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IEJAH CPETEHOBUK

[TIOTJIEOOT X OKOTO

Ceza iipedmeiniuitie me 3abenexysaaiti MeHe
MO KITE

()

IMpoyuygajku ro peHOMEHTOT Ha paHuTe poTorpadcky nopTpet, Bantep
Benjamun 3abenexyBa ieka, Opajy ONraTa eKCno3niija Ha PBUTE KaMEpH,
MOJIEJIOT JIOJITO MUPYBaJ Ipefl KaMepaTa "BpacHyBajku" BO CIIMKaTa [0 Taa MepKa
IITO THE IOPTPETH AETyBAaT Ha TJIEadoT " OCYreCTHBHO" | MOMOCTOjaHO OfJOILTO
HoBute ororpacpuu”. ) [To HeKOH TOraIHu cBejouemha Kou beHjamMuH ru
mpeHecyBa, IPBUTE IIefiadd Ha THEe poTorpaduu He ce ocMenyBaa Jia TH Iefiaar,
OupejKu 4yBCTBYBaa "HEIPHjaTHOCT NPEJ] jACHOTH]jaTa Ha THE JIyre M BEpyBaa jieKa
THE MaJli CHTHH JIHI[a Ha JIHYHOCTHTE Ha CIIMKaTa MoXat f1a ri Bugat"®. Toj
thoTorpadcku KOHTpamnoriIeq NoKaxysa Kako cnoco0HocTa Ha oTorpadujara a ro
npou3Befie €(heKTOT Ha PeaTHOCTa aHANIOTHO Ha 3a0e/IeXyBamheTO Ha camaTa
peanHocT, ro npeo6pasyBa 00jeKTOT Ha MOTJIEOT BO aKTHBEH LIEHTAap Ha IJeflabe.
Bo enieH ecej [lepupia ja mocTaByBa XMIOTe3aTa 3a "CIENUIOTO Ha PTAY0T":
I[PTAYOT € CIIEI 3aT0a IITO, CEKOTAMl KOra TOYHYBa fia pTa, ce 0TBOpa Oe3/Ha
momery HelTaTa LITO TH IpTa H HanpTaHaTa auHKja @, Ona wro [lepupa caka fja
Kake e JIeKa [[PTavyoT, BO TEKOT Ha L[PTameTo, Io ry0H Off BHJ| TOA LITO IO LpTa
OujiejKH LPTEKOT, KaKO MepBe3, ro MpeKpHBa 06jeKTOT ITO HCyesHyBa. 3a pasinKa
Of IPTAYOT KOj IITO MOXKE Jla F'O MMHTHPA M OHA LITO HE 0 BHJEN, (hoTorpador e
CeKorall BO MO3UIAja Ha OKYJIapeH CBEMIOK KOj MOTBPAYBa fieka 00jeKTOT OmIl
HeMoCpPeJIHO W3NIOKeH Ha HETOBHOT TOTJIEN, a caMaTta pororpaduja ro MEMOpPHpa TOj
mur. Bo chororpadujara, 3a pa3nuka of CIMKapcTBOTO, OHAa 03HAYEHOTO (MOJIETIOT)
ce TIpUIIenyBa KOH 03HAYMTENOT (CIMKATa) CO TAKOB HHTEH3UTET IUTO O3HAYUTENOT
"Marmcku" ce MOMCTOBETYBA CO 03HAYEHOTO, l0fieKa camaTa ororpaduja, Kako
mrto 6u Kaxkan bapr, ja cHeMyBa , cTaHyBa HEBH/JIMBA. AKO CIMKAHHOT NOPTPET
CBEJIOYM 3a HEMPEeMHHIHBA JUCTAHLA MEly PeaJHOCTA H PENpe3eHTalnjaTa Ha
peanHocTa, Toranl (hororpadujara ja yKHHYBa OBaa JUCTAHIA CO3/[aBajKH IPUBH]I Ha
HHBHOTO CTONYyBake, LITO 3HA4H JIEKa PealHOTO TyKa Ce MOBJIEKYBa BO 110/13a Ha
(hbaHTOMOT 1 Ha IBOJHMKOT, BO 1ONI3a Ha penpe3eHToT. Taa ckpuena pabora Ha
toTorpachujaTa BOCIOCTABYBA MOJIEN Ha BHyBamhe KOj IOBEKE HE € 3aCHOBAH BP3
MPOCTHOT OJHOC HA HEBHJIUBHOT CY6jeKT H BUAIMUBHOT 00jeKT Ha NOTTIEA0T, OupiejKu
TyKa Ce, Cera, H IBaTa akTepa IOfleJHAKBO BUIHBH. Bo npamrame e oHa o Jlakan
ro HapeKkyBa "CcXm3a Ha OKOTO H Ha MOrNefloT" KOja IPOU3BeNyBa OpefieHa TeH3H]a
BO CKOIIMYKOTO IIOJIe KOE IO MPaBaT JBa HHTEPAaKTHBHH, HO aCHMETPHYHH I1OJIHH>A HA
rnefame @, TTornep e, Ke kaxe JIakaH, Touka Ha 00jeKTOT Ha KOj BeKe € BIHIIaHa
paMKaTa Ha TOTJIefJOT Ha IOCMAaTpayoT BO COAPXKMHATA Ha TIleflaHaTa CJIMKa Off Koja
M CAMHOT ITIOCMAaTpay e MocMaTpaH. AKO MAaHUPHCTHYKHTE aHaMOP(O3H (Ha KOH
JlakaH ja 3acHOBa cBOjaTa Te3a) BHECOA AUCTOP3Hja BO PEHECAHCHATA
OKYNIapolieHTPHYKa yTOMHja, Toram (poTorpacdckMoT norien Ha [Ipyruor ro
03HauyBa Jie(PMHUTHBHUOT KPaj Ha eJHOCMEPHUTE CKOMMYKH KOHTHHYYMHU KOH TH
KapaKTepH3upa KapTe3ujaHcKaTa JUXO0TOMH]a Ha cy6jeKTOT U Ha 00JEKTOT BO



norsiefjor. Bo MOJlePHHOT ONTHYKH YHHBEP3YM CEKO] € MOJIEIHAKBO M CY0jeKT I
00jeKT Ha 3a6eeXyBambe, CEeKOj € eKCIOHAT Ha PAclofarake Ha He'Hja OKyIapHa
JbyOONMUTHOCT H CeKOj € (PMKCHPAH BO HEUHE CKOMUYKO NOIE.

Bo mparmase e oHa mto XKixKek ro HapeKkysa "BO3HEMHPYBaYKH BHIIOK Ha -
TOrENOT" KOj I’ KAPAaKTEPH3UpPa TOTANIMTHPAHUTE CHCTEMH HA KOHTPOIMPAbE, HO I
Xuukopata ¢punmonoruja. Taka, Ha IpuMep, BO aHTHIKHOT PuM, fencpukanitjara Ha
MMIIEpHjaTHATa MOK ce MaHH(ecTHpa HU3 ien(AKaLjaTa Ha [apCKHTE NOPTPETH,
imaga: pa3MecTeH! Hi3 pOpPYMHTE THE IPABaT BIEYATOK HA KOHCTAHTEH HEBH/INB
TOT/Ie]] HAa HMIIEPATOPOT, KOj, MAKapIITO CHMOOIIYEH, co3/[aBa e(heKT Ha pealTHo
npucyctso. Kako XuuKkoK ja CHEMa ClieHaTa BO KOja CyGjeKTOT My ce J00/iKyBa Ha
MECTepHO3HHOT 06jexT? Taka WITO ro anTepupa cy6jeKTHBHAOT NMOrME]l Ha 00]eKTOT
1 0GjeKTHBHHAOT Kajiap Ha cyGjeKToT Bo Bixeme. Bo dummor I[lenxo, xenara ja
riIefa KyKaTa, HO OHa LUTO ja BO3HEMHPYBa € HEOPENIEHOTO YyBCTBO [ieKa KyKaTa,
Ha HEKOj HAYHH, ja rJefla Hea M Toa Off TOYKaTa Koja BO IEJN0CT Gera off Hej3HHHOT
TorIef, TOBeNyBajku ja Bo GecroMoIHa no3umnuja®.

Ho, cxu3aTa Ha OKOTO H Ha IOTJIE[OT EAHOBPEMEHO € | CXU3a Ha CIUKATa u
Ha MOTNENOT; KOra CIMKATa 3alo4HyBa /1 o BO3BpaKa MOTJIENOT 1 €O Toa ce
HaMeTHyBa KAaKO NIOCHJIEH IeHTap Ha TVIefabeTo, TOralll TyKa BeKe HeMa XapMOoHHja
KaKO BO PEHECAHCHOTO CKOIMUKO TOJIe Kajie IITO CIIUKATa CEeKOralll e BO (pyHKIH]a
Ha OKyJapHa Xenba 3a jacHa U TPaHCIIapPEHTHA BU3Hja.

Bo sakaHOBcKa cMucia, poTorpad)ckHOT KOHTpanorien GyHKIHOHHPA
KaKO JJaMKa Ha 06jeKTOT K0ja ja MaTH TpaHCapEHTHATA BU3HOMITHOCT HA CTMKATa,
KOja Ha TOj HauMH Ce OJIENyBa Off IOIIEJOT PpecTanyBajku 1a Oujie HeroB COjy3HHK
u excrioneHT. Kora MoKTa Ha BEpOJOCTOJHOCTA ja HAa[IMMHYBa MOKTa Ha
mpeycTaBata, Kako WTO BUKa bapr, Torall, HalopeaHO CO CHEMYBAbETO Ha
doTorpachujaTa, ro cHeMyBa i HaIMOKHHOT (hoTorpacpcku nories. 3a pasnuka o
riefaunTe Ha npeuTe (potorpadun, TB riiefauoT He ja 4yBCTBYBa HENPHjaTHOCTA
npey eKpaHoT Off KOj BORUTENOT IMPEKTHO My ce ob6paka, GujiejKkn T0] "3Hae" feKa
0BOj He MOJKE Jia TO BHJIH H JIEKa € BO Npalllabe He3anHTEPECUPaH MOMIE] YIATEH Ha
nesmmBroT TB aymuropuym. Beyumocr, TB BoguTenoT U HeMa MOTUIeN, Toj 3jana
BO IIPA3HO W HAMIITO He TIefja (110 MPaBUIIO TOj HUKOTAIll He I7Iefla AUPEKTHO BO
KaMepara), 10fleKa OHa IITO TJEJa4y0T ro J0XHUBYBA KAKO MOrNe/| Ha BOAUTENOT €
caMo TENEBH3UCKHOT eheKT Ha TOrJIe]] CO3AaZieH cO Wiy3Hja Ha ONU3HHA |
HETIOCPENIHOCT Ha 0Opakame.

Bo crynujata mocBeTeHa Ha (PEHOMEHOT Ha XKMBOTHHCKATa MUMHKPH]a,
yKaXyBa ieKa roJieM Gpoj XMBOTHH HA 3aJJHHOT /el Ha TPYNOT MMaaT OPHAMEHT KOj
IITO HAJMKYBa HA OYH, @ KOj IITO MMa NpouiakTiyHa (yHKIMja Ha OfiBpakame 1
36yHyBame Ha HenprjaTesaoT ©. Kako u TeleBH3NCKHOT MOTTIE]], H OBO] NOTTIE] €
(bMKTHBEH M HEPAa3MEHITHB KAKO TaKOB, HO CIOCOOHOCTA Ha IPHPOJaTa 1a MPOH3BE/ie
(ppananTHH eKBUBATEHIH [0 IPABH JIa CTAHE PA3MEHIIUB, T.C. /1A ja U3BPUIYBA
cBojaTa cUMOOMHIKA (DYHKIH].

3a jja ce pasbepe dororpa)cKuOT 10K 3a Koj 360pyBa beHjamis, noTpe6HO
e J]a ce Ma TIpe/iBUJ] KYITYPHATA EKOHOMHja Ha BPEIHOCTHTE i Pa3MEHNTE BO 19 BeK.
Kaxo u napure, u hororpacujara e "TOTANIH3UPATIKH CUCTEM Ha MOBP3yBake U
yuuukanyja" Ha cy0jeKTOT BHATPE BO EJUHCTBEHATA MPEXkKa Ha BPEJHOCTH 1
notpe6u 7. ®ororpacujara e MarnyHa PenpojyKIHja Ha CTBAPHOCTA KOja
BOCIIOCTABYBa HOB CHCTEM HA aNCTPAKTHH OJHOCH METy HHIMBHIYH U IPEJIMETH




HaMeTHYBajKy I’ Kako peanHu. OTTaMy Toa LITO IO NAT Ha PEMpOAYKIHKja He €
Pa3MEHIINBO, a TOA € [OTNIEAOT, CTaHyBa Pa3MEHJIMBO BO CHCTEMOT Ha
MOTPOIIYBAaUYKaTa BO KOj PENMPOAYKIIMjaTa ro MOTYHHYBA MOTJIEO0T Ha CONCTBEHHOT
KOJ1 Ha pa3MeHa. Bo MacoBHaTa penponykuuja Bukrop Hro ja Bunen ucropucku
peanHaTa chopMa Ha XpHCTOBOTO 4Yy/I0 Ha YMHOXKYBame Ha ne6oT. Penponyknujara
NpeIu3BHKYBA TEMEITHO [IelleHTPHpake Ha MOTEA0T K HErOBOTO pacejyBame HU3
Pa3NUIHKA PETUCTPH, KOHTEJHEPH, CLIEHH.

darnukaTa CIMKa - HACOYEHA CIIMKA KOja CO CHIIA IO MPUBIEKYBA MOTJIEN0T
¥ TO 3a[p>KyBa BHUMaHHETO - IPaBH "pafiMKaHa HHBEP3Hja Ha 3aBHCHOCTa HA OHOJ
KOj 3abemexyBa H Ha OHa 1TO e 3abenexano" (Bupunno) ®. Kako nHCTpymMEHT Ha
pekaMa, (haTH4KaTa CIMKa BOCIOCTABYBA ANICONYTHCTHYKA, THDAHCKA HAMOK Ha
CITMKATa HaJ| [IOrIefloT, OMejKn MoCMaTpadoT e TyKa caMo BO (PyHKIHja Ha
THIOTJIENIOT Ha CIMKATa, EKPaH IITO ja pethieKTHpa opakaTa Of ClIMKaTa.
Expasckara ciuka - HajMOKHa (paTHyKa CIMKa - € MOCIejHa MHCTaHIla BO 0BOj
ONTHYKH KonmepHHKaHcKH cucTeM. Cnopen Bonpujap, unTameTo Ha eKPaHOT €
coceMa pa3JInYHO Of] YHTAKETO Ha MOTJIEA0T: Kora joafa o eNuAePMICKO I0MUpatkhe
Ha OKOTO M CITMKATa, ja CHEMYBA H €CTETCKaTa MCTAHI[A Ha TIOTTIElOT U HHE ja
ryGuMe IMCTAHIATa Ha TJIEJav0T BO OHOC Ha crieHaTa. byKsanHara JnycTpanuja Ha
0Ba EKPAHCKO YKHHYBAMhE Ha CIIEHATA ja IEMOHCTPUPAAT POK - KOHLEPTUTE Kajie
IITO ce MoBeKe ce KOPHCTAT IMHOBCKH €KPaHH NIOCTaBEHH HaJl WM OKpaj OuHaTa u
KOW IUPEKTHO IO MIPEHeCYBaaT OHa IITO ce CTy4yBa Ha crieHaTa. M moBeke HUKO] He
jariena cieHata, 6uyiejKu eKpaHoT (piia ceHKa Ha Hea: cera M THe Oft
HajoJylaTieYeHATE PEJOBH MOXAT Jla BUJIaT LITO Ce CIyyyBa Ha cuenara. Hamecro fia
ja 03HAauyBa ClueHATa, EKPAHCKATA CIIMKA ce IPOu3BeNyBa camaTa cebe, Gupejku e
arcypjHO Jla ce 03HauyBa OHa LITO BeKe € M3JI0XEHO Ha TOIJIENOT, ITO € MPUCYTHO.
3Hau, IOBTOPHO € Ha BUJUK CXM3aTa HA OKOTO M Ha MOTJIENOT, T.€. OHA INTO
Boppurjap ro HapekyBa "061MK Ha Tepop KapaKTepUCTHUEH 3a IH30(PEHAK",
JIumien o1 cexoja cueHa, TOj JKHBEE BO HajrosieMa 30pKa, I0fieKa OHa LITO ro
KapaKTepu3Hupa He € TOJIKY 3ary0aTa Ha CTBApHOTO , TYKY allcoNyTHaTa Op3uHa 1
IOTIIO/IHA MUTOBHOCT Ha HEINTATa, "MpeTepaHa U3M0KEHOCT Ha IIPOSHPHOCTA Ha
ceetot". Toj craHyBa YHCT €KpaH, "MOBPIIMHA KOja I' BIMBA MPEXHUTE HA
BujaHneTo" ).
(...) @parment off Tekcror "Heropuje nornena”, o6jaBen BO KaTanoror "Cueny Ha norseot", Ha npearta rojuiHa H3nox6a na Copoc ueHTapor 3a

COBpeMeHH YMETHOCTH - Benrpaj.
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BPAHUCIIAB TUMUTPUEBHK

(..)
TIOTJIENL / TIOTVIE

TIpupopaTa Ha OTIEAOT KAKO LITO rO HEryBallle 3amajiHaTa yMETHOCT, nojipa3tupa
ukcupaoCT (IOTIE0T Ha TOCMATPayuoT Tpeba /1a M OfrOBapa Ha TaKaHapeueHara
"ocHOBa4Ka meplemimja" co Koja e feMHApaHa CIMKaTa), HeTpIeHne
(MCKJIY4YHBOCT), CTYAIEHOCT (KaKO Ha TEMIIOPAIHOTO "3aMp3HyBatbe" Ha NOTIe0T
TaKa ¥ Ha MEXaHUYHOCTA Ha OKOTO), HEOTEJIOTBOPEHOCT (II0fpa3dupame Ha UIcaleH
nocMaTpa), IeHeTpanyja (HaCHITHOCT) KOHIEHTPUPAHO BHUMaHue (BHIMaBaj!/
rnenaj uin (ppaniycku regard!) oHIMjaTHOCT (IPOTOKONAPHOCT), KOXEPEHTHOCT
(TexHHuKa foKaxkaHocT), HTH. Cekoja KpHTHKA Ha OKYIOLEHTPU3MOT CE 3aCHOBA,
BCYIIHOCT, Ha BakBara fie(pMHUIja Ha IpHpofaTa Ha noraenoT. Cenak, Bo BakBH
KPHTHYKH 3aKpHJIa ce CO3jaBa moTpeba u 3a MOWHAKBH OOJIMIH HA YMETHOCTA, TaKa
ITO Ha MpuMep Xajjierep  MOKPajToa MITO ro HeMa "3janameTo” KaKo eKCTPEMEH
JI0Ka3 Ha "(ppOHTATHATa OHTONOrUja" Ha HUXWIMCTHYKHOT CBET, KAKO CIIPOTHBHOCT
Ha BaKoB "caMoyGefieH" Ior/ef, o ocTaByBa "BUCTHHATHOT" MIOTJIE]] CBECCH HA
KOHTEKCTOT, TOBEKEKPATeH, HeMCKITyduB, TpixiuB."!. ®yko, o Apyra cTpaHa,
IeCAMHCTHYKHM HHCHCTHPAjKH Ha XereMOHH]jaTa Ha IIOrJIeIoT BO TUCLUIIHHATA Ha
"IPYIITBO Ha KOHTPO/A", CelaK ro OMHIa METORIOT Ha CBOjaTa reHeasioruja Kako
KOPECIIOHJIEHTEH Ha OBO] MOTIE] KOj 1UTO "HATHKYBA, O/IB0jyBa, PACIPCHYBA, U KOj
mTo € cnocoGeH fia ja ocmo6OoM APYrocTa H MaTepHjalHUTE ENEMEHTH, a
pacTBOpYBa W CaMHOT Jla GUie Pa3/IOXKEH, U [1a ja CKPIIU CEBKYIHOCTA HA YOBEKOBOTO
6urue". @ MefyToa, CTMKapCTBOTO HA 3allafiHaTa TPaJHIHja He CMeTalle Ha
TpaemeTo Ha MOTIIENOT, A0fieKa BaKBaTa aTeMIIOPATHOCT Ha BU3YEIHOTO,
OpUTaHCKMOT HeTOpHYap Ha yMeTHocTa Hopman Bpajco ja oGjacHysa co
MOTHCHYBahE HA JIMHTBACTHYKATA KaTeropuja Ha "deixis", BUj{ Ha H3pasyBame KOj
IUITO BOCTIOCTABYBA JUPEKTHA BPCKA CO OHOJ IITO HCKAXKYBA & CO TOA M BPCKaTa Mery
3GMIHYBAKETO H HeroBaTa TpaHckpummija. ¥ [MotncrysareTo Ha "deihisot” BIIMjae
BP3 IBOjHOTO TIOTHCHYBAFe Ha BPEMEHCKaTa IMMEeH3M]a Ha OTJIENOT: IPBo,
NPETCTABEHO € MIEATHO KOHCTPYHPAHO [ieue Ofi CEKYH/1a KOj o IMOOHIN3Npa 1
IPU30POT | MOTNEAOT HA CAMMOT NIOCMATPAY; IPYTO, OICTPAHETH CE CHTE EIEMEHTH
Ha TPAaemETO Ha CAMHOT PaGOTEH NMPOIEC Ha CIMKATa (Maclo Kako TEXHUKA, Ha
npHMep, TPETUPAHO € KaKO MEfIMyM KOj YCIEIIHO TO MPHKPHBA 0BO] MPOIIEC), TO
BIIjae Ha eKBHBAJIEHTHOTO MIOTHCHYBAMe Ha MPOLIECOT HA MOCMATPameTo. Jlorukara
12 TIOTNIEOT KO) € W KOKOWIKA 1 Jajie Ba ARTANSKTIRG Tk, T Jathona wa
NPUKPUBAKBETO HA TENOTO M HA IPUBHNIErMpaHaTa nosox0a Koja ce Haord BOH 0ff
TpaemeTo. Bo onHOC Ha BakBHOT noruef (the gaze), Bpajcon Bosenysa nornep ¥ (the
glance) KOj BO IIPB Pe]l HE ja MOTHCHYBA TEMIIOpANHATA IMMEH3H]ja Ha [IIEJakeTo, HO
¥ Ha Mana BpaTa BoBeJlyBa COCOOHOCT J1a FO IOMECTYBa BHUMAHHUETO, BHECYBA
3a0yHa W HeO(HIHjATHOCT, ja OMyIITa TeH3MHjaTa, ja cManyBa arpecHBHOCTa, IypH 1
CBPTYBa Off IMefakeTo. TpanHuMOHATHOTO KHHECKO CIIUKApCTBO, € MPUMED Ha
NPOJIOIKYBAE Ha TENOTO Ha CIMKApPOT HU3 BUTMBOCTA HA "peanHoTO" BpeMe BO




npoiiec Ha paboTa, Ha MPe3eHTHOCTa Ha CUTe NOTe3U U HHTePBEHIMH Ha
MOBPILUKMHATA, KOMOMHAIINY HA HIIY3HOHUCTHYKH U HE-UITY3HOHMCTHYKH, CIMKAPCKH H
Kamurpacpeku enementy. Ilornenor Ha mocMaTpavyor ro NOTBPAYBA TPAEHETO HaA
BH3HjaTa: CIMKATa He MOXe fia ce ondgaty "tota simul", co efleH OgHANpeN yTBPAEH
HOTJIEN; CIIMKATAa Ce COCTOH Off (hparMeHTH KOH ja aHHMHPaar 3a /]a MOXe BO Lie/IMHa
na ce noxuBee. Ha 0BOj HauMH, NOrNEOT HA CIMKATa CTaHyBa EKBHBAJIEHTEH Ha
NpUpOJaTa Ha riIelakeTo Ha HeKoj 00jeKT Bo peaneH npocrop. Kako nocnenuna Ha
"IpPOLIKPEHOTO MoNe" Ha MPa3HUHa, OHOCHO OeJiHa, KHHECKOTO CIIMKapCTBO
IpeTcTaByBa U pajiKanHa feduHIIyja Ha CIIKaTa, KOja He € BpaMeH, BKaJIpipaH
3aBpIIETOK HA "TYHENOT Ha [IeflamheTo".

TpaemeTo Ha MOMIENOT YIaTyBa H HA NpallameTo Ha cenekuuja. [Tornegor
ja MKTHpA CceleKIujaTa, HO M IOHATaMy COHYBA 3a IPOTe3a Koja Ou My OBO3MOXKHIIA
ondakarme Ha noBeKe HHCTAaHIY ofiefHaml. OBaa (haHTa3uja € OTENOTBOPEHA BO
myTamnujata Ha Jlejsuy Bosu Bo Mot The Man Who Felll to Earth, koj e Bo cocToj6a
€JHOBPEMEHO JIa [7Iefja MEIECeT U CElyM TEIEBU3HCKH EKPAHH.

YMeTHOCTa Ha CMEHYBa€ Ha TEIEBU3MCKH KaHAN Ha aJT€YHHCKUOT
ynpaByBay (zapping) He JOGIIKYBa 1O KPaXOT Ha CIIOCOOHOCTA HA CelleKIHja Ha BeKe
aTpo(MpaHKoT, HO ¥ MOHaTaMy eTHmu3upan nornes|. Bo ycimosu Ha BakBa
"npomoctepcka nonyuuja" (Bupuioos KornenT o fpoMoc: 6p3nHa), Ha
3arajyBame Ha reopu3nyKaTa CpefiiiHa co KpajHO 3a6p3yBame Ha KOMYHHUKALM]a i
TPAHCMOPT, CO MEXAHHYKA CENEKIIHja ce CHMyIIpa TEMIIOpalHaTa JHMEH3M]a Ha
ITeambe 3a [1a MOrIeNoT ce 3001e co CocOOHOCTA Ha CIIEKeNH]a, HO /a He ja 3aryon
CBOjaTa HENO/BHXKHOCT.

AKTHBHO, OTEJIOBEHO OKO, KO€ CKOKa Off IPeIMET Ha TPE/IMET, CBOjaTa
0CTI0B0JIEHOCT ja CTeKHYBa BCYLIHOCT CO He - (DaBOPU3HMPAILE HA HUTY C/IHA Of
3aMp3HATHTE MHCTAHIH, TYKY CO COIMPae Ha OTBOPEH MOTJIEN, KOj He (POKYCHpa, HO
npuma censanun. [iefame "MpeKy" HEMTATa ja BO3HEMHUPYBA XereMOHH]aTa Ha
BHEMAHHETO BO TEKOT Ha OICepBalujaTa, OujiejKn cobupa ceH3aluu co
TPOLIMPYBathe HA BHIHOTO MOJIE @ HE CO HErOBOTO CTECHYBake. 3a fia Ce HCKYMH
I7elakeTo, a a ce BO3HEMUPHU THPaHHjaTa Ha MOTMENOT, MOXKe fla ce 300pyBa 3a
pafuKaiHa eNeHTPAIN3alHja Ha MOTIENIOT 32 NMPEHE KOH NePH(PEPHOTO BUIHO
ToJIe, ¥ BO KpajHa JIMHHja - 3a MOTIIEe]] 3aMardleH off consu, (buejku consnure ce
CyIITHHATa Ha OKOTO, @ He BHOT; KaKo Toa ro 36opysa [lepuia Ha eJHO MECTO).
IornenoT npectanysa ja Gujie Mepee 1 IpeMepyBamkbe Ha HElllTaTa, TOj HeMa CBOja
3aaya ¥ IIeJ1, TO] MAHUMYJIUPA CO MPA3HO KOJKY H CO MOJIHO, CO OTCATHO KOIKY H CO
TPHCYTHO, ¥ CEKOrall HH [0 OCTaBa 3a{0BOJICTBOTO HEIITO fia He 3aberexume.
ITornegoT NpeTcTaByBa CIPOTHBCTABYBakE HAa KAaKBa M [1a € TOTpAIH3UpaiKa TOYKa
Ha [JIE[MIITE U € CPENICTBO Ha pPajMKallHa eTeaTpanu3alyja Ha BUHOTO Tone.
I'nepajku CIMKYA HAH3 KHATUTE Off MCTOPHjaTa Ha yMETHOCTA, HAaHlyBaMe Ha HEKOH
npuMepH Kako mro e [uprangaosara dpecka Cpeternne ofi cpksata Santa Maria
Novela Bo ®upenna. OBaa cluKa €, BO IIPB pefi, OTBP/A 32 TUIIHYHA PEHECAHCHA
NepcIeKTHBHA JIOTUKA: TOA € ClieHa Ha KOja IPACYCTByBaMe Ha MHCUEHALM]a Ha
3HayajHa HOBO3aBeTHa enm3ofa. [Ipu3opoT e nepemonujanen. Ce e Tyka ia ro
HarJIacH IEHTPATHHOT JIeJ Ha CJIMKaTa co camara cpefiba Ha Mapuja u EnucaseTa
(koja ToKMy Toraw ce "Hamonsu co ceeTHOT [{yx"). Makapimro craryBa 360p 3a
BHHMATEIHO KaJIpupaHa NenHa, [upnaHfao cenak He ofi0ernyBa ja BKIyIn
CTOpE/THH IETalH KOH U CEBKYIHATA CIIEHA ja BKJyuyBaaT BO CEKOjIHEBHUOT



(bMpEeHTHHCKU KUBOT. 3aJ] TBPJMHATA, KOja I'0 03HAYyBa KPajoT Ha CIEHATa, ce
npoTernyBa ®upeHna Koja OmymITEHO ja MOCMaTpaaT TPH MallKu (purypu, cocema
He3aHHTepecHpaHH 3a MUTCKaTa CLieHa Koja ce OfjBUBa NMOKpaj HuB. HaseHaT npexy
SHJJOT, THE IO T7IefIaT TPajioT, M KOJIKY U fia ce CO TMOTIEAoT OfIBIeYEHH O] yOaBHHATa
Ha caMaTa [JIeTKa, TOJIKY U CO CONCTBEHOTO TENO KOje YUECTBYBa BO TO] IOTIIE].
HuBrHOT cTaTyc BO HApaTUBOT € MapruHaieH, HO 3a0efeXaHy e[Halll, THe
CTaHYBaaT KJIy4YeH eJIEMEHT BO CEBKYITHHOT €(DEKT Ha CIMKaTa; THE
JleHapaTHBU3HPAAT, IPOILKMPYBAAT U JEKOHCTPYHUPAAT OHa LITO KOHBEHIHOHATHO Ce
OXKMBYBA KaKO CTPHKTEH MOJIEJI Ha TTIeflamhe, H3I0KeH Ha JOKTPUHATA ut pictura
poesis. Tre HATY ce ien off 3a HAC LEHTPUPAHUOT "CIIEKTAKJ'", HUTY YUECTBYBAAT BO
Hero kako Bo "¢hecruan”. Op pyra cTpaHa , HUBHaTa "0caMeHOCT" € JajKy Off
"KOIHEXOT 3a CyONMMHO" Ha OCAMEHHTE (DUTYPH HAa TEPMAHCKHTE POMAaHTHYAPCKH
IJIATHA, TYKY € IPOTKAeHa CO HENPETEHMO3€EH, HEOOBP3yBauKH, HEKOXEPEHTEH,
KapHaleH, ocinobonysauku nornef. @urypure na ['mprnangaosara ciuka, CeKako, He
Cce HHIITO MOBEKE Of] HECUI'YPEH 3HAK Ha €[IeH MOXEH OJHOC KOH BHJUTUBH ITPEIMETH.

(...) ®parment off Texcror "TIpozopew/ornefanc/oko/Teno/norney/noraen"), neyaren o karanoror CueHn Ha NOTIENOT, HA MPBATA FOLHLINA H3/I0K0a
na Copoc enTapoT 3a coBpeMeHa ymetHoct - Bearpan.

(1) Hajmornonu npernep #a "oupHyBatbe" Ha OKYJIOIEHTPUIMOT H BOONIITO HA NPHOJIOT KOH BU3YETHOTO BO (hunosocpujata u reopujara na
JIBAECETTHOT BEK (Of] Kajie IUTO € NpeB3eMeHa oBaa nuTeprnperanyja na Xajuerep), e kuurara na Martin Jaya, Downcast eyes - The Denigration of Vision in

Twentieht - Century Thought, (Berkley 1994)
(2) Michel Foucault "Nietzsche Genealogy History", Languaoe Counter - Memory Practice - Selectea ESSAYS and Interviews.
(3) Norman Bruson. Vision and Painting - The Logic of the Gaze (London 1983), 87-131 str.

Bo aHTTHCKHOT ja3uK IEMKTHUKHOT HCKA3 Hajlo0po ce HuycTpupa co ynorpe6a Ha npeceHT nepgeKT BO OJHOC HA NACT TEHC BO KOj IITO C& PACKHHYBA
BpCKATa Ha 3GMJIHYBAHATA CO YCIOBHTE, CO JIOUHPAHETO H TPACHETO HA CAMOTO HCKAXKYBAHbE.




DEJAN SRETENOVIC

- THE GAZE AND THE EYE

The objects now perceive me.
Paul Klee

As Walter Benjamin examined the phenomenon of early portrait photographs, he observed that, due to the long exposure
time of the first cameras, the model would keep still before the camera for a long time, "growing" into the picture to such an extent
that these portraits would act upon the viwer "more suggestively and more durably” that later photographs” . According to
certain accounts from that period itself, as cited by Benjamin, the first viewers of these photographs did not dare to look at them,
because thery felt "uncomfortable about the clarity of these people and believed that those tiny faces of the persons on the picture
could actually see"®. This photographic countergaze points out that the ability of the photograph to produce the effect of reality,
which is analogous with the observation of reality itself, transforms the object of the gaze into an active center of seeing.

In an essay, Derrida advenced the hypothesis of the "draftsman's blindness": the draftsman is blind because whenever he
status drawing, there appears an abyss between the object he is drawing and the drawn line ®. What Derrida wishes to say is that
the draftsman loses sight of the object he is drawing, because the drawing, like a veil, covers the object that is vanishing. Unlike
the draftsman who can imitate the object he has not seen, the photographer is always in the position of an ocular witness who
confirms that the object has been exposed to his gaze and that the photograph keeps the memory of that moment. In contrast to
painting, the signified (model) on the photograph adheres to the signifier (image) to such an extent that the signifier is "magically”
identified with the signified, while the photograph itself, as Barthes would say, disappears and becomes invisible. If the painted
portait testifies to an insurmountable distance between reality and the representation of reality, the photograph closes this distance,
creating an illusion of their fusion, which means that the real gives away before the phantom and duplicate, before its
representative. This secret work of the photograph establishes the model of seeing which is not based on a simple relationship
between the invisible subject and the visible object of the gaze, because both sides are now eqaully visible.

It is the question of something that Lacan terms the "split between the eye and the gaze", which creates some tension in
the scopic fleld consisting of two interactive yet asymmetric poles of seeing “’. According to Lacan, the gaze is that point on the
object at which the frame of the viewer's gaze has already been registrated in the content of the observed picture, from which the
viewer himself is also observed. Whereas mannerist anamorphoses (on which Lakan's thesis is based) brought distortion into the
Renaissance ocularocentric utopia, the photographic gaze of the Other marks a definite end of one- way scopic continua which are
characterized by a Cartesian dichotomy of the subject and the object of the gaze. In the modern optical universe, everybody is both
the subject and the object of observation, everybody is an exibit open to anybody's elase's ocular curosity and everybody is fixed
in samebody's elese's scopic field.

It is the question of something that Zizek calls a "disturbing excess of gaze" which is characteristic of the totallitarian
systems of supervision, as well as of Hitchcock's filmography. So, for example, the deification of imperial power in ancient Rome
was manifested through the deification of imperial portraits, imagoes. Placed on city fora, they created the impression of the
emperor's constant, invisible gaze which, albeit symbolic, always produced the effect of a real presence. How did Hitchook shoot
the scene with the subject approaching a mysterious object? He simply alternated the subjective gaze of the object and the
objective frame of the moving subject. In his movie Psycho, the woman has seen a hause but what makes her uneasy is a strange
feeling that the house is somehow watching her from the point that absolutely escapes her gaze, thus putting her in a helpless
position © However, the split between the eye and the gaze is also the split of the image and the gaze: when the image begins to
return the gaze, thus imposing itself as the more powerful center of seeing. there is no such harmony like in the Renaissance
scopic field where the image always in the service of the ocular wish to have clear and transparent vision. In the Lacanian sense, a
photographic countergaze functions like a stain on the object, blurring the transparent visibility of the image which dissociates
itself from the gaze, thus ceasing to be its ally and exponent. When the power of credibility overcomes the power of
representation, says Barthes, the superior photographic gaze will vanish parallel to the vanishing of the photograph.



Unikle the viewers of the first photographs, the TV viewer does not feel uncomfortable before the screen from which the
announcer addresses him directly. He "knows" that the announcer cannot see him and that his gaze is disinterested and directed at
the invisible TV audience. In fact, the TV announcer does not gaze at all; he has a blank look and does not see anything. On the
other hand, what the viewer experiences as the announcer's gaze is only the television effect of the gaze created by the illusion of
the vicinity and directness of addressing. In a study devoted to the phenomenon of mimicry, Roger Caillois points out that many
animals have an ornament on their back resembling the eyes, which has the prophylactic function of deterring and confusing the
enemy ©. Like the television gaze, this gaze is also fictitious and, thus, nonexchangeable. However, the power of nature to create
striking equivalences makes it exchangeable or, in other words, capable of performing its symbolic function.

To inderstand the photographic shock mentioned by Benjamin, it is necessary to consider the cultural economics of
values and exchange in the 19th century. Like money, the photograph is also a "totalizing system for binding and unifying" entities
within an integral network of values and needs ?. The photograph is a magic reproduction of reality which establishes a new
system of abstract relations between individuals and things, imposing them as being real. Hence, something that is not
exchangeable by reproduction, such as gaze, becomes exchangeable in the system of consumption, where reproduction subjugates
the gaze to its own exchange code. In mass reproduction, Victor Hugo saw a historically real form of Christ's miraculous
multiplication of loaves of bread. Therefore, reproduction causes a radical decentering of the gaze and its dispersion across
different registers, containers, scenes.

The phatic image - a directed image which attracts one's gaze by force and arrests one's attention - reproduces a "radical
inversion of a dependence between the one who observes and the observed” (Virilio) @ As an advertising tool, the phatic image
establishes an absolutist, tyrannical dominance of the image over the gaze since the viewer is only in the service of the gaze of the
image, a screen which reflects the message of the image.

The screen image - the most powerful phatic image - is last instance in this optical Copernican revolution. According to
Baudrillard, screen reading is quite different form gaze reacing: when the eye and the image come into epidermal contact, an
estihetic distance of the gaze disappears and we lose a viewer's distance from the scene. The best illustration of this elimination of
the scene by the screen are rock concerts at which gigantic screens are being increasingly used. Mounted above or beside the
stage, they transmit directly what is happening on the stage. Nobody now watches the stage because the screen has cast the
shadow on it: even those in the last rows can clearly see what is happening on the stage. Instead of signifying the stage, the screen
produces itself, because it is absurd to signify that which is already exposed to the gaze, which is present.

Consequently, again there is a split between the eye and the gaze, something that Baudrillard calls a "kind of terror which is
characteristic of a schizophrenic". Deprived of any scene, he lives in a state of great confusion. His distinctive feature is not the loss of
reality (scene) but an absolute closeness and momentariness of the object, an'excessive exposure to the transparency of the world". He
becomes a clean screen, "the surface that is absorbing and soaking in the networks of influence"” .

For this and other philosophical and theoretical attitudes towards the visual in the twentieth century, see an indispensable book by Martin Jay, Downcast Eyes - The
Denigration of Vision in Twenttieth - Centry Thought, (Berkeley 1994). Michel Foucault, "Nietzsche, Genealogy, History", in Language, Counter - Memory. Practice
- Selected Essays and interviews, (ithaca 1977), p. 153. Norman Bryson, Vision and Painting. The Logic of the Gaze, (London 1983), pp. 887-131. Bryson explains

this distinotioon through the usages of the past simple tense and the "deictic” present perfect tense.

(1) Walter Benjamin, "Mala povijest fotohrafije", in Esteticki ogledi, Skolkska kniga, Zagreb, p.156. Translated into English from the Serbian translation

(2) Ibid, p. 155

(3) In the absence of perception, we can evoke it by drawing, though the visible, through memory. This is why Derrida sees the origin of drawing in blindness, in
watching without gazing.See: Jacques Derrida, Memoires 'd'aveugle: L'autoportrait et autres ruines, Reunoion des musées nationaux, Paris, 1990.

(4) Jacques Lacan, "Shiza oka i pogleda" in Cetiri temeljna pojma psihoanalize, Naprijed, Zagreb, 1986, pp. 75-86.

(5) Slavoj Zizek, Looking Awray. An introduction to Jacques Lacan Through Popular Culture, The MIT Press, Cambridge. Massachusetts. 1993, p. 126.

(6) Roger Caillois, "Mimicry and Legendary Psychastenia”, October, No. 31.1984, pp. 16-32.

(7) Jonathan Crary, Techniques of the Observer. On Vision and Modernity in the Nineteenth Century, MIT Press, Cambridge, 1993, p.13.

(8) Paul Virilio, Masine vizije, Svetovi-Oktoih, Novi Sad-Podgorica, 1993, p.98. Translated into English from the Serbian translation

(9) Zan Bodrijar, Drugo od istoga, Lapis, Belgrade, 1993, pp. 17-18. Translated into English from the Serbian translation.



BRANISLAV DIMITRIJEVIC

(.)
GAZE / GLANCE

The gaze, fostered by Western art, may briefly be characterised as fixed (the abserver's gaze should correspond to the
"founding perception” by which the picture is determined,), Impatient (prohibitive), cold (in terms of the temporal 'freezing' of the
gaze as well as in terms of supposing that eye is mechanical), disembodied (assuming an ideal observer), penetrating (violent),
concentrated (look outl/attention!, or the French regard), offical (ceremonious), coherent (technically verifiable), etc. Every
crticism of oculocentrism is based precisely upon the nature of the gaze defined as above. Nonetheless, a tendency towards other
forms of vision emerges within this critical environment. Heldegger, for example, although taking "staring" as extreme evidence of
the "frontal ontology" of our nihilist world, in contrast to this "ego logical", "assertoric", visual mode counterposes the "aletheic”
gaze, multifold, aware of its context, inclusionary, caring. Foucault, on the other hand, who was utterly pessimistic about the
hegemony of the gaze in a 'society of control', did nevertheless state that his method of genealogy "coreresponds to the acuity of a
glance that distinguishes, separates and disperses, that is capable of liberating divergence and marginal elements - the kind of
dissociating view that is capable of decomposing itself, capable of shattering the unity of man's being..."

Norman Bryson has explained the atemporallity of gaze implled in Western painting, as the systematic disavowal of
"deicitic reference”, delxls being a linguistic category reserved for utterrances that contain information concerning the locus of
utterance and the very relation between the event and its description. (III) The disavowal of deixis induces a double disavowal of
the temporal dimension of the gaze: firstly, the gaze is placed outside duration (it is a split second that is represented);secondly,
the traces of the labouring body, of the work process are erased (oil paint, for example, is treated as an erasive medium: "stroke
conseals canvas, as stroke conceals stroke"). These influence an equivalent disavowal of beholding as a process. As opposed to
this gaze, Brucon introduces the notion of the glance, which do not dany the durational temporality of the vewlng subject, and
which is a "furtive or sideways look whose attention is always elsewhere, and which is capable of carruind unoffical, sub rosa
messages of hostility, colluslon and lust". The glance is capable of easing tension, preventing aggressiveness, and even turning
one's attention away from the object of viewing.Traditional Chinese painting is a remarkable example of extending the painter's
own body through the visibllity of 'real time' of the working process (visible brushwork, various interventions, calligraphy,
comblnations of illusionist effects and marks highlighting the surface, etc.). The observer's gaze confirms the duration of vision:
the Chinese work cannot be taken in all at once, "tota simul", by one defined gaze: but by fragmentary glances which animate the
work so that it could be comprehended as a whole. As a consequence of the 'expanded field' of blankness, Chinese painting
introduces to the Westen context a radical "defenestradion" of the picture, which is no longer at the end of the "tunnel of vision".

The duration of the glance raises the important question of the nature of selection within the field of vision. The gaze
sets the rules of selection, but keeps dreaming of a prosthesis which would make possible the simultaneous reception of more that
one instance. This fantasy is embodied in the mutation of David Bowle in the film The Man Who Fell to Earth, who is able to
watch fifty-seven television screens simultaneously. The "art" of "zapping" brings us to the collapse of the selection ability of the
atrophied but still fetishized gaze. In the conditions of "dromospheric pollution" (Virilio 's concept derived from dromos: speed),
in which the geophysical milieu has been reduced to nothing by the various means of instantaneous communication and
transporatation temporal dimension of vision is simulated by remote control selection in order to supply the gaze with the
capablilty to select, while retaning its immobility, though.

An active, embodied eye, moving from one object to another, becomes liberated not by favouring a single frozen
instance, but by retaining an open view which receives sensations without focusing. Glancing "over" objects distracts the
hegemony of attention, since it collects sensations by expanding the field of vision, and not by narrowing it. Our intention to
redeem vision but also to disturb the turanny of the gaze may lead us to the notion of the redical decentralisation of the gaze, of
spreading towards the peripheral fieild of vision, and even to the gaze velled by tears (for tears are the essence of the eye, not
sight, as Derrida once put it.). The glance opposes any totalizing point of view, as well as theatralisation of the fileld of vision.



Glancing through the history of art we may come across examples such as a fresco by Ghirlandaio, Visition from Santa
Maria Novella in Florence. In the first place it is a case in point of a typical Renaissance perspectival image: it is a theatre in
which we witness the stagling of an important episode from the New Testament. The scene is ceremonial, and everything is there
to emphasize the middle section of the painting enclosing the very meeting between Mary and Elisabeth. Although this painting is
a carefully framed whole, Ghiriandaio did mind including side details which bring this episode to the everyday life of fifteenth -
centry Florence. Behind the walls, marking the end of the stage, lies Florence calmly beholden by three men, utterly uninterested
in the mythical scene taking place nearby. Leaning over the wall, they grance over the town,as aware of the beautiful view as thery
are of their own bodies participating in the act of viewing. Their status in the narrative is marginal, but, once obeserved, they
represent for us a key element in the overall effect of the painting: i.e. they denerrativize expand and decunstruct what is
conventionally perceived as a strict model of vision sudordinated to the doctrine of at pictura poesis. Also, their attitude is far
from the romantic introspecitive quest of 'yearning for the sublime', it rather announces an unpretentious, optional, incoherent,
carnal, liberating glance. The figures on Ghirlandaio's painting are, of course, nothing more than a frall signifier of an optional
relationship with visible objects.



AJIEKCAHJIAP TABHK
ALEKSANDAR DAVIC

HUHA KOIIMK
NINA KOCIC

EPA MUJIMBOEBUK
ERA MILIVOJEVIC

30PAH HACKOBCKMH
ZORAN NASKOVSKI

HEIIA TTAPUIIOBUK
NESA PARIPOVIC

JOBAH YEKHK
JOVAN CEKIC



AJTIEKCAHJIAP TABUK

ALEKSANDAR DAVIC




OYEBMJEIL, 1995 Bujico - uucTananuja (6,40 mun.)
EYE - WITTNESS, 1995 video instalation (duration: 6,40 min.)



HWHA KOLIMK

NINA KOCIC




TPA MUPU3ITUBU MOPTPETH CO IIOBTOPYBAILE, 1994/95 TpancnapenTen canyH, (pOTOKOMHH.
THREE AROMATIC PORTRAITS WITH REPEATING, 1994 - 95 transparent soap, copy



EPA MUJIMBOEBHK

ERA MILIVOJEVIC




i

IIPHO U BEJIO OKO (cdopmar nHa pasrneguuua), 1995 oro - rexoncTpykuuja o1 400 (pororpacpun
BLACK AND WHITE EYE (format of a postoard) 1995 photo - reconstruction of 400 photos



30PAH HACKOBCKH

ZORAN NASKOVSKI




NO KONCKING, 1995 crakno, cpedpen 3aurtures dunm, poro: lnpun Hesxar
NO KONCKING, 1995 glass, silver sun - protection film photo by Shirin Nezhat



HEIIA TTAPMITOBUK

NESA PARIPOVIC




BPATA, 3BYYHATA CTPAHA HA KBAJIOPATOT<JIEBATA CTPAHA HA PAMKATA, 1995
THMHM]a HA SUJI, APBO, OrJIElazo; IMHUja H 60ja Ha SHJ, 3aTErHATa MIACTHYHA XKHI[A; IHHKjA HA SH]I, IPBO
DOOR, AUDIBLE SIDE OF THE SQUARO, LEFT SIDE OF THE FRAME (1995)

Line on the wall, wood, mirror; line on the wall, pigment, stretched plastic wire; line on the wall, wood



JOBAH YEKWK
JOVAN CEKIC

CTATIULIA 3A OKO, 1995 dororpacun, runc, cajgosi 3a 60MO0HM
A TRAP FOR THE GAZE 1995 photographs, plaster, candy bowls
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AJIEKCAHJIAP TABHK
ALEKSANDAR DAVIC

PopeH e Ha 2 okTOMBpH 1961.
NumiomMupan HHTEpMEjaTHa
pexuja Bo kiaca Ha npod. bopa
JlpawkoBuK Ha AKajieMHjaTa 3a
ymeraoctn Bo Hosu Caj. Bo
[IOYETOKOT Ce 3aHHUMaBa Co
TEJIEBU3MCKH TOKYMEHTapEH
¢huM, a TIOI0I[HA BO MIOTIONIHOCT
ce OPHEHTHpPa KOH BUJIEOTO.
TToronem 6poj Off HErOBUTE
3Ha4ajHH TBOPOM TEMATCKH Ce
Bp3aHH 32 YMETHOCTa, O€3 OryIeN
Jany cTaHyBa 300p 3a Ofjfie/IHHA
anTepHATHBHH YMETHHUIIM HIIH 33
aBaHrapjHHA ABICKeH:a of (BO)
muHaTOTO. Heropara mocranka ja
KapakTepusupa oGHIHO
KOPHUCTEHhE HA JOKYMEHTAPDHH H
apXUBCKH MaTepHjaly KOH,
KOMOMHMPAHHU CO UTpaH
MaTepHjal, JoOuBaaT HOB
KBaJIATET W 3HAUCIHE.
Ilo3nauajuu TBOpOH: Prince of
Chaos, Ka3zna u cno6opia,
ITocnenHa majaucTu4ka
npeTcTasa.

JlenaTa My ce IpE3EHTHPAHH U
HarpaJlyBaHM Ha (DeCTHBAIIUTE BO
3eMjaTa 4 BO CTPAHCTBO.

XKusee u pa6oru Bo Hosu Car.
Appeca: Jparuma Bpamoguxk 18,
21000 Hosu Can (CPJ), Ten. 021/
54 923, C.P. Jyrocnaguja

1. OYEBU]IELI, 1995
BHUJIEO - HHCTanaunja (6,40 MuH.)

Born on 2 October 1961. Graduated
Intermedia Direction with profesor
Bora Draskovic at the Academy of
Arts in Novi Sad. Initlaly worked on
TV documentary films and then
completely shifted to video. Most of
his acclaimed works relate to both
contemporary alternative art and to
historical avantgardes. He combines
documentary archive material with
feature sections. Most important

works: Prince of Chaos, Punishment
and Liberty, The Last Dadaist Show.
His works has been shown and
awarded at several festivals in the
country and abroad. Lives and works
in Novi Sad.

1. EYE - WITTNESS, 1995
video instalation
(duration: 6,40 min.)

HUHA KOIIMK
NINA KOCIC

Ponena Bo Bearpan 1961.
[Munmomupana Ha OAfENOT 3a
ckynurypa Bo Bearpan 1992.
CBouTe TUKOBHM Pa3MHUCITyBamba
I'H M3pa3yBa HU3 PTEXKOT,
(hUIMOT M CKYJIITYpaTa.
JToGMTHUK € Ha HarPajiuTe Off
tongor Ha GIIY 3a rpacuka
(1986) u 3a nprex (1989). ITocne
MpBaTa cCaMOCTOjHA H3710K0a BO
Benrpap, Hej3MHOTO TBOPEIITBO
Ce IBUXKH OJ] TPAAUIHOHATHOTO
KOH eKCIIepUMEHTATHO. J[J0OUTHUK
e Ha HarpajaTa 3a
eKCIIepUMEHTAIIEH BUJIEO TIPOEKT
BO paMKHUTE Ha OearpajckuoT
decTUBaT HA KPATKOMETPAXKHAOT
thunm 1992, kaxo u Ha HarpajaTa
I'pan [1pu 3a ckynnTyppa Ha
Buenaneto Ha miagy BO Bpar
1994.

XKusee u pa6otu Bo Benrpap.
Anpeca:Bykacosukesa 88, 11000
Benrpag (CPJ), Ten. 011/595 541
C.P. Jyrocnasuja

1. TPMU MUPU3NIMBHU
IIOPTPETH CO
ITIOBTOPYBAILE, 1994/95
TpaHCIapeHTeH CallyH,
¢oTokonuu.

Born in 1961 in Belgrade. Graduated
at the Academy of Fine Arts in
Belgrade, Department of Sculptuere.
Her artistic media are drawing, film
and sculpture. From the Faculty of
Fine Arts Fund, she was awarded for
printing (1986) and drawing (1989).
After her first solo show in Belgrade
(1992) her work moves on from

traditional to experimental. She was
awarded for an experimental video at
the Belgrade Short Films Festival in
1992. Shi received a Grand - Prix for
sculpture at the Biennial of Young
Artist in Vrsac1994. Lives and works
in Belgrade.

1. THREE AROMATIC
PORTRAITS WITH REPEATING,
1994 - 95 transparent soap, copy

EPA MHJINBOEBHK
ERA MILIVOJEVIC

Popen Bo Yxune (Cpouja) 1944.
Baspuun AKageMuja 3a IMKOBHH
ymeTHOCTH BO Benrpap 1971.
CTynucKH IpecTOjyBal BO
Auwnrnuja, Utanuja, lllnannja u
[Mopryranuja. M3naran Bo
Benrpap (moseke maT),
Xencunku, 3arped, [Ipumrusa,
Capaeso, 3pemanu, Ocujex,
Bamanuka, Yauak, Kukunpa,
Com6op, ITogropuna.
HacranyBan Ha moBeKe
CAMOCTO]jHH U3JI0K0H,
peanu3upal nepdopMancH, B0
- huniMoBH U poTorpachun,
ceKaBama, pasroBOpH.

XKusee n pabotu Bo benrpag.
Anpeca: IleTpoBapajuncka 16,
31000 ¥Yxuue, Ten: 011/641 304
C.P. Jyrocnasuja

1. LIPHO Y BEJIO OKO
(dbopmaT Ha pasriennuna), 19935
doro - TeKoHCTpYKIHja of1 400
¢pororpachun

Born in 1944 in Uzice (Serbia).
Graduated from the Academy of Fine
Arts in Belgrade in 1971. Resided in
England, Italy, Spain and Portugal.
Shows in Belgrade severral times,
Nis , Zagreb, Helsinki. Pristina,
Sarajevo. Zrenjanin, Osijek,
Banjaluka, Cacak, Kikinda, Sombor,
Podgorica. Artistic concretizations:
solo and group ahibitions,
performances, video and
photography, reminiscences and
conversations.



1. BLACK AND WHITE EYE
(format of a postoard) 1995
photo - reconstruction of 400 photos

30PAH HACKOBCKH
ZORAN NASKOVSKI

Popen Bo M36umre (BojBoguna),
1960. JunmoMupa Ha
@DakynATETOT 32 TNKOBHHU
YMETHOCTH (CIIMKapCTBO) BO
Benrpap 1986. I'pynHO M3naran Bo
Benrpap, Pueka, Kparyesar,
Tpenuun, Hosu Cap, Ilogropuna,
Bpmran. CaMoOCTOjHO H371arai BO
Benrpapn, Kparyjesan u ITanueso.

XKusee u pabotu Bo Benrpag,.
Anpeca: Hepecumcka 8, 11000
Benrpap, Ten. 011/430 217
C.P. Jyrocnaguja

1. NO KONCKING, 1995
CTaKIo, cpeOpeH 3alTUTEH (hHIIM,
tdoto: lllupun Hesxat

2. UPTEXT, 1994
thororpaduja, IpBeHa paMKa
(¢oro: Llon Tomcon)

3. UPTEXK 11, 1994
IpBEHa KyTHja, J1yna
(doto: XenmyT HbyTH)

4, KAMHWKA3H, 1995
IpTEX CO Ty, ayna, R=5cm

Born in 1960 in Izbiste (Vojvodina).
Graduated from the Academy of Fine
Arts in Belgrade 1986. Group
exhibitions: Belgrade,
Rijeka,Kragujevac, Trencin, Gornji
Milanovac, Zrenjanin, NOvi Sad,
Podgorica , Vrsac , Cetinje. Solo
Exhibitions: Belgrade, Kragujevac,
Belgrade, Pancevo, Belgrade. Lives
and works in Belgrade.

1. NO KONCKING, 1995
glass, silver sun - protection film
photo by Shirin Nezhat

2. DRAWING I, 1994
photo: John Thomson
photography, wooden frame

3. DRAWING II, 1994
photo: Helmut Newton
wooden box,

4. KAMIKAZE, 1995
ink on paper, lens, R= 5cm

HEIIA TTAPUIIOBUK
NESA PARIPOVIC

Popen Bo Benrpap, 1942.
AxajeMuja 32 TMKOBHH
yMeTHOCTH 3aBpiuui Bo bearpan
1969, a crukapcTBOTO IO
Hamymrun 1970. ITocounnoMcku
CTYJIMH 3aBPIIHI BO
MajcropckaTa pabOTUIHHALIA HA
Kpcro Xeregymuk Bo 3arpeb
1973. O ucraTa roguHa MOYHYBA
Jia ce UHTepecupa 3a
¢ororpacujaTa, ETYMHO 32
¢unm u BUeodHIM, Ha OIpEleH
Ha4Y{H # 33 CKYyNNTYypa.
CopaboTHUK € Ha TeaTapckKaTa
rpyna JAX-TEATAP.

XKusee u paboru Bo Bearpar.
Anpeca: Bojsoga Bpana 31, 11000
Benrpan, Ten. 011/647 979

C.P. Jyrocnasuja

1. BPATA, 1995
JIMHH]a Ha SHJI, TPBO, OTJENAno

2. 3BYYHATA CTPAHA HA
KBAJIPATOT, 1995

nuHMja ¥ 60ja Ha suf, 3aTer’ara
IJIAaCTHYHA XKHIA

3. IEBATA CTPAHA HA
PAMKATA, 1995
JHHYja Ha SUJl, [PBO

Born in Belgrade in 1942. Garduated
at tho Academy of Fine Arts in
Belgrade in 1969 and abandoned
painting in 1970. Completed
postgraduate studies in Krsto
Hegedusic's Workshop in Zagreb.
Since 1973 has worked with
photograprhy and occasionally with
film and video and in a certain way
with sculpture. Collaborating with
theatre troop Breath - Theatre. Lives
and works in Belgrade.

1.DOOR (1995)
Line on the wall, wood, mirror

2. AUDIBLE SIDE OF THE

SQUARO (1995)
line on the wall, pigment, stretched
plastic wire

3. LEFT SIDE OF THE FRAME
1995
line on the wall, wood

JOBAH YEKHK
JOVAN CEKIC

Popen Bo Benrpapg na 1 maj 1953.
3aspmun Punosoeku pakynTeT
Bo Benrpap, ognen 3a
dunosoduja u Teopuja Ha
yMeTHOCTa, copaboTyBa BO rojeM
Opoj cnucanuja. On 1975 . m3nara
BO 3€MjaTa U BO CTPAHCTBO.
JIMpeKTop € Ha Mara3uHOT 3a
Bu3yenHa Kyatypa - HOB
MOMEHT.

XKusee n pabortu Bo Benrpan
Anpeca: Jlomuna 24, 11000
Benrpan, Ten. 011/681 873

C.P. Jyrocnasnja

1. CTAIIMIIA 3A OKO, 1995
¢ororpacum, rurc, cagoBu 3a
ooMO0HHN

2. TIOTJIEQT HA MOKTA, 1994
CHTO II€4ar, npas, I'anc

Born in Belgrade on May the Ist
1953. Graduated in Philosophy at the
University of Belgrade. Publishes
philosophy and theory of art in a
number of magazines. He has
exhibitted since 1975 in Yugoslavia
and abroad. Director of the magazine
for visual culture NEW MOMENT.
Lives and works in Belgrade.

1. A TRAP FOR THE GAZE 1995
photographs; plaster, candy bowls

2. GLANCE OF POWER, 1994
silkscreen, powder, plaster
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