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Tl'onemara nepuneTuja napeyeHa yMETHOCT

D,El CC SMPHE BHATPE, BO y-rpoGaTa Ha SBEPOT OTCCKOraul oumna oncccnja'ra Ha
YMETHHMKOT: Jia e pacTypu HEroBaTa ouT JIO MOCIHENHHOT HﬁBOj, l_l]Tpﬂ¢1,
OJIHOCHO J1a ja CBEJIe HA YMCTA KBHHTECEHIIH]a Off Koja moHaTamy Ou ja pe-
co3pan, NpexKy urpa, BO €Ha HOBAa PEATHOCT M JTOrMKa - & Toa ro HAapEKyBame
YMETHOCT. Ho osaa Hrpa CEKako He € be3 IIcHa.

Ha nps nornep, kuneTnyknTe cKyanTypH Ha [Iejan CrnacoBHK fienyBaaT Kako
HEyTrJIe[[HH, IypH HECMACHH HANIPABH CO3JjaJieHl Hebape ce rpeiika Ha
npoussopuTenot. Bo Hajmana paka, Toa ce coceM npudatinuen ready-made®
A€Na COCTABEHH OJf MPOHAJACHH MPEMETH | IeIOBH Off CTaph anapaty (of
KOH HEKOW JlaTHpaaT ojff BpeMeTo Ha 6aba Mi) criopej| TpajiHupOHATHATE
npuananmd Ha JTATA. Ce unnn ieka oBHE 9y[HA KOHTPANIIAA PE3ATHAPAHO
JIeMHeaT BO aronor, 6e3 noce6na xenba ja BH cé HaMeTHAT KaKO NPUBIIETHH
unn y6asu. Ho, oHa mTo cenak e HeO[[0JMBO € ManaTa payka Koja MpKOCHO
Jeka J1a ja 3apprure. M Toram ano4nyBaar ucpnnemﬂ'f’li&,, s

e
INanagocTa co Koja OBME MEXAHMAMH HE tbacnnuupé’a‘r noar
KpYyLlHjajHaTa TOYKa Ha TBopem'PBOTo ‘Ha CnacoBuk, a roa. Ho3aTa Ha
YOBEKOT H ICTOTO, HITH, AKO CAKATE, YMETHOCTA H KMBOTOT. Bo HUBHATA
PEUNCH HANBHA MEXamyka MOOHINTE Ha CndcoBnk HéMaaT mmma 3aHa
HaMepa OCBEH €/IHA - TAa fia 03KUBEAT PEJi BAC U €O BAC. HO TIpH OBaa pe-
aHMMalluja, HHe CMe Efe\rpspémeﬁo TIPHHYIEHN p,a_la npu@a’mme
KOHCEKBEHT[ATA HA HANIATE. CONCTREHT AKHMH. | Tamy, cyOBep3MBHOCTA HA
OBHE HABH/IyM OE30MaCHu, cﬂpam—‘lﬂ]a KOMIUHA [OJABHOCT 3HAE U [1a BE
HacMee, cenak He cMee HUKAKO j1a ce notneny. Mako 6p3o chakame neka
HUBHATA , (PYHKIMOHATHOCT® € COroJIeHa 0/l GHIIO KaKBa YTHIHTAPHOCT,
HUBHATA OCHOBHA NEPHIIETH]A € HABHATA THBKA MOK J1a HE BTYPHAT BO €/IHA
Apyra AUMEH3HUja: MPYU HUBHATA MOHOTOHA IMHAMMKA CYIITHIIHO OMBamMe
BOBIICUCHH BO eleH Tal PUTaM Ha GeCro/Ie3HH aKLUH KOH CeIlaK M0JeKa, HO
NPEIH3HO HE MOTCETYBAAT HA y’KACHATA KOHCTATAIM]a JIeKa BeKe OJJaMHa cMe
Oule BOB/IEYEHH BO CBETOT HA OCT-HHAYCTPUCKHOT Xa0C Hebape Kako MYBH
BO [IajaKOBa MpeKa. 3aToa MOXe fla ce Kaxe [eKa OBHE MOOMIIH BCYILIHOCT
UrpaaT yjaora Ha CTanuiH, CaMo MTO OBOJ MaT HUE CAMUTE CMe COYUESCHHIM BO
COMNCTBEHOTO TIPEAABCTBO.

[Horexnoro na [Nepnetym Mobune, KAKO HeKAKBH PYUMEHTAPHU BPEMEHCKH
MAILMHK, BCYIIHOCT H3POHYBa Off TaKOMOCTA Ha MOTPOLIYBAYKHOT BHPYC UHja
HEHCHPIIHA TIa/] FO UMa 3all0YHATO BEYHHOT KPYT HA OECHENHO Tparame 1o
HOBH IPOHAJIOIH, TPAKATAHIIN W ,,KOPHCHA" HANPABH KOH MAK HCTOBPEMEHO
HE MaMaT J]a HypKaMe YIITe nojyiaboko BO BUTENOT HA IIONMHT TPecKaTa i
NaKHUTE HAMETHATH NOTPeON 3a JIyKey3 1 Taka Oe3 Kpaj.

Cenaxk, CnacoBuK npeky MOGHINTE He My IPHOTa HA JKUBOTOT (T1a H HA
YMETHOCTA) HCKITYYHBO CO HPOHUjA H capKa3aM KOH Ge3yMHaTa
XUMEPNPOAYKIHja HA C& TOHOBH H ,,TO-JOOPH™ MaTEpPHjalHi TPON3BOMH.
ITpexy MHCHCTHPAMETO HA MHTEPAKIHjaTa NoMery HaG/bylyBauoT U JIENOTO
BO YMja HIpa HCTHOT CTaHyBa y4ecHUK/ TBopel/ annMaTop, CiacoBHK i 1aBa
Ha ManiMHaTa - CKy/InTypa efHa Hopa xymanoct. Hajy6asoro Bo T0j npouec e
IITO IPaHMATa MEly IBeTe TyKa Beke ce ryou.

. Ho, ona mTo co curypHOCT MOXKE [ja ce KaKe ¢ ieKa BO epaTa Ha CyIep cjajHi
H FaHI| HOBH TEXHOJIOIIKY H3YMH, CEKCHITHITHO [IM3ajHAPAHN alapaTh Wil
PACKOILHY NAJIETH HA NPOH3BO/IM BEHITO PEKJIAMHPAHH KAKO CTATYCHA
- cumbonu Ha ,,MOK™ 1 ,,opurHanHocT™, MobuiuTe Ha [Iejan CnacoBuk BO
cBojaTa (hparumHOCT U GIaropofeH CMUCOI 3a XyMOP CeNnak HeMa HEKOTall
Aa Be nanenepat. [ocTou camo MoxkHOCTA THE J1a Be pa3dyat ojf lonemuor
. COH - 1 MAKap MOHEKOTAII U CO KJIOIA BO MAJIHH-ATA.

Hrop Tomesckn

The Grand Mischief We Call Art

Plunging into the belly of the Beast has always been an obsession of the artist; to
dismantle its core to the last screw or spring thus reducing it to pure quintessence
which he/she later would recreate, through play. into a new reality and logic this
we call art. But this game doesn't come without a price.

At first glance, the kinetic sculptures of Dejan Spasovi¢ appear as cluttered, clumsy-
looking contraptions arranged as though they were some factory fault.

At the least, they could be accepted as legitimate ready-mades assembled from
found objects or parts of old contraptions (some dating from the time of my
grandmother) constructed under the traditional principles of Dada. It does seem as
though these odd devices just lurk in the corner with no special urge to attract us or
even stand out as pretty. But, what really is irresistible is their small handle inviting =
you to turn it. It is then when the mischief begins. ..

- The fascinating craze of these mechanisms reflects the crucial point of Spasovié's
- works - the symbiosis of Man and artwork or, if you wish, art and life. Spasovi¢'s

mobiles conceive no hidden agenda except one and this is to come alive before you
and with you. Yet, throughout this re-animation, we are simultaneously reminded of

. the obligation to accept the consequences of our own actions. This is precisely why
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we mustn't underestimate the subversive component of these seemingly timid
machines whose comical appearance sometimes even makes us smile. Although
their “functionality™ is stripped bare from any form of utilitarian purpose, their main
wickedness lies within their quiet power to draw us into a totally new dimension:
during the monotonic dynamics we are subtly pulled into a dull rhythm of futile
actions which yet slowly but precisely bring us with the frightening conclusion:
we've been caught in the world of post industrial chaos long before we turned that
tiny handle, just like flies in a web. Therefore, we could declare these mobiles as
some sort of trap devices. However, this time we are the accomplice in our own
betrayal.

In fact the history of the Perpetuum Mobile, as rudimentary time machines, derives
from the greed of the consumer virus whose insatiable appetite has launched the '
perpetual cycle of pointless inventions, gadgets or appliances which then lure us
deeper into the vortex of the shopping fever and the fake need for luxury over and
over again.

- Nevertheless, Spasovi¢ doesn't approach life (or art for that matter) strictly with

irony and sarcasm toward the mindless hyper-production of novelties and “better”
material goods. Insisting on the interaction between the observer and the artwork
where the former becomes the actor/ ereator/ animator, Spasovic provides the

- machine with a new sort of humanity. The best part of this process is the actual

fading of the borders between the two.

' In the Era of super-shiny, crispy-new technological inventions, appliances with sex

appeal and vast arrays of products skillfully offered as status symbols of power and
originality, what we can definitely rely on is that the fragile mobiles of Spasovi¢
with their profound sense of humour will never let you down. There is however the
possibility that they could awaken you from the Big Sleep even if this means an
occasional kick in the balls.

Igor Toshevski
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Dejan Spasovi¢ was born in 1974 in
department) in 1997. His main interest in
artistic performances and sculptur
e bands and projects. il
3 %‘S‘ome of his latest works: "Amulets",
ounge Café", interactive performan
" installation - CAC Gallery in Skopje, “G
_ livemusie performance for*“The Page Out

The overarching goal of his works is to exp
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