MAEeanHOT pUTam Ha Nlako—

BUTE.

KakBsa e chyHKLMjaTa Ha TULIMHATA BO 4ENoTOo Ha
MasHeBcku, cornegaHo Hu3 KrnacvudukauyujaTta
wTo ja ytepaysa Cy3aH 3oHTar? '°. Ako Taa He e
L,LOTKaXyBarbe ofj Mucnara“, ako He ro ,noTBpay—
Ba 3aBpllyBar-eTo Ha mucnara“’, Toraw Tu-—
LUMHaTa CeKako e BEeHTUM, oTBOp Koj ,06e36eny—
Ba Bpeme 3a npognaboyyBarbe Ha mucnara“™ m
3Ha4u HaMepHo Harnacysarbe Ha rosopot”. Bo
OBOj KOHTEKCT e upaejata Ha MasHeBckM ga ja

npomoBupa TULLUMHAaTa (MaKO Taa ce cmerta 3a

AvjanekTuyka CNpOTUBHOCT HA FOBOPOT) Kako
3ameHa 3a roeopoT. Taa Kaj rnegadqure ja akTu—
BUpa nocakysaHaTa My3uka, ABUXEHETO Ha He—
MOTO Tesio Ha 6POAOT—MHCTPYMEHT U SyHeHeTo
Ha nakosuTe. TUIMHATA Kaj HEro € NOoTeHTHa.
He e 3arBopeHa Bo cebe u HenpobojHa 3a Apy—
rmTe, HO € COOMWTEeHa NPeTnasnveo, UHTEeNu—
reHTHO W fenukaTtHo. Borata e 3a oHue Kowu
cakaaT fa ja oTKpujaT, Aa Bne3aT BO HejauHaTa
cpueBuHa, buaejkn HejauHaTa 3aBoAIMBa HEBU—
HOCT NOBUKYBa Ha MHTeprpeTaumn of pasnuyeH
BUA. Mlako He e BU3yenHo HameTnuea, HejanHa—
Ta CKPOMHOCT € npusriedHa. AKo Tpeba auja—
neKTU4KKM Aa ja aeduHupame, buaejku He noc—
TOW anconyTHa TWLMHA, BO 0Ba Aerio TUwuHara,
KaKo ¥ MONMYEeH-eTO U NpasHuHaTa ce NOTTUKHY—
Bayku, 6oratv u uMaat exo. /1 oHa wTo e ocobe—
HO 3Ha4ajHo, Taa He e 0f OHOj TWM Ha HamepHo
HepasbupnvBa KaTeropuvja co Koja HEKOW yMeT—
HULWM TEeHAEHLMO3HO ce orpagysaat of ny6nu—
kata. Bo bpogor Ha MoyapT TUlMHaTa e 30Ha
3a meguTauuja, Bexxba 3a AyXOBHO CO3peBaH-e,
MeTacopa 3a yucTta M HemHTepdepupaHa BU3n-—
ja“ Ha Koja 1 npucTanyBame HenmnocpeaHo U HeBU—
HO Kako Kora ro rnegame Heboto. Pasbupareto
M TONKyBarbeTO HA OBaa BW3uWja ja moBpeadysa

HejavHaTa benvHa.

.OHa WTO BaXu 3a cTpenarkeTo COo flak U 3a

ABUXEHEeTO Ha Me40T, BO UCTa CMUCNa Ce OgHe—

cyBa W Ha KOj 6uno Apyr BuA YMETHOCT®.
AHasnorHo, o Tyka MoXe fa ce u3Befe v ymeT—
HOCTa Ha npaeee 6poaoBu. AHTOHU MasHeBCKK
He Npasu HewWTo HafBop o4 cebe, TYKy ,co cebe—
Cu npasBu HewTo of BHaTpe 6e3 coctojba Ha
,BUCOKa HanHaTocT", TOj ,Ma3HO ro ocnoboaysa

ucTpenot”.

Ha noumoTt 3a coBpuweHcTBO MasHeBcku yka—
XKyBa, Npeg ce, Npeky BuayenHara matepuvjan—
HOCT Ha camoTo Aeno. PeTtporpagHuoT norneg
BO HEroBMOT ONyC, AeceTWHa roAWHW HaHasag,
OTKpVWBa KOHCTaHTeH athuHUTeT 3a rOTOBWOT,
otpnennot npegmet?. Co BHecyBareTO Ha

ready-made BO wuHcTanauyuitTe ce ocTBapyea

15 | .nakoT e saTterHat, a hopMaTa ce MeHyBa HajHeoueKy—
BaHO Kako LWTO ce 3aTera TeTUBaTa..Kora ce OTnywTa camo
Manky saTerHartata TeTMBa Ha NakoT..Ce COo3faBa SyH, Koj e
KomBuHauuja of ocTap yAap M AnaboKo SyHeHe W KOj LUTO HUKO—
raw ropeke He ce 3abopaBa, ako Camo HeKOSKYy maTu cTe ro
yyne, TONKY @ Toa 0co6eHO U Taka He3anupnveo ro oceojysa
cpueTo”. Bo: Eyren Xepuren, 3eH B0 yMETHOCTa Ha CTPEN&HE CO
nak, opus.cit. cTp. 32.

16 Bugu: Cyaan 3omTar, TuiwmHa, Pasrnegw, CKorje, Maj, cTp.
34,

17 |bidem.,OHO] Koj M MMa KOHEUHUTE OAFOBOPW, HE MOXe
noeeke Aa 36opysa co ApyruTe, buaejku co Toa 61 ja npexkuHan
OCHOBHaTa KOMyHWKauuja, nopaau oHa Bo Koe Bepysa“.

18 Criopea ®poja ,TWWMHATA MM OCcTaBa paboTUTE OTBOPEHU”.

19 "o6enexanu co fonra TMWMHa 360poBMTE BpeaaT noseke”.
Bo: CyaaH 3oHTar, TiiKHa, opus. cit. cTp. 34

20 Eyren Xepuren, 3eH BO yMETHOCTAa Ha CTpenamwe co nax,
opus.cit. cTp. 108

21 Teneswsopu Bo TB KoHcTpykumu, bykew Bo The End,
QonkceareH Bo A se esse, crtonuua, rpamodoH, CTaTUBM,
3By4HULM Bo Meryspeme, nepaurea Bo Toa M jac, eapvnuua Bo
Bpogor Ha MoyapTt



Bpopgot Ha MouapT, 2004, wHcTtanauuja
Mozart’s Boat, 2004, installation



HeroBMOT WHTErpaneH nornej Ha CBeTOT: KOM—
naTnbunHocTa Ha pPeanHoTo CO MeTahU3UIKOTO.
Tve oncTtojyBaaT v ce peanuavpaar 3aefHo.
HacnpoTu HajuecTaTa npakca Ha yMeTHULMTE 04
~CMpOMallHaTa yMeTHOCT", Kou ro ynotpebysaar
nNpeaMeToT BO HajaeHaTa coctojba, MasHeBcku
roTOBMOT npeameT (Tenesusop, rpamodpoH, cTo—
nvya, egpwnuua..) ro Tpetupa co Hajronemo
BHUMaHue. Toj He caMo LITO He ro MOoTLeHyBa
OT(PEHNOT NpeaMeT, TYKY CO HajrofieMo BHU—
MaHwue, rby60B 1 NpeyusHoCT ro 4o06nuKyBa, 3a
Ha KpajoT uenocHo ga ro npenopogu®. Bo Toj
3aHec CO 3aHaeToT BUANMWBU Ce HEeroBuTe Crn—
Kapcku, rpapuyku UNKU CKYNNTOPCKU paKyBar-a
CO NpeaMeToT, Taka LWTo, Bo (huHanHaTa Bepan—
ja Toj usneryea LEenocHo pereHupa, 6ecrpexko—
pHO 06nuKyBaH: HeroeaTa npocaHa npupoaa
npeMuHana Bo CBETOT Ha YMETHWYKOTO MajcTop—
CTBO Kako BO CMIMKUTE Ha XOonaHAcKuTe u hpaH—
LycknuTe majctopu, Ha Bepmep, WapgeH nnm Ha

Kopx ge na Typ.

bpogot Ha MoyapT, naeanHo n3MasHeT u foTte—
paH Ha pamHUILTE HA HEroBUTE CKYNNTYpU Of
2002 rogvHa, BO COAEJCTBO CO TEXHWUYKaTa npe-—
(OMHETOCT Ha NMMHEAPHUTE CTPYHU W eNereHTHU—
Te NaKoBW, He ja Kpue HeogonueaTa xenba Ha
aBTOPOT Aa ro ongaTu U ONWTUOT Noum 3a yba-—

BOTO Kako 6e306nu4yHOCT (kako camo 3a cebe

nocToeyka nepgexuymja) 1 KOHKpeTHaTa y6aBn—
Ha Ha obnuKoT W copMarta 3a ga ¥ ro Bpatu

13rybeHnoT cjaj Ha akTuBHaTa ybaBuHa.

Cora AbayuveBa

22 Bo epeH pasrosop Ma3aHeBCKM MW MOCOYM Ha HeropaTa
NOBP3aHOCT €O KNaBMPOT YWITE Of, HErOBOTO AETCTBO. DyHK—
yuoHanHocTa, uaeanHara U3Ma3HeToCcT, KOMNakTHaTa HO He—
cumeTpudHa copma W pednekTupaukaTa TeMHWHA HA OBOj Yy—
AECEH MY3U4KN WHCTPYMEHT 3a Hero e uieja 3a CoBpLIEHCTBOTO,
Heroea nocrTojaHa UKoHa.
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Sailing on the Silence

“I hold the river wave as a violin”
Paul Eluard, Open Book

Over the last fifteen years, young artists in
Macedonia have been maturing in complex social
conditions, as a result of the global world move-
ments, but especially as a result of the turbu-
lences in the country and in the immediate region.
The unfavourable climate has drawn the authors
into a muddle of perplexities. Speaking in an utter-
ly simplified way, their reaction is reduced to: a)
quiet resistance, and to b) aggressive resistance.

As a member of the current fine arts stage, Antoni
Maznevski decides on a special kind of silence,
although he shares (with the Macedonian environ-
ment, as well with the world one) the universal
wish for overcoming the restlessness, the conflict,
the uncertainty of the time... His new project
Mozart’s Boat (2004), in a competitive relation
with the fine art expressions of many artists in the
world, with a sophisticated sense for the common
dilemmas of today’s world, is the reflection of the
alienation and the withdrawal into one’s own “psy-
chic depths”, into the inner sanctum of art'. His
space for meditation, contemplation, and survival
is the boat of wishes with its trajectory. With it, the
silent resistance of Maznevski's sails on the meta-

physical expanses: from the peak elevation of the
individual to the peak of elevation of the trans-indi-
vidual. However, it should be immediately
stressed that, it is not about bewailing one’s own
endangered fate or fear of the present times and
future, nor about a quest for one’s self, but about
a withdrawal into the space where he can revive
the feeling of reality in this world, which forces him
to feel unreal and false.

The project Mozart’s Boat is visually very simple.
It is built of two basic structures: a wooden boat
(80 x 200 x 650 cm) placed in a clean white space
and a line of bows, fixed on the surrounding walls.
The body of an old worn—out sailboat has been
renovated and its upper horizontal surface has
been shaped as a stringed instrument. The ambi-
guity of this invented object was created by the
imagination, to which the dialectics is always nec-
essary. Against the imagined energy, inbuilt in the
physical statics of the sailing-musical object, the
dynamic paths of the bows are placed, as a pecu-
liar visual alibi of the itinerary “engraved” on the
water horizontal.

The centre of the composition of this installation is
an object (a boat-musical instrument), seemingly
full, but actually cleared from its womb, from
which rays of inaudible music radially spread out,
and the proliferation / multiplication of the “bows”
deliberately supplants the attention off the centre
to the margins, in the spirit of the idea of “full mar-
gin” (André Breton).

Mozart's Boat was made as a confession and an
exercise of ascetics, akin to the “Anaemic
Cinema” (the first and only film of Marcel
Duchamp), “the impoverished painting” (Samuel
Becket), “The plea of a meagre theatre” (Jirzy
Grotowski), i.e. in Macedonian context, of the min-
imalism in some works of Jordan Grabul or of
Dusan Percinkov. In this sense, the work of
Maznevski in the Macedonian fine art milieu
belongs to the family of the emphatically cultivat-
ed artistic language. This points, like with the
above-mentioned authors, to plainly impressive
and autochthonous manners of comprehending, it
talks of noble approach to art, sets thought in
motion in a different way.

The initial germ for the birth of this work probably
originates from the earliest childhood (the first
child’s icons drawn or made of paper are houses
and boats). Who was free from the wish to pene-
trate into the distance, to find out infinity, to taste
the risks of adventure? The desire?, as a meta-

physical category connected to the reality, opens

"The individual withdraws into his psychic depths in order to
renew the feeling for the genuine, primary existence...This is
essential for the emotional survival in the world, which is indifferent
to the psychic or the emotional survival of the individual”. In:
Donald Kuspit, /diosyncratic Identities, Cambridge University
Press, New York, 1996, p. 147

2 |bidem, p. 155: “The desire is inseparable from the language
of art, from language as it is: each intention or opinion embody a
certain desire, and the task of the idea, of the concept, is to identi-

fy it".

15



opportunities for associations in extension. The
boat-musical instrument awakens the legends,
the myths, the historical events, and the personal
fantasies of sailing, wandering, and adventures®.
The boat awakens the symbolism and the rela-
tions between the fear and curiosity, the risk and
caution, the music and water, the male and
female, the open and closed, the real and imagi-
nary, the ontological and neo-ontological. The
meaning of the sailing also directs to the uniting of
the furthest distances (of the East with the West,
of the North with the South) and to different times
(from pre-civilization to present times, from the
mythological to the existing ones). In that poten-
tial narration about the boats Maznevski is not on
close terms with the closed structure of Nautilus
by Jules Verne (boat — house*), but prefers the
open sailing of Rembaud’s Drunken Boat, which
is “freed from the hollow interior, conveying the
man of the cave psychoanalysis to the genuine
poetics of the researching aspiration™. He does
not take it to the specific places on the earth, but
to the other side of reality, to the regions of the
transcendental; he frees the ego and directs it
towards the discovery of the limitless fluctuations

among the abstract antagonisms.

These reminiscences are also related to
Maznevski's affinity to the Far East Philosophy, to
the Zen aesthetics. In order to identify “that which
cannot be named™ the author forgets his own “I”

16

and concentrates on the appearances and things
to find out their essence, the real self-nature. The
distancing from the self simultaneously means
auto-liberation from unnecessary addictions and
liberation of space: concentrating on the specific
thing and identifying with it’. The self-forgetting,
intuition and meditation cultivate, i.e. perfect the
consciousness®. The connotations of the Japanese
aesthetics, rooted in the Zen, are the unpreten-
tiousness, asymmetry, simplicity, tranquillity,
silence, freedom, the unsaid... They are “impres-
sions whose briefness would warrant perfection,
and whose simplicity would witness the profund-
ness™. Almost all the projects by Antoni Maznevski
are wrapped with silence and emphasize the
notion of void. They are structured with outmost
economy of the visual investment. The minimalism
is their basic matrix: in the background of the empty
square the word in the installation THE END (1996)
reflects the latent possibility, and the textual etymo-
logical explanations of The and of End respect the
code of the “one angle™’; the object A se esse
(1998) is reduced to a sign which unites the oppo-
sites, analogous to the Chinese pictograms for the
sun and the moon; the silent TV Constructions
(1995) replace the profanation with the simple
beams of the lighting lines; the speech in the instal-
lation of Meantime (1998) is focused on a mono-
logue in the emptied meaning of the silent space;
That and | ( 2000) “tells of the untouchable spirit of

the imagination in the “recalling of the inexistent".

The project Mozart’s Boat (2004) in an even less
emphasized manner merges with the simplicity of
that vigilance of silence in the emptiness. Like in
the aforementioned pieces of work, parsimony of
discourse is announced as a need for liberating
from the screaming of the images, letters, and
wordings, which produce the tiredness in the con-
temporary society. Maznevski considers that the
silence and the quietness are those forces which
can free us from their tyranny. These two cate-

gories explain what the language cannot utter.

2 Actually, what child in us has not daydreamed to set out in the
unknown, what child has not been impressed by Moby Dick, the
Old Man and the Sea, by the pirate ships, by Troy, the Argonauts,
or by Titanic, by Odysseus, Magellan, Columbus, or Vasco de
Gama?

4 See: Roland Barthes, The Conceit of the Sign, Narodna
Kultura, Sophia, 1991, p. 117

5 |bidem.

8 “The Zen does not want to be some speculation, but a direct
experience of that which is a baseless foundation of the existing,
uncreated by the mind which... cannot be comprehended and
interpreted... We should go for self-engrossment, to the deepest
bottom of the soul, in order to conceive that which cannot be
named, which does not have any foundation, and we should even
unite with it.” In: Eugen Herigel, The Zen in the Art of Archery,
Tabernakul, Skopje, 199 6, p. 17.

7 In the sense of the famous koan: “Having observed the bam-
boo for 30 years, become a bamboo yourself, forget everything”.

8 “The Zen is related to the process of meditation and its results
in the consciousness...to the super-consciousness, and to those
states of consciousness in which the human image of his own | or
the self-image is lost™. In: Emnst Wood, D/ctionary of Zen, Detje
Novine, Gornji Milanovac, 1989, p. 128

9 Roland Barthes, Kingdom of Signs, August Cesarec, Zagreb,
1989, p. 93

10 The expression “an angle” or "the sparing brush” in the
Japanese painting sumie refers to great accuracy and saving of
paint and movements when applying the India ink. See: Dejan
Razi¢, Zen, Detje novine, Gornji Milanovac, 1985 p. 205



Living through the transience of life is suggested
by his substituting with the quiet artistic interpreta-
tion. It relates to Alice in Wonderiand and her
global perception of the crammed shelves in the
shop, contrary to the foolish desire to touch the
real content and order of the shelves. Let us recall
that inability of hers to focus on the concrete
objects that are on the shelves, which always
remain empty when her eyes fall on them.
Maznevski wants to draw the audience into an
ascetic place for meditation and concentration, in
which the touch of our internal being and of the
essence of the things is latent: to show the real
contents of the shelves.

| single out the void, the quietness (silence), and
the perfectionism (beauty) as main pillars of
Maznevski's minimalist expressive palette. He
does not concieve the notion of void as absence,
as non-existence, i.e. as a separate, autochtho-
nous existence, but as a constituent of the shape.
It is contained in the objects, since where there is
no shape, there is no void either (“the shape is a
void, and the void is a shape”)".

By establishing the simple compact configuration
of the boat-instrument in the white museum space
and by mounting of the bows on the walls, the
void is the one that awakens the mind of the spec-
tator? and directs it, not so much towards the
boat-instrument itself, as towards the possibility
for him to feel the greatness and expanse of the
water-space and the travelling through it, the tran-

quillity and satisfaction. The mechanisms of this
result are constituting elements of the Zen
methodology. The author has freed the aware-
ness from the memories and the thought from the
objects, he has removed the realities from the
consciousness and the material world and at that
moment, when his mind was cleared from the bal-
last, when he remained void for the other things,
he included the object of attention: the notions of
the spontaneous sailing and the glow/ shot of the
bows. The spectator’s awareness is the energy
which needs to be able (in a space also freed from
noise “to see, feel, hear, smell...the things which
are bereaved from their own objectivity. The
words and the thoughts cannot achieve this, but
the awareness and the conceiving can™.

The void is synchronous with the reduction of
speech. Maznevski's minimalist scalpel amortizes
the eloquence and introduces the silence. The
emphases on these two components deviate from
the familiar empirics of the narrative structure and
bend toward the idea of the “white letter”
(Malarmé, Blanchot)". Maznevski's letter unbur-
dens from the loaded speech and from the heavi-
ness of the words, and thus liberated from the
abundance of the rhetoric, returns the chastity
and freshness of its source. The bodies of the
bows (forms-lines, objects with a minimal vol-
ume), lined up on the wall prove the transparency
of language inaudibly spoken, with pauses, gaps,
ellipses. They are “shot” with one spontaneous

gesture, without shaking of the hand, without los-
ing breath, smoothly and naturally as the snow
gently glides downwards along the leaf on which
it accumulated. The silence and tranquillity in the
spectator’s imagination are in the function of a yet
greater emphasizing of the humming of the string
before the arrow goes off'®. The distance between
the strings and the concave emptiness of the vol-
ume of the boat-instrument are in “silent commu-
nication” (Vinnicott) with the un-ideal rhythm of the
bows.

What is the function of the silence in the
Maznevski's work, seen through the classification
established by Susan Sontag? ™. If it is not “dis-

" “The void expressed as empty spaces in the visual arts, like
the silence in music, like the time and space ellipses in poetry and
literature, or the non-movements in dancing, requires certain aes-
thetic form to create and to be understood. The idea of the void is
not achieved by analytical reasoning, it has to be understood in
aesthetic sense. The aesthetic form is a prerequisite for the con-
ceptual perception”. In Dejan Razi¢, Zen, opus cit. p. 199.

12« the void without words establishes the wording; exactly
from that void move the connotations, from which the Zen, in
achieving freedom from every sense, writes gardens, gestures,
bouquets, faces, violence move”. In: Roland Barthes, Kingdom of
Signs, opus. cit. p. 10)

13 Ernst Wood, Dictionary of Zen, opus. cit., p. 85.

14 “Unfortunately there is nothing inconstant as the white letter:
very soon where there was unlimited freedom automatisms build
up, a net of already anachronous forms encompasses the fresh-
ness of the discourse more and more, at the place of the free
boundless language letter is born again”. In: Roland Barthes, The
Conceit of the Sign, opus. cit. p. 227-280

15 the bow is tight, and the form changes most unexpectedly
as the tightening of the string...when the tightened string of the
bow is only slightly loosened... a hum is created, which is a com-
bination of a sharp stroke and deep humming and which will never
more be forgotten; if you had heard it only a few times, it is so spe-
cial and so irrepressibly conquers the heart”. In: Eugen Hegel, The
Zen in the Art of Archery, opus cit. p. 32.
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missal of thought”, if it does not “confirm the end-
ing of thought™’, then the silence is certainly a
valve, an opening that “provides time for deepen-
ing of the thought™™® and it means deliberate
emphasizing of the speech®. In this context is
Maznevski's idea to promote the silence (although
it is considered a dialectic opposite of speech) as
a substitute of the speech. It activates the desired
music in the spectators, the movement of the
silent body of the boat-instrument and the hum-
ming of the bows. His silence is potent. It is not
closed within itself and impenetrable for the oth-
ers, but is announced carefully, cleverly, and deli-
cately. It is rich for those who want to discover it,
to enter its core, since its appealing chastity
invites to interpretations of various kinds.
Although it is not visually imposing, its modesty is
attractive. If we are to define it dialectically, as
there is no absolute silence, in this work the
silence, as well as quietness and void are inspir-
ing, rich, and echoing. Moreover, what is especial-
ly important is that it is not of that kind of deliber-
ately unintelligible category by which some artists
tendentiously dissociate from their audience. In
Mozart's Boat silence is a zone for meditation,
practice of spiritual maturing, “a metaphor of a
clear and un-interfered vision” that we approach
immediately and innocently when we watch the
sky. The understanding and interpretation of this
vision injures its whiteness.

“What is valid for the archery and the movement
of the sword, refers in the same line to any other
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kind of art™. Hence, the art of making boats can
be derived analogously. Antoni Maznevski does
not make something outside himself, but “with
himself he makes something from inside” without
a condition of “high tension”, he “smoothly releas-
es the shot”.

Maznevski points to the notion of the perfection,
above all, through the visual materiality of the work
itself. The retrograde sight on his opus, some ten
years back, reveals a constant affinity for the
ready-made, rejected object*'. With the embedding
of the ready-made in his installations, his integral
view of the world is accomplished: the compatibili-
ty of the real with the metaphysical. They persist
and realize themselves together. Contrary to the
most frequent practice of the artists of the ‘poor
art’, who use the object in the state in which they
were found, Maznevski treats the ready-made
object (a TV set, a record player, a chair, a sail-
boat...) with greatest attention. He does not only
underestimate the abandoned object, but also with
greatest care, love, and accuracy he finishes it,
and eventually he revives it In that enthrallment
with the craft, his painting, graphic, and sculpting
treatment of the object is evident, so that, in the
final version it comes out entirely regenerated,
immaculately shaped: its profane nature has
moved to the world of the artistic mastery as in the
paintings of the Dutch and French masters, of
Vermeer, of Chardin, or of Georges de la Tour.

Mozart’s Boat, ideally smoothed and adjusted to

the level of his sculptures from 2002, together with
the technical refinement of the linear strings and
the elegant bows, does not hide the author’s irre-
sistible desire to accept the general notion of
beauty as formlessness (as perfection existing
per se) and concrete beauty of shape and form in
order to return to it its lost glow of the active beauty.

Sonja Abadzieva

16 See: Susan Sontag, Silence, Razgledi, Skopje, May, p. 34.

17 Ibidem. “He who has the final answers, cannot talk to the oth-
ers any more, since he would thus interrupt the basic communica-
tion, because of what he believes in".

18 According to Freud “silence leaves things open”.

18 “Marked with long silence, words are worthier”. In Susan
Sontag, Silence, opus. cit. p. 34

20 Eugen Herigel, Zen in the Art of Archery, opus.cit. p. 108

21 Televisions in TV Constructions, letters in The End,
Volkswagen in A se esse, a chair, a record player, stands, speak-
ers in Meantime, curtains in That and |, a sailboat in Mozart’s
Boat.

22 In a conversation with Maznevski, he pointed to his connec-
tion with the piano since his childhood. The functionality, the ideal
smoothness, the compact but asymmetric form and the reflecting
darkness of this marvellous musical instrument is for him an idea
of the perfect, his constant icon.
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